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A small essay of notes on notable interiors by artists, in the hope that interior design and 
the seamless merger between home and studio space be studied by future generations of 
art historians. 

A few years ago, I had the privilege of seeing both the studios of Heimo Zobernig 
and Peter Kogler in Vienna. I stayed at the home of their friend, theater costume designer, 
Clarisse Praun Maylunas. Though Vienna’s art community is tight-knit, there is not 
necessarily intense fraternization among its leading figures, and Franz West’s teasing of 
junior figures is legendary. When I met with Heimo, Peter, and Clarisse, it seemed they 
were unaware of each other’s homes, and that there were significant areas of overlap 
between the male artist’s studios – to my surprise, there were numerous interesting 
similarities. They seem to indicate a common contemporary aesthetic in the formulation 
of the artist’s studio, far removed from the clutter of a late nineteenth century painter’s 
atelier. In fact, that atelier was more closely represented in the domicile of Praun-
Maylunas, whose mother was a noted Viennese painter. 

Heimo Zobernig’s studio is located in a relatively unpretentious block of brick 
buildings, early twentieth century small industry comes to mind. Inside, however, poured 
concrete floors and a spartan interior evoke the semaphores of contemporary art, and its 
systems, transporting the spectator to New York City, or Paris, or any other metropolis 
where contemporary artist’s loft style is denoted by a strict espousal of sleek minimalism, 
and understated, if monochromatic color palette. If artistic similes were to come to mind, 
it is forerunners such as Donald Judd in Soho and Marfa, Texas, or the loft interiors 
of artists such as John Chamberlain, whose central space was dominated by a sawn 
Styrofoam agglomeration covered by white parachute cloth. 

Just a few Bezirke away from Zobernig, artist Peter Kogler inhabits a Viennese 
building that also radiates industrial expediency and production, with a very similar 
chromatic and material vibration. Both artists hail from a region where artists and 
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architects notoriously did not shy away from designing furniture, or glass, even costume, 
with figures from the Wiener Werkstätte a well-known Vorbild. In fact, both Zobernig and 
Kogler have undertaken many collaborations with manufacturers in the fields of porcelain, 
carpets, glassware, jewelry, and even a swimming pool (Kogler). Peter Kogler collaborated 
on the interior with his wife, Tanja Kogler-Rainer. Again, Franz West comes to mind 
– his iron and African fabric-clad sofas, tables, chairs, and mirror pieces first confounded 
the art world in the 1980s when he made clear that the props for his performances were 
art objects, as well as design. Art multiples producers such as Austria’s Artelier (Graz), 
saw an arena for a hybrid product that could be both and neither art nor design, and 
quickly developed objects that could exist as art and as furniture. Zobernig’s well-known 
1990s bookshelf for Artelier, a spare MDF construction that could be adapted by the 
client within a basic general parameter, was one such work; it was a direct response to 
the idea of books as artworks, premiered in the works of artists such as Joseph Kosuth 
or the Conceptual ilk. Zobernig transformed the stage of the books, their container, into 
a conceptual Readymade and sculpture.

Barbara Bloom, Guillaume Bijl, Alan Belcher, Cindy Sherman, and many other 
figures from the 1980s flirted on the line between historical forms of furniture and their 
appropriation and subversion. This sensitivity to form led some artists to embrace style 
excesses more extremely – Jeff Koons, or Richard Prince, for example – played on ideas 
of good taste and usefulness in what seemed like furniture or theater props more than 
sculptures. One may think of the gilded mirrors of Koons, or the cast aluminum train set 
or cocktail shakers of Richard Prince. At the same time, in the 1980s, despite the Wall 
Street abode of Jeff Koons, by and large, the actual environs of artists, their studios and 
homes, were nowhere near the Zen temples that now encompass modern living in the 
arts and beyond. They were ramshackle tatty places, still with a nod toward Ab Ex and 
the creative figure spewing out ideas in a climate of mayhem. 

We can see a transformation, from this deliberately Bohemian model of art and 
life, in the 1960s, when artists and their agents such as George Maciunas and the Fluxus 
artists occupied abandoned factory buildings in Lower Manhattan, espousing industrial 
architecture and its pressed tin ceilings as domestic architecture, giving way, in some 
sense, to the factory aesthetic, or Factory aesthetic, and industry as style, the precursor 
to the minimalist home-as-office-as gallery we see today in Vienna, but also in New York, 
London, or Tokyo. 

