
New Works by Julia Schmidt

For her presentation at Frieze New York, Julia Schmidt’s (b. 1976, Wolfen, Germany) subjects range from a 
scratch in the industrial gloss of a high-end automobile to bottles of hand sanitizer – vestiges of our present that 
are each abstracted, repurposed and distilled into new networks of meaning. Producing paintings in cycles rather 
than in series, Schmidt culls images from Internet searches, cell phone photography, and everyday print media 
before they are cropped, filtered, and mediated through a myriad of brushstrokes. This body of work marks a new 
exploration of color, favoring an artificial palette that in itself becomes a referent, whether to the newsprint of the 
international edition of The Financial Times or cheaply produced colored copyshop paper. These lurid washes, 
which at times seem as equally luminous as they are poisonous, work not only to deconstruct her source images, 
but to rebuild them with new contents. Moving with ease between abstraction and representation, the work 
displays a honed process of selection and insistent filtering that handles images as artifacts – cultural objects to 
be examined in all their layers. Through this process, vernacular images become dialectics that aim to expose 
the complex systems underlying the dayto- day, economies of exchange, and the cyclic nature of valuation and 
devaluation.

Recent solo presentations of Julia Schmidt’s work include: A Painting Cycle, Nomas Foundation, Rome (2012), 
STOK ROOM, Galerie für Zeitgenössische Kunst, Leipzig (2009) and Tourism and Painting, Museum der Bildenden 
Künste, Leipzig (2007). Her work has also been included in numerous group exhibitions such as Made in Germany 
Zwei, Kestnergesellschaft, Hannover (2012), Villa Massimo, Martin Gropius Bau, Berlin (2012), CONTROL, 
Magazine 4 Bregenzer Kunstverein, Bregenz (2011) and Freisteller: Villa Romana-Fellows, Deutsche Guggenheim, 
Berlin (2008).

Additionally, the gallery will present a work by Trisha Donnelly (b. 1974, San Francisco).

For further information about the artists, please contact Loring Randolph or Alice Conconi, loring@caseykaplangallery.com and 
alice@caseykaplangallery.com.

HENNING BOHL, MATTHEW BRANNON, JEFF BURTON, NATHAN CARTER, JASON DODGE, TRISHA DONNELLY, GEOFFREY FARMER, 
LIAM GILLICK, GIORGIO GRIFFA, ANNIKA VON HAUSSWOLFF, BRIAN JUNGEN, JONATHAN MONK, MARLO PASCUAL, DIEGO 
PERRONE, PIETRO ROCCASALVA, JULIA SCHMIDT, SIMON STARLING, DAVID THORPE, GABRIEL VORMSTEIN, GARTH WEISER, 
JOHANNES WOHNSEIFER

Frieze New York
May 10-13
Stand A7



JULIA 

SCHMIDT
1 Drying Rack, 2009

2 Untitled (basement) I, 2010

3 Untitled (basement) II, 2010

4 8QWLWOHG��8IÀFLR�3RVWDOH�, 2012

5 Untitled (Hair Braiding) II, 2012

6 Exhibition view,  Martin Gropius-Bau Berlin, 2012
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Lotz, Antonia, “Julia Schmidt” Made in Germany exh. cat., p. 210-213, 2012.



 Central to Julia Schmidt’s work is an exploration of the real, 

economic and personal values of images and objects and the associated 

expectations, disappointments and hopes. By means of painting as well

as various printing techniques and installations, the artist ques-

tions the production and reception conditions of painting and the 

general conditions of the economy of trade, work and the market.

 

 Schmidt’s oil paintings, applied in thin layers to MDF, feature 

reduced colors and reveal just as much as they conceal. They are based on 

mediatized pictures from magazines, books and the internet that the artist

either took herself or found, with which she continually builds up a per-

sonal, complex archive. By repeatedly viewing them, pasting over and 

reenacting them, Schmidt creates new motifs, although most of them

are simply details or cropped sections from the originals. In com-

bination with empty spaces and gaps her pieces often defy identi-

ÀFDWLRQ� E\� WKH� REVHUYHU�� ,W� EHFRPHV� LPSRVVLEOH� WR� SHUFHLYH� DQ� RYHU-
all context. Thus in the piece Untitled (stackr) (2008), based on 

a photo of an improvised sales kiosk, we see in the upper section a 

highly accurate depiction of discarded junk, boxes, boards and cor-

rugated sheet metal that, owing to the discontinuation of the objects 

in the lower section, seem strangely lost and abstract in the image 

space. Here Schmidt focuses on that which ordinarily remains hid-

den, goes unnoticed, has been forgotten or is considered worthless, 

yet at the same time highlights the everyday circulation of goods and 

products in a place where distribution, storage and disposal converge.

 

 Schmidt embeds her fragmentary images, which hover between 

ÀJXUDWLRQ�DQG�DEVWUDFWLRQ��SUHFLVLRQ�DQG�LPSUHFLVLRQ��SODQDULW\�DQG�SK\V-
icality, and absence and presence, in installations with four works, objects 

and precisely hung pieces. This considerably reinforces her discursive

and conceptual painterly exploration of the image, as well as the interplay 

of shifts in meaning in each piece-fragment, section, detail-depending 

on arrangement or context. In the exhibition Control (2011) for instance, 

Schmidt added a plywood mosaic to her piece Still life (bowl, coin, bread) 
(2009), on top of and next to which she positioned found old watch straps, 

batteries, local ad pages, pieces of cardboard and items of clothing. The 

fragments from Edgar Degas’ A Roman Beggar Womall (1857), which

Schmidt has replicated in black and white on MDF, are complemented 

E\� DQ� DPELYDOHQW� FRQWHPSRUDU\� VWLOO� OLIH� RQ� WKH�ÁRRU��7KH� DUWLVW� FRQ-

sciously employs different painting styles and techniques and refuses to 

concentrate on a particular theme or series production. Instead she ques-

tions the image and its value by continually repeating and re-networking 

themes and by creating new relationships and contexts-and in so doing

keeps the creation of meaning going.  -Antonia Lotz
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Narrating,
Abstracting,
Representing,
Composing,
Placing,
Structuring,
Pausing,
Hanging.

A PAINTING CYCLE

Curated by Cecilia Canziani and Ilaria Gianni

Nomas Foundation, Viale Somalia, 33 – Rome

8, 22 March |5, 19 April| 3 May

8 March Jessica Warboys 

22 March Julia Schmidt 

5 April  Christopher Orr

19 April  Agnieszka Brzezanska 

3 May  Luca Bertolo

After ‘A Performance Cycle’ (2010) and ‘A Film Cycle’ (2011), again this spring Nomas Foundation’s programme will be 

NBSLFE�CZ�B�QSPKFDU�UBLJOH�UIF�GPSN�PG�B�DZDMF�BT�B�NPEF�PG�QSFTFOUBUJPO�UIBU�BJNT�UP�FYQMPSF�TQFDJmD�MBOHVBHFT�XJUIJO�
art declined in their different nuances and forms.

‘A Painting Cycle’�SFnFDUT�PO�QBJOUJOH�B�MBOHVBHF�UIBU�UIF�QVCMJD�UJQJDBMMZ�JEFOUJmFT�BT�BSU�UPVU�DPVSU�BOE�UIBU�JT�UPEBZ�
increasingly gaining space, attention and momentum.

What does painting mean today? How did it change - if it has - in dialogue with the variety of media that in the past 

century artists have adopted? Is it still possible to speak about style, technique or use the term ‘representation’? With 

which awareness is painting addressed at the present moment? 

These and many more are the themes of ‘A Painting Cycle’, which aims to confront the public with a dialectic of positions 

PO�B�TQFDJmD�MBOHVBHF�SBUIFS�UIBO�XJUI�B�TPMVUJPO�
Every two weeks from March 8, chapter after chapter, Nomas Foundation becomes a picture gallery hosting 

DPOWFSTBUJPOT�XPSLTIPQT�BOE�B�UIFNBUJD�MJCSBSZ�PQFO�UP�UIF�QVCMJD���5ISPVHI�B�TFMFDUJPO�PG�XPSLT�UIF�mWF�JOWJUFE�BSUJTUT�
PGGFS�EJGGFSFOU�QPTJUJPOT�PG�UIF�JOUFSQSFUBUJPO�PG�QBJOUJOH�BEESFTTJOH�TQFDJmD�BTQFDUT�BOE�LFZ�UFSNT�UIBU�XJMM�CF�EJTDVTTFE�
in a public conversation with an art critic invited by each artist.

As part of their presentation, the artists have been asked to indicate an art work /monument of the city that has had a 

QBSUJDVMBS�JOnVFODF�XJUIJO�IFS�PS�IJT�BSUJTUJD�SFTFBSDI�BMM�PG�UIFN�UPHFUIFS�ESBXJOH�B�WJSUVBM�NBQ�PG�UIF�DVMUVSBM�IFSJUBHF�
inscribed in the city of Rome. 

In addition to this, ‘A Painting Cycle’ is accompanied by a workshop lead by artist Alessandro Sarra, which intertwines 

with the exhibition programme and constitutes yet another point of view on what painting means today. The workshop 

Progettare un cielo offers a visionary approach through which to consider the very fabric of painting, and is organized 

in ten weekly appointments abridging Nomas Foundation, the artist’s studio, and some museums of Rome. The material 

produced during the workshop will be posted regularly on Nomas’ website.

Jessica Warboys inaugurates ‘A Painting Cycle’ on the 8th of March with a selection of works from the series ‘Sea Paint-

JOHT��EFWFMPQFE�JO�4USPNCPMJ�BMPOH�XJUI�B�QSFWJFX�PG�UIF�mMN�4UPOF�5ISPBU�	����
�TIPU�PO�UIF�JTMBOE�PWFS�UIF�GBMM���+FT-

sica Warboys, will be in conversation with Rita Selvaggio, Managing Director at Galerie Karsten Greve, Paris.
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GO FIGURE!

An Interview with Julia Schmidt by Clemens Krümmel

Clemens Krümmel: To put it concisely, you are one of the few painters educated in Leipzig who do not view
[OPZ�IHJRNYV\UK�W\YLS`�HMÄYTH[P]LS �̀�)LMVYL�^L�JVTL�[V�`V\Y�HY[PZ[PJ�^VYR�PU�[OL�Z[YPJ[�ZLUZL��0»K�SPRL�[V�HZR
`V\�H�X\LZ[PVU�HIV\[�[OL�L_OPIP[PVU�`V\�J\YH[LK�PU�3LPWaPN��(S[OV\NO�[OL�JH[HSVN�MVY�[OL�ZOV^�KPMMLYLK�PU
[LYTZ�VM�IV[O�[OL�MVYT�HUK�[OL�JVU[LU[�MYVT�`V\Y�JH[HSVNZ�HZ�HU�HY[PZ[��0�SPRLK�P[�H�SV[�ILJH\ZL�P[�KPKU»[�KLWPJ[
only one context, but in a limited space provided a great deal of background information about the second
place you studied, Glasgow, and about its history… To what extent was this exhibition project a result of
`V\Y�)�(��WYVNYHT�PU�.SHZNV^&
- - -
1\SPH�:JOTPK[!�0[�^HZ�UV[�KPYLJ[S`�YLSH[LK��0�VYNHUPaLK�[OL�L_OPIP[PVU�¸:`U[O!����(Y[PZ[Z�MYVT�.SHZNV^¹�PU�����
[VNL[OLY�^P[O�4HYR�/HTPS[VU�PU�2\UZ[YH\T�)���^OPJO�H[�[OL�[PTL�^HZ�[OL�VUS`�UVU�JVTTLYJPHS�L_OPIP[PVU
ZWHJL��HZ�^LSS�HZ�[OL�VUS`�L_OPIP[PVU�ZWHJL�VYNHUPaLK�I`�HY[PZ[Z�HUK�HY[�OPZ[VYPHUZ��PU�3LPWaPN��0�^HZ�HSZV�H
MV\UKPUN�TLTILY��0�^HU[LK�[V�W\[�VU�[OPZ�L_OPIP[PVU�ILJH\ZL�0�[OV\NO[�P[�^V\SK�IL�PU[LYLZ[PUN�MVY�[OL
3LPWaPN�JVU[L_[�[V�ZOV^�^VYRZ�[OH[�0�OHK�ZLLU�[OLYL�HUK�OHK�MV\UK�NVVK��0[�^HZ�[OL�JVTWSL[LS`�KPMMLYLU[
^H`�VM�^VYRPUN�HUK�[OL�T\JO�TVYL�JVUJLW[\HS�HWWYVHJO�[V�HY[�[OH[�PU[LYLZ[LK�HUK�PUÅ\LUJLK�TL�PU
.SHZNV �̂�(UK�0�^HU[LK�[V�IYPUN�P[�IHJR�[V�3LPWaPN��0�H[[LUKLK�[OL�.SHZNV^�:JOVVS�VM�(Y[�ILJH\ZL�HM[LY�T`
IHZPJ�Z[\KPLZ�0�^HZ�H[�H�SVZZ�HIV\[�^OH[�[V�KV�HUK�KPZZH[PZÄLK�
- - -
>OLU�0�[HSR�[V�HY[PZ[Z��0�HS^H`Z�^VUKLY�OV^�Z\JO�KLJPZP]L�Z[LWZ�HYPZL��>OL[OLY�[OL�HY[PZ[�JHU�ZLL�H�JSLHY
KPYLJ[PVU�VY�^OL[OLY�[OL�Z[LWZ�ZPTWS`�MVSSV^�VUL�HUV[OLY��>O`�KPK�`V\�JOVVZL�.SHZNV^&
- - -
;OLYL�^HZ�YLHSS`�UV�WHY[PJ\SHY�YLHZVU�[OH[�P[�^HZ�.SHZNV �̂�0�ZPTWS`�ULLKLK�H�JOHUNL�VM�ZJLUL��([�[OL�[PTL��0
KPKU»[�YLHSS`�RUV^�T\JO�HIV\[�[OL�HY[�ZJLUL�PU�.SHZNV �̂�I\[�0�SPRLK�[OL�JP[ �̀�HUK�0�SPRLK�[OL�MHJ[�[OH[
.SHZNV^�^HZ�VU�[OL�WLYPWOLY`�VM�,\YVWL��[OH[�P[�^HZU»[�3VUKVU��(WHY[�MYVT�[OH[��^OLU�0�PUX\PYLK�HIV\[
Z[\K`PUN�[OLYL��[OL�ZJOVVS�^HZ�PTTLKPH[LS`�VWLU�HUK�PU[LY�LZ[LK��(UK�[OL�TL[OVKVSVN`�HSZV�KPZWSH`LK�[OPZ
RPUK�VM�VWLUULZZ�
- - -
>OH[�KPK�`V\�[OPUR�VM�[OL�KPMMLYLUJLZ�PU�[OL�[LHJOPUN�TL[OVKZ�[OLYL&
- - -
Compared to Leipzig, there was less emphasis on hierarchies; people treated each other more like
JVSSLHN\LZ��@V\�^LYLU»[�PU�H�¸ZWLJPHSPaLK�JV\YZL¹�^P[O�H�WYVMLZZVY��I\[�YH[OLY�`V\�OHK�KPMMLYLU[�[\[VYZ�MYVT
HSS�RPUKZ�VM�KPMMLYLU[�HYLHZ�^OV�]PZP[LK�`V\�H[�`V\Y�Z[\KPV��)\[�HIV]L�HSS��[OLYL�^HZ�UV[�H�WYLJVUJLP]LK
UV[PVU�VM�^OH[�HY[�PZ"�[OLYL�^HZ�H�SV[�TVYL�KPZJ\ZZPVU�HIV\[�[OPZ��0UZ[LHK�VM�[OL�TV[[V�ILPUN�¸3L[»Z�WHPU[
UV �̂¹�[OL�ÄYZ[�X\LZ[PVU�^HZ�^O`�ZOV\SK�HY[�IL�THKL�[V�ILNPU�^P[O��^O`�ZOV\SK�`V\�Z[Y\NNSL�^P[O�HSS�[OPZ
material, which possibilities of presentation are there and what do they mean… When I think back on who
PUÅ\LUJLK�TL�TVZ[�[OLYL��0»K�ZH`�P[�^HZ�WYVIHIS`�9PJOHYK�>YPNO[��ZPTWS`�ILJH\ZL�OL�YLWYLZLU[LK�[OL
HIZVS\[L�HU[P[OLZPZ�VM�H�TVKLYU��¸OLYVPJ¹�JVUJLW[PVU�VM�WHPU[PUN��VWLYH[PUN�PUZ[LHK�^P[O�L_[YLTL�YLZLY]L
HUK�Z[YPUNLUJ �̀
- - -
(UK�^OH[��^V\SK�`V\�ZH �̀�^HZ�[OL�YLSH[PVUZOPW�IL[^LLU�[OLVY`�HUK�WYHJ[PJL�[OLYL&
- - -
0U�.SHZNV �̂�[OLYL�^HZ�T\JO�TVYL�LTWOHZPZ�VU�[OLVY`�MYVT�[OL�]LY`�ILNPUUPUN��^OPJO�^HZ�YLÅLJ[LK�I`�[OL
THU`�YLX\PYLTLU[Z��0�OHK�[V�^YP[L�LZZH`Z�MYVT�[OL�]LY`�Z[HY[��[V�YLHK�H\[OVYZ�SPRL�1LHU�)H\KYPSSHYK��4PJOHLS
-YPLK��HUK�*SLTLU[�.YLLUILYN��)LMVYL�[OLU��UV�VUL�OHK�L]LY�[VSK�TL�HU`[OPUN�HIV\[�H�[L_[�SPRL�¸(Y[�HUK
6IQLJ[OVVK¹�I`�-YPLK��(UK�WLVWSL�SPRL�>YPNO[�KPKU»[�JVTL�[V�`V\�[V�X\Pa�`V\�HIV\[�^OH[�`V\�RUL �̂�I\[�`V\



