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Foreword
Patrick Heide
“Kunst gibt nicht das Sichtbare wieder, sondern Kunst macht sichtbar.”
(Art does not reproduce the visible; rather, it makes it visible) Paul Klee
What you are holding in your hands is
quite a brick, potentially one of those
that hangs around on shelves or on
coffee tables without any fingerprints
inside. But there is something about
books and paper, its sensuality and
its visual quality, in drawings as well
as in printed form, that I personally
and the gallery and its artists have
always embraced.
Though the gallery is small, we have
stuck to paper invitations in the digital
age, and in particular to our four-page
roll fold version, which has become a
collectable for some. I think and hope
the gallery has developed a strong
identity through its printed matter and
publications. Designing them together
with the team of Thomas Manss is a
part of the job I have always particularly
enjoyed – hence the brick, our most
ambitious publication to date. And it
is for a good reason: ten years!
Ten years is in many ways a long
time. Not necessarily in gallery terms
though. A gallery program, an artist’s
career, both take much longer to
properly flourish to be able to evaluate
them over time. You would need a
few more decades to be able to tell
the impact and the vision. But then so
much has happened in those ten years
that it is worth taking account, looking
back, remembering and hopefully
looking forward.

One aspect of looking back, and it is
the one I am probably most proud of,
is that the gallery was built completely
from scratch. No investors, no artistic
tradition in the family except a thorough
middle-class exposure to culture through
my mother and grandmother, and some
inherited art works. No entrepreneurial
experience, no deeper knowledge of
contemporary art in general – essentially
when I started, I had no clue. Just a little
bit of money, a good amount of passion
and an amalgam of naïve youthful
idealism, mixed with an undefined faith
in the transformative power and beauty
of art.
I remember a time in my student days
in Munich, where I actually studied law,
mainly thanks to a lack of alternatives or
obvious talents. I gave my then girlfriend
a bouquet of flowers for her birthday,
which I had assembled at the shop,
apologising that the combination might
be a bit odd as I had wished to pick the
arrangement myself. “But you have a
good feeling for colour and composition,
Patrick, they are quite beautiful”, was the
reply. This was probably the first moment
it dawned upon me that I might have a
good eye, even for art. A glimpse of a
talent was on the horizon apart from the
promise of paragraphs. After studying
law I went straight to London for a
postgraduate diploma at Christie’s, happy
to leave Germany. In London my eyes

for art and its fascinating market were
opened. After work experience at the
Guggenenheim in Venice, a museum
and city I still love, I realised the
academic world was not for me.
Opportunities came at Sotheby’s and
a London West End galley, which both
made me quite disillusioned about
the art market as such. It was mainly
about money and not about art – what
a surprise! At least this triggered my
desire to start my own projects and
show and sell art that was not so
much about money. An impossible
task, as I now know. I have not solved
this everlasting contradiction until
today, and the parameters between
the commercial and ideological aspect
shift with every decision I still make.
Fortunately I am free to make those
decisions in my own time and realm,
which, as most self-employed people
know, is the most gratifying gift.
The other driving force to start
my own projects came down to one
pretty simple self-analysis: I was and
still am always curious about people
and what they do and how they think.
Coupled with a somewhat diplomatic
nature, maybe because I am a
middle child (or because my parents
always said I should have become a
diplomat), I realised that the position
as a mediator between two worlds
might suit my character.

So the gallery idea was born.
The first exhibition experiments were
in private homes, empty office buildings,
rented pop up spaces – pretty much
what is coming back into fashion, now
that the costs for young galleries have
spiralled out of control. A good eye
obviously needs to be trained, so those
early projects were vital. As a student I
already co-organised private exhibitions
for Francesco Pessina across Germany,
all in private homes. The feedback,
conversations and somehow surprising
sales were encouraging, and led to a
longer phase of exhibition projects in
Germany and London that nurtured
the desire and courage for something
more substantial.
After looking for gallery spaces in
then funky East and South of London,
I ended up with a beautiful Georgian
house on Church Street, two hundred
meters from our home, neither a trendy
area nor a white cube – but that is
where we still are.
At TEFAF this year an artist and old
friend made me realise what sometimes
gets obscured in the year-long process
of developing a vision and a business.
She reminded me that over ten years
ago we were sitting in my flat with a
few friends, trying to sell her sculptures
for a couple of hundred pounds, and
now we are sitting together on my
booth in Maastricht – what a journey.
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Quite a journey indeed, with ups
and downs, a rough patch, like many,
in 2008/2009. But it was always the
looking back, the progress that had
been made, which spurred me on to
continue. And whatever will come,
and I hope it will be at least another
ten years and another brick – it is one
of the most gratifying jobs you can
do. You work with the most wonderful
people of all ages, characters and
cultures and you work with art –
every day!
In the last ten years a lot has
happened in the gallery, the catalogue
hopefully speaks for itself. But those
ten years have also witnessed
substantial changes in the art world.
I am not sure if the classic mediator
role is still fully viable in times where
branding and marketing have gained
such an influence. Many artists market
themselves better than any gallery can.
Too many small to mid-size galleries
with highly respected programs have
closed in the past two years, struggling
with an overcapitalisation of the art
market. Art fairs have become vital in an
event driven society, but are financially
risky for smaller galleries and those with
a content driven program. The classic
gallery space with an exhibition program
and opening times might become
obsolete as the trade moves online, and
visitors to social media marketed events.

