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The legacy of Michel Majerus (b. 1967; d. 2002) is a com-
plex and multifaceted one. Having worked at the turn 
of the millennium, right when the world was about to 
drastically reshape, Majerus’s figure is emblematic 
of a voracious appetite for the new and the cool that he neat-
ly and flat-out embedded in his works, stretching painting 
tradition’s entrenched dos and don’ts.
In the following conversation, moderated by Bart van 
der Heide, director of MUSEION, Bolzano, artists Cory 
Arcangel and Jordan Wolfson debate how Majerus’s prac-
tice resisted the oversimplified categorization of painting 
through an omnivorous sampling that spared no extent; 
today’s information ecology in relation to that in which he 
operated; the internet and the white cube as production 
sites, and Majerus’s stressing of the latter’s remains; and re-
trace how their obsession for the artist’s oeuvre came about.
 

BART VAN DER HEIDE
I’d like this conversation on Michel Majerus to start by 
sensing how do you, as artists, each perceive his practice, 
his legacy, and how it plays out today.
JORDAN WOLFSON
Majerus’s work was a general project to me. There’s a gen-
eral project, and then there are chapters with bodies of 
work within them.
CORY ARCANGEL
Yeah, I agree. I once asked Burkhard Riemschneider, “What 
was Majerus like? Was it hard for him to make work?” and 
Burkhard said Majerus was like a faucet. If he had a show, 
he would just chill out—he was never belabored, or tense—
until he knew he needed to do something. Then he would 
turn on this faucet and the works would just come out, one 
painting after another. And they were all the same, in a way. 
JORDAN
My impression of him was that he worked like Warhol and 

Basquiat worked, but ironically, the result was more of a 
Lichtenstein project. Warhol just made work after work, 
and the more careless and faster the better they worked. 
Basquiat was also enormously prolific. But the result was 
more of a Lichtenstein project, and I think that happens 
because when you’re looking at comic books, you’re talking 
about an introverted activity in the way video games are an 
introverted activity; the act of collecting and reading comic 
books is also an act of introversion. I think it’s interesting 
in relation to what Bart brought up in asking, well, how 
would it play out today? Majerus worked right before so-
cial media really hit, and social media are essentially per-
sonal imagery that then becomes commercial imagery in 
the sense that personal imagery and personal videos have 
become the new entertainment—I mean, we’re watching 
TikTok and Instagram probably more than we’re watch-
ing HBO Max or Netflix. I think Majerus would’ve done 
something really interesting with it, but he wasn’t doing 
anything with it then. He was fit in sneaker ads, in terms 
of electronic music peaking and being most advanced; he 
also witnessed the beginning of having home access to dig-
ital imagery and Photoshop, and these things all came up 
together. Majerus was really on that wave even though he 
was existing before all this stuff kind of changed. Also don’t 
forget this took place in a pre-9/11 world. 
CORY
It’s so funny to think of that world now, it seems like a mil-
lion years ago. When it changed, it was such a shift—2005, 
2006, 2007 . . . It happened really wildly, like a wrecking 
ball that smashed into everybody. Is Majerus Gen X?
JORDAN
Majerus is 100 percent pure Gen X.
CORY
Sneakers and MTV! Of course! That was a time when main-
stream and underground culture still existed in opposition 
to one another. All those dichotomies were still in play. 
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JORDAN
Going back to Pop artists: all these advertisements were 
conduits for the cultural unconscious of the time. What 
happened in the 1990s was that with figures like Philippe 
Parreno, Pierre Bismuth, Aernout Mik, cinema became the 
unconsciousness. For Majerus, Mario Kart was the uncon-
sciousness, and Tron—all these video game people and hack-
ers. This is also the generative thing of the unconsciousness. 
Today’s social media are under a corporate umbrella, but 
they are not generated by a corporate entity—they are gener-
ated by people around the world filming a cat with a bucket 
on its head and things like that. They are almost like our 
sentimental collective. 
CORY
You could say that it’s a type of unconsciousness, which is 
juiced by feedback. These things are pumped into our feeds 
because of user response. It actually comes down to adver-
tising in the end. Money. 
JORDAN
Recently my assistant made this film of his dog where he 
says to him, “Smudgy, you hungry?” And the ears go, whoop! 
He went totally viral on TikTok and ended up licensing the 
video. The question is: Is that a representation of our un-
consciousness? Humanity is re-expressing itself. And at the 
end of the day, what gets most expressed is the thing that 
generates the most amount of money, commerce.
CORY
I want to get back to Majerus because for me, what’s such 
a kicker about his oeuvre is that he’s working on several 
levels. One thing we could add to this is that his work is 
harsh, dystopic, aggressive, alienating even.
BART
Majerus operated in a time when network culture still 
opened up a lot of possibilities. Yes, his work is harsh and 
direct and it embraces all these things, but I notice it open-
ing up like a method desired to release art production from 
its autonomy. There is a shift in relation to the period in 
which he produced work and the period that we’ve experi-
enced with the advent of Web 2.0 in the sense that Majerus 
was still embracing the loss of information and he did that 
without the melancholy of the loss of data. For instance, 
Cory, your work is very much about the loss of data and 
that is something that Majerus’s work is completely not 
about. Majerus’s work was opening up a future-oriented 
practice—his approach of placing his work in different 
economies, his choice to remain very ambiguous in terms 
of giving meaning to it, his introduction of a completely 
new attention span towards his work in terms of speed and 
production, but also in experience, really, all stem from a 
perspective of the internet being a place of a global vision 
of an endless, peer-to-peer exchange and express the de-
sire to open up the image production from a very singu-
lar, fixed meaning in the art world, or whatever context it 
was. I see that as something very positive in his work, al-
most like a utopian moment.
JORDAN
Majerus specifically chose to use new and non-anachronistic 
nostalgic imagery in his work as it had a grading effect on 
the viewer because it was so new in a way that it was repul-
sive or ugly. You couldn’t see it as art. Of course this “ugly 
painting” thing literally came from Martin Kippenberger, 
Sigmar Polke, and Albert Oehlen, which they did inten-
tionally. Majerus took that; he wanted his paintings to be 
challenging and uncomfortable in part for the viewer, and 
the newness of the material was totally wrapped up into 

that—it was something so new that you couldn’t even look 
at it. There’s a lot of writing about the new, like in the motto 
“What looks good today may not look good tomorrow.”
