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The founding of Hamburger Bahnhof in 1996 coincided with a period in Mobile: +49 151 527 51 565
which Berlin was redefining itself. Following the opening of the wall in
1989, the museum’s collection of contemporary art has reflected the aspi-
rations and contradictions that continue to shape the city. Three decades
after the museum first opened its doors, this presentation brings together
works by more than 50 artists. Four thematic, non-chronological sections
address several topics including migration, globalization, and how history
continues to define the present. Many of the works assembled here are by
artists who have been living in Berlin or are otherwise connected to it.
They are as rooted in the city’s immediate context as they are within a
broader global artistic exchange. Continuously expanding through new
acquisitions, Hamburger Bahnhof’s collection captures the artistic, social,
and political questions of its time, while building an archive of the future.

presse.hbf@smb.spk-berlin.de
www.smb.museum/presse

A City in Flux

Following the reunification of Germany in 1990, Berlin entered a period of
rapid transformation. New freedoms, uncertainties, and possibilities re-
shaped the city’s social and cultural landscape. Empty buildings, afforda-
ble spaces, and a sense of openness attracted artists from around the
world. Many were also drawn to Berlin’s unruliness, roughness, and ex-
perimental energy. Artists absorbed this atmosphere of change while
challenging inherited norms and exploring new ways for art to respond to
shifting realities. Some of the works gathered in this section emerged di-
rectly from that moment. Others were created much later but continue to
reflect its energy, contradictions, and unresolved tensions. Different mem-
ories, aesthetics, lifestyles, and political positions overlap within a city that
remains in constant transformation. Berlin resists fixed definitions, contin-
uously drawing in artists from around the world.

A World Connected

The transformations explored in the previous section do not take place in
isolation. Berlin is shaped by forces that extend far beyond the city itself:
migration, trade and digital technologies. Since the mid-1990s, the rapid
expansion of the internet connected millions of users across growing digi-
tal networks, transforming how images and information circulated globally.
Globalization promises greater mobility, exchange, and participation. Yet
access to these opportunities remains uneven, often reinforcing existing
inequalities and forms of exclusion. Artists respond by developing visual
languages that reflect a world in which local and global experiences are
increasingly intertwined. Alongside the promise of connection, they reveal
the frictions, inequalities, and competing interests that shape an increas-
ingly interconnected world
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Lived Realities

The previous section explored a world shaped by global networks and the
circulation of images and information. This section returns to Berlin and
Germany, where these larger developments intersect with local histories
and individual lives. The works displayed here focus on the aftereffects of
German unification and the remaining economic differences between East
and West and on the themes of displacement, belonging, and exclusion.
Through personal stories and family histories, many of the artists chal-
lenge the assumption that societies naturally progress beyond the failures
of the past. Together, the works ask what allows people to live alongside
one another, and how coexistence can be shaped by something other
than fear.

Living History

Berlin is shaped by layers of history that remain present in the city’s fabric.
Near Hamburger Bahnhof, fragments of the Wall that divided the city until
1989 continue to mark the urban landscape. Yet these traces are neither
fixed nor settled. They are continuously revisited, reinterpreted, and
added to as new generations leave their own marks on the city. The
works gathered in this section reflect different ways of responding to the
ongoing weight of history. Some hold close to memory and nostalgia,
while others embrace humour or unruliness as ways of resisting paralysis.
Art becomes one way of carrying history without allowing it to determine
the limits of the present and Berlin emerges as a city suspended between
what refuses to disappear and what has not yet fully arrived.

Absalon

Cellule No. 2, 1992, 1992

Proposition d'habitation, 1991

Absalon left his family home in Ashdod at a young age and later lived be-
tween Paris and other cities. Experiences of movement, isolation, and
searching for a place of one’s own became central to his work. His Cel-
lules (Cells) are small white living spaces carefully designed around his
own body, movements, and daily routines. Visitors can enter the struc-
tures, which function both as sculptures and as imagined homes. While
they suggest protection and control, their narrow spaces can also feel iso-
lating and restrictive. In the video Proposition d’habitation, shown here,
Absalon demonstrates how he would move, sleep, and live inside these
environments. He developed different versions for Paris, Zurich, Frankfurt,
New York, Tel Aviv, and Tokyo.

Matthew Barney

CREMASTER 3: Plumb Line, 2001

A cat sits attentively on a wooden cylinder. Nearby, glasses are stacked,
towels folded, and a bar carefully arranged. Behind them stands a model
of the Chrysler Building in New York. The photograph was created in con-
nection with Cremaster 3, the final chapter of Matthew Barney’s Cremas-
ter Cycle, a series of films, photographs, sculptures, and installations de-
veloped between 1994 and 2002. Cremaster 3 is structured like a strange
game in which characters move through a series of tests and transfor-
mations inside iconic New York buildings. The attentive cat contributes to
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the scene’s unusual atmosphere. Familiar and domestic, yet difficult to
read, it seems to await an event that has either just taken place or is
about to unfold.

Drawing Restraint 9: Toya, 2006

This photograph is taken from Drawing Restraint 9 (2005), a film by Mat-
thew Barney created aboard a Japanese whaling vessel. It shows a cook
presenting a plate of shrimp while holding a large knife, combining the rit-
uals of food preparation with a sense of anticipation and unease. The film
follows two guests who gradually fall in love and undergo a physical trans-
formation from land mammals into sea mammals. As the film unfolds,
boundaries between human and animal, ritual and transformation, be-
come increasingly blurred.

