
Julia Winter Uncovered



1

Julia Winter Uncovered



32

5 Saving face, losing face. Loss of face. 
 Reinier Lucassen 
7 The dialectics of irreconcilable worlds 
 Maarten Bertheux 
81 A studio visit 
 Bert Jansen
87 Memory Spaces as Fiction 
 Elena Onoprienko
91 In conversation with Julia Winter
121 Exhibitions
122 List of works
127 Authors

Contents

1.  I see you, 2006 (detail)



54

How much face you lose before reaching breaking 
point? Moment of absolute loss of face; without 
posing a rash hypothesis, ceasing to exist. Being here 
the same as beyond. L’histoire centrale: the muffled 
hidden face. Death. Magritte 1928. The burka, a perfect 
example. Another example. Ensor: the masked figures 
in his works, who if we look closely have taken off 
their masks, are showing their true faces; without 
being recognized, as individuals. A paradox.  
More examples: Zero, Phantomas, Longhi and the 
baddies in the Wild West etc, etc. A variety of reasons 
for, and significances of, hidding one’s face.  
Stop. Start again; loss of face under a dictatorship. 
Dictatorship of any kind – ideological or religious – 
results in loss of face. Abolition of differences, unifor
mity, uniforms, habits and parades; headscarves, 
beards and the burka again. Eliminating individual 
ideas. Result – the ideal – a collective world picture,  
a collective memory. We are all familiar with the 
strategy for bringing this about.
Indoctrination, manipulation, suppression and terror. 
Enforced unconditional fidelity to, and veneration for, 
the great leader or the prophet, the theoretician of 
this utopia, this Garden of Eden, and if not here on 
earth, then in the hereafter. Societies dominated by 
fear, suspicion or credulity. There is little option other 
than to conform, as indeed people always do on 
massive scale. The only resistance possible, however 
insubstantial: to wear a mask. To hide one’s true face. 
Disguise as a way of limiting loss of face. In other 
words, hoodwinking Big Brother as best as you can, 
pretending to be a follower, so as to escape and to 
survive. 

Julia Winter’s work expresses the tragedy of the 
hidden face, the masked figure. Her theme, then,  
is the portrait, in a classical sense. Portraits of 
anonymous people, relatives or occasionally a familiar 
personage such as Mayakovski. Portraits almost 
always with a large part of the face covered, 
concealed, behind objects of various kinds. The face, 
the true face, is hidden out of bitter necessity. So as to 
limit the loss of face, not to dissolve completely.  
But as an inevitable result of constant wearing a mask 
the faces are damaged, irreparably. When all is said 
and done these are portraits of the disfigured face. 

Lucassen
Amsterdam
July 2003

Saving face, losing face.  
Loss of face.

2.  Where, 2007
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Early work
In 2002 Julia Winter started to work on a series of 
assemblages. One of these early works is Foundation 
of Humanity 3, where she used an old classic torso 
surrounded at its base by bullets. The old world (the 
classic torso) seems destined to explode. Here Winter 
created a critical moment of tension between the old 
and the new world. Old plaster busts are also used in 
assemblages that have a softer poetic tone. For 
example in Miss You 4 the eyes of the female figure are 
covered by a mask, while the smaller figure on the 
base is wrapped in a cotton cloth and ropes. The title 
indicates a loss, maybe even the memory of a person. 
What will become a significant element in Winter’s 
work is her capacity to combine objects that end up 
having completely new meanings. For example, she 
presents a split classical plaster head that is split with 
a transparant sheet covered with musical notation 
added in between the two halves 5. By doing so she 
deconstructs existing realities and uses the 
components as building blocks to lend them a 
surprising new presence. This is a way to examine 
pictorial codes, to intensify visual expression and to 
create new internal connotations. This practice of 
combining different objects and images is also used in 
other collagelike works. 

The dialectics of  
irreconcilable worlds

Like Augustinus said: ‘Without memory, there is no 
soul.’ And to imagine the future we need a soul.
Umberto Eco

4.  Miss You, 2005

5.  Moonlight Sonata, 20083.  Fundament of Humanity, 2003
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In Februari 10, the photographic image of the back of a 
female torso is pinned by a saw, and the lower part of 
the body is tied up with ropes. This cowardly act 
against a woman suggests the permanent threat of an 
unexpected attack. It might suggest the Russian 
reality, where trust is rare. In these works she merges 
subjects such as power over others, sexuality and the 
breach between past and present. 

At the same time her particular combination of 
objects or images evokes a new poetic mood. In Don’t 
answer me 8 the portrait of a sailor is covered with 
syringes. The sharp needles protect him but also 
function as small torpedoes. The cocky expression on 
the boy’s face seems to say: ‘don’t mess with me’. 
Another work with sailors is Today 9. The canvas with 
its photographic image is perforated and painted over 
with transparent blue paint. This creative act gives a 
twist to the original image and raises questions such 
as: ‘have the young boys been separated by accidents 
or was it just a moment in the past with nostalgic 
patina that triggers our own memories?’ Ultimately, 
Winter transforms the original snapshot by her 
perforations or layers of paint. In Penetrating the Past 7 
mechanical dentist’s drills are juxtaposed with a 
soldier. There are two photos: one shows a group of 
soldiers in an open air staircase, the other is a portrait 
of a single soldier. A flexible tube made of metal and 
rubber connects the two photos. The exact relation
ship between the two images remains unclear, but 
the suggested surreal world is intriguing. The use of 
unexpected combinations and shifts between past 
and present, lend a dynamic mood to the assemblages: 

8.  Don’t Answer me, 2007

9.  Today, 20117.  Penetrating the Past, 2007

10.  February 23, 20036.  Come Inside, 2005
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11.  La Fleur du Mal, 2006 12.  Monopoly, 2008
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meanings and time perspectives keep changing, 
making it impossible to hold onto a permanent and 
unique truth. 

Rush Hour 13 presents the upper part of the face of the 
poet Mayakovsky. The lower part of his face is covered 
by a blackened rectangular part of the panel. A rake 
stands on the floor and its teeth perforate the poets 
eyes. Its skewed position suggests that the rake is 
erasing the lower part of the image. In interpreting 
this work one should remember that Mayakovsky is 
one of Russia’s greatest poets, and may also be seen 
as a revolutionary who was out to destroy the old 
system. His words paved the way for changes in 
people’s perceptions of the society. At the same time, 
his role as a propagandist made him vulnerable, 
because the Bolsheviks were wary of him. His 
movements were watched, followed and he knew 
that censorship restricted his freedom of speech. In 
Rush Hour the handle of the rake covered with a 
newspaper may be interpreted as the instrument that 
attacks Mayakovsky and his progressive views.
The images and assemblages that Julia Winter creates 
may raise questions, but they never reveal one single 
truth. Her intention is rather to ask her viewers to be 
critical, without imposing a fixed meaning on her 
works.

