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Jeff Koons Backyard, 2002 high oil-based jet on canvas, 428 x 732 cm

Berlin 1994 – 2003

The gallery has been known in the art world since 1974 with a history of more than
300 shows. In 1983 the gallery moved from Stuttgart to Cologne, the then art capital
of Germany. Since 1994 we have been located in Berlin.
This book is dedicated to Samia Saouma. Without her encouragement and support,
ten years of Max Hetzler gallery in Berlin would not have been the same.
I owe my gratitude to all artists, who continue to inspire us day by day.
M. H.

Galerie Max Hetzler
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2003–2001

2003

These photographs invite thinking at,
and about different kinds of scale.
Moving from human intervention on
a macro scale in the aerial photographs to the intimate office interiors,
there seems to be no place in the
world outside of identity. At the
same time these interiors are full of
imagination, developed from extraordinary architectures and frictions.
The conciousness of our limited
ability to control the way we are
percieved both individually and collectively is palpable in these photographs. Perhaps what these works
most poignantly register is that
identity does unexpected things
and accounts for contradictory histories while allowing for some kind
of working in and of the world.
■ Chris Dercon

Edgar Cleijne Oct 25 – Dec 20, 2003 clockwise Office bishop Lagos Nigeria, 2002 Office police comissioner Lagos Nigeria, 2002
Office police precinct Lagos Nigeria, 2002
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Office police precinct Lagos Nigeria, 2002

each: c-print, edition of 5, 139 x 107 cm, framed
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In her latest installation Candice
Breitz slips into the roles of 7 popular Hollywood actresses (...).
Becoming raises many of the complex questions facing contemporary
subjectivity, focusing in particular on the way in which identity
increasingly takes its cues from
media-produced prototypes. Inversely, the work might be read to
suggest that screen icons achieve
stardom precisely because — beyond
the clichés that they perpetuate —
ultimately we imagine these stars
as ‘real’ people.
■ Raimar Stange

Candice Breitz

Becoming

Sep 06 – Oct 18, 2003 Installation view, dual-channel installations, edition of 3

2003

Ellen Gallagher Murmur Jun 06 – Jul 26, 2003 Murmur (Animation details), 2003 16 mm film projection, 5.30 minutes loop, edition of 3

5

Holzmarktstrasse

2003
Richard Phillips New Paintings May 03 – May 31, 2003 Deepak Chopra, 2003 oil on canvas, 213.4 x 797.6 cm

Phillip’s figuration engages a level of
abstraction in which a radical lack
of illusion as well as fascination and
empathy weigh in equal terms. Not
only does it create a reflecting surface
for the viewer’s projections, it also
illumines the realism of the distrubing
ambivalence between referent and
reproduction, between artifact and
life. The unquestioning and even optimistic affirmation of the victorious
worldwide crusade of American goods,
stardom, and throw-away culture,
as visible in the Pop Art and Hyperrealism of the sixties, is undoubtedly
a thing of the past although the style
still shines through in Phillip’s work.
■ Bernhard Bürgi
in: Richard Phillips, Kunsthalle Zürich,
Munich 2000
Demi Moore, 2003
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oil on canvas, 271.8 x 213.4 cm
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Haluk Akakçe: Blue and black on black, 2003
single channel projection on black panel, colour with sound duration: 2 minute loop

Haluk Akakçe
Blue and black on black
Haluk Akakçe’s film is an animated
projection that explores the relationship
of a part to the whole. Here individual
elements combine and reconfigure
themselves, but do not lose their autonomy within the random configurations that form throughout the piece.
Craig Kalpakijan
Manifestation (after A.H.)
With Manifestation (after A.H.) Craig
Kalpakijan continues his exploration
of artificial space. Computer generated,
the film presents a completely fictional space into which the artist has
inserted light, motion, sound and all
physical elements — from the mysteriously opening closet door to the dirt
on the floor.

Craig Kalpakijan: Manifestation (after A.H.), 2003
DVD, edition of 6, duration: 1 minute 10 seconds on a 15 minute loop

Darren Almond: A, 2002
DVD with score by Lyle Perkins, edition of 5, duration: 22 minutes

2003

Paul Morrison Cambium
The film combines footage from a
number of feature films and cartoons,
from Marathon Man and The Evil Dead,
to Bambi and Fantasia. The footage has
been heavily modified so that it takes
on an unreal, even supernatural quality.
Darren Almond A
A, the title of Darren Almond’s most
recent video, refers to Antarctica, the
last continent to be discovered and
the land mass to which all continents
were connected before the prehistoric
restructuring of the earth’s surface.
Sarah Morris Miami
Miami is Sarah Morris’s fourth film.
Operating between a documentary, the
biography of a city and a form of nonnarrative fiction, Miami shifts between
sites of production, leisure and work.

Paul Morrison: Cambium, 2002
film on DVD projected and installed, edition of 3,
duration: 1 minute 52 seconds on a 20 minute loop

Sarah Morris: Miami, 2002
35 mm / DVD, edition of 3, duration: 27 minutes 30 seconds

Films Apr 22 – Mar 28, 2003 Haluk Akakçe: Blue and black on black, Apr 22 – Apr 26, 2003 Craig Kalpakijan: Manifestation (after A.H.), Apr 12 – Apr 17, 2003;
Paul Morrison: Cambium, Apr 05 – Apr 11, 2003

Darren Almond: A, Mar 29 – Apr 04, 2003

Sarah Morris: Miami, Mar 22 – Mar 28, 2003
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The exhibition is related to the book
Literally No Place, written by Gillick in
2002. Just as the characters in the
book experience the world according
to the mores of their environment, so
the objects in the exhibition address
the varied ideologies that form the
built world. In short, the text sets the
scene for the artist’s installation. It
is important to note, however, that
Gillick’s installation is not narrative;
the text and the objects are interconnected, but not directly related.
Likewise, although the work on view
was created with the intended viewing spaces in mind, the work is not
site-specific.

Liam Gillick . . . and punctuated everydays Jan 17 – Mar 15, 2003 Installation view

2003 / 02

Christopher Wool Photography Oct 26 – Dec 22, 2002 East Broadway Breakdown (detail), 1994–95/2002 160 black and white inkjet prints, each 21.59 x 27.94 cm, edition of 3

Between 1994 and 1995, Wool took
hundreds of snapshots, selecting one
hundred and sixty of these images,
today entitled East Broadway Breakdown.
(...) The snapshots present a desolate
world, a deserted urban landscape
made up of broken-down doors,
suspect stains, and abandoned cars, a
succession of images (...) that immerse
the viewer in this nocturnal world. Their
realism has more to do with this

subjectivity dissolved in its context
than with any hypothetical truth of
representation. In his paintings and
photographs, Wool might associate
with stray dogs, neurosis, or debris:
stains, drips, and accidents of various
origins, pictoral or organic. This voluntary assimilation with degrading
phenomena — another form of humor,
this time, black — is the instrument
that allows him to achieve the dissolu-

tion found in these photographs and
gives him access to a singular vision:
one that is street level.
■ Anne Pontégnie
in: Christopher Wool: Crosstown Crosstown,
Le Consortium, Dijon, Dundee Contemporary
Arts, Dundee, 2003

Installation view
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As Walker has stated in an interview,
the shamelessness in her works is
precisely designed to make the observer experience a sense of shame. Her
art stands, she says in opposition to
the “project of Modernism”. (...) One of
the artist’s main aims is to subject the
relationship betweeen Primitivism and
Modernism to a critical revision. At the
same time she both calls into question
and seeks to abolish such familiar
oppositions as abstract and representative art, body and soul, masculinity
and feminity, and black and white. In
her cynical yet sensual, crude visions,
Walker breaks up deep-rooted habits of
perception and thought, hierarchising
reality to the point of absurdity. In
the silhouette she has found her ideal
artistic medium, for its uniformly
black surface gives everything portrayed an equal status. It is a medium
in which positive form can never be
created without its negative counterpoint.
■ Marion Ackermann
in: Kara Walker, Deutsche Bank AG,
Frankfurt am Main 2002

Kara Walker Nat Turner’s Revelation (an important lesson from our Negro past you will likely forget to remember)
Sep 6 – Oct 19, 2002 Installation view 2 light projections with one silhouette

2002

Albert Oehlen’s bright structural
images in aesthetical digital mode are
a multi-faceted arrangement of casually succinct knots and scrawled
spirals, sprayed swishes, abruptly
isolated spatial elements, trails of condensation and distortion, spots and
patterns. With its Pollock-like format,
Krisiun evokes the overall impression
of micromotion in the permanent
repudiation of conventions in painting
and art — a strategy that achieves its
own abstract essence here, perhaps
even its own revocation in a field
of indifferent, aesthetically attractive
operations.
■ Anke Kempkes
in: Camera Austria, 79/2002

Albert Oehlen May 24 – Aug 3, 2002 Krisiun, 2002 inkjet print on canvas, 399 x 837.5 cm
9

Holzmarktstrasse

2002

Won Ju Lim Mar 8 – May 18, 2002 California Dreamin’ (Installation view), 2002 plexiglass, foam core board, DVD projections, still image projections and lamps, variable dimensions