CORY
Something I would add to complicate this is that there 
were a lot of nostalgic elements even in the late work—of-
ten artists, movements, and styles from previous decades 
are referenced. To me it’s not entirely true that he was only 
pushing “the now;” he was somehow doing both things 
at the same time in this weird mix. On a lot of these late 
paintings there are all these techno fonts with phrases like 
“burned out” or “newcomer,” which are rendered in a late 
Warhol fashion, painted by hand with some performative  
drips. It’s a little bit more complicated, I think. That’s what 
makes his work like a fractal: the more that you look at it, 
the more it reveals. 
My thesis about Majerus is that the better way to under-
stand him is that he performed as a painter. When you saw 
a painting by Majerus, you weren’t just seeing a painting, 
you were seeing an object that was to perform as a paint-
ing by Majerus. Because he’s not just in his studio paint-
ing these things, he’s in his studio making objects that he 
knows are going to be entered into the art system, which 
are referencing art history, their own dispersion, what it 
means for them to be in a gallery, and even how they will 
encounter collectors. To me, his paintings are metaob-
jects: he’s working at a meta level above being a painter or 
even above being an installation artist. He’s performing  
as Majerus. 
JORDAN
I also think he had a nostalgic attachment, like a lot of artists, 
due to being a painter. There’s always this dream of being 
the greatest painter. But what it took to be a great painter 
at the end of the 1990s didn’t involve making figuration, it 
meant taking the newest material and combining it with 
ugly brushstrokes.
CORY
Totally. All this complicates the easy reading of Majerus 
being just some “wild guy” painter. His was almost a con-
ceptual project, but it didn’t have all the trappings of clas-
sical conceptual art. It was looser. That’s the thing: every 
time you grab onto it, it slips away.
JORDAN
Remember he also died just before the art fair system re-
ally exploded.
CORY
Yeah, the art fairs . . . we are the art fair generation.
BART
We can all agree on the fact that Majerus was not getting 
rid of the white cube, but stepping out of it by seeing art 
production as part of a larger set of rules of cultural pro-
duction. His was a very fluid position that reached out to 
different forms of economy not only exclusively defined 
by the art world. 
CORY
My reading is that he was trying to do something new in-
side the white cube. When he started doing his giant in-
stallations, he was trying to stress what was left of it. Still, 
he wanted in, and that gets back to him wanting to be a 
painter, which was his early desire. It’s funny because I ar-
gued that he eventually made it in, but it wasn’t as a paint-
er—it was for performing as a painter.
Jordan, what are you? What do you describe yourself as? 
And not to someone who asks you on a plane, but some-
one who’s a little bit in the know.
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was existing before all this stuff kind of changed. Also don’t 
forget this took place in a pre-9/11 world. 
CORY
It’s so funny to think of that world now, it seems like a mil-
lion years ago. When it changed, it was such a shift—2005, 
2006, 2007 . . . It happened really wildly, like a wrecking 
ball that smashed into everybody. Is Majerus Gen X?
JORDAN
Majerus is 100 percent pure Gen X.
CORY
Sneakers and MTV! Of course! That was a time when main-
stream and underground culture still existed in opposition 
to one another. All those dichotomies were still in play. 
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JORDAN
Going back to Pop artists: all these advertisements were 
conduits for the cultural unconscious of the time. What 
happened in the 1990s was that with figures like Philippe 
Parreno, Pierre Bismuth, Aernout Mik, cinema became the 
unconsciousness. For Majerus, Mario Kart was the uncon-
sciousness, and Tron—all these video game people and hack-
ers. This is also the generative thing of the unconsciousness. 
Today’s social media are under a corporate umbrella, but 
they are not generated by a corporate entity—they are gener-
ated by people around the world filming a cat with a bucket 
on its head and things like that. They are almost like our 
sentimental collective. 
CORY
You could say that it’s a type of unconsciousness, which is 
juiced by feedback. These things are pumped into our feeds 
because of user response. It actually comes down to adver-
tising in the end. Money. 
JORDAN
Recently my assistant made this film of his dog where he 
says to him, “Smudgy, you hungry?” And the ears go, whoop! 
He went totally viral on TikTok and ended up licensing the 
video. The question is: Is that a representation of our un-
consciousness? Humanity is re-expressing itself. And at the 
end of the day, what gets most expressed is the thing that 
generates the most amount of money, commerce.
CORY
I want to get back to Majerus because for me, what’s such 
a kicker about his oeuvre is that he’s working on several 
levels. One thing we could add to this is that his work is 
harsh, dystopic, aggressive, alienating even.
BART
Majerus operated in a time when network culture still 
opened up a lot of possibilities. Yes, his work is harsh and 
direct and it embraces all these things, but I notice it open-
ing up like a method desired to release art production from 
its autonomy. There is a shift in relation to the period in 
which he produced work and the period that we’ve experi-
enced with the advent of Web 2.0 in the sense that Majerus 
was still embracing the loss of information and he did that 
without the melancholy of the loss of data. For instance, 
Cory, your work is very much about the loss of data and 
that is something that Majerus’s work is completely not 
about. Majerus’s work was opening up a future-oriented 
practice—his approach of placing his work in different 
economies, his choice to remain very ambiguous in terms 
of giving meaning to it, his introduction of a completely 
new attention span towards his work in terms of speed and 
production, but also in experience, really, all stem from a 
perspective of the internet being a place of a global vision 
of an endless, peer-to-peer exchange and express the de-
sire to open up the image production from a very singu-
lar, fixed meaning in the art world, or whatever context it 
was. I see that as something very positive in his work, al-
most like a utopian moment.
JORDAN
Majerus specifically chose to use new and non-anachronistic 
nostalgic imagery in his work as it had a grading effect on 
the viewer because it was so new in a way that it was repul-
sive or ugly. You couldn’t see it as art. Of course this “ugly 
painting” thing literally came from Martin Kippenberger, 
Sigmar Polke, and Albert Oehlen, which they did inten-
tionally. Majerus took that; he wanted his paintings to be 
challenging and uncomfortable in part for the viewer, and 
the newness of the material was totally wrapped up into 

that—it was something so new that you couldn’t even look 
at it. There’s a lot of writing about the new, like in the motto 
“What looks good today may not look good tomorrow.”
