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Worldwide, 

there are estimated to be 

around 30,000 apple varieties. What is available 

on the market seems very selective by comparison. Their 

names suggest a world of exclusivity: opulent baroque Belle Époque, 

the dandyish and diva-like appearance of an upper class: Royal Gala, 

Admiral, Golden Delicious, Cameo, Jonagold, Granny Smith, Pink Lady. In this 

respect, the pear is more sluggish: Williams, Conference, Abate Fetel, Bonne Louise, 

Packham, Petersbirne, Bürgermeisterbirne—these are more indicative of everyday rural life or 

local politics. With its allegedly up to 5,000 varieties, one could imagine how much more attention 

the apple has received in the course of its coexistence with humans. Even though there are so many 

more of them, the appearance of apples seems far more uniform. Whether similar characters or different 

ones from a more uniform movie, they offer more abstract roles: perfect for identification or free speculation, 

as they provide fewer concrete references to locate them. Determining attempts bounce off their round sleekness 

unnoticed. The extent of the resulting associative leaping power is a sign of the apple’s wide-ranging career. In an 

almost perfect sphere, its form of transport has served numerous metaphors and symbols: As a narrative lure, it is 

a target for national heroes such as William Tell or the stimulus for scientific thinking by stars of the Enlightenment 

such as Isaac Newton. The symmetrical approximation of its outline, somewhere between heart-shaped and circular, 

hints at a penchant for geometry. The fact that it can be reduced to a simple shape more than most other fruits offers 

plenty of room for agency. For although the etymology of geometry refers to taking and keeping measurements 

(ancient Greek ‘land measurement’), it would be difficult to imagine geometry without the infinite free scalability of 

vectors (Latin ‘carrier’, ‘transporter’). Tidying up in limbo, contours seem strongly stylised and fixed in a universal 

language that allows for both malleability and impertinence. Vacuum-fast lines trace precise outlines, but disregard 

other peculiarities, such as mass and matter. Like souvenirs, they are prepared for transport, detachable from their 

surroundings. It is no wonder that abstract textures—such as mealy or crunchy—tend to come to mind more quickly 

than localisable flavours such as sweet or sour. The contours are now ready for further modulations: The shape 

can still be distorted as desired to suit content according to one’s own ideas. In addition, the way is now clear for 

scaling. For if pears and many other types of fruit usually barely exceed life-size in their representation—as if 

this were their most important recognisable feature—there seems to be no limit to the apple. Its megalomania 

is immeasurable. So one can even think of geographical encirclements such as the Big Apple or symbolic 

expansions: The globus cruciger (in German ‘Reichsapfel’) is named for obvious proximity to the 

globe: the sphere as a representation of a totality, as a linking of the highest to an even higher 

order, as the world and as the eye itself? A pompously inflated point. How satisfying it is to 

make a point... one that is open, that is clear enough not to need further explanation, 

and yet offers so many new possibilities:a ball, a globe, a heap, immeasurable 

accumulations, constellations, clusters, villages, cities, maps, planets 

(Greek ‘wanderers’) - here we could go much further - noted down 

with a ballpoint pen and inverted. The temptation to hold 

a planet in your hand, in your eye: a one-

point planetarium. The 

resulting formal shells 

are particularly prone to being filled 

with endless variations of symbols. Although 

the position of the forbidden fruit was once vacant, 

Renaissance painting could not refrain from giving it the 

face of an apple. Probably also because the Latin word for 

‘apple’ (‘mālum’) was supposedly irrevocably close to the word 

for ‘evil’ (‘mălum’). The fact that the former refers to a general 

round and seeded tree fruit rather than the actual apple has been 

conveniently disregarded. Although it could once have been quince, 

medlar, date, mulberry or lemon, it had to be the apple. Even before 

that, the roundness and red or golden colour of the apple was considered 

Venus’ symbol of love and attractiveness, but also of temptation, while 

the apple orchards of the Hesperides, a gift from Gaia, promised 

immortal power and divine favour. Thus, throwing an apple was 

considered a clear sign of a confession of love, although a throw 

by Eris, the goddess of discord, sparked the Trojan War. In 

comparison, the pear seems much less loaded. As its form is 

not so easily reducible to contours and vectors, it also has 

less symbolic projection surface to offer. One would 

be too distracted by the more unpredictable 

curves, the distortions caused by its 

high, cap-like forehead. 
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Photo print on paper under passe-partout, 20 × 30 cm, 2025, exhibition view you were always on my mind, DFI e.V. Düsseldorf



