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Königsgalerie is pleased to present in the chapel of St. Agnes Church new works by Johannes Wohnseifer. 

In the lower exhibition space, the former St. Mary's Chapel, two new series of images can be seen. Both series of 
pictures are very different in their method of production, but are directly related content. In the six-part series 
Colony Collapse Disorder dying of bee colonies is explicitly addressed. The words MONEY, HONEY, MO-
MONEY, MOHONEY, LOTSOFMONEY and LOTSOFHONEY should be read in the pictures. These words have 
not been painted on the images, but created by the removal of color by means of laser engraving. All images are 
composed of different materials such as canvas, felt and printed fabrics. They are each surrounded by a stainless 
steel frame, the mirror-polished side facing inward, so that the painted side of the images are visible. This form of 
framing the images are sharply limited. Some images show significant allusions to landscapes, horizons and sea 
views, while others process demonstratively the words. The three images of the series megayacht Paintings are 
composed of powder-coated aluminum profiles. Externally, they resort to the creation of huge luxury yachts that 
cross in the summer in the Mediterranean or are visible to the exclusive seaside resorts. Johannes Wohnseifer 
selects for several years in his work again and again the mode of industrial painting. To this end, he used mostly 
powder-coated aluminum elements, such as in the series of lightweight Paintings (2005-), the Beyoncé images 
(2007-2009), Close Call (2008), the container frames (2008-), Shutter Stutter (2009 ) and the Nisennenmondai 
series (2015-). The industrially produced pixels are used without further revision, but combined with wall paint-
ings, prints or canvases. In this case, are the elements themselves and depict schematic profiles of ships. In its 
formal reduction, these images serve aware of a luxurious, minimalist design principle and can be understood 
as a model for large-format painting both as a model representation of their models. John Wohnseifer (* 1967) 
lives and works in Erfstadt. Among his exhibitions this year included (un) available at Marta Herford, Individual 
Stories in the Kunsthalle Wien and All the World's A Stage of the Goetz Collection in Barcelona. In September 
this year he opened a solo exhibition in the car park in the paintbox Park, Dusseldorf. Works by Wohnseifer are 
in the collections Boros, Harald Falckenberg, Susan and Michael Hort, Saatchi and Julia Stoschek. 

------------- Johannes Wohnseifer HONEY AND MONEY 6 JUNE - 5 JULY 2015 OPENING: 5 JUNE, 7-9 PM 
Königsgalerie is pleased to present new works by Johannes Wohnseifer in the Chapel of the former St. Agnes 
Church. Two new series of pictures are on view in the gallery downstairs, the erstwhile St. Mary’s Chapel. Very 
different in facture, the two series are nonetheless closely related on the level of content. The six-part Colony Col-
lapse Disorder Explicitly addresses the epidemic of beehives dying out. The words MONEY, HONEY, MOMON-
EY, MOHONEY, LOTSOFMONEY, and LOTSOFHONEY appear in the pictures; rather than being painted into 
them, theywere generated by removing paint by Means of Laser Marking. Each picture is composed of a variety 
of materials: such as canvas, felt, and printed fabrics and held by a stainless-steel frame Whose interior faces are 
mirror-polished to reveal the picture’s painted edges. These frames delimit prominently the pictures, some of 
Which recognizably allude to landscapes, horizons, and seascapes, while others demonstratively elaborate on the 
words. The three pictures in the megayacht Paintings consist of powder-coated aluminum profiles. Their overall 
look plays on the design of the enormous luxury yachts did cruise the Mediterranean Sea in the summer months 





In his fifth exhibition at Galerie Gisela Capitain, Johannes Wohnseifer is presenting an overview of his current work 
under the title The New Studio. The show comprises thirteen new works with which Wohnseifer has partly fur-
thered ideas contained in existing groups of works, as well developing fundamental aspects of his oeuvre.

The visitor is greeted with a life-size painted Obama, whose body appears to dissolve into a grid of dots. His suit 
is adorned with segment displays, those digital all-round templates capable of creating any number of words and 
digits, rendering the image of Obama a projection surface nonpareil.

The likeness of the American president appears in three smaller compositions that have been installed alongside 
one another although distributed across the three Gallery rooms and fitting there together rather like a pare thetical 
statement. They are made of African printed fabric bearing the portrait of Obama, which Wohnseifer has used as 
a ground for his painting. Thus, the three works become ready-made paintings and Obama becomes a logo. As 
in the case of his Primer Paintings, Wohnseifer has overpainted the fabric with grey ground and dyed it with four 
printer inks CMYK, of which the three primary colours are visible in the exhibition: blue (cyan), red (magenta) and 
yellow. These fabric works have been fitted with orange aluminium frames, which also feature in the main room 
surrounding the five large abstract paintings.

These large abstract canvases have been painted with so-called Umtarnfarben, camouflage paint colours that 
were added to the existing palette of the RAL colour matching system around ten years ago. The deployment of 
the German Army in Afghanistan necessitated Neue Farben (the ‘new colours’ which the titles of the works evo-
cate) because the camouflage of the vehicles and military equipment had to be adapted to suit the geographical 
conditions on site. The artist used press photographs of the deployment in Afghanistan he had gathered over a 
number of years as a direct source of inspiration for these works. For Wohnseifer, the five paintings are like a large 
landscape composition, which seems to spread out - in a similar way to the pixellation of Obama’s silhouette - 
across the walls of the room, traversing it like a frieze. The images alternate thus between mural and painting, but 
also assume the character of objects, which is underlined further by the orange aluminium frames. The choice of 
colour here is by no means arbitrary: it is the same orange used in the livery of municipal vehicles, for example 
road sweepers or refuse lorries and thus that of civil infrastructure, which is juxtaposed here with the military colour 
system.

The extent to which Wohnseifer refuses to restrict himself to specific genres and media is also apparent in the 
three works in the middle room. They are hybrids made up of sculpture, object, collage, drawing and painting. 
Their format corresponds to a ten-fold enlargement of a cigarette packet. On the front sections of these, card slip-
cases surrounding cigarette multi-cartons have been collaged onto wooden panels to suggest the Marlboro logo. 
With the aid of a laser, a seallike pattern has been engraved into each of the cartons recalling a tax or banknote 
seal and thereby implying security against forgery and authenticity. Wohnseifer is fascinated by the history, but 
above all the shift in meaning of the Marlboro brand. Originally introduced to the market as a filter cigarette for 
women, it underwent a »gender transformation« during the 1970s and now, embodied by Marlboro Man, is re
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garded as the epitome of masculinity.

In the 52-part work Afghanistan Beef Diary, which can be seen in the third gallery room, Wohnseifer combines 
photographs from Afghanistan with meat labels from Argentinian beef – another one of the artist’s passions as a 
collector. The labels, replete with their respective date stamps, function like a timeline.

All works in the exhibition reflect key aspects of Wohnseifer’s artistic approach. In his works, he combines political, 
economic and social themes with general art historical questions. Also resonating centrally is a preoccupation with 
the transformational processes of value systems coupled with an engagement with innumerable symbols – logos 
– that surround us and how we read them. Thus, a homogeneous whole arises out of the heterogeneous combi-
nation of different groups of works.

The consciously associative presentation of the works guarantees the greatest possible latitude with regard to leg-
ibility. It promotes complex connections with current topics and suggests levels of interpretation without necessar-
ily defining and, thereby, fixing them. For example, the combination of Obama’s portrait with the topic of Afghani-
stan creates a direct reading, which is characterised and informed by current political events. But the question of 
art and its possibilities is also mooted here, and ultimately – via the combination of these works – the extended 
and thus transformed RAL colour matching system is juxtaposed with the shift in social value systems.

The openness in the presentation also frequently leads to misunderstandings that Wohnseifer in part deliber-
ately anticipates in order to question these combinations once more. The best example is the invitation card to 
the show that features an image of Bianca Jagger, which, combined with the exhibition’s title The New Studio, is 
rather reminiscent of the legendary Studio 54.
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	 Some	people	say	that	extraordinary	names	can	influence	the	course	of	a	life.	
A	common	name	like	Peter	is	less	likely	to	be	predetermining.	The	material	Johannes	
Wohnseifer	presents	at	Linn	Lühn	in	his	solo	show,	‘More	in	Common	Than	a	Given	
Name’,	suggests	a	curious	tie	between	two	men	with	no	obvious	connection	except	for	
their	first	names	–	English	racecar	driver	Peter	Revson	and	German	artist	Peter	
Brüning.	Though	Wohnseifer	is	known	for	his	paintings	that	deal	with	mass	media,	none	
of	his	painting	can	be	found	in	the	show.	Instead,	the	material	in	the	exhibition	stems	
from	Wohnseifer’s	personal	archive:	a	series	of	press	photographs	recounting	the	short	
but	glamorous	biography	of	racecar	driver	and	ladies	man	Peter	Revson,	paired	with	
graphic	works,	ephemera	and	books	by	artist	Peter	Brüning.

Personal	collections	often	reveal	more	about	their	collector	than	about	the	collected	
objects,	which	seems	to	be	true	here.	Wohnseifer’s	selection,	acquired	mainly	through	
eBay,	shows	how	the	act	of	image	browsing,	searching,	purchasing	and	collecting	is	not	
merely	research	but	part	of	the	process	of	making.	As	with	any	worthwhile	collection,	
the	search	is	as	important	as	the	final	acquisition.	Wohnseifer’s	pursuit	is	fuelled	by	an	
ongoing	fascination	with	Revson.	Displayed	here	are	two	editions	of	the	sportsman’s	
biography,	Speed	with	Style,	published	in	1974,	which	has	also	featured	in	Wohnseifer’s	
earlier	works.	In	archival	images,	we	see	that	Revson,	the	charismatic	heir	to	the	Revlon	
cosmetic	dynasty,	is	not	shy	in	assuming	the	well-tread	iconography	of	the	racecar	driver.	

We	can	observe	him	concentrating	before	the	race,	in	the	race	stall	with	his	mechanics,	or	on	the	way	to	a	party	with	his	Miss	Amer-
ica	girlfriend,	Marjorie	Wallace.	Delivering	every	pose	in	the	handbook,	his	life	is	traced	in	paparazzi	shots	until	his	premature	death	
in	a	practice	run	for	the	1974	South	African	Grand	Prix	in	Kyalami.	Many	of	the	photographs	bear	the	markings	of	the	red	pen	of	the	
picture	editor,	spotting	crop	lines	and	notes	added	during	the	publishing	process.

A	similar	pattern	of	lines	and	edits	can	be	found	in	the	works	of	Peter	Brüning.	
Especially	the	late	work	of	the	artist,	dedicated	to	the	grammar	of	modern	traffic,	is	
satiated	with	such	markings.	Brüning’s	work	embarked	on	a	concentrated	
engagement	with	the	vocabulary	of	traffic	and	its	ramifications	on	the	German	
landscape	in	the	1960s,	a	genre	that	he	coined	as	the	‘trafficscape’.	By	stripping	
traffic	down	to	the	fundamental	outlines	of	its	signage,	cartography	and	pictograms,	
he	discovered	a	language	that	complied	with	his	desire	to	rise	above	the	dialectic	
between	the	abstract	and	the	concrete.	In	the	years	before	his	early	death	in	1970,	he	
translated	this	‘semantic	art’	into	spatial	arrangements,	most	famously	in	his	
memorial	for	the	motorway	from	1967	at	the	A1	in	Wuppertal.	One	of	his	iconic	
images,	Kölner	Schule	des	20.Jahrhunderts	(1969),	is	an	edited	motorway	sign	
in	which	the	lanes	on	the	sign	have	been	crossed	out	with	red	markings	to	inform	
the	passing	driver	about	the	revisions	to	the	system	road.	They	reveal	traffic	as	an	
organism	in	constant	flux,	a	language	that	continuously	reformulates	itself	alongside	
the	rapid	expansion	of	modern	transport	infrastructure	as	we	know	it.