CORY
Something I would add to complicate this is that there 
were a lot of nostalgic elements even in the late work—of-
ten artists, movements, and styles from previous decades 
are referenced. To me it’s not entirely true that he was only 
pushing “the now;” he was somehow doing both things 
at the same time in this weird mix. On a lot of these late 
paintings there are all these techno fonts with phrases like 
“burned out” or “newcomer,” which are rendered in a late 
Warhol fashion, painted by hand with some performative  
drips. It’s a little bit more complicated, I think. That’s what 
makes his work like a fractal: the more that you look at it, 
the more it reveals. 
My thesis about Majerus is that the better way to under-
stand him is that he performed as a painter. When you saw 
a painting by Majerus, you weren’t just seeing a painting, 
you were seeing an object that was to perform as a paint-
ing by Majerus. Because he’s not just in his studio paint-
ing these things, he’s in his studio making objects that he 
knows are going to be entered into the art system, which 
are referencing art history, their own dispersion, what it 
means for them to be in a gallery, and even how they will 
encounter collectors. To me, his paintings are metaob-
jects: he’s working at a meta level above being a painter or 
even above being an installation artist. He’s performing  
as Majerus. 
JORDAN
I also think he had a nostalgic attachment, like a lot of artists, 
due to being a painter. There’s always this dream of being 
the greatest painter. But what it took to be a great painter 
at the end of the 1990s didn’t involve making figuration, it 
meant taking the newest material and combining it with 
ugly brushstrokes.
CORY
Totally. All this complicates the easy reading of Majerus 
being just some “wild guy” painter. His was almost a con-
ceptual project, but it didn’t have all the trappings of clas-
sical conceptual art. It was looser. That’s the thing: every 
time you grab onto it, it slips away.
JORDAN
Remember he also died just before the art fair system re-
ally exploded.
CORY
Yeah, the art fairs . . . we are the art fair generation.
BART
We can all agree on the fact that Majerus was not getting 
rid of the white cube, but stepping out of it by seeing art 
production as part of a larger set of rules of cultural pro-
duction. His was a very fluid position that reached out to 
different forms of economy not only exclusively defined 
by the art world. 
CORY
My reading is that he was trying to do something new in-
side the white cube. When he started doing his giant in-
stallations, he was trying to stress what was left of it. Still, 
he wanted in, and that gets back to him wanting to be a 
painter, which was his early desire. It’s funny because I ar-
gued that he eventually made it in, but it wasn’t as a paint-
er—it was for performing as a painter.
Jordan, what are you? What do you describe yourself as? 
And not to someone who asks you on a plane, but some-
one who’s a little bit in the know.
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The legacy of Michel Majerus (b. 1967; d. 2002) is a com-
plex and multifaceted one. Having worked at the turn 
of the millennium, right when the world was about to 
drastically reshape, Majerus’s figure is emblematic 
of a voracious appetite for the new and the cool that he neat-
ly and flat-out embedded in his works, stretching painting 
tradition’s entrenched dos and don’ts.
In the following conversation, moderated by Bart van 
der Heide, director of MUSEION, Bolzano, artists Cory 
Arcangel and Jordan Wolfson debate how Majerus’s prac-
tice resisted the oversimplified categorization of painting 
through an omnivorous sampling that spared no extent; 
today’s information ecology in relation to that in which he 
operated; the internet and the white cube as production 
sites, and Majerus’s stressing of the latter’s remains; and re-
trace how their obsession for the artist’s oeuvre came about.
 

BART VAN DER HEIDE
I’d like this conversation on Michel Majerus to start by 
sensing how do you, as artists, each perceive his practice, 
his legacy, and how it plays out today.
JORDAN WOLFSON
Majerus’s work was a general project to me. There’s a gen-
eral project, and then there are chapters with bodies of 
work within them.
CORY ARCANGEL
Yeah, I agree. I once asked Burkhard Riemschneider, “What 
was Majerus like? Was it hard for him to make work?” and 
Burkhard said Majerus was like a faucet. If he had a show, 
he would just chill out—he was never belabored, or tense—
until he knew he needed to do something. Then he would 
turn on this faucet and the works would just come out, one 
painting after another. And they were all the same, in a way. 
JORDAN
My impression of him was that he worked like Warhol and 

Basquiat worked, but ironically, the result was more of a 
Lichtenstein project. Warhol just made work after work, 
and the more careless and faster the better they worked. 
Basquiat was also enormously prolific. But the result was 
more of a Lichtenstein project, and I think that happens 
because when you’re looking at comic books, you’re talking 
about an introverted activity in the way video games are an 
introverted activity; the act of collecting and reading comic 
books is also an act of introversion. I think it’s interesting 
in relation to what Bart brought up in asking, well, how 
would it play out today? Majerus worked right before so-
cial media really hit, and social media are essentially per-
sonal imagery that then becomes commercial imagery in 
the sense that personal imagery and personal videos have 
become the new entertainment—I mean, we’re watching 
TikTok and Instagram probably more than we’re watch-
ing HBO Max or Netflix. I think Majerus would’ve done 
something really interesting with it, but he wasn’t doing 
anything with it then. He was fit in sneaker ads, in terms 
of electronic music peaking and being most advanced; he 
also witnessed the beginning of having home access to dig-
ital imagery and Photoshop, and these things all came up 
together. Majerus was really on that wave even though he 
was existing before all this stuff kind of changed. Also don’t 
forget this took place in a pre-9/11 world. 
CORY
It’s so funny to think of that world now, it seems like a mil-
lion years ago. When it changed, it was such a shift—2005, 
2006, 2007 . . . It happened really wildly, like a wrecking 
ball that smashed into everybody. Is Majerus Gen X?
JORDAN
Majerus is 100 percent pure Gen X.
CORY
Sneakers and MTV! Of course! That was a time when main-
stream and underground culture still existed in opposition 
to one another. All those dichotomies were still in play. 