In her installations, Lim reconstructs a
long look at her everyday surroundings
— and not the environs themselves. She
describes the structural distance, one
however that always relates obviously
to experience, as a ‘yearning’, which,
particularly in her latest installation at
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the Galerie Hetzler, takes the form of
a muted movement. As much as these
works border to the exterior, i.e. the
external context is solely heard at
aesthetic level, as dangerously close
they might be to a sentimental urban
idealism, they will, however, never

become a by-product of other factors
that lie closer to exploitation and to the
experience of calculating contexts,
which is otherwise only too often the
case when architecture and video
productions are combined. Lim’s spatial
projections generated by relatively

simple means have all the necessary
elements ready for their deconstruction
and above all else, allow an atmosphere
of disconcertment to develop between
the architectures.
■ Clemens Krümmel
in: Texte zur Kunst, Issue 46, June 2002
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The phrase ‘at speed’ of course, in
Grand Prix lingo refers to the optimal
speed on a specific configuration
of race track. Speed, a calculation
dependent on time, is as we know it,
completely relative. The time it takes
to walk in front of a painting. Distraction and concentration are not
mutually exclusive. The time it takes
to read a best-seller. Notions of
duration and of process can only be
fragmentary, non-linear and ultimately fictional. The creation of a room
with an illusory stillness that is based
upon ideas of movement in social
space and time. These are the only
transports you need. A sense of
art’s ability to become and function
like propaganda or ideology while
contradicting it.
■ Sarah Morris

2002

in: at speed, Galerie Max Hetzler, Berlin 2002

Darren Almond / Sarah Morris at speed Jan 11 – Mar 2002 Installation view

Sarah Morris: J. Edgar Hoover (1), 2001; J. Edgar Hoover (2), 2001
each: household gloss on canvas, 289 x 289 cm

Darren Almond: 2002, 2002
200 x 200 x 360 cm

aluminium, steel, electronic mechanics,

at speed, Galerie Max Hetzler, Berlin 2002
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Förg’s artistic concept is marked
by velocity and dexterity and an
unambiguous approach. He works
in series and sequences of pictures.
Since his early orientation with
Twombly and Palermo during his
studies at the Munich Academy,
he has progressively expanded his
artistic area of expertise. Förg does
not invoke, but uses his work more
as a reminiscence, a memory of
modernity, whose artefacts flow
out of a stream of forgetfulness
wrung from his raw and open work
process, and through ist stubborn
Anti-Formalism allows the viewer a
participating and unexploited gaze.
■ Eckhard Schneider
in: Förg, Kunsthaus Bregenz, Cologne 2001

Günther Förg Bilder und Skulpturen (Paintings and sculptures) Oct 12 – Dec 22, 2001
12 sculptures: Untitled, 2001

mixed media, variable dimensions

Painting: Untitled, 2001, acrylic on canvas, 300 x 500 cm

2001

In The Buzzclub (...) Rineke Dijkstra
made video portraits of young people
in youth clubs and discos — representatives of different forms of a youth
culture which reaches beyond national
boundaries. In an improvised studio,
they pose and dance against a neutral
background in front of a stationary
video camara. (...) Isolated from the
more or less public environment of
the dance-floor, confronted with the
technology and artificiality of the
studio, totally at the mercy of the
photographer, and separated from
their soul mates, these young people
portray themselves with their own
well-proven means of cultivating
their public image.
■ Thomas Weski
in: Rineke Dijkstra, The Buzzclub,
Sprengel Museum, Hannover 1998

Rineke Dijkstra Sep 8 – Oct 6, 2001 The Buzzclub, Liverpool, UK / Mysteryworld, Zaandam, NL (Installation detail), 1996 – 97
two-screen video installation, duration: 26 minutes and 40 seconds loop
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Armory Show New York
Mar 7–10, 2003

2003

Martin Kippenberger Gitarren, die nicht Gudrun heißen (Guitars that are not called Gudrun)
Gitarren, die nicht Gudrun heißen, 1981

mixed media on canvas, 9-part, each 50 x 60 cm

Gitarren, die nicht Gudrun heißen.
Hommage à Martin Kippenberger,
Galerie Max Hetzler / Holzwarth Publications,
Berlin 2002
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E-Werk
Berlin-Mitte, Abspannwerk Buchhändlerhof
Mauerstrasse 78 – 80

In Kazakhstan the artist came upon
a mine which in technical equipment
and structure, looks like the long
shut-down mine in northern England
at which his grandfather worked.
An ideal field of projection which
provided the foundation for the twopart video-work Mine. The drive into
the underworld from the perspective of a miner confronts the site of
transition, a changing room, alive
with bustling activity. Through the
slow motion effect, each movement
of the men as they dress and
undress is lent a somnambulistic
certainty and cheerful ease. (...)
On the soundtrack the Shaman-like
beating of drums and the singing
of a female voice accompanies the
men. And even if you do not know
that the rituals invoke the coming
together of body and earth, you
sense that it has something to do
with the unison of man and nature —
and this, in spite of industrialization.
■ Matthias Vogel

2001

in: Neue Zürcher Zeitung, 14./15.4.2001

Darren Almond Apr 20 – Apr 29, 2001 Mine, 2001
two-part video installation with sound, DVD, edition of 3, duration: 50 minutes

Today, 2000 aluminium, steel, perspex,
paint and motor, 250 x 70 x 70 cm

12 photos from the series Full Moon, 2001
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lambda print, edition of 5, each 128 x 128 cm

Zimmerstrasse
2003 –1995

2003

Hinrich Weidemann ARTWITHDRAWINGS Oct 31– Dec 20, 2003 Installation view
Untitled #8 (from Le Portage des Peaux), 2002/03
water colour on waterford on canvas, 250 x 155 cm
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Albert Oehlen Sep 05 – Oct 25, 2003 Schallplattenexistenz (Record existence), 2001 acrylic and oil on canvas, 280 x 340 cm

Installation view

Wege (Paths), 2001
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acrylic and oil on canvas, 280 x 340 cm

Grüntöne (Green tones), 2001

acrylic and oil on canvas, 280 x 340 cm

Zimmerstrasse

2003

Ellen Gallagher Murmur
left to right

Watery Ecstatic, 2003

Drawings from the series Watery Ecstatic Jun 06 – Jul 26, 2003
watercolour and cut paper on paper, 111 x 77.3 cm, framed

Watery Ecstatic, 2003

watercolour, pencil and cut paper on paper, 77.3 x 111 cm, framed

It starts with paper. This is the base
upon which the paintings are built up.
Even if you can’t see it, the start is
the creaking, mechanical one. In
Ellen’s printing process, ‘uniformity
ages the mark’. Restraint in the face
of deluge. The lines run across the
soft blank paper, solid cerulean marks
interspersed with dotted lines in an
ordered fashion. The solid lines mark
the height of the capital, the dotted
ones the lower case. This is an archival simulacra of grade school penman-

ship paper, an unmarked mark of test
and trial and enclosure and framing.
The paper pushing through cutout
sections on the surface is the real,
regular and acidic stuff (nonarchival).
(...) Fugitive form describes the perversion of materiality throughout. It is
a perversion of the symbolic and the
representative.
■ Beth Coleman
in: Ellen Gallagher, Blubber,
Gagosian Gallery, New York 2001

Watery Ecstatic, 2003 watercolour and cut paper on paper, 67.8 x 87 cm, framed
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Büttner’s works fascinate through their
calculated shabbiness: blunt canvas
surfaces don’t show any kind of brilliance, the poor colour range is mostly
limited to grey and brown. In its contents the materiality of the paintings
is equivalent to the reflection of repressed and neglected aspects of the
everyday life. Büttner’s art deals with
traditional genres like landscape and
still life, that often shows strange
and prosaic objects and operates with
anecdotic metaphors. These paintings
are related to the political atmosphere
of the time and reflect a desolate
and latently violent world that hides
behind the façade of the social situation of Germany in the late 70s and
early 80s.
■ Thomas Groetz

Werner Büttner, Gemälde und
Skulpturen aus den 80er Jahren,
Galerie Max Hetzler / Holzwarth Publications,
Berlin 2003

Werner Büttner Gemälde und Zeichnungen der 80er Jahre (Paintings and drawings from the 80s)
May 04 – May 31, 2003 Stilleben mit Sessel und Erinnerungsfoto (Still life with armchair and photo), 1984 oil on canvas. 150 x 190 cm

2003

André Butzer’s figures stay in a
strange abeyance: at first hand grotesque heads, waving hands and
clumsy feet can be taken as signs of
unconcern, but then the harmed and
deformed creatures give rise to a
feeling resembling compassion. One
wonders what kind of life these
beings have. And to what extent
should their mental expressions be
taken seriously? The reference to
comic figures hints at the answer.
André Butzer believes in the influence
of Walt Disney’s characters on our
image of humanity. Naivité as well as
artificiality are parts of this image.
The world of Mickey Mouse knows
no moral, no real pain nor real joy.
■ Thomas Groetz