Wohnseifer’s	show	presents	less	a	cohesive	argument	about	why	these	two	men	
should	be	considered	in	comparison	and	more	of	a	glimpse	into	the	artist’s	own	
head	and	the	pattern	of	his	interests	and	inspirations.	It	is	a	study	that	relies	on	free	



association and the seemingly random connections that 
emerge	from	it.	Wohnseifer’s	own	work	is	the	missing	
link:	in	works	like	Kapelle		(2004),	Peter	and	Peter’s	
influence	becomes	patent.	The	poster	for	‘More	in	
Common	Than	a	Given	Name’	is	a	digitally	altered	
screen	grab	from	Wohnseifer’s	desktop	that	depicts	
him	on	eBay,	searching	for	the	name	Peter.	The	search	
engine’s	suggestive	memory	prompts	two	Peters,	Revson	
and	Brüning,	confirming	that	the	link	is	not	in	the	Peters	
but	in	the	determined	focus	of	Wohnseifer’s	universe.

-Anna	Gritz

Installation view, Johannes Wohnseifer , Linn Lühn, 2012



FOR IMMEDIATE RELEASE:

JOHANNES WOHNSEIFER   ANOTHER YEAR

EXHIBITION DATES:    JANUARY 6 – FEBRUARY 5, 2011
OPENING:     THURSDAY, JANUARY 6, 6 – 8 PM
GALLERY HOURS:     TUESDAY – SATURDAY, 10 AM – 6 PM
 

Casey Kaplan is pleased to present Johannes Wohnseifer’s fourth solo exhibition with the gallery.  “Another Year” il-
lustrates a new body of work focused on the themes of: light, time, dreams, and mortality. Through utilizing information 
and objects in the artist’s own life, Wohnseifer reinterprets texts and images from our daily surroundings by communi-
cating their effects with our conscious and subconscious minds.

In “Waking up in Paris,” Wohnseifer exhibits a set of found, vintage, tourist-style photographs of the Eiffel Tower taken 
by German Army officers during the occupation of Paris in World War II. The photographs present discreet moments 
from the past, picturing a monument standing still through time. 

Additionally, Wohnseifer has created “Stacked Studio Lights,” a towering metal rack shelved with Siemens fluorescent 
light bulbs. The lights, originally produced in the 1960’s in Germany, were removed from the artist’s Cologne studio, 
and have been reconfigured to now operate in conjunction with his shifting, daily states of consciousness. The light’s 
steady illumination mimics Wohnseifer’s own REM and NREM cycles during sleep. As our day progresses here in the 
gallery, the light’s brightness increases with the artist’s sleep cycle, six hours ahead in time in Germany. When Wohn-
seifer is in his deepest sleep, the lights in the gallery will shine at their brightest. This sculpture is paired with “Light 
Sleeper,” a new series of abstract paintings on aluminum panels that evoke Wohnseifer’s interpretations of drifting into 
sleep. They picture pixilated blocks of grey, red, and black colors with patches of white bursts. Their patterns resemble 
a matrix of Ben-Day dots, and vary in flatness and depth. The artist’s focus on sleep and his own dream cycles are 
further intensified by a group of fluid black carbon paintings, each depicting unique laser gravures of sinuous hair 
strands.   

Lastly, Wohnseifer has created a new series of text paintings based on a facsimile letter found ten years ago written by 
a famous German author (who remains anonymous), proposing a future book project. This fax remains the sole evi-
dence of the unrealized novel, and Wohnseifer deconstructs its text by cutting up individual words into fragments, then 
re-applying them in grid-like patterns appropriated from a checkered exercise book on to the surface of the paintings. 
These collections of fragments, much like dreams, are interpreted and reinterpreted over time.

Johannes Wohnseifer (b. 1967) lives and works in Cologne, Germany. He will have a solo exhibition at the Simultanhal-
le, Cologne, in 2011. Recent past solo exhibitions include: The Presentation House Gallery, Vancouver, BC, Canada in 
2007 and Sammlung Haubrok, Berlin, Germany in 2008. Wohnseifer is currently included in the exhibition, “Compass 
in Hand: Selections from the Judith Rothschild Foundation Contemporary Drawings Collection,” organized by Christian 
Rattemeyer and Cornelia H. Butler, that first opened at the Museum of Modern Art, New York in 2009, is now on view 
at Institut Valencià d’Art Modern (IVAM), Valencia, Spain, and travels to Martin-Gropius-Bau, Berlin in March 2011.
 
FOR FURTHER EXHIBITION INFORMATION PLEASE CONTACT MEAGHAN KENT AT THE GALLERY, MEAGHAN@CASEYKAPLANGALLERY.COM

NEXT GALLERY EXHIBITION:  GEOFFREY FARMER, February 10 – March 19, 2011

GALLERY ARTISTS: HENNING BOHL, MATTHEW BRANNON, JEFF BURTON, NATHAN CARTER, MILES COOLIDGE, JASON DODGE, TRI-
SHA DONNELLY, GEOFFREY FARMER, PAMELA FRASER, LIAM GILLICK, ANNIKA VON HAUSSWOLFF, CARSTEN HÖLLER, BRIAN JUNGEN, 
JONATHAN MONK, MARLO PASCUAL, DIEGO PERRONE, JULIA SCHMIDT, SIMON STARLING, DAVID THORPE, GABRIEL VORMSTEIN, GARTH 
WEISER, JOHANNES WOHNSEIFER
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The Painter of Sleep: Johannes Wohnseifer
by david everitt howe 02/08/11

Waking up in Paris; Johannes Wohnseifer, Hair III, 2010;

For his 1999 solo exhibition at the Museum Ludwig Köln—situated, appropriately, inside the pop collection—
Johannes Wohnseifer put 16 monochromatic panels on the floor, each with a pedestals and an Adidas sneaker 
prototype. Conflating corporate branding strategies with artistic output, Wohnseifer seemed to fit tidily among 
a group of artists critiquing consumerism and spectacular image production—Pierre Huyghe and Josephine 
Meckseper, among others. In the years following, the Cologne-based artist has consistently emphasized the 
latent impact of minimalism on commercial imagery, even at the expense of Pop.

“Another Year,” his fourth solo exhibition at Casey Kaplan, infuses these serial minimal forms with new ap-
proaches to universal but personal themes like portraiture, and memento mori. Hair I–III (2010) is a cluster of 
slate-gray monochromes, engraved with loose tendrils-like marks made by his wife’s hair. Large, wall-based 
aluminum panels recall Helen Frankenthaler’s bloblike white marks and patterned backgrounds; they are the 
artist’s “pictures of sleep.”

Stacked Studio Lights (2010) recalls Donald Judd’s geometric interpolations into space, but the whole illumi-
nated apparatus brightens, hums, and blinks to correspond with Wohnseifer’s sleep cycle. Elsewhere, Waking 
up in Paris (2010) comprises a selection of ten framed postcards of the Eiffel Tower, with a less-than-picture 
perfect provenance. We asked the artist to flesh out the underpinnings of these disparate renderings.

DAVID EVERITT HOWE: You reference—and even commensurate—artists from minimalism and pop, which 
are sometimes considered opposite sides of the modernist coin. How do they correlate for you?

JOHANNES WOHNSEIFER: Minimalism and Pop I’ve liked since I saw them as a child in Cologne. But think of 
the Leo Castelli Gallery: that was a dealer who was able to reconcile both groups of artists, through the prin-
ciple of seriality, which you see in a grid of Jackies on the wall or a Zinc Square on the floor. Both are easy to 
pair in a group show, and both influence the look of kitchens and flagship stores to this day.



When I made the installation Museum (1999) at the Museum Ludwig Köln, I didn’t like the museum’s floor 
because it didn’t work with the shoes I designed. So I put chipboard on the floor, which were painted after Ger-
man graphic designer Otl Aicher’s color scheme from the 1972 Summer Games in Munich. To a lot of people it 
invoked Carl Andre, but it was less about the reference and more about changing and optimizing the space.

I re-used Otl Aicher’s color concept [because it employed] bright pastel colors, and totally lacked the national 
red and black. Security guards and policemen wore bright blue uniforms. Aicher executed a counterpart to the 
1936 Olympics in Berlin—”happy games,” at least for a moment.

HOWE: Otl Aicher’s color scheme brings up an interesting point, specific to how you politicize modernist design 
principles—International Style architecture, or typographic or furniture designs. What do you find particularly 
resonant today about the utopian agenda of so much modernist design and architecture?

WOHNSEIFER: The resonance has faded, because what started as a very human, democratic impulse be-
came a pseudo-elitist mode of distinction: furniture design. I’m more interested in political surfaces—how poli-
tics are represented, how and why certain things look the way they do.

But I’m not a political artist. My mother helps refugees as a volunteer, which is much more politically effective 
than all the work I did as an artist.

HOWE: The images from Waking up in Paris initially appear as nostalgic found postcards from the Eiffel Tower. 
That they were taken by German occupiers during World War II charges them with implicit violence, but also 
seem to suggest the power of monuments to transcend cultural and political conflicts. How do you navigate the 
banal comfort of monuments against the type of monumentality historically deployed in the service of nation-
building?

WOHNSEIFER: That series was sourced over a period of three years. The working title was Evil Eyes, and I 
tried to examine the vision of the occupant. I had them framed and presented in a mode typical to vintage pho-
tography, on a wall painted in a light grey.

I remember my grandfather telling me that when Cologne was bombed during WWII, the first thing they did 
afterward was to see if the cathedral was still standing. Probably the Eiffel tower had a similar meaning for 
Parisians.

HOWE: When I first saw Stacked Studio Lights and Hair I–III, Janine Antoni came to mind—particularly her 
1994 performance, Slumber, in which she slept in a gallery recording her sleep patterns; and Loving Care, 
when she used her hair as a mop. Was there a specific connection to Antoni’s method of performance?

WOHNSEIFER: Thank you for the allusion to Antoni. I did know about the works, but didn’t have them in mind. 
That said, what she did with Slumber, I wanted the audience to imagine when seeing Stacked Studio Lights.

HOWE: In what respect is that work a type of portraiture?

WOHNSEIFER: Well, first, the title indicates that these lights are from my studio—which used to be a small 
private school for secretaries. But this kind of Siemens lamp was ubiquitous in the 1960 and ‘70s, especially 
in public buildings. I had them stacked in a custom built, powder-coated metal rack. I’ve made work about 
Siemens before, and published an artist book with Walther König called White Men (2009), which deals with a 
company that produces everything—from telephones, hairdryers, and dishwashers, to trains and atomic pow-
er-plants.



For the show, I wanted to incorporate a hidden or recorded performance—performance infused with passiv-
ity. I went to a sleep laboratory at a hospital in Cologne and spent a night there. With the records of my sleep 
patterns, we programmed the neon lights. The open hours of the gallery correspond more or less to my daily 
portion of sleep, which is illustrated using different intensities: It shines brightest when I’m sleeping deepest. 
When the lamp is flickering you are watching an REM-phase.

HOWE: This exhibition seemed unlike earlier bodies of work, formally and conceptually. In fact, it seemed to be 
unpacking a whole different set of concerns—to grab from the press release: dreams, time, and mortality.

WOHNSEIFER: You’re probably right. If you like, the lamp is a self-portrait, whereas the hair-paintings are 
portraits of my wife, executed using images of her hair, laser-engraved into carbon surfaces. This is a very 
personal, organic and indexical mark, which I typically try to avoid.

But the most important element of the show is sleep, which spreads to dreams and nightmares, represented by 
the photographs from occupied Paris. Sleep and death are closely related. People die while they are sleeping. 
In the larger abstract paintings I tried to paint sleep—not dreaming, just sleep itself. You have more or less bor-
ing, repetitive patterns, interspersed with white patches. Sleeping and breathing, with phases of being awake, 
or wildly dreaming.



