
10 Years 
Museum Brandhorst

English

May to July 2020



Strange, unsettling weeks lie behind us. Museum Brandhorst 
was also forced suddenly to close its doors due to the Covid-19  
pandemic, and had to reconsider its approach in the new sit-
uation. Originally this magazine was intended to mark the 
finale of “Forever Young” – and thus our anniversary year – and 
highlight the numerous events taking place on our premises. 
These have now fallen by the wayside, such as the summer 
fest planned for July 4th. But things have now turned a cor-
ner: Since May 12th, Museum Brandhorst is once again open 
for you. It is a great feeling to be able to once more welcome 
visitors to our museum. Naturally, your safety has the highest 
priority, which is why your visit is subject to certain precaution-
ary measures (p. 56). This allows you to enjoy the art secure 
in the knowledge that you are safe. Against the backdrop of 
current events, many of the works open up completely new 
perspectives. For example, “Mean Clown Welcome” (1985) by 
Bruce Nauman: especially at a time of “physical distancing” 
the jumping neon gestures of the two male clowns suggest 
the subliminal aggression of shaking hands. Since we have 
all desperately missed the world of art, we have made space 
here in the Cahier for an especially large number of collection 
pieces, as well as expanding our digital offers (from p. 14).

The topic of this issue is “Really Old?”. How art ages, collec-
tions remain relevant, and why a second and a third look is 
always worthwhile – questions such as these are addressed by 
Paul-Philipp Hanske and Jacob Proctor, based on the exam-
ple of our current exhibition and our collection (p. 3). Taking 
ageing quite literally, I add a few thoughts on page 30 about 
late works, such as Cy Twombly’s rose paintings from 2008. 
And the originator of the motto also has a say: In an interview 
from page 36, our curator Monika Bayer-Wermuth talks to the 
great Ed Ruscha – whose tapering painting from 2016, entitled 
“Really Old”, forms the center of the current exhibition. Since 
the impression of ageing is best countered by comparison, and 
yesterday’s Zeitgeist is at the same time a springboard for the 
positions of tomorrow, we also take a look ahead at our next 
exhibition: curator Jacob Proctor speaks with Lucy McKenzie 
(p. 48) about her first retrospective exhibition.

We hope you enjoy reading this issue, and wish you  
many pleasant moments with the artworks!

Achim Hochdörfer
Director Museum Brandhorst

Really Old?
10 Years
Museum Brandhorst

Get to know our 
team on Instagram.



Times Are Always 
Changing. An Invitation 
to Constantly Engage 
with Collections 

Collections like that of Museum Brandhorst  
are of a permanent nature – and yet they  
are anything but static. This is due not only  
to new acquisitions, but also primarily to the  
treasury of varied references that emerge  
among each other and in the context of the  
respective zeitgeist.Ed Ruscha,  

“Really Old” (2016)

Paul-Philipp Hanske  
in conversation with Jacob Proctor
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Collection is a term that describes both an activity 
and its result. And while the notion of “a collection” 
carries with it a sense of permanence, the ongoing 
process of collection leads to a continual redefi-
nition of what has already been collected. That is 
also true of the Brandhorst Collection. In the late 
1960s, Anette Petersen, later Brandhorst, and Udo 
Brandhorst began to collect modern and contem-
porary art. It all started with Cy Twombly and the 
neo-avantgarde; in subsequent years and decades 
the Brandhorsts gradually expanded their selection 
of pieces: with works from critical post-modernism, 
Arte Povera, and above all by Andy Warhol. The col-
lection – now represented by Museum Brandhorst 
– grew and still grows continuously, just like a tree 
trunk, ring by ring. The focus has always been on 
contemporary art. However, the question that now 
arises is how contemporary such a collection can 
be, having been shaped by personal decisions that 
in some cases go back many decades. In light of a 
constantly growing historical body of work, does the 
“contemporary” not at some stage get left behind? Is 
it not inevitable that the collection becomes “Really 
Old”, to quote Ed Ruscha’s famous tapered paint-
ing from 2016, which is the centerpiece, both spa-
tially and metaphorically, of the current exhibition  
“Forever Young - 10 Years Museum Brandhorst”? 
Three arguments refute this assumption – and all 
three refer to the relationship between art and soci-
ety. On the one hand, the context in which the art-
works can be found changes. Since our view of the 
past and the present constantly renews itself, art 
never simply stays the same. Secondly, more recent 
positions also ensure this: by making reference to 
previous works, artists relate them to the pres-
ent. And, not least, collections like that of Museum 
Brandhorst are continuously updated through 
curation and the setting of themes, the scholarly 
assessment of the inventory and the associated 
targeted selection of new acquisitions, leading con-
stantly to new angles and references. All of these 
factors mean that the collection is never static, but 
instead in a constant state of flux.

Regarding the first point: Artworks are always 
anchored in the context of the time of their creation. 
They can have a completely different effect within 

BRANDHORST COLLECTION

Artworks from 
Andy Warhol’s

“Ladies and  
Gentlemen” series 

(1975)

only a few decades. “This can be especially inter-
esting in terms of technology,” says Jacob Proctor,  
curator at Museum Brandhorst. “Many artists 
work with such new technologies that the pieces 
can appear surprising or even futuristic when they 
are made, but read quite differently later on. For 
example, Bruce Nauman’s work ‘Mean Clowns 
Welcome’”. True, blinking neon tubes were not 
exactly new at the time of its creation in 1985, and 
indeed belonged as standard to the appearance of 
cities in the West. “Nevertheless, Nauman’s use 
of the material was absolutely ‘high level’ at that 
time,” says Proctor. The neon works by Nauman 
have lost none of their fascination to this day, even 
though the analog blinking apparatuses can no  
longer be regarded as state-of-the-art. Rather, 
we see in them the technical-cultural zeitgeist of 
the age of their creation: the emphasis on nervous 
big city noise, the desire to dazzle, the joy in the 
coldness of neon light. From a temporal distance, 
therefore, the artwork has a different effect. The 
suddenness, the shock of the new that exerts such 
an impact in the present necessarily declines over 
time. What instead becomes visible is the integra-
tion into social and cultural contexts. “It will be 
interesting to see how works that today appear 
to be utterly innovative will age,” says Proctor. 
“I’m thinking especially of Seth Price’s vacuumed 
bomber jacket or the works by Wade Guyton or  
Guyton\Walker, which all play with digital aesthet-
ics. It is impossible to predict what future genera-
tions will see in them.” 

In quite a different manner, the view of the most 
popular artist in the Brandhorst Collection also 
changed over the decades: Andy Warhol. If we 
look at his work from the 1970s and 1980s now, 
the queer aspects of his oeuvre are impossible to 
ignore: his portrait series “Ladies and Gentlemen” 
from 1975, but also his works that refer back to 
the cohabitation in the Factory, his self-portraits or 
his colorful “Camouflage” series from 1986. It all 
points the present-day viewer to the topic areas 
of gender, sexual orientation, identity politics and 
not least Warhol’s own queerness. Yet until well 
into the 1990s there was a kind of cultural blind-
ness towards these aspects. Not even art critics or  
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curators appeared to be interested. There was 
unanimity: Warhol’s work is concerned with media 
and capitalism. Queerness was not an issue. 
Inconceivable from today’s perspective, indeed it is 
the “elephant in the room”. Further proof that art  
is not static, but rather changes and will continue 
to change. 
  
But a dynamism can also enter a collection in 
another way. For instance, when artists make ref-
erence to older works and thus alter the way we 
see them from the present. A prime example of this 
is the relationship between Cy Twombly and Jean- 
Michel Basquiat. The first thing usually associated 
with Twombly is antiquity: mythology, naval battles, 
the entire ancient European treasure of knowledge, 
which Twombly reworks so uniquely in his paint-
ings. But then someone like Basquiat comes along 
from a completely different place in the 1980s, and 

Above: 
Cy Twombly,
“Untitled (Rome)” (1962) 

makes reference to the painter prince. Basquiat 
was interested in the young Twombly and brought 
some aspects of his to the fore that were not so 
prominent in the 1980s: for example, the fact that 
many of Twombly’s works resembled graffiti, that 
his oftentimes obscene scribblings provoked scan-
dal in the art world at the time, that he broke with 
the orthodoxies of post-war painting. Basquiat’s 
success in the 1980s gave art lovers a different 
insight into his “predecessor” Twombly. 
Andy Warhol provides another instance of how ref-
erencing can lead to the carving out of individual 
aspects of a landmark work. When, starting in 1965, 
the painter Sturtevant replicated Warhol’s famous 
image of Marilyn Monroe in her “Warhol Marilyn” 
series, she not only pointed out that Warhol also 
made use of prefabricated image material, but 
also in general to the fact that now, in our time, the 
circulation of images has long since eclipsed the 

Left: 
Jean-Michel Basquiat,
“Untitled” (1983)
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Here, for a change, Lawler did 
not photograph another person’s 
artwork, but rather an exception-

ally beautiful specimen of parrot. Naming 
the piece “Portrait” is not without irony. 
What else does such an animal, which con-
stantly parrots what others say, represent? 

