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EVA MARIA ENDERS

It is the unusually fine, manyfolded structure of her
paintings which becomes apparent at a first glance. One
would like to compare them with a web, with something
textile, with a kind of tissue, made out of closely woven
threads. This impression is not a matter of mere
chance. Eva Maria Enders, born in 1963 in Coblence,
started her artistic career studying textile designing at
the Fachhochschule Niederrhein in Moenchengladbach.
Doing so, she nevertheless always kept in mind her real
aim, i. e. art, painting. Famous artists entended upon a
similar way, made a detour in studying textile de-
signing, too, for example Georges Braque or K. O.
Goetz, that informal painter under whose supervision
Eva Maria Enders wrote her thesis on Tachismus and the
Informal. Even here, too, the threads —in this case the
threads of human fate —seem to be connected remark-
ably.

So from the start structure, materiality were not
strange to the artist, they were something with which
she was familiar. Even as a child, the Enders remem-
bers herself with a laugh, she had painted pictures
which were already extremely complex. Never content
with having drawn one figure alone, she painted and re-
painted her pictures constantly, until one could hardly
discern one motive from the other. “If, for example, |
painted a jungle picture, it became really a jungle of the
most different elements. ”

Basically nothing has changed since then, because
Eva Maria Enders continues to construct her pictures out
of many layers, layers of colour and form. Again and a-
gain she paints over the things created before, applies
new layers and shades of colour, preferably with brush
or scraper. Dispersion colours are her favourite materi-
al, allowing, even demanding a rather quick and spon-
taneous method of working. Often they are used togeth-
er with tempera or pigment colours, tempered in various
concentrations. Therefore colours can be used very dif-
ferently, pasty, like a kind of relief, covering complete-
ly anything painted before; or as a mere tinge, a trans-
parent hue.

A great part of the unusual, fascinating density and
materiality of Eva Maria Ender’s paintings is due to this

.



method of arranging colour in layers, of overpainting
them frequently. Colour is joined by form, by the traces
and patterns which the Enders scratches into, scrapes
out of the different layers, using a squeegee, a kind of
blade. Doing so she always tries not to interrupt the
easy and dynamic flow of the hand in writing, drawing,
and painting, which is characteristic of the “écriture au-
tomatique” of the Informal, too. Nevertheless she dis-
turbs the flow of this movement, but it is a disturbation
which has nothing of a real destruction. On the con-
trary, it is a necessary condition for the continuation of
the creative process. It gives energy for a renewed ap-
plication of colour, covering (but never completely!),
smoothing the

.

‘wounds”, the squeegee has left, the
traces of scraping and scratching.

But there are not only these traces which structure
the various layers of colour. A remarkable role is playe-
d, too, by impressions and marks which the paintress
produces with most different materials, always true to
her attempt, to give her pictures a structure, a materi-
ality as complex as possible. It is not the single elemen-
t, the individual thread of the texture which counts, but
this texture as a whole.

Pictures painted in this way can never be definite,
restricted to one meaning only. They can never be
works striking the eye, revealing themselves at a first
glance. Instead of these paintings oscillate between a
variety of the most opposite poles, and, in doing so,
recharge themselves continually. The round and the
straight, the organic and the anorganic, painting and
drawing (or calligraphy ) are some of these poles.
Sometimes the artist revels in colour, sometimes she is
rather stingy in using it, allowing herself massive layers
of colour, similar to the artists of the “art brut”, as well
as transparent nuances like an aquarellist. All these
poles, these antagonisms contribute to the tension, to
the dynamism of these pictures, to the intricacy of their
tissue.

The viewer, whose eyes have been caught by this
labyrinthic web of form and colour, has to be his own
Ariadne. In order to escape the painted labyrinth he has
to spin his own leading thread. His struggle is only
crowned with success if he immerses himself completely
and without any prejudices in this texture, as contradic-
tory as this may sound. Only then he is able to follow



the artist’s own way, because the Enders plunges her-
self into colour and form during the process of creation,
at the same time guiding this process and being guided
by it. She is someone who plans all his steps conscious-
ly and not less someone who has to respond sponta-
neously to new, unforeseen situations. Anyhow: this
paintress remains always one who searches for the
things hidden under the surface of the visible, something
which is more to be felt, to be imagined than to be
seen, which comes close to the substance of things.

If one immerses himself really into these pictures, it
turns out rather quickly, that this closely meshed tissue
of light and shade, movement and tranquillity, rhythm
and stagnation is not a real labyrinth, an artistic chaos,
but a kind of order ruled by its own, immanent laws.
Then it becomes apparent, too, that each of these
paintings has a characteristic structure of its own, a
structure, which can neither be defined as completely
abstract nor as completely figurative. It has something
of both. Associations entering the viewer’s mind are not
the result of chance, but of well-aimed inspirations. The
viewer has to find himself reminded, for example, of
natural structures, of the veining of wood, the lines of
his own hand, the harmonic pattern drawn by wind and
waves into the sand of a beach, the reflections pro-
duced by light on the surface of water. “The interesting
and varied structures of nature are a constant source of
inspiration for me, too” the artist admits.

Real textile tissues can be another source, as well
as old walls with their specific graffiti of fissures. It is
just this connection of the most different inspirations,
this manyfolded, even confusing texture which adds re-
markably to the fascination of Eva Maria Ender’s paint-
ings. As well as the contrasts, which collide sparkingly
during their genesis, antagonisms like the emotional and
the rational, the conscious and the unsconscious.
Therefore the artist is and has to be both: in one mo-
ment a person who determines the process of creation,
in another one who is determined by it. Improvisation
and intention enter into such a close symbiosis, that one
can hardly decide between the effects of one and the
other.