Cana Bilir-Meier

Semra Ertan, 2013

Cana Bilir-Meier’s film Semra Ertan reflects on the life and death of the
Turkish writer, translator, and draftswoman Semra Ertan (1957 - 1982),
who was the artist’s aunt. Ertan moved to West Germany in 1972 as a la-
bour migrant and wrote more than 350 poems about racism, exclusion,
and migrant life in Germany. In 1982, at the age of 25, she died after set-
ting herself on fire in Hamburg in protest against racism and anti-immi-
grant violence in West Germany. Combining poems, television footage, in-
terviews, and archival fragments, Bilir-Meier’s film reconstructs Ertan’s
story.

Norbert Bisky

Eclipse, 2024

Norbert Bisky’s painting Eclipse is part of the series Ludology, in which he
explores ideas of play and performance. The work shows several male
figures surrounded by signs associated with protest and confrontation, in-
cluding a Guy Fawkes mask, Molotov cocktails, and a gas mask. Guy
Fawkes was a 17th -century English Catholic involved in the failed Gun-
powder Plot of 1605 t to destroy the English Parliament and assassinate
King James |. Centuries later, his stylized mask became an international
symbol of anonymous protest through the film V for Vendetta (2005). It
was widely adopted by the Occupy Wall Street movement, which began in
New York in 2011 in protest against economic inequality, corporate influ-
ence, and the global financial system before gradually dissolving after po-
lice evictions and internal fragmentation.

Cosima von Bonin / Michel Wirthle

SMOKE, 2008

A large neon cigarette mounted at the entrance of the presentation glows
with an illuminated cloud of smoke. SMOKE was created by Cosima von
Bonin together with Michel Wirthle (1943—2023), founder of the Paris Bar
in Berlin-Charlottenburg. Since 1979, the bar has been a well-known
meeting place for Berlin’s art scene. Presented as a luminous neon sign,
it borrows from the visual language of advertising. The cigarette becomes
a symbol of Berlin’s long association with nightlife and hedonism: pleas-
ure, temptation, excess, and rebellion. At the same time, the work points
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to the importance of bars, clubs, and subcultures as unofficial institutions NATIONALGALERIE DER GEGENWART
of the city’s cultural life. Places like these become spaces where conver-
sations, artistic ideas, collaborations, and myths around the city itself Invalidenstraie 50
10557 Berlin

emerge.

. . FIONA GEUSS
Cosima von Bonin HEAD OF PRESS
UND JETZT WEITER IM TEXT..., 2008
...NEUE FEHLER WARTEN, 2008 Tel: +49 30 3978 34 16
Two large textile works hang side by side, sewn from wool, cotton, and Mobile: +49 151 527 51 565

fleece. Small monkey-like figures and comic-style hands emerge from the
soft surfaces. Sewn into the works are the phrases ‘Kann auf Befehl
weinen’ (Can cry on command) and ‘Wir kommen um uns zu beschweren’
(We come to complain). The latter references a 1996 album by the Ger-
man band Tocotronic, known for turning frustration and dissatisfaction into
short, memorable phrases. ‘Can cry on command’ suggests emotion as
something that can be learned, performed, or expected, while ‘We come
to complain’ transforms dissatisfaction into a collective statement. To-
gether, the works move between humour, vulnerability, and resistance.

presse.hbf@smb.spk-berlin.de
www.smb.museum/presse

Monica Bonvicini

Your Long Nudity, 2026

In Your Long Nudity, Monica Bonvicini combines language with a mirrored
surface that reflects both the viewer and the surrounding space. As the
phrase is read, the viewer’'s own image becomes part of the work. The
mirror also captures reflections of Bonvicini’'s nearby sculpture Fleurs du
Mal (twisted), creating a composition of text, bodies, objects, and space.
Rather than depicting a naked body, the work draws attention to physical
presence through language and reflection. The title can be read as a ref-
erence to a prolonged state of exposure, where nudity becomes less a
physical condition than an ongoing awareness of being seen.

Fleurs du Mal (twisted), 2024

Monica Bonvicini came to Berlin in 1986 and began her artistic career in
the city by organizing her own shows in its unused empty spaces. Her
works examine the relationships between architecture, space and control.
She reflects on both the conditions of artistic production as well as exist-
ing power structures and gender dynamics. Here, the work Fleurs du Mal
(twisted) recalls the sculpture Bottle Rack (1914) by the French-American
artist Marcel Duchamp (1887-1968), who often turned mass-produced
manufactured objects into art. Bonvicini’s sculpture carries anthropo-
morphic glass forms that appear like fruit or testicles. No longer able to
dry bottles, the work takes on a playful and erotic quality.

Xinyi Cheng

Stijn in the Red Bonnet, 2020

Xinyi Cheng paints people from her circle of friends and acquaintances,
often working from photographs that she stages together with her models.
Although certain figures appear repeatedly in her paintings, including
Stijn, depicted here, these works are not portraits in the traditional sense.
Rather than focusing on individual identity, Cheng is interested in atmos-
phere, relationships, and subtle moments of interaction. In this painting,
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Stijn is depicted wearing a red bonnet. The contrast between warm reds NATIONALGALERIE DER GEGENWART
and cool blues creates a quiet, suspended mood, while the reclining figure
seems to slowly emerge from the surface of the painting. Invalidenstraie 50
10557 Berlin
Thomas Demand FIONA GEUSS
Gate, 2004 HEAD OF PRESS
Thomas Demand creates photographs of detailed models made from pa-
per and cardboard in his studio. These models recreate images taken Tel: +49 30 3978 34 16
from newspapers, television, and other media sources. Once photo- Mobile: +49 151 527 51 565

graphed, the models are destroyed. In Gate, Demand reconstructs the air-
port security checkpoint passed through by Mohamed Atta, who piloted
the hijacked American Airlines Flight 11 into the North Tower of the World
Trade Center during the terrorist attacks of September 11, 2001 in the
United States. While this specific image is less recognizable than many
other images connected to 9/11, the work reflects on how certain events
become fixed in collective memory through repeated media circulation,
while other images fade from view.

