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“My work is based on my own experience, which includes a 

lifestyle divided between Scotland and Berlin, a city on the 

front line of change in the merging of East and West.  The 

work embraces the human condition, usually centering on 

the single figure which is stylised, influenced by primitive 

art, and sometimes bent or contorted by unseen forces to 

suit new conditions.” 

Margaret Hunter 1992 

 

Fulfilling a life-long ambition, Margaret Hunter entered Glasgow 

School of Art in her early thirties and after graduating in 1985 

and overcoming obstacles such as official intransigence, language 

and finance, her tremendous drive led her to Berlin to study 

under the guidance of Georg Baselitz at the Hochschule der 

Künste. 

Today, only seven years later, the artist has become well 

established in Germany and Britain and is represented in national 

collections in both her native and adopted countries. 

 

lt is therefore appropriate that Changing Places, Margaret 

Hunter's first solo exhibition in Glasgow, should tour to venues in 

Britain and Germany and the Collins Gallery is grateful for the 

support from Dr Gunter Nimmich (Director, Galerie M, Berlin), 

Frau Dr Renata Lepsius (Galerie der Stadtbibliothek, Weinheim 

Künstförderverein Weinheim, Vanessa Devereux (Vanessa 

Devereux Gallery, London), and Bill Hare (Assistant Curator 

Talbot Rice Gallery, Edinburgh).  We also wish to thank Sandy 

Moffat (Head, Painting and Drawing , Glasgow School of Art) and 

Dagmar Förtsch and Hildegard Pesch of German Language 

Services, Glasgow, for their contributions to the catalogue, 

Joachim Gross for his assistance in all aspects of the exhibition 

and finally, Margaret Hunter for providing the Collins Gallery 

with this memorable exhibition. 

 

 

 

Laura Hamilton, Curator, August 1992 

  



INTRODUCTION 
 
 

 

In 1985, when Margaret Hunter first arrived in Berlin, the city 

was divided, the Wall nearly a quarter of a century old.  As 

Barbara Sichtermann has pointed out “when the crises and 

convulsions of an entire age come together in one place, then 

that city becomes the meeting-point of the many layered 

realities of an epoch.  Berlin is that city .... anyone who spends 

some time there would realise, however, that this beaten, 

divided, rebuilt and reunited city has an extraordinary story to 

tell precisely because of the torment it has suffered ... the 

wounds are still visible."  The collapse of Soviet communism in 

Eastern Europe is something Margaret Hunter witnessed at first 

hand and in the midst of this momentous historical and political 

change - which has unleashed both creative and destructive 

powers - Hunter speaks in her recent work of transformation and 

renewal, of the pain and the joy contained within the course of 

reunification.  "Today Berlin’s people, their views, goals, and 

languages formed by two opposed ‘systems’ are mixing.  Many 

are still hesitant, but even more are having a look around in the 

other half of the city, and in this way are contributing to binding 

it together.”  As a woman and an artist whose creative self-

definition took place in the circumstances unique to the city of 

Berlin, Margaret Hunter by necessity contributes to this process 

of binding, of helping, of healing - not by naively celebrating the 

break-up of totalitarianism in Eastern Europe but by investigating 

individual emotional experiences (including her own) exposed to 

the drama and insecurity of social and political upheaval. 

Hunter had originally gone to Berlin to study with Georg Baselitz.  

The city's cultural traditions and contemporary art scene not only 

informed and shaped her painting, but also expanded her 

horizons.  Apart from Baselitz, Berlin had long nurtured a 

figurative tradition in painting, often of a critical and political 

nature.  Painters such as Koberlin and Hödicke (those masters of 

the "fast brush") had been influential since the 1960s and many 

of their former students became prominent in the Neue Wilden 

movement of the early 1980s.  In East Berlin the crude dogma of 

Socialist Realism had given way to a dialogue with the German 

Expressionist heritage - perhaps as a response to the young neo-

expressionists working in the west.  A recognisable German 

tradition observing a line of development stretching from the 

Renaissance ... through the periods of Romanticism, 

Expressionism and Neue Sachlichkeit to the present day already 

existed.  This encounter with a rich artistic tradition which 

occupies a very different political and cultural role to that which 

exists in Scotland proved a liberating experience for Hunter, 

encouraging her in her determination to establish herself as an 

artist.  She set out to build upon the expressive method of 

painting which came naturally to her, (and derived from her early 



admiration for the work of Joan Eardley and John Bellany) 

inspired by the uncompromising challenge that painting in Berlin 

presented. 