Cooper,	Ivy,	“Johannes	Wohnseifer,”	Artforum, March	2011,	p.	273

Inside	a	seven-by-seven-by-nine-foot	wooden	box	built	within	a	
living	room	in	south	Saint	Louis,	Cologne-based	artist	Johannes	
Wohnseifer	posted	The Thin Commandments,	2010.	Emblazoned	
across	 ten	silkscreened	prints,	 the	work	relayed	 ten	self-directed	
comments	common	to	eating	disorders:	for	example,	THOU	SHALT	
NOT	 EAT	 WITHOUT	 FEELING	 GUILTY;	 IF	 YOU	 AREN’T	 THIN	 YOU	
AREN’T	ATTRACTIVE;	BEING	THIN	IS	MORE	IMPORTANT	THAN	BEING	
HEALTHY;	 and	 so	 on.	 Each	 dictum	 appeared	 on	 a	 discrete,	 bril-
liantly	colored	poster	bearing	subtle	patterning,	squeegee	marks,	
modulations	 of	 saturation,	 and	 ghosted	 letters.	 In	 strictly	 visual	
terms,	The Thin Commandments	 is	 a	group	of	beautiful	objects,	
their	sleek	Helvetica	typeface	set	against	ebullient	fields	of	navy,	
mauve,	lemon	yellow,	tangerine,	pomegranate,	and	charcoal	gray.	
But	these	surfaces	seduced	the	viewer	only	to	lay	bare	the	essential	
role	of	the	visual	in	producing	fetishistic	desire—a	preoccupation	
in	much	of	Wohnseifer’s	work.
					Wohnseifer’s	text	comes	from	a	1996	book	by	eating-disorder	
expert	Carolyn	Costin,	in	which	these	dictums	are	presented	to	un-
veil	the	psychology	of	the	disease	to	nonsufferers.	In	the	years	that	
followed,	pro-anorexia	groups	took	up	Costin’s	list,	circulating	it	
as	“inspiration.”	Wohnseifer	is	keenly	attuned	to	such	moments	of	
cultural	fixation.	First	utilizing	Costin’s	lines	in	2003	for	“Into	the	
Light”	(Ludwig	Forum	for	International	Art,	Aachen,	Germany),	
a	Thanatos-themed	solo	exhibition	addressing	body	optimization,	
speed,	and	sleek	design,	he	juxtaposed	painted	renderings	of	the	
“thin	commandments”	with	works	depicting	skinny	fashion	mod-
els	and	sports	cars,	as	well	as	a	graffiti-style	wall	painting	that	read	
SLIM	FAST;	 pristine,	minimalist	 sculptures	made	 of	 lightweight	
aluminum,	carbon,	and	Plexiglas;	 the	opening	spread	of	an	arti-
cle	on	the	new	Porsche	featuring	the	words	MAGER-SUCHT	(an-
orexia),	which	he	adapted	wholesale;	and	various	pieces	inspired	
by Two-Lane Blacktop,	 the	 1971	 cult	 classic	 road	movie.	Com-
paratively,	Wohnseifer’s	Isolation	Room	installation	of	The Thin 
Commandments	was	a	bare-bones	affair:	Entering	 the	extremely	
compact	viewing	situation,	one	found	a	grid	of	nine	prints	tacked	
to	the	right	wall;	the	tenth	print,	hanging	so	as	to	face	the	others,	
read:	THOU	SHALL	NOT	EAT	FATTENING	FOOD	WITHOUT	PUNISHING	
THY	SELF	AFTERWARDS.	
	 	 	 	 	 English-born	 gallerist	 Daniel	McGrath	 describes	 the	 space	
(which	he	also	designed)	as	a	“gallery	kit”—a	prefab	set	of	ply-
wood	and	drywall	that	can	be	assembled	and	installed	anywhere,	
as	it	was	here,	for	example,	in	his	own	apartment.	Such	conditions	
coincide	well	with	the	logic	manifested	elsewhere	in	Wohnseifer’s	

work:	Take	the	2009	series	“Canon,”	in	which	the	artist	made	qua-
sifunctional	 shelflike	 sculptures,	 reworkings	of	Gerrit	Rietveld’s	
1923	design	for	the	Berliner Stuhl	(which	Rietveld	himself	intend-
ed	as	a	DIY	set),	or	Wohnseifer’s	Prototype for a Mobile Exhibi-
tion Space,	2005—an	easily	shippable,	inflatable	white	cube,	able	
to	serve	as	ready-made	gallery	space	anywhere,	on	demand.	
					Something	of	this	DIY-consumer	spirit	can	be	ascribed	to	The 
Thin Commandments	as	well,	reading,	as	it	does,	like	an	instruc-
tion	 manual	 for	 redesigning	 the	 body	 to	 market-driven	 specifi-
cations.	But	 the	 pathological	 drive	 toward	 thinness	 relies	 on	 an	
inverse	 calculus—or,	 as	 another	 poster	 reads,	 BEING	 THIN	AND	
NOT	EATING	ARE	SIGNS	OF	TRUE	WILL	POWER	AND	SUCCESS—with	
one’s	achievement	commensurate	with	one’s	proximity	to	disap-
pearance.	Wohnseifer	 seems	 to	 revel	 in	 such	paradoxes,	 sharing	
a	taste	for	broad	humor,	cynicism,	and	guilty	pleasure	with	many	
of	his	Cologne-based	compatriots	(not	least	among	them	the	late	
Martin	Kippenberger,	 for	whom	Wohnseifer	worked	 from	 1992	
until	1997).	But	Wohnseifer’s	work	resonates	with	a	younger	gen-
eration	as	well	(as	evidenced	by	the	Swiss	zine	Used Futures)—a	
generation	that	understands	design	to	be	a	complicit	medium,	ap-
preciating	its	easy	integration	into	a	corporate/capitalist	idiom,	its	
psychological/semiotic	significance	(logos),	and	the	fetish	charac-
ter	of	its	objects	without	losing	sight	of	its	beauty.	The Thin Com-
mandments	 nicely	 embodies	 contradictions	 such	 as	 these,	wrap-
ping	 a	 pop-psychology	 version	 of	 a	 nightmarish	 pathology	 into	
pretty,	packaged	pret-a.-porter.

-Ivy Cooper

SAINT LOUIS
Johannes Wohnseifer
ISOLATION ROOM

Johannes Wohnseifer,
The Thin Command-
ments
(detail), 2010.
ten silk-screened
prints. each
27 3/5 x19 2/3”



Johannes Wohnseifer’s : << Holes Filled With Time >>
Avril - 12 May 2011

This moment
That now has passed
Filled a hole with time

Almine Rech is pleased to present Holes Filled With Time, Johannes Wohnseifer’s first solo exhibition at the 
gallery in Brussels. The exhibition will feature all new paintings, sculptures and photographs by the artist.

For this exhibition Johannes Wohnseifer examined the significance of time for his own artistic practice. Com-
bining past, present and future to a stream of times Wohnseifer will present new large scale paintings which 
are based on a series of fragmented, abstract works entitled Cold War. Wohnseifer continues working with 
the topic of confrontations of power blocks and loose references to a certain perod of time.

In a second step he expands this theme to hybrid sequences which bring together comic drawings of the 
1970s and industrial colour schemes with South American graffiti. Before there was the preview button on 
a digital camera, there were Polaroid cameras and film that made possible the thrill of taking a picture and 
seeing how it turned out right away. Now that magic is fading into history, Polaroid Corp. recently announced 
it will no longer manufacture the instant film with the iconic white borders. The Massachusetts-based com-
pany stopped producing Polaroid instant cameras last year and will close factories that produce its film in the 
United States, Mexico and the Netherlands this spring. Introduced in 1948, the Polaroid camera reached its 
height of popularity in the 1960s and 1970s with such models as the Swinger, the SX-70 and the One-Step.

The new series of Polaroid-Paintings refer to the instant effect in photography but at the same time to the 
end of production of Polaroid cameras. A painful experience for many artists who worked with this technique 
and used it extensively as medium. The white powdercoated aluminium frames with painted inserts are 
meant to work as a frozen moment transforming photography into monochrome painting.

For another group of works Wohnseifer reproduces a series of collages he made out of vintage b/w-prints 
combined with images of Braun-alarm clocks 1996. In 1997 Wohnseifer produced a record with commis-
sioned electronic music for which he used the sampled sounds of his collected Braun-alarmclocks. The 
groundbreaking industrial design by Braun can be found as a quote in many Apple-products today and is so 
transferred from the era of Cold War to the present.

We see each other in the future

Furthermore there are new small scale sculptures. These sculptural works are related to a painting of 2005 
and stress the poetic idea of a Mine As Deep As Time. They consist of stacked wooden floor from the artist’s 
studio and contain small diamonds midden inside.
Johannes Wohnseifer was born in Cologne 1967. He lives and works in Cologne and Erftstadt and will have 
a solo exhibition at the Simultanhalle, Cologne, in 2011.

Recent past solo exhibitions include: Casey Kaplan Gallery, New York 2011, Praz-Delavallade, Paris 2009, 
Johann König, Berlin 2009, Galleri K, Oslo 2009, Galerie Gisela Capitain, Cologne 2008 and The Presentation 
House Gallery, Vancouver, BC, Canada in 2007. Wohnseifer is currently included in the exhibition, Compass 
in Hand: Selections from the Judith Rothschild Foundation Contemporary Drawings Collection, organized 
by Christian Rattemeyer and Cornelia H. Butler, that first opened at the Museum of Modern Art, New York 
in 2009, is now on view at Institut Valencià d’Art Modern (IVAM), Valencia, Spain, and travels to Martin-
Gropius-Bau, Berlin in March 2011.



Whether in a commercial space in New York or a repurposed govern-
ment building in London, regardless of any interior reconstruction 
carried out, the white cube is the art-space of choice. Simple, clean 
and bare it remains the obvious option for presenting artworks, to 
ensure that the space that inhabits the artworks doesn’t interfere in 
the experience for the viewer. Yet the dialogue between space and 
the artwork has become a way for gallerists, curators and the like, to 
explore the potential of that experience, through the exploitation of 
neglected industrial buildings or architecturally monumental van-
ity projects. And as we the art going public, visit from one space 
to another, engaging with a momentary experience hoping against 
hope to find something that relates to or transcends our daily life, 
sometimes we luckily find something that we can translate into it.

The Isolation Room is a space within a space; a small removed, yet 
integrated environment, detached from the “lived world” yet part of 

it through the engagement of the space as a sculptural project, a kit 
to build. The space, although small, is consuming through its pres-
ence as something to enter, not so dissimilar to the religious associa-
tions in the children’s book, ‘The Lion, the Witch and the Wardrobe’. 
The smallness and structure of the space enhances the sense of the 
strictness of the cube, as well as being removed from the movement 
of the space outside. But it also, perhaps tellingly, evokes child’s play 
of building camp, exploration and the imagining of another world- 
it is an isolated environment that we entered to find something 
other than what is outside. The Isolation Room provides a space 
for contemplation, clinically isolated within another almost public 
space like a hospital, or place of worship, it being simultaneously 
part of and apart from the world.
 
Johannes Wohnseifer’s Thin Commandments communicates frag-
ments of a social language connected to an illness that remains 
familiar within the wider social environment. Eating disorders are 
familiar as representative of the darker side of the contemporary 
obsession with beauty and fitness, while these simple, yet tell-
ing phrases speak of becoming or wanting to become, aspiring to 
something other than what we are or can be. Although these phrase 
are representations of the language spoken by those suffering from 
a specific ‘condition’, what they represent speaks of something that 
perhaps we all understand or have experience of. They speak of the 
constant and intrusiveness of media, of advertising, pushing itself 
into our private space through internet-generated messaging. They 
speak of the world of social-networking, online connectivity, the 
space outside the gallery where the real collides so comfortably with 
the hyper-real. The reality that provides us with a potential for some-
thing beyond our everyday maybe, where we can satisfy our desire 
to be richer, prettier, thinner. Wohnseifer presents a creative process 
that provides a multi-layered response to the world the artist finds 
around him and that which he often taps into. Contemporary mass 
and advertising culture sit with references to past art movements 
to create a visual language that is at once in dialogue and conflict 
with the content of the words, thus hinting towards a criticism of 
all the worlds he inhabits. The Thin Commandments, present words 
taken from a human experience, that are recognisable in any ‘world’, 
you believe to be part of. Perhaps offering a deeper criticism of the 
superficial layers of social groupings, contemporary ‘tribes’ we as-
sociate ourselves with.

