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Julia Lohmann: A Human Intervention

Intervention may be the best way to describe the
process of artistic transformation. Artists intervene in
the apparent nature the apprehended character of the
materials or objects. concepts or media which attract
their interest. provoke their curiosity . focus their rest
less minds. By changing the inert properties of the given
substance or thing —by effectively imbuing those proper
ties with a new dynamism through the introduction of al
ternate forms and meanings artists turn mere stuff into
paradigms for ¢improved) living. alternate modes of
shaping the world around them. new ways of making
dreams real. Artists intervention does not always take
an expected form. and can often be foreign to the origi-
nal role or function of the things in which they are inter

vening; but the intervention. no matter how radical or




how subtle, is invariably catalytic.

The modern method of assemblage may be the
quintessential demonstration of such intervention, based
as it is on the artist’s trust that things already in the
world will lend themselves to transformation, transfor-
mation that comes out of, in fact comments upon, but is
destined ultimatety to transcend the original significance
any item incorporated into the assemblage may have for
any viewer. Intervention takes the form of re-construc-
tion and re-contextualization; the meaning of a thing be-
comes at once amplified, negated and perverted. In-
deed, the multiplicity of possibilities for associative
meaning in an assemblaged element may be the most
substantial transformation of its character. It once
“meant” one thing: now it means many things.

Julia Lohmann’s objects make overt this process of
transformation. Her emphatic intervention, effected
through the use of everything from (iraditional) paint to
new photographic technelogies, is so lucid as to come
across almost as didactic. But Lohmann does not com-
promise her transformative skills in order to show how
the “magic” of intervention works. She shows instead
how various the workings of that magic can be. Further-
more, while making the process of intervention that
much clearer, Lohmann expands its scope in an unusual
manner. That is .at the same time she intervenes in her
media, she has her media intervene in her.

Lohmann incorporates X-rays of her own body, as
well as of others, into a number of her assemblages.
This might seem to “anchor™ her works conceptually in
an exploration of the self. But in fact the constructions
evince no other imposition of selfhood, no other indica-
tor of the artist’s presence in a physical manner. Even
the strokes of paint which bedeck various of the assem-
blages manifest little (if any) of Lohmann's presence., in
their touche or color. They do bespeak the human pres-
ence in general, however, revealing the intervention, if
not of Lohmann’s hand per se. then at least of a human
hand. Likewise, the X-rays may not be identifiable as
Lohmann’s, but they are identifiable as a human’s.

Lohmann's multi-tiered intervention, then, affirms
not so much her authorship — although overall her art
does manifest clear stylistic earmarks — as the vital
presence of the human being. And the work affirms this
presence in the context of —as against and along with—
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technology. Whether imposing paint(that cipher for hu
man creativity ) on found airplane wings tembodying the
poignancy of human aspiration and mechanical failure ) ;
tying sheets of distressed metal (again conveying a
poignancy . this time of age and wear) with rolls of ob
solete film stock (which belies the “magic” of technolo
gy by revealing its palpability ; or combining X rays (the
human revealed beneath the skin through technology )
with other. especially discarded objects (technology it
selt revealed as disposable, short-lived. mortal ).
Lohmann points at the actual confluence of humanity and
technology. Knowing that technological materials can
symbolize an alien and threatening context to so many
of us in this ecologically and socially troubled time, she
seeks to reassure us that technology itself is only as
powerful as we are and is only as beneficial or harmful
as we are. because it is only an extension of ourselves.
commonly and even individually.

It might be said that any artwork engaging any kind
of image. sound or information reproduction conveys
such reassurance. But Lohmann’s art communicates that
message overtly and deliberately. |t may use such re
productions (as with the X rays) to do so: or it may
simply incorporate the basic materials of such reproduc
tion in the creation of provocative  structures.
Lohmann’s work invariably relies. however . on unantic
ipated . formally clear yet grittily expressive concatena
tions of stuff-stuff which testifies to the intervention of
the artist. of other human beings. of other materials and

processes. and of time itself.