(Dis)connected
From 2006 to 2008 Julia Winter worked on a series of 
194 newspapers which she covered with objects and 
images or paint. The title for this series was (Dis)
connected 14. It was chosen because it suggests that we 
(the readers of newspapers or other media) are 
connected in the here and now, but in fact we are 
disconnected because we misunderstand each other’s 
mindset. She began to manipulate the original 
information. In some cases she painted over columns 
or photographic images. In these instances the black 
or the coloured rectangles were like abstract elements 
that covered the text or image. The limited 
information provided by the artist compels the viewer 
to bring his or her own imagination to match the 
images. Lack of information gives a disturbing edge to 
these newspaper pages. By orchestrating the 
information the viewer becomes aware of the powers 
of manipulation. Covering parts of newspapers in 
black and white was a common phenomenon in 
Russia whenever the censor tried to protect the 
readers from inappropriate views and ideas.
By using black rectangles the page becomes an 
abstract composition. They remind us of the floating 
squares and rectangular forms in Kazimir Malevich’s 
Suprematist paintings. These works, e.g. a page from 
The Washington Post 13, not only refer to censorship but 
also to the aesthetics of abstract art. The page from 
the Egyptian newspaper El Hayat 18 has a pattern that 
is reminicent of geometric – abstract art and, at the 
same time, of Arabic decorative art. On a page from 
the Kazakhstan Pravda 15 Winter has deleted words 
from the columns and inserted a photo of a woman. 

13.  Rush Hour, 2007
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16.  Style, 2007 17.  Zwjazda, 2007 18.  El Hayat, 200715.  Kazahskaja Pravda, 2007 

14.  (Dis)connected, 2007 
Installation view Museum Van Bommel 
van Dam, Venlo, The Netherlands 
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She has painted transparent waves in a horizontal 
direction over the image. Instead of clear painterly 
and heroic images these waves contrast with social 
realist and political principles. The same happens 
with the front page of the Zvezda (Star) 17 where the 
photographic image of a young girl is covered with a 
red metal that is affixed in front of her face. The label 
suggests that the girl is a number, not an individual. 
The photo of the girl affects the original image. 
Instead of the present we are confronted with a photo 
of a previous age.The past in this case might have a 
more profound and durable value than the fleeting 
value of the daily news. The addition of objects and 
images is akin to touching reality with a kind of  
magic wand.
In another installation Pravda 19 the subject is 
censorship and truth. The installation consists of a 
stack of newspapers with a black jacket on top and a 
Plexiglass plate with the photographic image of a 
young girl leaning against it. The two elements 
(newspapers and the image of the young girl) contain 
two different layers of reality. Neither of them is able 
to tell us which reality is true or real. The girl is most 
likely influenced by the misinformation in the 
newspapers and the jacket represents the power of 
the ruler. It is as if Winter is trying to tell us that 
freedom of speech, particuliarly in the countries 
where the information is censored, remains a fragile 
element in our democracy and is always under attack.
  

Portraits and nudes 
A portrait is a document in time as well as a physical 
resemblance. It gives the public an extemporaneous 
view of the person being depicted and it gives next 
generations an opportunity to reflect on the personal 
image as well the fashion and style of the period in 
which it was created. The expression of a portrait 
can vary from detached to familiar and from static to 
dramatic. A medieval portrait may look remote whilst 
a baroque portrait may convey a more personal vew. 
At present we are constantly surrounded by faces in 
the media. In some cases we try to find out what kind 
of personality lies behind the exterior. We may even 
try to identify with the other, but in some cases the 
otherness makes it more difficult.
Julia Winter explores the phenomenon of the portrait 
and, more specifically, how we perceive the other.  
In her portraits she uses photographic images or 
images of older paintings. They are often ‘double 
portaits’ in which the first transparent image is 
mounted on glass or Plexiglass whilst the second 
portrait is affixed to the underlying surface of the 
frame. This means that we look through the first layer 
at the second one and thus end up seeing and 
recognising a mash of two portraits. Walking from 
one end of the picture to the other, the two layers 
differ slightly depending on the angle from which we 
look at the underlying image. What’s more, the 
reflection in the glass may well add our own reflection 
to the mix. Suddenly we seem to participate in the 
portrait and it challenges us to look more closely.

19.  Pravda, 2007  
Installation view Producing Censorship 
Fabrica del Vapore, Milan, 2011 
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20.  Bring Boys Back Home, 2010 21.  Kusje (Kiss), 2013 22.  Undercover, 2013
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23.  Good Morning, 2013

24.  Mr. Needle, 2010 

25.  Reflection, 2008

26.  Sweet Dreams, 2009
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In Julia Winter’s double portraits the two personali
ties blend together, even if they come from totally 
different worlds. For example, in Young Lust 30, the face 
and upper part of the body of a young boy in a Tshirt 
covers an image of a seventeenthcentury lady in a 
black gown. They differ in gender, time of origin.  
The boy looks quite selfconscious whilst the woman 
is decorous. She represents a social class that can 
commission a portrait. It is clear that the two images 
come from two completely different worlds.  
By presenting the two worlds in a single composite 
portrait the otherness is emphasised and raises 
questions about how we judge the other. It results in 
a hybrid picture that emerges from bringing together 
disparate elements. At a time when emigration has 
become a common phenomenon, we have to accept 
an ongoing negotiation and exchange between 
irreconcilable differences. In the media, we see a huge 
number of different faces and in our cities we 
experience new national and etnic mixtures.  
By juxtaposing two identities, Winter composes two 
overlapping images of faces which is at the same time 
a play of forms, colours and perspectives. In Mr. and 
Mrs. Split 33 (the title is an ironic reference to the 
well-known film Mr. and Mrs. Smith (2005), the two 
faces have the same kind of dreamy expression.  
The man is from the early 20th century and the 
young girl is from this century. Her bare shoulder 
partly overlaps with the white jacket of the man and 
the white colour returns in the underlying wooden 
plate. As a result, the composition is split in two.  
In Violent Conflict 28 the several chessmen that are 
lying at the bottom of the frame, hint at the 

competitive relationship between the man and the 
woman. It seems as if the two protagonists are 
playing out their battle on the chessboard. Here a 
dark haired woman is coupled with a marine. In the 
portrait Victory 29 Winter makes subtle use of several 
layers of dark and light. An image of a soldier is mixed 
with the image of a woman with her bare hands on 
her belly. The positioning of the woman’s hands is 
repeated in the hands of the soldier grasping his belt. 
The face of the woman is covered with a handkerchief 
and its red fabric creates a dark silhouette against the 
white background. The attitude of the soldier is firm 
and contrasts with the woman’s femininity and 
attractive ness. His hands are covered by the red gown 
of the woman, thus suggesting that the hands of the 
soldier are covered with traces of blood. The title 
Victory is chosen because Winter wants to demon
strate that in every dirty struggle the consequences of 
war leave indelible traces. In this context victory is a 
dubious word. We come across another soldier (a tank 
commander) in the work Morning 27. The ground on 
which the soldier stands is muddy and the lines with 
clothes pegs contrast sharply with the various 
elements in the greenbrown background. Clothes 
pegs have numbers written on them, which may well 
refer to the enormous loss of soldiers’ lives or to 
individual soldiers who are reduced to numbers.  
The combinations and additional objects question the 
juxtaposed worlds, cultures and genders. Normally, 
we can easily judge the other by a brief glance or 
superficial observation. In the portraits of Julia Winter 
we need to look more closely and in great detail 
before we can form a reasoned opinion.