Interestingly, both Kogler and Zobernig employ an Yves Klein/Kasimir Malevich 
palette – indigo blues, blacks, and the occasional gray or white intrusion, in their homes. 
In the home/studio of Zobernig, a central minimal kitchen island functions as a necessary 
additive to spaces that are as bare and spare as possible. A bed is covered in a fabric 
designed by Zobernig. Exercise machines. A closet filled with carefully arranged hand-
tailored clothes looks uncannily similar in palette and material to the outfits in the closet 
of Kogler. Racks with handmade black shoes in the home of Zobernig. A carpet pieced 
together with many branded car rugs (Ferrari, Lamborghini, Fiat, et al.); an idea of Martin 
Kippenberger, realized by Zobernig.

In the studio of Kogler, an airy curtain patterned with his signature digital 
renderings of far-off dimensions ripples across a window surface. Low modern couches; 
an office area filled with ergonomic chairs, large computers, and spaces in which to build 
maquettes and art. Both Kogler and Zobernig work with a global network of galleries, 
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and exhibit in spaces that don’t look dissimilar from the environments they live in. The 
administration of art, its cataloguing and archiving and fabrication are aesthetics that 
have gone from the Index cards of Robert Morris, and filing cabinets of Art & Language 
and Kosuth, to the office as home – a jump in aesthetic owing its genesis to a belief that 
indexing and certifying are beautiful in themselves. No wonder, then, that the aesthetics 
of the minimal gallery/office become the décor of the home. 

An updated version of this domestic tendency is Kufu 142, the 2012 project of 
Meyer-Grohbrügge and Sam Chermayeff in Berlin. https://samchermayeffoffice.com/
project/building-group-kurfurstenstrasse/ It is a utopian living arrangement, signaled 
to this author by Ute Meta Bauer, a denizen of the experiment, as well as curator and 
professor at Singapore’s NTU University. Interestingly, Bauer, too, comes out of the 
conceptual art cauldron. She hails from Stuttgart and was in the circle of Achim Kubinski, 
gallerist and close friend of Joseph Kosuth, whose Olgastrasse 109, founded in 1979, was 
also a precursor and epitome of the artist’s designed space we know today. It grew directly 
out of the ideas shared with artists including Carl Andre, Günther Förg, Dan Flavin, 
and Joseph Kosuth. Kubinski inhabited a gracious bourgeois apartment in a building 
in downtown Stuttgart and in 1979 started an art academy (which he led, clad in tennis 
shorts, and swinging a racket), which subsequently became a fascinating artistic living 
experiment. He invited successive artists of the highest stature to create works inside 
it, yielding a strangely harmonious and beautiful space, where walls wall-papered by 
Joseph Kosuth alternated with striped windows by Daniel Buren, an MDF floor by Imi 
Knoebel, and tilted photos by Guenther Förg, among others. Kubinski knew the value of 
the commodity artwork/appropriated object in the post-Duchampian manner of Sherrie 
Levine, Richard Prince and Jeff Koons, but was harking back to an idea of the artist’s 
interior with in an early twentieth century aesthetic. Bauhaus predecessors come to mind, 
if not Suprematist interiors. The space would have a significant effect on the yet-to-be 
historicized work of Stuttgart-based artist, Richard Merkle, whose “wall chairs,” and tables 
collapsed the difference between art, painting, sculpture, and design perfectly responded 
to the project of Kubinski. A few years after Kubsinki, and possibly in dialogue, Jan Hoet 
explored the idea of studio/home space in his historic 1986 exhibition, Chambres d’Amis, 
in which Belgian homeowners in the town of Ghent opened their homes to artists, who 
were invited to create art for the interiors. This international group exhibition created an 
ever broader base for an aesthetic of lifestyle as art. In the late 1980s, Kosuth organized 
The Play of the Unsayable, at the Palais des Beaux Arts in Brussels. In this exhibition, 
furniture and artworks were juxtaposed, including furniture-artworks by Franz West, 
and the difference between life and art props were further elided. Interestingly, the 
catalogue was designed by the young Dimitri Jeurissen, who went on to found BASE, 
a communications study with international offices responsible for promulgating the look 
of a type-based post-conceptual design aesthetic, worldwide. 