Belin and Baselitz, however, demanded that she define a new 

content and a new framework for her painting.  The archetypal 

imagery, the vehement treatment of the painted surface, the 

"aggressive disharmony" of her colour, and the incisive edge of 

her drawing all bear witness to her response to contemporary 

German art.  With her discovery of "Primitive Art" she also 

established a link with those artists of Die Brücke who in the 

early years of our century explored the ethnographic collections 

in the museums of Berlin and Dresden.  Hunter's quest for an 

authentic visual language, where spontaneity and passion are 

combined to convey her experience of reality through particular 

subjects and themes has taken her beyond the conventions of 

Western Art.  For her, Expressionism is an emancipatory force, 

capable of freeing creativity and life from repressive social and 

cultural restraints and likewise, through her involvement with 

the "Primitive" she seeks to use graphic elements from tribal 

cultures in an attempt to re-create the kind of organic unity 

between art and life found in pre-modern societies. 

Although starting later than most - her early life was spent as a 

tracer in a tool manufacturer's drawing office - Hunter has 

indeed served a long apprenticeship.  The position she now 

occupies as one of the most important new Scottish figurative 

artists is a testament to her courage and her ability to survive in 

the fiercely competitive cauldron of the German art world.  Her 

journey from Scotland to Berlin and her resulting progress 

towards self-awareness marks out the boundaries of her art, 

where the symbolic bonds of home and society, the individual 

and nature, have remained the heart of the matter.  This journey 

has seen Hunter develop, in her painting and sculpture an 

unforced unity of form and content, where abstraction and 

figuration, open visual forms and objects, sit side by side.  Her 

work over the past several years can now be viewed as a 

coherent statement, where the problems, of expression and 

expressiveness, image and idea, have been solved by painterly 

means and not by recourse to spurious theories and ideologies.  

Through a hard-won understanding of the materiality of paint, 

and a proper feeling for the expressive gesture, Hunter presents 

us with works of great power and vitality, which not only 

confront the precariousness of our times but assert human 

values above all else. 

"And so there opens up before us the possibility of 

interaction with infinity, for the great function of the 

artistic image is to be a kind of detector of infinity ... 

towards which our reason and our feelings go soaring, with 

joyful, thrilling haste."  Andrey Tarkovsky  



The new work on view in this exhibition relates to Berlin and 

beyond.  The legacy of communism has left the East Germans 

psychologically ill-adapted to German unity which Hunter 

perceives not only in terms of emancipation but also in terms of 

inequality.  In a series of large paintings (significantly on wooden 

boards thus allowing greater use of the techniques of scraping, 

scoring, and multi-layered surfaces) Hunter's preoccupation with 

the uncertainties of reunification are made manifest.  All of the 

paintings contain allusions and iconographic references to the 

disruption if stability reunification has brought about.  In 

Breaking the Mould and Changing Places the mask-like shapes 

(the mask being Hunter's favoured symbol for those East 

Germans who quickly and unthinkingly exchange one life-style 

for another) crack open or slip aside to reveal previous hiding-

places.  The central figure of Two Paths is fragmented with 

various parts of the body moving in different directions.  The 

head no longer knows what the feet are doing.  Hunter is 

questioning how we cope with life when all safe structures and 

normal foundations are removed. 

This theme is further expanded in the large sculptures.  Tribal-

like, burnt and scarred, the imposing life-size Leaning Woman is a 

statement about the displacement experienced by changing 

circumstances.  The ritualistic nature of the sculptures is further 

emphasised by the many small cones screwed into the Figure 

with Bronze Cones (The Receiver).  The cones are receptacles 

through which new knowledge can be poured into the body.  