28.  Violent Conflict, 2011

30.  Young Lust, 2011

29.  Victory, 2011

27.  Morning, 2008
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32.  M-Story, 201531.  Medusa, 2015 33.  Mr. and Miss Split, 2011
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34.  Big Apple, 2013 36.  Russia, 201335.  Back Forward, 2014
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37.  Overview Russian Studio Atelier on the Amstel, 
Hermitage Museum Amsterdam, 2013
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38.  Lost Identity, 2013 39.  Love, 2013
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42.  Mothers and Daughters, 201340.  Sirena, 2015 41.  Spy - 007, 2015

 



3534

In 2013, as an antipode to the earlier portraits,  
Winter embarked on a series of portraits with a much 
brighter colour palette. Also the size of these portraits 
is larger. These works were shown for the first time in 
the Hermitage Museum in Amsterdam 37 at the end of 
2013. One of these works is A Sea Battle between Julia 
Krupenia and Julia Winter 43 in which she mashes her 
own portrait as a young schoolgirl with the portrait 
of an older glamorous young woman.  
The title of the work refers to the change of her 
personal last name Krupenia into the more universal 
name of Winter.

43.  The Battle Between Julia 
Krupenia and Julia Winter, 2013

44.  Wounded, 2014
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47.  White Milk, 2013

In the series of portraits exhibited the image is 
transferred to the canvas and covered with layers of 
thin and fluid acrylic paint. In the painting White Milk 47 
the girl from Vermeers’s painting The Girl with a Pearl 
Earing is combined with a portrait of a contemporary 
boy. In this work she poured and dripped several layers 
of white paint. This dripping and pouring method is 
also used in Butterfly Knife 45 and in Homebest 46, a life 
size portrait of two standing men. By painting over the 
faces Winter achieves the same effect of hybridisation 
that can be seen in the framed portraits. Although the 
image may be from older times, transforming and 
reworking it makes the person part of our own times 
and of the art of today. Added to that, this process of 
covering the photos with layers of paint may also have 
a more psychological function. By looking at another 
person we dissociate ourselves from the other placing 
a glass wall or a barrier between ourselves and the 
other. We are close to the subject, but not too close.  
Some distance remains.

Winter previously used this dripping technique in 
201011 in a series of landscapes and nudes. This was a 
series of paintings using what she called ‘cityscapes’, 
i.e. with urban photographs as a background. In Real 
Steel 51, a vertical coat of lacquer is split onto an image 
of railway tracks in Moscow city that crosses the lines 
of the rails. In Keep it Breezy 50, a thin coat of paint 
covers a photo of an elevator shaft. This technique is 
also used in a more recent work such as Memory 48, 
figuring a winter scene on an Amsterdam canal. Here, 
covering the image by paint serves to to convey vague 
memories of something that happened in the past.

46.  HomeBest, 201445.  Butterfly Knife, 2014
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49.  Katerina, 201148.  Memory, 2013
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50.  Keep it Breezy, 2011 51.  Overview PresenpasT ,  
Other Gallery Beijing, China 
a.o. Steel City, 2012
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Veiling the nudes with paint may have a double 
function. It covers up intimate parts and at the same 
time it seduces the viewer by offering him or her 
glimpses of still visible areas. The paint Winter uses in 
these nudes is mostly lacquer. She alternates between 
enforcing the sensuality in a more transparent way or 
covering some areas in thicker, opaque way. The shiny 
surface of lacquer ties in with the glossiness of the 
models. The female and male nudes that Winter has 
selected have their own, particuliar poses. The models 
look strong, selfassured and attractive, and conform 
to stereotypes of pornographic imagination.  
Using these stereotypes and adding a layer of 
dripping paint results in a kitchy, but at the same time 
appealing image. Although the dripping technique 
may seem random, the paint is in fact usually applied 
with great precision. It creates a variety of open and 
dense parts in the composition, with parts of the 
image still being visible, whilst other parts can barely 
be distinguised. This in turn highlights the viewer’s 
role as a voyeur. 

54.  ManiFest, 201252.  Distraction 1, 2014

53.  Distraction 2, 2014
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55.  Distraction 3, 2014 57.  Distraction 4, 201456.  Dance with me, 2011 58.  Distraction 5, 2014 59.  Celebrate, 2014 
>

60.  Free Will, 2012 
>> 
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61.  Overview Undercover Ron Lang  
Art Gallery, Amsterdam, 2013
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Undercover series
In 2012 Winter embarked on a series of paintings and 
installations entitled ‘Undercover’. In these paintings 
she painted over an existing book cover depicting 
men dressed in urban outfits and makes small 
canvasses focussing on specific details of their 
costumes. These works give a new meaning to the 
concept ‘Undercover’ because you could say that 
these men are literally painted ‘on the cover’.  
The suits tend to suppress any kind of personality 
because of their uniformity. In general, a suit lends a 
certain status and helps people to function in certain 
social circles. In Winter’s works the suit is also a 
symbol of the outfit of the perfect servant in a system 
or organisation. It is not just businessmen and 
politicians who wear suits, football players, lawyers 
and even criminals wear a uniform to build confidence 
or to gain a foothold in a society that is driven by 
profit and power. Chinese artist Ai Wei Wei commented 
in an interview with fashion magazine GQ that ‘the 
suit is the opposite of individu ality, a suit is a uniform 
with which the carrier wants to distinguish himself ’. 
The men in their suits seem to be the ruling class of 
our society who protect a system, but who lack in 
many ways an individual identity. Winter has painted 
these men with a certain irony. It is similar to the way 
Robert Musil described his main character in The Man 
Without Qualities, satirising him as a conformist who 
wants to adapt at any cost to the dilapidated and 
chauvinistic society of Austria at the beginning of the 
twentieth century. This comes to mind looking at the 
‘Undercover’ series. She paints her undercover men in 
slick, fashionable clothes. By juxtaposing them with 

63.  Fluxus Codex, 201362.  SuperMan, 2013
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64.  Don Giovanni and Hall of Fame 
(Overview installation Sluizen, Change of 
Poles, Planetarium, Moscow), 2013