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new attention span towards his work in terms of speed and 
production, but also in experience, really, all stem from a 
perspective of the internet being a place of a global vision 
of an endless, peer-to-peer exchange and express the de-
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most like a utopian moment.
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JORDAN
I would say I make contemporary art. I would just define 
it as contemporary art.
CORY
I would describe myself, and this is new, as an experimen-
tal media artist. This is a term that I ran away from for my 
whole career, but now I’m like, “Fuck it. Let’s do it.” 
JORDAN
I’d say that you’re a contemporary artist. I would not la-
bel you as an experimental media artist in the same way 
I wouldn’t say Bruce Nauman was an experimental media 
artist, but that he experimented with media.
CORY
And what do we call Majerus?
JORDAN
Just, totally, contemporary artist. Also let’s remember 
Majerus did work with animations on giant LCD monitors, 
and that majestic project for Manifesta 2 in Luxembourg 
in 1998, with that giant sneaker painting.
CORY
His work was opening up towards all these new direc-
tions. I’ve actually seen that original image in the wild—
there’s a great art library here in Stavanger at the Rogaland 
Kunstsenter assembled by Geir Haraldseth that has all these 
friezes from the 1990s; I was randomly flipping through one a 
few years back, and I saw where that Nike image came from.  
I almost had a heart attack. It was like seeing a famous person!  
Oh, contemporary artists. Maybe that’s where we end. We’re 
just contemporary artists.
Being an artist is a very bizarre process—it’s like sensing 
energy. Or dowsing. It’s about being open to frequencies. 
As you go through your career, you get better and you put 
your work out in the world for people to determine what 
it is. And hopefully the gap between what you thought it 
was and what people think it is isn’t too wide. Then the 
work changes, people change, culture changes, and you’re 
like, “Shit, that thing that I thought I knew what it was do-
ing is now doing something different.” In his notebooks, at 
one point, Majerus says something really direct about this, 
like, “I’m just going to let Tim [Neuger] talk for me.” As an 
artist, you make the work and you’re half-done; the other 
half is show business—everything that happens when the 
work leaves the studio. Majerus was just, I think, hands-
off about it in terms of speaking about the work. I am not 
hands-off. I have a website and I’m on Twitter and Are.na. 
I’m “massaging” the work constantly through all these on-
line channels. Every artist has their own methods.
BART
In this respect Majerus’s work can be an embodiment of 
the Duchampian “creating act” (l’état brut), in which the 
artist-intention is partly transferred to the interpretation 
of the spectator. Do you think the landscape has changed 
since this shift between pre- and post- Web 2.0? I feel that 
the current landscape has become very moralistic with re-
gards to an artist’s intention. 
JORDAN
I think things have changed enormously with Occupy Wall 
Street and these social justice movements. And I’m not op-
posed to social justice, but there’s pressure, at least here in 
the United States, for artists to somehow contribute to cre-
ate a kind of moral message. Basically, everything we do as 
artists should be a brick in the wall that helps the world be 
better. I think that’s highly problematic and enormously 
stifling for artists. One of the biggest problems with it, en-
demically, is that artists don’t have the same support that 

they had from the curatorial and institutional sides of the 
art world because the people who are working in those 
positions feel vulnerable to social or political uprisings 
against them and their institution. They stop taking risks 
and defending messages that question morals intentionally 
as they’re worried about those morals being misunderstood 
as a message of hate, rather than a question about the world 
we live in. As artists, we are looking at ourselves with quite 
a hard, jagged mind rather than a soft one. I think we’re in a 
particularly difficult place in culture. Your mind is crossed 
by thoughts like “No, I probably shouldn’t do that. That 
might be misunderstood as cultural appropriation,” or  
“I shouldn’t do that, it may be misunderstood as that.” 
Majerus was living in a world where it wasn’t as reductive 
or simplistic as it is now. And there was a lot of context 
that protected the artist to see the world as complete and 
flawed, making him able to reprocess content back into it.
CORY
When you talk about pre- Web 2.0, I think of the first gen-
eration of net artists, like Olia Lialina and JODI, who 
were working with the topics of production and circu-
lation already in the 1990s. These artists are a big part of 
the reason I became an artist. And, like them, I’m plat-
form agnostic. There is not really a hierarchy for me be-
tween online and off-line as there is equal amount of art 
power in the white cube and online—a masterpiece is 
a masterpiece; it doesn’t matter where it ends up. I like 
playing both games. Though, the center of discourse for 
contemporary art is still the white cube. The internet 
didn’t dislodge that—it had the opposite effect, actually.  
Not that there is a real tie-in here, but I don’t see Majerus’s 
work as this utopic project—I see it totally as the opposite. 
I think that he sensed the anxiety of his age, which reads 
even better in our age. When you see one of his works on 
Instagram now, it’s next to heads of states, oil companies, 
fitspo, celebs, and bot armies. In today’s information ecol-
ogy, his work gains so much more power.
JORDAN
But don’t forget, Cory, that the work is anachronistic—it’s 
nostalgic now.
CORY
Well, actually, I have a story. I saw Majerus’s show at Petzel 
in New York in 2002 when I was twenty-four. And I com-
pletely forgot about him! I came to his work again, without 
knowing, in 2014. I saw a painting of his, Untitled (2000), 
on Instagram with no credit—just an image. I had no idea 
who it was—I thought it was some young artist. I was 
like, “Oh my God, another fucking great Berlin artist that  
I have to deal with. Jesus Christ.” It was so good, and I was 
so annoyed! This to say that when I saw it again as an adult  
artist, a professional, I thought it was new. But in a way, both 
can be true. Painting works within its own history; there-
fore, it can often be hard to tell if a painting is new or old.