presse.hbf@smb.spk-berlin.de
www.smb.museum/presse

EVA & ADELE

CUM-Polaroids, 1991-2025

EVA & ADELE described themselves as a ‘living sculpture’ and used the
phrase ‘WHEREVER WE ARE IS MUSEUM’ to express the idea that their
everyday public life was itself an artwork. Since meeting in 1989, they ap-
peared together in matching clothing and make-up, creating a shared
identity beyond conventional ideas of gender. The CUM-Polaroids formed
an ongoing series that grew over more than three decades through en-
counters with other people, many of whom photographed the artists and
contributed images to the project. The title uses the Latin word ‘cum’
(with) to describe the idea of togetherness at the centre of their work.
Nearby, two empty chairs with jackets bearing each artist's name point to
both shared presence and absence. Following EVA’s passing in 2025,
their live performance came to an end and was subsequently translated
from Polaroid photographs into digital video form

Tracey Emin

I've got it all, 2000

Tracey Emin often draws on personal experiences in works that address
sexuality, trauma, intimacy, and public exposure. In I've Got It All, she
photographs herself sitting on the floor while holding large amounts of
money seemingly spilling from between her legs. The work was created
shortly after Emin gained international attention through her Turner Prize
nomination and her participation in Sensation, the influential exhibition of
Young British Artists shown at the Royal Academy of Arts in London in
1997 and later at Hamburger Bahnhof in 1998. Public debate surrounding
works such as My Bed (1998), in which she presented her own unmade
bed together with personal everyday objects, made her one of the most
widely discussed artists of her generation. The image can be read both as
a reflection on success and as a more ambivalent statement about desire,
loss, and the expectations placed on women.
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Isa Genzken NATIONALGALERIE DER GEGENWART
Fenster, 1990

A concrete window frame mounted on metal supports stands freely in the Invalidenstraie 50

exhibition space. The frame was emptied of its glass and detached from 10557 Berlin

the wall it could once have belonged to. In Isa Genzken’s Fenster (Win- FIONA GEUSS

dow), the window becomes both an opening and a divider. Like many of HEAD OF PRESS

Genzken’s works, it uses architectural fragments and industrial materials

to reflect on urban space and transformation. Created around the time of Tel: +49 30 3978 34 16

German reunification in 1990 and the rapid transformation of Berlin, the Mobile: +49 151 527 51 565

work recalls a city shaped by demolition, rebuilding, and changing per-
spectives. The window frame appears unfinished and suspended between
destruction and reconstruction.

presse.hbf@smb.spk-berlin.de
www.smb.museum/presse

Adrian Ghenie

Resurrection 1, 2024

Two coffin-like forms emerge from a dark, painterly surface. Resurrection
references a painting of the same title by Austrian artist Egon Schiele
(1890-1918) and forms part of Adrian Ghenie’s Shadow Images series.
Throughout art history, the biblical theme of resurrection has symbolized
renewal, transformation, and return after loss. Rather than recreating
Schiele’s image directly, Ghenie depicts figures that appear to be lying
down, emerging, or dissolving into the surrounding paint. Characteristi-
cally blurred and fragmented, they hover between appearance and disap-
pearance.

Katharina Grosse

0.T., 2020

Katharina Grosse uses spray-paint to expand painting beyond the limits of
the canvas and across entire architectural spaces. It Wasn’t Us (2020)
was a monumental site-specific installation created for Hamburger
Bahnhof that extended through the museum’s Historic Hall into the out-
side and the exterior of the Rieckhallen. The brightly sprayed bronze
sculpture shown here was part of that installation. Bronze, a heavy and
permanent material, is treated in an unusual way through layers of
sprayed colour that make the material appear light and unstable.

Andreas Gursky

Singapore Stock Exchange I, 1997

In the 1990s, Andreas Gursky photographed trading floors around the
world from elevated viewpoints. His large-scale photographs transform
scenes of financial activity into highly structured images. Singapore Stock
Exchange | reflects the growing globalization of the late twentieth century,
when financial markets became increasingly connected and cities such as
Singapore developed into major international financial centres. The indi-
vidual traders appear small and almost impossible to distinguish within the
dense flow of screens, information, and movement. Seen from this dis-
tance, people no longer appear as individuals, but as part of a much
larger financial system. Today, trading is largely carried out through digital
networks and automated systems, no longer requiring large numbers of
traders to be physically present in the same space.
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Pakui Hardware

Breed, 2021

Pakui Hardware, the collaborative practice of Neringa Cerniauskaité and
Ugnius Gelguda, explores how technology, biology, and materials shape
contemporary bodies and environments. In the installation Breed, translu-
cent curtains arranged on a circular rail surround a group of sculptures.
The colour and texture of the curtains resemble those of human skin. A
large metal table similar to a medical research station stands at the centre
of the installation. Embedded within it are oversized glass vessels, some
containing elongated glass rods. Combining organic and artificial forms,
the installation imagines a site in which unknown or future forms of life
might be developed, tested, or grown.

Mona Hatoum

Puzzled, 2009

Mona Hatoum’s Puzzled consists of six mirrored puzzle pieces whose
gaps prevent the image from ever fully coming together. The empty
spaces between the individual elements draw attention to what is missing,
while also suggesting that the image could always be rearranged and
formed anew. Hatoum’s work often explores themes of loss and displace-
ment, shaped in part by her own experience of exile. Born in Beirut in
1952 to Palestinian parents, she was unable to return home after the out-
break of the Lebanese Civil War in 1975 while visiting London. Mona Ha-
toum lives and works in London. In 2003-04, she was a fellow of the
DAAD Artists-in-Berlin Program and has maintained a close connection to
Berlin ever since, where she has also kept a second home.