Lawler originally wanted to use the photo 
as an LP cover for her “Birdcalls” – a 

soundtrack in which she twitters, quacks, 
caws the names of 28 artists, all of them 
men. The LP never came to fruition, but 
the photo now hangs in our museum, 
reminding us that female artists can do so 
much more than merely saying what male 
artists want to hear.Patrizia 

Dander 
Head Curator
Museum Brandhorst

original creation. Louise Lawler casts yet another 
light on Warhol. In her work “Plexi (adjusted to fit)” 
from 2010/11, she photographs his famous boxes 
installed behind Plexiglas, thus suggesting that 
Warhol’s art is not beyond the world of commodi-
ties, which it employed, but is itself just as much a 
product as cans and boxes, albeit one that is subject 
to the process of musealization. 

If we look at a collection like that of Museum Brand-
horst in this manner, a dense network of references 
emerges, in which the “age” of the reference works 
suddenly plays only a secondary role, while sig-
nificance is actually constantly rejuvenated and 
refreshed. “In my view, the material experiments 
by KAYA or Guyton\Walker also point to Sigmar 
Polke’s transgression of boundaries in the early 
1960s,” says Proctor. Some artists even make ref-
erence to their own works, for example in the case 
of Arthur Jafa. The Black artist entitled his 1988 
self-portrait “Monster” (1988/2019) – a photograph 
that displayed an act of self-empowerment and 
addressed the topic of racism with an urgency that 
is still as potent to this day. In 2017 he produced 
another picture bearing the name “Monster II”. It 
shows a figure in a superhero pose, with a clenched 
fist. Together, both works present a complex picture 
of that which characterized and still characterizes 
Black identity. It alternates between ostracism, dis-
crimination, stylization and empowerment. 

Referencing finds yet another emphasis in the 
case of Wolfgang Tillmans’ “Buchholz & Buchholz  

By increasingly buying 
and exhibiting work by 
women in recent years, 
the Brandhorst Collection 
has worked to intervene 
and rectify some of these 
old narratives – and in  
the process make the  
collection more compre-
hensive, richer and more 
interesting.

 Jacob Proctor

Installation 1993”. Here the artist exhibits his jour-
nalistic and freelance editorial photography, in 
which he examines the young rave scene, as art – 
thus posing the question as to what actually charac-
terizes art, and what happens to a lively scene when 
it is photographed, placed on the walls of an art gal-
lery, and previously separate categories merge. 

And there is yet a third mechanism that ensures 
the vitalization of a collection. The most obvious 
aspect, but one which is closely interlinked with 
the two aforementioned aspects, is the updating 
of the collection by means of new acquisitions, the 
scholarly assessment of the inventory and the spe-
cific contextualization within exhibitions such as  
“Forever Young”. “It is very clear that curatorial prac-
tice is also rooted in its own respective time,” says  
Proctor. “It’s not about criticizing decisions regard-
ing the collection that were made in the 1970s or 
1980s. But sometimes, decades later, a different 
light is cast on scenes and trends – and new histo-
ries can be articulated as a result.” This is no longer 
necessary with regard to Warhol and his queerness, 
as it is widely known today. The Rhineland painting 

scene of the 1980s is a different matter. While it 
was incredibly visible and important, the public was 
taken in much too easily by the self-projection of 
the wild, loud, heavy-drinking men, who reprised 
once again the garish theater of the original genius. 
What was unnoticed amidst all the bluster was that 
women such as Charline von Heyl and Jutta Koether 
also played a significant part in renewing the art of 
painting; they just didn’t promote themselves so 
gaudily. “By increasingly buying and exhibiting work 
by women in recent years, the Brandhorst Collec-
tion has worked to intervene and rectify some of 
these old narratives – and in the process make the 
collection more comprehensive, richer and more 
interesting,” says Proctor. 

These three processes, the reevaluation of old 
works, the incessant play of references, and tar-
geted curatorial decisions on purchases and pre-
sentations, all take place simultaneously, alternate, 
complement and make reference to each other. 
And they all ensure that the Brandhorst Collection 
is both: “Really Old” and “Forever Young”. 

BRANDHORST COLLECTION

Louise Lawler,
“Portrait” (1982)
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Spot On: 
Books in the 
Brandhorst Collection

Richard Artschwager,  
“Encyclopedia  
Britannica” (1963) 

2 May until 19 July 2020 
Rooms 0.7 and 0.8, ground floor

Books are containers for information, prose and 
poetry, they are fetish objects and a means of  
communication, and they represent the democra-
tization of knowledge like no other medium. Their 
cultural, social as well as historical significance  
has not dimmed in the digital age. The current  
“Spot On” presentation traces the ongoing inter- 
action by artists in the Brandhorst Collection with  
“the book” as an object and an idea.
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Ed Ruscha “Old Book Today” (2011-2012)

SPOT ONSPOT ON

From the beginning of May, seminal new acquisi-
tions can be seen on the ground floor of Museum 
Brandhorst, which address the book on the one 
hand as a reflective space and as a formal means, 
on the other hand as a place of political debate. 
Artists’ books are a comparatively young medium, 
playing a more prominent role only from the 1960s 
– especially in Conceptual Art, where they have 
attracted attention as artworks in their own right. 
Ed Ruscha's early artist books, with which he 
established himself as one of the most important 
representatives of the medium, are a good exam-
ple.  His publications, from “Twentysix Gasoline 
Stations” (1963) to “Hard Light” (1978) play ironi-
cally with viewing and reading habits, deliberately 
evoke boredom where one might expect drama, 
or break the linearity of a narrative by means of a 
seemingly paradoxical conclusion. 

BETWEEN CONCEPT AND OBJECT
Pictures dominate the artists’ publications gath-
ered in the exhibition: photographs, collages, 
silhouettes, paintings. While Ruscha focuses on  

(clichéd) pictures of everyday American life, 
Lawrence Weiner and Paul Chan address politi-
cal issues. With his “Schiff Ahoy – Tied to Apron 
Strings” collages (1989), Weiner shows the ideo-
logical content of photographic images. In “Book 
Set” (2010–2014) Chan collects his own publica-
tions, which are dedicated to socioeconomic and 
cultural contexts – from Marquis de Sade and 
Karl Marx to Silvio Berlusconi’s sexual escapades 
and the roots of the Wu-Tang Clan. 

Arthur Jafa and Kara Walker, on the other hand, 
direct their focus to Black cultural history. Walk-
er’s “Freedom, a Fable” (1997) tells of a Black 
woman’s path from slavery to freedom, where she 
once again encounters oppression and violence. 
Jafa’s “Notebooks” (1980–2007) transfer these 
topics to the present: In his image collection he 
contrasts the White cultural canon with its precur-
sors from African and African American cultural 
history, revealing just how systematically this his-
tory has been supplanted and overlooked.

THE BOOK AS SUBJECT
In addition to artists' publications, a second exhi-
bition room shows works by Ed Ruscha and  
Richard Artschwager that treat the book as a paint-
erly motif or sculptural object. With a cool aesthetic, 
Richard Artschwager has used the stylistic idiom 
of everyday objects as the basis for his sculptures 
from industrial materials since the early 1960s. The 
eerie, expressionless works, which often resemble 
real pieces of furniture, represent both the depic-
tion of an object and the object itself. In the case of 
“Encyclopedia Britannica” (1963), for example, the 
wood-grained Resopal exists both as a copy of the 
organic material and as a portrayal of real wooden 
planks, while we perceive its shelf-like form and the 
books therein as furniture, as sculpture, and as a 
picture, at one and the same time. 

In Ed Ruscha’s book objects from the 1990s, the 
book becomes a substrate for painting. He paints 
the canvas-covered book with bleach and paint, 
thus creating an aesthetic and substantive ten-
sion between the original content, which remains 
hidden from us, and the new, often abstract cover. 
Ruscha’s monumental book paintings from 2011 
and 2012 also refrain from revealing any content. 
Both the open, blank pages and their format aim 
to illustrate their symbolic emptiness. Is Rus-
cha making reference to the “expiry date” or the 
excess of information? That remains unclear. 
One thing is certain, however: his “ageing” books 
prompt us to think about the relationship between 
reality and effigy, between that which is shown and 
its metaphorical meaning, between seeing and 
reading – and thus about fundamental questions 
in the field of painting. 

SPOT ON
Under the title “Spot On”, recently acquired groups 
of works by different artists are displayed in two 
rooms on the ground floor and in the media rooms 
of the lower level. The presentations change over 
the course of the anniversary year and the accom-
panying exhibition “Forever Young – 10 Years of  
Museum Brandhorst” and beyond.