[HSRLK�HIV\[�H�YLJLU[�JVUJLY[�VY�H�WYVISLT�PU�7OV[VZOVW��@V\�VI[HPULK�TVZ[�VM�`V\Y�¸RUV^SLKNL¸�V\[ZPKL
school, on the side, perhaps in a bar at three in the morning…
- - -
3L[»Z�YL[\YU�[V�[OL�LMMLJ[�VM�`V\Y�L_WLYPLUJLZ�[OLYL�VU�`V\Y�^VYR��;V�^OH[�L_[LU[�^HZ�[OL�.SHZNV^�Z[`SL
PTWVY[HU[�[V�`V\�HZ�H�WHPU[LY&
- - -
0�UV[PJLK�[OH[�WLVWSL�^LYL�T\JO�TVYL�PU[LYLZ[LK�PU�[OPUNZ�¸V\[ZPKL�VM�HY[�¹�;OL�IV\UKHY`�IL[^LLU�HY[�HUK
UVU�HY[�^HZ�TVYL�ZLHTSLZZ��7VW�J\S[\YL��T\ZPJ��HUK�MHZOPVU�WSH`LK�H�T\JO�IPNNLY�YVSL��HZ�^LSS�HZ�YLZLHYJO
HUK�OPZ�[VYPJHS�HUK�J\S[\YHS�YLMLYLUJLZ��^OPJO�`V\�[OLU�PUJVYWVYH[LK�PU�`V\Y�^VYR��;OLYL�^HZ�HU
,U]PYVUTLU[HS�(Y[�+LWHY[TLU["�`V\�^VYRLK�PU�H�T\JO�TVYL�JVU[L_[�YLSH[LK�^H �̀�0U�WHPU[PUN��[OLYL�^HZ�H
much stronger link to languageand text, a higher sensitivity to the material, and more attention was paid to
ILNPUUPUNZ��V]LYWHPU[PUN��HUK�JVYYLJ[PVUZ��0U�HKKP[PVU��THU`�HY[PZ[Z�MYVT�.SHZNV^�KLHS[�Z[YVUNS`�^P[O�[OL
TH[LYPHSZ�·�^OPJO�^HZ�HWWHYLU[�HIV]L�HSS�PU�PUZ[HSSH[PVUZ��>P[O�H�\UPX\L�WVZ[�W\UR�HLZ[OL[PJZ��[OL`
Z[YLZZLK�[OL�LWOLTLYHS��[OL�ZOVY[�[LYT��[OL�\UZ[HISL��0�SPRLK�[OH[�
- - -
This punk and trash aspect connected with Glasgow goes quite well, in a way, with the theoreticians you
TLU[PVULK��5V[�SLHZ[�ILJH\ZL�[OL�LWOLTLYHS
HY[�WYVK\JLK�[OLYL�OHZ�OHK�JVUZPKLYHISL�Z\JJLZZ�VU�[OL�PU[LYUH[PVUHS�HY[�THYRL[��0U�[OPZ�LUNHNLTLU[�^P[O
[OL�LWOLTLYHS��^HZ�[OLYL�ZVTL[OPUN�SPRL�H�KPZJ\ZZPVU�HIV\[�LJVUVT`&�>OLU�[YHZO�ILJVTLZ�[OL�THPU
^VYRPUN�TH[LYPHS��[OLU�P[»Z�UV[�Q\Z[�H�X\LZ[PVU�VM�HU�H\[OLU[PJ�W\UR�Z[H[LTLU[��I\[�HSZV�VM�HU�PUULY�HY[PZ[PJ
commentary on the process of forming values… Did the market enter into your education in some way, and
PM�ZV��KPK�[OPZ�OH]L�HU�PTWHJ[�VU�`V\Y�WHY[PJ\SHY�RPUK�VM�WHPU[PUN&
- - -
;OL�THYRL[�YLHSS`�KPKU»[�LU[LY�PU[V�T`�LK\JH[PVU�H[�HSS��+\YPUN�[OH[�WLYPVK�PU�.SHZNV �̂�[OLYL�^HZU»[�L]LU�HU
LZ[HISPZOLK�JVTTLYJPHS�NHSSLY`�ZJLUL��,]LY`[OPUN�^HZ�T\JO�TVYL�NYHZZ�YVV[Z��;OLYL�^LYL�THU`�RPUKZ�VM
ZLSM�VYNHUPaH[PVU��HUK�L]LY`[OPUN�[VVR�WSHJL�TVYL�VY�SLZZ�PU�[OL�LU]PYVUTLU[�VM�;YHUZTPZZPVU��*VU[HJ[�^P[O
the market was made outside Glasgow — with the Transmission people traveling to art fairs and with the
MV\UKPUN�VM�[OL�4VKLYU�0UZ[P[\[L��0[�TH`�IL�MVY�[OPZ�YLHZVU�[OH[�PU�[OL�^VYRZ�MYVT�.SHZNV^�[OLYL�^HZ�H�]LY`
OPNO�H^HYLULZZ�VM�JLY[HPU�L_OPIP[PVU�Z[Y\J[\YLZ�HUK�JVU[L_[Z��;OYV\NO�[OL�\ZL�VM�WYVMHUL��L]LY`KH`
TH[LYPHSZ�VY�K\L�[V�H�WYLMLYLUJL�MVY�^HSS�WHPU[PUN�HZ�H�KPMÄJ\S[�[V�TV]L�TLKP\T��HZ�PU�[OL�JHZL�VM�9PJOHYK
>YPNO[��MVY�L_HTWSL��H�IHYYPLY�^HZ�HS^H`Z�JYLH[LK��>YPNO[»Z�^HSS�WHPU[PUNZ�HYL�Q\Z[�VUL�L_HTWSL�VM�H�^VYRPUN
H[[P[\KL�PU�^OPJO�[LYTZ�SPRL�]HS\L�HUK�WYVÄ[HIPSP[`�HYL�L_HTPULK��>P[O�[OPZ�RPUK�VM�H[[P[\KL�`V\�KVU»[�LS\KL
the market, of course, as on another time level it helps increase -value and simply entails different kinds of
WSHUUPUN�HUK�^VYR��)\[�PU�NLU�LYHS�0�SPRLK�[OL�MHJ[�[OH[�`V\�YLWLH[LKS`�SVVRLK�MVY�^H`Z�VM�X\LZ[PVUPUN�VY
PTWLKPUN�[OL�WYL]HPSPUN�TLJOHUPZTZ�VM�[OL�J\S[\YL�PUK\Z[Y �̀
- - -
0�HSZV�TLHU[�[OL�PUÅ\LUJL�VU�[OL�TH[LYPHSZ�`V\�\ZL¯�MVY�L_HTWSL��KPK�`V\�WHPU[�VU�4+-�IVHYK�MYVT�[OL
]LY`�ILNPUUPUN&
- - -
5V��PU�[OL�ILNPUUPUN�PU�3LPWaPN�0�WHPU[LK�VU�JHU]HZ��)\[�0�KPKU»[�^HU[�[OL�TH[LYPHSZ�[V�IL�[VV�T\JO�VM�H
MVJ\Z��:V�P[�OHK�[V�KV�^P[O�HU�LJVUVT`�VM�TLHUZ��(SZV��0�MLS[�[OH[�4+-�JV\SK�IL�JVTIPULK�T\JO�IL[[LY�^P[O
V[OLY�^H`Z�VM�^VYRPUN�
- - -
I must confess that while you were discussing your method, a certain idea pushed to the fore, namely, that
PU�THU`�VM�`V\Y�WHPU[PUNZ�`V\�YLHSS`�ÄSL�VU�[OL�NLULYHS�JVUZ[P[\[P]L�JVUKP[PVUZ�VM�WHPU[PUN��[OH[�`V\�WYHJ[PJL
H�RPUK�VM�¸WHPU[PUN�HNHPUZ[�WHPU[PUN�¹�HUK�]LY`�Z\JJLZZM\SS`�PU�T`�VWPUPVU��0[�PZ�\Z\HSS`HWWHYLU[��0�ILSPL]L�
MYVT�^OPJO�WVVS�VM�YLWYLZLU[H[PVU�YLSH[LK�PJVUV�NYHWOPLZ�`V\�KL]LSVW�`V\Y�¸[OLTLZ�¹�5V[�ZV�T\JO
ILJH\ZL�VM�`V\Y�PKLH�VM�ÄN\YH[PVU��I\[�THPUS`�ILJH\ZL�VM�`V\Y�UV[PVU�VM�WVW�J\S[\YHS�PTHNLZ��^OPJO�HYL
Z[YVUNS`�VYPLU[LK�[V�TLKPHSP[ �̀�0U�[OL�ILNPUUPUN��WHY[PJ\SHYS`�^P[O�`V\Y�¸=LYZHJL¹�ZLYPLZ��`V\�ZLLTLK�[V
JOVVZL�`V\Y�[OLTLZ�VU�[OL�IHZPZ�VM�H�J\S[\YHS�JYP[PJHS�WLYZWLJ[P]L�VU�PTHNLZ�MYVT�[LSL]PZPVU��ÄST��HUK



,_OPIP[PVU�]PL �̂�-YLPZ[LSSLY!�=PSSH�9VTHUH�-LSSV^ZOPW�������+L\[ZJOL�.\NNLUOLPT��)LYSPU��.LYTHU`



UL^Z�WHWLYZ��H[�[OL�ZHTL�[PTL�OPU[PUN�H[�H�JYP[PJPZT�VM�WHPU[PUN�\ZPUN�[OL�TLKP\T�VM�WHPU[PUN�
- - -
0»T�UV[�Z\YL�^OL[OLY�[OL�L_WYLZZPVU�¸WHPU[PUN�HNHPUZ[�WHPU[PUN¹�PZ�YLHSS`HJJ\YH[L��([�HU`�YH[L��P[�PZ�H�JYP[PJHS
HWWYVHJO�[V�WHPU[PUN��0�SPRL�[V�JHSS�PU[V�X\LZ[PVU�LZ[HISPZOLK�WHPU[PUN�SHUN\HNLZ�HUK�WSH`�^P[O�[OLPY�IHZPJ
HZZ\TW[PVUZ��)\[�0�^V\SK�ZH`�[OH[�T`�YLSH[PVUZOPW�[V�WHPU[PUN�PZ�HTIP]HSLU[��+\HSPZTZ�ZLLT�[V�IL�H
JVUZ[HU[�PU�T`�^VYR��0�^HU[�[V�THRL�ZVTL[OPUN�HUK�H[�[OL�ZHTL�[PTL�U\SSPM`�P[��6M[LU��[OL�ULNH[PVUZ�YLZ\S[�PU
ZVTL[OPUN�¸WVZP[P]L�¹�6Y�0�[Y`�[V�KLYP]L�H�Z[YLUN[O�V\[�VM�ZVTL[OPUN�[OH[�TVZ[�^V\SK�JVUZPKLY�H�^LHRULZZ¯
>P[O�[OL�=LYZHJL�WHPU[PUNZ�0�HSS\KLK�[V�[OL�:[L]LU�4LPZLS�WOV[V�ZLYPLZ�MVY�=LYZHJL�[OH[�OL�THKL�PU�[OL
7SH`IV`�THUZPVU��([�[OL�[PTL��0�\ZLK�H�NYLH[�KLHS�VM�WPJ[VYPHS�ZV\YJLZ�[OH[�OHK�[V�KV�^P[O�[OL�¸ML[PZO�VM
WV^LY¹�HUK�ILNHU�[V�LUJV\U[LY�¸VIQLJ[OVVK�¹�HZ�P[�^LYL��PU�T`�WHPU[PUN�]LY`�YLÅL_P]LS �̀�0�[YPLK�[V�JYLH[L�H
YLSH[PVUZOPW�IL[^LLU�OPNO�LUK�HK]LY[PZPUN�HUK�WHPU[PUN��0�^HZ�PU[LYLZ[LK�PU�[OL�HUHSVN`�IL[^LLU�[OL�ML[�PZO
VM�[OL�MHZOPVU�^VYSK�HUK�[OH[�VM�[OL�WPJ[\YL��;OL�^H`�PU�^OPJO�4LPZLS�IYPUNZ�V\[�H�Z\I[SL�YHJPZT�MYVT�[OL
MHZOPVU�WOV[V�ZOV^�HLZ[OL[PJ�·�[OL�4L_PJHU�NHYKLULY�IL[^LLU�[OL�TVKLSZ�KYLZZLK�PU�=LYZHJL�H[[PYL�^OV
ÄZOLZÅPLZ�V\[�VM�[OL�Z^PTTPUN�WVVS��[OL�THPK�MYVT�:YP�3HURH�H[�[OL�OV\ZL�KVVY�·�[OPZ�]LY`�KPYLJ[S`
Z[YLZZLK�[OL�YLSH[PVUZOPW�VM�MHZOPVU�WOV[VNYHWO`�[V�WV^LY�HUK�OPLYHYJO �̀�)\[�UV^�0�ÄUK�T`�^H`�VM
HKKYLZZPUN�[OPZ�[VV�KPYLJ[��0U�T`�TVYL�YLJLU[�^VYRZ��WV^LY�Z[Y\J[\YLZ�VY�ZWLJPÄJ�JVU[LU[�PZ�KLWPJ[LK�T\JO
TVYL�PTWSPJP[S`"�H�WYVISLT�MYLL�PU[LYWYL[H[PVU�VM�JH[JO`�Z\IQLJ[�TH[[LY�PZ�SLZZ�WVZZPISL��0UZ[LHK��[OL�]PL^LY
TV]LZ�PU[V�[OL�MVYLNYV\UK�HUK�[OL�WV[LU[PHS�VM�WHPU[PUN�HZ�Z\JO�PZ�KLHS[�^P[O��(UK�[OL�ZV\YJLZ�0�\ZL�UV^
more often come from amateur photography, the reservoir of images on the Internet offered by Google or
-SPJRY¯�0[�PZ�UV[�ZV�T\JO�H�TH[[LY�VM�[OL�¸H\[OLU[PJP[`¹�VM�]PZ\HSPaH[PVU�HZ�VM�WYVJLZZPUN�L_PZ[PUN�PTHNLZ��VM
KPMMLYLUJL�HUK�YLWL[P[PVU��HUK�VM�[OL�ÄS[LY�0�\ZL��PU�^OPJO�ZVTL�[OPUNZ�NL[�JH\NO[�HUK�V[OLYZ�KVU»[�
- - -
*HU�`V\�KLZJYPIL�[OPZ�ÄS[LY�PU�P[Z�J\YYLU[�MVYT�PU�TVYL�KL[HPS&
- - -
My interests have become more abstract — I have certain ideas and areas of interest which have to do with
value attributions, with the economic logic of work, with implicit and explicit power structures, with the idea
VM�JV]L[PUN�HUK�P[Z�JVTTVKP[`�MVYT��VY�ML[PZOPaH[PVU��I\[�HSZV�TVYL�HUK�TVYL�^P[O�YVSL�H[[YPI\[PVUZ�
5H[\YHSS �̀�P[»Z�HSZV�H�TH[[LY�VM�[OL�¸PTHNL¹�WLY�ZL��VM�Z[`SPZ[PJ�PZZ\LZ��[OL�X\LZ[PVU�VM�[OL�¸YPNO[¹�MVYT��VM�[OL
¸YPNO[¹�TLHZ\YL�IL[^LLU�YLWYLZLU[H[PVU�HUK�HIZ[YHJ[PVU¯�(�^LHS[O�VM�V[OLY�JYP[LYPH�OH]L�Z\WWSLTLU[LK�[OL
PJVUVNYHWOPJ�ÄS[LY�PU�T`�WPJ[VYPHS�WYVK\J[PVU�·�MVY�L_HTWSL��OV^�0�LU]PZPVU�H�ZLYPLZ��OV^�0�JVUJLP]L�VM�HU
L_OPIP[PVU�JVU[L_[��X\LZ[PVUZ�VM�WYLZLU[H[PVU��0�HT�SLZZ�JVUJLYULK�^P[O�[OL�PUKP]PK\HS�PTHNL�[OHU�^P[O�[OL
UL[^VYR��[OL�YLSH[PVUZOPW�IL[^LLU�[OL�^VYRZ��[OL�ZWHJL�[OH[�VWLUZ�\W�IL[^LLU�[OLT��0�[Y`�[V�H]VPK�[OL
Z[YHPULK��OLH]`�HZWLJ[�[OH[�ÄN\YH[P]L�WHPU[PUN�PU]VS]PUN�¸[OLTLZ¹�JHU�OH]L��-VY�TL��[OL�PKLH�OHZ�[V�IL
PU[LYLZ[PUN��HUK�T\JO�SLZZ�ZV�VU�H�MVYTHS�SL]LS�[OHU�VU�H�JVU[LU[�SL]LS��(M[LY�T`�[PTL�PU�.SHZNV �̂�[OLYL
emerged for me a bridge to an attitude toward painting found, in historical terms, more in Cologne than in
3LPWaPN��-VY�L_HTWSL��0�SPRL�P[�^OLU�ZVTLVUL�SPRL�4PJOHLS�2YLIILY�ZWLHRZ�VM�WHPU[�PUN�HZ�H�¸JVUJLW[\HS
ZWVY[�¹
- - -
0�SPRL�ÄUKPUN�YLM\ZHS��KLUPHS�PU�`V\Y�WHPU[PUNZ��WHPU[PUN�HZ�WPJ[\YPUN��;OL�^H`�`V\�KLHS�^P[O�MHPS\YLZ�HUK
Z\JJLZZLZ�
- - -
;OL�H^HYLULZZ�[OH[�KPMMLYLU[�Z[`SLZ�HYL�H]HPSHISL�[V�TL�WSH`Z�HU�PTWVY[HU[�YVSL��0�[Y`�[V�H]VPK�NP]PUN�T`�^VYR
H�JLY[HPU�ZPNUH[\YL��H�¸IYHUKPUN�¹�@V\�JHU�X\PJRS`�NL[�Z[\JR�PU�H�JLY[HPU�MVYT��HUK�`V\�Z\ZWLJ[�[OH[�[OPZ�MVYT
WLYOHWZ�VUS`�HKTP[Z�H�SPTP[LK�U\TILY�VM�PKLHZ�HUK�WVZZPIPSP[PLZ��0�HS^H`Z�^VUKLY�OV^�`V\�JHU�THPU[HPU�H
JLY[HPU�KPZ[HUJL��H�K`UHTPJ��0�[Y`�[V�KV�ZV�^VYRPUN�^P[O�KPMMLYLU[�Z[`SLZ�HUK�Z`Z[LTZ�VM�YLWYLZLU[H[PVU��>OPSL
I do refer to established genres such as portrait or landscape painting, I incorporate different barbs in each
^VYR�
- - -
3L[»Z�TV]L�VU�[V�WLYOHWZ�T`�MH]VYP[L�WHPU[PUN�VM�`V\YZ�YPNO[�UV^�·�¸<U[P[SLK��*YV[JO�¹�·�H�^VYR�MYVT�[OL
=LYZHJL�ZLYPLZ�[OH[�^PSS�IL�VU�]PL^�PU�[OL�.\NNLUOLPT�L_OPIP[PVU��;OL�WHPU[LK�KL[HPS�MYVT�H�4LPZLS�WOV[V�VU
^OPJO�`V\�UV^�ZLL��]PY[\HSS`�LTILKKLK�PU�[OL�MYHTL�VM�H�IHYVX\L�JOHPY��[OL�KHYRS`�JSHK�JYV[JO�VM�H�WLYZVU�



@V\�TPNO[�UV[�ZLL�P[�PTTLKPH[LS`�ILJH\ZL
P[�PZ�PUP[PHSS`�VUS`�ZVTL[OPUN�SPRL�[OL�¸LTW[`�JLU[LY¹�VM�[OL�WPJ[VYPHS
JVTWVZP[PVU��@V\�KYV]L�[OL�MVYTHS�YLK\J[PVU�VM�`V\Y�ZLSLJ[PVU�PU�H�KPYLJ[PVU�[OH[�LTWOHZPaLZ�[`WPJHS
painterly play with the worked surfaces —
somehow the viewer begins immediately to derive from the traces
VM�WHPU[�JS\LZ�HZ�[V�[OL�NLUKLY�VM�[OL�WLYZVU�WVY[YH`LK�·�[V�W\[�P[�ZVTL^OH[�LSHIVYH[LS �̀�)\[�[OL�IY\ZO
Z[YVRLZ�YLTHPU�Z\JO�[OH[�UV�YLHSS`�¸JSLHY¹�JYLHZLZ�JHU�IL�YLJVNUPaLK�PU�[OPZ�JYV[JO�
- - -
;OH[»Z�[OL�NVVK�[OPUN�HIV\[�[OPZ�HYJOP]HS�]PZ\HSPaH[PVU��ZV�[V�ZWLHR��[OH[�0�HUK�THU`�V[OLYZ�JYLH[L��@V\�JHU
zoom in on the thematic focal point in the picture, give it a new context not only in the painting, but also in
[OL�JVU[L_[�VM�HU�L_OPIP[PVU��¸*YV[JO¹�PZ�VUL�VM�THU`�L_HTWSLZ�VM�^VYRZ�PU�^OPJO�0�W\[�ZVTL[OPUN�ZWLJPÄJ
from the original picture at the center and then build and layer the surface so that an analytical element
LTLYNLZ�
- - -
My access to the painting was facilitated by the fact that a mutual friend
YLJLU[S`�ZOV^LK�TL�H�SLNLUKHY`�LWPZVKL�VM�[OL�;=�ZLYPLZ�¸*\YI�@V\Y�,U[O\ZPHZT�¹�3HYY �̀�[OL�WYV[HNVUPZ[�
an aging screenplay writer who is helplessly at the mercy of his neuroses, oversensitivity, and irresistible
PTW\SZLZ�`L[�HSZV�L_[YLTLS`�Z\JJLZZM\S��PZ�ZP[[PUN�VU�[OL�ZVMH��/L�SVVRZ�KV^U�H[�OPTZLSM�HUK�Z\KKLUS`�ZLLZ�H
JYLHZL�VM�Z\YWYPZPUN�KPTLUZPVUZ�PU�[OL�JYV[JO�VM�OPZ�JVYK\YV`�[YV\ZLYZ��^OPJO�OL�ÄUKZ�L_JLLKPUNS`
embarrassing because
P[�SVVRZ�SPRL�HU�LYLJ[PVU��(Z�PZ�[`WPJHS�VM�[OPZ�ZLYPLZ��OL�[OLU�ILJVTLZ
entangled in a chain of unbearably embarrassing situations with this crease — the potential for
¸TPZPU[LYWYL[H[PVU¹�VM�[OL�JYLHZL�PZ�M\SS`�L_WSVP[LK�
In any case, that made it clear to me that a work of yours in this vein does not really concern some debate
on painting related to the Leipzig School, when you analytically isolate and process such details of media
PTHNLZ�ZV�[OH[�PUL]P[HIS`�]PL^LYZ�ILJVTL�JVUZJPV\Z�VM�[OL�TVYL�TLTVYHISL�Z`T�IVSPJ�WHPU[LYS`�YLWLY[VPYL�
In the case mentioned this is perhaps particu-larly obvious, because here the sexual and the artistic model
VM�¸JYLH[PVU¹�HYL�IYV\NO[�[VNL[OLY��JVSSPKL�PU�H�]LY`�Z[PSS�^H �̀�NP]PUN�JVUJYL[L�MVYT�[V�TPZ\UKLYZ[HUKPUNZ�HUK
TPZPU[LYWYL[H[PVUZ�HYV\UK�WHPU[PUN�
- - -
@LZ��[OH[»Z�H�UPJL�WHYHSSLS¯�0�SPRL�TVZ[�VM�HSS�[V�IYPUN�PU�[OPUNZ�[OH[�ZLLT�PUNS`�OH]L�UV[OPUN�[V�KV�^P[O
WHPU[PUN��;OLYL�HYL�JLY[HPU�PTHNLZ�MVY�TL�[OH[�YLHJ[�PU�H�ZWLJPHS�^H`�^OLU�0�JVYYLSH[L�[OLT�^P[O�T`�PKLH�VM
WHPU[PUN��6U�VUL�SL]LS��¸*YV[JO¹�PZ�HIV\[�H�Z\YMHJL�[OH[�PZ�V]LYWHPU[LK�[OPY[`�[PTLZ��)\[�PU�H�ZLJVUK�Z[LW�[OPZ
reworking, the hint and concealment of traces of paint in this crotch, is primarily linked with a contentrelated
PU[LYLZ[�PU�[OL�JVTPJHS�HUK�LTIHYYHZZPUN�WV[LU[PHS�VM�WHPU[PUN��;OL�[YHJLZ�VM�WHPU[�PU�T`�^VYR�KV�UV[
produce a curvature, but are, along the lines of the tele-vision episode, even more embarrassing because
[OL`�YLTHPU�ÅH[��;OL�X\LZ[PVU�VM�^OL[OLY�P[�PZ�H�THSL�VY�MLTHSL�JYV[JO�PZ�UV[�WVZLK��I\[�[OL�MHJ[�[OH[�[OPZ
question can arise opens up a dimension of misinterpretation that goes quite well with my interest in
WHPU[PUN�HZ�TL[HWOVY��;V�T`�TPUK��¸*YV[JO¹�PZ�VUL�VM�T`�TVYL�KPYLJ[��\UWVSPZOLK�WHPU[PUNZ��4`�HPT�^HZ�[V
simply reverse stereotypical sexualized manners of representation and to counteract the cliché macho pose
[OH[�^HZ�WYLZLU[�PU�[OL�WOV[VNYHWOPJ�TVKLS�^P[O�ZVTL[OPUN��[V�WYVK\JL�H�RPUK�VM�¸YL]LYZL�ZL_PZT�¹�;OLYL�PZ
also an older version of the motif in which I reduced the ornamental frame even more and extended the
Z\YMHJL�VM�[OL�JYV[JO�T\JO�M\Y[OLY��>P[OV\[�H�RUV^SLKNL�VM�[OL�TVKLS��I\[�PU�JVTWHYPZVU�^P[O�[OL�]LYZPVU�PU
[OL�L_OPIP[PVU��[OH[�^OPJO�PU[LYLZ[Z�TL�IL`VUK�[OL�HULJKV[HS�PU�WHPU[PUN�JVTLZ�V\[�L]LU�TVYL�



SCHMIDT, JULIA

Julia Schmidt earned a BA from the
School of Art in Glasgow and lives and
works in Germany.  She was awarded the 
Villa Romana Prize from the Deutsche
Guggenheim in 2008.  Her installations
often have a fragmentary quality;
she incorporates the labor-intensive
techniques of Old Master paintings, but
draws on references from consumer
culture or popular culture, as in her oil

painting Untitled (Crotch) (2007), a
close-up of an ornate chair and someone’s
crotch.  As in Untitled (Shellac) (2007),
her paintings may have familiar forms and
motifs but no obvious narrative
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b. 1979      Wolfen, Germany443

...................................................

...................................................

...................................................

...................................................

1. Untitled (Junge Frau mit Rosen)

2. Untitled (crotch)

3. Untitled (bristles)

4. Untitled (shellac)

2006, oil on MDF, 27 1/2 x 21 in (70 x 53 cm)

2007, oil on MDF, 42 x 59 in (107 x 150 cm)

2008, oil on MDF, 38 x 55 in (95 x 140 cm)

2007, oil on MDF 31 1/2 x 31 1/2 in (80 x 80 cm)

1.

2.

3.

4.



School’s out!
Yesterday and LindeNOW!

Everything is not quite over with the Leipzig School just yet.  While the general hysteria about its
market success is slowly calming down, the view is becoming free from that which was able to develop
LQ�LWV�VKDGRZ���D�PXOWLIDFHWHG�FKDUPLQJ�DQG�UHÁHFWHG�VFHQH�RI�VPDOO�DUW�VSDFHV���)ODQNHG�E\�ZRUOG�
renowned institutions, they are currently the salt in the soup of the art city on the farthest western
reaches of Eastern Europe.          By Andreas Schlaegel



Anyone who, at the start of the year, opened the pages of the
New York Times�LQ�DQ�HIIRUW�WR�JLYH�KLP��RU�KHUVHOI�RYHU�WR
some escapist dreamtime while perusing a column on The 31
Places to Go in 2010�ZDV�JRLQJ�WR�EH�LQ�IRU�D�VXUSULVH���)RU�WKHUH��
in place 10, distinctly behind Sri Lanka and Antarctica, yet 
comfortably a head of Los Angeles and Mumbai, stood that 
not overly exotic, yet certainly most densely populated.  East 
*HUPDQ�FLW\�RI���/HLS]LJ���1R�OHVV�VXUSULVLQJ��YLHZHG�IURP
my jaded capital city inhabitant’s Berliner perspective, was
WKH�UHDVRQLQJ�EHKLQG�WKLV�UDQNLQJ��)RU�KHUH��WRSSLQJ�D�OLVW
that included events celebrating the 200th anniversary of
WKH�ELUWK�RI�5REHUW�6FKXPDQQ�DQG�WKH����WK�RI�-RKDQQ�6HEDV�
tian Bach, as well as the names of numerous small clubs touted
DV�ORRNLQJ�´MXVW�OLNH�%HUOLQ������\HDUV�DJRµ��DQG�FOHDUO\�PDUNHG
DV�WKH�KLJK�SRLQW�RI�WKH�FXOWXUDO�\HDU��ZDV�WKH�XSFRPLQJ�UHW�
URVSHFWLYH�RQ�WKH�´)DWKHU�RI�WKH�1HZ�/HLS]LJ�6FKRRO�RI�3DLQW�
ing «Nco Rauch, scheduled to be shown at the Museum of
Visual Arts in April.  And, seemingly indivisibly linked, there
ZHUH��RI�FRXUVH��WKH�JDOOHULHV�RQ�VLWH�RI�WKH�HUVWZKLOH�FRW�
WRQ�VSLQQLQJ�PLOO��DV�WKRXJK�/HLS]LJ�ZHUH�D�NLQG�RI�RQH�VWRS
IDFWRU\�RXWOHW�IRU�WKH�ORFDO�VSHFLDOW\��WKH�VXUUHDO��VOLJKWO\�SDO�
OLG��ÀJXUDWLYH�SDLQWLQJ�VW\OH�RI�DUWLVWV�VXFK�DV�'DYLG�6FKQHOO�
Matthias Weischer, Tilo Baumgärtel and Tim Eitel, to name
just a few of the most successful.
�����7KH�KDQG\�ODEHO�RI�WKH�´1HZ�/HLS]LJ�6FKRRO�RI�3DLQWLQJ�
KDV�ORQJ�IXQFWLRQHG�ZHOO��RSHQLQJ�XS�D�SUHYLRXVO\�XQLPDJ�
inable market for the artists subsumed under it, owing, not
least, to gallery owner Judy Lybke's dedicated championship,
But even us long as four years ago, on the occasion of the
exhibitions at the Austrian Essl Collection and the Munich
+\SR�.XQVWKDOOH��FROOHDJXHV�VXFK�DV�+DQQR�5DXWHUEHUJ
noted in the Zeit�ZHHNO\�QHZVSDSHU�WKDW��´WKH�P\WK�LV�FRP�
LQJ�DSDUWµ��%\�WKH�WLPH�WKH�HFRQRPLF�FULVLV�ZDV�PDNLQJ�LWVHOI
IHOW�RQ�WKH�DUW�PDUNHW��WKH�K\SH�VXUURXQGLQJ�WKH�/HLS]LJ�SDLQW�
ing school was clearly on thc wane.  The symbolic death knell
of thc myth appeared to have been sounded when Neo Rauch
stepped down from his painting professorship at the Leipzig
Academy of Visual Arts. But as the label's dominance has
been curtailed and thc success stories of a handful of artists
and their dealers have, to some extent, faded, the vista has
opened for positions formerly pushed into the background.
And so it has become easier now to report on smaller, not
SULPDULO\�FRPPHUFLDOO\�RULHQWHG�JDOOHULHV�DQG�SURMHFWV��IUH�
TXHQWO\�UXQ�E\�WKF�DUWLVWV�WKHPVHOYHV��6LPLODUO\��WKH�H[KLEL�
tion practice of the Gallery for Contemporary Art, recent
conceptual artistic positions, nearly forgotten characters of
WKH�*'5�DOWHUQDWLYH�VFHQH��DQG��DJDLQVW�DOO�RGGV��SDLQWLQJ�
KDYH�EHFRPH�H[FLWLQJ�DJDLQ���WKH�ODWWFU�EHFDXVH�LW�GRHV�QRW
pander to the expectations one has come to associate with
the supposititious virtues of the New Leipzig School. such as
FODVVLF�FUDIW��FRPSRVLWLRQ��DQG�ÀJXUDWLRQ�

2/'�6&+22/

It is via virtues like these that the connection to the old
´/HLS]LJ�6FKRROµ�LV�RIWHQ�LQYRNHG��DV�ZLWQHVVHG�PRVW�UHFHQWO\
in the comprehensive exhibition. 60/40/20 - Art in Leipzig
Since 1949��ZKLFK�ÀQLVKHG�LQ�-DQXDU\�DW�WKH�0XVHXP�RI�9LVXDO
Arts. Across a political timeframe covering 60 years of Leipzig
DUW�����DV�SDUW�RI�WKH�(DVW�*HUPDQ�'HPRFUDWLF�5HSXEOLF�DQG
���ZLWKLQ�WKH�UHXQLWHG�*HUPDQ\��WKH�IRXU�SHUVRQ�WHDP�RI
curators attempted to draw an art historical line from the
´ROGµ�/HLS]LJ�6FKRRO��DQG�LWV�VHW�RI�SXEOLFO\�DSSUHFLDWHG�DQG
QDWLRQDOO\�HQGRZHG�OR\DO�WR�WKH�*'5�SDLQWHUV��ZLWK�QDPHV
such as Werner Tübke, Bernhard Heisig or Wolfgang
0DWWKHXHU��WR�WKH��QHZ��RQH��ZKLOH�GHÀQLQJ�SDLQWLQJ�WR�EH
WKH�JXLGLQJ�SULQFLSOH�RI�DUW��DV�VXFK��DQG�/HLS]LJ�DUW�LQ�SDU�
WLFXODU���7KLV�ÀWV�LQ�ZLWK�WKH�DERYH�PHQWLRQHG��DQG�YRFLIHU�
RXVO\�DQQRXQFHG��´ÀUVW�ODUJH�VFDOH�UHWURVSHFWLYH��RI�1HR
Rauch with over a hundred rarely seen works from the past
17 years, on loan from various American private collections.
$QG�\HW�WKH�ÀUVW�VXUYH\�H[KLELWLRQ�RI�WKH�DUWLVW
V�ZRUN�ZDV
already held 13 years ago, and in the same location, at a point
in time when Rauch had by no means emerged as the superstar
he is today.
7KH�UHFHQWO\�GHFHDVHG�.ODXV�:HUQHU��IRUPHU�GHDQ�RI�WKH
Art Academy and foundation director of the Gallery for
&RQWHPSRUDU\�$UW��WKH�ÀUVW�PXVHXP�QHZO\�EXLOW�LQ�WKH�HDVW
RI�WKH�UHXQLWHG�UHSXEOLF��ZDV�FR�UHVSRQVLEOH�IRU�WKDW�H[KLEL�
WLRQ���$Q�DUW�KLVWRULDQ��:HUQHU�ZDV�FRQVLGHUHG�WR�EH�WKH�IRUP�
DWLYH�DQG�LQWHJUDWLYH�ÀJXUH�RI�WKH�/HLS]LJ�DUW�VFHQH�DIWHU�WKH
IDOO�RI�WKH�ZDOO��EXW�KH�KDG�DOUHDG\�EHHQ�UXQQLQJ�DQ�H[KLEL�
WLRQ�VSDFH�LPSRUWDQW�WR�WKH�DOWHUQDWLYH�DUW�VFHQH�RI�WKH�*'5
LQ�KLV�GD\V�DV�GLUHFWRU�RI�WKH�VWDWH�UXQ�Arkade gallery in East
Berlin. Undaunted by reprisals, he stood up for artists who
EDONHG�DW�WKH�VWDWH�GHFUHHG�6RFLDOLVW�5HDOLVP�DQG�LQVWHDG
pursued strategies of an abstract gestural, constructive or
performative nature. Werner's support for artists like Horst
Bartnig, Carlfriedrich Claus, and Michael Morgner led to
his suspension in 1981, which, however, only resulted in
JLYLQJ�IUHVK�LPSHWXV�WR�WKH�GHVLUH�IRU�WKH�HUHFWLRQ���DW�ODVW�
following the fall of the wall), of a house for contemporary
art in East Germany.
     This he succeeded in achieving by 1998 with the conversion
RI�WKH�IRXQGHUV
�(UD�YLOOD�RI�SXEOLVKHU�3DXO�+HUIXUWK�LQWR
WKH�*DOOHU\�IRU�&RQWHPSRUDU\�$UW��RU�*I=.��LQ�LWV�*HUPDQ
abbreviation). The Austrian curator Barbara Steiner, took
over as Werner's successor in 2001 and newly established the
KRXVH��ZKLFK�KDG�EHFRPH�NQRZQ�WKURXJK�LWV�FKDQJLQJ�H[KL�
bitions, as a museum for art after 1945. Exhibition projects
like Cultural Territories, which explored the local and global
UROHV�DQG�ORQJ�VWDQGLQJ�VRFLDO�UHOHYDQFH�RI�FRQWHPSRUDU\
DUW�LQ�SRVW�FRPPXQLVW�FRXQWULHV��LQWHUGLVFLSOLQDU\�FR�RSHUDÃ

Coming to grips with the city’s
volatile history is one of 
Barbara Steiner’s prime concerns



tions like Shrinking Cities. or the annual programme from
2007, which dedicated itself to the ideological entanglements
RI�DUW�DQG�FRPPHUDWLYH�SROLWLFV��GHÀQHG�WKH�VKDSH�RI�WKH
house, which today, aside from exhibitions, discussions and
lectures, is in the happy position of being able to award
stipends and two prizes. The new director views the role of
KHU�KRXVH�DV�WKDW�RI�´FRUUHFWLYH�YLV�D�YLV�GRPLQDQW�SHUFHS�
WLRQVµ��HYHQ�WKRXJK�VRPH�RI�WKH�RXWVWDQGLQJ�SURWDJRQLVWV�RI
the New Leipzig School were able to use her Carte Blanche
VHULHV�RI�H[KLELWLRQV�������HDUO\�������WR�ÀQG�D�ZD\�LQ��7KH
house was made available to 11 corporate and private
FROOHFWRUV��LQFOXGLQJ�WKH�JDOOHULHV�(LJHQ�$UW�DQG�'RJHQKDXV�
for holding exhibitions to publicize their private support for
the arts, while the costs for so doing had to be home entirely
by the respective exhibitors themselves.
      Coming to grips with the city's volatile history is one of
6WHLQHU
V�SULPH�FRQFHUQV��WR�ZKLFK�HQG�VKH�KDV�EHHQ�HPSOR\�
LQJ�WKH�*I=.
V�KROGLQJV�LQ�D�IRUWKULJKW�PDQQHU��EHFDXVH
they do comprise numerous works, based on the foundation
director's courageous collecting efforts, that were created in
WKH�*'5�HUD�DQG�DUH�DW�ULVN�RI�EHLQJ�FDVW�DVLGH�LQ�WRGD\
V
PDLQVWUHDP�DUW���2QH�VKRXOG�QRW�VKUXJ�RI�WKH�SDVW��MXVW�OLNH
WKDW��:H�FDQ�FUHDWH�UH�HYDOXDWLRQV�KHUH�DQG�SRLQW�WR�IDU�PRUH
interesting things that exist outside the mainstream and that
are well worth contemplating in certain contexts. This is not
D�SOHD�IRU�SDURFKLDOLVP��RQ�WKH�FRQWUDU\��7KH�GHFHSWLYH�SDFN�
age is contained in the exhortation to move and act on a
JOREDO�VFDOH���ZKLFK�GRHV�QRW�UHDOO\�LPSO\�WKH�ZKROH�ZRUOG�
but only those parts of the world, where new hegemonies
KDYH�EHHQ�HVWDEOLVKHG��ZKHUH�WKH�SROLWLFDO�DQG�HFRQRPLF�SRZ�
ers have got a toehold. One ought not to allow the clear view
of the developments in front of one's own front door to be
obstructed, and this goes for the blank spots, too. What is not
being shown, and if so, why not?