JORDAN
I think we have to strip Majerus down from the position 
of a provocateur or an image doctor. We also have to deal 
with him as someone working from his unconsciousness, 
and how he saw himself in the world—as someone from 
Generation X from western Europe, living in Berlin. And 
that he manifested himself as a conduit where he combined 
the world he lived in with his own unconsciousness, and 
how his unconsciousness was formed through the world 
he lived in. It’s like one lens of consciousness looking out 
into the world, and he did so in such a clear, potent, prob-
lematic, and challenging way. He sometimes let loose and 

he sometimes pulled in tight—that’s why he’s so enormous-
ly interesting and complex. I recall the exact moment my 
obsession with Majerus started. I was in the computer lab 
at Konstfack in Stockholm, where I was a student, brows-
ing Artforum’s website, when I came across the news of his 
passing. I immediately became attached to and fascinat-
ed by him. Anyhow, going back to consciousness: think of 
people who are obsessed with their dog; they’re like, “Look 
what my dog did, that’s crazy.” And you’re like, “Yeah, your 
dog did that because it’s a conscious entity who thinks, 
feels, breathes, desires.” And you keep on forgetting that 
until you see it and are reminded that the dog is alive and 
present just like you. It’s the same thing with Majerus’s 
work. You see it, and you’re like, “Oh my God, look what 
he did, look what he saw, look how he saw it. Then you re-
member. . . Yeah, that’s consciousness witnessing.” He was 
pure consciousness.
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Past exhibitions include Midnight Moment— 
Another Romp Through the IP (Times Square 
Edit), Times Square, New York (2022);  
Century 21, Greene Naftali, New York (2021); 
Topline, Cc Foundation, Shanghai (2019); 
BACK OFF, Firstsite, Colchester, Essex 
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JORDAN WOLFSON (b. 1980, New York; 
lives and works in Los Angeles) is known for 
his thought-provoking works in a wide 
range of media, including video, sculpture, 
installation, photography, and perfor-
mance. Pulling intuitively from the world 
of advertising, the internet, and the  
technology industry, he produces ambitious 
and enigmatic narratives that frequently 
revolve around a series of invented, ani-
mated characters. Through his art, Wolfson 
probes difficult, often controversial topics 
and themes that underlie American culture 
and contemporary society. 
A solo exhibition of Wolfson’s work is taking 
place at Kunsthaus Bregenz in Austria 
(opening July 2022). 
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FRIENDS RACISTS marked Wolfson’s 
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current installation of the works was on 
view at Sadie Coles HQ, London.  
In 2018, the inaugural London presentation 
of Jordan Wolfson’s Colored sculpture took 
place in the Tanks at Tate Modern. Also  
in 2018, the Broad in Los Angeles presented 
Jordan Wolfson’s (Female Figure) and the 
Zabludowicz Collection in London present-
ed 360: Jordan Wolfson. In 2016, the Stedelijk 
Museum Amsterdam hosted a two-part 
survey of the artist’s work, MANIC/LOVE/
TRUTH/LOVE. Jordan Wolfson: Ecce Homo / 
le Poseur, the most comprehensive survey  
of his work to date, was organized by the  
Stedelijk Museum voor Actuele Kunst 
(S.M.A.K.) in Ghent and presented in 2013.  
Other institutions that have hosted solo 
presentations of his work include Moderna 
Museet, Stockholm (2019); Schinkel  
Pavillon, Berlin (2018); Pond Society, New 
Century Art Foundation, Shanghai (2017); 
Cleveland Museum of Art (2015); Kuns-
thalle Wien, Vienna (2012); REDCAT, Los 
Angeles (2012); Kunstsammlung Nordrhein- 
Westfalen, Düsseldorf (2011); CCA Wattis 
Institute for Contemporary Arts, San Fran-
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BART VAN DER HEIDE is an art historian 
and exhibition maker and, as of June 2020, 
director of MUSEION—museum for  
modern and contemporary art in Bolzano. 
Under his directorship, the collection of 
MUSEION grew with significant donations 
and acquisitions, among which include  
installations by Natascha Sadr Haghighian, 
Seth Price, Sung Tieu and Jimmy Robert, 
as well as the private collection Archivio  
di Nuova Scrittura (ANS) donated by Paolo 
Della Grazia in 2021. The latter features 
about 1,800 artworks of Visual Poetry, 
Concrete Poetry, and Fluxus and is consid-
ered to be one of the most important  
collections of its kind in the world. 
In September 2021, MUSEION inaugurated  
an ambitious long-term research line  
under the title TECHNO HUMANITIES. 
Its first installment, the group exhibition 
TECHNO, unpacked the music genre  
for the first time outside its subcultural  
definition. Its second installment is curated 
by Pavel Pyś and Sara Cluggish and  
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titled Kingdom of the Ill, questions how  
and by whom the healthy and unhealthy  
body is defined in a technology-driven 
world.
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JORDAN
I would say I make contemporary art. I would just define 
it as contemporary art.
CORY
I would describe myself, and this is new, as an experimen-
tal media artist. This is a term that I ran away from for my 
whole career, but now I’m like, “Fuck it. Let’s do it.” 
JORDAN
I’d say that you’re a contemporary artist. I would not la-
bel you as an experimental media artist in the same way 
I wouldn’t say Bruce Nauman was an experimental media 
artist, but that he experimented with media.
CORY
And what do we call Majerus?
JORDAN
Just, totally, contemporary artist. Also let’s remember 
Majerus did work with animations on giant LCD monitors, 
and that majestic project for Manifesta 2 in Luxembourg 
in 1998, with that giant sneaker painting.
CORY
His work was opening up towards all these new direc-
tions. I’ve actually seen that original image in the wild—
there’s a great art library here in Stavanger at the Rogaland 
Kunstsenter assembled by Geir Haraldseth that has all these 
friezes from the 1990s; I was randomly flipping through one a 
few years back, and I saw where that Nike image came from.  
I almost had a heart attack. It was like seeing a famous person!  
Oh, contemporary artists. Maybe that’s where we end. We’re 
just contemporary artists.
Being an artist is a very bizarre process—it’s like sensing 
energy. Or dowsing. It’s about being open to frequencies. 
As you go through your career, you get better and you put 
your work out in the world for people to determine what 
it is. And hopefully the gap between what you thought it 
was and what people think it is isn’t too wide. Then the 
work changes, people change, culture changes, and you’re 
like, “Shit, that thing that I thought I knew what it was do-
ing is now doing something different.” In his notebooks, at 
one point, Majerus says something really direct about this, 
like, “I’m just going to let Tim [Neuger] talk for me.” As an 
artist, you make the work and you’re half-done; the other 
half is show business—everything that happens when the 
work leaves the studio. Majerus was just, I think, hands-
off about it in terms of speaking about the work. I am not 
hands-off. I have a website and I’m on Twitter and Are.na. 
