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From Intellectual Cabinet to Studio
The Renaissance Study as a Model for a Contemporary Workplace

Past style eras seem to “modern design” to be as far away as sunken treasures. It does not regard 

historical amnesia as a deficit, but rather as the condition for a dispassionate arsenal of forms that is 

not under the sway of history’s abundance. The memory of today’s design aesthetics does not need 

to go back any further than to Bauhaus and International Style. The development up to that time is 

naturally of indelible significance in the history of art, but simply prehistory.

Against this background, it seems that someone has got on the wrong track when under the 

label “studio” interior designs are presented consisting of table, seating, lighting and shelves 

with clear lines and thorough-going minimalism marking the ensemble as an example of  

“modern” design: for the designation “studio” takes our gaze back over five hundred years  

to the Renaissance.

But a closer look resolves the alleged error. The historical reference is not a reversion to obso-

lete aesthetic ideas. Conversely, the studio of the Quattrocento and Cinquecento established  

a modernity in form and function that contemporary design and thought can recognize as 

kindred. The fact that the design ensembles under discussion here consciously make the link 

with their historical source attests to respect for the continuing power of this model.

What was the original idea of the studio? It is conspicuous that from the beginning in the fif-

teenth century it appeared in a double form: on the one hand as real, functional interior design, 

on the other hand as pure imagination in painting. Indeed, the most famous early examples for 

the two manifestations appeared almost simultaneously: on the imaginative side, Antonello da 

Messina’s painting San Girolamo nello Studio (St. Jerome in his Study), which he painted 

around 1474 – 75 (the Italian word “Studio” in the title is often rendered in German with the 

antiquated but telling term “Gehäuse”, which can mean “housing”, “cabinet” or “casing”) [fig. 1]; 

and on the architectural side, the cabinet that was not merely imagined, but really built, namely 

Federico da Montefeltro’s “Studiolo”, which he had constructed in his palace in Urbino from 

1473 to 1476 [fig. 2].

The coincidence is not chance. Whether it is a painted phantasmagoria or a real place, in 

each case the studio represented the workplace of a highly cultivated person. At the same time, 

the aesthetic furnishings of the room symbolized the idealized worldview of its owner. Thus, in 

Fig. 1

Fig. 2
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the truest sense of the word Federico’s Studiolo in Urbino “illustrates” the intellectual cosmos of 

the princely user in the continuous series of wall and ceiling paintings. And Antonello’s picture 

imagines Jerome in an elegant study-hermitage furnished with the insignia of the educated 

saint, which for their part are the centre of an ideal spiritual architecture surrounding them.

On walking into the studiolo in Federico’s Palazzo, one recognizes the sober dimensions of a 

study or workroom familiar to us today. However, “work” within these four walls must absolutely 

not be understood as work done with one’s sleeves rolled up, much less as heavy toil. The 

design and furnishings are an unmistakable invitation to contemplative Platonic activity. The 

portraits in the windowless room, which is otherwise austere and bare, guide one through the 

interior of an intellectual world. Anyone who is not willing to muster the inner composure and 

the great seriousness of a person who reflects on himself and his intellectual position in the 

world is out of place in this studio. It is a walk-in worldview.

But although it is laid out for concentration and mental discipline, and although it bears the 

religious signature of its age, the room does not lend itself at all to monastic abstinence. It super-

abundantly manifests the Prince’s dynamic worldliness that on the lower half of the walls count-

less requisites from the fields of science, building crafts and above all warfare are simulated with 

such great illusionary force as trompe l‘oeil in wood marquetry of various colors that they look 

as if they were really lying ready to hand on the shelf. And to counterbalance this demonstration 

of the mundane immediately and proximately, the Prince had pictures of the great Fathers of the 

Church and philosophers placed row on row in the upper half of the chamber. There is no doubt 

that they are supposed to embody the spiritual firmament above his worldly regime.

But is it not this opulent, evocative iconography that leads us all the further away from today’s 

conception of a “studio” the more we penetrate into the intellectual and aesthetic universe of 

Federico’s fantastic chamber? But slowly here, this inference would be premature. The reference 

to Antonello’s Jerome painting already brings us closer to the modern core.