                                         NO SCHOOL

By good fortune, Steiner is not alone in her thinking. So it
ZDV�WKDW��RI�DOO�SODFHV��WKH�\RXQJ�DQG�LQWHUQDWLRQDO�´NXQVW�
YHUHLQµ�D21�DUUDQJHG�IRU�D�UHWURVSHFWLYH�RI�.ODXV�+DKQHU�
6SULQJPXKO��D�FHQWUDO�SURSRQHQW�RI�WKH�LQGHSHQGHQW�*'5
DUW�VFHQH��ZKR�SDVVHG�DZD\�VL[�\HDUV�DJR���,QÁXHQFHG�E\�DQ
HDUO\�HQFRXQWHU�ZLWK�$�5��3HQFN��KH�KDG�GHYHORSHG�DQ
DXWRQRPRXV�ERG\�RI�ZRUN�FRPSULVHG�RI�DFWLRQV��SDLQWHG��
over photographs, and drawings, which provoked quite
KHDWHG�FRQWURYHUVLHV�LQ�WKH�*'5��3DUWLFXODUO\�ZLWK�KLV�QRQ�
compromising attitude towards the authorities. he acquired
D�PDMRU�VLJQLÀFDQFH�IRU�WKH�QH[W�JHQHUDWLRQ�RI�\RXQJ�DUWLVWV�
including Olaf and Carsten Nicolai.
     The merit earned by an effort such as this, acquainting a

Questions regarding the degree to which
they are, themselves, contributing to the
JHQWULÀFDWLRQ�RI�WKHLU�RZQ�FLW\�GLVWULFW�DUH
the subject of controversial discussions

younger generation with a forgotten artistic approach, also
VKRZV�WKH�SURIHVVLRQDOLVP�RI�WKLV�VPDOO�´NXQVWYHUHLQµ��%XW
D21�LV�LQÁXHQWXDO�LQ�RWKHU�ZD\V��DV�ZHOO��EHFDXVH�D�ZKROH
VHULHV�RI�DUW�VSDFHV�KDYH�EHHQ�FDOOHG�LQWR�OLIH�ZLWKLQ�LWV�YLFLQ�
ity, infusing an artistic dynamic into the Leipzig quarter of
/LQGHQDX���DQG�WUDQVIRUPLQJ�LW��DV�WKH�DUWLVWLF�GLUHFWRU�RI�D21,
0LFKDHO�$U]W��KDV�SXW�LW��LQWR�´D�KHOO�RI�DQ�H[SHULPHQWDO�WU\�
RXW�SODFHµ��)DYRXUHG�E\�WKH�KLJK�YDFDQF\�UDWH�LQ�WKLV�VKULQN�
ing city, the quarter has transformed over the past few years
into a lively and charming centre of small and agile artists'
galleries. Under the jocular title of Lindenow the Network of
Independent Art Spaces in Leipzig, Lindenau�KDV�EHHQ�RUJDQL]�
ing regular gallery walkabout tours and joint evening openings
RYHU�WKH�SDVW�\HDU�DQG�D�KDOI��7KH�JDOOHULHV
�DPXVLQJ
names, like Panipanama, Ex-Lalülala, Ortloff, Praline �´ZH�RQO\
VKRZ�VRPHWKLQJ�ZKHQ�WKHUH
V�VRPHUKLQJ�ZRUWK�VHHLQJµ��DQG
HinZundKunZ - A Space for Encounters��DUH�SULPDULO\�DQ�H[SUHV�
VLRQ�RI�SRVWXULQJ�RU�SDUDGLQJ�DQ�DWWLWXGH�RI�FRPPHUFLDO�QRQ��
compliance. Only a few feet apart from one another, these
galleries, housed in rundown showrooms, are packed full of
VXUSULVHV���)RU�LQVWDQFH��WKH�SHRSOH�UXQQLQJ�WKH�Kuhturm��RU
Cow Tower), altered the innocuous shed behind the house
into a tiny but absurdly perfect white cube. The A&V Project
and Audio Gallery concentrates on art forms that deal with
noises, spoken language and sounds, both in recorded and
live performances. One local art scene stomping ground is
the charming Kassette, a place where homemade mix tapes
can be swapped, while temporary exhibitions on the subject
satisfy the eye. Open three times a week, Kassette�LV�ÀQDQFHG
E\�WKH�EHQHÀFHQFH�RI�ODQGORUGV��DQG�WKH�VDOH�RI�FDNHV�DQG
FRIIHH�RQ�WKH�SUHPLVHV��:KLOH�LW�DOO�VRXQGV�D�ELW�TXDLQW��/LQ�
GHQDXHUV�DUH��LQ�IDFW��TXLWH�FDSDEOH�RI�VFOI�UHÁHFWLRQ��4XHV�
tions regarding the degree to which they are, themselves,
FRQWULEXWLQJ�WR�WKH�JHQWULÀFDWLRQ�RI�WKHLU�RZQ�FLW\�GLVWULFW��RU
KRZ�IDU�WKH\�DUH�ZLOOLQJ�WR�FDUU\�WKHLU�LQGLYLGXDO�VHOI�H[SORLWD�
WLRQ��DQG�ZKDW�LW�PHDQV�WR�DFW�DV�D�´PLQLPDO�LQVWLWXWLRQµ��DUH
the subject of vigorous and controversial discussions. Their
activities go far beyond mere art exhibitions. When the
1DWLRQDO�'HPRFUDWLF��RU�1HR�1D]L��SDUW\�PRYHG�LQWR�D�/LQ�
GHQDX�RIÀFH�KLGGHQ�EHKLQG�KLJK�VWHHO�IHQFHV�DQG�EDUEHG
wire, the art spaces displayed a sense of social responsibility
ZLWK�D�MRLQW�DFWLYLW\��7KH\�KLUHG�D�GRXEOH�GHFNHU�EXV�WRXU�
ZKLFK�GURYH�SDVW�WKH�1HR�1D]L�HYHQW�KDOO�LQ�D�SHUPDQHQW
loop, offering a view of the premises, while speakers were
GHOLYHULQJ�OHFWXUHV�RQ�WKH�WKHPHV�RI�WKH�YLVLELOLW\�DQG�LQYLV�
ibility of Nazi structures in society.
     One inspiration for many of the project spaces has been
the b2 located at the opposite end of Lindenau. and founded
E\��DPRQJ�RWKHUV��WKH�SDLQWHUV�2OLYHU�.RVVDFN�DQG�-XOLD
Schmidt. They started in 1998 by taking an, at the time,
XQKHDWHG��UDPVKDFNOH��EXW�JHQHURXVO\�SURSRUWLRQHG�KDOO�VLW�
uated on the decrepit premises of a former cotton spinning
PLOO��DQG�WXUQLQJ�LW�LQWR�DQ�DUWLVWV
���7KLV�W\SH�RI�LQYROYH�
ment was prototypical for the city, oriented, as it was, in terms
of content rather than commercial interests, and organised
by individual networks. The project gallery b2�ZDV�D�PDJ�
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Casual (reverse print), 2009
&RXUWHV\�&DVH\�.DSODQ�*DOOHU\
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QDQLPRXV�DUWLVWLF�DQG�FXUDWRULDO�ÀHOG�IRU�H[SHULPHQWDWLRQ�
´1DWXUDOO\�ZH�UHDFWHG�WR�DOO�VRUWV�RI�WKLQJVµ��UHÁHFWV�.RVVDFN
WRGD\���´:H�ZHUH�FULWLFDO�FRPSDQLRQV�RI�WKH�VFHQH��QRW�DGYHU�
saries, more like trailblazers. The b2 was a pioneering feat
SDU�H[FHOOHQFH��KHUH�RQ�WKLV�FRWWRQ�PLOO�VLWHµ��6LQFH�������b2
KDV�EHHQ�RSHUDWLQJ�DV�D�SURGXFHU
V�JDOOHU\�DW�WKH�VDPH�ORFD�
tion.  The gargantuan grounds, where once 4,000 workers
WRLOHG��KDYH�EHHQ�FDUHIXOO\�UHQRYDWHG��DQG�WKH�´ELJ�QDPHVµ
among the Leipzig galleries have settled in: Eigen + Art, Dogen-
haus, the Kleindienst Gallery��ZLGHO\�UHJDUGHG�DV�D�WDOHQW�PDJ�
net, the former artists' gallery Laden für Nichts�>6KRS�IRU�1RWK�
ing], and also the respectable Columbus Art Foundation, which
annually awards an art prize named after itself. There is, too,
the independent art space and event venue, Halle 14, and the
Mexican Galeria Hilario Galguera��$QG�WKHUH�DUH�VPDOO��SUH�
cious items, as well, such as the recently opened tiny Luru
Kino cinema, where, for a mere 250 euros, one can purchase
D�WKHDWUH�VHDW�IRU�OLIH�DQG�IRUHYHU�UHWDLQ�IUHH�HQWU\��DQG�UHFHLYH
D�FHUWLÀFDWH�LVVXHG�E\�WKH�WKHDWUH
V�FR�RZQHU��SDLQWLQJ�VWDU
Christoph Ruckhäberle.)

                                           COOL

/LNH�PDQ\�/HLS]LJ�DUWLVWV��2/,9(5�.266$&.��ERUQ������
works in one of the many spacious studios at the mill. His
own eclectic practice leans towards role models like Martin
.LSSHQEHUJHU�DQG�*HRUJ�+HUROG��DQG�WHQGV�WR�YHHU��ZLWK
many a pun and mocking jeer, between conceptual and
painterly extremes, with a recognisable, and particularly in
/HLS]LJ��UHIUHVKLQJ��VHQVH�RI�KXPRXU��%ULPPLQJ�ZLWK�TXRWD�
WLRQV��KH�SUHVHQWV�KLPVHOI�DV�DQ�DOZD\V�LQIRUPHG��\HW�GLVUH�
spectful, commentator and observer of his times, one who
doesn't care either for sacrosanct values or for any history
VHW�LQ�VWRQH��+LV�UH�FRQWH[WXDOLVDWLRQ�QRW�RQO\�UHDVVHVVHV�WKH
KLVWRU\�RI�FXOWXUH�DQG�DUW��WKH\�DOVR�UHÁHFW�KLV�RZQ�DVSLUD�
tions and expectations, including those he holds towards the
art industry.
     Managing without gallery representation in Leipzig is
-8/,$�6&+0,'7��ERUQ��������ZKR�LV�FRQVLGHUHG�D�´FRQ�
FHSWXDO�SDLQWHU�KHUH�µ�:KHQ�,�GR�SDLQWLQJ��,�GR�VR�DFFRUG�
ing to templates or pictures that already exist. Anyway, I
think there are enough pictures in the world already, so what
I do is more like rearranging already extant images into new
FRQWH[WV�RI�VLJQLÀFDQFHµ��6KH�ÀQGV�KHU�PRWLIV�RQ�(%D\�RU�LQ
books, the conceptual approach being a souvenir from her
VRMRXUQ�LQ�*ODVJRZ�DQG�KHU�HQFRXQWHUV�ZLWK�7XUQHU�SUL]HZLQ�
ner Richard Wright, who, in his own work, challenges the
material expenditure involved in painting. The question
inherent in Wright's challenge is equally set forth when
Schmidt, in a protracted series of painted layers, creatcs her
works, building up unforeseen, iridescent and very nearly
unfathomable depths on top of her, for the most part, rather
´WUDVK\µ�PRWLIV��,W
V�D�WHFKQLTXH�WKDW�DSSHDUV�DOPRVW�OLNH�DQ
obstacle to the picture's rapid consumption as a product,
something that, instead, requires a decelerated process of
contemplation.

One of the youngest of the artists who were, after the fall
of thc wall, already active in the cultural vacuum that ensued,
LV�7,/2�6&+8/=��ERUQ���������+LV�FDUHHU��OLNH�WKDW�RI�RWKHU
artists at the time, did not get its start at the art academy:
“I was born in Leipzig and grew up there. At 17, I had to
abandon my apprenticeship, because I was being harassed,
and then I had to get a job, but I was already setting out to
GR�P\�RZQ�WKLQJVµ��+LV�ÀUVW�H[KLELWLRQ��DW�����ZDV�RUJDQL]HG
at a psychosocial day care centre, although Schulz had, even
HDUOLHU��PDGH�XVH�RI�WKH�SRZHU�YDFXXP�GXULQJ�WKH�LPPHGL�
DWH�´SRVWµ�WXUQLQJ�SRLQW�SHULRG��WR�SURGXFH�LQWHUYHQWLRQLVW
installations in the public arena, e.g., by installing a series of
colour plaques at the Leipzig market place. Since then, the
artist has also taken on the mantle of art mediator, working
on external projects in the city area and on art projects in
his studio, while, simultaneously, organising and curating
exhibitions.
     Slightly younger, but equally scintillating, is a trio ofartists
who go by the collective name of FAMED, comprised of
6HEDVWLDQ�0DWWKLDV�.UHW]VFKPDU���������.LOLDQ�6FKHOOEDFK
�������DQG�-DQ�7KRPDQHFN���������:LWK�WKHLU�SROLWLFDOO\�DPEL��
tious, conceptually oriented art they are considered to be
groundbreakers for a whole bevy of younger artists, who,
XQGHU�WKH�LQÁXHQFH�RI�$FDGFP\�RI�9LVXDO�$UWV�SURIHVVRU�IRU
visual studies Beatrice von Bismarck, are increasingly exposed
to current art theoretical discourses. Their installations and
SHUIRUPDQFHV��DUFKLWHFWXUDO�LQWHUYHQWLRQV�DQG�GRFXPHQWD�
tions are the means by which this group of artists subjects
WKH�LQWULQVLF�VLJQLÀFDQFHV�DQG��G\V��IXQFWLRQDOLWLHV�RI�PXVH�
XPV��JDOOHULHV�DQG�IDLUV�WR�VFUXWLQ\���ZKLFK�PD\�KDSSHQ
HQWLUHO\�VSRQWDQHRXVO\�RU�RQ�WKH�EDVLV�RI�SDLQVWDNLQJ��VLWH�
VSHFLÀF�DQDO\VLV��EH�LW�DW�WKH�ODWHVW�0DQLIHVWD�RU�FORVHU�WR�WKH
start of their local career, as in Leipzig, when, in the Shop for
Nothing, they installed a stage with a drum kit under the title
of Good News For People Who Love Bad News. Out of the blue,
D�WKUHH�PLQXWH�GUXPPLQJ�SHUIRUPDQFH��DQG�WKDW�ZDV�LW��7KLV
IULYRORXV�QRVH�WKXPELQJ�DW�WKH�FRPPRQ�RSHQLQJ�ULWXDO�JDLQHG
a measure of notoriety because the newly erected Museum
of Visual Arts was to open the same evening, at the peak of
all the fuss surrounding the Leipzig painters.

:+$7�'2�<28�:$17�72�'2�$)7(5�6&+22/"

But the hot air did not exit as rapidly from the balloon of
Leipzig painting as Famed had presumed. And even if the
RFFDVLRQDO�ORFDO�FDE�GULYHU�PD\�ZD[�QRVWDOJLF�DERXW�WKH�RSHQ�
ings at the spinning mill in years past, total silence has not
and ought not to enter the premises. But as usual, it pays to 
keep one's eyes peeled and, while searching for the familiar.
to remain on the lookout for the new. The New York Times is,
of course, right in saying that Leipzig is well worth a trip in
2010. This time, it might be a real journey of discovery, or
even, one might surmise, the start of a brand new story.
ANDREAS SCHLAEGEL is a writer and a member of the Art 
Critics Orchestra.  He lives in Berlin.        Translated by Tom Appleton



GOINGS ON ABOUT TOWN

ART
DECEMBER 22, 2008

JULIA SCHMIDT
Schmidt trained in Leipzig, but her paintings have more in common with the 
allusive canvases of the Belgian artist Luc Tuymans than with the narrative 
extravaganzas for which the Leipzig school is best known (think Neo 
Rauch).  Executed  in  oil  on  fibreboard,  Schmidt’s  works  depict  ambiguous  
found images—a microscopic view of paintbrush bristles, a row of the 
headless mannequins used for jewelry display, the underpainting of a 
Botticelli. Her scumbly, pale rendering transforms her subjects into 
something  simultaneously  glorious  and  pedestrian.  Accordingly,  she’s  titled  
this show “Lavoro,” Italian for “work,” an insistent word that at once 
underscores the effort spent and romanticizes it. Through Dec. 20. (Kaplan, 
525 W. 21st St. 212-645-7335.)

!



FOR IMMEDIATE RELEASE

JULIA SCHMIDT   LAVORO

EXHIBITION DATES:  NOVEMBER 13 – DECEMBER 20, 2008
OPENING:    THURSDAY, NOVEMBER 13, 6 – 8 PM
GALLERY HOURS:  TUESDAY – SATURDAY, 10 – 6 PM

Casey Kaplan is pleased to present a new series of work by Julia Schmidt.  A current recipient of the Villa 
Romana Fellowship, the artist has spent the last ten months living and working in Florence, Italy.  Schmidt, 
known for bridging stylistic boundaries between Glasgow and Leipzig and gearing away from contemporary 
German figurative painting, will present for her second New York solo exhibition a body of work that includes 
her signature method of oil painting on MDF, with an extended range of media including oil on canvas, collage, 
and paper edition posters.

As implied in the title, “Lavoro,” (the Italian word for “work”) Schmidt situates her production among other forms 
of labor while emphasizing a dichotomy of relationships with painting by considering the process of painting, “to 
work,” and the final outcome of painting, “the work”.  This element is integral to Schmidt’s exploration of 
painting as she shapes the positive and negative surfaces of the support through an intensive method of 
layering, detailing, erasing, and repainting until the final outcome is an abstracted interpretation of the original 
subject matter.  

While considering the new series of oil on MDF paintings in context to the exhibition as a whole, Schmidt culls 
found images to create a network of ideas and thematic inter-relationships while at the same time referencing 
and reexamining historical practices. A calculated shifting of imagery such as microphotography of pig bristles 
used in the manufacture of paint brushes, a peasant farmer dwelling from 1970’s Romania, and a detail of 
submerged layers from a Botticelli masterpiece switches between the quotidian and the exotic and reflects on 
the function of intrinsic and market values.  Schmidt carefully balances her concerns with aesthetics, media, 
and an economy of signs through an index of painting and the use of a cool and particular palette that renders 
a surface that is conceptual both in ideology and style. 

Gallery III will include collage, poster sets, and oil on canvas. These works directly correlate to Schmidt’s 
paintings on MDF, by reiterating the use of found images on an explicitly reflexive level.  It further associates the 
valuation of commodities and image making through methods of machine and handmade production.

Julia Schmidt was born in 1976 in Wolfen, Germany and trained at the Academy of Visual Arts in Leipzig and 
Glasgow School of Art.  Schmidt, with fellows Dani Gal, Asli Sungu, and Clemens von Wedemeyer, were 
presented for the first time in a group exhibition at the Deutsche Guggenheim, Berlin, Germany, “Freisteller: Villa 
Romana Preisträger.” Solo exhibitions include: “Tourism and Painting,” Sachsen LB Art Prize, at the Museum 
der Bildenden Künste, Leipzig, Germany, which traveled to Kunstforum Ostdeutsche Galerie, Regensburg, 
Germany (2007/06).  Other group exhibitions include:  “Wollust,” Columbus Art Foundation, Leipzig, “Rosebud, 
Eine Suche zwischen Opulenz und Leere” (curated by Tilo Schulz) at the Kunstverein Langenhagen, and 
“Compilation III,” Kunsthalle Düsseldorf, Germany.  

FOR FURTHER EXHIBITION INFORMATION PLEASE CONTACT THE GALLERY.

NEXT GALLERY EXHIBITION:  ANYA KIELAR:  GALLERY I, YUKO MURATA:  GALLERY II, LECIA DOLE-RECIO:  GALLERY III
JANUARY 8 – FEBRUARY 14, 2009

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



Oliver Koerner Von Gustorf. "A Business Like Any Other: Julia Schmidt 's Discursive Painting,"
www.db-artmag.com. Issue 48, June 2008, http://www.db-artmag.de/2008/3/e/1/600.php

Julia Schmidt

A Business Like Any Other
Julia Schmidt's discursive painting

In the exhibition Freisteller, which introduces this year's Villa Romana fellows at the Deutsche
Guggenheim, Julia Schmidt's paintings are also on view. The young Leipzig-based painter is one of
the most promising German painters-particularly because her works question how painting is
produced, valued, and marketed. Oliver Koerner von Gustorf had a conversation with the artist.

Braided pig's hairs, the facade of a corrugated iron hut, the blurred covering of a baroque Versace
chair with a shadow of a man's crotch etched into it: the things and details in Julia Schmidt's
paintings appear unfocussed, bleached out, spotty, fragmented-a kind of visual driftwood washed
up from the depths of an endless process of production and reproduction that devours images and
goods as quickly as it generates them. While young art often serves to adorn the lifestyle of a global
art community, Schmidt is interested in the recycling of a culture based on luxury.

"There's this incredible ease with which painting is absorbed by the market. I want to put
disturbances, barriers, fissures in my paintings in order to counter this simple ability to consume,"
she says, blinking into the sun. We are sitting on the roof terrace of her studio at the Villa Romana,
looking out over the cypresses onto Florence. Schmidt is currently preparing for the exhibition
Freisteller, which introduces this year's Villa Romana fellows at the Deutsche Guggenheim in Berlin.
After the filmmaker Clemens von Wedemeyer, who took part in the 2007 skulptur projekte munster,
Schmidt is probably the best-known fellow . In 2006, the 32-year-old received the Art Prize of the
Sachsen LB, awarded in cooperation with the Museum der bildenden Kunste in Leipzig, where she
showed her solo exhibit ion Tourism and Painting . Since 2004, the prominent Casey Kaplan Gallery
in New York has represented her work. A career as speedy as this might produce a certain attitude
in some people, yet Schmidt seems amazingly down-to-earth. Her tone is subdued when she
explains that she paints on MDF panels "because it is a neutral ground that doesn't push itself into
the foreground ," or stresses that an individual work is less important to her than its "constellation
within a group of pictures ." As though she wanted to put her painting work into a larger
perspective-not out of feigned modesty, but from analytic self-reflection.