Peter Frank
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A Sprig of Green for Julia

In “Fern Hill".Dylan Thomas’s moving lyric reflec-
tion on his own mortality . the poet thinks back 1o a time
of carefree innocence. “happy as the grass was
green. * He concludes with the lines.

"0Oh. as | was young and easy in the mercy of his
means,

Time held me green and dying

Though | sang in my chains like the sea. ”

In the simple phrase “green and dying"” Thomas
suggests that the same force which lends life also trig-
gers the inevitable mechanisms of decay. The tender.
quickening leaves of Spring already contain the botani-
cal “program” for the withered, falling leaves of Au-
tumn. Leaves. as the songwriter tells us, “of red and
gold. ™

The inherent ambiguity of colour symbolism sug-
gests an approach to the recent installations Julia
Lohmann has created around the theme of green. In her
recent show at the Duesseldorf Gallery of Hete A. M.
Huenermann, a band of green-painted panels mounted
at floor level took the measure cof the space and thus de-
fined and closed it as though through a hedge. At the
same time, the border suggested an opening to the his-
toric Hofgarten where the Huenermann Gallery is situat-
ed. The multiplicity of association was reinforced by the
painter’s lush technique, with fields of colour and rhyth-
mic brushstrokes applied in consecutive layers. In earli-
er and structurally even more elaborated works, this
hide-and-seek technique could create the effect of a



palimpsest. whose “decoding” often revealed mysteri
ous figures hovering within the veils of colour.

Though figurative allusions are now almost entirely
suppressed. the sense of something riddlesome re
mains. In all of its shades and hues and associations.
the colour green becomes a multifaceted metaphor . for
life and death. hope and despair. innocence and ill
ness. Yet it remains —and this is perhaps the ultimate
paradox —a physical phenomenon created by the refrac
tion of light with a wavelength of 487 to 566 nanome
ters. It is also the hue that results from mixing the pri-
mary colours of blue and yellow . each of which. in turn.
is freighted with its own complex symbology.

To immerse oneself in these paintings. with their
richly textured surfaces. is thus to plunge intc a sea-
green world of broken narratives and conflicting clues.
Here we encounter jealousy (“green with envy ™) and
sickness (“green around the gills™). innocence ("a
green youth "} and promise (“How Green Was My
Valley™). Seduction is here (to give a woman “a green
gown” is to roll with her in the grass) and even burial
(Tybalt is described. in Shakespeare's Romeo and Juli-
et, as “but greene in earth. - festering in his
shrow’d. ). The colour of emeralds. oceans. Eden and
Greenpeace is also the colour of uniforms. putrefaction
and. through both its Greek and Latin roots. the eye
disease known as glaucoma. Green thus suggests blind
ness. even as it suffuses the olive branch of peace.

Like painting itself. colour becomes perceptibly
“real” only through the eye of a beholder equipped to
decode its physical structures. Yet this is a process that
can never be measured in purely objective terms. for it
is influenced by a host of complex associations — his
toric. mythological . religious. literary. even bioclogical
fliters that affect our perception. The grass is indeed
greener on the other side of the fence. since distance
compacts the individual blades intc a consistent field
and thus intensify its hue. Draw near and they sepa
rate., peling even as they reveal delicate individual
structures and intricate forms. Like the paintings of Julia
Lohmann.

David Galloway

David Galloway holds the Chair of American Stud
ies at the Ruhr University in Bochum. Germany. and is

editor-in-chief of German American Cultural Review.
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Yellow

The colour yellow was one of the main subjects of
my work from 1987 to 1994. The main piece is Belem,
yellow space . between Amazonas. Colorado and Indus.
“This is the title of a piece” which | made in 1993.

| want to give a description of that work in the con
text of ist spiritual development.