The silk screen-printed works presenting the Thin Commandments 
result from a psychologist’s treatment of people exhibiting eating 
disorders. Such phrases include “If you aren’t thin, you aren’t at-
tractive”, “Thou shalt not eat without feeling guilty”, presented on 
screens covered with varying tones of the one colour and repre-
sentative of a painterly movement of the brush. The words present 
the notion of restraint and control, as something we can all perhaps 
submit to, while the style and somewhat foreboding colours of the 
background present a legacy of the improvisational actions of Ab-
stract Expressionism. The words are satisfyingly and uncomfortably 
poetic and seem representative of those who spoke them in the first 
instance, but to contemplate these artworks is to concentrate 



on these words and what they speak of outside the Isolation Room. 
And yet, the contemporary message that is rendered almost comi-
cal by the form of presentation used–subversive and perhaps criti-
cal of the experience of encounter in the gallery or museum space. 
The quiet (maybe religious) meditative moment of encounter is 
matched with the superficial, yet potent contemporary condition
of always wanting something else.

Wohnseifer’s work often appropriates, at varying degrees, a famil-
iar history of art as learned through textbooks. The use of text may 
bring to mind artists from Lawrence Weiner, Joseph Kusuth to Rich-
ard Hamilton, Andy Warhol, and more recently the likes of Martin 
Creed, not because of style or application and colour, but because 
of the use of text and language as a visual medium, a sign point-
ing to something else. But Wohnseifer works have a multiplicity of 
language, where imagery and colour speak as text, representative 
of something more deeply remembered through our experience in 
the everyday as well as in the textbooks or other moments of en-
countering works of art, the two visual and verbal collide counter-
acting or ridiculing the other and subverting what that visual ex-
perience might be. The words written become ridiculous on these 
backgrounds, yet through this mechanism they present something 
more sinister that is recognisable in the advertising and media in-
dustries.

This constantly shifting space is a result of the artist’s ability to pull 
all parts of social and private experience into one instance, legiti-
mising the digital age as a continuation of different parts of our so-
cial and cultural life. The experience of receiving inbox spam (see 
Spam Painting No. 27 (The #1.../abstrakt), 2006) is no less appropri-
ately placed into the artwork than references to his own memory 
of 1970s Germany (the clash of private and public memory merged 
perfectly in his 1999 installation at Museum Ludwig Köln, where 
the artist presented Carl Andre styled panels painted in Otl Alcher’s 
colour scheme for the 1972 Olympic games in Munich, which was 
interrupted by news of the Red Army Faction attack, the artist’s first 
memory of television). Wohnseifer shifts the various parts of our 
daily public and private, real or hyper-real experience to a point that 
definition of what we encounter as an artwork is almost impossible 
and as Raimer Stange wrote, the artist’s presentation is “…well bal-
anced between the simply knowable and the readable, between 
dematerialisation and visualisation.”1

The Thin Commandments relate to the mode of making oneself ar-
ticulate, making sense of the artwork either through speaking or 
writing, which can often seem reductive. The procedure of looking 
becomes somewhat murky and reading becomes confused. So to 
articulate, to describe or find the language of description or rather, 
to contextualise seems ironic when we consider what these works 
represent. Indeed like the essence of a lifestyle created by one prod-
uct as is familiar in advertising, so too the meaning of what it is to 
be better, to be thinner, here stated in simplistic phrases, as credo, 
is evocative of religious dogma, deviation from which equalling her-
esy plunges us into another less organised and therefore immoral 
and miserable world.

Art has never denied the strength of its bond with consumer culture 
and although we might like to imagine a purest removal from the 
everyday, it would be dishonest to suggest art only works on the 
subliminal level of experience. The desire for the thinner, other body 
has connotations to another being, the absurdity of which is high-
lighted through its appropriation in the context of an artwork. It is 
easy to see Wohnseifer as appropriating ready-made cultural signi-

fiers, but here the signifier does not so smoothly link to the sign for 
the words have been spoken by individuals and these words be-
come phrases representing something disturbingly personal to the 
viewer, acting rather as social signposts for our time.
-Rebecca Harris

Endnotes:
1. Raimar Stange, ‘Of Logos and Spams’, in, Spike, Wien/Berlin, Autumn 2007

Since graduating with a degree in Art History from the University of East 
Anglia in Norwich, Rebecca has gained broad research, project and writing 
experience within a number of arts organisations including Tate Britain, the 
Barbican Centre, Modern Painters Magazine as well as galleries including 
Hauser & Wirth. Rebecca received an MA in Curating from Goldsmiths Col-
lege, London in 2005 and while maintaining her own curatorial practice, 
she has worked independently on educational projects as well as curated 
shows of contemporary artists; also recently working for organisations 
including the Victoria & Albert Museum, Tate Archive, as a researcher and 
writer, developing an expertise in Modernism, Post Modernism and Con-
temporary Art practice. Her own personal work aims to consider the pos-
sibility of writing in imagining the visual, the identification of an artwork 
through notions of reading and writing in the encounter of art as part of a 
legacy within the art historical cannon as opposed to historical narrative, 
this forming part of ongoing research as part of her PhD, currently titled 
‘Textuality, Forms of ‘Reading’ and the Encounter of Art’, in Art History/Cu-
rating at Goldsmiths College London.

Front: The Thin Commandments 1, 2010. Courtesy the artist.
Above: The Thin Commandments II, 2010. Courtesy the artist.



St. Louis Art Capsules
Jessica Baran encapsulates the St. Louis art scene

By Jessica Baran Thursday, Dec 2 2010

The Thin Commandments	“Being	thin	is	more	important	than	being	
healthy,”	reads	one	piece	in	this	series	of	hyper-reductive	silkscreen	prints	by	
German	conceptual	artist	Johannes	Wohnseifer.	Consisting	solely	of	puritani-
cal	epithets	preaching	the	moral	superiority	of	thinness	and	rendered	in	Hel-
vetica	bold,	these	works	cause	discomfort	due	to	the	unsettling	reality	of	their	
literal	meaning	and	the	cramped,	restrictive	confines	of	the	mini-	gallery	in	
which	they’re	hung.	Culled	from	a	psychologist’s	research	into	eating	disor-
ders,	the	dictatorial	monologue	produces	an	onslaught	of	conflicting	impres-
sions:	indignation,	self-implication	and	-scrutiny,	countered	by	the	irresistible	
allure	of	such	precise	execution	and	an	attractively	hued,	Bauhaus-informed	
color	scheme.	Whether	one	reads	the	text	as	indicative	of	the	parasitical	
American	ethos	of	self-control	or	as	an	allegory	of	the	severity	of	design	
itself	—	an	art	of	exactitude,	propaganda	and	superficial	appeal	—	a	sense	of	
unpleasantness	prevails.	Add	to	this	the	aspect	of	gender	—	a	male	artist	tar-
geting	a	topic	that	predominantly	involves	women	—	and	the	effect	becomes	
even	more	complex.	What	saves	this	work	from	being	yet	another	polemical	
indictment	of	a	generically	familiar	societal	ill	is	the	religious	aspect	of	the	
language.	The	“commandments”	speak	to	a	deeper	cultural	mindset,	com-
menting	not	merely	on	the	cult	of	perfection	but	on	the	power	of	the	myth	of	
self-made	perfection	—	from	asceticism’s	debatable	spiritual	worth	to	Ben	
Franklin’s	famous	lists	of	daily	self-improvements,	all	of	which	endorse	the	
selfish	supremacy	of	I,	I,	I.	Through	December	8	at	Isolation	Room/Gallery	
Kit,	5723	Dewey	Avenue;	314-660-6295	or	www.gallerykit.blogspot.com.	
Hours:	by	appointment. Ongoing

Baran,	Jessica,	“St.	Louis	Art	Capsules,”	Riverfront Times, December	2,	2010,	accessed	December	2,	2010,	
http://www.riverfronttimes.com/2010-12-02/culture/jessica-baran-encapsulates-the-st-louis-art-scene/



The Thin Commandments is a series of ten silk screen-printed aphorisms stemming from the work of a psychologist, 
who summarizes her experiences in the treatment of people exhibiting eating disorders as a list of a Ten Command-
ments that is both horrifying and poetic. Catch yourself agreeing and disagreeing with the statements at your peril as 
the cults of diets and exercise collide in a quasireligious creed.

Artist Biography: Johannes Wohnseifer (*1967, Cologne) lives and works in Cologne and Erfstadt. In 2008, the galler-
ies Gisela Capitain, Cologne, Casey Kaplan, New York and Galería Helga de Alvear, Madrid held solo exhibitions of the 
artist. In 2007 Wohnseifer’s series “Kleenex Mathematics” was shown at the Presentation House Gallery in Vancouver. 
The exhibition “Vertrautes Terrain – Aktuelle Kunst in und über Deutschland” at the ZKM in Karlsruhe and the shows 
“The Porn Identity. Expeditionen in die Dunkelzone” at the Kunsthalle Vienna recently presented works of the artist. 
Currently, Wohnseifer’s works can be seen at “Compass in Hand: Selections from The Judith Rothschild Foundation 
Contemporary Drawings Collection” in the New York MoMA.

5723 Dewey Avenue, 1st floor St. Louis, Missouri 63116 Contact: gallerykit@gmail.com www.gallerykit.blogspot.com

Johannes Wohnseifer
The Thin  Commandments

Opens November 12, 2010 6pm-8pm



JOHANNES WOHNSEIFER
JOHANN KONIG - BERLIN

JOHANNES WOHNSEIFER, Shutter-Stutter Painting 
#5 (RAL 2004,8025,6019,4003,1015),2009.Aluminum, 
powder coated lacquer, stainless steel screws, 145 x 100 x 
10cm. Courtesy Johann König, Berlin.

In	his	most	recent	2010	exhibition	at	Jo-
hann	Konig,	 Johannes	Wohnseifer	 pres-
ents	 an	 installation	 that	weaves	 together	
his	 typical	 layering	 of	 references,	 pop	
RAL	palette	and	warpage	of	established	
correspondences	 between	 aesthetics	 and	
meaning—yet	with	an	impact	that	is	un-
customarily	 cerebral.	At	 the	 core	 of	 the	
exhibition	is	Africa	as	 the	subject	of	 the	
colonialist	eye.	At	the	center	of	the	space	
are	a	grouping	of	low,	shelf-like	objects:	
each	 an	 individual	 rearrangement	 of	 the	
components	 that	make	up	Rietveld’s	 fa-
mous	Berlin	chair	(1923)	and	each	bear-
ing	 the	 names	 of	 one	 of	 the	 streets	 of	
Berlin’s	 African	 neighborhood.	 While	
the	Rietveld	chair	has	appeared	before	in	
Wohnseifer’s	work	as	a	do-it-yourself	as-
sembly	kit	to	be	performed	under	the	in-
fluence	of	magic	mushrooms	(Psilocybin 
Experience,	 1997),	 here	 the	 playfulness	
of	its	recombinations	paired	with	the	he-
gemonic	gesture	of	naming	is	what	starts	
to	take	on	hallucinogenic	dimensions.	
	 	 	 	 	 On	 two	walls	 are	 aluminum	 sculp-
tures	 reminiscent	 of	 metal	 roller	 blinds	
that	hold	off	the	sun	and	a	view	to	within.	
Although	their	bright,	glossy	colors	sug-

gest	 the	 clear	 combinations	 of	 national	
flags,	 the	 title,	“Shutter	Stutter”	point	 to	
a	 breakdown	 in	 communication.	On	 the	
opposite	walls	the	series	of	documentary	
photographs	 of	 various	 books	 on	Africa	
(titled	 “Canon”),	 however,	 give	 the	 in-
stallation	a	certain	heavy-handedness	that	
is	 usually	 absent	 in	 Wohnseifer’s	 agile	
sideswipes	at	German	power	politics	and	
street	culture	muscle.	True,	they	play	into	
our	stereotypical	notions	of	the	continent:	
safari,	shamanistic	ritual,	the	ivory	trade.	
However,	 the	 largely	 black-and-white	
images	 seem	 to	 raise	 a	 wagging	 finger	
at	 the	 uncritical	 subsumption	 of	 the	 ex-
otic	 through	 the	 modernist	 aesthetic	 or	
the	 aestheticizing	 impulse	 itself.	 (Is	 this	
why	 contemporary	 photographer	 Saskia	
Sassen’s	photographs	are	included	in	this	
selection?)	The	 images	 seem	 to	 call	 for	
a	closer	more	 facetted	 read,	but	do	 they	
take	us	 beyond	 the	 endless	 combination	
of	the	make-shift	notion	of	a	distant	place	
we	piece	together	in	the	process?