This becomes even more apparent in Eva Maria En-
ders most recent paintings. Another element, which
adds to their dynamic force, takes effect in them. Sur-




prisingly enough, because now generously proportioned
areas of colour enter into competition with detailed,
minimalistic structures and patterns. The intricate, in-
nate structure of a painting, grown almost organically
layer by layer, is now counterbalanced with massive
blocks of colour, dividing powerfully the whole space of
a picture. Black, white and blue; black, white and red
are the most remarkable, striking triads of colours.
Black, white and red—the paintress does not deny that
this triad might have been influenced by the experience
of Chinese art during her former stay in China. The
same might be true in consideration to the intensification
of the calligraphic element in her works.

But Eva Maria Enders would not be the one she is,
if she was content with these new developments, with
the division of her paintings by those strong, clear
colours. And so she starts again, attempts to reconcile
that which has been divided by colour, to reconcile it by
form, by structure. It cannot be denied: painting and
drawing are really two souls in the artist’s breast, two
souls quarrelling with each-other in a never ending, but
always creative struggle. This struggle is only to be
pacified if the definite, the clear is changed into the
complex, if the delicate fabric of a picture is so closely
woven that one cannot discern any longer its single
threads.

And even then the paintress’ struggle continues,
because every picture already contains the germ of the
following one ‘which starts very often as a variation of
its predecessor. Complexity is not only a characteristic
of a single picture, but of Eva-Maria Enders’ artistic
work as a whole.

Dr. Lieselotte Sauer-Kaulbach
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Eva Maria Enders has originally been trained as
textilengineer and designer. She so originates in a dis-
cipline, where the pattern holds a primary meaning. The
characteristics of the pattern lies within the fact that it
can be repeated in both directions, width and length in
any order, no matter whether the basic-structure is
large or small. To stand up to these requirements a
good pattern must have a structure, that can find its
stimulans everywhere. In her degree-dissertation Eva
Maria Enders puts it as follows: “Prerequisite of all de-
sign is the readiness to see, as well as the ability of
conscious perception, making no difference whether this
touches the every day ordinary or any specific artistic
areas. ” In search of new designelements Eva Maria En-
ders concerned herself with the abstract art. It is as Arp
says: “The abstract painting has a pattern as its base,
which, even though it does not have to be without total
order, follows a more or less random order and in an of-
ten hidden connection with pure chance. In an indirect
way the patterned form of abstract art shows itself in
the fact that it can be very easily transfered onto all
kind of patterns, especially the textil, and in this pro-
cess not seldom gains in aesthetic. ” In the course of her
study Eva Maria Enders visited the European Acadamy
of Arts in Trier. There Hajo Hangen became her lectur-
er, a painter whose paintings consist of modules, that
are again and again new and reordered following strict
principles. In this capacity his paintings exhibite a rela-
tionship with the endless report of a single ornament,
which, when put together, builts up a pattern. Her en-
counter with the informal painter Karl Otto Goetz, whom
she dedicated her degree dissertation was of great sig-
nificance. Not only did she concern herself mentally with
the structures of his tachistic paintings, she also traced
down mechanism of his art artistically and turned more
and more to painting herself.

On these premisses - a training as designer and the
examination of the informal - it is self speaking that Eva
Maria Enders found her way of expression in the ab-
stract painting. Primary her work can be divided into
two different lay-out principles which | may as a substi-
tute call “all-over painting” an “stripe paintings” (Fig.
2.

Structure overlays the whole pictoral surface in the
“all-over paintings”. This is usually delicate and finds
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its formal origin in nature or art. Its characteristic im-
pression of a multi-layered complex and its density is
created by quick overlaying of thin color-layers using a
palette knife. Different layers of colour overlags and
reach into eachother, still the transparence of the
colours remains in spite of their overlaying, their inter-
connection and their links. At the same time sharp dif-
ferentiation between light and dark and between differ-
ent colour values remain. It is to be noted, that Eva
Maria Enders prefers black and white contrasts and ele-
mentary colours. It is striking that the subject is spread
totally harmoniously over the hole dimension of the
painting. Neither the centre of the painting nor any other
part is emphasized. The pattern covors the hole paintin-
g. The tension between the moving structural elements
and their bracing within space give the impression of dy-
namic an occasionally also of three dimensional space.

The pictorial area in her “stripe-paintings” is divid-
ed into three. A colourful middlepart or two sidestripes
are set against a white background. The large scale
pattern is dominated by a single shade of colour, mostly
given its character by red or blue. The in itself very tur-
bulent surface receives a calming influence by being
sharply cut against the white area and is held within it.
The pattern is therefore whipped on all sides and has
the effect of being like a detail of a whole that can intel-
lectually be variably enlarged. This impression is rein-
forced to give the impression of a macro-structure in
comparison to the other pictures, just like viewing an
extreme small particle through a microscop.

Micro - an macro-structures: Within this area of
tension Eva Maria Enders develops her pictoral struc-
tures. Even though her paintings give the impression on
spontaneity they are subject to a strict principle of regu-
lations. To begin with the basic structure is roughly
layed out, the small size is being studied before it is
freely transferred onto large scale. The impression of
spontaneity remains because only the structure not the
whole pictoral motive is transferred onto large scale.

Important for the understanding of Eva Maria En-
ders design principle is the fact that she works in se-
ries. The optical base of a previous work is often desive
for the pictoral possibilities of the following. A first
painting, for example, is varied by a sight variation of
the basic framework and by choosing different
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