67.  The Emperor’s New Clothes, 201365.  Light, 2013 69.  The Last of the Mohicans, 2013

68.  Don Quixote, 201366.  Britain Man, 2013 70.  Spectrum of Sex, 2013
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71.  Biggles, 2013 72.  Marionettes, 2013

book covers, she compares the ‘noncontent’ of their 
existence to the scientific or cultural values that are 
represented by books. Added to that, these men in 
their suits not only refer to general stereotypes of 
successful men. They were created in an era in which 
new Russian leaders are in the heyday of their 
powers, thus adding a critical comment of the new 
‘Apparatchiks’, the contemporary version of the 
Russian politicians and businessmen who rule the 
country. We are aware that in Russia the KGB checks 
statements of individual journalists, opposition 
leaders or any individual who is controversial or may 
jeopardise the politics of the State or the conservative 
Orthodox Church. But we also know that even in the 
Western world our movements and actions are 
tracked by uncontrolled institutions. In the West,  
the most famous ‘Undercover’ is, of course, James 
Bond. He is not only the smart and witty underground 
agent, but also represents masculinity and sexiness. 
What makes 007 the epitome of a welldressed man  
of the world and what makes him so attractive?  
For Winter this led to a series of individual paintings 
with details of suits, shoes and all the other 
accessories that go with a fashionable outfit. They not 
only show the outfits of these men, but also the way 
they walk, stand and pose. It is clear that not only just 
the suit, but also the body language contributes to 
the attractiveness of these men. The combination of 
book covers with titles such as Don Giovanni 64 or  
De nieuwe kleren van de keizer (The Emperor’s New 
Clothes) 67 offer a sarcastic comment on such 
pomposity.
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73.  Hall of Fame (part of installation 
with 56 paintings), 2012
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74.  Undercover 1, 2013

78.  Undercover 5, 2013

77.  Undercover 4, 2013

75.  Undercover 2, 2013

79.  Undercover 6, 201376.  Undercover 3, 2013

80 .  Sherlock Holmes, 2013
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Three-dimensional work/ installations
The compilation of objects in threedimensional 
works follows a similar technique to the one used in 
twodimensional works. It is an associative approach 
of bringing one object or image into dialogue with 
another, and thus creating new layers of meaning.  
In 2005, Winter introduced glass into her sculptures. 
The work Splinters of Summer 82 was created for an 
exhibition at the Moscow Museum of Modern Art,  
in which she placed glass plates on tree branches 
lying on the floor. Text fragments from Marina 
Tsvetaeva’s poems are printed on the plates.
In the installation March 81,which was conceived for 
the exhibition in Kiev of 2012, she placed a series of 
red canvasses leaning against the wall with black 
trousers lying on the ground and draped between the 
wall and the canvasses. Again, metaphorically, the 
trousers are part of a hierarchic system. At the same 
exhibition she juxtaposed this installation with the 
work Karenina 83 which symbolises the opposite of 
power. It shows a group of women’s underskirts with 
woollen threads that are combining the several 
elements of the installation. The pastel colours of 
these underskirts contrast with the black trousers. 
The soft fabric and colours accentuate the 
vulnerability of women in relation to men who have 
power, but also demonstrate the power of woman’s 
allure. 

82.  Splinters of Summer  
(Installation view Moscow Museum 
of Applied Art, 2007), 2005

81.  March (Installation view  
The Open West Museum Cheltenham, 
Great Britain), 2013  
<

83.  Karenina (Installation view 
Gallery Pecherska, Kiev, Ukraine), 2013
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Seven Glasses of Water 84, also shown in Kiev, has the 
same poetic sensibility. The framed pictures of glasses 
filled with water are painted in pastel shades and 
stand on the floor, with one painting hanging on the 
wall next to an underskirt. The blue skirt is slightly 
transparent and echoes the transparency of the 
glasses.This work was exhibited side by side with 
Innocence 133, a work that seems psychological rather 
than political. A white shirt is hung upside down and 
covers an old black and white photo of a female nude. 
The photo is painted over with a white layer that 
links the shirt to the picture. Thin black threads are 
stitched onto the shirt and the sleeves seem to 
embrace the nude.

In 2013 and 2014 Winter created a couple of three
dimensional works, in which she compiled objects 
with transparent Plexiglass plates covered by 
photographic prints. She used this method in some 
earlier works well. For example, in The Youth of Ivan 85 
a Plexiglass plate rests against an old chair.  
A photograph is printed on the Plexiglass plate 
depicting a young boy who stares melancholically 
towards the viewer. Both the chair and Plexiglass are 
pierced by a violet lit neon tube. By combining the 
neon light with the old photo and chair, Winter brings 
together past and present. The use of free standing 
Plexiglass in installations allowed Winter to use 
images of a free standing person or a portrait which 
can be combined with objects. For example, an 
aluminium staircase supports a Plexiglass plate with a 
portrait of a young woman. Seven glasses filled with 
liquor are placed on each step (Seven Steps to Heaven 
and me) 87, as are other objects like a typewriter which 
is placed on an iron pedestal (History writer) 86. The life 
size installations make a more immediate physical 
connection with the public than the portraits hanging 
on the wall, yet a similar collage and assemblage 
method is used.

84.  Seven Glasses of Water and Me, 2012 85.  The Youth of Ivan, 2013



6766

87.  Seven Steps to Heaven 
(Installation view, Heusden a/d Maas, 
The Netherlands), 2014

86.  History Writer, 2013



6968

89.  Disconnect 2, 2014

90.  Disconnect 3, 2014 92.  Disconnect 5, 2014

91.  Disconnect 4, 2014

Winter has also embarked on a series of small 
portraits on Plexiglass without the wooden frame. 
This has resulted in a series of lively portraits in 
which she occasionally uses two layers of Plexiglass, 
but mostly compiles a single plate with other objects. 
The objects, such as a funnel that pins through the 
portrait of a young Arab man and a young Western 
girl 88 hold the two Plexiglass plates together.
In the series of works made for a group exhibition in 
Moscow (winter 2014) the same juxtaposition of past 
and present is evident. Her series on WW1 included 
several works with old images of soldiers and 
civilians from the beginning of the 20thcentury.  
The pictures of these people are combined with 
pianos, chairs, beds, creating a rather ambiguous, 
enigmatic mood. 93, 94 The site of the exhibition, i.e. the 
dark confines of the former cellars of an old Moscow 
winery, was the perfect setting for these three 
dimensional works, especially as all the installations 
had neon tubes to illuminate them.

88.  Disconnect 1, 2014
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94.  Penetration into the Past 
(Installation view Centre for 
Contemporary Art Winzavod, 
Moscow), 2014

93.  Penetration into the Past 
(Installation view Centre for 
Contemporary Art Winzavod, 
Moscow), 2014
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95.  Forever and Memory (Installation view Schakels (left), 
Koornmarktspoort, Stedelijk Museum Kampen, The Netherlands), 2015
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97.  HomeBest (Installation view Schakels, 
Koornmarktspoort, Stedelijk Museum 
Kampen, The Netherlands), 2015

96.  Reflection (Installation view Schakels, 
Koornmarktspoort, Stedelijk Museum 
Kampen, The Netherlands), 2015
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57.  overview  
Archillaut pratio expella 
utempor ehendebis ut es

99.  Relaxing Chair and Clock 
(Installation view Entre deux 
chaises, un livre (A Book between 
two chairs)Villa Empain, Brussels, 
2014), 2013