One could picture her, perhaps, as an economist, a person involved in the economy of image
production, with the ways and means in which images are turned into art and how they are
consumed. "My work is about production processes," explains Schmidt. "I'm also interested in this in
terms of my own things . What happens before, what happens afterwards, also with my own
paintings? How are things devoured? It's a kind of chain. It's not a self-evident thing for me to make
a painting. It's much more about what a painting is, who it's for, where these things are shown. My
work already contains a reference to the art system. But it's abstract, of course." But what does the
Third World corrugated iron hut that Schmidt depicts in her 2008 painting Untitled (Stackr) have to
do with the advertising motif for Versace chairs that she uses for Untitled (Crotch) from 2007?

"Stackr" is an abbreviated form of the word "Stacker." An image, torn from a newspaper and
hanging on the wall of the studio in Florence that Schmidt has just moved into, serves as a basis for
the painting of the same name. It's a black and white photograph of a ghetto in a developing
country. Stacked on the roofs of the huts are boxes of fruit sold on the street below-thrown up there



by traders that want to deliver their goods as quickly as possible. Yet while this mixture between
shelter, kiosk, and storage could clearly be taken as a metaphor for the endlessly repetitive
everyday cycle of goods, the actual painting contains only traces of the original image. Entire parts
of the picture have been removed, the hut cut out, the background painted over in white. Branches,
stones, tossed boards blur into an abstract still life as the boxes on the roof dissolve into an almost
minimalist structure.

The same happens with the Versace motif photographed by the star photographer Steven Meisel in
Hugh Heffner's Playboy Mansion, an image that represents the diametric opposite end of the
production chain-luxury furniture elaborately photographed and erotically staged for advertising
campaigns. "At the time, I used a great deal of pictorial sources that had to do with the 'fetish of
power'," Schmidt explains in a conversation with the critic Clemens Krümmel published in the
catalogue to the Freisteller exhibition at the Deutsche Guggenheim. "I tried to create a relationship
between high-end advertising and painting. The way that in which Meisel brings out a subtle racism
from the fashion show aesthetic - the Mexican gardener between the models dressed in Versace
attire who fishes flies out of the swimming pool, the maid from Sri Lanka at the house door - this
very directly stressed the relationship of fashion photography to power and hierarchy." Schmidt
transforms the spread legs of a male model, the lower body stretched out on the Versace chair into
a flat silhouette of color in which all depth and structure have been carefully obliterated in countless
layers of paint. In Schmidt's work, the sexual organ, the apparent center of the body, becomes both
the center of the image and an empty spot. In a kind of inverted sexism, she extinguishes all traces
of corporeality and "castrates" her motif.

"This overpainting is in itself an absurd gesture," she says, "a waste that isn't economical at all. It's
unprofitable when I keep painting over certain areas in a painting. In a world where every
handshake is translated into cash and, as the saying goes, 'time is money,' I paint over the pictures
up to thirty times, which is completely absurd. Yet it's exactly this quality that I'm interested in." The
effect she achieves is in a certain sense paradoxical, because the image isn't brought to fore, but
becomes more and more lost with each layer of paint applied. Schmidt says that she is trying to
"understand" her motif by painting over it: "The painting process merely reflects my thinking. Of
course it's also a work about form, but I actually need up to four months to make a painting
because I have to think about the motif, about its meaning."

The selection and removal of the motifs from their original context is just as much a part of the
working process as the emphasis on certain details or the "emptying" of other areas in the picture.
The visual material that Schmidt filters out of magazines, newspapers, books, and Internet search
engines takes on a precarious status in her work.  Schmidt avoids all pure color, often limiting herself
to shades of black and white.  Her paintings are full of omissions, pale areas, and “blind spots,” as
though the viewer’s retina had been injured and can only perceive parts of the image while other
areas are bathed in contrasts of light and dark.  It’s precisely these omissions, the “in between” that
the viewer has to fill in his or her mind, that makes Schmidt’s paintings so unusual.

In one of her recent works titles Still life (bowl, coin, bread), she leaves only a key, a coin on the 
floor, breadcrumbs, and a part of a wall from Edgar Degas’ A Roman Beggarwoman (1857)
remaining.  In another version, Untitled (The Roman Beggar Woman, After Edgar Degas) from 2005,
she reduces the image to a fragment of the beggar woman’s scarf, with the body completely
concealed.  The “undressing” of the motif questions both the techniques of construction and 
composition as well as painting’s power of seduction.  While the viewer’s eye can get lost in single,
isolated, carefully executed details, it is also repelled by the nearly monochromatic surfaces.

Through omission and overpainting, the painting’s materiality, the components it is comprised of 
become palpable:  paint and MDF.  At the same time, the empty spaces invite all manner of 
interpretation.  Doesn’t the beggar’s scarf look like an exclusive design product by Martin Margiela?
Is Schmidt deconstructing Degas’ voyeuristic, romanticizing view of real poverty?  What is the 
relationship between the motif and the painting’s monetary value? And how does painting raise the
value of a banal home-building product like MDF?

Even if Schmidt’s paintings might appear mysterious at first glance, she’s actually concerned with 
the exact opposite, namely with demystifying painting.  She shows her ingredients and addresses
the production process, as in Untitled (bristles), where she makes the hairs of an aritst’s brush the 
subject of her painting.  “I can’t come with a hammer and say ‘bad capitailism.’ But I can ask 
questions,” says Schmidt.  Her work proves that painting is a business like any other.



Julia Schmidt:  Ohne Titel / Untitled (crotch), 2007
Private Collection, VG Bild-Kunst Bonn, 2008.

Freisteller
April 26 until June 22, 2008

Freisteller
Villa Romana Fellows 2008
Dani Gal, Julia Schmidt, Aslı Sungu, Clemens von Wedemeyer

For the first time, the Deutsche Guggenheim in Berlin will introduce the recipients of the Villa Romana Fellowship: from April 26 through June 22, 2008, new 

paintings, installations and videos by Dani Gal, Julia Schmidt, Aslı Sungu and Clemens von Wedemeyer will be displayed at the exhibition hall on Unter den 

Linden.

The Villa Romana Fellowship, awarded to exceptional young talents since 1905, includes a stipend and a residency program, allowing fellows to live and work 

for ten months in the artists’ house in Florence. This art prize is not just the oldest in Germany, but it also represents Deutsche Bank’s longest cultural com-
mitment. The presentation at the Deutsche Guggenheim marks a new milestone in the institution’s partnership with the arts, while also continuing the series 

of exhibitions conceived by Deutsche Bank within its joint venture with the Solomon R. Guggenheim Foundation.

Freisteller was curated by Angelika Stepken, Director of the Villa Romana. The fellows were selected by the Berlin artist Ayse Erkmen and the art historian 

Beatrice von Bismarck from Leipzig.

The German term “Freisteller,” used in photography, printing and computer graphics, describes an image that is cut out from its background and context in 

order to insert it into a new composition. “Freisteller” is also the title of the current exhibition at the Deutsche Guggenheim, introducing the Villa Romana 

Fellows—four young artists with diverse biographies and nationalities working in various media. At first glance, Dani Gal, Julia Schmidt, Aslı Sungu and 

Clemens von Wedemeyer seem to have only two things in common: they live and work in Germany, and they will now spend time together in a new cultural 

and geographical environment—as residents of the renowned artists’ house in the hills of Florence.

Yet, as the exhibition title suggests, the selected artists share a number of common interests and strategies, specifically in the field of photography.

They disconnect motifs and themes from their original context and, through this process of “cutting out,” open onto new discursive relations. Dani Gal com-
bines influences from popular culture with historical research; Julia Schmidt works with found images from magazines and the internet, which she isolates 

and fragmentizes in her paintings; Aslı Sungu’s videos explore everyday activities to show how our conception of identity, of “right” or “wrong” are socially 

determined; and Clemens von Wedemeyer’s films fuse elements of political documentation with fiction to expose the interplay between concrete social situa-
tions and media representation.

The organization of the exhibition space as well departs from the hermetic, protective structure of the “white cube.” The window front of the Deutsche 

Guggenheim is opened up, while partition walls and platforms serve as display units for the artwork. Encountered within this temporary exhibition architec-
ture, the presented positions achieve a dual purpose: they offer insights into the creative practice of each of the recipients, and they address a broad spectrum 

of questions raised by contemporary art—media and institutional critique, migration, and the ability to articulate critical and political viewpoints.



The exhibition Freisteller documents how an institution like the Villa Romana, rich in tradition and far from the great metropolitan centers, can succeed in be-
coming a creative think tank of contemporary art and a place for intercultural exchange. Equally notable is the fact that the Villa Romana Fellows are now for 

the first time presented at the Deutsche Guggenheim. The affiliation between both institutions establishes a public forum that is capable of reflecting authenti-
cally the vital, internationally oriented art scene in Germany.

On the occasion of the current exhibition, a catalogue will be published in German/English and German/Italian with texts and artist interviews by Clemens 

Krümmel, Bert Rebhandl, Angelika Stepken and René Zechlin; book design by atelier september, Karlsruhe; 29 Euro.

Edition No. 43/1–4, issued in conjunction with Freisteller, consists of: No. 43/1 Dani Gal: i.e., 2008; No. 43/2 Julia Schmidt: Untitled (stripper), 2008; No. 43/3 

Aslı Sungu: Almost, 2008; and Clemens von Wedemeyer: Der überflüssigen Bevölkerung, 2008. All editions can be purchased exclusively at the Deutsche 

Guggenheim’s MuseumsShop; prices on request, (030) 20 20 93-15 /-16.

A variety of special events are scheduled during the exhibition, including artist’s talks, lectures and a children’s program. Free guided tours daily at 6 p.m. 

The popular lunch lectures on Wednesday, 1 p.m., and tours focusing on specific topics on Sunday, 11:30 a.m., complete the program.

To celebrate the selection of the Villa Romana as a “Landmark in the Land of Ideas,” Angelika Stepken, director of the artists’ house and curator of the exhi-
bition, will conduct a guided tour on May 30.

Images of the exhibition

are available online at www.photo-files.de/guggenheim in a 300 dpi quality.

Further information at

Deutsche Guggenheim

Contact: Dr. Bettina Mette

Phone: +49-30-202093-14

Fax: +49-30-202093-20

email: bettina.mette@db.com

Internet: www.deutsche-guggenheim.de



julia schmidt
Casey Kaplan Gallery www.caseykaplangallery.com
New York

Julia Schmidt Untitled (velcro), 2006, oil on MDF. 31 x 39cm. Courtesy the artist / l'artista.

The seventeen pieces in New Fabrics, Julia
6FKPLGW·V�ÀUVW�1<�VROR�H[KLELWLRQ��UHIXVH�WR
FRDOHVFH�LQWR�D�VLQJOH��EUDQGDEOH�VW\OH�
Scars and lacunae appear in pockmarked,
URWWLQJ�ZRRG��$�SDLU�RI�ÀJKWLQJ�FRFNV�ORRN
OLNH�ÀVWV�RI�UDJJHG�FUDEJUDVV��$FRUQV�DQG
maple leaves are painted at once lovingly
DQG�DOVR��VRPHKRZ��ZLWK�H[DVSHUDWLRQ��DV�LI
WKH�/HLS]LJ�EDVHG�DUWLVW�KDV�LPPHGLDWHO\
gotten over them. She knows that no visual
VHGXFWLRQ�FDQ�KROG�IRUHYHU��DQG�KHU�LPDJHV
seem to wryly accept this. It's not any single
WKLQJ�LWVHOI�WKDW�IDVFLQDWHV��UDWKHU�VRPHWKLQJ
ORRPLQJ�EHKLQG�WKH�WKLQJ��D�NLQG�RI
FRQJHDOHG�KLVWRU\��IRU�H[DPSOH�LQ�RQH�LPDJH
ZH�VHH�ZKDW�VHHPV�WR�EH�D�EHGVLGH�WDEOH��RU

LV�LW�D�URFRFR�YDQLW\"���DQG�WKH�HGJH�RI�D�JLOW��
IUDPHG�PLUURU�ZLWK�HLJKWHHQWK�FHQWXU\
ÁRXULVKHV�SDLQWHG�LQ�DFLG�\HOORZ�DQG
marooned in negative space, signs at sea
without a context. New Fabrics alludes to
WKH�KLVWRU\�RI�SDLQWLQJ�IRU�H[DPSOH��WKH
Romantic Caspar David Friedrich or the
FROOXVLRQ�RI�LPSUHVVLRQLVP�DQG�VRFLDO
realism in Degas-along with much else,
whilst cleverly avoiding any histrionics. A
SLOH�RI�KXONLQJ�IRUPV�JLYHV�VKDSH�WR�D
VLOKRXHWWH�RYHU�ZKLFK�DQ�LQGHFLSKHUDEOH
JUDIÀWL�VFULSW�KRYHUV��OLNH�DQ�H[FODPDWLRQ�
FURXFKLQJ�LQ�WKH�FRUQHU�RI�WKH�0')�ERDUG
(Schmidt doesn't paint on canvas) and
HQJXOIHG�LQ�ZKLWH�VSDFH��6FKPLGW
V�ZRUNV

also engage with photography's relationship
WR�SDLQWLQJ��,Q�RQH�FDVH��WZR�VWULSV�RI�9HOFUR
SHHOLQJ�DSDUW�EHFRPHV�D�KRDU\�FURWFK�
ODFRQLFDOO\�HYRNLQJ�&RXUEHW·V�L’Origin du

monde. Schmidt also paints a paled-down
VHFWLRQ�RI�'HJDV
��The Roman Beggar Woman-
VSHFLÀFDOO\��WKH�ROG�ZRPDQ
V
IULQJHG�VKDZO�FUHDWLQJ�D�EULOOLDQW
rnetonymy. This delicate citation
simultaneously evokes the "whole" woman
LQ�'HJDV
�RULJLQDO�DQG�UKH�MRZO\�IDFH�RI�D
EDWWOH�VFDUUHG�ROG�ÀVK��6FKPLGW�PDNHV�WKH
ZKROH�KLVWRU\�RI�SDLQWLQJ�WDNH�SODFH�DOO�RYHU
DJDLQ��EXU�FRROHU��PRUH�GHWDFKHG��VXGGHQO\
other��E\�ZLWWLO\�SOD\LQJ�RQ�W�KH�PRUH
PLQXWH�HGJHV�RI�VRPH�RI�LWV�ELJJHVW�WURSHV�
Ariana Reines
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Julia Schmidt Untitled (more green on red), 2006, oil on raw MDF. 147 x 115cm. Courtesy the artist / l'artista.

reviews/recensioni                          77tema celeste



             Impressions from a cancelled plate (Woman getting out of the bath, after Edgar Degas), 2005.  Oil auf MDF, 115 x 115 cm, Sammlung Theo Koll, Berlin

Julia Schmidt
Hammilton, Mark.  “Provisional Solutions and the Emergence of No-School Painting”
Compilation III:  Dusseldorf:  Kunsthalle, Dusseldorf, p. 116-117.



In discussing the praxis of Julia Schmidt one cannot avoid her inherent resistance to the seemingly self-

assured repetition of serial-based work and the implicit conformity of an explicit trademark style in the context

of painting today. She sidesteps both linear methodologies and the easy irony of self-branding while under-

taking an array of research and studio-based activity that materializes an obnoxious concern with alterna-

tives and alternates. The refusal to settle on one mode of depiction or mono-thematic derives from a constant

TXHVWLRQLQJ�RI�WKH�UROH�V��DQG�SRVVLELOLWLHV�RI�SDLQWLQJ�DW�WKLV�WLPH�DQG�VKDSHV�D�VSLN\�UHÁH[LYLW\�WR�PDUNHW�SURFHVVHV�

Provisional Solutions and
the Emergence of No-School Painting

Mark Hamilton

Schmidt battles to disconnect herself from the metaphysical specters

of painterly tradition, harnessing handwork and pigment to conceptu-

alization and an engaged consideration of context. She produces and

H[KLELWV�SDLQWLQJV�LQ�WHUPV�RI�VSHFLÀF�F\FOHV�RU�JURXSLQJV���FOXVWHUV�RI
images, layered and multi-faceted, where selected themes and particu-

lar scenes or objects are worked and re-worked. She demonstrates a

preference for shifting thematic inter-relations, mining an apparently

diverse range of motifs and material; a box of thrown away zippers, 

the pleats and hems of a troupe of cheerleader’s skirts, a detail of an 

abandoned etching by Edgar Degas, scratches and scrapes on the 

paintwork of mid-range automobiles or ornaments hovering in the 

background of high-end fashion advertising.  Developing out of an 

obsessive sifting and editing of found and archival source images, 

Schmidt excavates and extracts opportunities to paint.

She deploys the materiality of paint with meticulous virtuosity or

brazen slovenliness in surfaces rendered from high-gloss or densely

layered murk, understanding the brushstroke as both tool of depiction

and assigner of value. Paintings switch from opulent detail to

vacant or blurred frame - a procedure that disturbs, willfully instill-

ing a tension in the experience of viewing. This serves to disrupt the

smooth processes of easy readings, foregrounding the role of the

viewer and crucially echoing the rough problematic of (a) paintings

potential as discursive device or entropy as mute, exclusive decora- 

tion.

        In “Untitled (remnants)”, 2006, the interior of a box of discarded

zippers is rendered in a grayscale palette, a painting frozen formally

between abstraction and a provisional photorealism. A staccato orna-

ment is composed from the discards of a particular type of manufac-

turing, the garment industry, and its processes of cutting and sewing.

Schmidt exploits the embedded associations of fashion and branding

to question standard notions of value.

     In “Untitled (crotch)”, 2006/2007, the viewer’s gaze is confronted

ZLWK�WKH�PXUN\�EOXH�ODS�DQG�VSUHDG�WKLJKV�RI�D�PDOH�ÀJXUH�VORXFKLQJ
in a gilded antique chair. The framing of the painting is tightly

cropped and reveals only sparse details of the glitzy opulence sur-

URXQGLQJ�WKH�OXULG�SRVH�RI�WKH�ÀJXUH��+HUH�6FKPLGW�DFLGO\�LQYHUWV
stereotypical sexualized depictions and deftly draws attention to a

WDQJOH�RI�WKRUQ\�LVVXHV�DQG�FOLFKpV��IURP�WKH�HYHU�RQ�JRLQJ�REMHFWLÀ-

FDWLRQ�RI�WKH�IHPDOH�ÀJXUH��WKH�FXUUHQW�IHYHULVK�FODPRU�IRU�ÀJXUDWLYH
painting and the male-centric ethos and marketing surrounding the

‘Leipzig School’.

      Julia Schmidt works from the image-material around her, adapting

UHÁH[LYH�FRQFHSWXDO�PHWKRGV�DQG�XWLOL]LQJ�D�UDQJH�RI�SDLQWHUO\�VNLOOV
DQG�TXRWDWLRQV��6KH�UDLGV�WKH�ULFK�DQG�SULYLOHJHG�KLVWRU\�RI�ÀQH�DUW
painting while also seeming to delight in locating painting as just one

technique among many within a ‘Craft’ tradition, articulated through

recurring depictions of seams, threads, and weaving. She records an

index of directions in her work which insistently reverberate con-

FHUQV�ZLWK�XVH�DQG�RUQDPHQW��YDOXH�DQG�DUWLÀFH�
     Schmidt constructs a network of images and a lexicon of painting,

UHÁHFWLQJ�DQG�UHIUDFWLQJ�RXU�VWUXQJ�RXW�IDVFLQDWLRQ�ZLWK�XSWRZQ
glam and downtown grit and grunge. From powerdressing and

powerbooks to the glittering rituals of transactions, the market stall

to the silicon hum of the latest tech processes and all taking place on

WKH�UHOHQWOHVV�PLFUR�PDFKLQDWLRQV�RI�FDSLWDO·V�ÁX[�DQG�ÁRZ�



Beatrice von Bismark, “The Seductive Luxury of Refusal: On the Work of Julia Schmidt,”

Tourism and Painting, Leipzig: Museum der bildenden Kunste, 2006, p. 96-98.

A dull, cloudy day: thin, just barely leaved trees 
rise up like outlines against the meadow and for-
est landscape in the background. Their mirror im-
age in the puddle spreading among the patches of 
snow captures only the naked branches. In shades 
of violet and blue, the sky seems as covered as 
the composition itself: in the vertical, Land-
scape (half cleaned) (2006) the work is divided 
into a darker and a brighter zone, almost as if—
following the title—on one side a layer of var-
nish  has darkened over the years and mixed with 
everyday dirt to conceal the original and now is 
only partially exposed to reveal a lighter winter 
scene with a more differentiated coloration. For 
Julia Schmidt, the layer that covers half of the 
image was not deposited over time, but deliber-
ately painted, and instead of being a disturbing 
compositional component, it becomes the genuine 
subject of the image, bringing into view various 
issues that are central to the artist.