André Butzer, Chips und Pepsi
und Medizin, Galerie Max Hetzler,
Berlin 2003

André Butzer Chips und Pepsi und Medizin (Chips and Pepsi and medicine) Mar 21 – May 3, 2003
Chips und Pepsi und Medizin, 2003
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oil on canvas, 295 x 440 cm
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Milhazes’s pictures are saturated with
the kind of assumptions you might
have about Brazil when you’ve never
been there: jostling, intense colours;
subtropical atmosphere and nearphysical urgency — the feeling that you
would never need to wander far to find
the music. Yet although all of these
elements are present and accounted
for, Milhazes plays cultural cliché and
tropical kitsch against the unyielding
rationalism of hard lines, surrounding
chaos of unfettered colour. It’s an
approach which lends her paintings
a tension and dynamism that steers
familiar iconography into less obviously
charted terretory. Geometric abstraction
lurks behind flourishes of an unfettered
brightness like a sturdy garden shed
hides behind an explosion of hybrid
flowers.
■ Jennifer Higgie
in: frieze, Issue 70, October 2002

Beatriz Milhazes New Paintings Jan 31 – Mar 15, 2003 O Elefante Azul, 2002 acrylic on canvas, 189 x 299 cm

2003 / 02

In his abstract paintings Yves
Oppenheim goes back to the original
meaning of painting as a visual
language. He creates his complex
compositions with means that comply with this in their originality and
simplicity. His intention is, as he
says, to use these means to arouse
“some sort of clear awareness of
the activity that is the production
of art” within the observer.

Yves Oppenheim Dec 14, 2002 – Jan 25, 2003
Untitled, 2001

oil on canvas, 200 x 160 cm

Untitled, 2002

oil on canvas, 200 x 160 cm
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Untitled, 2001
enamel on linen, 274.3 x 182.9 cm (P 384)

2002

Untitled, 2001
enamel on linen. 274.3 x 182.9 cm (P 379)

Untitled, 2001
enamel on linen, 274.3 x 182.9 cm (P 380)

Christopher Wool Paintings Oct 26 – Dec 7, 2002 Untitled, 2001 enamel on linen, 274.3 x 182.9 cm (P 381)

20

Zimmerstrasse

Glenn Brown describes himself as an
Arcimboldo deriving his wherewithal
neither from the vegetable garden nor
from the fishmonger’s stall, but from
an altogether subjective history of
painting, whose more or less happy
heroes may be recognized artists,
minor masters, anonymous painters,
or sci-fi illustrators, like Chris Foss,
whose small-format illustrations
— meant to evoke cosmic vastness! —
Brown blows up to the proportions of
colossal historical painting.
■ Frédéric Paul
in: Glenn Brown, Domaine de Kerguéhennec,
Bignan 2000

Glenn Brown Sep 14 – Oct 19, 2002 Dark Angel (for Ian Curtis) after Chris Foss, 2002 oil on canvas, 225 x 341 cm

2002

Lila, weiß und andere Farben
A Summer Group Show
Franz Ackermann, Darren Almond,
Werner Büttner, Thomas Demand,
Rineke Dijkstra, Bart Domburg, Günther
Förg, Ulrich Lamsfuß, Michel Majerus,
Frank Nitsche, Yves Oppenheim,
Yan Pei-Ming, Thomas Struth,
Mette Tronvoll
Lila (lilac) and weiß (white) are the
colours of the sports club Tennis
Borussia Berlin. The exhibition was held
to support the soccer youth of TeBe.

Lila, weiß und andere Farben — A Summer Group Show (Lilac, white and other colours) Aug 10 – Sep 7, 2002
left to right Rineke Dijkstra: Max and Levent, Berlin, June 8, 2002, 2002 c-print, 75 x 65 cm, framed
Darren Almond: Deep in the Second Half, 2002

battery powered clock, enamel steel perspex and electric motor, edition of 11, ∅ 53.5 x10 cm
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Tuzina started off as a draughtsman.
His wall-piece, (...) although painted,
is more a drawing than a painting.
(...) When he says the line is an
expression of the intellect, it is not
an empty phrase but sums up the
essence of drawing, as many artists
have done before him. Way back in
the Renaissance, when drawing first
developed into an autonomous genre,
‘disegno’ was not just a craft but
also the intellectual conception of a
work. Tuzina’s work not only reflects
the obvious reaction to the directly
preceding generation: it was also
inspired by the Italian Renaissance.
■ Franz-W. Kaiser
in: G. Tuzina, Gemeentemuseum,
The Hague 2002

Günter Tuzina Jun 29 – Aug 3, 2002 I See Blue and Black, 2002 acrylic, chalk and graphite on wall, 472 x 1084 cm Installation view

2002

Albert Oehlen,
Gemälde Paintings 1980–1982
Galerie Max Hetzler / Holzwarth Publications,
Berlin 2002

Albert Oehlen Frühe Gemälde 1980 –1982 (Early Paintings) May 24 – Jun 22, 2002
22

Ohne Titel (Untitled), 1981

acrylic on canvas, 150 x 160 cm
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With serial numbers instead of titles,
Frank Nitsche’s paintings call media
images into question. Although there
is no doubt about the compositional
decisiveness of each single painting,
each panel can be seen as a powerful allusion to the simulations created
by electronic-image production and
video images. The movement the
works represent is only provisionally
interrrupted. Everything visible only
seems to cover something else which
could be visible. Behind the constructivist ribbons and disguises, many
further imaginary layers are conceivable; one press of the start key could
free them from thier arrangement.
Then they would either enter the
foreground or else finally be buried
for good.
■ Gerrit Gohlke
in: Frank Nitsche, Kunsthalle Vierseithof,
Luckenwalde 1999

Frank Nitsche Neue Bilder (Recent paintings) Apr 13 – May 18, 2002
RHB-07-2002 oil on canvas, 280 x 350 cm

2002

Vera Lutter’s photographs are made
with the aid of a camera obscura. The
camera obscura is a piece of optical
apparatus that long predates photography. In a darkened room a tiny
aperture is made. Through that aperture an image is thrown onto the
opposite wall of the room. (...) Lutter’s
giant, tranquil images cannot be seen
in the context of typologies. Their implacability evokes not the techniques
of scientific observation but rather a
reverie driven by the equally implacable passing away of time itself. Past
and present are brought together in
a moment of stillness that is in fact
achieved only over an extended period.
The long length of the exposure required to make the photographs filters
out all the incidental movement and
bustle of daily life, leaving only the
skeletons of a present that is steadily
and irrevocably receding into the past.
■ Russell Ferguson

Vera Lutter, Light in Transit
Holzwarth Publications, Berlin 2002

in: Vera Lutter, Kunsthalle Basle 2001

Vera Lutter Mar 2 – Apr 6, 2002
Frankfurt Airport, XI: May 1, 2001

unique silver gelatin print, 212 x 147.5 cm, framed
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The range of motives in the work of
Ulrich Lamsfuß refers to the endless
range of possible and existing images
surrounding everyone living in a
modern society. Advertising, movies,
nature, artworks, architecture, war,
portraits: the whole media range. The
paintings could be seemingly trivial,
brutal, nice, harmless or powerful.
Every painting is brought back to the
conviction that every image has its
own history, context and origin. Therefore all motives are of equal value.
(...) The power of Lamsfuß’s work is
not a result of a spectacular manner
of painting or conceptual work trying
to define a new type of painting.
Every image quotes all other images,
his studio is an image factory with
an enormous output level free of any
philosophical statement, except
‘I paint, therefore I am a painter’. But
nothing you’ll do is free of meaning.
■ Markus Schneider

Ulrich Lamsfuß Neue Bilder (Recent paintings) Jan 12 – Feb 23, 2002
Herbstwald in der Grafschaft Bentheim (Autumnal woods in the county Bentheim), 2001

oil on canvas, 300 x500 cm

2002 / 01

Domburg’s ‘discovery’ of Berlin coincides with a change in the subjects of
his paintings. The portraits have been
joined by melancholy, abandoned
places. The titles inform us that these
are places full of historical significance:
Berlin, Garten, Haus der Wannseekonferenz or Potsdam, Ernst-Thälmann
Stadion. (...) It isn’t possible to observe

Bart Domburg, Das große Fenster
Galerie Max Hetzler, Berlin 2001

Bart Domburg Das große Fenster (The big window)
Das große Fenster, 2001
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oil on canvas, 200 x 280 cm

Nov 17 – Dec 22, 2001

one of these paintings superficially as
if it were just any ‘view’, or without
getting the clear sensation that here,
sometime, something happened; that
the place isn’t what we are seeing, but
what has happened there. Domburg
already demonstrates, in this aspect,
his particular ability to make his
painting a magnetic field to which we
cannot help but grant some part of
our time. It is this strange attraction
that leads us to reflect on an absence
that speaks not of itself but of something else, someone else.
■ Gianni Romano
in: Bart Dombug, Das große Fenster,
Galerie Max Hetzler, Berlin 2001