Kara Walker, “Freedom, a Fable. A Curious Interpretation 
of the Wit of a Negress in Troubled Times” (1997)
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More works up close 
on our digital channels:  
#MBCloseUp

We didn’t imagine that things would turn out quite 
like this. For us, mediating between art and the 
public is a social act that takes place within the 
museum. The Covid-19 virus makes such a direct 
encounter more difficult. The museum was closed. 
We had to cancel our events until further notice. 
This affected numerous planned dates with our 
team, the curators, artists, freelance educators, 
and above all with you, our visitors. 

Museum Brandhorst was already very active in the 
digital realm prior to its closure, via social media 
and with numerous pieces on its own website. Our 
art education team uses these channels to attract 
global interest and to present, discuss and interpret 
works from the museum. Suggestions are made for 
children and families, to encourage their own cre-
ativity. Under the title #MBCloseUp, artworks from 
the collection are examined in closer detail in short 
videos, and under #MBMeetTheTeam we introduce 
ourselves and our work.

Our art education work also uses the possibilities 
of live tours per Instagram in order to discuss one 
particular work at a time: This is filmed during the 
interview in the museum by one of the speakers, 
while the other interlocutor is in his or her home 
office, for example. Participants can ask ques-
tions and post statements live. We shall continue 
this special form of location-independent educa-
tional programing even after the museum reopens, 
actively inviting Instagram followers to events in 
Museum Brandhorst, the Pinakothek museums 
and the Schack Collection.

Just like tours, events can also be moved to the dig-
ital space. “Mode und andere Neurosen” (“Fashion 
and other neuroses”), a discussion with the author 
and photographer Katja Eichinger, was supposed 
to take place in the foyer of the museum at the  

beginning of April. Now it will be revived as a video 
series, a four-part “time travel” through post-mod-
ern art and fashion, and will appear in the website’s 
media library from May 21st. The focus is on four  
different works from Museum Brandhorst, which 
are discussed by the curator Patrizia Dander and 
Katja Eichinger. 

Under what conditions can and should education 
occur in the museum in future? Facing these con-
siderations is an ongoing process. With this in mind, 
our offer is bound to evolve over time. The digital 
space and online programs will increase, making 
the originals perceptible in a unique and focused 
manner. We shall trial dialogue formats that take 
the experience of the originals “outside” – when the 
dialogue between many people together is impossi-
ble within the museum itself. Even though nothing 
can replace our direct encounters with each other, 
we shall at least use every other possibility available 
to us, and ultimately we hope to benefit from the 
new variety – even after the Corona age.

WE HAVE ALL MISSED THE WORLD OF ART

Against the backdrop of current events, many 
works open up completely new perspectives. On the 
following pages, we therefore present some of the 
collection’s pieces in more detail. They are accom-
panied by personal commentary and tips from 
our staff. The texts were written in home offices, 
and reflect the authors’ own experiences with this 
often-surreal time, their circumstances and the 
particular questions that arise as a result. Exter-
nal guests were also invited to contribute pieces on 
their favorite works.

We hope you enjoy reading it. 

Art up Close 
but at a 
Safe Distance

Bodies have always played a 
prominent role in art – also in 
modern and contemporary art. 

Our collection contains numerous works 
that refer in a very specific manner to the 
human body in the present. For example, 
the sculpture group from the series “New 
Model Army” by Alexandra Bircken (2016). 
We see four headless mannequins in rank 
and file: a kind of postapocalyptic army. The 
figures are dressed in biking gear, which 
gives them a martial, violent appearance. 
Yet upon closer inspection we can also 
see that they are also adorned with thin, 
fragile nylon material. The individual sec-
tions of clothing are sewn roughly together,  

creating a network of scars that cover the 
body. All of this points to the extremely 
hybrid condition of the body: to protection 
and exposure, but also to drill and vulner-
ability. The current situation has added a 
further dimension to the importance of our 
body and our skin as an external bound-
ary, but also the manner in which we pro-
tect ourselves and our bodies, and prevent 
injury, using textiles. 

We will be showing more work by the artist 
in the coming year and are currently prepar-
ing a large solo exhibition for next spring.

Alexandra Bircken,
“New Model Army” (2016)

Monika 
Bayer-
Wermuth
Curator
Museum Brandhorst
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Damien Hirst, 
“E.M.I.” (1989) and
“Waste (Twice)” (1994)

The painkillers I procured against a severe 
case of flu while studying art in Newcastle  

upon Tyne, from the Poundland store, were  
garishly colorful and had an intensive effect. 
Quite the opposite of Damien Hirst’s arrange-
ment of pharmaceutical packaging, which with  
its respectable objectivity promises us appar-
ently certain healing. At present there is nothing 
we yearn for more than a drug that can beat  
the Corona virus. But Hirst’s hospital waste in  
glass display cases dims our hopes and instead 
shows us how an artist can make money in  
an overheated market from civilizational waste. 
The two display cases cause us to reflect on the 
relationship between money, medicine and art.

Ulrich Ball
Artist and freelance art educator 
who works for Museum  
Brandhorst and elsewhere

With his perfectly staged works, Damien Hirst gen-
erates a permanent shock experience. His pieces on 
display at Museum Brandhorst are conspicuously 
topical with regard to the omnipresent Covid-19  
pandemic.  “E.M.I.” and “Waste (Twice)” belong to 
one of Hirst’s groups of works that examine the 
possibilities and limitations of modern medicine. 
They tackle a blind confidence in the potential 
effect of medicine, and at the same time the panic- 
stricken fear of its failure, or of becoming caught in 
its narcotic fangs. 

The pharmacist’s cabinet of “E.M.I.”, filled with 
empty medication packaging – quasi the embod-
iment of the placebo effect – addresses the now 
commonplace trust in pain-relieving and health- 
restoring pharmaceuticals. Within the art context, 
Hirst’s “cabinet of miracles” becomes an altar of 
applied science.  With its sober objectivity and ste-
rility and its minimalistic forms of advertising, it 
invites us to flee from existing realities: The real 
madness of everyday life is merely numbed.

With “Waste (Twice)”, the artist raises the subject 
of the medical waste of affluent western society in 
the form of medical equipment. The clinical uten-
sils, which once promised a cure, have mutated into 
hazardous waste. This impression is contrasted 
with the remaining echoes of their original, asep-
tic purity. Hirst shows the compromised remnants 
of a mostly demystified society whose obsession 
with youth and cult of the body leave no room for 
the reality of illness, decline and death. In the pro-
cess, the fields of medicine and pharmacy assume 
the role of a contemporary substitute religion that 
promises the hope of redemption. Or as Hirst puts 
it: “Well, I just can't help thinking that science is the 
new religion for many people. It’s as simple, and as 
complicated, as that, really.”

TIP
On 22 June our conservators will start 
to dismantle Hirst’s “In This Terrible 
Moment We Are All Victims of an Envi-
ronment That Refuses to Acknowledge 
the Soul” (2002). You can watch how 
27,639 pills are removed individually 
from the large display case, cleaned and 
neatly stored away. The precision of  
the disassembly ensures that the work 
can be reconstructed again in the future  
in exactly the form intended by the artist.
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Whenever I am overwhelmed by  
stimuli (in the museum), when 
my thoughts are spinning and 

my mind threatens to go empty, my brain 
switches over to imagination. I start to  
associate, to recall stories, to think be- 
yond that which I perceive. I let go from 
the sudden changes of light and discern 
the battling current as an absurd dance. 
How strange can choreographies of move-
ment be? Irritation and entertainment  
are combined. 

Tropical birds of paradise are renowned 
for their courtship. Their elaborate mat-
ing dances have brought them fame in 
the human world. Here, courtship means 
more than everything else, it is essential 
to life, flirtatious, inevitable, indeed desir-
able – both romanticized and eroticized by 
the human eye. The male dancers are very 
attractive creatures. The contrast between 
their velvety black plumage and the reflec-
tive, intensively colored parts that reveal 
themselves when the long black side feath-
ers spread out like a skirt during the court-
ship is seductive. The movement of the 
feathers maximizes the visual impact: the 
appeal. The ritual is conducted with great 

care, as transparently as possible – and yet 
we are tempted to discern a secretive ease 
in the dance. 

Just as this practice is ambivalent to us, 
and therefore attractive, I often wish that 
we could greet each other in the form of 
a dance, that our movements were ori-
ented towards the other person, while we 
fly past each other without touching; liber-
ating ourselves from the image of a smart 
greeting per strong handshake, which usu-
ally means: meeting, greeting and already 
touching, so suddenly, automatically, sim-
ply encoded. A handshake is cold and inva-
sive; a dance, on the other hand, can be so 
varied, maintaining distance, vibrating. The 
spectrum of movements is unlimited, inde-
pendent of physical capability. There are 
no limits to the choreography, it is oriented 
on the desires of both persons – whether 
in the form of physical contact, a brief light 
touch, or in the motion of bodies that greet 
each other only via the vibrations in the air.