Jenny Holzer

Selection from THE LIVING SERIES: THE MOUTH IS INTERESTING BE-
CAUSE IT'S ONE OF THOSE PLACES WHERE THE DRY OUTSIDE
MOVES TOWARD THE SLIPPERY INSIDE., 1989

Jenny Holzer places texts in public space, on benches, billboards, build-
ings, and electronic signs. Here she engraves the sentence “THE MOUTH
IS INTERESTING BECAUSE IT'S ONE OF THOSE PLACES WHERE
THE DRY OUTSIDE MOVES TOWARD THE SLIPPERY INSIDE’ into a
stone bench. The text describes the mouth as a meeting point between
the body and the outside world, contrasting the dry and solid with the wet
and slippery. The movement from outside to inside suggests a process of
transition without fully explaining where it begins or ends. This sense of
fluidity stands in contrast to the permanence of the stone into which the
words are carved. It also highlights the exchange between public and pri-
vate space, where words, ideas, and messages from the outside world
are taken in and made part of individual experience.

Klara Hosnedlova

Untitled (from the series embrace), 2025

Born in Uherské Hradisté in Czechia, Klara Hosnedlova draws on the ar-
chitecture, craft traditions, and cultural histories of Central and Eastern
Europe. This wall sculpture was created for embrace (2025), her monu-
mental CHANEL Commission for the Historic Hall of Hamburger Bahnhof.
Combining materials such as sand, glass, flax, hemp, thread, and metal
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with an embroidered image, the work brings together references to re- NATIONALGALERIE DER GEGENWART
gional textile traditions and the built environments of the former Eastern

Bloc. Hosnedlova often works with fragments of objects and memories, Invalidenstrafte 50

translating fleeting moments into durable materials. The work reflects on 10557 Berlin

how personal memories and historical experiences continue to shape FIONA GEUSS

ideas of home, belonging, and identity across generations. HEAD OF PRESS

Carsten Holler Tel: +49 30 3978 34 16

Mushroom SUitCﬁSE, 2008 Mobile: +49 151 527 51 565

An open suitcase contains a group of oversized fly agaric mushrooms, a
recurring motif in the work of Carsten Holler. Before becoming an artist,
Holler trained as a scientist, and many of his works explore how percep-
tion can be influenced or altered. He imagined carrying the suitcase into a
forest and placing the mushrooms among real ones, where they might be
mistaken for naturally growing fungi. Long associated with folklore, hallu-
cination, and altered states of consciousness, the fly agaric becomes a
symbol of uncertainty and transformation. The work combines scientific
observation with a playful attempt to unsettle what appears familiar and
certain.

presse.hbf@smb.spk-berlin.de
www.smb.museum/presse

Eliza Douglas / Anne Imhof

Signature VII (Eliza), 2017

Eliza Douglas and Anne Imhof frequently collaborated to create paintings,
performance, and music. In Signature VII (Eliza), printed images of Doug-
las appear repeatedly across the canvas in a pose that suggests singing
or screaming. Painted signatures of both artists stretch across the sur-
face. Usually hidden at the margins of an artwork, the signatures here
take centre stage, becoming a bold image in their own right rather than a
simple mark of authorship.

Christian Jankowski

Die Jagd, 1992

Christian Jankowski’s video Die Jagd (The Hunt) shows the artist hunting
for groceries in a supermarket using a bow and arrow. Instead of animals,
he targets everyday products such as frozen chickens, butter, and toilet
paper, which are then scanned at the checkout with the arrows still at-
tached. Combining performance and video, Jankowski contrasts ideas of
“natural” survival with the routines of consumer culture and mass produc-
tion. Created while he was still a student, the work became one of his ear-
liest pieces and reflects his interest in using absurd or unexpected actions
to disrupt everyday situations and social conventions.

Yarema Malashchuk and Roman Khimei

Dedicated to the Youth of the World 1l, 2019

Yarema Malashchuk and Roman Khimei’s film Dedicated to the Youth of
the World Il documents the Kyiv techno rave Cxema, which took place in
the Dovzhenko Film Studios and later travelled to Berlin’s Berghain. Mov-
ing between immersive scenes of collective dancing and quieter, almost
staged portraits filmed at dawn, the work traces a shift from shared escap-
ism to moments of individual vulnerability and loss. Accompanied by the
electronic music of Stanislav Tolkachev, the film reflects on youth culture
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For any further use of photos you are required to clarify issues of copyright and usage rights
independently in advance. You are responsible for obtaining further rights (e.g. copyrights for
works of art portrayed, personal rights etc.).

Page 8/17



Staatliche Museen zu Berlin
PreuRischer Kulturbesitz

as both a temporary refuge from everyday reality and a fragile space in
which a generation expresses hope, freedom, and uncertainty about the
future.

Anselm Kiefer

Leviathan, 1989

Born in 1945, shortly after the end of the Second World War, Anselm
Kiefer grew up in the direct aftermath of National Socialism and the Holo-
caust in Germany. In his painting Leviathan, dark shelves filled with books
and railway tracks evoke the systems of bureaucracy, deportation, and
persecution used under Nazi rule in Germany between 1933 and 1945.
The painting was created in response to a 1987 population census in
West Germany, a government survey collecting personal information for
administrative planning. Kiefer saw the census as a reminder of how sys-
tems of registration and state control had also been used during the Nazi
era. The title refers to Leviathan (1651), a political book by the English
philosopher Thomas Hobbes (1588 - 1679) in which the biblical sea mon-
ster Leviathan becomes a symbol of powerful state authority and control.