It is not by chance that Antonello’s idea to depict the early Christian saint not in the desert in 

which he lived for many years, but in a studio gained a following. Above all, the analogous 

portraits by Ghirlandaio, Dürer and Cranach also show Jerome “in his cabinet” or, as it is also 

put, “in his workshop”. It is quite obvious that it was this that in the Modern Era ignited fascina-

tion. The wish not to remove the Father of the Church to the wilderness as an ascetic and a 

hermit, but rather to bring him close to the civilization and habitat of the Renaissance as a 

scholar engrossed in his work was father to this pictorial idea. Logically, Antonello (and with him 

the other painters) shift him not only in time from Late Antiquity to their own age, but also spa-

tially into an intellectual workshop such as those that they knew as the places of study of con-

temporary humanists. The most advanced great minds had their domain in an intimate and 

personal cabinet, this is where they were mentally at home.

It is indicative of the enormous range of the studio idea that on the one hand a worldly power 

player such as Federico, a former Condottiere who expanded and consolidated his domain 

above all by means of war and battle, had such a chamber for contemplation built, and that on 

the other hand a Father of the Church, who is completely absorbed in religion and exploration 

of faith, is imagined in a comparable spiritual cell. In this connection it is instructive that 

Antonello’s Jerome does not attend to his work in an austere monastic cell, but rather on an 

elegantly designed study podium in a splendid Gothic setting. Moreover, if he were not wear-

ing a robe in cardinal red, there would be little to indicate a place of spiritual work – even 

Federico’s studiolo contains more religious symbols than that of the priest and theologian. It is  

a matter of course that the Renaissance idea of the studio recognizes the difference between 

the mental and the spiritual, but it makes little fuss about it. In the studio, worldly sublimation, 

humanism and religious immanence came closer to each other than anywhere else.

And it is from this point that a link can be made to the modern renewal of the studio concept. 

Even if we accentuate contemplation and meditation differently today than at the time of the 

Renaissance, even more so professional striving for knowledge, and even if cognitive interests 

have changed, especially since they have come down from the pedestal of aristocratic privilege 

to democratic ground, a decisive common point still remains: creative leisure and reflection 

need a space of their own.

There would be nothing easier than at this point to wail that especially today such a sphere that 

cuts off the outside world is desperately needed. For what other way is there, according to this 

lament, to escape the incessant white noise of the flow of communication and the omnipresent 
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clamour of the media than by withdrawing to a sheltered refuge? But the new studio concept 

cannot be nailed down to cultural pessimism of this kind. It is not meant to promote a with-

drawal from society, much less flight from the external world any more than its Renaissance 

model was. Despite all reflective distance, it is meant to participate in shaping the world, not 

to separate from it.

It is therefore no wonder that it was above all Modernist architects who called their workspace 

“studio”, in particular architects, such as Frank Lloyd Wright [fig. 3] and Le Corbusier [fig. 4], 

whose visions of aesthetic and urban design went far beyond common utility standards. Their 

offices and drafting rooms were functional and nonetheless marked with a very personal style, 

and they deliberately built them with the same distance to routine, day-to-day operations and 

convention as their predecessors at the beginning of the Modern Era. The need for a place that 

is made to keep head and mind free for the stream of creativity and mental energy was the same 

as it had been.

However, it may well be that the most influential attempt in a workspace to ignore convention 

and custom and to force society to find a completely new self-interpretation is incorporated in 

Sigmund Freud’s legendary “studio” on the Berggasse in Vienna [fig. 5; see also Sebastian 

Wrong, pp. 108 ff]. 

His project was to tell the world the plain psychological truth – if you will permit a straightfor-

ward metaphor – and it adds a unique dimension to the idea of the studio that this world was 

the alien territory of the unconscious, the demimonde and the underworld of the drives, com-

plexes and repression. For the analyst and the patient lying on the couch are dependent on 

cooperation. However this is developed in its asymmetrical, therapeutic manner, the personal 

inwardness of contemplation and reflection so typical of the studio and studiolo only works in 

the “mental workshop” collectively, or it does not work at all.

It is instructive in this connection how the interior design of Freud’s studio links with the tradition 

of the Renaissance. The room is not only furnished with a real library, but also with numerous 

pictures and statues suggestive of a mute but very wide world. Despite (or perhaps because of) 

the revolutionary work on the unconscious, the historical heritage is revitalized in these well 

composed, old-fashioned furnishings as an intermediate station on the way to the present-day 

studio – not, however, as evidence of a cosmos of learning, but rather as a collection of psycho-

logically significant sources and symbols.