Andrea Zabric
Artist and student trainee 
Udo and Anette Brandhorst 
Foundation

Bruce 
Nauman,  
“Mean Clown 
Welcome” 
(1985) 

I need eight colleagues in order 
to hang the “Oxidation Painting” 
by Andy Warhol. The picture is at 

least eight meters long and almost three 
meters high, and while the canvas itself is 
continuous, the frame behind it consists 
of three parts that are connected together 
only by means of thin metal plates. If the 
piece is not lifted evenly, it immediately 
gets wrinkled. Hanging it is a meticulous 
matter of millimeters, everyone must fol-
low my instructions precisely. Securing 
such a large picture to the wall is always 
a huge challenge – perhaps that is one of 
the reasons why this is one of my favor-
ite pieces in the exhibition. I like that the 
painting is honest, without any hidden 
statement: it is concerned with the cre-
ative process and ultimately how the  

picture looks – nothing else. Some might 
find it a bit much to spread urine across a 
canvas, but I think the result is really nice. 
Our freight elevator isn’t large enough to 
transport the picture. When the museum 
was built, therefore, the architect planned 
an additional lift in the stairwell, to allow it 
to be displayed on the lower floor. However 
this means that the lift needs to be rein-
stalled each time, which I try to avoid, since 
that requires technical inspection, certifi-
cation and maintenance. At one stage it 
was considered to place the “Oxidation 
Painting” on the upper floor. As far as I’m 
concerned, it can stay down here, but if 
it needs to go upstairs, we can of course 
manage that too.  

As told to Wolfgang Westermeier 

Installation view from the 
exhibition  “Forever Young  – 
10 Years Museum Brandhorst” 
(2019/2020)

Wolfgang 
Wastian 
Head of Art Handling 
and Installation
Doerner Institut
Bavarian State Painting 
Collections

Andy Warhol,
“Oxidation Painting” 
(1978)
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Workout with Warhol:
Boxwerk at  
Museum Brandhorst

A feast for the eye and the palate: The 
cookbook by Andy Warhol and Suzie 

Frankfurt compiles recipes with a twinkle in 
the eye. With a currently enhanced passion  
for cooking, the colorful illustrations inspire 
me to record my own favorite recipes with  
a similar joy in design and irony. And thus to 
make some lemonade from lemons.

As an homage to Andy Warhol’s passion 
for boxing, we offered various training 

sessions by Boxwerk in Munich over Muse-
um Brandhorst’s anniversary weekend, under 
the title “Workout with Warhol”. In this issue 
we have put together an effective mixture  
of strength and stretching exercises to coun-
teract some of that muscle tenseness that 
may have accumulated during lockdown. So 
come on: loosen up!

Kirsten Storz
Research Assistant
Udo and Anette  
Brandhorst Foundation

Nick Trachte
Founder and manager of  
Boxwerk / Vice President of the 
Bavarian Boxing Association

Single-page illustrations 
from the cookbook

Andy Warhol  
& Suzie Frankfurt,  
“Wild Raspberries”
(1997)

WORKOUT A  2 repetitions WORKOUT B  3 repetitions

5 minutes plus
Back extension 
over a roll/ball
Opening the chest

5 minutes plus
Cobra  
Lower back stretch

Maximum hold
Jacknife* 
Arm/shoulder/
torso strength

20 × L + R
Lunge from 
edge of bed/sofa 
Hip stretch

20 × L + R
Leg stretches  
Rear-leg stretch

Maximum hold
Banana
Lower back/tummy 
strength

2 – 4 minutes
Chair stretch
Back stretch

2 – 4 minutes
Headstand* 
Shoulder/torso 
strength

20 ×
Glute bridge/ 
outstretched arms 
Upper back strength

20 ×
Superman with 
towel/cane 
Back strength

20 × L + R
Split squats 
with chair  
Leg strength

20 ×
Push-ups/
straight jumps 
Arm/torso/leg 
strength

2 – 4 minutes
Rotation with 
towel/rope
Chest/shoulder 
stretch

20 ×
Squats with 
heels on towel 
Leg/torso strength

2 – 4 minutes
Back and leg 
stretch

* higher degree of difficulty
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Since the early 1980s Louise Lawler has 
been photographing artworks as they are 
presented and preserved in museums. 
She is not only interested in the contexts 
of art, but also how these are imbued with 
historical events or political conditions. In 
“No Drones” she directs her camera lens at 
Gerhard Richter’s “Mustang Staffel” (1964), 
in which the artist painted – based on a 
photograph – a formation of Allied fighter 
jets over Germany during the Second World 
War. Lawler photographed the painting 
from a skewed angle, including its hanging 

apparatus. But her photograph is “adjusted 
to fit” – it is adapted to the size of each 
respective museum wall as vinyl wallpaper. 
This history of the terror is thus distorted 
and at the same time updated. Even the 
disco ball “Crazy”, which hangs from the 
ceiling as part of the presentation, is given 
new meaning: Its lights, which dance wildly 
around the room, and the laser show of red 
and green dots no longer recall only all-
night dancing, but also rapid machine-gun 
fire and remote targeting.

While it feels like our own disco ball, 
Earth, is spinning ever faster these days, 

and much appears to be vanished and  
displaced, conflict situations are concealed 
in more and more new costumes. The credo 
should really be updated to NO WARS,  
NO NUKES, NO DRONES, NO VIRUSES …

Louise Lawler,
“No Drones (adjusted to fit)” 
(2010/2011) and
“Crazy” (2011)

Franziska 
Linhardt
Research Assistant 
Museum Brandhorst

TIP  
Louise Lawler has trans-
lated many of her photo-
graphs into line drawings, 
which can currently be  
downloaded free of charge  
from the MoMA website, 
printed out, and colored in.
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In the 2000s, Jutta Koether subjected her art to 
strict, self-defined rules. Within one year she cre-
ated 170 pictures in the same format of 50 x 40 
cm. Using only the (non-) color black, she painted 
pale streaks, compositions of spots and circular 
forms, or bleak vortices on the canvas. Like with 
a diary, there could be only one painting per day. 
Museum Brandhorst presents the entire series of 
“Fresh Aufhebung” in a large-scale installation. 
Spread closely together across the walls, they are 

almost overpowering in their variety and diversity. 
Some of the pictures seem veritably terse in their 
gestures, while others are incredibly condensed. 
From the restriction of the world, the uniform 
boxes that frame our lives, and from the limitation 
to one single color, Koether develops expression, 
emotions and capacities for action. She shows 
that every exception proves the rule, and every rule  
the exception.

Installation view from the exhibition  
“Forever Young  – 10 Years Museum Brandhorst” (2019/2020)

In the essay (from p. 3), Jacob Proctor tells of the Rhineland 
painting scene of the 1980s, which was dominated by the 
self-projection of wild, loud-mouthed men. In hindsight, this 
photograph by Hans-Jörg Mayer (1991) from the Brandhorst 
Collection shows incisively how female artists like Jutta 
Koether, Charline von Heyl, Michaela Eichwald and Cosima
von Bonin were already starting to seize their place in the 
history of painting, despite the hype surrounding their male 
colleagues.

Restricting herself volun-
tarily to black acrylic  

paint and an unchanging for-
mat, Jutta Koether painted 170 
pictures, one per day, while  
listening to punk rock. Despite, 
or perhaps precisely because  
of this technical limitation,  
the resulting pictures are extre- 
mely expressive, both individu-
ally and as a complete work.
A deliberate limitation can  
therefore create the space for 
something new. It becomes  
a structure, a productivity, and  
– with attentive observation –  
it can create possibilities. Per-
haps such a manner of working 
motivates us, especially in a mo-
notonous time of quarantine,  
to capture moods and to notice 
openly and impartially what  
is happening.

Carla Nagel
Freelance illustrator and 
graphic designer, including 
of our creative booklet that 
accompanies the exhibition 
“Forever Young” (2019/2020)

Jutta Koether, 
“Fresh Aufhebung” 
(2004)
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Mark Leckey’s video work “Fiorucci 
Made Me Hardcore (20 Year Anniver- 

sary Remaster)” from 1999 to 2019 is part 
of the Brandhorst Collection. Based on  
“found footage”, Leckey takes a look at  
the development of one of the most vibrant 
and differentiated music cultures ever: 
dance music in the UK. His research jour-
ney goes from the 1960s to the beginning 
of the 1990s: from Northern Soul to UK 
hardcore techno. 
You can now also delve into the wild world 
of UK club culture from the comfort of  
your own home, based on tracks that were 
important for each respective music scene. 
Hope you enjoy listening!