„Carrot cake.docx“ / „center and edges.pdf “ as my contribution to „MSC_Portable_Hard_Drive“ (an anachronistic Sci-Fi-book with !ctional shared authorship), 
released as Stella‘s participation in Systema Marseille 2023 
complete text and photo series: https://michaelbroschmann.info/wp-content/uploads/2024/02/Carrot-cake.docx-center_and_edges.pdf





Installation view a moment ago at Stella Berlin 2023, cardboard, package tape, display furniture of former cholocate shop, lightbulb, found objects



letters, oil and marker on canvas, 110 × 81 cm, 2023 





instagram: @_stella_jpgUG, Ring-Center 1 Berlin  Friday & Saturday 4 - 8pm www.stellastella.info

Unterstützt mit Mitteln des Projektfonds Kulturförderung Friedrichshain-Kreuzberg

text for a moment ago, Stella Berlin 2023



peel, oil and marker on canvas, 100 × 120 cm, 2021



Untitled, crayons on paper behind glass and cardboard, 29,7 × 42 cm, 2023



Installation view a moment ago at Stella Berlin 2023
Cardboard, package tape, display furniture of former cholocate shop, found objects
 



bite, styrofoam, plaster, plastic, plaster bandages, wooden handle, aluminium, pigments, 2023





spell, acrylic and marker on paper, acrylic glass, mdf, metal screws, wood screws, beech wood, plasticine, 133 × 158 × 4 cm, 2021/2023



red dwarf, oil on canvas, 90 × 115 cm, 2022













mapping evidence, oil on canvas, 180 × 220 cm, 2020 - 2021



bokeh, modelling clay, multiplex, tinted acrylic glass, cardboard, acrylic, billiard balls, decorative balls (glass), wooden rods, 45 × 80 × 35 cm,
exhibition view walkbyebye Alte Münze, 2020



Detail of bokeh 



rear mirror, oil, lacquer, marker, acrylic on canvas, 120 × 180 cm, 2021



                      

   

                        
 from the series Architektur & Wohnen, magazine paper on postcards, 14,5 x 10,5 cm each, 2015 





competition  
Oil on canvas 

140 × 170 cm  2019
Exhibition view

Graduation show 
Gerrit Rietveld Academie 

Amsterdam



car 

Oil on canvas 
120 × 150 cm 
2019
Exhibition view
Graduation show
Gerrit Rietveld Academie
Amsterdam



Pool, mdf, maple, lacquer, ceramics, steel, cardboard cup, 220 × 270 × 50 cm, exhibition view graduation show Gerrit Rietveld Academie Amsterdam, 2019 



bulb (cardboard, acrylic paint 2020) and croissant (modeling clay 2020) in twist (aluminium table, transparent pvc foil, cut-outs of cutting templates on paper, 
table cloth weights, ribbon, bended decoration skewer, 61 x 61 x 87 cm 2022) exhibition view Kritkölln, Top Berlin, 2022 



flags, acrylic, marker on paper, 131 × 95 cm, 2019 behind works of Nina Laaf at Nudge, Tilde Amsterdam, exhibition view



Daily Subway Specials, together with Agata Milizia, Airport benches, spraypaint, printed paper, sound speaker, exhibition view Senatssaal Dresden, 2017 





Block town, oil on canvas, 160 × 210 cm, 2021






  
 Sticker, vinyl sticker on window, variable sizes, 2018/2023  



bird, oil on canvas, 120 × 160 cm, 2021



blow up, fiberglass, tent fabric, kite fabric, kite, ropes, 2018, exhibition view on an open air exhibition on Texel



Detail of blow up 









pond, cardboard, bricks, paper, exhibition view, 2019



column, cardboard, printed paper, 50 x 50 x 300 cm, Gois Portugal, 2017 



 

                        
 waves, ceramics, plaster, pulp, print, acrylic, variable dimensions, 2017 