Zimmerstrasse
Axel Hütte is pre-eminently a landscape
photographer. (...) Loyal to objective observation and the overall readability of
the photographic image, he has developed a concept of landscape observation
in which many classical premises have
been pushed aside. Axel Hütte does not,
for instance consistently employ the
visual construction of a fore-, middleand background, nor is there a dominant
horizon to emphasize the spatiality of
the image. The moments designated by
classical landscape art as being sublime,
such as the sunrise and the sunset,
beautiful expanses of sky and other
indicators of mood, are also avoided by
him. Without a foreground, not only the
potential reference to the standpoint of
the photographer — and thereby that
of the viewer as well — is gone. Also the
visual gauge with respect to the spatiality of the landscape is exchanged for
a more dynamic and more democratic
concept.
■ Els Barents

Axel Hütte, Secret Garden,
Misty Mountain
Galerie Max Hetzler / Holzwarth Publications,
Berlin 2002

in: Axel Hütte, As Dark as Light, Huis Marseille
Amsterdam, Munich 2001

Axel Hütte Oct 13 – Nov 10, 2001 Koloa, Kauai, 2001 c-print, edition of 4, 157 x 237 cm, framed

2001

Rineke Dijkstra Sep 8 – Oct 6, 2001 left to right Maya, Induction Center Tel Hashomer, Israel, 1999
Maya Herzliya, Israel, 1999

each: c-print, edition of 10, 126 x 107 cm, framed
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Jean-Marc Bustamante Jun 2 – Jul 7, 2001 Installation view

Yves Oppenheim Jul 14 – Aug 18, 2001
Untitled, 2001

oil on canvas, 200 x 160 cm

2001

Ming’s admirable large-format
monochrome portraits of Mao offer a
double confirmation: they underwrite
our ideas about China as well as the
ones we have about contemporary art,
which are doubtless just as stereotyped. (...) Today, when the Maoist era
seems increasingly remote, we find it
easy to be skeptical and stigmatize
such propaganda art. We can comfortably concur with what, coming from
a painter admitted into the élite cadre
of contemporary artists, can only be
pure irony. (...) Ming’s work contains
no such irony. For him, the official
portraits that filled the sky of his
childhood still have a special aura as
images of China and, in spite of all
the subsequent demaoizations, he
certainly loves his homeland too much
not to approach such images with
mixed feelings.
■ Christian Besson
in: Yan Pei-Ming, Paris 1999

Yan Pei-Ming Apr 20 – May 26, 2001 Installation view
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Using colour film and a large-format
camera (an 8 x 10 in., the type favored
by commercial photographers),
Bustamante rejected the conventions
of the poetic snapshot which had
defined the French variant of ‘creative
photography’ since the fifties. (...) He
sought to produce what he called ‘slow
snapshots’. The sharp, assertive quality
of the commercial image lead him
back to the nineteeth-century tradition
of the topographical landscapists, to
whom Robert Adams had already made
explicit reference. Like the latter, however, he showed a natural landscape
altered by the anarchic constructions
of small-scale industry and detached
suburban housing. Within the stable
frame and careful composition of an
image (...) he took account of the
banality, disharmony, and hybridization of the contemporary landscape,
refusing himself the escape route of
a nostalgia for the sublime.
■ Jean-Francois Chevrier
in: Jean-Marc Bustamante, The Renaissance
Society at the University of Chicago, 1993
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2001

Thomas Struth Mar 10 – Apr 12, 2001 Nevada 2, 1999 c-print, edition of 10, 138 x 174.2 cm, 176 x 210.2 cm, framed

The sparsely populated landscape of
America (...) and a stillness there that
is unmistakably audible makes room
for associations that overlap in time:
for the flow between the mental retrospective view, seeking a hierarchy in
the significance of what has passed,
wanting to sort and order experience
acquired, the physical presence in
the Here and Now and the inner vision
towards time as yet inexperienced.

An image of the void landscape thus
lends itself to the photographic medium, since despite its reference to the
past it always incorporates the Now.
And does not a photograph always recall acts uncompleted?
■ Thomas Struth
in: Thomas Struth, Galerie Max Hetzler,
Berlin / Schirmer/Mosel, Munich 2001

Thomas Struth, Galerie Max Hetzler / Schirmer/Mosel, München 2001
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The cautious introduction of subjectivity in Mette Tronvoll’s portraits
acquires credibility by means of a
subdued simplicity. An immediacy is
conveyed through the joining of the
models’ own worlds — apparent in
their physiognomy and gestures — and
the picture-taking situation itself.
Naturalness develops within a frame,
a zone of freedom existing between
their lives and that of the artist.
■ Audun Eckhoff
in: Mette Tronvoll, Isortoq Unartoq,
Baden-Baden & Cologne 2000

Richard Phillips Jan 13 – Jan 3, 2001

Mette Tronvoll Dec 2, 2000 – Jan 6, 2001 Camille and Ravn,

Untitled (Smiley), 2000

Pearl Street, New York, 2001

oil on linen, 213.4 x 157.5 cm

c-print, edition of 5, 154 x 124 cm, framed

2001 / 00

Ulrich Lamsfuß Nov 11 – Dec 16, 2000 Back building Installation view
Organized by Markus Schneider

Luggage Aug 29 – Oct 28, 2000 Back building Installation view
Matthew Brannon, Jason Dodge, Heidie Giannotti, Karsten Konrad, George Rush
Curated by Matthew Brannon
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Merlin Carpenter is interested in why
that which looks good, looks accomplished, is regarded as soulless,
purchased or cheap, but not only in
terms of the narrow-minded, Protestant reflex that rejects everything
that shines out of fear of the purely
superficial, which another Protestant
like Nitzsche might have meant,
but rather why there is really something cheap about that which is
accomplished.
■ Diedrich Diederichsen
in: Merlin Carpenter, As a Painter I Call Myself
the Estate of, Secession, Vienna 2000

Merlin Carpenter Sep 9 – Oct 21, 2000 Installation view

2000

Rather than contest the ends of
abstraction’s illustrious discourse,
Brandl’s work aspires to make a
clearing for painting that is neither
sentimental nor cynical. With Brandl’s
work there is no framing of the
self, for in its philosophical place
a vacancy may prevail. (...) Like a
paradox that we must pronounce
to ourselves in order to hear its
resonance, Brandl’s work mimics
fulfilled abstract painting.
■ David Moss
in: Herbert Brandl, Galerie nächst
St. Stephan — Rosemarie Schwarzwälder,
Vienna 1999

Herbert Brandl Neue Aquarelle und Bilder (New aquarelles and paintings) Jun 10 – Jul 29, 2000
left to right

Ohne Titel (Untitled), 2000

Ohne Titel (Untitled), 2000

each: watercolour on paper, 184 x 164.5 cm, framed
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Glenn Brown Paintings and Sculptures Apr 15 – Jun 3, 2000 Installation view

2000

Albert Oehlen Das Privileg (The privilege) Feb 19 – Apr 8, 2000
left to right

30

Das Privileg / M IV, 2000

watercolour on paper, 199 x 160.5 cm

Das Privileg / F I, 2000

watercolour on paper, 199.5 x 162 cm
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I was born in Tulsa Oklahoma in 1943.
When I was sixteen I started shooting
amphetamine. I shot with my friends
everyday for three years and then
left town but I’ve gone back through
the years. Once the needle goes in it
never comes out.
■ Larry Clark
in: Larry Clark, Tulsa, New York 1971

Larry Clark Dec 18, 1999 – Jan 5, 2000
Tulsa, 1980 portfolio, edition of 100, 50 b/w photographs, numbered and signed by the artist, each 36 x 28 cm
Teenage Lust, 1983 portfolio, edition 29, 95 b/w photographs, numbered and signed by the artist, each 35.5 x 28 cm

The Corner Field Paintings contain
a form that can be read as half an
upside down ‘T’. Transformations of
this kind are encountered time and
again in Federle’s works but it is
unnecessary to trace them back to
possible points of departure because
what predominates is the suggestiveness of the result. The Corner
Field Paintings combine an area of
colour with an angular shape, the
act of enclosing with being enclosed,
the undirected with the directed, a
one-part structure with a two-part
structure, lightness with darkness,
and so on.
■ Gottfried Bohem

Zumthor’s works pose the early
problems of the Modern Movement
anew. His themes are the site, the
space, the processing of the world
on site, the role of construction,
the repression of the mechanical
(building technology), the rediscovery
of nature’s laws in building, the
immediacy of materials and textures
and structures related to them. All
of these themes, however, are not
symptoms of a return to the past,
but of a new look at things.
■ Friedrich Achleitner

in: Helmut Federle, XLVII Venice Bienal,
Bern 1997

Helmut Federle / Peter Zumthor

Oct 2 – Nov 6, 1999

Helmut Federle: Corner Field Painting XL, 1999

2000 / 1999

Back building
oil and resin on canvas, 48 x 58 cm

in: Peter Zumthor, Architecture and Urbanism,
February 1998 extra edition, Tokyo
Peter Zumthor: Topography of Terror, model
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1999

Darren Almond Sep 4 – Nov 30, 1999
Bus Stop, 1999

two bus shelters, aluminium, glass, each 603 x 303 x 270 cm

Invitation card
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Albert Oehlen Aug 13 – Aug 28, 1999
Raucher (Smoker), 1999