Chermayeff’s Berlin building is not an artwork, it itself, but is architecture, 
a beautiful glass building with roots not only on Madison Avenue, or in the works of 
Walter Gropius and Mies van der Rohe, but also in the utopian projects of artist collectives 
throughout the twentieth and twenty-first centuries. When I visited it over the summer 
of 2025, I was able to see interior spaces thanks to inhabitant and apartment proprietor, 
Carson Chan the Chief Curator and Director of Curatorial Affairs of the new Museum of 
Architecture and Design in Helsinki. Here we have a building originally designed to house 
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a communal kitchen, in which apartments are open view on the street level, and featuring 
unbroken spaces that can, at will, lead to neighboring apartments. Frequently, one can 
see materials more conventional for outside construction than domestic interiors. Chain 
link, traditional material for urban fencing (or the artworks by Cady Noland), serves as 
wall divider or staircase protection inside the living complex, much as other kinds of 
metals – once deemed construction material – are employed to denote lived space. The 
communal kitchen idea at the outset of the project soon became obsolete, but a common 
garden exists in a courtyard area, and on a carefully tended rooftop space. Judging by the 
photographs supplied by the architects, the denizens, a wide-ranging group of creatives, 
enjoy the spaces even with full-on view from the street, and each resident adapts the 
exigencies of the units – its bathrooms, kitchens, and bedrooms – with interior architects 
of their own choosing. 

Over the decades, I have seen many homes of artists, and perhaps it is this lived life 
in art that was the most compelling motivation to work in contemporary art. My studies 
began with exposure to the home of Michelangelo and Maria Pistoletto who invited 
this 20-year-old gallery intern and student of art history (on an exchange semester in 
New York City) to their home in the Cinque Terre region of Liguria. Although cardinal 
elements of the home were the implementation of antiques and their juxtaposition with 
contemporary mirror works by Pistoletto, it was the conversation, the mealtime when 
Maria Pistoletto served polenta directly on the table, and the extraordinary rhythm of 
entertaining in a home that expressed all the values of the art that Pistoletto propagated, 
that was most seductive. Simplicity, a love of the crafted, and simultaneous coexistence 
of old and new were hallmarks of these homes. Images kindly furnished by the Pistoletto 
studio document that these charms were evident to photographers ranging from the wife 
of Ugo Mulas to Paolo Mussat Sartor. I recently proposed to write about this period and 
presented an article idea to the Financial Times – it couldn’t take place because Pistoletto 
had already been featured, and his home had also been covered in Domus, just a few 
years before. Forty years ago, an artist’s home would have paled in significance to the 
role played by the studio, and an artist of a movement calling itself Arte Povera would 
have eschewed the FT’s How to Spend It. However, it is precisely such premiere journals 
documenting value and covering taste today that best map the taste and spirit of our 
current avantgarde. 

Artist Christian Philipp Müller lives in Berlin, in an apartment that at first glance 
seems less austere than our peers in Vienna. However, a closer glance reveals the careful 
mechanism behind his own decorating scheme. Each and every element in his turn-of-
the-century apartment tells a story that Müller arranges and rearranges, in a constantly 
changing constellation of associations and artistic kinship that is a form of Mnemosyne 
for the brilliant Swiss thinker. An excellent chef, as well, Müller creates dining tableaux on 
a daily basis, freely mixing tableware with global trinkets, carefully sourced foodstuffs ,and 
flowers gracing an ever-changing seasonal menu prepared by this highly sensitive figure, 
whose “institutional critique” house style are a direct outcome of his studies of Marcel 
Broodthaers and decades-long friendship with Hans Haacke. There is no separation 
between art and life. 

Having lived in and cared for one of the great venues of downtown New York, 591 
Broadway, the loft of Joseph Kosuth, I long for the day when interior decoration and 
the careful choice of elements, from palm trees to vintage bottle racks, will not be seen 
as interior design but as the purposeful staging of ideas, in the form of furniture and 
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props. Artists live in their homes in the way Joseph Cornell outfitted his curio boxes. 
Randomness is purposeful, elements are chosen, objects are selected, with the same care 
in which art works are created. Often, the perfection of these choices sets a high standard 
for the people who create the interior. Far from relaxing, one is always living one’s work. 
And just because a home is of the utmost perfection as a set does not mean that emotions 
neatly follow suit. But the relation of people to place is another subject entirely, and 
perhaps it is those most determined to control their environs that reveals the futility of 
any order. Many highly compelling artist’s homes are sadly dissembled upon the artist’s 
demise, leaving not a trace of the tableaux so carefully staged within. 