Laura Schleussner



FOR IMMEDIATE RELEASE

JOHANNES WOHNSEIFER: “NEW ALPHABET”

OPENING:    FRIDAY, JANUARY 27TH, 6-8PM
EXHIBITION DATES:                JANUARY 27 – FEBRUARY 25, 2006
GALLERY HOURS:   TUESDAY – SATURDAY 10-6PM
 

Casey Kaplan is pleased to announce the second solo exhibition in New York of the Cologne-based 
artist Johannes Wohnseifer. In new paintings, sculptures, works on paper, and video, Wohnseifer 
combines and abstracts a matrix of references in the interest of exploring the aesthetics of politics, 
war, and the communication of messages.
 
The title of the show, “New Alphabet” refers directly to the typeface created by Dutch designer Wim 
Crouwel in 1967. At a time when electronic typesetting was emerging, New Alphabet was developed 
to be easily read on computers. Crouwel based the highly abstract font on the dot-matrix system and 
incorporated it into his exhibition poster and catalogue designs for the Van Abbemuseum, Eindhoven 
and Stedelijk Museum, Amsterdam.
 
Using Crouwel’s aesthetic principles as a starting point, Wohnseifer strategically created a body of 
work that forms new associations in a meeting of histories, places, and personal influences. The 
artworks are inspired by and reference such historical figures as the civil rights leader Malcolm X, 
Horst Mahler, (an original member of the 1970’s Germany terrorist group Red Army Faction, who later 
became a Neo-Nazi), film director Rainer Werner Fassbinder, and rapper Snoop Dogg. 

Wohnseifer uses images of helicopters, stealth fighters, armored vehicles, and camouflage to pictori-
ally represent contemporary depictions of war. In a series of computer “Spam” paintings, camouflage 
schemes obscure and transform appropriated text. 

Collectively, Johannes Wohnseifer’s artworks highlight the malleable nature of visual perception where 
ideas and symbols quickly shift meaning and new relationships are formed. 

Since his last New York exhibition, Johannes Wohnseifer has participated in shows including “Regard-
ing Terror: The RAF-Exhibition,” Kunst-Werke Berlin, Germany and “The Triumph of Painting: Part 3,” 
The Saatchi Gallery, London, England. He has also exhibited at: Commes des Garcons Guerrilla Store, 
Köln, Germany; Hara Museum of Contemporary Art, Tokyo, Japan; ZKM, Karlsruhe, Germany; Aus-
stellungshalle, Münster, Germany; and Neuer Aachener Kunstverein, Aachen, Germany.

FOR FURTHER EXHIBITION INFORMATION PLEASE CONTACT THE GALLERY.

NEXT GALLERY EXHIBITION:  BRIAN JUNGEN  MARCH 8 – APRIL 15, 2006

JEFF BURTON, NATHAN CARTER, MILES COOLIDGE, JASON DODGE, TRISHA DONNELLY, PAMELA FRASER, ANNA GASKELL, LIAM 
GILLICK, ANNIKA VON HAUSSWOLFF, CARSTEN HÖLLER, BRIAN JUNGEN, JONATHAN MONK, DIEGO PERRONE, JULIA SCHMIDT, 
SIMON STARLING, GABRIEL VORMSTEIN, JOHANNES WOHNSEIFER



Johannes Wohnseifer

‘Irresistible Impulse’
Galerie Capitain: January 15 - February 26, 2005

In his new installation ‘Irresistible Impulse’ at Galerie Gisela Capitain Johannes Wohnseifer 
presents us the fictitious elements of an attempted assassination.

The title of the show is based on the story of the man who tried to kill president Ronald Rea-
gan—John Hinckley—who was pleading ‘not guilty’ based on the fact that he saw the movie 
‘Taxi Driver’ by Martin Scorsese so many times that it was an ‘Irresistible Impulse’ for him to 
try to kill the president of the United States.

Johannes Wohnseifer transforms the gallery into the stage for his re-written script of the mov-
ie ‘Taxi Driver’, apart from Jodie Foster and Robert DeNiro there are now also John Hinckley, 
the assassin, Ronald Reagan and Howard Hughes as the mysterious man from Hollywood 
in the background, who commissioned the movie to use it as a manipulative political tool to 
control future presidents of the United States. Black & white photographs are presented as 
proofs for this theory—they are in fact collages, filmed and then photographed.

In the first room three show-cases filled with documents, photos, books, photographs and 
ephemera of the artist’s research related to the movie, the John Hinckley case and Howard 
Hughes, introducing the viewer into this web of references, coordinates and relationships, 
true and false, real and imagined.

The main characters of the movie as rewritten by Johannes Wohnseifer—Jodie Foster, Rob-
ert DeNiro, Ronald Reagan, John Hickley and Howard Hughes are represented by puppets, 
hanging from the gallery ceiling, ready to perform this new version of a cult classic—however, 
this performance will not take place and remains only virtual.

Throughout the gallery Wohnseifer placed highly polished stainless steel sculptures one for 
each puppet like their abstract shadows.

With this show Johannes Wohnseifer is once again presenting the viewer the links between 
real life and fiction in our culture, the influences the fictional and real world have on each 
other and that very often the line between reality and fiction gets blurred in the process.

The movie ‘The Aviator’ by Martin Scorsese opens this month.



Basel
CRITICS’ PICKS

Johannes Wohnseifer

GALERIE NICOLAS KRUPP
Erlenstrasse 15
March 04-April 24

Even though the letters “DB” have been removed, the red rectangle above the
entrance of Erlenstrasse 15 still retains the recognizable color and shape of the
Deutsche Bahn logo. Johannes Wohnseifer uses the German railway
corporation’s leftover signage as a point of departure in a show that weaves
specifically “German” topics into a multireferential matrix of association and
causality. The title “Enklave/Exklave” refers to the peculiar situation of the former
Deutsche Bahn building—built on German soil but subject to Swiss law—and,
indeed, to the multinational peculiarities of Basel itself. The red of the sign is a
registered RAL color, part of a standardized chromatic scale developed in
Germany in the 1920s and still in use today. Wohnseifer appropriates RAL hues
3004, 3020, and 3031—the three colors Deutsche Bahn has used for its logo
since its founding—for several pseudominimalist sculptures and for a series of
abstract paintings that are also on view. Their collective title,
“Wehrmachtsausstellung” (Wehrmacht Exhibition), alludes to “Verbrechen der
Wehrmacht” (Crimes of the Werhmacht), a highly controversial show about Nazi
war crimes, organized by the Hamburg Institute for Social Research, that recently
completed a tour of Germany. Five framed collages amplify the themes at hand
with Volkswagen Golf advertisements and photographs of a young Leni
Riefenstahl. As usual, Wohnseifer’s use of branding and design strategies to
frame historical, political, autobiographical, and fictional data adds up to a smart
and stylish show.

-Eva Scharrer

Scharrer,	Eva.	“Critic’s	picks:	Johannes	Wohnseifer,”	Artforum,	June	2004	
	 <http://www.artforum.com/index.php?pn=picks&place=Basel#picks6604>.
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Press	Release

JOHANNES WOHNSEIFER
Some Black Diamonds
June	24	-	July	30,	2005

Yvon	Lambert	is	pleased	to	announce	Johannes	Wohnseifer’s	first	solo	show	in	France	from	
June	24	to	July	30,	2005.	The	artist	will	present	a	new	installation	of	black	steel	sculptures.	
The	shapes	and	stuctures	are	all	derived	from	the	US-Stealth	fighter	plane.	A	selection	of	
these	fragments	will	be	scattered	around	the	exhibition	space.	The	sharp	and	edgy	forms	
create	a	contrast	with	the	low	creeping	fog	which	will	add	a	narrative	(plane	crash)	to	the	
installation:	black	and	white,	hard	and	soft,	moving	and	immobile...

Johannes	Wohnseifer	combines	the	Rhinelander’s	love	of	storytelling	with	conceptual	re-
straint.	He	impressively	mixes	different	media	and	exploits	their	individual	effects.	Braun-
music,	1997,	consisted	of	the	sounds	of	Braun	alarm	clocks	sampled	by	some	of	the	design	
fan’s	DJ	friends.	Spindy,	1995,	was	a	wardrobe-sized	sculptural	mix	of	skateboard	ramps	
and	a	Red	Army	Faction	“people’s	cell”.

Whatever	his	subject,	Wohnseifer	always	tells	a	convincing	story.	In	Museum,	1999,	at	
Cologne’s	Museum	Ludwig,	recent	history	and	modern	myth—the	1972	Munich	Olym-
pics	and	the	current	trainer	culture—came	together	in	a	flea	circus	of	(German)	post-war	
art,	with	work	by	Gerhard	Richter,	Blinky	Palermo	and	Carl	Andre.	Wohnseifer	does	not	
hesitate	to	acknowledge	the	influence	of	his	fellow	artists.	For	him,	the	road	into	the	past	is	
a	natural	one	as	he	loves	to	collect	things.

Johannes	Wohnseifer	makes	playful	connections	between	his	material	and	the	internation-
alization	of	German	provincialism.	He	is	greatly	interested	by	objects	such	as	aircrafts	and	
cars	he	explores	their	“soft”	surroundings	and	their	immaterial	and	intangible	nature.	He	
renders	it	transparent,	by	revealing	the	laws	and	strategies	behind	it.	With	their	intellectual	
and	even	vaguely	nonsensical	excess	of	allusion	and	references,	they	promise	to	create	
more	or	less	meaningful	connections.	Wohnseifer	highlights	their	ambivalence,	vulnerabil-
ity	and	fragility.	He	has	a	unique	knack	for	filling	empty	spaces,	and	in	This Night,	2000,	
Wohnseifer	takes	as	his	theme	the	first	of	Rainer	Werner	Fassbinder’s	films,	which	is	now	
lost.	A	gap	in	Fassbinder’s	oeuvre,	a	film	no	one	knows,	becomes	the	central	motif	of	a	
Wohnseifer	exhibition.



Johannes Wohnseifer.
“Father and Son”
Casey Kaplan, through Oct 9
(see Chelsea). 

general	rule	of	thumb:	Exhibi-
tions	 with	 elaborate	 backstories	

are	 ones	 to	 avoid.	 Historical	 con-
textualization	 is	 fine,	 but	 as	 soon	
as	 a	 show’s	 material	 is	 imbricated	
with	 narratives,	 get	 ready	 for	 self-
indulgence.	 Johannes	 Wohnseifer’s	
rewarding	 solo	 show	 at	 Casey	 Ka-

plan,	 therefore,	 comes	 as	 a	 pleasant	
surprise—perhaps	 because	 his	 story	
spins	out	amid	two	intimately	related	
media,	architecture	and	music,	whose	
intertwined,	 multifaceted	 history	 is	
too	rarely	explored.
					Unravelling	this	narrative	is	both	
fun	 and	 enlightening.	 It	 begins	with	
Paul	 Schneider-Esleben	 and	 his	 son	
Florian.	 Paul,	 an	 architect,	 designed	
the	 CologneBonn	Airport,	 a	 symbol	
of	 Germany’s	 postwar	 reemergence	
into	modernity.	His	son,	a	music	stu-

dent	under	the	influence	of	Karlheinz	
Stockhausen,	 formed	 a	 band	 called	
Kraftwerk—a	group	that	had	a	deci-
sive	 impact	 on	 both	 electronica	 and	
hip-hop.	 The	 German	 word	 Kraft-
werk	 translates	 as	 “power	 station,”	
and	an	image	of	one	appeared	on	the	
gatefold	 of	 the	 group’s	 debut	 album	
in	1971.	That	photograph	is	attributed	
to	 Bernd	 and	 Hilla	 Becher,	 shining	
lights	 of	 Germany’s	 postwarartistic	
avant-garde.
				 	Images	of	the	Becher	power	sta-
tion	 and	 Schneider-Esleben’s	 airport	
appear	 painted	 on	 canvas	 and	 silk-
screened onto six boxlike Plexiglas 
sculptures.	Elsewhere,	a	video	tracks	
the	 history	 of	 a	motor	 that	 powered	
the	 winning	 car	 in	 the	 1967	 Grand	
Prix	car	race	(which	occurred	on	the	
artist’s	birthday).	Overall,	the	show	is	
a	 kind	of	 personal	 time	 capsule	 that	
seeks	 (successfully)	 to	 recapture	 an	
era’s	 experimental	 fervor.	 The	 re-
sult	is	a	compelling	reflection	on	the	
formulation	 of	 German	 avant-garde	
practice	from	the	late	1960s	and	early	
1970s,	 filtered	 through	 a	 stereotypi-
cal	(yet	entirely	appropriate)	austere,	
Teutonic	sensibility.	