98.  Mr. Gluck, 2010

The use of light and its reflections is exploited in a 
series of works incorporating morphine ampoules. 
Winter presented these two and threedimensional 
works at the Museum van Bommel van Dam in 2012. 
The cold glass of the ampoules gives off a shiny, 
crystal brightness enhanced by lamps. The ampoules 
are used to cover objects, and to alienate them from 
their usual or emotional sphere. Used in an 
installation they raise questions given that morphine 
has multiple connotations. Morphine not only helps 
to suppress anxiety of death or of physical and 
psychological pain, it also serves as a mindaltering 
escape from reality. In a wider context this installation 
refers to the often neglected aspects of modern 
society such as alienation, loneliness and addiction.
The ampoules are used as a material that may conceal 
an objects’ history by covering a portrait 98 or the tiny 
shoes of a child. They can also conceal time by 
covering an electric clock 99.The chilly set, evoked by 
the absence of people, not only articulates grand 
themes like mortality, but in the absence of people, 
the installation evokes a deathinlife air.  
The questions this raises are far from being cynical 
and defaitist, in fact, the installation seems to evoke 
notions of hope, recovery and enlightenment.
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101.  Morphine  (Installation view, studio Amsterdam), 2011  
Morphine ampoules, mixed objects   
Photo Ilya Rabinovich

100.  Teapot, Shoes, Clock, 2013

In the dialogue and the reworking of existing images 
and objects Julia Winter creates works of poetry in 
which past and present, male and female, power versus 
nonpower play a role. By showing the crossovers she 
visualizes how, in historical and cultural terms, these 
images are subject to change. Capturing the past by 
personal reconstruction is a recurring element in her 
work. Yet, apart from the content, the context and the 
political messages, her work also reflects enormous 
freedom and pleasure in working with materials and 
objects. By the subtle juxtaposion and compilation of 
these materials and objects, Winter creates intriguing 
and persuasive visions. She is a master of compilation, 
reminiscent of a couturier who combines different 
kinds of fabric. She uses colour and materials in a way 
that ties opposites together. She enchants, excites, 
and by mixing seemingly discordant elements,  
she creates new and mysterious worlds. Her work not 
only reflects our current visual world, it will also live 
on into the future.

Maarten Bertheux
January 2015
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A studio visit  

When I visit Julia Winter in her studio transport 
arrives with new works for her forthcoming 
exhibition entitled Memory to be held at in Bilthoven. 
I see large scale photographic works, ‘manipulated’ 
photos and two photos combined to form a new 
image. Some resemblance between the two images is 
required to create a ‘logical’ connection, for instance, 
the eyes in a womans portrait, as an echo placed next 
to each other. As in Florence 102, a double portrait of a 
young woman with a red cross on her forehead.  
This identifies her as a Florence Nightingale-like nurse, 
and the red thread between the two layers, paper and 
glass, turns into a a medical association with blood 
and surgery. The result of the two inter twined images 
is a spatial image but without the usual method of 
linear perspective. This is explicitly the case when an 
earlier work of two photos on different levels is 
‘condensed’ at the next stage into one single level. 
Transparencies would be a good designation for these 
works in which a metamorphosis from 3 to 2 dimen
sional takes place. What is called trompe l’oeil changes 
into a trompe l’esprit. Indeed, it is as if wishes or 
thoughts find their shape.
Other works do not use photographic images but rely 
on real objets which, when combined, tell a story.  
An example is Amor 103, an assemblage of a bow with 
an arrow covered with music paper combined with  
an underdress. The work refers to the god of love,  
the son of Venus, who does arouse love in the men 
and women whom his arrows hit. 

103.  Amor, 2015102.  Florence, 2014
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104.  Best of my Love, 2007

105.  Connected, 2007

106.  Het Financieele Dagblad, 2007

Desire and wishdreams of the person lend credibility 
to the image. I think of The Box, the book by Günther 
Grass. It descibes how the author’s children meet as 
grownups and describe the photos from their 
childhood. These photos were taken by the house 
keeper/the children’s maid. She owns a ‘wishbox’ or  
a ‘miraclebox’, and the photos taken by her do not 
reflect, in the memory of the speaker, the moments 
when they were taken. They look back at the past or 
forward to the future. In a comparable way the 
manipulated transparencies of Julia Winter look back 
to the past or foretell a future, imagining the 
introspection of the person in the picture.

As I said: credibility suffices, the way truth is told or 
experienced. It is an essential quality of the art of 
painting which belongs to the realm of illusion,  
more than photograpy does. This tendency towards 
the world of painting is accentuated by Julia Winter’s 
increasing use of canvas and paint, covering and 
correcting the photographic image.
This is, however, not be understood as the artist’s 
wish to present her works as makebelieve, as 
illusions. There is also a message about social reality 
involved, a conviction that she communicates 
through her work. (Dis)connected was the title of her 
exhibition in 2007 – 2008, questioning by the very 
title whether the supposed connection between the 
component parts of a work could also be seen as 
counterparts. This is explicitly the case in the 
newspaperseries, consisting of 194 works based on 
different newspapers. The relationship between the 
two is intuitive, as stated in the catalogue.  

I regard this as an invitation to the public to use his/
her own intuition in finding his/her own meaning in 
these works. I take Best of my love104 on the cover of  
the catalogue as an example. I see a photo of three 
little girls taken a hundred years ago, judging from 
the white frocks. The photo is fixed on a Russian 
newspaper in Cyrillic which I can’t read. It is placed  
in a column in the text on top of the photo and is 
blackened so that the photo seems to be descending 
on the second half of the newspaper where the text  
is covered with red paint. To the photo of the girls’ 
needles are attached, holding some thread. These 
remind me of blond hair and as to the age of the 
photo I associate it with the 19thcentury custom to 
preserve the hair of a deceased person in a medallion. 
The combination of Cyrillic writing and the red colour 
evoke in me a further association with the disruption 
of daily life caused by the Russian Revolution in 1917, 
and the war between the Reds and the Whites.

As an art historian I am particularly interested in 
instances when the art world itself is used, both as an 
object and as a subject in a work. In The Milkmaid of 
Vermeer, for instance, the upper part of the poster is 
painted black and the lower part is cut out from the 
milkjug 105. This part is replaced by an Arabic 
newspaper on which the milk ‘flows’ in the shape of 
ropes made of hemp. The much praised flow of 
Vermeer’s representation of the milk is imitated by 
the twisting of the rope. Is it just this poetic and 
esthetic imitation that surprises here? But what about 
the Arabic newspaper? Is there a connection between 
the twisting of the milk and rope and the flowing 

notation of the Arabic letters and sentences? I don’t 
know. For me a political connection is clearer in the 
work Het Financieele Dagblad 106 in which a chessboard 
is represented with the underline ‘peace or fight 
mission’. The contradiction between these words has 
a cynical undertone when we understand, with regard 
to this newspaper, that economic interests are decisive 
in warfare. Human suffering is seen as collateral 
damage, like sacrificing a pawn in a game of chess. 
For Julia Winter, as a Russian expatriate, dilemmas 
such as these have an extra dimension, since she is 
more aware than the average reader of the fact that 
truth is a relative notion in facts published by the 
newspapers. This view becomes a universal observa
tion by hanging the 194 newspaperworks in three 
rows next to each other. 