Alicja Kwade

Der Tag ohne Gestern |, 2014

Alicja Kwade’s Der Tag ohne Gestern (The Day Without Yesterday) re-
sembles a gramophone horn enlarged to monumental scale and placed
directly on the floor. The mechanism that would normally record and re-
play sound has been removed. Instead, a mechanical clock sits at its tip
and must be regularly wound to keep running. Its subtle ticking sound be-
comes a reminder of the passing of time. The title imagines a ‘day without
yesterday’: a present disconnected from memory, personal history, or any
trace of the past. Unlike a gramophone, which preserves and replays
what has already happened, the clock only measures the present mo-
ment.

Roy Lichtenstein

Reflections On "The Artist's Studio", 1989

An abstracted figure holding a paintbrush appears within a fragmented
studio interior. In Reflections on The Artist’'s Studio, Roy Lichtenstein re-
turns to a subject that has occupied artists for centuries: the studio as a
place where artworks are made. Characteristic of Pop Art, the painting
combines hand-painted Ben-Day dots, a printing technique used in comic
books and advertisements, with reflective brush-like stripes. Images, col-
ours, and spaces overlap like reflections in glass, making the studio ap-
pear unfixed and constantly shifting. Rather than presenting a clear view
of artistic creation, Lichtenstein shows a space in which looking, painting,
and imagining remain unfinished and in motion.

Sarah Lucas

Smoking, 1998

Fighting Fire with Fire, 1996

Human Toilette Revisited, 1998

Sarah Lucas’s photographs are part of a self-portrait series produced
throughout the 1990s in which she challenges traditional representations
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of women in art. Smoking, sitting on the toilet, or dressed in everyday NATIONALGALERIE DER GEGENWART
clothes, Lucas presents herself in ways that reject glamour, politeness,

and conventional ideas of femininity. Rather than appearing as an ideal- Invalidenstraie 50

ized muse, she adopts direct, androgynous, and sometimes confronta- 10557 Berlin

tional poses. Lucas was part of Sensation (1997), the influential exhibition FIONA GEUSS

of Young British Artists first shown at the Royal Academy of Arts in Lon- HEAD OF PRESS

don before travelling to Hamburger Bahnhof in 1998. Like many works as-

sociated with that generation, her photographs combine humour, provoca- Tel: +49 30 3978 34 16

tion, and everyday experience to question established ideas about gen- Mobile: +49 151 527 51 565
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Michel Majerus

b. 0., 2000

Michel Majerus’s paintings combine energetic brushwork with text,
graphics, and references from television, video games, advertising, and
emerging digital culture. He lived and worked in Berlin from 1992 until his
untimely death in 2002. In b.o., the abbreviated title unfolds into the
phrase ‘burned out’ through the image itself. At the same time, ‘b.0.” can
also stand for ‘body odour’, introducing associations with the body, dis-
comfort, and the fear of not fitting in socially. The work connects personal
feelings of exhaustion with a broader sense of historical and cultural fa-
tigue. For Majerus’s generation, painting carried the weight of a long art
history and repeated claims that the medium itself had become exhausted
or outdated.

Julie Mehretu

Metoikos (half extinguished beam 07.04.21, 7pm), 2019-2021

Metoikos (half extinguished beam 07.04.21,7pm) is part of a series by Ju-
lie Mehretu, who lives and works between New York and Berlin. The se-
ries draws on photographs of migration, social unrest, and environmental
disasters. The title of this work refers to the ancient Greek term ,metoikos’,
used for foreigners living permanently in a city without full political rights.
For this painting, Mehretu worked from a photograph showing a man be-
ing pulled between protesters and armed police during a demonstration at
the US—Mexico border in 2018. The image is from a period when the US
administration pursued particularly restrictive immigration policies.
Through multiple layers of digital processing and painting, this underlying
scene can no longer be clearly identified in the final painting.

Jonathan Monk

Laser Piece V (Nostalgic for the Future), 2005

Jonathan Monk has been living in Berlin for almost thirty years. In the art-
work presented here, the phrase ‘NOSTALGIC FOR THE FUTURE’ ap-
pears in green laser light. The expression combines two seemingly con-
tradictory ideas: nostalgia, usually connected to the past, and the future,
something still unknown. The work suggests a longing for imagined fu-
tures, promises of progress, or ideas of tomorrow that never fully arrived.
At the same time, it reflects uncertainty about how to position oneself
within an unpredictable future that is still taking shape.

Taking photographs is solely permitted for the current press coverage of the exhibition/event.
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Henrike Naumann

Treuhand Intern, 2019

Born in Zwickau in the former German Democratic Republic, Henrike Nau-
mann explored political and social change through furniture, design, and
everyday interiors. Treuhand intern brings together decorative objects and
furniture from the late 1990s, many of them produced in the years follow-
ing German reunification. On one of the shelves,the artist added the
memoir of Birgit Breuel, who led the Treuhand agency from 1991 to 1994.
The Treuhand was responsible for privatizing East Germany’s state-
owned industries after the collapse of the GDR. During this period, thou-
sands of businesses were closed, restructured, or sold, leading to wide-
spread unemployment and profound social change. The installation ex-
presses the tension between the promise of a new beginning as well as
the challenges that came with rapid societal transformation.

Mario Pfeifer

Again / Noch Einmal, 2018

In Again / Noch einmal, Mario Pfeifer revisits a violent incident that took
place in 2016 in Arnsdorf, Saxony. After a dispute in a supermarket, the
Iragi refugee Shabas Al-Aziz was attacked by four men, dragged outside,
and tied to a tree until police arrived. A video of the incident spread widely
online, where many viewers defended the attackers rather than the victim,
effectively turning social media into a public trial before the case could be
heard in court. Before legal proceedings began, Al-Aziz was found dead
in a forest in Saxony. In response, Pfeifer assembled a jury of German cit-
izens to examine the case themselves. Documentary footage and witness
accounts are interwoven with reenactments of the incident and discus-
sions performed by actors. By combining real participants with staged
scenes, the work reconstructs a trial that never happened.