Today, another hundred years later, the tradition of the opulent presence of pictures and ideals 

is definitively terminated. With its aesthetically sober design and furnishings and the paucity of 

images, today’s studio is not intended to have anything more to do with the characteristically 

splendid furnishing with paintings in the classical studiolo.

For two good reasons: In the first place because the Renaissance idea of illustrating, not to say 

representing a worldview with a set of pictures has become alien to us. Humanity, having been 

disenthralled of its common myths, no longer joins pictures to yield an ideological sum, much 

less a hegemonial “worldview”. It may well be that the visual coding of our world is more 

overpowering than in any previous age, but the explosion of the mass of images has destroyed 

and overcome any binding canon of images.

This is not a disadvantage for today’s studio, quite the opposite. To state the second reason, it 

can now with radical logic lay a claim on the element that already belonged to the foundation 

of the Renaissance studio – the medium of imagination. Because the enormous wealth of 

images has become accessible to every user in museums, collections, books and above all in 

the inexhaustible storage of the Internet, the studio can make sparing use of pictures, especially 

when the owner is intellectually and aesthetically open to the growing picture heaven. One or 

another picture on the walls cannot be anything more than an idiosyncratic hint.

From imagination to virtual presence is a huge technical step, but mentally only a small one. 

In today’s studio, it is not only the universe of global aesthetic productivity that is virtually 

present through the Internet. Rather, all contemporary knowledge is also available through 

the net (to the extent that it is expressed in digital signs and files). Especially for the studio 

that is used professionally, this means that its cognitive scope is practically infinite – said  

with all caution that is appropriate with respect to the superlatives used in Internet euphoria.  

And moreover, it means that the space of the studio is also virtual, namely independent of 

location.

Fig. 4

Fig. 5

Fig. 3
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For assuming that the user has the corresponding mental virtuosity and flexibility, the work-

place embodied in his studio can dispense with office furniture from the pre-digital era and 

almost dissipate ethereally. Since the professional PC user can link to a network anywhere, 

he will be sitting in his workroom with his laptop today, tomorrow in another office at a 

conference table with various associates, the day after, equipped with a tablet, somewhere 

else with desk and conference table merged for an important occasion [fig. 6; see also Stefan 

Diez, p. 40]. Or he will migrate from one business associate, who gives him the short-term 

use an electronically well-resourced visitor’s office, to a cubby hole at a media company, and 

from there into a secluded quiet area at an e-services company with cutting-edge organization.

As a result of the dissolution of traditional company structure, which no longer provides for  

a clear boundary between the office at the firm’s premises, a home office and the peripatetic 

notebook, the studio, when the few pieces of furniture required are available, can be 

located anywhere and nowhere. Despite all the improvisation that is permanently required, 

the practical and aesthetic demands made on its suitability to support creativity, concentration 

and intellectual freedom are by no means small. That is the challenge to the material design 

of the studio that is becoming increasingly immaterial and flexible. A variation that takes  

this lightness of the design as an expression of transparency is Jörg Schellmann’s “study” 

[pp. 96 ff]. By representing “room and furniture” together, it is reminiscent, when installed in 

spacious surroundings, of Jerome’s “cabinet”, which is equally open, flooded with light and 

like a piece of furniture.

A second variation, which also accommodates work-cabinets in expansive company halls,  

is naturally the open-plan office. In contrast to the exclusive alternative of the “study”, the 

workplaces here are furnished sparingly, even to the extent of an uncompromising minimum, 

and repetitively arranged in rows [fig. 8]. Since these work cubicles do not serve the require-

ment of individualized creativity and seclusion, but rather in the first place thoroughly ration-

alized and controllable business operations, they represent the ambivalent side of modernity 

at the workplace: for some a nightmare (as in Jacques Tati’s film Playtime dating from 1967) 

[fig. 7], for others the logically consistent reduction of the workplace to its essentials. But 

however we see it, there is no overlooking that fact that in their own way the work cubicles 

in the open-plan office open the tradition of the studio to the future.