One of these issues is painting’s potential to 
give us something to look at. The veiling mobi-
lized in the purportedly not yet cleaned half of 
Landscape (half cleaned) can be traced as a key 
feature in the work of the artist, both in terms of 
media and metaphor. The landscape painting seems 
covered, the real composition half-concealed, but 
actually it is a painterly surface that emerges as 
part of a single process, based on a photograph 
of a painting in the process of being restored. 
Julia Schmidt’s act of painting takes on the task 
of the concealing varnish, seeming to conceal al-
though actually making it visible. It represents 
the veiling of the photographed painting in a 
way that inseparably interlinks the veil and the 
veiled. Nothing awaits discovery behind the dark-
ening layer; the veil cannot be lifted. Painting 
and veiling coincide. 

In this sense, Schmidt’s painting covers and pres-
ents something to see at the same time. In the 
mode of representation and in terms of motif, the 
veil appears as a cloak that points to the poten-

tialis�RI�FORDNLQJ��ZLWKRXW�DFWXDOO\�IXO¿OOLQJ�LW��
In Untitled (Scarecrow) (2004), the jacket hung on 
the stick gains its presence from the void marked 
by the missing body that it could have cloaked. 
It now bears the memory of its former clothing 
function, only to engender the effect of a scare-
crow by relying on this memory. What is lacking 
GHYHORSV� DV� DQ� LPDJH�¿OOLQJ� HIIHFW� WKURXJK� LWV�
cloaking.

In a similar way, Edgar Degas’ Roman beggar woman, 
referred to in Julia Schmidt’s work Untitled (The 
Roman Beggar Woman, After Degas) (2005), achieves 
a disbodied presence. All that is painted is her 
cloth. Schmidt stages the fringe and implied 
checked pattern, placing the head scarf, as in the 
original, on the edge of the picture, but refuses 
to paint the female body whose shoulders it cov-
ers. A shaped object, that has lost the reason for 
this shape, as seen in Untitled (Shoulder Pads) 
(2006), which points to the cloaking protection 
of the shoulder, without being able to provide it. 
Since the shoulders are missing here, the entire 
rest of the image is yielded to bodilessness. 

Not just embodiment disappears from Julia Schmidt’s 
painting, but also color. Just as the painted veil 
in Landscape (half cleaned) robs the motifs of 
their depth and variety, the painting itself seems 
to veil what is painted. Behind this, the objects 
can be seen in shades of the same color, as if 
painted in grisaille, only varied with touches of 
brown, ochre, or blue shadows. The technique is 
complemented by acts of crossing out, painting 
or smoothing over, allowing bodies and colors to 
escape the paintings. Verisimilitude disappears 
behind layers of paint that insinuates itself  be-
tween reality and artistic imagination, becoming 
the intervening medium. 

Considered in motivic terms-- shawls, cloths, and 
other objects-- hanging in the visual space of 
her paintings can also be understood in this way 
or read in terms of media and material. Julia 



Schmidt’s veilings address a key issue in the his-
tory of Western visual art: that of the velum, the 
cloth, where the world is captured in the painting 
as in a net, including both the materiality of the 
support as well as its mediality, participating in 
the presence of what it cloaks.

Schmidt’s withdrawal of body and color should be 
understood in this generative sense, bringing what 
is hidden all the more emphatically before the 
beholding eye. As if chiseled from the painterly 
ground, what emerge are bright elevations and dis-
creet shades of color that allow the surface of 
the compositions to vibrate and come to life. The 
motif of the cloak picks up a fundamental engage-
ment of painting with its mediality and materiali-
ty and the artistic act of animation comes to bear 
in a three-dimensional uncovering which focuses 
on accents and details that Jean Jacques Rousseau 
describes with the unveiling of his Pygmalion: 
the penetration and removal of the marble mantle 
allows the sculptor to bring the female body to 
OLIH�� ,I� LQ� 5RXVVHDX�� WKH� PDUEOH� PDQWOH� IXO¿OV�
more than just the function of a visual support—
here, the stone—is imbued with meaning, “animating 
it.” In Schmidt’s painting, the paint models the 
objects from out of the surface of what is painted 
on the MDF panels, lending them a physical pres-
ence. By working through the layer that they cre-
ated, like Pygmalion, a vitality develops that is 
VSHFL¿F�WR�KHU�ZRUNV��

    *

A second essential aspect of Schmidt’s praxis: the 
process of her painting, in which the impression 
RI�ÀHHWLQJQHVV�DQG�D�SURWUDFWHG�H[SHQVH�RI�HIIRUW�
seem to rub against one another. On the one hand, 
the paintings give the impression of displaying 
themselves for just a brief moment, as if their 
motifs appear only temporarily, soon again to re-
turn to invisibility. The reduction of corporeal-
ity and color seem to dematerialize the paintings. 
Here again, the effect of veiling is mobilized and 
in this case the dissolution of physical substance 
makes it seem as though the works were only given 
to the world for an instant. The leaves in Un-
titled (Acorns) (2006) seem barely breathed, the 
trees in Landscape (half cleaned) like thin-as-
air sails, and the shawl of the Roman beggar woman 
LV�KDUGO\�VWLOO�FORWK��7KH\�ÀRDW�RQ�D�WKUHVKROG�
between visibility and invisibility: placed there 
by painting, and at same time only supported by 
the painting.

On the verge of dissolution--the verge of disap-
SHDUDQFH���WKH�SDLQWHG�REMHFWV�DOVR�¿QG�WKHPVHOYHV�
in a contradictory contrast to the time- consuming 
process of painting that allowed them to emerge. 
For far from being “exhaled” with quick brush-
strokes, they are the result of countless acts 
of applying and removing layers of paint. Schmidt 
uses photographs as her starting point, in which 
VKH� ¿UVW� SDLQWV� ZLWK� DV� D� PDQ\� GHWDLOV� DV� SRV-
sible, then begins to paint over them, retouching 
them, reducing them, crossing them out, and only 
in the last step returns just a few details to 
visibility. The human body lazily slung across the 
FKDLU�¿OOV�WKH�IRUHJURXQG�RI�WKH�LPDJH�DV�D�PXUN\�
blue surface, explicitly contrasting against the 
details of the background that it cannot complete-
ly cover up. The baroque ornaments of mirror and 
WDEOH�¿QG�WKHPVHOYHV�UHGXFHG�WR�DQ�HFKR�LQ�JUHHQ-
ish yellow, refusing all interior contouring. And 
the cheerleaders now consist only of the hems of 
the skirts that once moved in rhythm around their 
legs. 

Schmidt belabors her subjects in a constant play 
between painting and painting over, revealing and 
concealing, exposing and hiding. Her repeated re-
course to certain motifs corresponds to this as 
well as her repeated engagement with subjects she  
has already treated. Some of the subjects varied 
LQ�WKLV�ZD\�LQFOXGH�FRFN¿JKWV��8QWLWOHG��¿JKWLQJ�
cocks) (2005)) classicistic column architecture 
(Untitled (empire) (2005)), the cheerleader skirts 
(Untitled (cheerleading) (2006)) or the veil of 
Degas’ Roman beggar. In returning to these motifs, 
the shades and contrasts change, the section of 
the image selected, and the compositional form—but 
what remains is the chosen detail. In her reference 
to Degas’ beggar, Schmidt thus concentrates solely 
on the shoulder cloth, but stages it in a differ-
ent way each time, changing the colors and varying 
its material presence. In the upright rectangular 
version, she almost makes the motif disappear, 
removing the checkered pattern, making the fringe 
transparent, cutting into the fragment of the image 
still further, and pushing it from the upper left 
side of the image. In return, color is restored, a 
few brown accents that are lacking in the smaller 
square composition, a color that neither takes 
XS� WKH� VSHFL¿F� PDWHULDOV� QRU� � WKH� FRPSRVLWLRQ-
al characteristics of the original Degas, but is 
solely indebted to Schmidt’s own image character. 

The repetitions of each subject leave open the 
possibility of return lend the individual works



an element of incompleteness that is comparable to 
intervening stops on the way towards a goal that is 
QRW�SUHFLVHO\�GH¿QHG��5HWXUQLQJ�WR�D�PRWLI�LV�QRW�
only in the interest of a new pictorial solution, 
but also follows installative considerations, for 
Schmidt always understands her individual works 
in contexts. when installed in the studio, in the 
gallery, or in the museum, the works take on spe-
FL¿F�VWDQGSRLQWV�DQG�VWDWHPHQWV�IRU�WKH�HQVHPEOH�
as a whole. Through the choice of works, conceived 
for respective surroundings and various contexts, 
WKHLU�RZQ�PHDQLQJ�LV�FRQVWDQWO\�UHGH¿QHG��

To this extent, Schmidt’s working process, where 
WKH�HIIRUW�VHHPV�RQ�¿UVW�JODQFH�WR�FRQWUDGLFW�WKH�
ÀHHWLQJ�LPSUHVVLRQ�RI�WKH�ZRUNV��XQGHUVFRUHV�WKLV�
impression. Instead of making a claim to eter-
QLW\��RI�EHLQJ�¿QLVKHG�RQFH�DQG�IRU�DOO��6FKPLGW�
confronts her paintings with questions: when is a 
work completed?  How and why should it be so? How 
does a work obtain its meanings? What processes 
of shaping and staging are involved in its shift-
LQJ� DQG� UHGH¿QLWLRQ"� 7KH� SDLQWLQJV� UHPDLQ� RSHQ�
IRU�UHIRUPXODWLRQV�ZLWKRXW�D�¿[HG�SODFH�LQ�SK\VL-
cal reality or a given context of meaning. With 
this orientation, the image is for Schmidt both 
the prerequisite for its emergence as well as its 
VXEMHFW��'HJDV¶�IDLOXUH�WR�¿QG�D�VDWLVI\LQJ�YLVXDO�
solution for a woman stepping out of the bath can 
thus achieve the same image-worthiness (Impres-
sions from a Cancelled Plate (Woman Getting out of 
the Bath, after Edgar Degas) (2005)), as his more 
famous paintings The Star (The Star Dancer (after 
Edgar Degas) 2004) and Roman Beggar Woman. Degas 
recorded 22 stages of the work on this composi-
tion in 1879 and 1880, until the printing plate 
was no longer usable due to the many changes that 
had been made, and he abandoned working on it 
all together. Going beyond the interventions of 
the French painter, which repeatedly corrected, 
crossed out, or emphasized elements of the image, 
in her treatment, Schmidt leaves only the var-
LHG�LQWHULRU�VWUXFWXUH�RI�KDWFKHG�¿HOGV�WKDW�RQFH�
VHUYHG�WR�GHSLFW�WKH�EDWKPDW��ÀRZHUV��ZDOOSDSHU��
or hair. Her work on the image presents the work 
of the visualizing process itself. 

 *

All the same, in this work too the human body is 
missing, and the very same element in Degas brings 
viewing the image close to voyeurism, which lends 
his bathing and dressing scenes their attraction. 
A third central question that Schmidt explores 

in her work and that presumes the two previously 
named: painting’s ability to seduce. While Degas 
in his composition allows the main diagonals to 
intersect in the crotch of the female nude, thus 
directing the beholding eye emphatically towards 
this place on the body as the focal point of the 
image, Schmidt only alludes to the meeting of two 
lines, compelling the gaze. She refuses to satisfy 
the attraction that the compositional structure 
promises to present, playing with the expectations 
of the beholder cast to fall for the painting’s 
seductive spell.  

With comparable drawing-power, a second work, Un-
titled (Velcro) (2006), directs attention to it-
self and its center, only to then soberingly ex-
pose it: as in the work after Degas, the diagonals 
UXQ�WRZDUGV�D�FHQWHU�WKDW�UHPDLQV�XQGH¿QHG��OLJKW�
and shadow amplify the element of promise still 
further. Instead of a fairy-tale-like starry sky-
-instead of a splendid spatial opening or the 
UHÀHFWLQJ�VXUIDFH�RI�D�YDOXDEOH�REMHFW���WKH�EH-
holders are offered nothing but a banal everyday 
object: a Velcro seal.

Schmidt plays through the potential of art works 
that is decisive for their meaning and value from 
many perspectives: their potential to attract, 
capture attention, fascinate the gaze and produce 
desire. And with the materiality of her pictures, 
she takes individual components out of their orig-
inal context, reinserting them elsewhere and re-
ducing to essentials. Accordingly, she does not 
link the artistic process to the notion of pro-
GXFWLRQ��EXW�GH¿HV�LW�WKURXJK�WHFKQLTXHV�WKDW�LQ-
tersect, techniques of directing perception. Jean 
Baudrillard’s defense of seduction resonates here: 
“They wanted us to believe that everything was 
production,” he writes, an accumulating produc-
tion, solely committed to reality. He continues 
stating that seduction—the strength of which lies 
in its gentleness—is unavoidable: “We seduce with 
our weakness, never with strong signs or powers. 
In seduction we enact this weakness, and this is 
what gives seduction its strength.”

7KH�ÀHHWLQJ�LPSUHVVLRQ�RI�6FKPLGW¶V�LPDJHV�JDLQV�
DGGLWLRQDO�VLJQL¿FDQFH�IURP�WKLV�SHUVSHFWLYH��DQG�
¿QGV�LWV�FRXQWHUSDUW�LQ�KHU�GH¿QLWLRQ�RI�KHU�RZQ�
UROH� DV� DQ� DXWKRULDO� ¿JXUH�� 2QO\� VXSHU¿FLDOO\�
does she limit and weaken this role by refus-
ing the task of creating the actual motif. Ul-
timately, she reclaims creative freedom in her 
VSHFL¿F�IRUP�RI�WUHDWLQJ�WKH�PRWLIV��DQ�DSSURDFK�
that works tenderly to the extent that she never



allows her objects to appear in their unencum-
bered attractiveness. With her painterly treat-
ment, she stunningly grants value to otherwise 
worthless objects, leftovers, rubbish, remain-
ing stock auctioned on eBay—the Velcro seal, the 
shoulder pad, or a landscape by a hobby painter. 
In contrast, valuable objects-- antique furniture 
intended for auction at Sotheby’s, fashion acces-
sories, or high priced designer pieces-- instead 
appear dirty, stained, and painted-over in her 
works. In Untitled (stained) (2005), the painted 
stain from a felt-tip pen robs a handbag of its 
value, in Untitled (interior) (2005) it is the 
removal of the label, and in Untitled (Sotheby’s) 
(200?) every rocaille or Baroque curve disappears 
behind the leveling paint. The painting grants 
the painted objects their value but can also take 
it away. The works play with the various valori-
zations that objects have in various social sys-
tems, confronting the economic logic of work on 
the one hand and the logic of waste in the fashion 

industry and art on the other, together setting 
attractiveness, fetishization, and economic price 
VWUXFWXUHV� LQ� D� PRELOH�� UHÀH[LYH� H[FKDQJH� UHOD-
tion to one another. Wormholes, transformed into 
glittering surfaces, (Untitled (woodworm), 2006) 
DUH�QR�OHVV�HQWKUDOOLQJ�WKDQ�WKH�VKLPPHULQJ�UHÀHF-
tions of belts and chains, reduced to black and 
white (Untitled (rocco) (2006)). In this interplay 
where grandeur, glamorous appearances, and signs 
of power lose their appearance of wholeness, re-
vealing themselves to be precarious, fragile, and 
dependent on the desire of the beholder, wherein 
Schmidt’s pictures develop their own fragility and 
seductive power. 

Beatrice von Bismarck 
Translated by Brian Currid
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Schmidt’s Quiet Puzzles, Nitsch’s Guts, Havana Rot: Chelsea Art

By Katya Kazakina

Oct. 18 (Bloomberg) -- In Julia Schmidt’s oil paintings at Casey Kaplan
Gallery in Chelsea, absence takes center stage.

The 30-year-old Leipzig painter zooms in on a man’s crotch in a fashion
advertisement, transforming it to a shapeless gray mass in the middle of her
chipboard surface.

Another work is all luminous white, except for a skirtlike shape at the top
painted with curvy, light-brown brushstrokes. What is it? A scarf of a woman
in a Degas etching, the artist said, smiling mischievously. In Schmidt’s work,
the head is gone missing.

Schmidt studied at Leipzig’s Academy of Visual Arts and the Glasgow School
of Art. Herself-effacing style is closer to that of Luc Tuymans than the
representational virtuosity of Leipzig’s alpha-male block, led by Neo Rauch.

New York has seen its share of Leipzig art, but its been largely represented
by men, both in galleries and at auction. Christoph Ruckhaberle showed at
Zach Feuer in March, Tim Eitel will be at PaceWildenstein in November and
Rauch’s new paintings will be on view at the Metropolitan Museum of Art next
May.

At least Rosa Loy, Rauch’s wife, showed her dreamlike, and nightmarish,
tableaus at David Zwirner this summer.

Schmidt subtly tiptoes between abstraction and representation by erasing
most of the narrative and giving the viewer just one or two clues -- a hat, a
ladder, a table’s edge. Stripped of familiar context and painted in washed-out
grays, browns and greens, everyday objects become barely recognizable,
nearly abstract forms.



FOR IMMEDIATE RELEASE

JULIA SCHMIDT:  New Fabrics

EXHIBITION DATES:  OCTOBER 14 – NOVEMBER 11, 2006
OPENING:   SATURDAY, OCTOBER 14, 6 – 8 PM
GALLERY HOURS:   TUESDAY – SATURDAY, 10 – 6 PM

Casey Kaplan is pleased to announce, “New Fabrics,” the first solo exhibition in New York of the Leipzig-based painter, Julia 
Schmidt. For this show, Julia will present a new series of oil on MDF-board paintings. Schmidt is a key figure of a new gen-
eration of German painters whose work resists the bold gestures of her contemporaries, opting instead to focus on details, 
traces, and omissions. 

The works in this exhibition--new fabrics--visit a panoply of subjects. Depicting both representational and abstract imagery, 
Schmidt portrays her aesthetic totems in muted hues with a cool, detached beauty. Inconsequential objects-- blotches, skirt 
hems, and debris--are painted with the same painstaking precision as 18th century portraits, baroque tables, and sumptuous 
leather handbags. 

Working with different methods and often reclaiming discarded objects and imagery, Schmidt sidesteps the conformity of a 
single artistic style. Her paintings often demonstrate an old master-like attention to detail: rich impasto, tonal gradation, and 
high gloss surfaces. While she uses the classical technique of oil painting, her brushstrokes often appear hacked and stac-
cato, and while her small (even miniature) formats are relatively standardized, her canvas is made from industrial chipboard—a 
material that lends her paintings an attitude of indifference or self-effacement.

By focusing on flawed, unstudied, and forgotten subjects, Schmidt redirects our attention to blurred backgrounds, peripheral 
views, and minute details. Schmidt’s appropriation of the overlooked proclaims the significance and wonder of marginal and 
low-key subjects, addressing her concerns with value and artifice, use and ornament. With all the paintings in the exhibition, 
Schmidt’s method of visual reduction alongside optical saturation posits what constitutes artistic beauty within the decadence 
of high art.

Julia Schmidt received her formal training at the Glasgow School of Art and the Academy of Visual Arts in Leipzig. She was 
the recipient of the Arbeitsstipendium Stiftung Kunstfonds Bonn e.V. and the Kunstpreis der Sachsen LB in 2006. Recent 
exhibitions include “Artists from Leipzig,” at Arario Beijing, China in October 2006; “Criss-Cross, Five Positions in Croatian and 
German Contemporary Art,” at the Museum of Contemporary Art, Zagreb, Croatia in 2005; and the 2nd Biennial of Con-
temporary Art in Prague. A solo exhibition at Museum der Bildenden Künste Leipzig opens this December and will travel to 
Kunstforum Ostdeutsche Galerie, Regensburg.

FOR FURTHER EXHIBITION INFORMATION PLEASE CONTACT THE GALLERY. 