Another work from the realm of art is the Fountain 107, 

in which a reproduction of Da Vinci’s ‘Mona Lisa’ is 
hung upside down and cut out in the shape of the 
famous urinal of Marcel Duchamp (and placed) on a 
mirror. Indeed Duchamp later made a reproduction of 
the Mona Lisa with a moustache and a beard and the 
letters L.H.O.O.Q. which mean as ‘she has a hot arse?’. 
In the reception history of Duchamps Fountain there 
is a story that the triangular position of the holes in 
the urinal refer to a kabbalistic spelling of the name of 
God. In the work of Julia Winter these openings give 
way to a pearl necklace, a symbol of posh feminity, 
which in this context becomes a stream of urine.
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108.  Fraulein Doctor, 2006107.  Fountain, 2007

The past is known through memory, and photos are 
auxiliary in activating this memory. There is a 
collective side to this memory about facts in the 
history that we share. Also images from the history of 
art may be used as a source from which artists can 
draw their inspiration in order to add new images to 
this databank. Often these new images have their 
origin in personal associations, and it is common 
practice to ask the artist to shed light on his/her 
intuitive choices. In the past Julia Winter was not 
keen on interviews of this kind. I want to respect this 
although I am eager to exchange our experiences.  
But that would contradict my conviction that works 
of art conceal personal motives and trying to reveal 
them would harm the quality of the work.  
So I decided not to interview Julia Winter but to wait 
and see what comes up. 
Suddenly, at the end of our meeting, Julia Winter 
shows me her work Fraulein Doktor 108. It proves to be 
a counterpart to Florence, the work that I mentioned 
at the beginning. The photographic portrait is shown 
on the panel, with a magnifyingglass mounted on a 
pin, enlarging the eye. This time the red cloth and 
sewing thread have a cruel association. The nurse is 
now a doctor, but this doctor is inspired by the story 
of a double agent, a spy.  
In a way it is an identifiable situation for expatriate 
artist like Julia Winter, torn between the two worlds 
that represent opposite worldviews.

Bert Jansen, 2015
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Memory Spaces as Fiction

In some of her her series of works Julia Winter 
thematizes the significance of the 19th and 20th 
century Russian literature. For example the classical 
texts such as Fyodor Dostoyevsky’s The Brothers 
Karamazov and Mikhail Bulgakov’s The Master and 
Margarita get a new scope through the artist’s 
strategy to couple painting and photography of 
interiors, which allude to probable, fictional sceneries 
where the novels’ events might have taken place. 
Layers of paint in red, white, and black, applied by the 
artist on bigformat photographs of dilapidated 
interiors, give an additional dimension of spatial 
illusions and evolve into a visual metaphor of Russian 
literature as a kind of hypertext. 
The best example of it can be the work Note of 
Malevich 109, that can allude simultaneously to a real 
Bulgakov’s place in Moscow as to Malevich’ 
suprematistic squares or rectangles that are freely 
floating in a space. A text on the margins may refer to 
the writer’s scripture for his novel, in which the 
narration intervenes between mystery worlds like 
those ones described in the Biblical Scriptures and 
modern distortions of the real in which, for instance, 
the Patriarch’s Ponds are dramatically described as if 
turning into a dark square that is a fictional metaphor 
of the famous icon of the Russian Avantgarde. 
New meanings appear out of ruins and found objects. 
The emptiness of the spaces of abandoned rooms and 
porches symbolizes drastic changes in and of the 
historical past as well as mere inabilities of later gene
rations to consider on experiences of their ancestors, 
which may turn even to rejection of a real historical 
heritage and construction of its modern vision. 

Subjects like these have been intensively reflected in 
the literature that always played a crucial role in the 
development of spiritual vectors in Russia. In the 
same way, in Julia’s works, a contamination of 
painting and photography helps to get the beholder 
into the next levels of generaliza tion as if images that 
have never been seen before, or texts that have been 
hardly ever read, become equally recognized as 
natural or, even more literally, organic elements of 
collective remembrances. These everlasting processes 
of recontextualization and fragmentation manifest 
through applying double codes, which are not, 
however, opposites by default like word – image, 
reality – illusion, semantic – visual, reproduction – 
original, creativity – tradition. Rather on the contrary, 
the concept of Julia’s compositions and techniques 
she applies make the texts in question stop 
functioning in their axiomatic way; they are figured to 
be not only a kind of common cultural basics for 
Russian speaking intellectuals, but to work as a 
source for the artist’s experiments to generate new 
messages through a hyperbolic form of a handwriting 
and painting over images as fixation of memorial 
spaces through the discourse, which reveals a new 
type of visualized abstraction. 
In this way she not only reflects on the interaction 
between words and image, or the constantly 
changing semantic contents, but she investigates as 
well how these constructions or compositions can 
contribute to the development of the modern cultural 
identity in her native country. 

Elena Onoprienko, art historian

109.  Note of Malevich, 2010
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111.  Master, 2010110.  Red Light, 2010
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When and why did you arrive in The Netherlands?
I cannot say it was my immediate intention to stay in 
the Netherlands. It happened rather spontaneously.  
I started to follow some courses, to study, and, more 
importantly, I wanted to meet other people, just to 
get as much information as possible. When I arrived 
in Amsterdam in the middle of the nineties,  
I experienced how huge my lack of knowledge in art 
history was. We didn’t learn that in Russian education 
at the time of the Soviet Union. 

How was the situation at the Art Academy in Moscow?
We were only trained in techniques: in drawing,  
and in using compositions. I loved to draw portraits 
and nude models. I never used photos for it, even 
though in the Western world this is a common thing.  
But I never asked myself why and what I wanted to 
say with my works. When I came to The Netherlands  
I experienced a lot of freedom and I felt like a fish in 
the water.

You started to exhibit in The Netherlands.  
What did you show and how was the response?
I exhibited my assemblages and collages.  
The response was quite good. But I also experienced 
that when visitors learned my original Russian name, 
they immediately reacted with a stereotyped view of 
Russian art. I then decided to change my name to Julia 
Winter. I chose that name because I was raised in the 
Northern part of Russia were it is almost always 
winter; also, the name Winter is more universal, 
existing everywhere, so people cannot immediately 
determine where I am from. 

In conversation with Julia Winter 112.  Julia Winter, Archive photo, 2015

113.  My Father, Archive photo, 
Syberian Tundra, 1973
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114.  Snow, 2005 115.  Super Girls, 2015
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Do you feel there are still some reminiscences of Russia  
in your work?
As a student I was very interested in and engaged 
with the revolutionary period of around 1915.  
Not only with the constructivists, like Tatlin, 
Rodchenko and Malevich, but also with the poetry of 
Vladimir Mayakovsky and Marina Tsvetaeva: 
Mayakovky’s famous poem A Cloud in Trousers refers 
to a new wind that would transform society;  
and Tsvetaeva’s melancholic poems are concerned 
with distant and disrupted love. Their sometimes 
metaphorical language is very powerful, as is their 
mentality of freedom in art and in life, which inspires 
me until today. 
In an indirect way, you can still find Russian elements 
in my work. It simply has to do with the fact that I use 
a lot of photos that originate from Russia. 