The colour yellow was a challenge for my way of
painting. Yellow is a colour that is not easy to be mixed

up with another colour without loosing the yellow char
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acter. Soon it gets muddy and dull or you have green
or orange. Yellow is a colour full of light. next to the
white light. Yellow is like a beam or a lamp it does noth-
ing but shining.

For a long time | could not paint yellow . only yellow
| mean. | painted yellow only in a contrast to dark blue.

Yellow is the colour of desert. The first desert |
saw was around the Dead See in Israel in 1982. The light
was s0 strong that | hardly opened my eyes.

In 1987 | experienced the Yemen desert. the colour
of the Arabian desert: yellow. | could only bear it
through sun-glasses.

It was also the first time for me to experience such
a heat. The sun hit the earth and all was yellow. Build-
ings were built from bricks baked from the earth and
gave the yellow some structure. People emerging in the
yellpw looked like jewelry, their colourful or white
cloths were shining. in the sand silicate was glittering
like silver.

It was the deserts where the monotheist religions
were born. Elder religions like Inka and Germans wor-
shiped the sun.

In 1990 ! saw the colourful American deserts in the
Colorado area. | visited Oraibi, the Grand Canyon,
Brice Canyon and the painted desert.

| found the word and the material yellowcake there,
yellowcake is the name for overlefts/trash from uranium
mills and it is still 0% shining like uranium shines (pol
luted areas . creating cancer). Invisible beams and heat
are words which give you the aspect of death in yellow.

| collected more meanings of yeliow: Communica-
tion is yellow. The signet of the post. the horn and
therefore the mail is yellow in Germany, also the public
telephone cabins are yeliow in the yellow pages you can
find craftsmen and offices.

There is the yellow press in England meaning low
level or gossip journalism. The English painter from
15th. century, Aubrey Beardsley, published yellow
books. Their contents was fin-de-siecle decadence and
pornographie.

Yellow and black stripes means “be careful”. Also
yellow and black: radio activity.

The bees wax and honey are yellow. The body pro-
duces yellow slime and piss.

There are some sickness like yellow fever, the

10
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white of your eye-ball can turn into yellow :the German
word for hepatitis would be translated into the addiction
to yellow.

The planets. the sun the moon the stars. the light is
yellow.

The symbol of Soclomon was perverted into racism .
the “yellow star"which the Jews had to wear under the
German Nazis. The Hexagon is yellow and the yellow
space is developed from the form of the hexagon- (look
with an insects eye. build a honeycomb. put the trian
gels of heaven and earth together ). Yellow describes
the field between life and death. Light creates life and
light kills life. Do not forget sulphor and phosphor and
lemons . bananas. lots of fruits and flowers. the crops.
the corn. the safran and the yellow birds. Canaries.
those pets which are sometimes used as living testers
for gas. they were the first to enter the Tokio subway
after the terror gas attack. gas a chemical weapon. one
has a yellow name :yellow cross gas.

Yellow danger is a bad word for Chinese. yellow is
the Chinese emperor’s colour. the colour of the Sighs.
in Pakistan a symbol for springtime.

Yellow turned into gold is the medieval’s place of
god and heaven. gold is money . the coin is a circle. the
sun is round. a child paints a yellow sun with eyes and
mouth smiling . the smily icon on your computer is yel-
low . postmodern index for the sun.

In 1992 in Belem. Para. Brasil | bought a yellow
moskitonet and | had the idea to create the yellow space
which would be the container for all these yellow mean
ings and materials. The construction is synthesized ma-
terials from different sources. Ambivalence and contra
diction of heterogeneous expressive dimensions combine
under the conception of yellow. From near you still see
the disparate fragments. seen from far away they end
up in a sort of spacial harmony which is constituted un
der the formal aspect of yellow. This is what the world
looks like. Fragments. Disparacies put together to bring
up a new bearable imagination. Therefore before all
other meanings the yellow space is a spiritual space and
later it can be compared with a golden cage. exotic
bird’s house. a day's dream. The location is some

where in the desert between three mighty rivers.

Julia Lohmann
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