Andrea Pichl

Palimpsest, 2024

Palimpsest was created for the German Federal Ministry of Finance in
Berlin in 2024. The ministry occupies a building constructed in 1935 as
the Reich Aviation Ministry under National Socialism. During the East Ger-
man period, it became associated with the workers’ uprising of 17 June
1953, and after reunification it housed the Treuhand agency, which over-
saw the privatization of East Germany’s state-owned industries. The title
refers to a reused manuscript on which traces of older writing remain visi-
ble beneath newer text. Andrea Pichl transfers this idea to architecture,
treating buildings as carriers of history. The installation combines architec-
tural elements from different moments in German history, including post-
war emergency housing, East German apartment interiors, and surveil-
lance structures used along the former border.

Robert Rauschenberg

German Stroll, 1990

In 1989, Robert Rauschenberg travelled to Berlin to prepare a project that
was originally intended to be shown simultaneously in East and West Ber-
lin. After the opening of the Berlin Wall on 9 November 1989, those plans
changed. The exhibition eventually opened in 1990 at the Neue Berliner
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Galerie in the Altes Museum in East Berlin. The work German Stroll was NATIONALGALERIE DER GEGENWART
created from photographs Rauschenberg took during this period of politi-

cal transformation. Together with printed patterns they overlap with Invalidenstrae 50

painted colours, signs, and symbols and serve as a reminder of a city on 10557 Berlin

the verge of dramatic change. CIONA GEUSS

. HEAD OF PRESS
James Richards

Qualities of Life: Living in the Radiant Cold, 2022 Tel: +49 30 3978 34 16
This film’s title Qualities of Life: Living in the Radiant Cold refers to the Mobile: +49 151 527 51 565
sensation of the body losing heat to cold surfaces around it, often without
direct contact. In James Richards’s film, this idea becomes a metaphor for
the invisible ways bodies, technologies, cities, and environments continu-
ously influence one another. Through digital editing, images and sounds
flow into each other, dissolving the boundaries between the human body,
urban infrastructure, and the digital world. Rather than presenting these
as separate realms, the film suggests that they are deeply interconnected
and constantly shaping one another.

presse.hbf@smb.spk-berlin.de
www.smb.museum/presse

Bunny Rogers

Self-portrait as Clone of Jeanne d’Arc, 2019

Six works from Bunny Rogers’s serial self-portrait Self-Portrait as Clone of
Jeanne d’Arc are presented alongside Joseph Beuys’s Unschlitt (Tallow),
1977, which is part of Hamburger Bahnhof’s Endless Exhibition. Rather
than depicting herself directly, Rogers adopts the character Jeanne d’Arc
from the animated television series Clone High (2002—-2003), itself based
on the historical figure of Jeanne d’Arc (c. 1412-1431) a French peasant
girl who became a national heroine and saint for leading France to key
military victories. While Beuys explored transformation through physical
materi als such as fat and felt, Rogers draws on the materials of the digital
age: online identities, pop-cultural references, and images circulating
through networked media. Together, the works reflect changing ideas of
creativity, selfhood, and participation across different generations.and im-
ages circulating through networked media. Together, the works reflect
changing ideas of creativity, selfhood, and participation across different
generations.

Self-portrait as Clone of Jeanne d’Arc (Green Ribbon Joan), 2019

This work is part of Bunny Rogers’s serial self-portrait Self-Portrait as
Clone of Jeanne d’Arc (2019). Green Ribbon Joan refers to The Green
Ribbon, a popular horror story first published in Alvin Schwartz’s In a
Dark, Dark Room and Other Scary Stories (1984). The story follows a
woman who always wears a green ribbon around her neck. Only at the
end of her life does she allow it to be removed, causing her head to fall
from her body. The motif resonates with Joan of Arc, who was executed in
1431. The plush toy held by the figure combines references to the singer
Elliott Smith (1969-2003) and the virtual-pet website Neopets, linking his-
torical narratives with the popular and digital culture that informs much of
Rogers’s work.

Self-portrait as Clone of Jeanne d’Arc (Grizabella Joan), 2019
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This work is part of Bunny Rogers’s serial self-portrait Self-Portrait as
Clone of Jeanne d’Arc (2019). Grizabella Joan references Grizabella from
the musical Cats (1981), a character in form of a cat, who has become
isolated from her community and longs to be accepted again. Her story
centres on memory, loss, and eventual recognition. The badge worn by
the figure resembles the Purple Heart, a United States military decoration
awarded to soldiers wounded or killed in service. Together, these refer-
ences draw attention to ideas of exclusion, resilience, and the desire to
belong.

Self-portrait as Clone of Jeanne d’Arc (Brigid Joan), 2019

This work is part of Bunny Rogers’s serial self-portrait Self-Portrait as
Clone of Jeanne d’Arc (2019). Brigid Joan is based on a friend of the art-
ist. The figure appears to gesture toward someone outside the image. At
the same time, a shadow-like outline seen from behind reveals that she is
looking into a mirror, placing the viewer in the position of the reflection.
What initially resembles a conversation or argument with another person
is revealed to be an encounter with her own image. The swan appearing
in the portrait, a traditional symbol of beauty and romantic fantasy, seems
to have lost its vitality, introducing a note of vulnerability into the scene.

Self-portrait as Clone of Jeanne d’Arc (Sexy Joan), 2019

This work is part of Bunny Rogers’s serial self-portrait Self-Portrait as
Clone of Jeanne d’Arc (2019). Sexy Joan draws on visual codes associ-
ated with celebrity culture and ideals of femininity. The figure’s direct
gaze, jewellery, and carefully staged pose recall the images of glamour,
romance, and self-fashioning that circulated widely through magazines,
television, and early internet culture. The way she cradles her stomach
may evoke images of pregnancy and motherhood. Together, these refer-
ences suggest the tension between performed confidence and personal
vulnerability.