—Noah Chasin
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Johannes Wohnseifer, installation view of “Father and Son.”

Chasin,	Noah,	“Johannes	Wohnseifer:	‘Father	and	Son’,”	Time Out New York, September	30	-	Octo-
ber	7,	2004



Union Gallery, London, United Kingdom

CONNECTED PRESENCE
JEPPE HEIN / JOHANNES WOHNSEIFER

29/09/04 - 27/11/04

Union is pleased to announce the London debut exhibitions for Jeppe Hein and Johannes Wohn-
seifer. 

By resorting to specific iconographies, Wohnseifer has a trademark tendency to blend references, 
associations and signs within his eclectic practice. He inscribes himself in the critical discourse of 
the museum and refers to the political history of Germany, the history of contemporary art, sport 
and its design & the capitalist system. This web of references enables him to tackle numerous 
themes such as the idea of private and collective memory, the museological modes of display 
and their impact on the object, the function of the museum and art in society, and the formation 
of social and cultural values.
Questioning the ritualistic relationship between art and the spectator, Hein creates witty and mini-
malist installations that intervene with both indoor and outdoor spaces deliberately blurring the 
boundaries between conceptual art and mechanical objects. Combining sculpture and installation 
with architecture and technology, he mixes the notion of the functional with the artistic and by 
setting up a dialogue between the work, the viewer and the site of intervention, he suggests that 
the audience contributes to the completion of the work. Whilst his style refers to minimalism, and 
to abstract concepts, he also tries to depart from an abstract experience by making the audience 
physically activate the work. 

http://www.union-gallery.com/home.htm



Editorial

With the Johannes Wohnseifer exhibition, Aachen’s Ludwig Forum is putting an artist on show 
who is one of the most exciting stimulators of his generation. In this presentation, which was 
specially designed for the project wings of the museum’s second and third floor rooms, he 
brings together and allies his way of working with sculpture, paintings and, above all, con-
ceptual aspects and condenses them to one holistic experience. The resulting artistic inquiry 
revolves around two main themes: for one, around velocity with all its implications of a fast-
paced life, and two, around the trend linked to this of weight reduction, optimization and com-
pulsive slimness. This timely material is dealt with by Wohnseifer neither simplistically nor with 
any therapeutic intentions, but always in accordance with formal aesthetic precision. Thus a 
room-filling wall painting monumentalizes the trademark Slim Fast into an all-inclusive motto 
of perception. A series of sculptures that begin with the psychological phenomenon of ‘body 
image neurosis’ are impressive, not only for their three-dimensional arrangement but for their 
light-weight materials such as aluminum, carbon or “speed”, a powder that was originally 
developed as an appetite suppressant. The room with the “Thin Commandments”, in analogue 
to the Bible’s Ten, presents dieters’ axioms that in their chapel-like unison make up a categori-
cal imperative for self-dissolution. In the last room decomposition is indeed the result, if on a 
symbolic level. The final scene of the insider movie “Two Lane Blacktop” suffers dissolution 
in a blinding glare of overexposure, which represents the absolute light that Johannes Wohn-
seifer uses as a metaphor for a transcendental immateriality, a leitmotif that runs through the 
entire exhibition. With this stringent and at the same time many-facetted linear directive the 
artist succeeds in drawing a complex picture of the current attitude to life, which—despite all 
its occupation with life style, car racing mythos and the fashion world—reaches down to the 
underlying level of a search for meaning, presumed obsolete.

We would like to gratefully acknowledge Johannes Wohnseifer for his professional engage-
ment, which has been just as indispensable for this exhibition’s success as has been the 
selfless support by the galleries Gisela Capitain and Johann Konig. Too, we warmly thank the 
Society of the Friends of the Ludwig Forum, without whose backup the project could not have 
been realized in this form.

Harald Kunde

©2003
Johannes Wohnseifer, Ludwig Forum Aachen
& Revolver Alle Rechte Vorbehalten.
Abdruck (auch auszugsweise) nur nach ausdrücklicher
Genehmigung durch den Verlag.

Harald,	Kunde	and	Kersting,	Rita,	“Editorial”	&	“Incomplete	Experiences,”	Ludwig 
Aachen Forum, 2003



Incomplete Experiences

A visit to Johannes Wohnseifer’s exhibition INTO THE LIGHT resembles running a course that 
begins with a fundamental warmup phase one story up and after a climb to the next floor allows 
an immediate glimpse of the light-filled finish. On arriving there you recognize a luminous white 
picture at the end of the show. Before reaching it, before the liberating goal, however, lies a pas-
sage of several stations, segments and in-between halts.
The works on the first upper daylight-infused floor with their various media are the form-and-
content heart of the multimedia network from which the themes of the exhibition INTO THE 
LIGHT then fan out.
“Someone who lost the light” is the title of the first, dark, abstract picture that represents shad-
owy scraps of light and color, a painterly picture, that stands at the beginning and final end 
of the circle. Two other paintings in the room show a water bottle on which the label SPA has 
been expanded to DESPAIR (“Das Licht wird härter”/the light becomes harsher, 2002) and a 
crashed Honda with the text: If I die in a car crash, it was meant to be a sculpture (“I am be-
ginning to see the light”, 2001). Wohnseifer with his title INTO THE LIGHT not only refers to 
light but also to the lightweight, which is shown in the second room where Wohnseifer’s mirror 
works hang: convex “Lightweight Mirrors” dotted with holes, which are light per se by means 
of their perforated materiality and by means of their curvature attenuate, i.e., slenderize our 
reflection. They reflect a vision in which a well-established form breaks down, blurs, under-
goes conjugation and a transformation of volume into image becomes possible. Opposite a 
giant vinyl banner—on which the chance encounter of a burnt-out helicopter with a racing car 
covered in a Mobil ad takes place and above which about a dozen dates (from 1962 to 2009) 
have been applied—Wohnseifer has mounted collages: photos of racing cars, wrecks, women, 
landscapes and stills from the film “Two Lane Blacktop” from 1971, in which a ‘55 Chevy and its 
passengers are given just as much room for portrayal as the endless country roads that serve 
as hotrod racetracks and long travel routes. In the vast American landscape the driver (James 
Taylor) and the mechanic (Dennis Wilson) experience at high speed a feeling of freedom that 
has little to do with the adventurous excitement of “Easy Rider”, but depicts more an inner re-
bellion, an aimless Zen-type of slow race around the looped highways. The car is worshipped 
by the two young men and treated pragmatically and tenderly like a slightly indisposed woman, 
to which the girl accompanying them (Laurie Bird) is a counterbalance. In his exhibitions Jo-
hannes Wohnseifer links questions from the present art and social scene, here embedded in 
a fundament of historical dates, pictures and events. Optimal design and speed, machines, 
resolution, death and the questioning of a (physical, mental, spiritual) goal is illuminated from 
different perspectives in INTO THE LIGHT. The inscription SLIM FAST, painted more than 20 m

“We see that even fashion mocks
death. just as traffic acceleration..
aims at eliminating anvthing
interruptive, any rash endings. “
Walter Benjamin: Passagenwerk

“By its agonies, its shadows and its ancient law, the bachelor
machine testifies to a former paranoid machine. Nevertheless
it itself is not one. Evervthlng: its mechanism, its chassIs, its
pincers, needles, lovers and rays distinguish it from a paranOid
machine. Even in the agonies it inflicts, in the death it delivers,
it discloses something new, a force similar to the sun... just as
if mechaniCal eroticism released additional unbridled forces. ..
DeleuzeIGuarnari: Anti-Oedipus (Trans!. by J.H.)



wide across the wall, accompanies the items on the upper floor. It appears to be a triple exposure, 
i.e., a fast-moving, seemingly four-dimensional writing on the wall. Product name, directions and 
formula in one: get slim fast or slim (is) fast. That the artist depicts this phrase as an inscription 
on the wall recalls the Old Testament’s mene, mene, tekel and parsin, which appeared to King
Belshazzar at a feast: “weighed and found to be too light”. This terrible vision above the gates to 
paradise, where souls are weighed and the decision to let them enter according to their weight, 
is more recently taken to refer to the formula for world order of ‘number, volume, weight’.
Wohnseifer’s SLIM FAST forms the background for the collages as well as for five non-volumi-
nous, lightweight sculptures, whose materiality is reduced to the barest necessity. On white ped-
estals stand: a silver boom box, “Dwarf’s Suitcase”, created specifically for the exhibition, a self-
designed functional museum bench, a thin vertical tube attached to the ceiling and, finally, two 
open cubic sculptures. With these ‘cubes’ marked by perforated metal edges, Wohnseifer shows 
the contours of an alienated-minimalist past, which by means of thin transparent tubes suggest a 
human-like, machine-like ambivalence. They recall somewhat Cronenberg’s rational skyscraper 
architecture in “The Parasite Murders”, in which the branched utility and disposal shafts of the 
clear-cut building appear to be an extension of the tenants’ organs for food input and waste out-
put. This ambivalence is also found in Wohnseifer’s sculptures through the influence of Joseph 
Beuys, Eva Hesse or Paul Thek, which overlays the clearly constructed fundament that goes 
back to Robert Morris or Sol Le Witt. And it seems as if something is being salvaged in the cubes 
that requires warmth and nutrients. Capsules with white powder are found hidden: perception-
expanding, -accelerating and death-dealing speed. SLIM FAST
Four paintings link the wall inscription and the sculptures by means of the themes alluded to in 
the staged scenes and texts: death, speed, a man, a woman, the car, two mirrors, fat.
The long main room of the exhibition leads into three chambers, the first of which is occupied 
by collages. “Speed with Style—The life of Peter Revson” (2003) shows black-and-white illus-
trations of the Formula 1 driver Revson, killed in a car accident in 1974, who in his lifetime was 
not only known for speed but also for beautiful women. Another collage series links impeccably 
clothed,slim, well-lit female portraits from fashion magazines with pictures of just as polished, 
beautifully formed and streamlined automobiles, as well as phrases such as “fat is hideous”, 
“food makes me physically ill”, “low fat high speed” or “I am stronger than food”. An article from 
the Suddeutsche Zeitung is integrated and reports on the loss of perception at a tempo of 200 
kilometers per hour. “Brain on autopilot... The driver stops thinking ... “.
In addition to the body (woman and car) as a classical object of desire, as part of manipulated



machinery, it becomes an object of design. Overcoming the norm means an extraordinary form-
finding act as a continual process towards perfection, as a dangerous struggle that ends in either 
complete resolution or dissolution.
What is depicted are many-faceted transitory situations and states between material weighti-
ness or standstill and the elimination of ballast by means of reduction, breakneck locomotion 
and implosion. The car as fetish serves as a template for the human body, whose old-fashioned 
nature no longer satisfies the intellectually developed technological demands of our society, on 
the one hand, and counters superfluous atavistic qualities, on the other. The trend towards dis-
embodiment started with Villiers d’isle-Adam’s 1928 L’Eve future that fantasized on a Thomas 
Edison construction of a utopian Eve, a disembodiment that has intensified these past forty 
years since an increased occupation with robots and digital technology has focused on the 
body’s volume and surface and its interface with surrounding space. The formal questions Jo-
hannes Wohnseifer poses in INTO THE LIGHT are just as interesting and volatile against the 
background of the contemporary discussion on virtuality as his reference to an artistic engage-
ment with the human body in the form of industrially produced stereometric sculptures that had 
invaded the sixties like a virus. In a trend initiated by ‘theatrical’ mirrored reflections, the human 
body took on actual form in art, thus shifting the sculptural platform (on which the formal ques-
tions of modernism are discussed) to a physical experience of reality by the artist him/herself as 
proxy and often mediatized in photographs and videos—noli me tangere.