118.  Brothers, 2012

116.  Freedom, 2006 119.  One Third, 2005 
>

117.  Arkhangelsk, 2006
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You say you like the metaphoric elements in 
Mayakovsky’s poetry. Is the use of metaphors an 
important element in your work?
Well, I think poetry is a language that doesn’t present 
straightforward meanings. And in my art I always 
want to provide room for every kind of interpretation. 
Basically, I never give any answers in my work.  
We, as human beings, continuously question who we 
are, and where we are heading. These are universal 
questions; we wonder about new phenomena and we 
want to interpret them. In a more emotional, intuitive 
way I raise questions about the present and the past, 
about many issues that interest me. I want to take a 
distant view towards these phenomena, and at the 
same time I need to make work that surprises and 
touches me. As a result, I often use contradictions. 
Besides, I like the Dadaistic attitude with its smart 
and sarcastic protest towards bourgeois mentality.  
In the work Love is all around 121 I present an ironic 
comment on the certainties of marriage. 

But your work contains a lot of realistic images and real 
objects that may suggest that there are hidden meanings. 
Do you work with these meanings on purpose? 
I don’t provide hidden meanings. There may be a lot 
of meanings related to an object or image: a knife or  
a saw can be a functional instrument, but it can also 
have connotations of aggression or destruction.  
But a white knife will be different from a red knife; 
even from a colour one may discern a certain 
meaning. If an iconologist discovers layers of 
meanings, that is okay with me, but as an artist I am 
more interested in the total expression of a particular 
artwork. The expression originates from the 
construction; the way materials, paint or other tools 
are used. I don’t deny I use content in my work. It can 
be political, social, historical or even biographical.  
But the whole work has to be convincing and I think 
that should be examined as meaningful. 

In the work Transition 122 one can see a blackand
white portrait of a girl with a red scarf in front of the 
image. The title has a symbolic meaning: the red scarf 
is what all young girls at school had to wear, and is 
also the symbol of communism; the transition itself is 
blacktowhite or whitetoblack, and our whole lives 
consists of such ‘transitions’. As Henri Bergson said: 
‘To exist is to change, to change is to mature,  
to mature is to go on creating oneself endlessly’.

121.  Love is all Around, 2008

120.  We are Together, 2012 122.  Transition, 2012
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123.  In the Snow, 2012 124.  Derby Star, 2007
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Apart from separate elements that can be meaningful, 
you often use opposites. This dialectic approach is a 
recurring element in your work.
If I use two portraits, I combine them and use the 
differences in time, in gender, etcetera. The portraits 
have to communicate with each other. I also like the 
poetry of Lucebert, my favorite Dutch poet. When he 
writes about beauty in the poem Beauty has burned its 
face, he makes clear that there is a difference between 
the beauty of the past and the beauty of today. It also 
deals with the moral decay in what we call beauty.  
I always use opposites and I prefer to combine 
elements in a way that does not seem logical.

Nearly in every work with photographic material you 
manipulate the images.
A photo as such can be very mechanical. Most of the 
time it challenges me to add or to alter something in 
the image. My works do not usually present realistic 
portraits with a nose, a mouth and eyes. I rework the 
photographic material by adding paint or objects,  
I may even erase parts of the images. The work Dark 
Horse 127, for instance, consists of two photos: one 
photo of a modern person on glass is mounted above 
another photo of a portrait from the past; between 
these two photos, a knife is wrapped in a thin cloth.

125.  Venice, 2015 126.  MotherLand, 2012 128.  Mix and Match, 2014127.  Dark Horse, 2012



103102

To come back to the theme of aggression: this can also 
be found in Violent Conflict 28 where I combined a photo 
of a 20th century girl with a photo of a contemporary 
girl. It seems as if they are fighting. When I created 
the work and put the photos together I noticed 
something wild between them. You can see it in the 
mingling lines coming from both faces. I put the 
chessmen at the bottom of the work, as if there is a 
kind of battle going on. For me chess is a play in 
which you need to win. When I play it, I want to win. 
I don’t give a precise meaning to these chessmen,  
but they represent an association with the images 
that may reinforce the expression.

In some of your early portraits and assemblages, a kind 
of violence or aggression is present.
Most of my early works from 2003 until 2006 
incorporate a certain energy or maybe a kind of 
drama. In some cases I used combinations that may 
suggest a kind of aggressiveness. I use photos from 
my private archive. Some of the photos have the 
patina of older times and they are already filled with 
memory. It’s not that I want to suggest a feeling of 
nostalgia; it is rather a response to my past. When I 
use for example a photo of three schoolgirls with 
their uniforms, it reminds me of my own school time. 
Sometimes I really want to erase my past and memory. 
I don’t want to think back to the indoctrina tion of 
having to be proud of the nation. History books in 
school or the newspapers and television always gave 
onesided information. 

Some of my works are comments to current situations. 
For example the work 2045 131 is about the submarine 
disaster of August 2000. The K141 Kursk with atomic 
material sank and all 118 sailors and officers died.  
It was a scandal that was more or less neglected in 
the Russian media. With another work, Tears 132,  
reacted to the Beslan school siege of September 2004. 
This occasion again witnessed a lot of disinformation 
from the authorities. 

129.  Zuurstof (Oxygen), 2005 130.  Family Thread, 2011 133.  Innocence, 2012

132.  Tears, 2004

131.  2045, 2005
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Your double-layered portraits are a bit like objects.  
There is a space between the two layers and the height of 
the frame that makes it more three-dimensional. 
I tend to use two layers and often add objects that 
require a certain space. The work resembles a visuali
zation of my memories. I see a big room with all the 
things that have happened to me standing at a 
distance from each other. I can play with my past, 
guilt, love or my losses in a certain game. They reflect 
on each other but never become one.
I freely combine paint and twodimensional images, 
or even introduce threedimensional elements.

If you work with portraits or assemblages, you always 
use two photographic images or two different objects. 
Most of the time the two elements are oppositions like 
male-female, guilt-innocence, past-present.
I tend to look for a strong connection between two 
images. It is even better if the images disconnect.  
I recently made a series that I call disconnections with 
plexiglass plates without a frame. I combine the 
image of an Arabic sheik with the face of a young 
Western woman 88. I always use opposites that may 
differ for example in gender, belief, or time. It is much 
more intriguing and dramatic. In a way it is very 
similar to love: the more two people differ  the more 
intense their love.

In biological theories you always find this attraction of 
the opposites in order to enhance the chance to survive as 
a species. But in culture one has to adjust to the customs 
of a tribe, a religion or a family.
I tried to fight against too many rules. I feel that I 
have to choose and decide for myself, and I always 
want to change things. I don’t necessarily have to 
stay in my comfort zone. I lived in different societies, 
and I learn from each work that I make. Each work 
has to surprise me. It should never become routine. 
The basis is probably also the need to be free, 
emotionally as well as mentally. 