Mill by Moonlight, 1999

1999

oil on canvas, 239 x 239 cm

oil on canvas, 239 x 239 cm

Albert Oehlen, Inhaltsangabe
(Summary of Contents /Sumario)
Galerie Max Hetzler/Holzwarth Publications,
Berlin 2000

In the universal search for a standard
there is something tragic, a sort of
cosmic sadness. The belief in the
ability to set loose grim analyses in
brackets on the basis of phantom
inspirations is marked by this: I am
on this earth only to serve as material
for doctors, canon fodder, horses and
students (of horses). The promise to
take me to the circus or to play cook
is the only thing that can happen
to me now, a decoy, found on the
miserable façades of things, their
inadequacy long since established.
New hope for the search for something concrete, something that could
be so true and at the same time
universal that it could sugar-coat
my pills.
■ Albert Oehlen
in Albert Oehlen, Inhaltsangabe,
Galerie Max Hetzler / Holzwarth Publications,
Berlin 2000

Road to Oele, 1999

oil on canvas, 240 x 280 cm

33

Zimmerstrasse

Objects In The Rear View
Mirror May Appear Closer
Than They Are
Roy Arden, Cindy Bernard,
Cecily Brown, Thomas Demand,
Rineke Dijkstra, Bart Domburg,
Mark Lewis, Michel Majerus,
Maximilian von Moll, Henrik
Olesen, David Patton, Manfred
Pernice, Andrea Rostásy, Dan
Walsh, Jane and Louise Wilson
Curated by Wolfram Aue

Objects In The Rear View Mirror May Appear Closer Than They Are Jun 12 – Jul 31, 1999 Back building
Manfred Pernice: Peil- und Meßstand (Fix and gauge stand), 1999

mixed media, 210 x 534 cm

1999

What makes Georg Herold’s works
particulary conspicuous is their ineludible banality and excessive selfevidence. (...) Their mimicry of the
most conventional, least reflected expectations and attitudes in the realm
of art is so perfect and yet so exaggerated and intensified, characterized
by such over-affirmation and such
tautological over-clarity, that at first
the viewer is not able to deny his
own conventional uneasiness, an
alienation towards what is generally
considered to be valid.
■ Johannes Meinhardt
in: Georg Herold, XTOONE,
Kunstmuseum Wolfsburg 1995

Georg Herold Apr 17 – Jun 5, 1999 Installation view
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Günther Förg Mar 30 – Apr 10, 1999 Back building Installation view

1999

Ellen Gallagher, Pickling
Artist book, edition of 300,
signed and numbered by the artist,
Galerie Max Hetzler, Berlin 2000

Ellen Gallagher Feb 13 – Mar 27, 1999
Treeman Park, 1999

Nightlamp, 1999

enamel, rubber and paper on canvas, 305 x 244 cm

enamel, rubber and paper on canvas, 305 x 244 cm
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Klaus Theo Brenner / Thomas Struth Jan 30 – Mar 20, 1999 Back building
Klaus Theodor Brenner: Haus für einen Fabrikanten im Havelland (House for a factory owner
in Havel county), model

The architectonic object framed by
and duly bound up in its context,
initially gives the impression of constructional volume, of mass within
defined principles. The emergence
of defined constructional elements
goes hand in hand with the idea of a
discontinuous urban space that only
incorporates the individual objects to
a restricted extent or even fails to
incorporate them at all any more in
an all-embracing construction program with fixed rules. (...) Today it
suffices for the façade arrangement,
the material, the height of the eaves
or the building line to lack in uniformity for the individual architectonic object to stand out. Hence the
subject of architecture is no longer
the façade as two-dimensional element in relation to the context, but
the constructional body, appearing
in its three-dimensional plasticity.
■ Klaus Theo Brenner
in: Klaus Theo Brenner, Bau-Körper,
Berlin 1997
Thomas Struth: 2 rote Tulpen Nr. 68, Winterthur (2 red tulips), 1992
c-print, edition of 10, 36.8 x 54 cm

1999

Axel Hütte Nov 28, 1998 – Jan 23, 1999
Lehrter Stadtbahnhof Berlin 1998
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colour photograph, edition of 4, 187 x 235 cm, framed
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Ultimately, Morris presents a mediation of the urban experience which
balances the potential fragmentation
of the image — through grids, film or
the borrowed imagery of computer
pixellation — against the enduring
need for lucidity in an epoch of massmediation. Importantly, she demonstrates that such a project is not
without its redeeming humour, and
an empowering contact with the
classical concerns of modernism.
■ Michael Bracewell
in: Sarah Morris, Modern Worlds, Museum
of Modern Art, Oxford 1999

Sarah Morris Oct 16 – Nov 21, 1998 Installation view

1998

Jean Prouvé is a pragmatist. (...) He
likes to tear down things. He rebuilds
using only information, his own convictions and verifications. He always
conceals his ambitious undertakings
with a too deep sense of modesty.
Yes, he is the prototype of a modest
ambitious man. Never pretentious,
he is above all interested in basic
objects: a chair, a table, a house. He
simply has the great ambition to confront the basic. He makes of simplicity, elementary, logic, honesty his
values. It is rare to see such a striking
case of ethics producing an aesthetic.
■ Jean Nouvel

Like no other, Shulman has demonstrated just which special form of art
architectural photography can be.
In the Shulman eye, perception and
understanding are one. In his precisely staged photographs, not only the
architectonic ideas under the surface
become tangible but the visions and
hopes of an entire epoch. Man is
always present in his works, even if
he does not actually make an appearance.
■ Peter Gössel

in: Jean Prouvé, Galerie Jousse Seguin,
Galerie Enrico Navarra, Paris 1998

in: Julius Shulman, Architektur und Fotografie,
Cologne 1998

Jean Prouvé Furniture Julius Shulman Architectural Photography Sep 26 – Oct 31, 1998 Back building
Left to right Installation view
Organized by Samia Saouma

Julius Shulman: Case Study House # 22

b/w photograph, 1998 edition of 60, signed and numbered by the artist, 61 x 51 cm
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Christopher Wool Sep 9 – Oct 10, 1998

1998

Untitled, 1998

Untitled, 1998

enamel on linen, 274.3 x 182.9 cm (P 277)

enamel on canvas, 274.3 x 182.9 cm (P 280)

I’m trying to take the leap so that
the likeness itself constitutes a reality.
(…) I find it’s a sort of perversion
that one feels the reality on the
screen as the real reality. Like at the
cinema, where I’m caught up in
what’s happening. If you want to go
into the artistic working method there,
it’s this way of being caught up in
a reality with these pictures that I’m
trying to get using certain tricks.
Even so, you are still terrified, even if
you say it’s only film, you don’t need
to be scared. This terror has its own
reality that I want to produce.
■ Klaus vom Bruch
in: Klaus vom Bruch, Der Augenzeuge,
Diözesanmuseum, Cologne 1997

Klaus vom Bruch Loops Jul 18 – Aug 15, 1998 Installation view
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In his works, Hinrich Weidemann
devotes himself to a school of seeing,
but also to the thinking in seeing, thus
the seeing thinking. He answers the
question of what is real in painting
with paper, color or graphite in a
sparing, yet at the same time aesthetically rich imagery. His works are
structured on simple specifications,
such as the size of the frames, which
are always rectangular, the portioning
in widths of the brush, the obviously
numerical ratios of strokes of the
brush. (...) Weidemann’s work underlies a strategy of the refusal to
achieve purity in painting, in order
to demonstrate that what is visible
is that which is only denoting itself.
■ Dirk Teuber

Hinrich Weidemann,
Werner Hamacher,
Galerie Max Hetzler, Berlin 1998

in: Hinrich Weidemann, Staatliche Kunsthalle
Baden-Baden 1992

Hinrich Weidemann May 30 – Jul 11, 1998 Installation view

1998

Albert Oehlen: Untitled, 1997

oil and inkjet on canvas, 193.5 x 270 cm

Georg Herold / Albert Oehlen Neue Arbeiten (New works) Apr 18 – May 23, 1998
Installation view
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In the case of Martin Kippenberger
the specific work context is important
in many respects. One of the defining
qualities of his art is that his unmistakable style does not so much
arise from the wish for orginality,
renewal or singularity, but rather must
be read for the most part as commentary and therapy of his artistic
circles. The functional role of the artist
was broken by him in many respects,
that role being simply too narrow for
taking up again and reprocessing other
artistic or cultural positions. Kippenberger was at the same time also a
promotor, proprietor, collector, museum
director and curator, whereby these
activities in the end still always flowed
back into his art.
■ Martin Prinzhorn
in: Martin Kippenberger, Gitarren, die
nicht Gudrun heißen, Galerie Max Hetzler /
Holzwarth Publications, Berlin 2002

Martin Kippenberger Hommage an Martin Kippenberger, die achtziger Jahre, Bilder und Skulpturen (Homage to
Martin Kippenberger, the eighties, paintings and sculptures) Feb 28 – Apr 4, 1998 Installation view