Self-portrait as Clone of Jeanne d’Arc (Paige Joan), 2019

This work is part of Bunny Rogers’s serial self-portrait Self-Portrait as
Clone of Jeanne d’Arc (2019). Paige Joan references Paige McCullers, a
lesbian character from the US-American television series Pretty Little Li-
ars (2010-2017). The portrait draws on a scene in which Paige dresses
as the iconic actress Marlene Dietrich (1901-1992), whose tuxedo looks
became renowned for challenging conventional ideas of femininity. Com-
bining vulnerability with self-fashioning, the work reflects Rogers’s interest
in how identity is constructed through cultural references, performance,
and adopted roles.

Cemile Sahin

BB — BORN TO BLOOM, 2025

Cemile Sahin’'s BB — BORN TO BLOOM brings together images of the
Swiss Alps and the Kurdish mountain regions. While the Alps are often
promoted through tourism, they also formed part of Switzerland’s military
defence infrastructure. The Kurdish mountains, by contrast, have become
symbols of resistance and hopes for freedom. Using fast-paced video se-
quences drawn from internet clips, Kurdish archives, private recordings,
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and Swiss military image films, Sahin combines pop-cultural aesthetics NATIONALGALERIE DER GEGENWART
with political critique. The installation also includes custom wallpapers and
illuminated text works that extend the video’s themes into the exhibition Invalidenstraie 50
space. 10557 Berlin
. FIONA GEUSS
Ellf Saydam HEAD OF PRESS
Zu Spat (I1), 2021
Zu Spat (111), 2021 Tel: +49 30 3978 34 16
Zu Spét (|V), 2021 Mobile: +49 151 527 51 565

Austerity, 2021

Misrecognition, 2022

After (THE RENT IS TOO HIGH), 2023

Before (THE RENT IS TOO HIGH), 2023

Zu spat (VII) aka Leider Nicht (Unfortunately Not), 2023

Austerity, 2021

Herkese Cay, 2025

Elif Saydam lives and works in Berlin. Their paintings are part of the Spati
Paintings series, in which motifs of the city’s everyday urban architecture
are combined with ornamental golden patterns. The term Spati comes
from East Germany, where ‘Spat verkaufsstellen‘ (late-sale shops) first
appeared. After reunification, the shortened name spread to West Berlin.
Saydam’s works connect visual traditions that are often understood as
separate. The combination of Spéati motifs with ornamental elements cre-
ates a tension between everyday urban culture and visual codes associ-
ated with decoration and craftsmanship

presse.hbf@smb.spk-berlin.de
www.smb.museum/presse

Katharina Sieverding

Deutschland wird deutscher, 1992

Katharina Sieverding’s Deutschland wird deutscher (Germany Becomes
More German) responds to the rise of nationalism and racist violence in
Germany following reunification in 1990. A large-scale photograph shows
the artist standing before a target, with knives embedded around her
head. First presented as a poster campaign across Berlin in 1992, the
work brought political debate directly into public space and raised ques-
tions about what it means for Germany to become “more German”, who
defines national identity, and who is excluded from it. The knives narrowly
miss the artist, suggesting that artistic freedom and political speech can
themselves become targets.

Avery Singer

Robespierre (scratchitti Wojak suicide revolver, saloon style), 2020
Avery Singer uses digital modelling and painting software to create large-
scale paintings. In this work, she brings together the historical figure of
Maximilien Robespierre (1758—-1794) and the internet meme Wojak, a
widely shared and endlessly adapted online image. Robespierre, a lead-
ing figure of the French Revolution, was initially celebrated for defending
revolutionary ideals but later became a symbol of political violence. Simi-
larly, Wojak evolved from a meme expressing loneliness or emotional vul-
nerability into a meme increasingly adopted and reshaped by polarized
online communities. By bringing these figures together, Singer reflects on
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how images, symbols, and political ideas change meaning as they circu-
late.

Thomas Struth

Pergamon Museum 1, Berlin 2001, 2001

Thomas Struth has repeatedly photographed people looking at works of
art in museums around the world. Here, visitors stand before the Per-
gamon Altar on Berlin’s Museum Island. Built in the second century BCE
in the ancient city of Pergamon, in present-day Turkey, the altar was
brought to Berlin in the late 19th century following excavations carried out
during the Ottoman Empire. Today, its presence in Berlin remains part of
ongoing debates about archaeology and the ownership of cultural objects.
Rather than focusing on the altar itself, Struth turns his attention to the
people gathered before it. The visitors become the subjects of the photo-
graph, placing the act of looking at the centre of the image.

Slavs and Tatars

Mother Tongues and Father Throats, 2012

Slavs and Tatars explores language, religion, and cultural identity across
the region stretching from Eastern Europe to Central Asia. Mother
Tongues and Father Throats focuses on the guttural “kh” sound, which
exists in languages using Arabic, Hebrew, and Cyrillic alphabets but is
largely absent from many Western European languages. Letters are
mapped onto the parts of the mouth and throat used to produce these
sounds, turning language into something physical as well as spoken. The
work takes the form of a carpet, a material closely associated with the re-
gions that inform the collective’s research. Traditionally a place for gather-
ing and exchange, the carpet becomes a surface on which language, cul-
ture, and the body are brought together.

Sung Tieu

Theoretical Draw, 2021

Born in Vietham in 1987 and raised in former East Germany, Sung Tieu
often explores the effects of migration, bureaucracy, and political systems.
Her series of works on paper, Theoretical Draw, is based on official paper-
work required to apply for citizenship and birth registration. On each page
of the series, Tieu draws one move from the opening sequence of a chess
game. The work suggests how legal and bureaucratic systems can oper-
ate like strategic games in which every decision carries consequences
and a wrong move may lead to exclusion. Tieu’s work often draws on the
history of Viethamese contract workers who came to East Germany be-
tween 1980 and 1989 through labour agreements between socialist coun-
tries during the Cold War (1947-1991), the period of political conflict and
division between the communist East and the capitalist West after the
Second World War.