Foreword – Patrick Heide 13

If someone would have told me even
eight years ago, that we will make a
quarter of our sales from images only,
I would have called that person insane.
Parts of the art market have become an
entertainment seeking fun fair, others
a money making and probably money
laundering machine. All embedded in
an ever faster and over-consumerist
society addicted to fashions and brands.
And yet, there is more wonderful art
and exhibitions out there than ever.
More artists get shown, from parts
of the world that our eyes and minds
were oblivious to not long ago. A lot
of it, at least in my view, is shown for
the wrong reasons or with a lack of
understanding. But that’s of course
subjective, and my path has always
been a more careful and conservative
one. One where I rather believe in
the roots and timeless message of
a piece of art than in its contemporary
currency. One where a metaphysical
meaning, a connection to something
mystical or spiritual inspires me more
than a contemporary narrative.
And this might be exactly the
role of our gallery for the next decade.
To seek out these positions, to develop
and foster those we have already found,
and let the fun fair be the fun fair.
Even keep sending paper invitations
in the hope they will not be subsumed
in the information tsunami currently

in motion. As long as the gallery can
still bring across a message or touch
someone with an artwork, and even
sell it, that’s already pretty good.
That youthful pinch of naïve idealism,
and formerly undefined faith in the
transformative power and beauty of art
has somehow prevailed over the past
ten years. And we can hopefully define
it more clearly in the next ten years,
and set us further apart from what
Francesco Pessina, calmly observing
us from his Aeolian island, calls the
luna park of the contemporary art world.
Just a few weeks ago I read a quote
from Gino de Dominicis, the enigmatic
Italian Post-War artist and pioneer:
“Drawing, painting and sculpture are
not traditional, but original forms of
expression, thus also belonging to the
future.” I can see some truth in this
proposition. New forms of expression
will naturally also belong to the future.
But this quote can also be read
metaphorically. One can ‘paint’
with a camera, ‘draw’ with words
or ‘sculpt’ with digital data.
The trajectory of art is an eternal one,
the desire to create and communicate
as well. This thought brings me back
to Paul Klee and the sentence that has
been sitting above the front window
and entrance of our gallery as a kind
of secret guide and lucky charm:
Klee states that it is the role of art to

look and search deeper than for the
obviously visible, and to make the
non-visible visible. For this search any
medium is allowed. Any vision. You just
have to go for what you believe in.
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Works by Eric Butcher,
Prunella Clough, David
Connearn, Simon Granell,
Andrea Gregson, Alex
Hamilton, Bridget Riley,
Michael Roberts, Dieter
Roth and Piers Wardle.
Curated by Michael Roberts.

Down to Zero

11th September – 11th October 2014
Down to Zero featured a seemingly
eclectic combination of artists, whose
main connection was a state of tabula
rasa; a fresh start before beginning a
new piece of art.
Michael Roberts explained his
conceptual approach to Down to Zero
as an exploration into the premise of
the artists starting from zero every
time he or she begins a new artwork.
The group show examined the idea of
completion, or even non-completion,
through the work of ten artists.
Beginning a new process with the
unknown, a journey of exploration,
where it is not always about arriving at
the moment, but about the continuous
instant. Down to Zero investigates
how artists work in diverse ways, with
different origins that all lead to a work
of art.
Prunella Clough integrated found
objects into some of her early works
providing a random starting point to
trigger the artistic process, in the
painting displayed for example, a green
Parazone plastic bottle. Andrea Gregson
employs organic shapes of molten parts
created during the casting process to

develop her sculptures.
An element of chance and
irregularity that the human hand or
technique brings to the constantly
renewed creative process is evident
in the pulled paint segments of Eric
Butcher’s aluminum sculptures and
Simon Granell’s moonlike painting
surfaces. Even more radical were Piers
Wardle’s experiments with material
and found objects or David Connearn’s
line drawings, which come close to
meditation in their spiritual rigor. On
display was a work executed with
Connearn’s blood.
Alex Hamilton manipulates and
alienates our perception in his
photocopy and ink drawings through
fragmentation and reconstruction.
Hamilton’s vision of our environment is
not unlike Dieter Roth’s, who both leave
the deconstruction and decay of an art
work to time and organic matter itself.
In the case of the multiple that was
included in the show, a landscape near
Braunschweig whose tree leaves were
made from moulding cheese.
Perhaps the most radical, most
down to zero, were the early visual

experimentations of Bridget Riley. For
this group show this was exemplified
by an iconic early 1960’s print
experimenting with optical illusion,
where she condensed the formally
essential, whilst developing a powerful
visual experience for the viewer.
Down to Zero had been conceptually
developed by curator and artist Michael
Roberts and was accompanied by a
small publication with texts by the
curator and Stephanie James, professor
and founding director of Syracuse
University, NY.

Andrea Gregson, Dieter Roth and David Connearn | Installation view | 2014
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Piers Wardle | Untitled | Acrylic on linen | 107 x 107 cm | 1992
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Bridget Riley | Untitled (based on Blaze) | Screen print on smooth paper | 52 x 52 cm | Edition 1/50 | 1964
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Simón Garnell, Andrea Gregson, Dieter Roth, Michael Roberts and Alex Hamilton I Installation view | 2014