Bruce Nauman’s Body as a Cylinder, Body as Sphere, Wax Templates of My Body, From Hand to 
Mouth, Space under My Hand or his video Gauze, in which the artist standing on his head pulls 
endless gauze strips from his mouth, need mentioning here, as well as Martha Wilson’s pho-
toserie “I Make Up The Image Of My Perfection” documenting the artist on a diet, Eva Hesse’s 
latex works, or “Technogical Reliquaries” by Paul Thek, whose spiritual and repressive-religious 
work stands as ‘an inspiration for this exhibition. Ever since Leonardo, the human body and its 
dimensions have played an important role in art, above all since Albrecht Dürer, who in me-
ticulous proportional studies and mathematical calculations explored the human figure’s ideal 
dimensions. Dürer’s opinion that “physical beauty is beauty per se” is something he shares with 
today’s fashion industry, whose calculations for the collective ideal led to the formula 90-60-90 
cm, since outstripped by the vital statistics for Japan’s Kyoto Date, who measures 83-56-82 and 
constructs and constitutes the current ideal.
In the central chamber of INTO THE LIGHT hang ten pictures that encircle the viewer and on which



the “Thin Commandments” are written. The secret-society-like slogans in saturated colors alter-
nate just as do the monochrome, luminous and sometimes slightly reflective backgrounds.
“If you aren’t thin, you aren’t attractive.” “You can never be too thin.” “Thou shall not eat fatten-
ing foods without punishing yourself afterwards.” These horrifying admonitions are all too well 
known through the global network of girls (and increasingly also boys) who suffer from anorexia 
and bulimia and have a completely misguided perception of their bodies. Their compulsion to 
change their very selves, their addiction to beauty, to endless slimness is like a rapturous dis-
solution, which Johannes Wohnseifer portrays on several levels in INTO THE LIGHT.
Since the mid-90s the clarion call of these “Thin Commandments” has been heard by an in-
creasing number of young women, namely since the rise of the supermodel Kate Moss: the typi-
fication of a mythic picture of a woman between innocence and guilt, perfection and imperfec-
tion, between Mary Mother of God and Eve. Kate Moss is the Venus of the fashion industry and, 
following the staid 80s, represents a seductive suggestion of authenticity through the integration 
in her photos of personality and traces of lifestyle. The mass identification with this type of super-
star was deemed so dangerous that US president Bill Clinton several times warned of fashion 
as an aesthetic drug. When you step out of this picture series arranged in a circle at the center 
of the exhibition, you only need take several steps to reach the last picture, a large painting that 
hangs behind a break in the wall in a black room lit by spots. “See” is the title, and if you follow 
this imperative you will indeed see the following: on a mostly white, unprimed canvas, overlap-
ping acrylic paint traces are visible, possibly left over from the priming of other canvases, partly 
mixed with reflecting blend lacquer. The painting—which is quasi an item of resolution and from 
the start established the finish line—is unmasked as an ambiguous, abstract, meta-auratic ob-
ject that is at the same time a kind of unchecked waste product of an art that begins with its ma-
terial. The ostensible electric charge of this informal painting throws the light and your gaze back 
via reflective rays, becomes a projecting surface and mutates into a conceptual, ironic dead end: 
its seemingly perfect spirituality linked to the imperfection of a seeming ready-made. Johannes 
Wohnseifer is not a painter in the classical sense; his pictures are not color/form compositions, 
not experimental painting setups, not autonomous paintbrush acrobatics, but communicative 
media that are closer to essays than to poetry.

Perhaps this is the reason why he gave the last picture a more valid, at least more credible and 
conclusive image and placed it at the back, so that it doesn’t become visible till the very last sec-
ond in an almost retrogressive look over your shoulder. We see the last scene from the movie 
“Two Lane Blacktop” in a 1O-minute loop. On a disused runway the ‘mechanic’ is preparing the



‘55 Chevy for the race; the ‘driver’ behind the wheel (and with him the camera) regards the tran-
quil landscape ahead, then the start signal is given and the ‘driver’ and his rival, G.T.O., rev up. 
In the midst of their breakneck speed, the tempo is suddenly reduced to slow motion; a light spot 
on the driver’s head grows bigger and eliminates the picture. The movie and with it the ‘driver’ 
and protagonist of the story, as well as the picture of the actor James Taylor (that Johannes 
Wohnseifer once published as his own portrait) come to a standstill. The film stops, the picture 
melts and burns to oblivion in the heat of the projection light. “Light.”

Rita Kersting



Johannes	 Wohnseifer	 centers	 his	 “Elimination	 of	 Dia-
logue”	 exhibition	 on	 the	 idea	 of	 reversal.	 In	 his	 show	
at	 the	recently	established	gallery	of	Johann	König,	 the	
Cologne-based	 artist	 stand,	 the	 principles	 of	 his	 own	
work	on	their	head	and	goes	some	of	the	way	to	revers-
ing	normal	exhibition	practice	as	well.	At	a	first	glance	
there	is	scarcely	anything	to	be	seen	through	the	gallery’s	
large	 display	window,	 but	 loud	music	 is	 playing.	On	 a	
second	 look,	you	see	 three	white	wooden	chests,	 and	a	
long,	painted	frieze.	Even	at	this	level	the	aesthetic	events	
are	determined	by	reversals:	hearing,	not	seeing;	empty,	
not	full—but	even	more	contradictory	things	are	on	the	
way.	Wohnseifer	develops	a	dense	network	of	referenc-
es	whose	sources	are	not	just	different	in	kind,	but	also	
cryptic	to	a	certain	extent.	The	loud	music,	for	example,	
comes	from	two	CDs	by	N.E.R.D.	The	songs	are	always	
the	same	ones,	except	that	after	an	electronic	version	is	
played	once,	 it	 is	 followed	by	an	acoustic	version,	as	a	
sort	of	reversal.	“N.E.R.D.”	is	an	acronym	for	“No	one	
ever	 really	 dies,”	 and	Wohnseifer	 alludes	 to	 this	 in	 his	
painted	frieze,	which	uses	a	Pop	art	style	painting	tech-
nique	to	tell	the	story	of	an	American	Stealth	bomber	shot	
down	by	the	Yugoslavian	anti-aircraft	defense	system	in	
1999.	A	Serbian	peasant	woman	is	dancing	on	the	wings	
of	the	plane.	So	N.E.R.D.’s	music	puts	a	stop	to	any	con-
versation	in	the	gallery,	as	the	show’s	title	suggests,	but	
it	is	also	playing	for	the	peasant	woman	to	dance	to.	The	
Yugoslavian	anti-aircraft	system	came	on	line	in	precise-
ly	the	same	year	the	artist	was	born.	It	is	called	“Cube,”	
just	like	the	“white	cube”	of	the	art	gallery.	To	continue	
with	 the	 “reversal”	 idea:	 the	 above-mentioned	 painted	
frieze	is	executed	in	self-reflecting	paint,	i.e.,	in	paint	that	
is	highly	visible,	rather	than	camouflaging	things.	
	 	 	 	 	 Here	 Johannes	Wohnseifer	 successfully	 conveys	 a	
sense	of	his	contradictory	fascination	with	modern	mili-
tary	 technology,	 and	 also	 mixes	 biographical	 elemcnts	
into	 his	 conceptually	 and	 sensually	 convincing	 exhibi-
tion.
Raimar Stange
(Translated from German by Michael Robinson)

JOHANNES WOHNSEIFER

JOHANN	KöNIG

BERLIN
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JOHANNES WOHNSEIFER,	Wreckage,	2002.
Enamel	on	aluminum,	140	x	200cm.

PHILIPPE DURAND,	Change,	1998.
Photograph.
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Johannes Wohnseifer combines the Rhinelander’s love of storytelling with conceptual restraint. He impressively mixes different 
media and exploits their individual effects. Braunmusic, 1997, consisted of the sounds of Braun alarm clocks sampled by some 
of the design fan’s DJ friends. Spindy, 1995, was a wardrobe-sized sculptural mix of skateboard ramps and a Red Army Faction 
“people’s cell”. Whatever his subject, he always tells a convincing story. In his Museum, 1999, at Cologne’s Museum Ludwig, re-
cent history and modern myth—the 1972 Munich Olympics and the current trainer culture—came together in a flea circus of (Ger-
man) post-war art, with work by Gerhard Richter, Blinky Palermo and Carl Andre. Wohnseifer has no hesitation in acknowledging 
the influence of his fellow artists. For him, the road into the past is easy, for he loves to collect things. En route, Wohnseifer makes 
playful connections between his material and the internationalisation of German provincialism. As well as delighting in objects, 
such as aircraft and cars—“hardware”, in other words—he casts a searching eye on their “soft” surroundings and the immaterial, in-
tangible nature of software. He makes it transparent, by revealing the laws and strategies behind it. With their intellectual and even 
vaguely nonsensical excess of allusions and references, they promise to create more or less meaningful connections. Wohnseifer 
highlights their ambivalence, vulnerability and fragility. He has a unique knack for filling empty spaces, and in This night, 2000, 
Wohnseifer takes as his theme the first of Rainer Werner Fassbinder’s films, which is now lost. A gap in Fassbinder’s oeuvre, a film 
no one knows, becomes the central motif of a Wohnseifer exhibition.

Der Kölner Johannes Wohnseifer verbindet rheinische Fabulierlust mit konzeptueller Zurückhaltung. Souverän mischt er die Me-
dien und ihre jeweiligen Effekte. In braunmusic, 1997, ließ der Design-Fan die Töne von Braun-Weckern von befreundeten DJs 
sampeln. In spindy, 1995, bot er einen skulpturalen Mix von Skateboardrampe und RAF-Volksgefängnis in Kleiderschrankgreße. 
Was er auch aufgreift, es wird bezwingend narrativ. In seinem Museum, 1999, im Kelner Museum LudWig trafen Zeitgeschichte 
und moderne Mythen - Olympia 1972 in München und die gegenwärtige Sportschuhkultur - auf einen Flohzirkus (deutscher) 
Nachkriegskunst: Gerhard Richter, Blinky Palermo oder Carl Andre. Wohnseifer kennt keine Probleme, sich zu Kunstlerkollegen 
und ihrem Einfluss zu bekennen. Der Weg in die Vergangenheit ist leicht fUr ihn, er nimmt den pfad des Liebhabers. Auf ihm findet 
Wohnseifer spielerisch die Nahe zu seinem Material und zur Internationalisierung der bundesrepublikanischen Provinz. Zu der 
Liebe zu den Gegenstanden - egaI ob Flugzeuge oder Automobile, Hardware eben - kommt der feine Blick auf die “weichere” 
Umgebung hinzu, die ungegenständliche, schwer fassbare Weise der Software. Er macht sie transparent, indem er die assozia-
tiven Gesetze und Strategien erkennen lasst, die in ihrem intellektuellen, bis in die vage Nähe des Nonsens reichenden Überfluss 
an Anspielungen und Verweisen mehr oder minder sinnvolle Zusammenhänge herzustellen versprechen. Wohnseifer besteht auf 
ihrer Ambivalenz, Schutzlosigkeit und Bruchigkeit. Mit dem ihm eigenen Mut zur Lücke thematisiert Wohnseifer in This night, 2000, 
den ersten, verschollenen Film von Rainer Werner Fassbinder. Eine Leerstelle im Werk von Fassbinder, ein Film, den niemand 
kennt, wird zum zentralen Motiv einer Wohnseifer-Ausstellung.