The Sound of England

Paul-Philipp 
Hanske 
and Benedikt 
Sarreiter 
Nansen & Piccard, the content 
agency that helps us to create 
this magazine

Mark Leckey,  
“Fiorucci Made Me Hardcore 
(20 Year Anniversary Remaster)” 
(1999–2019)

Northern Soul

UK Disco

Acid House

UK Hardcore

Present-day UK House

DOBIE GRAY – Out on the Floor (1965)
TERRY CALLIER – Ordinary Joe (1972)  
ANNE PEEBLES – I Can’t Stand the Rain (1974)
GLORIA JONES – Tainted Love (1965)
GWEN MCCRAE – 90 % of Me Is You (1974)

HUMANOID - Stakker Humanoid (1988)
808 STATE - Flow Carma (1988)
LFO - LFO (Leeds Warehouse Mix) (1990)
FORGEMASTERS -Track With No Name (1989)
THE ORB - Little Fluffy Clouds (1990)

DANCE CONSPIRACY – Dub War (1992)
DJ EXCEL – Just When You Thought It Was Safe (1991)
BLAME – Music Takes You (Original Vocal Mix) (1992)
THE PRODIGY – Full Throttle (1993)
APHEX TWIN – Polynomial C (1992)

JAMIE XX – All Under One Roof Raving (2014)
BICEP – Orca (2017)
ROSS FROM FRIENDS – Squaz (2018)
FOUR TET – Anna Painting (2019)
NATHAN FAKE – Cry Me a Blizzard (2020)

HOT CHOCOLATE – Every 1‘s A Winner (1978)
THE REAL THING – You To Me Are Everything (1976)
LIQUID GOLD – My Baby‘s Baby (1979)
HEATWEAVE – Boogie Nights (1977)
TINA CHARLES – Set My Heart on Fire (1975)

The scene developed at the end of the 1960s in the 
industrial towns of northern England. Working class 
kids danced to rare soul records from the USA. 
Important clubs included the Wigan Casino and the 
Blackpool Mecca.

When house music came to London from Chicago  
at the end of the 1980s, things got wild: tens of thou-
sands partied at outdoor raves, and thousands in 
clubs such as Shoom in London and the Haçienda in 
Manchester.

The hardcore scene developed in parallel with the more 
cheerful acid house. The beats were faster and frac-
tured. Important clubs included London’s Labyrinth, 
where The Prodigy had their first appearance, and The 
Eclipse in Coventry.

The sounds of the early 1990s exert an influence on UK 
club music to this day. Jamie XX, for example, made 
direct reference to it and, in the track listed on the left, 
used samples from the “Fiorucci Made Me Hardcore” 
soundtrack, which Mark Leckey released as an LP in 2012.

The UK disco scene in the 1970s was by no means as 
large as that of the USA, but it did exist. Important clubs 
included Bang, The Embassy and Heaven, all of which 
were in London. Some of the important bands are listed 
on the left.
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Above: David LaChapelle, “Recollections in 
America, II: Double Date” (2006)

Below: David LaChapelle, “Recollections in 
America, IV: Party, Snacks, Rifle” (2006)

David LaChapelle, 
“Recollections in 
America” Series (2006)

David LaChapelle is known for his opulently staged 
photographs of stars and supermodels. He owed 
the start of his brilliant career as a celebrity pho-
tographer to Andy Warhol, who awarded him his 
first contracts for “Interview” magazine in the early 
1980s. The series “Recollections in America” is in 
every way untypical of LaChapelle’s work. The pho-
tos resemble party snapshots; the persons shown 
do not so much play a role as fall out of their role: 
an elderly lady who pukes in public, an apparently 
drunken man filling Kahlúa into a baby’s bottle. The 

longer we look at the photos, the more inconsisten-
cies we notice. Who on earth would place a hand 
grenade on a sideboard, and why does the same 
guy appear so often? Photo albums of the 1970s 
and 1980s form the basis for this series. LaChapelle 
pasted elements like the hand grenade digitally into 
the photos. These collages reveal a thought-pro-
voking image of suburban life in the United States 
– the dark downside of the “American dream”. 

Such (apparently) excessive party photos 
with friends and family, with close  

physical contact, are not possible at present. 
We have to rethink our approach, and search 
for other photo subjects: @tussenkunsten- 
quarantaine (translation: between art and 
quarantine) is the Instagram account of two 
young Dutch women, who post simulated  
artworks by users from all over the world. Per-
haps someone might make an attempt at  
David LaChapelle’s series?

Julia Zehl
Publications and  
Exhibitions Production
Museum Brandhorst
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Late work: the expression alone evokes a 
certain gravity. One cannot help but think 
of last wills and legacies. The 19th century 
was obsessed with the idea of late work 
as an independent category. There was a 
belief that – faced with imminent death – 
artists liberated themselves from all fash-
ions and conventions, and focused solely 
on the absolute. The term faded with the 
onset of modernity. Now all interest was 
firmly directed towards early work, with its 
audacious frictions. Yet that is not to say 
that late works became irrelevant – quite 
the contrary. Rather, they became reflec-
tive: in them, artists explicitly confront the 
expectations placed on a late work. 

Museum Brandhorst has some especially 
important examples in its collection. Such 
as Andy Warhol’s “Last Supper” from 1986:  
countless reproductions of Leonardo da  
Vinci’s famous Jesus. It endows the last 
supper, as an assignment to his disciples 
to disseminate his teachings, with a very 
concrete meaning. Ed Ruscha’s “Really 
Old” from 2016 should be taken with a very 
large pinch of salt. I regard the tapered 
shape as a symbol of driving a wedge into 
the current dynamics of the art world, 
where “BRAND NEW” is still only a minor 
issue. The wide part at the top could be 
interpreted as the replete, complacent 
position of members of the establishment, 
the price of which however is the fact that 
they are “REALLY OLD”. 

Perhaps the most significant late work in 
the collection is by Cy Twombly: his famous 

Wreathed in 
myth and fraught 

with meaning: artists’ 
late works assume  
a special status in 
their oeuvres. The 
Brandhorst Collection 
contains a number  
of intriguing examples.

Cy Twombly,
“Untitled (Roses)” 
(2008)

In the final years of his life, Twombly created 
an impressive body of late work, reminiscent 
of the painterly richness of Titian, William 
Turner and Claude Monet at the end of their 
careers. The six large-format rose paintings 
conceived by Twombly specifically for the 
central room on the upper level on the occa-
sion of the opening of Museum Brandhorst 
in May 2009 form part of that late work. He 
chose a particular poem for each of the four-
part paintings, altering them in places in his 
own manner. Twombly limited himself to one 

form in presenting his roses, starting with 
the “primeval form” of the spot of color. From 
here he traced an arc to his nervous-clumsy 
lines, reminiscent of children’s drawings, 
now monumentalized at an advanced age. 
The spots, lines and dripping paints tran-
scend themselves and transform into imagi-
native events: The monumental roses take on 
different meanings, appearing as a symbol  
of poetic beauty, while also symbolizing pain  
or physical lust.

Cy Twombly working on  
the rose paintings in 2008. 

Should you wish to learn 
more about Cy Twombly’s 
life: “CY DEAR”, Andrea 
Bettinetti, documentary 
film, 93 min., New York 
2019, available on DVD, 
also from the Walther 
König bookstore.

Installation view from the exhibition  
“Forever Young  – 10 Years Museum Brandhorst” (2019/2020)

Achim 
Hochdörfer
Director 
Museum Brandhorst

rose paintings from 2008. Twombly also 
addressed the question of how the age-
ing body of the artist behaves in front of 
the canvas. He painted using a paintbrush 
attached to a broomstick, which inevi-
tably conjures up an association with a 
prosthetic or crutch. At the same time, 
however, the artist returns to something 
akin to the ontogenetic origin of painting: 
every child initially paints loops. Twombly’s 
roses are reminiscent of these. In the rose 
he also chose an image that could hardly 
be more symbolically loaded. From the 
rose that represents love, the Mother of 
God, and secrecy, to the withering rose 
that loses its blossoms. The rose encom-
passes the entire cultural history of the 
Western world. Above all, however, the 
rose stands for poetry and thus the very 
art form that Twombly repeatedly inte-
grated into his paintings. This all comes 
together in his rose pictures. Legacy is 
not too big a word to describe them. In 
one of the pictures, Twombly quotes a 
slightly adapted version of the epitaph on 
the grave of the poet Rainer Maria Rilke, 
who died in 1926: Rose, oh pure contradic-
tion, joy, / of being No-one’s sleep under 
so many / petals. [“Rose, oh reiner Wider-
spruch, Lust, / Niemandes Schlaf zu sein 
unter soviel / Blütenblättern.”]
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Maximiliane  
Baumgartner

In response to a query for a comment 
from the Studio-Off, I chose this study of 
mine, since it also subscribes to triangu-

lar formations, but from my painterly perspective.