136.  Mother and Daughter, 2014135.  Disconnection, 2014134.  Dreamtime, 2010
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Did you already have this urge in your childhood?  
Did you also have the idea of leaving at a younger age?
The first ten years of my childhood I lived in the 
Northern parts of Siberia. There was an overwhelming 
vastness of white that surrounded us. The landscape 
had a neverending horizon and there were long dark 
winters. Later I travelled a lot in Russia with my 
parents and my grandmother. You have to bear in 
mind that it is a huge country; but despite its vastness 
the mentality all over Russia is very similar.  
That triggered my interest in other countries.  
I wanted to experience the mentality of other nations. 
Especially in Amsterdam I found that you can be 
yourself and express yourself freely. 

In 2011 I participated in the Live Ateliers at the Van 
Bommel–van Dam Museum with the project ‘Free will 
is a dream’. I took the title from a theory of the 
philosopher Spinoza: Spinoza states that everything 
follows necessarily from the previous cause, any 
cause in turn being a consequence of the previous 
cause, with every cause having its origin in God. As 
long as people do not understand the infinite mind, 
they will think that they have a free will. 
In the museum I recreated my studio. I worked there, 
hung my latest works, and cooked Russian ‘Borscht’ 
soup 139. I created new works in front of the visitors.  
I asked the director, curators and visitors to place 
their signature on the background of my new work.  
At the front of the glass I placed an old photo from my 
schooldays. I connected the differences of time, places 
and cultures in one work 138.

So do I have to interpret this aforementioned notion of 
disconnection in a political sense as well?
When I create I do not feel like a politician, because 
I’m an artist. I want to break through existing rules, 
but I do not make art to protest against politicians or 
against some religious issues. The issue has to touch 
me. I think I cannot change political or social 
situations. I’m not a political activist. 

137.  Installation Morphine (Installation view 
Ongekend Yong Artist & Auction, Amsterdam), 2012
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138.  Connection, 2011

139.  Free Will is a Dream (Installation view Live 
Atelier Museum van Bommel van Dam, Venlo), 2011

140.  Free Will is a Dream (Installation view Live 
Atelier Museum van Bommel van Dam, Venlo), 2011
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141.  Stalker (Installation view Schakels, 
Koornmarktspoort, Stedelijk Museum Kampen, 
The Netherlands), 2015
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143.  Maria (Installation view Schakels, 
Koornmarktspoort, Stedelijk Museum Kampen, 
The Netherlands), 2015

142.  Maria (Video Stills), 2015

You also use this dripping technique in a recent video  
that you made for a video installation. 
I slowly poured a lacquer paint over a black and white 
photo of my childhood. The process of changing or 
manipulating the image is followed by the camera. 
The video is part of a wider installation in which I 
hung underskirts pinned to a line. The space of the 
Koornmarkspoort, which is part of the Stedelijk 
Museum Kampen is a 17thcentury building. The attic 
is dark and a bit spooky. The title of the work is Stalker 
as an homage to my favourite film of Arseny Tarkovsky. 
That film has a strange, surreal and suggestive 
atmosphere that inspired me to create this installation. 
In the same attic I created another rather theatrical 
installation with a more domestic scene, i.e. a table,  
a lamp and a chair covered with ampules. The play of 
dark and light and reflection and total darkness 
evokes a theatrical atmosphere. In a way, the setting 
and the dark environment reminded me of the 
mysterious and nightly scenes in the stories of Edgar 
Allen Poe. Fate and destiny also have a role to play  
in these two installations. 
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From 2012 you started to make paintings again.
I asked myself: why are you painting? I was looking 
for new images that would intrigue and I was trying 
to find something of myself. 
I started to use the paint in a loose way. It looks like 
an at random kind of dripping. Most of the time the 
result is also surprising to me. But in fact I have quite 
some control in the way I use transparent or more 
opaque layers. I like to make these new layers that 
have nothing to do with the background of canvas.  
In a way, they are the same as my threedimensional 
portraits: two different levels of my memory room. 

144.  Return, 2014
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145.  Shine, 2015

151.  The Other Side, 2015

150.  Blues, 2015

149.  Nothing, 2015

148. Higher, 2015

147.  Linking People, 2015

146.  Superfly, 2015

In a more recent series of painted portraits you seem to 
use the technique of collage in a kind of similar way as of 
the portraits with photographic material.
I make use of mixing two faces in order to create kind 
of ambigue image of a model. It can be a white person 
combined with a person with a more coloured face. It 
can be a frontal image of a face mixed with the face 
depicted en profil at the same time. Sometimes I add a 
small photo or an object.
For me only the disordering or the destruction can 
lead to something new. We have to face that existing 
realities or concepts are in a constant flux. All the so 
called perfect images of men that are multiplied in the 
media are just a myth. We need to accept that there is 
a multi layered reality that has to be interpreted over 
and over again. 

This interview is a composite of two interviews: a 
video interview by Rowdy Wiegmans and Simon 
Bertheux at the occasion of the exhibition Russian 
Studios on the Amstel (Hermitage Museum 
Amsterdam October 2014) and an interview with Paul 
Donker Duyvis held in June 2015. 
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This catalogue with more then 150 works of Julia Winter offers  
an insight in her poetic and highly surprising imaginary that is 
embedded in a wide range of subjects and visual media.  
The juxtaposition of different worlds is a recurrent theme in her 
works. She uses opposites like male-female, past-present or guilt-
innocence and by the deconstruction of the original image she 
creates new poetic and sometimes political realities. Time is one  
of the quintessential features of her work, but also other subjects 
like the stereotypes in gender or origin, that may increase the 
differences, are presented in series of multi- layered portraits and 
life-size figures. 
 
‘The feelings and thoughts of a person often lie beyond what we like to see. 
Beauty and vulnerability are shown together and attacked. Apparently no 
beauty exists without injuries. The purpose of my work is to stir people.  
The soul, our soul is violated. I find a way to adjure the pain. Beauty, no 
matter how violated, will find its comfort.’ 
 
In this catalogue Maarten Bertheux, former curator of the Stedelijk 
Museum Amsterdam, offers a survey of her work, whilst art critic 
and Ph.D. in art Bert Jansen describes her work after a studio visit 
and Elena Onoprienko (art historian/curator) shows that the 
dominant Russian literature has also an influence on a series of 
works of Julia Winter. The artist Reinier Lucassen contributes an 
associative text and  the catalogue ends with an interview that  
Paul Donker Duyvis, artist, critic and curator had with   the artist. 
 
‘In my works I paint over the photo to hide part of it and allow the viewer  
to make various associations or interpretations. Pictures of faces are as old 
as humanity and appear in all cultures. Photos combined with common 
objects of today, create an atmosphere of timelessness. My work deals with 
the corrosion of human life in the process of the time flux.’