The future of work is digital. It is one thing to view on the screen the knowledge of our time, 

knowledge that in the Renaissance was only available to aristocrats, officials, the privileged 

and the clergy; today literally everyone can do that. It is something else to gain control of this 

initially chaotic, overpowering deluge of knowledge. Even assuming corresponding compe-

tence, it can only be helpful to the mental worker when the space and design of his work-

place provides him with the atmosphere needed for him to partake with consummate ease in 

the torrential stream of knowledge. The Renaissance interpreted these places as inspirational 

cells in which Humanism thrives. Not the worst definition for today‘s studio, either.

Andreas Zielcke

Fig. 6 (Google Office, Zurich)

Fig. 8

Fig. 7
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RONAN + ERWAN BOUROULLEC 
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Ronan und Erwan Bouroullec, born in Quimper, France in 1971 and 1976 respectively, 
studied at the École Nationale des Arts Décoratifs in Paris and the École des Beaux-Arts in  
Cergy-Pontoise respectively. Immediately after finishing his training, Ronan began to work alone, 
while his brother, still in training, assisted him. Since 1999 the two brothers have had a design 
studio in Paris as equal partners. 

Their field of work ranges from small objects of everyday use to architectural projects. In addition 
to designing home and office furniture, vases, porcelain tableware, jewellery and various home 
accessories, it is one of the constants of their creative work that they are occupied with space 
and the forming of space.

Ronan and Erwan Bouroullec, Feltpen drawings, 2010
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Joyn, 2002, Vitra
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Cork Table, 2013, Vitra
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Tyde (Stand-up / Sit-down Table), 2013, Vitra

Tyde, 2013
With Tyde, Ronan and Erwan Bouroullec have 
developed a new generation of height-adjustable 
tables. The specificity of Tyde is that the technology 
required for adjusting has been integrated and is 
almost invisible. Tyde is therefore subtle in design 
and can be incorporated into a wide variety of 
office environments and used in combination with 
different tables and desks. 

While stand-up / sit-down tables are generally only 
available as single workstations, Tyde extends this 
concept to offer the benefits of working while  
standing and sitting to double workstations and 
conference tables. 

After all, alternating between sitting and standing  
is healthy. Indeed, specialists for workplace  
ergonomics recommend that you spend around 
40% of your time at work standing and 60% sitting. 
This alternation prevents the health problems that 
can develop through monotonous strain on the 
body. It also promotes blood circulation, which  
in turn improves concentration and performance.
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Tyde Stand-up / Sit-down Table, 2013

Powder-coated MDF top in basic dark, 
metal frame powder-coated in basic dark, 
3D screen in dark gray polyester fleece  
(numerous variants in color and equipment) 
Dimensions: table 160 x 80 cm or 180 x 90 cm, 
65 – 125 cm high;  
3D screen 160 x 80 cm or 180 x  90 cm

Produced by Vitra
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STEFAN DIEZ
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After a carpentry apprenticeship of three years, Stefan Diez ś, born in Freising, Germany  
in 1971, studied Industrial Design at the Staatliche Akademie der Bildenden Künste (State  
academy of fine arts) in Stuttgart.

He founded his studio in Munich in 2003, and since then has worked in various fields of design 
ranging from furniture and tableware to industrial design, as well as exhibition design for com-
panies such as Authentics, e15, Gandia Blasco, HAY, Moroso, Rosenthal, Thonet, Wilkhahn and 
others. Since 2010 he has been professor of Industrial Design at the Staatliche Hochschule für 
Gestaltung (State college of design) in Karlsruhe.

Many of his products have received international design awards. He is regarded as one of the 
most innovative and promising German designers.

Diez works intensively with materials, technology and is passionate in his quest to fathom out 
their limitations. Together with his office he develops products that are precise yet simple, and 
above all are meant to meet human needs.
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CHASSIS T, one Pre- and one 
Post-Production
Electronic equipment is successively transforming the character of the workplace. Large-scale 
computer workstations and local archives, which require work on site, have for the most part 
become obsolete, but for the greater part will be unimportant. Whereas in old-style offices the 
workplaces were separated from conference tables for technical reasons, today communication 
takes place as a matter of course at the desk, just as well as the conference table is used for 
work. Conference and work areas are blending with each other so that soon  
a simple table and chair will be enough as a workplace.