Rirkrit Tiravanija

untitled 2010 (All the Days on the Autobahn), 2010

Rirkrit Tiravanija often turns everyday actions and social situations into ar-
tistic practice. Born in Buenos Aires and raised between Argentina, Thai-
land, Ethiopia, and Canada as part of a Thai diplomatic family,
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experiences of travel, movement, and displacement became central NATIONALGALERIE DER GEGENWART
themes in his work. In untitled 2010 (all the days on the autobahn),

Tiravanija presents a Peugeot 205 that he drove while living in Berlin. Invalidenstraie 50

Over time, the car became closely tied to his daily routines, carrying him 10557 Berlin

to places of work and through the city. When it was no longer needed, the FIONA GEUSS

artist enclosed it in glass and transformed into a sculpture. Resting be- HEAD OF PRESS

neath one of its wheels is a crushed coffee cup bearing the handwritten

question: ,Is this all there is to life? Tel: +49 30 3978 34 16
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Rosemarie Trockel

Gewohnheitstier 6, 1996 presse.hbf@smb.spk-berlin.de
Gewohnheitstier 4, 1996 www.smb.museum/presse
Gewohnheitstier 5, 1996

Gewohnheitstier 3, 1990

Four life-size bronze animals, a pig, a hare, a deer, and a dachshund, are

spread throughout the exhibition. They are part of Rosemarie Trockel’s

series Creature of Habit. Removed from their usual surroundings and

placed within the museum, the animals appear strangely out of context.

Cast in bronze and stripped of their natural colours, they seem suspended

between sleep and death, making their state difficult to determine. Their

life-size scale creates a direct physical relationship between the sculp-

tures and the people moving through the space. The title Creature of

Habit describes a person governed by routine. Read together, title and

sculpture invite comparisons between human and animal behaviour, ask-

ing how much of everyday life is shaped by instinct, repetition, and

learned patterns.

Naama Tsabar

Inversion #4, 2021

Naama Tsabar creates sculptures that explore the relationship between
sound, bodies, and space. In the Inversions series, openings in the wall
function like the sound holes of a musical instrument, turning the architec-
ture itself into a resonating body. Visitors can reach into the openings to
activate pre-recorded sounds. The movement of the arms changes the
pitch and rhythm of the composition, making each interaction unique. This
installation is based on the female voice of the multi- instrumentalist,
songwriter, and performer Rose Blanshei. The work was shown as part of
Tsabar’s exhibition and performances Estuaries at Hamburger Bahnhof in
2024.

Danh V&

Untitled, 2024

Danh V&’s installation comprises a Gandharan stone panel depicting a
Parinirvana scene emerges from a half-open Rimowa suitcase. Gandhara
was an ancient civilization located in what is now northwestern Pakistan
and northeastern Afghanistan. The scene represents the death of Gau-
tama Buddha, the founder of Buddhism, and his passage into Parinirvana,
the final liberation from the cycle of rebirth. The work brings together two
objects associated with very different forms of movement: an ancient cul-
tural artifact and a contemporary suitcase. While the Rimowa case evokes
travel, mobility, and global circulation, its contents point to the histories
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through which cultural objects have been removed from their original con-
texts and transported across borders. The work reflects on what is carried,
displaced, and preserved as objects move through the world.

Untitled, 2022

Born in southern Vietnam in 1975, Danh V4 fled the country with his fam-
ily as a child and grew up in Denmark. After studying in Copenhagen and
Frankfurt, he settled in Berlin in the early 2000s. His flower series com-
bines photographs of flowers with their Latin names handwritten by his fa-
ther. V&’s interest in flowers has been shaped by the gardens at his farm
Guldenhof north of Berlin and by a Viethamese-German family who run a
flower shop below his apartment. Many of Berlin’s Viethamese flower
shops were established after German reunification, when the work con-
tracts of Viethamese contract workers in former East Germany were dis-
solved and many turned to self-employment in order to remain in Ger-
many. The works connect per sonal relationships and everyday observa-
tions with histories of migration that continue to shape Berlin today.

2.2.1861, 2009

This letter was originally written by the French missionary Jean-Théo-
phane Vénard (1829-1861) to his family while imprisoned in Hanoi in late
1860. It is presented here as a hand-copied calligraphy by the artist’s fa-
ther, Phung Vo. At the time, French Catholic missionary activity in Indo-
china had become increasingly intertwined with colonial power structures
and cultural domination. Vietnamese rulers saw this growing foreign influ-
ence as a threat to their authority and social order; within this context,
Vénard was sentenced to death. Despite awaiting execution, the letter is
calm, intimate, and accepting in tone. Through the metaphor of flowers,
Vénard compares human lives to different blooms, suggesting that each
person flourishes and fades in their own time.

Ming Wong

Lerne Deutsch mit Petra von Kant/ Learn German with Petra von Kant,
2007

Lerne Deutsch mit Petra von Kant/ Learn German with Petra von Kant
was created while Wong was preparing to move from London to Berlin
and learning German. In the video, he restages scenes from The Bitter
Tears of Petra von Kant (1972) by Rainer Werner Fassbinder (1945—-
1982), performing both the role originally played by Margit Carstensen
(1940-2023) and the film’s main character Petra von Kant. By repeating
Petra von Kant’s dramatic monologues, emotional outbursts, insults, and
declarations of love, Wong turns language learning into a form of perfor-
mance. At the same time, the work playfully explores questions of gender,
identity, and belonging through exaggerated gestures, heightened emo-
tions, and role-playing
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