I’m “massaging” the work constantly through all these on-
line channels. Every artist has their own methods.
BART
In this respect Majerus’s work can be an embodiment of 
the Duchampian “creating act” (l’état brut), in which the 
artist-intention is partly transferred to the interpretation 
of the spectator. Do you think the landscape has changed 
since this shift between pre- and post- Web 2.0? I feel that 
the current landscape has become very moralistic with re-
gards to an artist’s intention. 
JORDAN
I think things have changed enormously with Occupy Wall 
Street and these social justice movements. And I’m not op-
posed to social justice, but there’s pressure, at least here in 
the United States, for artists to somehow contribute to cre-
ate a kind of moral message. Basically, everything we do as 
artists should be a brick in the wall that helps the world be 
better. I think that’s highly problematic and enormously 
stifling for artists. One of the biggest problems with it, en-
demically, is that artists don’t have the same support that 

they had from the curatorial and institutional sides of the 
art world because the people who are working in those 
positions feel vulnerable to social or political uprisings 
against them and their institution. They stop taking risks 
and defending messages that question morals intentionally 
as they’re worried about those morals being misunderstood 
as a message of hate, rather than a question about the world 
we live in. As artists, we are looking at ourselves with quite 
a hard, jagged mind rather than a soft one. I think we’re in a 
particularly difficult place in culture. Your mind is crossed 
by thoughts like “No, I probably shouldn’t do that. That 
might be misunderstood as cultural appropriation,” or  
“I shouldn’t do that, it may be misunderstood as that.” 
Majerus was living in a world where it wasn’t as reductive 
or simplistic as it is now. And there was a lot of context 
that protected the artist to see the world as complete and 
flawed, making him able to reprocess content back into it.
CORY
When you talk about pre- Web 2.0, I think of the first gen-
eration of net artists, like Olia Lialina and JODI, who 
were working with the topics of production and circu-
lation already in the 1990s. These artists are a big part of 
the reason I became an artist. And, like them, I’m plat-
form agnostic. There is not really a hierarchy for me be-
tween online and off-line as there is equal amount of art 
power in the white cube and online—a masterpiece is 
a masterpiece; it doesn’t matter where it ends up. I like 
playing both games. Though, the center of discourse for 
contemporary art is still the white cube. The internet 
didn’t dislodge that—it had the opposite effect, actually.  
Not that there is a real tie-in here, but I don’t see Majerus’s 
work as this utopic project—I see it totally as the opposite. 
I think that he sensed the anxiety of his age, which reads 
even better in our age. When you see one of his works on 
Instagram now, it’s next to heads of states, oil companies, 
fitspo, celebs, and bot armies. In today’s information ecol-
ogy, his work gains so much more power.
JORDAN
But don’t forget, Cory, that the work is anachronistic—it’s 
nostalgic now.
CORY
Well, actually, I have a story. I saw Majerus’s show at Petzel 
in New York in 2002 when I was twenty-four. And I com-
pletely forgot about him! I came to his work again, without 
knowing, in 2014. I saw a painting of his, Untitled (2000), 
on Instagram with no credit—just an image. I had no idea 
who it was—I thought it was some young artist. I was 
like, “Oh my God, another fucking great Berlin artist that  
I have to deal with. Jesus Christ.” It was so good, and I was 
so annoyed! This to say that when I saw it again as an adult  
artist, a professional, I thought it was new. But in a way, both 
can be true. Painting works within its own history; there-
fore, it can often be hard to tell if a painting is new or old.
JORDAN
I think we have to strip Majerus down from the position 
of a provocateur or an image doctor. We also have to deal 
with him as someone working from his unconsciousness, 
and how he saw himself in the world—as someone from 
Generation X from western Europe, living in Berlin. And 
that he manifested himself as a conduit where he combined 
the world he lived in with his own unconsciousness, and 
how his unconsciousness was formed through the world 
he lived in. It’s like one lens of consciousness looking out 
into the world, and he did so in such a clear, potent, prob-
lematic, and challenging way. He sometimes let loose and 

he sometimes pulled in tight—that’s why he’s so enormous-
ly interesting and complex. I recall the exact moment my 
obsession with Majerus started. I was in the computer lab 
at Konstfack in Stockholm, where I was a student, brows-
ing Artforum’s website, when I came across the news of his 
passing. I immediately became attached to and fascinat-
ed by him. Anyhow, going back to consciousness: think of 
people who are obsessed with their dog; they’re like, “Look 
what my dog did, that’s crazy.” And you’re like, “Yeah, your 
dog did that because it’s a conscious entity who thinks, 
feels, breathes, desires.” And you keep on forgetting that 
until you see it and are reminded that the dog is alive and 
present just like you. It’s the same thing with Majerus’s 
work. You see it, and you’re like, “Oh my God, look what 
he did, look what he saw, look how he saw it. Then you re-
member. . . Yeah, that’s consciousness witnessing.” He was 
pure consciousness.
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as subject matter and medium.
Upcoming projects in 2022 include 3-  
at Lisson Gallery in East Hampton; Oh, Gods 
of Dust and Rainbows, Front Triennale, 
Cleveland; Flying Foxes, a solo exhibition  
at Kunstverein in Hamburg; and The  
Machine is Us, Munch Triennale, Oslo.
Past exhibitions include Midnight Moment— 
Another Romp Through the IP (Times Square 
Edit), Times Square, New York (2022);  
Century 21, Greene Naftali, New York (2021); 
Topline, Cc Foundation, Shanghai (2019); 
BACK OFF, Firstsite, Colchester, Essex 
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Vuitton München (2015); This is all so crazy, 
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JORDAN WOLFSON (b. 1980, New York; 
lives and works in Los Angeles) is known for 
his thought-provoking works in a wide 
range of media, including video, sculpture, 
installation, photography, and perfor-
mance. Pulling intuitively from the world 
of advertising, the internet, and the  
technology industry, he produces ambitious 
and enigmatic narratives that frequently 
revolve around a series of invented, ani-
mated characters. Through his art, Wolfson 
probes difficult, often controversial topics 
and themes that underlie American culture 
and contemporary society. 