1998

Merlin Carpenter Chant No. 1 Jan 17 – Feb 21, 1998
No.1 Mum, 1997
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acrylic on canvas, 140 x 110 cm

1945, 1997

mixed media on glass, 183 x 122 cm
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Hospital
Darren Almond, Liam Gillick, Richard
Hamilton, Jeff Koons, Sarah Morris,
Jorge Pardo, Richard Phillips, Jane
and Louise Wilson

The fiction continues created from
simple elements arranged and rearranged. Non-linear. Fragmentary. A
meeting point of modular forms and
possible stories. Hard edges redefined.
Adrenaline and suspended endings.
An intensified room where aesthetics
and surfaces both structure our sense
of time and distance.
■ Sarah Morris

Hospital
Galerie Max Hetzler, Berlin 1998

in: Hospital, Galerie Max Hetzler 1997

Hospital Nov 29, 1997 – Jan 10, 1998 Installation view Curated by Sarah Morris

1998 / 97

On Kawara Sep 13 – Oct 11, 1997 Installation view

Jean-Marc Bustamante Oct 18 – Nov 22, 1997
Untitled (Buenos Aires), 1995

c-print, edition of 6, 67 x 86 cm, framed

If the transience of existence is one of
the principal subjects in Kawara’s
aesthetic the relentlessness of time’s
passage is equally another. Thus
whilst revising one of the principal
themes of (western) art, the momento
mori, Kawara at the same time invokes through the rectitude and
resilience of his activity a stance at
once paradoxically existential in its

hyperacuity and oriental in its equanimity. In this desire to conflate
eastern and western modes of being,
the individual and the collective, the
anonymous and the particular, and
the local and the international, is
expressed Kawara’s ambition to be
‘a citizen of the world’.
■ Lynne Cooke
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Although the pictures of the BerlinProjekt were filmed by Thomas Struth
and Klaus vom Bruch, they have
something of the character of pictures
that have been found, since the
mindset of the artists is so neutral
that absolute priority is given to the
recital of what is really taking place
at the site defined by the cut of the
picture. It is only in their link-up and
in a side-by-side placement that the
single sequences make sense; only in
coming together do common factors
and differences crystallize, opening
the door to understanding. (...)
Projected, the real situations are
manifested as dematerialized and
devoid of space, as function of the
touristy availability of any location
and of the endless electronic possibilities of recording what really is.
■ Ulrich Loock
in: Thomas Struth / Klaus vom Bruch,
Berlin-Projekt, Kunstmuseum Lucerne 1998

Thomas Struth / Klaus vom Bruch Berlin-Projekt (Berlin project) Jul 5 – Aug 9, 1997 Installation view

1997

Gerhard Merz May 27 – Jun 28, 1997 Installation view
Albert Oehlen Apr 12 – May 17, 1997 Installation view
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Günther Förg Mar 1 – Apr 5, 1997 Installation view

1997/ 96

The task of restoring the unity of
architecture by means of the geometric relevance of their elements
is seen by Kleihues as an obligatory
recourse to the tradition set in the
architectural creations of Karl Friedrich
Schinkel and lost in the 19 th century,
by which means the architecture of
the Hamburger Bahnhof is to be reviewed. Kleihues follows up Schinkel’s
view in the sense that he sees geometry not as superordinate canon,
but as means of abstraction, the autonomous value of which lies per se
in the transparency of constructive
and aesthetic decisions, viewed in
their specific context.
■ Thorsten Scheer

The visual metaphors popping from
the pictures are, however, pure
discoveries of the painting process.
On the one hand, they are pictorial
metaphors, for in emphazizing the
sharp edges and shaping lines of the
appropriated graphic images, drawing
is reinvented as the leading voice of
the painting, with color becoming the
inflecting music that makes their
interaction emit a full signification.
But on the other hand, through the
artist’s conflation of distant yet
corresponding icons, of colours and
symbols, of processes and images,
the paintings evolve into conceptual
metaphors which emanate a meaning
that transcends the mere summation
of all the single stages of the work’s
making.
■ Mario Diacono

in: Thorsten Scheer, Museum Hamburger
Bahnhof Berlin, Josef Paul Kleihues,

Cologne 1996

Josef Paul Kleihues
Jan 31 – Feb 22, 1997
The big gallery at the Hamburger Bahnhof,
Museum for the Present, Berlin

in: Philip Taaffe, Mario Diacono Gallery,
Boston 1998

Philip Taaffe Oct 31 – Dec 21, 1996 Bad Seed, 1996
mixed media on canvas, 262 x 282 cm
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Günther Förg Gouachen 1996 Jul 16 – Sep 11, 1996
Herbert Brandl Sep 28 – Oct 26, 1996 Installation view

Untitled, 1996

gouache on paper, 83 x 112.7 cm

1996

Pierre et Gilles Jun 1 – Jul 13, 1996
Le Cauchemar de Pierrot — Polly (Pierrot’s nightmare), 1996
photograph, 107.7 x 86.7 cm

Pierre et Gilles’ repeated use of certain
models also seems to have had a related impact on their choice of subjectmatter. Polly, who appears as a nocturnal angel of death in the Plaisirs de la
Foret series, is also the subject of an
unsettling work titled Le Cauchemar de
Pierrot — Polly. This tragicomic clown of
French popular lore, whose appearance
sometimes signals an entry into the
realm of the melancholic, now appears
as the victim of some terryfiying fate.
Framed by dense cobwebs and large,
menacing spiders, Pierrot stares at us
forlornly, a single tear trickling down
his/her cheek. In their simple depiction
of a beloved clown beset by nightmares,
Pierre et Gilles seem also to refer somewhat obliquely to their own situation,
and to the grim realization that even
the giddiest artist faces the possibility
of waking up in a world where all one’s
attempts at happiness are in danger
of vanishing with a blink of an eye.
■ Dan Cameron
in: Pierre et Gilles, New Museum of
Contemporary Art, New York 2000
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Gerhard Merz Apr 13 – May 25, 1996 Untitled, 1996 pigment on canvas, steel pole, 360 x 1050 cm
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The process of discovery of what is
physically in the art is, for Gober, a
metaphor for the process of discovery
in both the making and viewing of art.
(...) The tasks involved in creating a
visual artwork are by their very nature
hands-on, and therefore sensual. The
manual labor, the physical touch of
those who made the work is readily
apparent and essential to the understanding of these pieces. Gober’s
sculpture physically entwines idea
and material: the artist and viewer are
engaged in an act of encoding and
decoding these objects for both eye
and mind. The material is real, but
also illusionistic: this interplay between
the physical and the metaphorical
enhances the highly charged nature
of Gober’s work.
■ Harry Philbrick

1996

in: Robert Gober, The 1996 Larry Aldrich
Foundation Award Exhibition, Aldrich 1998

Robert Gober Feb 24 – Mar 30, 1996 Untitled (Boy coming out of man), 1994 – 95
wood, wax, plaster, stone, cotton, human hair, light bulbs and electric motor, 101 x 119 x 117 cm
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Thomas Struth Nov 18, 1995 – Jan 13, 1996 Installation view

1996 / 95

Even if there is no doubt that Warhol
was responsible for the renaissance of
the visual glamour, pomp and chic of
the older traditions of social portraiture,
it is perhaps less known that in spite
of his legendary indifference towards
human factors, he retained an amazing
variety of psychological insights into
his models. From the utter void
embedded in the camera-conscious
smile of the wife of an international
banker through to the astonishing
uncovering of nuances that would be
worthy of a private diary, these painted
snapshots accumulate into a contemporary human comedy, where the
painted surface and psychological
probing meet in alternating proportions.
Moreover, the existence of not just
one, but of two or more variations of
the same photographic fact makes
for a complex mixture of artistic fiction
and soul-bound truths.
■ Robert Rosenblum
in: Andy Warhol, Bilder 1961 bis 1981,
Kestner Gesellschaft, Hannover 1981

Andy Warhol Portraits Oct 7 – Nov 4, 1995 Installation view
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Malerei (Painting)
Donald Baechler, Ross Bleckner,
Herbert Brandl, Axel Kasseböhmer,
Albert Oehlen, Philip Taaffe,
Terry Winters, Christopher Wool
In cooperation with
Monika Sprüth Galerie, Cologne

Malerei Aug 26 – Sep 23, 1995 Terry Winters: Phase Plane Portrait, 1994 oil on canvas, 274.5 x 366 cm

1995

The poetical-mythical components of
Twombly’s painting also feature in his
sculptures. (...) He combines ‘everyday’
objects such as crates, palm leaves,
artificial flowers, nails, door knobs,
wooden blocks, willow canes, pieces
of string and paper with white painted
sculptures: their everyday identity
and reality are still apparent, and yet
they are simultaneously transferred
to a state devoid of time and change.
■ Arthur C. Danto
in: Cy Twombly, Catalogue Raisonné of
Sculpture, Volume I 1946 –1997, Munich 2001

Cy Twombly Sculpture Jun 3 – Jul 22, 1995 Installation view
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Günther Förg, Mockba 1995
Galerie Max Hetzler, Berlin 1997