Originaire de Cologne, Johannes Wohnseifer associe dans son oeuvre la verve rhénane et la circonspection conceptuelle. II y mé-
lange souverainement les médias et leurs effets respectifs. Dans braunmusic, 1997, ce fan de design avait demandé a des amis 
OJ de sampler les sons de réveils Braun. Dans spindy, 1995, il proposait une sculpture composite à mi-chemin entre rampe de 
skate et “prison populaire” de la Fraction Armée Rouge, Ie tout de la taille d’une penderie. Quel que soit Ie sujet traite, tout chez lui 
devient eminemment narratif. Dans son Museum, 1999, du Musee LudWig a Cologne, I’histoire récente et les mythes modernes 
- jeux olympiques de 1972 à Munich et culture contemporaine des chaussures de sport - rencontraient un marché au puces de 
I’art (allemand) d’après-guerre - Gerhard Richter, Blinky Palermo ou Carl Andre. Wohnseifer n’éprouve aucun mal à reconnaître 
I’influence de ses collègues artistes. L’accès au passé lui est facile, il emprunte Ie chemin de I’amateur, sur lequel il trouve ludique-
ment sa propre approche du matériau artistique et I’internationalisation de la province fédérale allemande. A son amour des objets 
quels qu’ils soient - avions ou voitures: Ie hardware, précisément - s’ajoute un regard subtil sur un environnement plus “mou”, 
Ie mode non figuratif et intangible du software. Cet environnement, Wohnseifer Ie matérialise en visualisant les stratégies et les 
lois associatives qui promettent une cohérence plus ou moins sensée en proposant une profusion intellectuelle d’allusions et de 
références confinant vaguement au non-sens. Wohnseifer défend leur ambiguité, leur vulnérabilité, leur fragilité. Dans This Night, 
2000, avec son courage spécifique à investir les créneaux, Wohnseifer se penche sur Ie premier film perdu de Rainer Werner 
Fassbinder. Une lacune dans I’oeuvre de Fassbinder, un film dont personne ne sait rien, devient Ie thème central d’une exposition 
Wohnseifer.

Johannes Wohnseifer
1967 born In Cologne, lives and works In Cologne, Germany

SELECTED EXHIBITIONS 
1995 spindy/spmdy b. neugerriemschneider, Cologne, Germany;
Künstlerhaus Bethani, Berlin, Germany 1997 braunmuslc live.
Kölnischer Kunstverein. Cologne. Germany, someone else with my 
fingerprints. David Zwirner, New York (NY). USA 1998 Fast Forward
- Trade Marks. Kunstverein In Hamburg, Germany 1999 Museum,
Museum Ludwig, Cologne, Germany; German Open, Kunstmuseum
Wolfsburg, Germany 2000 This Night Worldwide, Galerie Gisela
Capitain, Cologne, Germany: Deep Distance, Kunsthalle Basel, Basle.

Switzerland 2001 Yokohama Triennale of Contemporary Art, Yoko-
hama, Japan; Skulpturenpark, Cologne, Germany

SELECTED BIBLIOGRAPHY
1997 Die Nerven enden an den Fingerspitzen. Cologne 1998 Muse-
um als Vehikel. Museum Ludwig. Cologne 1999 EI Niño, Stadtisches
Museum Abteiberg. Mönchengladbach 2000 German Open,
Kunstmuseum Wolfsburg





Mies van der Rohe’s Villa Tu-
gendhat (1928-30) was used 
recently as the set for a Ger-
man television advertisement 
for Warsteiner Pilsner beer. 
His 1929 Barcelona World 
Expo Pavilion was similarly 

used for a new energy com-
pany called ‘E-on’. The ar-
chitect’s Minimalist design, 
paired with precious materi-
als, such as onyx or gold-
dipped steel, can apparently 
be read today as a green light 
into a future of hedonism and 
merged multinationals. 
     This is the context for Jo-
hannes Wohnseifer ’s transfor-
mation of a small model of the 
Barcelona Pavilion, entitled 
Zur gelben Möwe (To the Yel-
low Seagull, all works 2000). 
Mounted on a plywood plinth, 
the simple addition of a char-

acteristic roof with red shin-
gles converts van der Rohe’s 
construction into a McDonald’s 
branch, complete with the 
company’s logo. This kind of 
cultural transformation of clas-
sic landmarks of media, art 
and architectural history into 
transmitters of marketing is a 
leitmotiv of Wohnseifer ’s show 
‘This Night Worldwide’. ‘This 
Night’ is also the name of Rain-
er Werner Fassbinder’s first, 
and forgotten, Super-8 film, 
shot in 1966. The idea of cash-
ing in on the early work of a 
legendary director reflects cur-

rent three-second advertise-
ments which, in turn, almost 
always displace the products 
they should be advertising. 
     Wohnseifer simulates, on 
different levels, the needs of 
a global market. He created a 
website, the sine qua non of 
contemporary culture, to com-
plement his exhibition. The 
crossover from High Art to club 
culture was provided by an LP 
of subdued dance music by 
Thomas Schaeben and Heiko 
Voss. The cover is decorated 
with a photo of an American

Stealth bomber, an old fa-
miliar brought in to bat every 
time a local conflict becomes 
a sticking point for the world 
economy. Another part of the 
comprehensive merchandis-
ing strategy was an investiga-
tive booklet entitled This Night 
Worldwide—The Book, in 
which examples of internal in-
structions to Toyota workers, 
such as ‘never criticize ideas’, 
were transcribed. 
     Beside the reassigned van 
der Rohe pavilion, the show 
included seven paintings 
made in enamel and acrylic 
on aluminium. No Sleep till 
Bruchsal is a fiery red portrait 
of the terrorist Christian Klar, 
a member of the Red Army 

Faction, who was convicted 
in 1982 and is serving a life 
sentence at Bruchsal. One of 
the acrylics is inscribed with 
the words ‘Bomb RTL TUI 2’ - 
RTL is a television station, TUI 
a travel agent, and the title of 
the piece, Wir sind rous und 
wir sind stolz darouf (‘We’ve 
got out and we’re proud of it’), 
stems from a song by German 
punk rock outfit Tocotronic. 
The painted terrorist and the 
incitement to bomb become 
another element of radical 
chic, which the artist employs 
as a harmless (though per-
haps nostalgic) label in the 
distribution disputes of old and 
new markets. 
     Wohnseifer weaves a web 

of quotations, in which refer-
ences to Pop culture are lay-
ered over references to the 
history of the old Federal Re-
public. In West Germany the 
decades after the World War II 
saw cold understatement and 
Internationalism (comparable 
to van der Rohe’s architec-
ture) as an almost-adequate 
reflection of the political self-
understanding of the Repub-
lic. Even the Red Army Fac-
tion, whose terrorism in the 
1970s was a sort of negative 
transparency for politics in the 
Republic, attempted to define 
how the Republic should be, 
and how it should think. 
     Often Wohnseifer delves 
into his themes to such an 

extent that conspiracy theo-
ries from far-flung ends of the 
earth start to link up. A series 
of red and white traffic cones 
created a point of delineation, 
while emphasizing how quickly 
such symbols can be subject 
to a transfer of meaning such 
cones were used as markers 
for the location of dead bodies 
after the Concorde crash near 
Paris. 
     In the end absolutely ev-
erything can become a Pop 
icon—even the noble shell 
of van der Rohe’s Pavilion. 
Created as a memorial to so-
called ‘pure architecture’, it 
takes on, through Wohnseif-
er ’s effective displacement, 
exactly the commodified form 
that Mies believed to have 
banished through perpetuity. 
Cue the advertising copy of 
Deutsche Bank: ‘Out of ideas 
markets are made.’

Holger Lie
Translated by Helen Slas

Johannes 
Wohnseifer
Galerie Gisela Capitain,
Cologne

Johannes Wohnseifer weaves a web of quotations, in which
references to Pop culture are layered over references to the
history of the old Federal Republic of Germany.

Johannes
Wohnseifer

Zur gelben Möwe
(To the Yellow Seagull)

2000
Polystyrene, varnish,

wood, water
5 x 70 x 50cm

Holger,	Lie,	“Johannes	Wohnseifer	at	Galerie	Gisela	Capitain,	Cologne,”	frieze, 
Issue	57,	March	2001



To	 get	 to	 Johannes	Wohnseifer’s	 recent	 exhibition,	
which	was	curated	by	Rita	Kersting	and	housed	 in	
the	project	room	of	the	Museum	Ludwig	Köln,	one	
had	to	pass	through	the	permanent	collection;	in	the	
middle	of	Pop	Art,	one	came	up	against	a	white	ny-
lon	 curtain	 on	 which	 “MUSEUM”	 was	 written	 in	
huge	black	type.	Pushing	the	curtain	aside,	one	en-
tered	a	large	room	only	to	stop	at	the	sight	of	sixteen	
square	wood	 panels	 laid	 across	 thc	 floor	 (each	 ap-
proximately	6.5	by	6.5	feet)	and	painted	in	colorful	
monochromes.	The	luminosity	of	the	panels	initially	
caused	even	the	Carl	Andre-seasoned	visitor	to	step	
back	 for	 a	moment	before	venturing	 inside.	Set	up	
amid	the	panels	were	three	pedestals	of	various	sizes	
on	which	the	artist	presented,	under	Plexiglas,	proto-
types	for	the	sneakers	he	developed	in	collaboration	
with	Adidas.	In	combination	with	three	paintings	of	
eagles	based	on	pictures	by	Gerhard	Richter	(some	of	
which	were	made	for	Marcel	Broodthaers’s	1968-72	
Musee d’Art Moderne, Departement des Aigles)	and	
extracts	 from	On	Kawara’s	 journal	 that	were	dated	
1967	(the	year	Wohnseifer	was	born),	it	became	clear	
that	 the	 exhibition	was	 about	more	 than	 being	 just	
another	variation	of	the	now-exhausted	art	of	cross-
overs,	in	this	case	between	(sport)	design	and	art.
					The	panels’	colors	(medium	green,	lilac,	blue,	light	
blue,	 yellow,	 and	 orange)	 quote	Otl	Alcher’s	 color	
scheme	 for	 the	 1972	Olympic	 games	 in	Munich,	 a	
palette meant to radiate calm and help banish the 
dark	shadows	of	 the	previous	staging	of	 the	games	
in	Germany,	in	1936	in	Berlin.	Collective	and	private	
memory	fuse	in	this	installation	to	form	a	thick	web	
of	references	(Wohnseifer	counts	the	interruption	of	
the	broadcast	of	the	Munich	games	to	cover	the	ter-
rorist	attack	as	his	first	memory	of	television).	Simi-
larly	 connected	 are	 the	 writings	 about	 private	 and	
public	 occurrences	 extracted	 from	 Kawara’s	 jour-
nals,	which	Wohnseifer	presents	in	enlarged	form	on	
white	 nylon,	 highlighting	 a	 few	 of	 them	 in	 yellow	
or	magenta.	The	 quotes	 range	 from	 “NEW	YORK	
STATE’S	 NEW	 DIVORCE	 LAW	 FECTlVE	 [sic]	
TODAY”	to	“WE	REJECT	WE	RESIGN”	and	end	
with	Kawara’s	observation	“I	STILL	HAVE	A	PAIN	

IN	MY	EYES.”
	 	 	 	 	Through	 his	museum-style	 presentation	 of	 the	
sneakers	 and	 recourse	 to	Kawara	 and	Broodthaers,	
Wohnseifer	insinuates	himself	into	the	long	geneal-
ogy	of	 institutional	critique.	And	 just	 as	he	 refuses	
to	 privilege	 or	 even	 distinguish	 between	 personal	
experience	 and	 the	 affairs	 of	 state,	 he	 freely	 con-
flates	sports	and	current	art	history	in	an	installation	
that	 interrogates,	 with	 humor	 and	 ironic	 distance,	
the	purpose	and	function	of	 the	museum.	High	and	
low	 unite,	 and	 the	 light-footedness	 of	 the	 glamor-
ous	sneakers	perched	for	show	becomes	an	effective	
metaphor	for	(real	and	conceptual)	movement	in	the	
museum.

- Yilmaz Dziewior

Translated from German by Elizabeth Felicella.
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Yilmaz,	Dziewior,	“Johannes	Wohnseifer:	Museum	Ludwig	Köln,”	Artforum, 1999,	pg.	176
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