For four years now this form and this pattern 
has wandered though my public outdoor murals, 
marking my thoughts and actions in the context of 
a feminist-artistic pedagogy. Thus they also form 
a partial element of my mural “Schäfflers Grid”, 
which was installed on the architecture of the 
Fahrender Raum in Munich from 2017 to 2019.

Maximiliane Baumgartner, 
“Studie zu Eckenlehnerin 
– Schäfflers Grid – III”, 2019  

Three young artists occupied them-
selves intensively with the Brandhorst 
Collection and created commentaries 
for the exhibition “Forever Young” in the 
form of (dis)orientation maps that can 
be picked up in the galleries. One year 
has passed since then; the museum was 
forced to close for several weeks, which 
meant that the everyday (working) life  
of the artists, along with their artistic  
perspectives, also changed. High time  
to check back in with them.

News from  
the Studio-Off 
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Stephan Janitzky 

I took over as manager of the 
Walther König Bookshop in Haus 
der Kunst only at the beginning of 

March, now I am spending a lot of time in 
bed. The museums are closed, as are the 
bookshops. Sales continue online, and I am 
at home, reading a lot. I have just finished 
“Vermessene Zeit: Der Wecker, der Knast 
und ich” by Ingrid Strobl (Fig. 1). I am still 
right in the middle of “Lebenserinnerungen 
der Komödiantin Karoline Schulze-Kum-
merfeld” (Fig. 2). With short diary entries 
and letters, the book, edited by Inge Buck, 
is one of the few testimonies from the 
world of the traveling theaters of the 18th 
century. When I look up from my reading, 
another comic figure appears: Barbarina 
from Mozart’s Marriage of Figaro, at the 

center of the painting by Laura Ziegler 
(Fig. 3), which hangs in my bedroom, on 
the wall facing the foot of my bed. Inte-
grated into it is the orientation plan for Cy 
Twombly’s oeuvre, which I designed for 
Museum Brandhorst and which nobody 
can currently access – all of the museums 
are closed. I am looking forward to seeing 
people again soon in the bookshop and the 
museum. I don’t really feel like making art 
at the moment – I prefer doing the grocery 
shopping for neighbors, sometimes there’s 
even a piece of cake in it for me.

Kristina 
Schmidt

NEWS FROM THE STUDIO-OFF

Stephi’s Corona Episode 
(April 6, 2020)
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Monika Bayer-Wermuth: Last year Museum 
Brandhorst celebrated its 10th anniversary. For 
us it was an occasion to showcase the muse-
um’s collection – with a special focus on recent 
acquisitions – for a whole year in all rooms of the 
museum. We decided to use this period to not only 
think about the collection but also its future.

In a way your painting Really Old became our plan 
to navigate the year. Brand New, Half-Way and 
Really Old: Where do we stand? That question 
accompanied us in many conversations. What I like 
about that painting is that its form expands from 
bottom to top; it is narrow where it says “brand 
new” and wide where it says “really old”. Some-
how it is a promise that you don’t stop growing. But 
maybe I am overinterpreting here. Can you tell us 
a little bit about this work e.g. about the shape of 
its canvas, the font and the colors?

Ed Ruscha: “Really Old” is a picture from a group 
of paintings that I called “Extremes and in-be-
tweens”. I have always resisted any attraction to 
the idea of shaped canvases. I was never inspired 
by art made this way, but the forward motion of 
time opened up the idea of the megaphonic shape 
to create this statement and there you go, a shaped 
canvas! The font is like a reliable old friend that 
comes from a world devoid of style. It tells a story 

in a neutral way. The background: Raw Umber 
mixed with Plus White – this turned out as a com-
plete and welcome surprise because it became a 
color that forgot it was a color – it approximated 
the sound of a neutral room tone and I was satis-
fied with its emptiness.

MBW: Words as images and the combination of 
words and images play a key role in your work. As 
a visual artist what are the qualities of words that 
made you interested in them?

ER: Anything on a printed piece of paper had a 
nourishing value to me. As I would paint a picture 
of the letter “S”, let’s say, I would not forget that 
this letter was really invented and created by not 
me but someone earlier than myself. This always 
amused me as I was only delineating someone 
else’s invention.

MBW: Sometimes you use whole phrases and 
quotes that you set against an image background. 
Thus neither can the words be regarded purely as 
text nor the image purely as visual, they become 
an inseparable couple where the identity of each 
part depends on and influences its counterpart. 
At what point in your process do you decide that a 
word and an image go together? 

Any Art is 
an Odd Practice
Ed Ruscha in conversation  
with Monika Bayer-Wermuth
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ED RUSCHA

This series was like picking ripe fruit  
off a tree except the subjects were  
discards off the highway. The objects  
are meant to be both heroic and tragic  
at the same time.

ED RUSCHA

ER: This is where blind faith and impulse come 
together to require me to not think too much about 
what I’m doing – I only use forward motion.

MBW: Other times it is just a single word that you 
set against a monochrome background. They are 
short and simple words like “Smash”, “Boss” or 
“Eat”. Everyone can relate to these words in one 
way or another, so the selection of words feels 
quite democratic. Where do these words come 
from and what is it about them that attracts you?

ER: Early on, I responded to words that suggested 
noise or impact such as monosyllabic words from 
the comics. Words as cartoons. Words lifted from 
somebody’s fantasies.

MBW: Another aspect is that the sound of the word 
becomes part of the work. To me I inevitably have 
the word in my mind constantly while standing in 
front of these paintings. They have power but they 
are also very open for projections of meaning – in 
that sense they are pretty abstract. Is this some-
thing you would agree with?

ER: Since all calligraphy could be seen as abstract, 
these crazy shapes all have their own character. 
Then they all are lined up in such a way as to actu-
ally mean something. You could say it is a very 
simple miracle.

MBW: Our painting Not Only Securing the Last 
Letter But Damaging It as Well (Boss) from 1964 
incorporates two screw clamps. It is not certain 
whether they are trying to undo the “s” from the 
canvas or fix it. The letter becomes physical, it 
appears to be made of a very soft fabric or a glossy 
film. It loses its flatness and becomes illusionis-
tic. To me it also feels like a tongue-in-cheek way 
to state that this isn’t writing but painting. Is this 
something you had in mind? Can you tell us a little 
bit about this way of dealing with letters?

ER: With this painting I recall searching for an 
alternative to a static picture. I was 26 years old 
when this was done and not old enough to judge 
my level of maturity. I may have felt that I needed 
the screw clamps to “aggravate” the theme.

MBW: Another work prominently featured in our 
current show is Psycho Spaghetti Western #14 
(2013-14). It introduces a completely different 
scene – quite a surreal one: an abandoned land-
scape of discarded objects. And it also refers to 
cinema: Both the trash as well as the landscape 
look like perfectly, albeit unnaturally lit protago-
nists of a movie. The title is quite charged with the 
history of cinema as well. Can you tell us a little 
bit about the “Psycho Spaghetti Western” series?

ER: This series was like picking ripe fruit off a tree 
except the subjects were discards off the highway. 
The objects are meant to be both heroic and tragic 
at the same time.

Ed Ruscha, 
"Psycho Spaghetti Western #14" 

(2013/2014)

 Ed Ruscha
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ED RUSCHA

Finally, any art is an odd practice  
that evades being explained  
or clarified. It lies in the realm of  
the ambiguous. Maybe that is 
where it belongs.

 Ed Ruscha

MBW: The landscape – whether an urban city-
scape or endless highways – plays an ongoing 
role in your work. Also, many of your book proj-
ects, such as Twentysix Gasoline Stations (1963) 
or Every Building on the Sunset Strip (1966), are 
also concerned with landscape. The road seems to 
be a central motif in many of them. What do these 
roads mean to you?

ER: Rolling and twisting ribbons animated and 
pulled flat to create a straight highway is what I 
think of when contemplating the open road, so I 
see the road as fantasy and reality wrapped into 
one beautiful package.

MBW: Some of your book projects are straight-
forwardly conceptual and undermine a narrative, 
such as Various Small Fires (1964) or A Few Palm 
Trees (1971). Others instead follow a quite playful 
narrative, like Crackers (1965), Royal Road Test 
(1967) or Hard Light (1978). In Crackers a hand-
some guy played by Larry Bell takes an attractive 
woman out on a date. Absurdly enough he seduces 
her into a freshly prepared salad bed (I can’t think 
of anything more seductive…). But then, in place 
of the expected sex scene, we see the gentleman 
contemplate the scenario from a distance, in a dif-
ferent home and bed alone in neat pajamas over 
a package of crackers. So instead of a playboy 

the guy turns out to be a prankster… I cracked 
up laughing at this one and I love its unexpected 
absurdity. But then it also leaves me puzzled. What 
can we learn about the person Ed Ruscha from 
this book and story?