On the basis of these deliberations, the CHASSIS project was developed from 2006 to 2011  
for the office furniture specialist Wilkhahn in Bad Münder.

My contribution to Studies connects with the universal chair CHASSIS, which, like a vehicle 
chassis, is made of deep-drawn sheet steel and up to now is the only product of the CHASSIS 
project to have reached series production. 

Its form results from a special industrial process involving considerable investments for the  
development and construction of press dies to make the steel light and stable.

In a second step, the CHASSIS CHAIR T was developed in cooperation with Schellmann Furniture 
through post-production: the frame was industrially produced, and through post-production 
(galvanic zinc coating, leather padding) it became a refined, masterfully handcrafted chair.  
This results in items uniting the qualities of industrial production with those of work by master 
craftsmen. 

In an opposite process of pre-production, we are presenting a handmade prototype in the 
Studies exhibition: to match the chair a table, which can become the basis for an item for 
industrial mass production. As a reminiscence of the infrastructure of its predecessors and  
to transform it from a universal table into a desk, this CHASSIS TABLE has a bracket used to 
hold various plugs, power supplies and cables that are thus elegantly passed from the floor 
onto the worktop. 

Sketches for CHASSIS , Chair and Desk
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Industrially produced parts for CHASSIS, Wilkhahn,  
made of deep-drawn sheet metal

Post production: Galvanic process  



34 35

Modelling of chair and table
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CHASSIS CHAIR T, 2013

Deep-drawn sheet metal, electrolytically galvanized in  
blue, yellow, olive green or black; upholstered.  
Seat made of naturally tanned leather (perforated or plain) or fabric 
Dimensions: 54.5 cm wide x 58 deep x 78 cm high 

Produced by Wilkhahn / Schellmann Furniture
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CHASSIS TABLE, 2013 

Laser-cut sheet metal, powder-coated in black gray,  
papyrus white, greenish gray, yellow or red.  
Table top made of powder-coated MDF; table dismountable  
Overall dimensions:  
276.5 cm long x 96.5 cm wide x 74.5 cm high, board 90 x 270 cm;  
bracket 40 cm wide, 32.5 cm deep, 11.5 cm high  

Produced by Schellmann Furniture
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CHASSIS CHAIR T and CHASSIS TABLE with shelf system NEW ORDER, Hay
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LIAM GILLICK
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Liam Gillick (born 1964 in Aylesbury, GB) is an artist based in New York. Since 2002, when 
he was nominated for the Turner Prize, he has had numerous solo exhibitions in museums and 
galleries around the world, including the Whitechapel Gallery, London, 2002; Palais de Tokyo, 
Paris, 2005; Kunsthalle Zürich, Kunstverein München and the Museum of Contemporary Art, 
Chicago, 2008 – 2010; Biennale Venedig 2009; Kunst- und Ausstellungshalle der Bundesrepublik 
Deutschland, Bonn, 2010. Public collections include: Tate, London; Museum of Modern Art, 
New York; Guggenheim Museum, New York; Hirshhorn Museum, Washington DC; Museum of 
Contemporary Art, Chicago. 



50 51

The work of Liam Gillick breaks through the genre- and media-specific boundaries of the visual 
arts. He undertakes architectural and structural, spatial interventions, creates minimalist objects, 
as well as graphic works and wall paintings, extensive literary activity, film music and theatre-like 
scenarios. In all of its forms of expression, his work is an ongoing study of structures that mould 
our cultural and political reality. He uses these as a “vocabulary of forms”, examines history as 
to its alleged progressive suggestions for designing and moulding societies and sets them up for 
debate as potential utopian models.

Collected Development Structures (consolidation, refraction, production, efficiency, struck, unanimous), 2005. 