NEXT GALLERY EXHIBITION:   NATHAN CARTER  NOVEMBER 16 – DECEMBER 22, 2006

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



Along and across

exhibition text/detail Criss-Cross, Five positions in Contem-

porary Croatian and German Art, Museum of Contemporary Art,      

Zagreb, 24.11.-30.12.2005

The boom in the market for the new German painting, particularly 

in Leipzig, the Academy of Fine Arts of which has become a nurs-

ery of talent in the last dozen years, has deprived many young 

German painters of the chances for natural maturation. Most of 

their paintings were sell-outs before they left the academy, as 

if it were enough for them to bear the label Made in Leipzig. 

Not surprisingly, then, some groups of artists, in order to fend 

off the dictates of the market and resist the deceptive oscil-

lations in taste, decided to found their own associations, to 

protect their interests and to preserve at least a modicum of 

independence. Among the best known from Leipzig is Liga, to which 

Julia Schmidt (Wolfen, 1976) also belonged, the youngest artist 

in Criss-Cross and the only woman painter in Liga. Painting, it 

seems, is still guy-stuff, not only in Germany, but in the minds 

of many. The painting of Julia Schmidt has little in common with 

the big gestures and stories of, for example, Neo Rauch, without 

doubt today’s biggest painting star in Germany. What they have 

in common is a high respect for the medium, as well as for the 

constant testing and abatement. Painting is a fetish and a brand, 

however Julia Schmidt always and again sets up a distance from 

the painting, using inappropriate supports (industrial chipboard 

- MDF board), doing it down in format and content, spilling the 

fairly modest contents even outside the set frame of the pic-

ture into the space around it... This struggle with painting has 

nothing of the ferocity that we tend to associate with Germany 

painting either with the historical avant-gardes (Expressionism, 

Der Blaue Reiter, Die Brücke) or with the post-modern variants 

of the eighties (with Neue Wilde, Georg Baselitz or Jörg



Immmendorff... ), rather it is adorned by slow contemplation, 

UH¿QHPHQW��HYHQ�D�NLQG�RI�DVFHWLFLVP�

     Although the painter uses the classical technique of oil 

paint, she never takes canvas as the support for her pictures. 

Formats are regularly small, even miniature, but they are paint-

ed long, with vast care and high level of craft skill. Low-key 

motifs (blotches, straps, bamboos, handbag clasps, details of 

banknotes or classical columns) are painted in minute detail, 

almost, we might say, in honour of painting. Still, their frag-

mentariness leaves an impression of unease that borders on a 

feeling of absurdity. In the focus of the painting is the emptied 

centre, whether it is to do with an enlarged and unrecognisable 

detail from a Caspar David Friedrich painting, an oil splotch on 

the road or a broken reed...

     If paintings have no “grand narrative”, does that mean they 

DUH�DOVR�VFHQHV�ZLWKRXW�VLJQL¿FDQFH"

     In fact, everything can be the subject for a painting, from 

a reference to the history of painting to the debris created dur-

ing the painting of a picture. There is no special story to be 

told today, just as there is no new way of painting a picture. 

And Julia Schmidt is well aware of all this. But as long as she 

pulls off turning this static medium into a trap for the eye, a 

condenser of time and an inducer of tension, the puzzle will not 

stop, and neither will the need for the unriddling of it.



13/07/05 - 24/09/05

UNION is pleased to present new works by emerging German artists, Julia Schmidt, Oliver Kossack, Julius Popp and Rigo Schmidt.

!"#$%&'()* $+,-. paintings have a fragmentary character where emptiness stands against visual beauty and opulence. Combining art historical refer-
ences with that of glamour and fashion, her paintings shift between ascetism and extravagance, and her careful focus on traces, details, omissions 
and shifting thematic inter-relations, which organize her work in terms of cycles, or groupings - clusters, consistently reverberate concerns with 
]HS\L�HUK�HY[PÄJL��\ZL�HUK�VYUHTLU[�

/ #$012&3 4..%(.-. works are pictorial aphorisms. He inhales his surroundings, intuitively juxtaposing disparate elements with stereotypic references 
to (art and cultural) history. Kossack plays with the multiple associative levels of language, often seeking ostentatiously literal transcriptions in his 
KYH^PUNZ��WHPU[PUNZ�HUK�PUZ[HSSH[PVUZ��>P[OPU�[OPZ�OL[LYVNLULV\Z�JYVZZV]LY�VM�Z[`SLZ��JOPSKSPRL�KYH^PUNZ���ZLLTPUNS`�UH{]L�H[�ÄYZ[�NSHUJL��VWLYH[L�HZ�
UHZ[`�YLÅLJ[PVUZ�VM�[OL�L]LY`KH �̀�^OPSL�ML[PZOSPRL��ZJ\SW[\YHS�WHPU[PUNZ�YLMLY�[V�H�YLHST�IL`VUK�[OL�ISH[HU[S`�ZL_\HS�VY�IHUHSS`�HY[PZ[PJ��2VZZHJR�MVYJLZ�
self-understood utterances to coil back upon themselves. Characteristically, taking the verbal (all too) literally his work functions as a catalyst of 
experience within the dialectic of self and society, creating a quirky cosmos of thought and image.

!"#$".&5466 �HWWYVHJOLZ�ZJPLU[PÄJ�WYVISLTZ�MYVT�HU�HY[PZ[PJ�WLYZWLJ[P]L��PU�[\YU��HJOPL]PUN�[LJOUPJHSS`�HJJVTWSPZOLK�ZJ\SW[\YLZ�HUK�PUZ[HSSH[PVUZ��0U�
JVSSHIVYH[PVU�^P[O�ZJPLU[PÄJ�PUZ[P[\[LZ�SPRL�[OL�-YH\UOVMLY�0UZ[P[\[�MVY�(\[VUVTV\Z�0U[LSSPNLU[�:`Z[LTZ�OL�SVVRZ�MVY�ZJPLU[PÄJ�Z`Z[LTZ�[V�NP]L�L_WYLZ-
ZPVUZ�[V�OPZ�HY[PZ[PJ�[OV\NO[Z��([�<5065��7VWW�^PSS�L_OPIP[�º)P[MHSS»��^OPJO�YLWYLZLU[Z�H�ZJ\SW[\YHS�PUMVYTH[PVU�J\Y[HPU���H�^H[LYMHSS�THKL�VM�PUMVYTH[PVU��
The installation is created by water formed letters, words, and sentences. The information provided exists only for a certain period of time, constant-
S`�ILPUN�YLWSHJLK�I`�H�JVU[PU\V\Z�ÅV^�VM�UL^�PUMVYTH[PVU��YLWYLZLU[PUN�HU�PKLH�VM�YLHSP[`�[OH[�WHZZLZ�I �̀

7 $84&'()* $+,-.�^VYRZ�JHU�IL�KLZJYPILK�HZ�ÄULS`�^VYRLK�WHPU[PUNZ�PU�ZTHSS�MVYTH[��;OL`�HWWLHY�HZ�PZVSH[LK�VIQLJ[�Z[\KPLZ�HUK�ZOV^�[LJOUPJHS�
WLYMLJ[PVU��:JOTPK[�PZ�PUZWPYLK�I`�ZJPLU[PÄJ�HYJOP]LZ�HUK�L_OPIP[Z��[OH[�HYL�KPZWSH`LK�PU�UH[\YHS�OPZ[VY`�T\ZL\TZ��VY�V[OLY�HSYLHK`�VUJL�L_WVZLK�VI-
jects that create the foundation stone of culture and society. The exposed objects are stagnant and taken away from their original context. Schmidt 
L_HTPULZ�[OL�JVUZ[Y\J[LK�ZJPLU[PÄJ�JVUJLW[PVU�VM�[OL�^VYSK�HUK�VM�OPZ[VY �̀�)YPUNPUN�[OLZL�VIQLJ[Z�VU[V�JHU]HZ�HUK�JVU]LY[PUN�[OLT�PU[V�WHPU[PUNZ��
Schmidt brings them back to life and poses questions about issues of representation and a media-constructed reality.

Julia Schmidt (b. 1976), Rigo Schmidt (b. 1974), Oliver Kossack (b. 1967) and Julius Popp (b. 1973) live and work in Leipzig, Germany.

9LJLU[S �̀�1\SP\Z�7VWW�L_OPIP[LK�PU�[OL�)PLUUHSL�VM�,SLJ[YVUPJ�(Y[Z�������7LY[O��(\Z[YHSPH��1\SPH�:JOTPK[�PZ�J\YYLU[S`�L_OPIP[PUN�PU�[OL��UK�7YHN\L�)PLU-
UPHS�VM�*VU[LTWVYHY`�(Y[��7YHN\L�HUK�6SP]LY�2VZZHJR�YLJLU[S`�L_OPIP[LK�PU�H�ZVSV�ZOV^�H[�)���3LPWaPN��������*\YYLU[S �̀�9PNV�:JOTPK[�PZ�WHY[PJPWH[PUN�
PU�H�NYV\W�L_OPIP[PVU�H[�>VOUTHZJOPUL��)LYSPU�

Texts by Tina Schulz and Mark Hamilton.
-VY�TVYL�PUMVYTH[PVU�WSLHZL�JVU[HJ[������������ ��������VY�PUMV'\UPVU�NHSSLY �̀JVT

http://www.union-gallery.com/home.htm
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JULIA SCHMIDT, OLIVER KOSSACK, JULIUS POPP, RIGO SCHMIDT



JULIA SCHMIDT, OLIVER KOSSACK, JULIUS POPP, RIGO SCHMIDT

13/07/05 - 24/09/05

UNION is pleased to present new works by emerging German artists, Julia Schmidt, Oliver Kossack, Julius Popp 
and Rigo Schmidt.

Julia Schmidt’s paintings have a fragmentary character where emptiness stands against visual beauty and opu-
lence. Combining art historical references with that of glamour and fashion, her paintings shift between ascetism 
and extravagance, and her careful focus on traces, details, omissions and shifting thematic inter-relations, which 
organise her work in terms of cycles, or groupings - clusters, consistently reverberate concerns with value and
artifice, use and ornament.

Oliver Kossack’s works are pictorial aphorisms. He inhales his surroundings, intuitively juxtaposing disparate ele-
ments with stereotypic references to (art and cultural) history. Kossack plays with the multiple associative levels of 
language, often seeking ostentatiously literal transcriptions in his drawings, paintings and installations. Within this 
heterogeneous crossover of styles, childlike drawings - seemingly naïve at first glance -operate as nasty reflections 
of the everyday, while fetishlike, sculptural paintings refer to a realm beyond the blatantly sexual or banally artistic. 
Kossack forces self-understood utterances to coil back upon themselves. Characteristically, taking the verbal (all 
too) literally his work functions as a catalyst of experience within the dialectic of self and society, creating a quirky 
cosmos of thought and image.

Julius Popp approaches scientific problems from an artistic perspective, in turn, achieving technically accom-
plished sculptures and installations. In collaboration with scientific institutes like the Fraunhofer Institut for Autono-
mous Intelligent Systems he looks for scientific systems to give expressions to his artistic thoughts. At UNION, 
Popp will exhibit ‘Bitfall’, which represents a sculptural information curtain - a waterfall made of information. The 
installation is created by water formed letters, words, and sentences. The information provided exists only for a 
certain period of time, constantly being replaced by a continuous flow of new information, representing an idea of 
reality that passes by.

Rigo Schmidt’s works can be described as finely worked paintings in small format. They appear as isolated 
object studies and show technical perfection. Schmidt is inspired by scientific archives and exhibits, that are dis-
played in natural history museums, or other already-once exposed objects that create the foundation stone of cul-
ture and society. The exposed objects are stagnant and taken away from their original context. Schmidt examines
the constructed scientific conception of the world and of history. Bringing these objects onto canvas and convert-
ing them into paintings, Schmidt brings them back to life and poses questions about issues of representation and 
a media-constructed reality.

Julia Schmidt (b. 1976), Rigo Schmidt (b. 1974), Oliver Kossack (b. 1967) and Julius Popp (b. 1973) live and work 
in Leipzig, Germany.

Recently, Julius Popp exhibited in the Biennale of Electronic Arts 2004, Perth, Australia. Julia Schmidt is currently 
exhibiting in the 2nd Prague Biennial of Contemporary Art, Prague and Oliver Kossack recently exhibited in a solo 
show at B2, Leipzig, 2004. Currently, Rigo Schmidt is participating in a group exhibition at Wohnmaschine, Berlin.

Texts by Tina Schulz and Mark Hamilton.
For more information please contact +44 (0)20 7928 3388 or info@union-gallery.com

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



Replete Void or the Other Side of Splendour
BEATRICE VON BISMARCK

     Irrefutably, Julia Schmidt’s work revolves around painting. Yet she 
delineates a central void. That is not to say that there is nothing there. 
Her works boast a profusion of painterly display, wealth and glamour, 
wastefulness and seduction, time-consuming craftsmanship, old mas-
terly attention to detail, rich impasto, pictorial density, material diver-
sity and an overabundance of references. All these attributes address 
painting, investigating and constantly referring to the medium from all 
sides. Schmidt approaches the matter cautiously without ever coming 
to a standstill by proclaiming what painting is all about. She advocates 
a mode of painting, which accomplishes itself during the process of 
searching for its own intrinsic meaning, seeking to define the medium’s 
specifics from its outer bounds.
     Schmidt guides the observer’s gaze from the periphery. Although 
her works seem to concentrate exclusively on the centre of the picture, 
compositionally they incorporate the space immediately surrounding it. 
In private view (2003), Schmidt offers the controlled view into a room 
furnished with bourgeois accessories. Painstakingly rendered details 
underline the quality of the antiques - a chair, a richly ornamented table, 
and a painting with a decorative golden frame. Yet none of the objects 
are fully visible. They all hover in an incomplete state as fragments, 
sketchy outlines and self-references, as peripheral characters holding 
vacant a central area for what might be a coincidentally lost drawing 
of a small bird. The animal’s body, rendered as a flat shape, is poised 
within a still unmarked, white and irregular part of the picture, uncertain 
as to whether it will slip in front of or behind the faded chair leg next to 
it. It is surrounded by smears and smudges of light grey paint, applied 
as if by chance, congealed in passing in an unfinished moment.      
     Julia Schmidt sets up her personal investigation of painting within the 
polarity of seemingly inattentive temporality and lavish representation. 
Between the extremes of asceticism and extravagance, she literally - 
and quite physically - tackles the medium from two sides at the same 
time. Schmidt’s paintings are governed by notions of the fragmentary, 
the void and that which has not been uttered, painted or depicted, as 
well as by blatant visual beauty and haptic opulence. Within this sys-
tem, Schmidt reveals the conditions of painting: the individual stages 
of making a painting, the medium’s specific materials, the relationships 
between the act of painting, that what is painted, and the motif itself; 
the internal and external ties between the painter’s and the observer’s 
gaze, and the object of the painting as both a product and a fetish.
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     Between optic seduction and resistance, Schmidt succeeds in divid-
ing the image from its cult status to reveal the conditions under which 
it may become a fetish commodity. What remains of Caspar David 
Friedrich’s original, when a reproduction of it bearing all the marks of 
its prior use as a book cover is repainted - only partly - by a painter 
today (0.1. [nach Caspar David Friedrich], 2003), or when his figures 
with their backs turned to the viewer are cut out on glossy grey paper 
(0.1. [nylon], 2003)? Do the flowerbeds, Versace’s garden sculptures 
and personnel (0.1. [servant], 2003), (0.1. [levelling], 2003), (0.1. [Ver-
sace 1/11], 2002) bear traces of the glamour and glitter of the world of 
fashion? How might the stylised painting of a magnified banknote relate 
to the latter’s nominal value (0.1. [Fond], 2004)? Is it possible to evalu-
ate a painting on the grounds of the waste produced during its making 
and presentation (0.1. [trash dump], 2003)?
     Schmidt’s double method of visual reduction and saturation serves 
to gradually reveal the processes determining aesthetic, social and 
economic value. Removing from the painting any unnecessary details, 
traces of the underlying drawing, materiality and colour, discloses their 
significance for the medium. On the other hand, as these formal aspects 
alone are an insufficient means of determining artistic value, it seems 
that Schmidt intends to work her way through splendour by engaging 
in time-consuming devotion to invaluably minute detail. As if one could 
force wastefulness to reveal that which it embraces, as if splendour 
masks a hidden dimension that supersedes its own intrinsic value.
     Notions of reduction and overabundance, abstinence and waste-
fulness are deployed by Schmidt as a means of revealing and decon-
structing the devices of painting in a way recalling Foucault’s definition 
of criticism. Rather than dismissing the object of investigation, Schmidt 
also seeks to repeatedly modify from scratch the latter’s formal appear-
ance and its determinants. This elicits a determined, painterly stance, 
constructively bringing a certain sceptical view of painting together 
with a fundamental affirmation of it.



%DFN�LQ�'HFHPEHU�������ILYH�\RXQJ�*HUPDQ�DUWLVWV�GHFLGHG�WR�IRUP�D�JURXS�FDOOHG�/LJD�
�´/HDJXHµ��DQG�RUJDQL]H�DQ�H[KLELWLRQ�RI�WKHLU�ZRUN�LQ�/HLS]LJ·V�6WHLEV�+RI��DQ�HOHJDQW�
$UW�1RXYHDX�%XLOGLQJ�IRUPHUO\�XVHG�E\�IXU�WUDGHUV��6SRQVRUHG�E\�D� ORFDO� OLJKWLQJ�VKRS�
FDOOHG�(OHNWUR�:ROI��WKH�VKRZ�RI�PRUH�WKDQ����SDLQWLQJV�E\�7LOR�%DXULOJDUWHO��0DUWLQ�.REH��
&KULVWRSK�5XFNKDEHUOH��'DYLG�6FKQHOO�DQG�0DWWKLDV�:HLVFKHU�UHFHLYHG�D�GHFLGHGO\�PXWHG�
UHVSRQVH��7KH�ORQH�VDOH�ZDV�:HLVFKHU·V�+DXV�,��´+RXVH�,µ���SXUFKDVHG�E\�WKH�/HLS]LJ�EDQN�
6DFKVHQ�/%�IRU�20�����������������
������,W�ZDV�DQ�LQDXVSLFLRXV�GHEXW�IRU�WKH�SDLQWHUV��PRVW�RI�ZKRP�KDG�MXVW�ILQLVKHG�WKHLU�
JUDGXDWH�FRXUVH�ZRUN�DQG�ZHUH�DWWHQGLQJ�PDVWHU�FODVVHV�DW�WKH�+RFKVFKXOH�IXU�*UDSKLN�
XQG�%XFKNXQVW��WKH�UHVSHFWHG�/HLS]LJ�DUW�VFKRRO��'HVSLWH�WKH�DFDGHP\·V�VWURQJ�SDLQW�
LQJ�WUDGLWLRQ��WKH�SURJUDP�KDG�ORVW�PXFK�RI�LWV�FDFKHW�ZLWK�VWXGHQWV��ZKR�JUDYLWDWHG�WR�
´KLSSHUµ�ILHOGV�OLNH�SKRWRJUDSK\�DQG�JUDSKLF�GHVLJQ��'XULQJ�RQH�RI�LWV�DQQXDO�SXEOLF�H[KL�
ELWLRQV��WKH�SDLQWLQJ�FODVV�KDG�WR�SXW�XS�D�VLJQ�VR�WKDW�YLVLWRUV�DQG�FROOHDJXHV�FRXOG�ILQG�
WKHLU�ZD\V�WR�WKH�VWXGLRV��7KH�QH[W�GD\��WKH�ZRUGV�´3DLQWLQJ�WKLV�ZD\µ�KDG�EHHQ�ZULWWHQ�
RYHU�ZLWK�´'RQ·W�ERWKHU�JRLQJ�WKHUH��LW·V�ERULQJ�µ
�����$V�LW�WXUQHG�RXW��VRPH�RI�WKH�PRVW�SRZHUIXO�SOD\HUV�LQ�WKH�DUW�ZRUOG�FRXOGQ·W�GLVDJUHH�
PRUH��$IWHU�WKH�DUWLVWV�HVWDEOLVKHG�WKHLU�RZQ�JDOOHU\��DOVR�FDOOHG�/LJD��LQ�%HUOLQ�LQ�0DUFK�
������ GHDOHUV�0DULDQQH�%RHVN\�� -D\� -RSOLQJ�� 5DFKHO� /HKPDQ��'DYLG� =ZLUQHU� DQG� ,ZDQ�
:LUWK�DOO�PDGH�WKH�SLOJULPDJH�WR�WKH�EDUH��QHRQ�OLW�URRPV�RQ�WKH�UHVLGHQWLDO�7LHFNVWUDVVH��
DV�GLG�VXFK�KLJK�SURILOH�FROOHFWRUV�DV�0LFKDHO�2YLW]��'RQDOG�DQG�0HUD�5XEHOO�DQG�)ULHGHU�
%XUGD��7KH�/LJD�JURXS��ZKLFK�DGGHG�D�KDOI�GR]HQ�RWKHU�JUDGXDWHV�IURP�WKH�/HLS]LJ�DFDG�
HP\��KDV�HPHUJHG�DV�D�IXOO�EORZQ�SKHQRPHQRQ��RIWHQ�UHIHUUHG�WR�DV�WKH�´1HZ�/HLS]LJ�
6FKRRO�µ
�����/LJD�KDV�EHHQ�VXFK�D�VXFFHVV�WKDW�E\�WKH�WLPH�WKH�JDOOHU\�FORVHG�WKLV�SDVW�$SULO��QHDUO\�

DOO�SDLQWHUV�KDG�ZRUNV�LQ�PDMRU�LQWHUQDWLRQDO�FROOHFWLRQV�DQG�JDOOHU\�DQG�PXVHXP�VKRZV�OLQHG�XS��´�:H�KDYH�
KXJH�ZDLWLQJ�OLVWV�µ�VD\V�WKH�/LJD�JDOOHU\·V����\HDU�ROG�GLUHFWRU�&KULVWLDQ�(KUHQWUDXW��ZKR�FRQWLQXHV�WR�ZRUN�
ZLWK�VHYHUDO�RI�WKH�DUWLVWV�DQG�ZLOO�RSHQ�KLV�RZQ�VSDFH�LQ�D�FRQYHUWHG�JDUDJH�HDUO\�QH[W�\HDU��´7KHUH�DUH�
YHU\�IHZ�ZRUNV�DYDLODEOH��VR�ZH�FDQ�EH�FKRRV\�DQG�WU\�WR�SODFH�WKHP�LQ�GLVWLQJXLVKHG��SUHIHUDEO\�SXEOLF��
FROOHFWLRQV�
�����(KUHQWUDXW�LV�RUJDQL]LQJ�D�VKRZ�RI�\RXQJ�*HUPDQ�DUWLVWV��LQFOXGLQJ�WKUHH�RI�WKH�/HLS]LJ�SDLQWHUV��DW�WKH�
0DULDQQH�%RHVN\�*DOOHU\�LQ�1HZ�<RUN�IURP�6HSWHPEHU����WKURXJK�2FWREHU����+H�ZDV�DOVR�LQYLWHG�E\�$UW�
%DVHO�0LDPL�%HDFK�GLUHFWRU�6DPXHO�.HOOHU�WR�DSSO\�IRU�WKH�IDLU·V�$UW�3RVLWLRQV�VHFWLRQ��HYHQ�WKRXJK�WKH�DS�
SOLFDWLRQ�GHDGOLQH�KDG�DOUHDG\�SDVVHG��7R�FRLQFLGH�ZLWK�WKH�'HFHPEHU�IDLU��WKH�5XEHOO�)DPLO\�&ROOHFWLRQ�LQ�
0LDPL�%HDFK�LV�SODQQLQJ�D�VKRZ�WKDW�LQFOXGHV�VHOHFWHG�ZRUNV�E\�WKH�/LJD�DUWLVWV��VHYHUDO�PHPEHUV�RI�WKH�
JURXS�KDYH�XSFRPLQJ�VROR�H[KLELWLRQV��DQG�5XFNKDEHUOH�LV�WKH�ILUVW�WR�KDYH�RQH�LQ�1HZ�<RUN��+LV�VKRZ�RSHQV�
DW�WKH�/)/�*DOOHU\�RQ�-XQH����
�����7KH�PHWHRULF�ULVH�RI�WKH�/LJD�SDLQWHUV��ZKR�UDQJH�LQ�DJH�IURP����WR�����KDV�EHHQ�FRPSDUHG�WR�WKDW�RI�
WKH�<RXQJ�%ULWLVK�$UWLVWV�LQ�WKH�ODVW�GHFDGH��´,W·V�OLNH�EDFN�LQ�¶����ZKHQ�WKH�ZKROH�ZRUOG�ZDV�WDONLQJ�DERXW�
WKH�DUWLVWV�ZKR�FDPH�IURP�*ROGVPLWKV�&ROOHJH�LQ�/RQGRQ�µ�VD\V�*HUG�+DUU\�/\ENH��RZQHU�RI�WKH�JDOOHU\�(,�
*(1���$57�LQ�%HUOLQ�DQG�/HLS]LJ�DQG�D�FORVH�IROORZHU�RI�/LJD·V�PRYHPHQWV��´1RZ�LW·V�WKH�/HLS]LJ�DFDGHP\µ�
�����/LJD�H[SORGHG�RQWR�WKH�VFHQH�DW�D�WLPH�ZKHQ�FROOHFWRUV�ZHUH�UHDG\�WR�HPEUDFH�SDLQWLQJ��ZKLFK�IRU�\HDUV�
KDG�EHHQ�VRPHZKDW�RYHUVKDGRZHG�E\�SKRWRJUDSK\�� ILOP�DQG�YLGHR�DUW�� LQ�WKH�UHFHQW�ZDYH�RI�ILJXUDWLYH�
SDLQWLQJ��DV�SUDFWLFHG�E\�VXFK�SURPLQHQW�DUWLVWV�DV�3HWHU�'RLJ��0DUOHQH�'XPDV��(OL]DEHWK�3H\WRQ��/LVD�5X\WHU�
DQG�/XF�7X\PDQV��WKHVH�PHGLXPV�FRQWLQXH�WR�SOD\�D�FHQWUDO�UROH�DV�D�VRXUFH�RI�LPDJHV��0DQ\�RI�WKH�/HLS]LJ�
SDLQWHUV�DOVR�ZRUN�IURP�SKRWRJUDSKV��DQG�WKHUH�LV�WUHPHQGRXV�LQWHUHVW�LQ�WKLV�W\SH�RI�SDLQWLQJ�ULJKW�QRZ��´�
7HQ�\HDUV�DJR��SDLQWLQJ�ZDV�WRWDOO\�XQVH[\�µ�VD\V�/\ENH�¶·\HW�QR�RQH�HYHU�SDVVHG�RQ�WKDW�LQIRUPDWLRQ�WR�WKH�
/HLS]LJ�DFDGHP\��%XW�WKH\�GLG�QRW�ZDQW�WR�NQRZ�DQ\ZD\�µ�
�����,QWHUHVW�LQ�WKH�/LJD�SDLQWHUV�KDV�EHHQ�VSXUUHG�E\�WKH�VXFFHVV�RI�DQRWKHU�/HLS]LJ�DUWLVW��1HR�5DXFK��WKH�
���\HDU�ROG�SDLQWHU�ZKRVH�FDUHHU�WRRN�RII�LQ�WKH�PLG���·V��´1HR�5DXFK�UHDOO\�NLFN�VWDUWHG�WKH�FRPHEDFN
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RI�QRQDEVWUDFW�SDLQWLQJ�LQ�*HUPDQ\�DQG�LQ�/HLS]LJ�LQ�SDUWLFXODU�µ�VD\V�/\ENH��ZKR�KDV�UHSUHVHQWHG�5DXFK�
VLQFH�������(KUHQWUDXW��ZKR�ZDV�/\ENH·V�DVVLVWDQW�IRU�WKUHH�\HDUV��QRWHV��´3HRSOH�ZHUH�FXULRXV�IRU�PRUH�
EHFDXVH�5DXFK�FUHDWHG�VXFK�D�VHQVDWLRQ�µ��5DXFK�DFWXDOO\�WDXJKW�VRPH�RI�WKH�/LJD�DUWLVWV�ZKLOH�DVVLVWLQJ�
KLV�IRUPHU�SURIHVVRU�$UQR�5LQN���
�����:KHQ�WKH�RULJLQDO�ILYH�/LJD�DUWLVWV�GHFLGHG�WR�HVWDEOLVK�WKHLU�RZQ�JDOOHU\�LQ�%HUOLQ�WR�VKRZFDVH�WKHLU�ZRUN��
WKH\�LQYLWHG�VHYHQ�IHOORZ�SDLQWHUV�IURP�WKH�DFDGHP\�WR�MRLQ�WKHP���3HWHU�%XVFK��7LP�(LWHO��7RP�)DEULWLXV��
2OLYHU�.RVVDFN��-RUJ�/R]HN��%HD�0H\HU�DQG�-XOLD�6FKPLGW��7KH\�UHQWHG�D�VPDOO�VSDFH�D�VKRUW�GLVWDQFH�IURP�
WKH�PDLQ�FOXVWHU�RI�JDOOHULHV�LQ�%HUOLQ�0LWWH�DQG�RSHQHG�LQ�WKH�VSULQJ�RI������ZLWK�WZR�FRQVHFXWLYH�JURXS�
VKRZV��IROORZHG�E\�D�VHULHV�RI�VROR�H[KLELWLRQV�IRU�HDFK�RI�WKH�DUWLVWV��)URP�WKH�EHJLQQLQJ��WKH�UHVSRQVH�ZDV�
RYHUZKHOPLQJO\�SRVLWLYH��&ROOHFWRUV�FRXOGQ·W�JHW�HQRXJK��DQG�PXVHXP�FXUDWRUV�ZHUH�VWHSSLQJ�RYHU�HDFK�
RWKHU�WR�OLQH�XS�ZRUNV�IRU�VKRZV�
�����(DUO\�ODVW�\HDU��(LWHO�ZDV�LQFOXGHG�LQ�´GHXWVFKHPDOHUHL����µ��´*HUPDQ�SDLQWLQJ�����µ���D�VXUYH\�H[�
KLELWLRQ�RI�PRUH�WKDQ����\RXQJ�*HUPDQ�DUWLVWV�DW�WKH�)UDQNIXUWHU�.XQVWYHUHLQ��7KH�0XVHXP�GHU�%LOGHQGHQ�
.XQVWH�LQ�/HLS]LJ�PRXQWHG�´6LHEHQ�PDO�0DOHUHLµ��´6HYHQ�7LPHV�3DLQWLQJµ���D�VKRZ�RI�QHDUO\����ZRUNV�E\�WKH�
/LJD�JURXS�WKDW�UDQ�IURP�$SULO�WKURXJK�-XQH�������7KHVH�H[KLELWLRQV�LQ�SDUWLFXODU�ZHUH�KHUDOGHG�DV�FRQILUPD�
WLRQ�RI�WKH�FRPHEDFN�RI�SDLQWLQJ�LQ�*HUPDQ\�
�����(YHQ�WKRXJK�/LJD�FDPH�WR�SURPLQHQFH�DV�D�JURXS��WKH�ZRUN�RI�LWV�PHPEHUV�LV�TXLWH�GLYHUVH��DQG�XQ�
VXUSULVLQJO\��WKHLU�FRKHVLYHQHVV�LQHYLWDEO\�ZDQHG��´7KH\�DUH�DOO�YHU\�GLIIHUHQW�DUWLVWV��DV�PXFK�DV�WKH\�DUH�
LQGLYLGXDO�SHUVRQDOLWLHV�µ�VD\V�&RSHQKDJHQ�GHDOHU�1LFRODL�:DOOQHU��ZKR�LQFOXGHG�5XFNKDEHUOH��:HLVFKHU��(LWHO��
%XVFK��6FKQHOO�DQG�%DXPJDUWHO�LQ�D�0DUFK������VKRZ��%XW�KRZHYHU�GLYHUVH�DQG�LGLRV\QFUDWLF��WKHLU�ZRUN�KDV�
FRPPRQ�DVSHFWV��7KH\�SDLQW�VLPLODU�VXEMHFWV���ODQGVFDSHV��XUEDQ�YLHZV�DQG�LQWHULRUV��RIWHQ�ZLWK�ILJXUHV���
ZKLFK�DUH�XVXDOO\�GLVWRUWHG�LQWR�VXUUHDO�LPDJHV�IXOO�RI�VWUDQJH�IDQWDVLHV�DQG�DUWLILFLDO�FRQVWUXFWLRQV��$QG�DOO�
DUH�KLJKO\�VNLOOHG�SDLQWHUV��SURGXFWV�RI�WKH�/HLS]LJ�DFDGHP\·V�WUDLQLQJ��7KH�ILUVW�WZR�\HDUV�DW�WKH�VFKRRO�DUH�
GHYRWHG�WR�D�KLJKO\�VWUXFWXUHG�DFDGHPLF�VWXG\�SURJUDP��ZLWK�D�SDUWLFXODU�HPSKDVLV�RQ�SRUWUDLW�DQG�QXGH�
VWXGLHV��´9LVLWV�WR�WKH�ORFDO�]RR�WR�GUDZ�UKLQRV�DUH�PRUH�UXOH�WKDQ�H[FHSWLRQ�µ�VD\V�(KUHQWUDXW�
�����)RXQGHG�LQ�������WKH�/HLS]LJ�DFDGHP\�LV�RQH�RI�*HUPDQ\·V�ROGHVW�DUW�VFKRROV��,WV�WUDGLWLRQ�RI�ILJXUD�
WLYH�SDLQWLQJ�GDWHV�EDFN�WR�������ZKHQ�WKH�ILUVW�SDLQWLQJ�FRXUVH�ZDV�HVWDEOLVKHG��6RPH�RI�WKH�IRUPHU�(DVW�
*HUPDQ\·V�PRVW�LPSRUWDQW�SDLQWHUV��VXFK�DV�:HUQHU�7XENH��:ROIJDQJ�0DWWKHXHU�DQG�%HUQKDUG�+HLVLJ��KDYH�
WDXJKW�DW�WKH�DFDGHP\��DQG�LQ�WKH�����V�DQG�¶��V��WKHLU�VWXGHQWV�LQFOXGHG�/LJD�WHDFKHUV�:ROIJDQJ�(EHUV�
EDFK��6LJKDUG�*LOOH�DQG�$UQR�5LQN��6LQFH�WKH�UHXQLILFDWLRQ�LQ�������/HLS]LJ�KDV�DWWUDFWHG�VWXGHQWV�IURP�DOO�
RYHU�*HUPDQ\��´,W�LV�D�FRPSOHWH�PLVFRQFHSWLRQ�WKDW�WKLV�LV�DQ�(DVW�*HUPDQ�SKHQRPHQRQ�µ�VD\V�/\ENH�
�����:KHQ�WKH�JDOOHU\�FORVHG�LQ�ODWH�$SULO��LW�KDG�DFKLHYHG�HYHQ�PRUH�IRU�WKH�JURXS�WKDQ�LQLWLDOO\�H[SHFWHG��´,W�
ZDV�DOZD\V�LQWHQGHG�WR�EH�D�WZR�\HDU�SURMHFW��:H�ZDQW�WR�DYRLG�MXVW�JRLQJ�URXQG�LQ�FLUFOHV��DQG�LQ�WKH�SDVW�
WZR�\HDUV�ZH�HVWDEOLVKHG�JUHDW�FRQWDFWV�ZLWK�JDOOHULHV��PXVHXPV�DQG�FROOHFWRUV��ZKLFK�LV�D�JUHDW�VWDUWLQJ�
SRLQW�IRU�WKH�IXWXUH�µ�VD\V�(KUHQWUDXW��:KHQ�KH�RSHQV�KLV�RZQ�JDOOHU\�LQ�)HEUXDU\�������KH�SODQV�WR�UHSUH�
VHQW�%DXPJDUWO��.REH�DQG�5XFNKDEHUOH��DV�ZHOO�DV�WKH�SDLQWHU�GXR�$EHW]�	�'UHVFKHU�DQG�+DQRYHU�LQVWDOODWLRQ�
DUWLVW�DQG�VFXOSWRU�6WHIDQ�5RLJN�
�����2WKHU�/HLS]LJ�SDLQWHUV�KDYH�VLJQHG�RQ�ZLWK�JDOOHULHV�LQ�YDULRXV�FLWLHV��(,*(1���$57�LV�ZRUNLQJ�ZLWK�(LWHO��
:HLVFKHU�DQG�6FKQHOO��%XVFK�KDV�MRLQHG�WKH�/HLS]LJ�JDOOHU\�.OHLQGLHQVW��:KLWH�&XEH�LQ�/RQGRQ�LV�WDONLQJ�WR�
.REH�DERXW�GRLQJ�D�VKRZ��$QG�WKH�OLVW�JRHV�RQ�
�����7KH�ODVW�WLPH�D�JURXS�RI�\RXQJ�*HUPDQ�SDLQWHUV�VKRW�WR�PHWHRULF�IDPH�ZDV�LQ�WKH�����V��ZKHQ�WKH�VR�
FDOOHG�-XQJH�:LOGH��LQFOXGLQJ�5DLQHU�)HWWLQJ�DQG�6DORPH��HQMR\HG�D�PRPHQW�RI�FHOHEULW\�EHIRUH�GLVDSSHDULQJ�
DOPRVW�DV�TXLFNO\��6RPH�ZRUU\�WKDW�D�VLPLODU�IDWH�FRXOG�EHIDOO�WKH�/HLS]LJ�JURXS�
�����7KRXJK�\RXQJ��WKHVH�DUWLVWV�DUH�VDYY\�DQG�ZHOO�JURXQGHG��$OO�RI�WKHP��ZLWK�WKH�H[FHSWLRQ�RI�(LWHO��ZKR�
VSHQGV�SDUW�RI�KLV�WLPH�LQ�%HUOLQ��VWLOO�OLYH�DQG�ZRUN�LQ�/HLS]LJ��´7KH\�DUH�KDQGOLQJ�LW�YHU\�ZHOO�DQG�NHHSLQJ�
OHYHO�KHDGHG�µ�(KUHQWUDXW�VD\V��´7KH\�FRQFHQWUDWH�RQ�WKHLU�ZRUN�DQG�GRQ·W�OHW�WKHPVHOYHV�EH�SUHVVXUHG�E\�
WRR�PDQ\�VKRZV�DQG�WKH�QHHG�IRU�LQFUHDVHG�RXWSXW�µ
�����)RU�WKLV�WDOHQWHG�JURXS��WKH�SUHVVXUHV�DUH�VXUH�WR�LQWHQVLI\�ZLWK�WKHLU�JURZLQJ�LQWHUQDWLRQDO�VWDWXUH��´(Y�
HU\�WLPH�QHHG�LWV�KHURHV�µ�TXLSV�/\ENH��´:H�DUH�ZLWQHVVLQJ�WKH�ULVH�RI�D�QHZ�JHQHUDWLRQ�RI�DUWLVWV�µ

$UW�$XFWLRQ��-XQH�������S����������



“I believe that art is recording, I think itʼ’s reporting” [*J

     In discussing the practice of Julia Shmidt one cannot avoid 

her inherent resistance to the seemingly self-assured repeti-

tion of ʻ‘serial workʼ’ and the implicit conformity of an explicit 

ʻ‘trademark styleʼ’ in the context of painting today. Shmidt 

decides instead on traces, details, omissions and shifting 

thematic interrelations which organize her work in terms of 

cycles, or groupings -clusters, and which consistently rever-

berate concerns ʻ‘Nith value and artifice, use and ornament.

     Schmidt deploys the materiality of paint to support these 

formal, contextual and idea-driven investigations in surfaces 

rendered from high-gloss or densely layered murk, switching 

from opulent detail to vacant or blurred frame -a procedure 

that disturbs, willfully instilling a tension in the experience of 

viewing. This serves to disrupt the smooth processes of easy 

readings, foregrounding the role of the viewer, and crucially 

echoes the rough problematic of (a) paintings potential as 

discursive device or entropy as mute, exclusive decoration.
Mark Hamilton

[*J Francis Bacon as quoted by Jan Thorn Prikker and 
Gerhard Richter / “Writings 1962 - 1993/The Daily 
Practice of Painting” / p. 198/ published by Thames and 
Hudson / Anthony dʼ’Offay Gallery, 1995