ER: You can learn that I borrowed my friend’s 
(Mason Williams) imaginative story as a quick 
excuse to make a movie that some people call 
a “shaggy dog”** story. Finally, any art is an odd 
practice that evades being explained or clarified. It 
lies in the realm of the ambiguous. Maybe that is 
where it belongs.

MBW: Thank you Ed Ruscha. 

**a long, rambling story or joke, typically one that 
is amusing only because it is absurdly inconse-
quential or pointless.

Larry Bell,
as portrayed in the 

artist  book
“Crackers” (1969)

by Ed Ruscha
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Following Andy Warhol’s example, a new  
education space is being created at Museum 
Brandhorst. In future – just like in Warhol’s  
Factory – the focus here will be placed on  
experimental, interdisciplinary artistic practice.

The Factory

Andy Warhol  
in his factory

Almost 60 years have passed since Andy Warhol 
founded his iconic studio in New York. For Warhol, 
“The Factory” was not only a creative space in itself; 
it also described his progressive handling of artistic 
processes. Now, closely oriented on the museum’s 
own collection of more than 120 works by Warhol, 
a new art education space called “The Factory” is 
being created at Museum Brandhorst, representing 
a new, interdisciplinary, experimental production 
space. This space aims to create a link between the 
artworks that are exhibited in the collection, and 
their places of production – the studios and ateliers 
of the artists. “The Factory” thus brings an import-
ant aspect of contemporary art – that of its produc-
tion – directly into the museum. 

In the spirit of one of the most famous production 
sites of the 20th century for screen prints, artists’ 
books, underground film and much more, “The 
Factory” at Museum Brandhorst will be equipped 
with a multifaceted “maker space” program. Var-
ious different methods, from painting, printing, 
and sewing techniques to digital media in creative 
formats, can be taught and experienced both prac-
tically and theoretically. Tailored programs will be 
developed by means of collaborations – including 
with the Catholic University of Eichstätt-Ingolstadt, 
the University of Television and Film Munich and 
the Museumspädagogisches Zentrum – but also 
in direct cooperation with artists and experts from 
other creative professions. The individual program 
modules will integrate inclusive and cross-gener-
ational strategies for examining the many facets of 
contemporary art production.

The newly conceived space will allow visitors to 
become creative in an environment with a con-
cept borrowed from the idea of an artist’s studio. 
Creating one’s own art enables one to explore the 
complexity and variety with which creative ideas 
can be implemented. At the same time there is 
an opportunity to become aware of the processes 
of one’s own decision-making. The objective of  

A great statement to all 
children, young people and 
adults – a Factory for all!

Totally cool, a real work-
shop, even for us kids! 

 Lukas, 9 years 

 Verena von Essen and 

Susanne Theil, Museums- 

pädagogisches Zentrum
..
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“The Factory”, therefore, is not only to be a work-
shop for artistic experimentation, but also a compe-
tence center for inclusive multimedia art education. 

“While taking stock of our collection prior to the 
tenth anniversary, the need for such a space 
became clearer than ever. We regard it as one of 
our key missions to provide as many people as 
possible with an open and wide-ranging access to 
the museum, enabling them to engage with our 
artworks and exhibitions. The main focus is on 
experimenting with various different techniques 
of creative design, and on an active way of looking 
that challenges traditional viewing habits. We are 
convinced that this enriches our own expressive-
ness and freedom of thought,” say the two project 
managers, Monika Bayer-Wermuth and Kirsten 
Storz. And furthermore: “To date there has not 
been any room at Museum Brandhorst that allows 
this. In recent years, this gap has been filled tempo-
rarily by various interventions, with very gratifying 
results, which underlined the demand for such a 
space. Now, as we embark on our second decade, 
a space will be created that invites people to a bar-
rier-free and open exchange of views and experi-
ences by means of its amenities, program and loca-
tion in the freely accessible area of the museum. 
Warhol’s Factory serves as an inspiring fixed star  
for this vision.”

The service provided by “The Factory” aims to invite 
people of all generations to explore and give free 
rein to their own creativity. The space is conceived to 
also explicitly attract children and young people and 
to communicate in a playful manner that contem-
porary art has something to do with themselves and 
their own everyday reality. Whether painting, draw-
ing, crafting, sewing, expressing oneself creatively 
with digital media, daring to carry out printing 
experiments at the screen printing station, learning 
how to use a 3D printer or mixing materials rang-
ing from plastic film to canvas to nylon pantyhose 
– there are no artistic limitations in “The Factory”. 

“The Factory” is a space, and at the same time 
represents a substantive educational concept that 
is enhanced by exchanges with numerous cooper-
ating institutions and individuals in artistic profes-
sions, as well as protagonists of exemplary art edu-
cation work. The architecture studio Sauerbruch 

“Education in an art  
museum is a dynamic  
process. It needs space, 
and is based on forward- 
looking concepts for  
acquiring the skills to  
read and understand  
pictures. To this end,  
the planned Factory at  
Museum Brandhorst  
will create an exemplary  
action space for sustain-
able art education in  
the art museum of the  
21st century.”

Pop colors: 
bright, luminous 
RAL colors

Forbo linoleum: 
durable surfaces

Magnetic galvanized steel: 
Factory atmosphere

OSB wood 
with visible edges

Hutton will mold these ideas into their spatial form. 
Thanks to the generous support of the Bünemann 
Foundation, the space will become reality in the 
coming year. Our employees – both internal and 
external – and the various existing and planned 
cooperations will inject “The Factory” with life. 

We are already looking forward to welcoming you 
there in 2021. 

 Prof. Dr. Rainer Wenrich

Catholic University of 

Eichstätt-Ingolstadt
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Mindmap for a New Art Education Space 
at Museum Brandhorst
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Lucy McKenzie speaks with curator  
Jacob Proctor about her upcoming  
survey exhibition at Museum Brandhorst 
and the constructive desire to be in  
the skin of something or someone that 
you find exciting.

Caressing  
Someone’s Cheek 
with Your Paintbrush 

Soon on display at 
Museum Brandhorst:  
Lucy McKenzie, 
“Rebecca” (2019).
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Jacob Proctor: Lucy, obviously you have done a 
plentitude of museum shows over the years. But 
those shows have always been about present-
ing new bodies of work. How has it been to think 
about this show, which really goes back to the very 
beginning in a more systematic way?

Lucy McKenzie: Well firstly, whenever I did those 
projects, they were made in a complete fever 
dream of excitement, a kind of frothy frenzy of 
hysteria. And so it is strange to do a show which 
doesn't have that kind of dimension. But I am very 
happy to look at everything with a little bit of dis-
tance and just think about what you can read in the 
work today that I couldn't read at the time, because 
certain themes have emerged and certain things 
have fallen away. It is a really enjoyable experience 
to think about what it is that actually connects all 
these things. What connects Tintin with the Olym-
pic Games with Art Nouveau and trompe l'oeil? 
That is a real puzzle, but it is my puzzle and it feels 

great to have the chance to really piece all these 
things together and try to solve it.

JP: In general, mixing things up and changing 
perspective has always been very important to 
you. You seem to enjoy working collaboratively, 
exploring new professional areas and genres. In 
the past twenty years, you have run a gallery, a 
bar, and a record label; you went back to school 
to study decorative painting; you have at various 
points immersed yourself in the genres of crime 
stories, comics, and architectural drawing. Also, 
13 years ago, you started Atelier E.B. with Beca 
Lipscombe, presenting your first collection in 
2011 and periodically ever since. While pursuing 
all these collaborative projects successfully, you 
never became a fashion designer, a crime author, 
or a music producer per se. It rather feels like 
you enjoyed the analysis of or confrontation with 
different aesthetic professions, as it enabled you 
to explore a kind of productive friction between 
those different systems. How would you say that 
these forays into other fields and collabora-
tive practices have changed your relationship to  
your solo practice?

LMK: On the one hand, it has thrown everything 
into sharp relief, both the positives and the neg-
atives. A more collaborative and sharing practice 
has always been important to me as a counter-
balance to the more studio-intensive things that I 
create on my own. It can be super lonely just mak-
ing these incredibly detailed paintings. So I have 
always needed that balance of also doing things 
that have a different set of criteria, where you are 
not just relying on your own set of ethics or style. 
And I would say working closely and productively 
with someone from a different discipline – as is 
the case with Beca and me – is a brilliant expe-
rience. Sometimes it can be complicated collab-
orating with another fine artist, but with design, 
there is just so much more flexibility and space for 
each person to come to the fore at different times. 
What connects crime fiction and, say, fashion, is 
the structural limitations that shape those creative 
forms – limitations that fine art does not have. Just 
as being an Erasmus exchange student to Karl-
sruhe in 1997 helped me see the particularities 
of my own cultural background, working in these 
other ‘genres’ helps me articulate exactly what 
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Lucy McKenzie, 
"Faux Shop" (2018) 
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I want to say, what is specific to my own way of 
working in how they differ from these forms. I want 
to render visible the structures we take for granted 
as ‘contemporary art’.