Powder-coated aluminum, Plexiglas. Ringier Collection, Zurich
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Multiplied Discussion Structure, 2007 and Shelf System, 2008, Schellmann FurnitureExhibition view, Scorpion and und et Felix, 2012, courtesy Casey Kaplan, New York 
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Desk, Bench and Shelf
In 2007 – 2008, Liam Gillick designed a bench and shelf system for Schellmann Furniture. They 
were minimalist, orthogonal objects made of aluminium presented in a multicolor variegated 
concept. This led to Liam’s wish to design a Furniture System consisting of all the basic items of 
furniture for everyday use and to have them manufactured. This time, the furniture was not 
intended to be multicolor, rather each item is monochrome in a different color; each of the eight 
colors for the total of eight pieces of furniture can be assigned to any piece as the purchaser 
wishes. For the exhibition Seven Studies the first three items of the system have been built: table, 
bench and shelf – the basic furnishings for a workplace. The production of the other furniture of 
the series is planned for 2014 – 15. 
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Desk, Bench and Shelf, 2013 from Furniture System

Aluminum 4 cm x 4 cm, powder-coated each in one of three colors, 
violet, cream and turquoise blue  
Dimensions: desk 180 cm x 90 cm, 74 cm high; 
bench 180 x 40 cm, 44 cm high; 
shelf: 166 x 100 cm, 40 cm deep 

Produced by Schellmann Furniture



58 59

Furniture System, 2013 – 2015, Schellmann Furniture
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DONALD JUDD
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Donald Judd (1928 – 1994) was a protagonist and one of the most influential artists of  
American Minimal Art. With his sculptures, his “specific objects” made of steel, wood, aluminum 
and plexiglass he analysed the definition of space and sculpture in a radical and revolutionary 
way. Judd’s objects are conceived with the principles of progression and seriality. They manifest 
a latent inclination towards architecture through their reference to the surrounding space, pre-
cise positioning, rectilinearity and ordered structural logic.

Since the 1970s, Judd designed and produced about 100 pieces of furniture. After the artist’s 
death these pieces continue to be made by the Judd Foundation, New York. They are maufactu-
red piece by piece on demand and distributed by selected collectors and dealers including 
Schellmann Furniture, Munich. 
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Don Judd, concrete sculptures, installation at Marfa, Texas
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Don Judd’s sculpture studio at Marfa, Texas
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“I am often asked if the furniture is art, since almost ten years ago some artists made art that 
was also furniture. The furniture is furniture and is only art in that architecture, ceramics, textiles 
and many things are art.“

“I am often told that the furniture is not comfortable and in that not functional. The source of  
the question is in the overstuffed bourgeois Victorian furniture, which as I said, never ceased. 
The furniture is comfortable to me. Rather than making a chair to sleep in or a machine to live 
in, it is better to make a bed. A straight chair is best for eating or writing. The third position is 
standing.“  From: Donald Judd Furniture, Museum Boijmans van Beuningen, 1993

Chairs, 1991

Table, 1990
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Judd’s study in 101 Spring Street, New York City, with standing desk and sculpture.

Judd used to write and draw in a standing position and finished work at dusk. 
This standing desk of the 19th century inspired him to make his Standing Writing Desk.

Standing Writing Desk, 1984  >

Douglas fir; also available in Finland color  
or clear birch plywood, mahogany, plywood,  
hardwood or pine. 
Dimensions:  
150 cm wide x 120 cm deep x 90 cm high

Produced by Judd Furniture
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GERHARD MERZ
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Gerhard Merz, born 1947 (Mammendorf near Munich). 1969 – 1973 studied at the  
Art Academy Munich, 1991 – 2004 professor at the Art Academy Düsseldorf, 2004 – 2011  
professor at the Art Academy Munich. 

Major exhibitions: 
1977 Documenta 6; 1981 Westkunst in Cologne; 1982 Documenta 7; 1986 Chambres d‘Amis 
Gent; 1987 Documenta 8; 1987 Staatliche Kunsthalle Baden-Baden; 1989 Museum of Contem-
pary Art Chicago; 1990 Kunstverein Hannover; 1992 Documenta 9; 1992 Los Angeles County 
Museum; 1992 Kunsthalle and Deichtorhallen Hamburg; 1997 Biennale Venedig; 1999; Altes 
Museum Berlin; 2000 Kunstverein Hannover and Hauptgüterbahnhof; 2002 Kunstsammlung Nordrhein- 
Westfalen; 2003 Kunsthaus Bregenz; 2003 Gropiusbau Berlin; 2007 Kunsthaus Bregenz

Gerhard Merz is a painter – measure, color, light are his topic.