Günther Förg Architektur Moskau 1923 –1941 (Architecture Moscow) Apr 22 – May 27, 1995 Installation view

1995

Albert Oehlen, Gemälde
Galerie Max Hetzler, Berlin 1995

Albert Oehlen Gemälde (Paintings) Feb 25 – Apr 8, 1995
Untitled, 1994

48

oil on canvas, 240 x 200 cm
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1997–1994

1997

Hans Kollhoff / Gerhard Merz Oct 31 – Dec 6, 1997 Installation view
Gerhard Merz May 27 – Jun 28, 1997 Untitled, 1996
cubes, stainless steel, highly polished, each 12 x12 x12 cm,
8 mm glass, painted from the back (cobalt green), 200 x 200 cm
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I see the painting process as a
combination of the technical and the
magical — invisible forces are generated by the images, and they’re
moving. Atsome point there’s a
recognition, an acceptance that the
image has a life of its own, that the
image itself is an organism. In the
end, each painting has a face and a
name. But its properties aren’t fixed
absolutely, or at least not fixed to
any structures external to the painting itself.
■ Terry Winters

Walter A. Noebel Oct 25 – Dec 7, 1996 Installation view

in: Terry Winters, Computations of Chains,
Matthew Marks Gallery, New York 1997

Terry Winters Oct 25 – Dec 7, 1996 Installation view
Walter A. Noebel,
Deklinationen,
Galerie Max Hetzler / Gebr.
Mann Verlag, Berlin 1996

Each material has its own form of
language and no material can claim
the forms of another material for
itself. For the forms themselves have
developed from the very usability and
mode of production of each material;
they have taken shape with the
material and by way of the material.
No material allows intervention into
its own circle. Whosoever, however,

dares to intervene is branded by the
world as forger. Yet art has something
to do with forgery and nothing to do
with lies. Their paths are admittedly
strewn with thorns, yet are pure.
■ Adolf Loos
in: Walter A. Noebel, Deklinationen
(Declinations), Galerie Max Hetzler /
Gebr. Mann Verlag, Berlin 1996

1996
Max Dudler’s architecture has a
concise, voluminous and sometimes
almost violent corporeality. Yet despite
its powerfully corporeal but always
clearly articulated appearance it never
fails to make an elegant impression.
As well as this, it carries a clearly
recognizable urban pictorial programme, which is different in each case.
Even a first confrontation offers
striking testimony that this architecture is not without memory. To the
contrary, it ties in directly with the
memory potential that is stored in
architectural history.
■ Martin Kieren
in: Max Dudler, Architekt, Galerie Max
Hetzler/Gebr. Mann Verlag, Berlin 1996

Jean-Marc Bustamante Jun 15 – Sep 21, 1996
Aquarama I, 1996

steel, colour, glass, 230 x185 x 63 cm

Max Dudler Mar 30 – May 25, 1996
Detail of Hofgarten, Gendarmenmarkt,
Block 208, Berlin, 1992
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Max Dudler, Architekt,
Galerie Max Hetzler/
Gebr. Mann Verlag, Berlin 1996
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Architekturmodelle für Berlin (Architectural models for Berlin) Dec 9, 1995 – Feb 3, 1996
Bernd Albers, Klaus Theo Brenner, Diener & Diener, Max Dudler, Giorgio Grassi, Heinz Hilmer & Christoph Sattler, Arata Isozaki with
Steffen Lehmann & Partner, Petra and Paul Kahlfeldt, Jan Kleihues, Josef Paul Kleihues, Hans Kollhoff and Helga Timmermann,
Christoph Langhof, Hilde Léon and Konrad Wohlhage, Daniel Libeskind, Walter A. Noebel, Dominique Perrault, Sauerbruch Hutton Architekten,
Jürgen Sawade, Benedict Tonon, Julia Tophof, Norbert Hemprich, Oswald Mathias Ungers Curated by Max Dudler and Paul Kahlfeldt

If this is a picture book, then for the
short period of the exhibition, it is a
collection of models, which, each
for itself, depicts and constitutes a
fictitious cut from a fictitious city. (...)
Both embody the invention of architecture for the purpose of communicating about architecture. Yet what do
these “inventions” tell us? Initially,
they speak about an idea they have in
common, a joint project; namely to

set off for Berlin — yet again to a
fictitious city in the respective minds
of those who thought up the architectural models collected here. They
are distinctive for their variety, their
heterogeneous character, each with
their own imagery and order, each
embodying the idea conferred upon
them, all of them conducive to making
us think of anything, only not of any
‘one’ city. Berlin as the site and the

possible mental substance for which
these little items have been built,
crafted, created, takes shape —
depending on how they are read —
either in condensed form, as in the
history of the town and buildings
harbored in them, or as ephemeral
indifference.
■ Martin Kieren
in: architektur modelle berlin,
Galerie Max Hetzler, Berlin 1995

architektur modelle berlin, Galerie Max Hetzler,
Berlin 1995

1996 / 95

Hans Kollhoff May 13 – Jul 1, 1995 Installation view
Robert Grosvenor Sep 8 – Nov 4, 1995 Untitled, 1994 fibre glass, metal, plastic, 96.5 x 424 cm

Grosvenor usually employs materials
that have been produced for a particular purpose, and which have often
already served some purpose, as can
be seen from the traces of wear. (...)
From heterogenous but conspicuously ordinary materials Grosvenor assembles simply constructed structures that refer to the essence of the
architectural formation of places.
If there is a concern common to the

works, then, it might be an interest in
forming and modifying interspaces and
giving them a particular character,
spaces between the floor, a covering
and side walls, between side walls,
the floor and ceiling of the exhibition
space, between a lower and an upper
part of the work.
■ Ulrich Loock
in: Robert Grosvenor, Kunsthalle Bern, 1992

The joy of conquering material by
human power, which is part of any
aesthetic enjoyment, invents a substitute on the surface. The picture of
the construction, projected in elevation on to the wall, takes over this
representative function. The shape of
a structure translated to the surface
is a spatially active, explanatory
covering and covering explanation. It
reaches in front of and behind the

surface, and in the sum of its symbolic gestures finally shapes an idea
of the building in the façade. Its
secret could still lie in creating an
atmosphere of depth on the surface
and once more opening up to the
wall a new perspective on how it
can be ‘conquered’.
■ Fritz Neumeyer

Hans Kollhoff,
Galerie Max Hetzler/
Ernst & Sohn, Berlin 1995

in: Hans Kollhoff, Galerie Max Hetzler/
Ernst & Sohn, Berlin 1995
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Schillerstrasse

Christopher Wool Dec 1994

Albert Oehlen Nov 1994

Untitled, 1994

Untitled, 1994

enamel on canvas, 198 x 152 cm (P 198)

1994

Terry Winters Sep 1994 Ray Tracing I, 1994 oil on canvas, 216 x 300 cm
52

oil on canvas, 240 x 200 cm

Schillerstrasse

In Max Hetzler’s exhibition area in
Berlin there are two structures
by Merz. While they seem to be
architectural structures, built of
travertine marble in an ashlar style
of masonry, the fact that they have
no entrances means that they do
not function as architecture but as
sculpture. They hold the space, but
they do not offer it up. (...) Are
there inner sancta in there, one
wonders, circumambulating these
volumetric rectangles? Well, one
comes to suspect, perhaps not. The
coldness and blankness of these
sculptural structures fends off that
approach. As one tracks around
them, sniffing for the pietistic aura
of the transcendental space, one
comes to suspect that the point
has nothing to do with the interior,
which could be solid or hollow
without making any difference. It
is the exterior and its unforgiving
presence as mute object that is
more the point. Not that that’s a
disappointment — just that it’s a fact.
■ Thomas Mc Evilley

1994

in: Gerhard Merz, Berlin, Berlin 1995

Gerhard Merz Permanent installation 1994 –1997
Berlin Travertin Romano Classico (Installation views), 1993

2 x (300 x 240 x 900 cm), 320 x Lumilux 11, 60 cm
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Armory Show New York

Edgar Cleijne
Oct 25 – Dec 20, 2003

Martin Kippenberger Gitarren, die nicht
Gudrun heißen (Guitars that are not called Gudrun)
Mar 7–10, 2003

Candice Breitz Becoming
Sep 06 – Oct 18, 2003
Ellen Gallagher Murmur
Jun 06 – Jul 26, 2003
Richard Phillips New Paintings
May 03 – May 31, 2003
Films
Apr 22 – Mar 28, 2003
Haluk Akakçe
Apr 22 – Apr 26, 2003
Craig Kalpakijan
Apr 12 – Apr 17, 2003
Paul Morrison
Apr 05 – Apr 11, 2003
Darren Almond
Mar 29 – Apr 04, 2003
Sarah Morris
Mar 22 – Mar 28, 2003
Liam Gillick ... and punctuated everydays
Jan 17– Mar 15, 2003
Christopher Wool Photography
Oct 26 – Dec 22, 2002
Kara Walker Nat Turner’s Revelation
(an important lesson from our Negro past
you will likely forget to remember)
Sep 6 – Oct 19, 2002
Albert Oehlen
May 24 – Aug 3, 2002
Won Ju Lim
Mar 8 – May 18, 2002
Darren Almond / Sarah Morris at speed
Jan 11– Mar 2002
Günther Förg Bilder und Skulpturen
(Paintings and sculptures)
Oct 12– Dec 22, 2001
Rineke Dijkstra
Sep 8–Oct 6, 2001
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E-Werk (Abspannwerk Buchhändlerhof)
Berlin-Mitte, Mauerstrasse 78 – 80
Darren Almond
Apr 20 — Apr 29, 2001