The Brandhorst show comes at the perfect 
moment to shift my focus back to my own practice 
because, as you say, I have been focusing on col-
laborative things for a few years and it has really 
raised questions about what and where is the bor-
der between art and design. Both in Atelier E.B. 
and in my own work, it is all about shifting and 
placing these borders at slightly different places 
and seeing how that, in turn, reflects on the differ-
ence between these two fields. In this way, my col-
laborative practice gives me access to this space 
between art and design. Through fashion, you have 
all these things that relate to the body, to women, 
to representation. It is so fertile, and it can be like 
a Rubik's cube. You can just kind of re-jig it in all 

these different ways to test your ideas. The more 
we push it towards art, or more towards design, 
it just changes again. It’s also a way of connect-
ing lots of different things that I love, which is to 
say research and archives and people and writing, 
all of which have always been super important to 
me in my own practice. And then there is just the 
amount of pleasure we get from sleuthing, being 
Miss Marples connecting dots between different 
periods and people, or the timelines of how differ-
ent sorts of trends or ideas develop over time. 

JP: And it's also a very different approach to this 
whole idea of artistic research. I think it’s interest-
ing that you seem to have managed to avoid a lot 
of the traps of that kind of process. Maybe partly 
because Atelier operates with one foot in the art 
world and one foot in the world of fashion, design, 
and applied arts, and deals with things that actu-
ally have to function. 

Lucy McKenzie, “Fountain and Portrait of Mannequin” (2019)

LMK: Yeah, it's wet rather than dry. You know, 
we're not academics, but we certainly do our best 
to be as rigorous as we can to take our research to 
a certain level. And then we take what we have and 
we apply that to objects and exhibitions. And so, 
in turn, those things reflect back on the research 
material, and other things come from that which 
are much more subjective and weird. We're con-
stantly going between these three different fields 
and letting research, design and art interact and 
enrich each other - or cancel each other out.

JP: Within the forthcoming catalog accompanying 
the exhibition at the Brandhorst, Mason Leav-
er-Yap titles their essay about your artistic prac-
tice "In Search of a Good Host". And for me that 
makes a very good point about what I would like 
to call the “anachronism” that is visible in your 
practice of looking back. Because essentially, one 
of the things that you've done over the last 20 years 
has been to weave together an alternative history 
of painting, which does not replace the trajectory 
of modernism but exists alongside it. What I feel 
you’ve done—very much in the realm of fine art—
is to have articulated a kind of alternative history 
where the applied arts, graphic design, certain 
artisanal and collaborative practices, all of which 
were marginalized in the official narrative of mod-
ernism, really take center stage. I wonder to what 
extent was that a conscious decision? Or did it just 
develop that way and is only so visible in hindsight?

LMK: That’s music to my ears. I've been asked so 
often: why do you only work with this kind of older 
existing material. All I can say is, for example, 
when you go to Venice, you're looking at a city that 
is made of hundreds of years of different cultures. 
It's a complete patchwork of periods and ideas. 
But it reads harmoniously because it is beauti-
ful. And that is history. There's no point in time 
where everything is just contemporary. If you were 
in a situation that was purely contemporary, you  
would suffocate.

I've always been interested in art as a practice 
that engages with a wider idea of cultural pro-
duction. The way that fine art painting is naturally 
connected to commercial or decorative painting, 
various kinds of illustration, fashion drawing, 
architectural drawing, interior design – they’re all 

connected. It’s not about mining cultural material 
and transforming it into an artwork, but somehow 
just letting these things slide together. And then in 
the end you've added yourself to it, put your soul 
into it as well. 

Lots of other things come into play that blur the 
border between producer and consumer. For 
example, when you have an interest in something 
like architecture or design, and that kind of enthu-
siasm translates into making something yourself, 
almost as an act of fandom. For me, I would say 
this comes from being introduced to art, as a young 
person, primarily through pop and music culture. In 
the way that the smart music of the late seventies 
and early eighties drew on certain art movements, 
like the futurists or the surrealists or the Russian 
avant-garde, so seemed like an extension of, or 
naturally connected to, this kind of subculture. 
Coming from this context, I learned early on that 

LUCY MCKENZIE

Rather than repeating a 
system which is so flawed, 
maybe the most productive  
thing you can do is just 
start believing that the 
things that you're preoccu-
pied with have value.

 Lucy McKenzie 
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high and low are concepts that it's easier to just 
throw out, to ignore the dichotomy in the first 
place – and it gives credit, focus and respect to 
the much-maligned middle ground! Rather than 
repeating a system which is so flawed, maybe 
the most productive thing you can do is just start 
believing that the things that you're preoccupied 
with have value. It’s not about trying to prove to 
anyone else that they are important, you just know 
that they are. You simply state it rather than asking 
permission to put certain things together. 

JP: Your work involves a lot of sources that exist 
in the world already, but it's not appropriation in 
the classical sense of 1980s appropriation art. It 
feels to me quite different, and I wonder how you 
feel about that term “appropriation” and whether 
you actually see it as being useful for thinking 
about your work. Or whether there's a better 
way to think about your relationship to existing  
cultural production.

LMK: Well, that's definitely something I look for-
ward to really diving into with the show, because 
it's not a question that has really needed to be 
answered until we came to do this. Within my 
practice, I don't have anything like an “original” in 
the sense that if you asked me to just do a painting 
from my imagination, I would have no idea what to 
do. Everything I make is in response to something 
else. It's always driven by a desire to understand, 

almost like an act of veneration; it’s something 
slightly perverse – caressing someone's cheek 
with your paintbrush by painting in a similar style. 
It's pure pleasure to be in the skin of something or 
someone that you find exciting. 

Even though everything can seem so stiff in my 
work, it’s all driven by very exciting and excited 
emotions to engage. Sometimes I can almost 
force myself to dream about certain things. If I 
go to a certain place and then read about it, I can 
engineer my dreams to put me somewhere. And 
making paintings is a bit the same. You get to be 
in your head in this place where you want to be, 
whether it’s the Soviet Union in the 1930s or Expo 
58 in Brussels. You can indulge yourself in this 
genuine desire which is maybe unexplainable. You 
then produce something else. You become part of 
a cultural phenomenon. 

LUCY MCKENZIE: PRIME SUSPECT
From September 10th, 2020 until February 2021 
Museum Brandhorst is presenting the exhibition 
“Lucy McKenzie: Prime Suspect” curated by 
Jacob Proctor. Developed in close collaboration 
with the artist and assembling over 100 works 
dating from 1997 to the present, “Prime Suspect” 
provides the first opportunity to examine the full 
scope of McKenzie’s oeuvre.

LUCY MCKENZIE

Above: Lucy McKenzie, “Quodlibet XXI (Objectivism)” (2012)
Right: “Cat Woman 1” (2011)

LUCY MCKENZIE

TIP
In close cooperation with the 
artist, and using some of her 
drawings, a creative workbook 
on the special exhibition has 
been developed for children 
aged between 6 and 12. It can 
be used during your family visit 
to the museum.
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MAX

Museum Brandhorst is now once again open regu-
larly from Tuesday to Sunday from 10 a.m. to 6 p.m.  
and on Thursdays from 10 a.m. to 8 p.m. The 
opening times of the bookshop and café may vary 
depending on the current situation. 

To ensure that minimum distances can be observed, 
for the foreseeable future only 130 persons can be 
present in the building at any one time. Unfortu-
nately, tours and group visits are not possible. Fur-
thermore, for reasons of hygiene no audio guides, 
sample catalog copies or pens for the creative 
booklet can be issued. Our audio guide will soon be 
made available to use with your own headphones. 
As the situation changes so will our regulations. You 
can find updated information on our website and in 
the museum. 

For the sake of our mutual protection, please do not 
visit the museum if you feel ill, or if you have had 
contact in the last 14 days with any person who has 
contracted Covid-19.

Please show consideration to others and observe 
the rules concerning hygiene and physical dis-
tancing.

Please note that it is 
compulsory to wear 
a mask in the museum.

Please maintain a  
minimum distance  
of 1.5 meters to  
other persons.

Please keep to the 
guided paths through 
the museum.

Please avoid 
forming groups.

Please observe the 
regulations on the maxi-
mum number of persons 
admitted per room.

You can find the latest information on 
museum-brandhorst.de and on social media.

WE LOOK FORWARD TO YOUR VISIT
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Admission € 7 
Concessions € 5 
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