“Heard melodies are sweet, but those unheard are sweeter ...“  John Keats, 1795 – 1821
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Pigment on canvas, 200 cm x 450 cm x 10 cm, stainless steel, 216 cm x 44 cm. 2012

“Making echoes what is made; in this connection, a distinction must be made between  
influence and imitation. There is no point to imitating principles that someone else discovered. 
But the anarchy of individual endeavours is just as pointless.“

The designer of the future will have to engage in “disposing“.

“The swindle with the hard edge is as big as the swindle with the soft edge.“ Ad Reinhardt
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Studiolo, Düsseldorf 1991

Studiolo 
“For he would retire to a place where no voice was to be heard, and no prospect greeted the 
sight, for fear that his eyes might force his mind to neglect its duty. Then, let the burner of the 
midnight oil seclude himself in the silence of night, within closed doors, with but a solitary lamp 
to light his labors.… Night work, so long as we come to it fresh and untired, provides by far the 
best form of privacy.” Remarks on Demosthenes in Quintilian, Institutes of Oratory, X, chap. 3: 25 and 27

Emulating the ancient idea of the nature of humanity, this human need for meditation, contem-
plation created the studiolo as a new room type in the Renaissance, developing it from its 
medieval forerunner, the scriptorium. For the first time, the individual human being was able to 
see themself in the Renaissance as a conscious individual, and to formulate their self-concept  
as a self-portrait. At the same time as the distinction of the person, the need for withdrawal to 
a private sphere arose, to a zone that is spatially closed, tailored to one person.  
Le Corbusier, Synthèse des Arts, Badischer Kunstverein Karlsruhe, 1986
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Studiolo, 2006 Studiolo, 2006
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Studiolo, Munich, Schellmann Furniture, 2007Studiolo, 2006
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Studiolo, 2008

Shelf 
Painted MDF, black glass and painted glass 
Glass colors: red lead, naples yellow, ivory black,  
dust gray, roman ochre, cobalt green 
Dimensions: 180 cm high x 300 cm wide x 40 cm deep 
Edition: 15

Desk 
Painted MDF and Opti-White glass 
Dimensions: 270 cm long x 90 cm wide x 75 cm high  
Edition: 15

Light 
Circular fluorescent Lumilux 11 light fixtures, 60 cm, dimmable 
Overall size according to the space; illustrated here: 430 cm Ø 
Edition: 15 

Produced by Schellmann Furniture
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JÖRG SCHELLMANN
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Jörg Schellmann, born 1944 in Kassel, has been publishing editions of works by artists of 
the international art scene in his Edition Schellmann, Munich and New York since 1969. In 
2006 he started applying the principle of serial production to furniture by artists and to that  
of his own design. 

His design is influenced by the formal, logical and logistic principles of industrial and commer-
cial objects. Simultaneously it reflects the vocabulary of Minimal and Concept Art, which has 
shaped his artistic development. Schellmann sees furniture as cultural objects that communicate 
with their users, carrying the ideas of their time and simultaneously being reminiscent of the 
archetype. For Schellmann, function – the criterion of utility – is not the goal but the condition 
for a concept. The aim of his design is to achieve sculptural beauty by radical simplicity.  
“In mathematics, the surprising simplicity of a solution is considered beauty. I think this should 
hold for furniture as well.”
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Desk, 2008 Library, 2008
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Antonello da Messina, 
St. Jerome in His Study (Detail),  
1474 / 75

Le Corbusier, Petit Atelier, 
Rue de Sèvres, Paris 1947 – 1965

Donald Judd, sculpture studio, 
Marfa, Texas

Joseph Beuys, living and working room, 
Düsseldorf, Drakeplatz 4 

Study 
I envision a simple study, a private refuge with the most important items needed for work within 
reach. A cell that is set off from the surroundings and is an abode for the person and their thinking.

In the Renaissance, the room type studiolo was a place of reflection and acquisition of know-
ledge, furnished with books, objects of study and works of art. A cell, tailored entirely to the 
educated prince and the thought of his time. In 1947, Le Corbusier built his private study cell in 
his Paris office and his hermitage in Cap Martin on the Mediterranean coast according to the 
same principle. The rooms reflected his thinking and creativity. With this concept, Le Corbusier 
also related to spatial ideas of De Stijl as they were expressed, for example, in Mondrian’s 
austere but intellectually complex studio rooms. Starting in 1980, Gerhard Merz used “Studiolo” 
as a title for painting, sculpture and light; on this basis, he designed a real study with a desk, 
cabinet and light for Schellmann Furniture in 2007 [pp. 86 – 89].