This optimistic notion culminates in the Nürnberger Trichter 

series.  Obtained from an old German folk tale - hence the title, 

inspiration and innovation - are funnelled by means of the cone 

directly into the head.  Can such understanding be so instantly 

crammed into the brain?  Hunter is astutely aware that the 

inverted cone becomes the dunce's cap.  The carved head with 

prominent ear and the large copper cone dominate a body roped 

together like a bundle of sticks - the image of a torch being 

another recurring symbol of great resonance in Hunter's latest 

work.  These are works about doubt and anxiety, but also about 

reconstruction, and hopes for the future, where Hunter explores 

the relationship between the individual human psyche and 

external reality.  In what could be called her "world pictures" we 

encounter the infinite space and unlimited possibilities of the 

spirit.  

 
 

Alexander Moffat, July 1992 

  



MARGARET HUNTER 
 

 

A Scottish woman goes to Germany, Berlin is where she will now 

live.  Getting used to this city, the people, the local dialect 

proceeds in fits and starts.  A change of place. 

Her connections with Scotland nevertheless remain.  This is 

where she returns to meet family and friends, to secure the 

traces of her first life.  The move has its consequences, 

particularly for her art.  Up until now Margaret Hunter's 

education was more of an academic nature, but in Berlin, she 

experienced the opposite.  Under the pressure of new 

challenges, and also under the influence of Baselitz, a new phase 

of her artistic "self" begins.  The withdrawal into a picture world 

which manifests itself dramatically is a reaction to the 

inarticulate situation in which she finds herself. 

There are certainly echoes of Scottish landscape in her work, but 

an ever-increasing intellectual addressing of the concepts of 

German Expressionism and subsequent influences on the art 

world becomes evident, in addition to an involvement with 

ethnological artefacts.  Her pictures tell of an existentially self-

expressive view on life in the dichotomy between what has been 

and what is now.  The flux of changing inter-relationships, 

including those between past, present and future, becomes the 

subject of artistic analysis.  

Margaret Hunter may seem to warn, but there is evidence of 

themes of hope, of defending and opening up to what lies 

outside, not always without an enigmatic element, as can be 

observed in some recent “funnel-pictures”. 

The loss of inner security, of our roots, but also of our yearnings 

is something of which each individual is aware in a different 

manner.  Life is no longer perceived as a unity of yesterday, 

today and tomorrow.  This can be seen in the painting Two Paths, 

in which a figure is depicted, his ear straining to hear the voice of 

the Earth, while his feet are drifting away from him.  Here, this 

loss of inner security is decried, dreams, the pleasant as well as 

the unpleasant are exposed. 

Margaret Hunter does not paint on the work-surface, rather she 

works into it. Her compositions are spacious, full of energy and 

vitality in the application of colour, with bold flourishes 

developing into calligraphic patterns which consolidate the 

drawing, closing spaces with agitated strokes and opening them 

up again, linear image borders are pulled into a right- angled 

spiral, like the growth of a snail's shell.  Heads, large figures, 

sweeping gestures, magical symbols like arrows, wedges, torches 

or funnels operate as ritualistic apparatus in this world of images.  



Labyrinthine drawings, the accidental dripping of the paint as 

well as strictly defined colour areas, the condensing of the 

composition, harsh and gentle elements, and the monumentality 

of the paintings all help to convey a language rich in undertones. 

Thus layers of colour are often removed, the surface of a painting 

scratched to expose what lies beneath, changing its relationship 

to the restructure.  Plywood is often used as a surface to receive 

an image, enabling an impulsive, sometimes aggressive 

treatment.  The traces of violent intervention by means of a 

hammer or an axe can sometimes be seen and by breaking up 

the painted surface, a "hiding-place for time" is created.  

Beneath each layer an artistic act is revealed.  That which is 

underlying shows itself to be a metaphor for that which has been 

and what is part of it. 

The traces of our past become visible as scars. 