Of the marvelous homes I have seen over 40 years – the home of artist Emilio 
Prini, of Los Angeles art dealer, Margo Leavin; the home of communications guru, Steve 
Reichard; the home of Alison Knowles, the studio of Matt Mullican, the apartment of 
Haim Steinbach and Gwen Smith, Alan Belcher, AA Bronson, and many more – many 
have changed owners, or been dissembled. In Rome, in the one-time apartment of Emilio 
Prini, the very simplicity of the accoutrements – a simple two-plate electric burner in the 
kitchen! – might have led one to think there was little of value in the staging of the home. 
On the contrary, it was just this mastery of juxtaposition that created the magical space 
that was the great artist’s Roman home and studio lair, and I am sure it was with a heavy 
heart that his children dissolved the Ligurian artist’s apartment on Piazza de’ Ricci.

One of the last works of art devised by Prini was a project for Berlin-based 
multiples dealer, Petra Grunert Singh. Curated by myself, with the help of a curatorial 
collective entitled Golden Ruler, the commission to conceive a carpet was the fruit of 
a long period of rumination. 

Suddenly, after many months, and endless meetings, the idea was ripe. Prini asked 
this author to go to the bathroom of his studio apartment and get the bathroom mat, 
a tufted cotton throw mat, as his model. This mat, white, and exactly 1 meter long, would 
become the “standard,” for one of Prini’s final pieces. An edition of one, and thus unique 
and a contradiction of the idea of edition. A Readymade citation and thus no invention. 
A weaving style, handwoven in New Zealand wool, in Kathmandu, that corresponded to 
the Balkan and Aegean “flokati” technique, and thus, also a Readymade craft technique. 
And a piece that would lie on the floor, not on the wall, and thus be both the work and its 
metaphor, the carpet and its referent. Hilarity dominated the moment of invention, but, 
as in all great works, the intent was utterly serious.

This is the outcome of Duchamp in its most radical sense, when economy and 
ecology meet, when little is made and much is conceived, when the act of making and its 
delegation mean something, in the hands of each maker that is part of the construction of 
such a work. Arte povera in the 21st century, referencing millennial craft traditions, and 
yet, delegated, and an object first and foremost of the mind. 

Artist’s homes in the current age are a fascinating subject of inquiry in and of 
themselves. They cannot be dissociated from the studio and the work, nor should they 
be. The home and the life and the studio are one. This gives rise to all sorts of interesting 
questions, as to the status of the artwork, and of those who take care of it. 
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Michelangelo and Maria Pistoletto private interiors
Photo of Corniglia house from the 1970s

Maria and Michelangelo Pistoletto looking out the window of their house in Corniglia, second half of the 1970s
Foto: Aurelio Amendola
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Michelangelo Pistoletto's house, Corniglia, 1975
Foto: Antonia Mulas



Sztuka i Dokumentacja nr 34 (2026) │ Art and Documentation no. 34 (2026) • ISSN 2080-413X • e-ISSN 2545-0050 • doi:10.32020/ARTandDOC98

INTERIORS BY ARTISTS

Michelangelo Pistoletto's house, Corniglia, 1975 (Pistoletto prepares food)
Foto: Nino Lo Duca
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Michelangelo Pistoletto's house, Corniglia, 1975 (Pistoletto on the sofa, a wooden sculpture on the wall)
Foto: Antonia Mulas
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Christian Philipp Mueller private interior
Foto by the Artist
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Achim Kubinski interiors at Olgastrasse 109, Stuttgart

“Olgastrasse 109 began as an art school, from which the performance group 
Famili developed, featuring the fictional artists Angelika Wiesenthal, Christian 
Brügge, and Stefan Ravena. In the early 1980s, the gallery and the concept of 
the ‘three-dimensional image’ evolved. Exhibitions and symposia took place at 
Olgastrasse until the 1990s.”

Petra Kubinski-Fromm
(email correspondance with the Editor)

Photo left: Günther Förg
Hardboard panels: Imi Knoebel, Olgastrasse 109
Photo right: Clegg and Guttmann

The Nimba Mask, Baga, Guinea sculpture in front of the installation by Joseph Kosuth, Zero and Not
(1985-86)
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Red star, in the back: Imi Knoebel, Black square on the right with wooden strip: Imi Knoebel
Table(?) in the middle room: Richard Merkle
Foto: Achim Kubinski
Courtesy of the Petra and Angelika Kubinski Archive
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Peter Kogler, Studio (2022)
Foto by Cornelia Lauf
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Heimo Zobernig, Studio (2022)
Foto by Cornelia Lauf
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