My steel construction Study is both a room and furniture at one and the same time. I use the 
chair – a Banker’s Chair, a widespread, traditional American piece of office furniture – in  
remembrance of Donald Judd and integrate it into Study by painting it gray.

Study is intended in the first place to be a private study cell in one’s own home. In public 
spaces, office buildings and open-plan offices, Study can create various workplaces or  
individual offices, organize the room as a whole and mark a place with locations and paths.
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Study, 2008
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Study, 2010

Tube steel construction with MDF 
Colors: steel gray-white, zinc yellow, pure orange or traffic blue; 
MDF gray-white, stone gray or slate gray 
Dimensions: 300 cm long, 200 cm wide, 200 cm high

Produced by Schellmann Furniture
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SEBASTIAN WRONG
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Sebastian Wrong is one of Britain’s busiest designers and furniture manufacturing experts, 
with a portfolio that spans lighting, accessories, furniture and gallery projects. 

His eventful fifteen-year career has resulted in an array of impressive technical skills, but has 
also rendered him with a formidable list of contacts, amongst whom are some of the world’s 
most influential designers, architects and artists. 

Wrong is well known for his design of the Spun lamp, produced by Flos in 2003, which won 
the prestigious Red Dot Design Award. He was also a founding member of Established & Sons 
in 2005 and the company’s Design Director until 2012. Whilst there, he designed some of the 
last decade’s most iconic pieces and directed the production of a highly acclaimed furniture 
collection. 

In 2011 Wrong launched The Wrong Shop, his own online platform selling design by designers 
and artists. He is currently developing a new brand for the Danish furniture brand Hay, called 
“Wrong for Hay“.
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Freud ś Couch 
The linking aspect of these three objects is centred around Sigmund Freud’s iconic couch and  
in particular the Persian Qashqai rug that covers the couch. Freud, described as a dark and 
nocturnal man, wrote “I feel within me a strange secret impulsion towards the orient and Medi-
terranean, maybe due to my ancestral heritage.”

The rug, a traditional Persian Qashqai, features a design with numerous floral and celestial 
symbols that evoke a heavenly magic garden scene, and is draped over the wooden chair 
frame. The peculiar scale of the chair (width and depth) and the experience of sitting on it 
makes one slightly uncertain, and should encourage a sense of containment within one ś imme-
diate surroundings. All points of contact with the body when seated are on the rug and within 
its borders. This sense of isolation and independence should aid and encourage deeper thought 
and focus one’s mind to enter the space of Freud’s free association. 

The Red Round Table with the Doric column and the Red Corner Table with the standard column 
are made from cast polyurethane rubber, a material better associated with sculpture fabrication  
or laboratory equipment. The principals of form, scale, color and material are references that aim 
to challenge and entertain our expectations about the possibility of this table being part of this 
specific environment, Freud’s study.

The Perspective Shelf is perhaps the simplest and most obvious manifestation of this idea of ques-
tioning what an object is as opposed to what we associate it to be. The shelf’s illusionary appear-
ance make one question its use or purpose ...!       

Sebastian Wrong

Freud ś study, London
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Freud’s Study, 2013

Sigmund’s Chair  
Materials: chair oak, plywood, Plastazote foam;  
rug wool 
Dimensions: chair  
69 wide x 46 deep x 78 cm high; 
rug 70 cm wide x 160 cm long 
Edition: 4 plus 1 artist ś proof

Red Round Table 
Materials: polyurethane rubber, MDF, aluminum.  
Dimensions:   
61.3 cm high x 59 cm wide x 59 cm deep 
Edition: 5 plus 1 artist ś proof

Red Corner Table 
Materials: polyurethane rubber, MDF, aluminum.  
Dimensions:   
61.3 cm high x 42.4 cm wide x 59 cm deep 
Edition: 5 plus 1 artist ś proof

Perspective Shelf 
Materials: MDF, veneer, paint 
Dimensions:  
95 cm high x 190.8 cm wide x 34.3 cm deep  
Prototype

Produced by Schellmann Furniture
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