A solo exhibition of Wolfson’s work is taking 
place at Kunsthaus Bregenz in Austria 
(opening July 2022). 
The artist has presented solo exhibitions of 
his work at David Zwirner in New York  
in 2014, 2016, and 2018. In 2020, ARTISTS 
FRIENDS RACISTS marked Wolfson’s 
fourth solo exhibition at the gallery. A con-
current installation of the works was on 
view at Sadie Coles HQ, London.  
In 2018, the inaugural London presentation 
of Jordan Wolfson’s Colored sculpture took 
place in the Tanks at Tate Modern. Also  
in 2018, the Broad in Los Angeles presented 
Jordan Wolfson’s (Female Figure) and the 
Zabludowicz Collection in London present-
ed 360: Jordan Wolfson. In 2016, the Stedelijk 
Museum Amsterdam hosted a two-part 
survey of the artist’s work, MANIC/LOVE/
TRUTH/LOVE. Jordan Wolfson: Ecce Homo / 
le Poseur, the most comprehensive survey  
of his work to date, was organized by the  
Stedelijk Museum voor Actuele Kunst 
(S.M.A.K.) in Ghent and presented in 2013.  
Other institutions that have hosted solo 
presentations of his work include Moderna 
Museet, Stockholm (2019); Schinkel  
Pavillon, Berlin (2018); Pond Society, New 
Century Art Foundation, Shanghai (2017); 
Cleveland Museum of Art (2015); Kuns-
thalle Wien, Vienna (2012); REDCAT, Los 
Angeles (2012); Kunstsammlung Nordrhein- 
Westfalen, Düsseldorf (2011); CCA Wattis 
Institute for Contemporary Arts, San Fran-
cisco (2009); Swiss Institute of Contempo-
rary Art, New York (2008); Galleria d’Arte 
Moderna e Contemporanea di Bergamo, 
Italy (2007); and Kunsthalle Zürich (2004). 
 
BART VAN DER HEIDE is an art historian 
and exhibition maker and, as of June 2020, 
director of MUSEION—museum for  
modern and contemporary art in Bolzano. 
Under his directorship, the collection of 
MUSEION grew with significant donations 
and acquisitions, among which include  
installations by Natascha Sadr Haghighian, 
Seth Price, Sung Tieu and Jimmy Robert, 
as well as the private collection Archivio  
di Nuova Scrittura (ANS) donated by Paolo 
Della Grazia in 2021. The latter features 
about 1,800 artworks of Visual Poetry, 
Concrete Poetry, and Fluxus and is consid-
ered to be one of the most important  
collections of its kind in the world. 
In September 2021, MUSEION inaugurated  
an ambitious long-term research line  
under the title TECHNO HUMANITIES. 
Its first installment, the group exhibition 
TECHNO, unpacked the music genre  
for the first time outside its subcultural  
definition. Its second installment is curated 
by Pavel Pyś and Sara Cluggish and  
opens on September 30, 2022. The project,  
titled Kingdom of the Ill, questions how  
and by whom the healthy and unhealthy  
body is defined in a technology-driven 
world.
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JORDAN
I would say I make contemporary art. I would just define 
it as contemporary art.
CORY
I would describe myself, and this is new, as an experimen-
tal media artist. This is a term that I ran away from for my 
whole career, but now I’m like, “Fuck it. Let’s do it.” 
JORDAN
I’d say that you’re a contemporary artist. I would not la-
bel you as an experimental media artist in the same way 
I wouldn’t say Bruce Nauman was an experimental media 
artist, but that he experimented with media.
CORY
And what do we call Majerus?
JORDAN
Just, totally, contemporary artist. Also let’s remember 
Majerus did work with animations on giant LCD monitors, 
and that majestic project for Manifesta 2 in Luxembourg 
in 1998, with that giant sneaker painting.
CORY
His work was opening up towards all these new direc-
tions. I’ve actually seen that original image in the wild—
there’s a great art library here in Stavanger at the Rogaland 
Kunstsenter assembled by Geir Haraldseth that has all these 
friezes from the 1990s; I was randomly flipping through one a 
few years back, and I saw where that Nike image came from.  
I almost had a heart attack. It was like seeing a famous person!  
Oh, contemporary artists. Maybe that’s where we end. We’re 
just contemporary artists.
Being an artist is a very bizarre process—it’s like sensing 
energy. Or dowsing. It’s about being open to frequencies. 
As you go through your career, you get better and you put 
your work out in the world for people to determine what 
it is. And hopefully the gap between what you thought it 
was and what people think it is isn’t too wide. Then the 
work changes, people change, culture changes, and you’re 
like, “Shit, that thing that I thought I knew what it was do-
ing is now doing something different.” In his notebooks, at 
one point, Majerus says something really direct about this, 
like, “I’m just going to let Tim [Neuger] talk for me.” As an 
artist, you make the work and you’re half-done; the other 
half is show business—everything that happens when the 
work leaves the studio. Majerus was just, I think, hands-
off about it in terms of speaking about the work. I am not 
hands-off. I have a website and I’m on Twitter and Are.na. 
I’m “massaging” the work constantly through all these on-
line channels. Every artist has their own methods.
BART
In this respect Majerus’s work can be an embodiment of 
the Duchampian “creating act” (l’état brut), in which the 
artist-intention is partly transferred to the interpretation 
of the spectator. Do you think the landscape has changed 
since this shift between pre- and post- Web 2.0? I feel that 
the current landscape has become very moralistic with re-
gards to an artist’s intention. 