Dr Gunter Nimmich, July 1992 

 
 
 
 

Idea 1: 
Magdeburg Series 

1991 
29.2 x 21 cm 

 
  
 
 
 
 

Idea 2: 
Magdeburg Series 

1991 
29.2 x 21 cm 

 
 

 



 
 

Whisper, 1988 
acrylic on paper, 134.7 x 100.4 cm 

Collection – Scottish National Gallery of Modern Art, Edinburgh 

 

 
 

Drawing 1992 
29.5 x 21 cm 



 
 

Drawing 1988 
59.5 x 42 cm 

 

 
 

Drawing 1988 
59.5 x 42 cm 

Private Collection 
  



 
Drawing 1992 
47 x 33.5 cm 

Private Collection 

 

 

 
Drawing 1992 
29.2 x 21 cm 

 

 
Drawing 1992 
47 x 33.5 cm 

Private Collection 

 

 
Drawing 1988 
29.8 x 21 cm 



 
Drawing 1992 
29.6 x 21 cm 

 

 

 
Drawing 1992 
29.6 x 21 cm 

 

 
Drawing 1992 
29.6 x 21 cm 

 

 
Drawing 1988 
29.6 x 21 cm 



 
Man Carrying His Still Life, 1989 

mixed media on paper, 120 x 100 cm 
Private Collection 

 

 
Whiling Time 1989 

mixed media on paper, 120 x 100 cm 
Private Collection 



 
 
 
 

 
CV Hat, 1988 

acrylic and oil on paper, 120 x 100 cm 
Private Collection 

 

 
Lines of Continuity, 1988 

mixed media on canvas, 144 x 115 cm 
Private Collection 



 

 
Excess Baggage, 1991 

mixed media on paper, 200 x 120 cm 
 

 



 
All Together Now, 1991 

mixed media on paper, 194 x 120 cm 
  

 



 
Constellation, 1992 

oil on wood, 131 x 111 cm 

Private Collection 
 

 



 
Woman with Her Apron, 1992 

oil on wood, 120 x 95 cm 
 

 



 
Personal Flame, 1992 

oil on wood, 180 x 120 cm 

Private Collection 

 
 

 



 
Shout, 1992 

oil on wood, 180 x 120 cm 
 

 



 
Passage, 1992 

oil on wood, 122 x 91.8 cm 

Private Collection 

 
 

 



 
Moving Rooms, 1992 

oil on wood, 122 x 91 cm 

Private Collection 

 
 

 



 
Trichter Balance, 1992 

oil on wood, 250 x 170 cm 
 

 



 
Two Paths, 1992 

oil on wood, 250 x 170 cm 
 

 



 
 
 
 
 
 
 
 
 

Breaking The Mould, 1992 

oil on wood, 170 x 250 cm 

Public Collection 

 
 

 
 
 
 
 
 
 

 
 
 
 
 
 
 
 
 



 
Changing Places, 1992 

oil on wood, 250 x 170 cm 
 

 



 
Leaning Woman, 1992 

wood and copper, 160 x 26 cm 

Public Collection 
 

 



 
 

Nürnburger Trichter 1992 

wood, rope and copper, ht 259 cm 

Private Collection 
 

 
 

Figure with Bronze Cones (The Receiver), 1992 

wood and bronze, 108 x 46 cm 

Private Collection 

 
 

Nürnburger Trichter 1992 

wood, rope and copper, ht 259 cm 



  

 
 

Drawing 1992 

42 x 29.9 cm 

 
 

Drawing 1992 

42 x 29.9 cm 



 
 

 

Nürnberger Trichter:  A trumpet or funnel--shaped hearing aid for people 

who are hard of hearing.  It is also a jocular expression for an external 
teaching method: here, the pupil needs no intellectual ability, instead he need 
only receive and memorise such information as is "poured" in.  Mocking 
reference was made to this pedagogic teaching instrument by J B Schuppins, 
from the time of the "Ratkeschen Reformversuche" in Augsburg (1614: ref 
Vom Schulwesen" page 121).  This idea seems to be exaggerated in 
Nuremberg because of the book written by Harsdörfer entitled "A poetic 
funnel for learning the art of German poetry and rhymes, in six hours without 
the use of the Latin language" (published in Nuremberg in 1647-48).  

from: Meyer's "Enzyklopadisches Lexikon" 
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