Zimmerstrasse
Hinrich Weidemann ARTWITHDRAWINGS
Oct 31–Dec 20, 2003
Albert Oehlen
Sep 05 – Oct 25, 2003
Ellen Gallagher Murmur Drawings from
the series Watery Ecstatic
Jun 06– Jul 26, 2003
Werner Büttner Gemälde und Zeichnungen
der 80er Jahre (Paintings and drawings
from the 80s)
May 04 – May 31, 2003
André Butzer Chips und Pepsi und Medizin
(Chips and Pepsi and medicine)
Mar 21– May 3, 2003
Beatriz Milhazes New Paintings
Jan 31– Mar 15, 2003
Yves Oppenheim
Dec 14, 2002 – Jan 25, 2003
Christopher Wool Paintings
Oct 26 – Dec 7, 2002
Glenn Brown
Sep 14 – Oct 19, 2002
Lila, weiß und andere Farben – A Summer Group
Show (Lilac, white and other colours)
Aug 10 –Sep 7, 2002
Franz Ackermann, Darren Almond, Werner Büttner,
Thomas Demand, Rineke Dijkstra, Bart Domburg,
Günther Förg, Jeff Koons, Ulrich Lamsfuß, Michel

Berlin 1994 – 2003

Majerus, Frank Nitsche, Albert Oehlen, Yves Oppenheim,
Yan Pei-Ming, Thomas Struth, Mette Tronvoll
Günter Tuzina
Jun 29 – Aug 3, 2002

Herbert Brandl Neue Aquarelle und Bilder
(New aquarelles and paintings)
Jun 10 – Jul 29, 2000

Sarah Morris
Oct 16 – Nov 21, 1998

Glenn Brown Paintings and Sculptures
Apr 15 – Jun 3, 2000

Jean Prouvé Furniture
Julius Shulman Architectural Photography
Sep 26 – Oct 31, 1998

Albert Oehlen Das Privileg (The privilege)
Feb 19 – Apr 8, 2000

Christopher Wool
Sep 9 – Oct 10, 1998

Frank Nitsche Neue Bilder (Recent paintings)
Apr 13 – May 18, 2002

Larry Clark
Dec 18, 1999 – Jan 5, 2000

Klaus vom Bruch Loops
Jul 18 – Aug 15, 1998

Vera Lutter
Mar 2 – Apr 6, 2002

Hinrich Weidemann
May 30 – Jul 11, 1998

Ulrich Lamsfuß Neue Bilder (Recent paintings)
Jan 12 – Feb 23, 2002

Helmut Federle Five Corner Field Paintings
Peter Zumthor Topographie des Terrors
(Topography of terror)
Oct 2 – Nov 6, 1999

Bart Domburg Das große Fenster (The big window)
Nov 17– Dec 22, 2001

Darren Almond
Sep 4 – Nov 30, 1999

Axel Hütte
Oct 13 – Nov 10, 2001

Albert Oehlen
Aug 13 – Aug 28, 1999

Rineke Dijkstra
Sep 8 – Oct 6, 2001

Objects In The Rear View Mirror May Appear
Closer Than They Are
Jun 12 – Jul 31, 1999
Roy Arden, Cindy Bernard, Cecily Brown, Thomas
Demand, Rineke Dijkstra, Bart Domburg, Mark Lewis,
Michel Majerus, Maximilian von Moll, Henrik Olesen,
David Patton, Manfred Pernice, Andrea Rostásy,
Dan Walsh, Jane and Louise Wilson

Albert Oehlen Frühe Gemälde 1980 –1982
(Early paintings)
May 24 –Jun 22, 2002

Yves Oppenheim
Jul 14 – Aug 18, 2001
Jean-Marc Bustamante
Jun 2 – Jul 7, 2001
Yan Pei-Ming
Apr 20 – May 26, 2001
Thomas Struth
Mar 10 – Apr 12, 2001
Richard Phillips
Jan 13 – Jan 3, 2001
Mette Tronvoll
Dec 2, 2000 – Jan 6, 2001
Ulrich Lamsfuß
Nov 11 – Dec 16, 2000
Luggage
Aug 29 – Oct 28, 2000
Matthew Brannon, Jason Dodge, Heidie Giannotti,
Karsten Konrad, George Rush
Merlin Carpenter
Sep 9 – Oct 21, 2000

Georg Herold
Apr 17– Jun 5, 1999
Günther Förg
Mar 30 – Apr 10, 1999
Ellen Gallagher
Feb 13 – Mar 27, 1999
Klaus Theo Brenner Haus für einen Fabrikanten
im Havelland (House for a factory owner
in Havel county)
Thomas Struth Blumen und Pflanzen
(Flowers and plants)
Jan 30 – Mar 20, 1999
Axel Hütte
Nov 28, 1998 – Jan 23, 1999

Georg Herold / Albert Oehlen Neue Arbeiten
(New works)
Apr 18 – May 23, 1998
Martin Kippenberger Hommage an
Martin Kippenberger. Die achtziger Jahre,
Bilder und Skulpturen (Homage to Martin
Kippenberger. The eighties, paintings and sculptures)
Feb 28 – Apr 4, 1998
Merlin Carpenter Chant No. 1
Jan 17– Feb 21, 1998
Hospital
Nov 29, 1997– Jan 10, 1998
Darren Almond, Liam Gillick, Richard Hamilton,
Jeff Koons, Sarah Morris, Jorge Pardo, Richard Phillips,
Jane and Louise Wilson
Jean-Marc Bustamante
Oct 18 – Nov 22, 1997
On Kawara
Sep 13 – Oct 11, 1997
Thomas Struth / Klaus vom Bruch Berlin-Projekt
(Berlin project)
Jul 5 – Aug 9, 1997
Gerhard Merz
May 27– Jun 28, 1997
Albert Oehlen
Apr 12 – May 17, 1997
Günther Förg
Mar 1 – Apr 5, 1997
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Josef Paul Kleihues
Jan 31– Feb 22, 1997
Philip Taaffe
Oct 31– Dec 21, 1996
Herbert Brandl
Sep 28 – Oct 26, 1996
Günther Förg Gouachen 1996
Jul 16 – Sep 11, 1996
Pierre et Gilles
Jun 1 – Jul 13, 1996
Gerhard Merz
Apr 13– May 25, 1996
Robert Gober
Feb 24 – Mar 30, 1996
Thomas Struth
Nov 18, 1995 – Jan 13, 1996
Andy Warhol Portraits
Oct 7– Nov 4, 1995
Malerei (Painting)
Aug 26 – Sep 23, 1995
Donald Baechler, Ross Bleckner, Herbert Brandl,
Axel Kasseböhmer, Albert Oehlen, Philip Taaffe,
Terry Winters, Christopher Wool,
Cy Twombly Sculpture
Jun 3 – Jul 22, 1995
Günther Förg Architektur Moskau 1923 –1941
(Architecture Moscow)
Apr 22– May 27, 1995
Albert Oehlen Gemälde (Paintings)
Feb 25 – Apr 8, 1995

Schillerstrasse
Hans Kollhoff / Gerhard Merz
Oct 31– Dec 6, 1997
Gerhard Merz
May 27– Jun 28, 1997
Terry Winters
Oct 25 – Dec 7, 1996
Walter A. Noebel
Oct 25 – Dec 7, 1996
Jean-Marc Bustamante
Jun 15 – Sep 21, 1996
Max Dudler
Mar 30 – May 25, 1996
Architekturmodelle für Berlin
(Architectural models for Berlin)
Dec 9, 1995 – Feb 3, 1996
Bernd Albers, Klaus Theo Brenner, Diener & Diener,
Max Dudler, Giorgio Grassi, Heinz Hilmer & Christoph
Sattler, Arata Isozaki with Steffen Lehmann & Partner,
Petra and Paul Kahlfeldt, Jan Kleihues, Josef Paul
Kleihues, Hans Kollhoff and Helga Timmermann,
Christoph Langhof, Hilde Léon and Konrad Wohlhage,
Daniel Libeskind, Walter A. Noebel, Dominique Perrault,
Sauerbruch Hutton Architekten, Jürgen Sawade,
Benedict Tonon, Julia Tophof Norbert Hemprich,
Oswald Mathias Ungers
Robert Grosvenor
Sep 8 – Nov 4, 1995
Hans Kollhoff
May 13 – Jul 1, 1995
Christopher Wool
Dec 1994
Albert Oehlen
Nov 1994
Terry Winters
Sep 1994
Gerhard Merz
Permanent installation 1994 –1997
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