JORDAN
I think things have changed enormously with Occupy Wall 
Street and these social justice movements. And I’m not op-
posed to social justice, but there’s pressure, at least here in 
the United States, for artists to somehow contribute to cre-
ate a kind of moral message. Basically, everything we do as 
artists should be a brick in the wall that helps the world be 
better. I think that’s highly problematic and enormously 
stifling for artists. One of the biggest problems with it, en-
demically, is that artists don’t have the same support that 

they had from the curatorial and institutional sides of the 
art world because the people who are working in those 
positions feel vulnerable to social or political uprisings 
against them and their institution. They stop taking risks 
and defending messages that question morals intentionally 
as they’re worried about those morals being misunderstood 
as a message of hate, rather than a question about the world 
we live in. As artists, we are looking at ourselves with quite 
a hard, jagged mind rather than a soft one. I think we’re in a 
particularly difficult place in culture. Your mind is crossed 
by thoughts like “No, I probably shouldn’t do that. That 
might be misunderstood as cultural appropriation,” or  
“I shouldn’t do that, it may be misunderstood as that.” 
Majerus was living in a world where it wasn’t as reductive 
or simplistic as it is now. And there was a lot of context 
that protected the artist to see the world as complete and 
flawed, making him able to reprocess content back into it.
CORY
When you talk about pre- Web 2.0, I think of the first gen-
eration of net artists, like Olia Lialina and JODI, who 
were working with the topics of production and circu-
lation already in the 1990s. These artists are a big part of 
the reason I became an artist. And, like them, I’m plat-
form agnostic. There is not really a hierarchy for me be-
tween online and off-line as there is equal amount of art 
power in the white cube and online—a masterpiece is 
a masterpiece; it doesn’t matter where it ends up. I like 
playing both games. Though, the center of discourse for 
contemporary art is still the white cube. The internet 
didn’t dislodge that—it had the opposite effect, actually.  
Not that there is a real tie-in here, but I don’t see Majerus’s 
work as this utopic project—I see it totally as the opposite. 
I think that he sensed the anxiety of his age, which reads 
even better in our age. When you see one of his works on 
Instagram now, it’s next to heads of states, oil companies, 
fitspo, celebs, and bot armies. In today’s information ecol-
ogy, his work gains so much more power.
JORDAN
But don’t forget, Cory, that the work is anachronistic—it’s 
nostalgic now.
CORY
Well, actually, I have a story. I saw Majerus’s show at Petzel 
in New York in 2002 when I was twenty-four. And I com-
pletely forgot about him! I came to his work again, without 
knowing, in 2014. I saw a painting of his, Untitled (2000), 
on Instagram with no credit—just an image. I had no idea 
who it was—I thought it was some young artist. I was 
like, “Oh my God, another fucking great Berlin artist that  
I have to deal with. Jesus Christ.” It was so good, and I was 
so annoyed! This to say that when I saw it again as an adult  
artist, a professional, I thought it was new. But in a way, both 
can be true. Painting works within its own history; there-
fore, it can often be hard to tell if a painting is new or old.
JORDAN
I think we have to strip Majerus down from the position 
of a provocateur or an image doctor. We also have to deal 
with him as someone working from his unconsciousness, 
and how he saw himself in the world—as someone from 
Generation X from western Europe, living in Berlin. And 
that he manifested himself as a conduit where he combined 
the world he lived in with his own unconsciousness, and 
how his unconsciousness was formed through the world 
he lived in. It’s like one lens of consciousness looking out 
into the world, and he did so in such a clear, potent, prob-
lematic, and challenging way. He sometimes let loose and 

he sometimes pulled in tight—that’s why he’s so enormous-
ly interesting and complex. I recall the exact moment my 
obsession with Majerus started. I was in the computer lab 
at Konstfack in Stockholm, where I was a student, brows-
ing Artforum’s website, when I came across the news of his 
passing. I immediately became attached to and fascinat-
ed by him. Anyhow, going back to consciousness: think of 
people who are obsessed with their dog; they’re like, “Look 
what my dog did, that’s crazy.” And you’re like, “Yeah, your 
dog did that because it’s a conscious entity who thinks, 
feels, breathes, desires.” And you keep on forgetting that 
until you see it and are reminded that the dog is alive and 
present just like you. It’s the same thing with Majerus’s 
work. You see it, and you’re like, “Oh my God, look what 
he did, look what he saw, look how he saw it. Then you re-
member. . . Yeah, that’s consciousness witnessing.” He was 
pure consciousness.
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his thought-provoking works in a wide 
range of media, including video, sculpture, 
installation, photography, and perfor-
mance. Pulling intuitively from the world 
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Other institutions that have hosted solo 
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JORDAN
I would say I make contemporary art. I would just define 
it as contemporary art.
CORY
I would describe myself, and this is new, as an experimen-
tal media artist. This is a term that I ran away from for my 
whole career, but now I’m like, “Fuck it. Let’s do it.” 
JORDAN
I’d say that you’re a contemporary artist. I would not la-
bel you as an experimental media artist in the same way 
I wouldn’t say Bruce Nauman was an experimental media 
artist, but that he experimented with media.
CORY
And what do we call Majerus?
JORDAN
Just, totally, contemporary artist. Also let’s remember 
Majerus did work with animations on giant LCD monitors, 
and that majestic project for Manifesta 2 in Luxembourg 
in 1998, with that giant sneaker painting.
CORY
His work was opening up towards all these new direc-
tions. I’ve actually seen that original image in the wild—
there’s a great art library here in Stavanger at the Rogaland 
Kunstsenter assembled by Geir Haraldseth that has all these 
friezes from the 1990s; I was randomly flipping through one a 
few years back, and I saw where that Nike image came from.  
I almost had a heart attack. It was like seeing a famous person!  
Oh, contemporary artists. Maybe that’s where we end. We’re 
just contemporary artists.
Being an artist is a very bizarre process—it’s like sensing 
energy. Or dowsing. It’s about being open to frequencies. 
As you go through your career, you get better and you put 
your work out in the world for people to determine what 
it is. And hopefully the gap between what you thought it 
was and what people think it is isn’t too wide. Then the 
work changes, people change, culture changes, and you’re 
like, “Shit, that thing that I thought I knew what it was do-
ing is now doing something different.” In his notebooks, at 
one point, Majerus says something really direct about this, 
like, “I’m just going to let Tim [Neuger] talk for me.” As an 
artist, you make the work and you’re half-done; the other 
half is show business—everything that happens when the 
work leaves the studio. Majerus was just, I think, hands-
off about it in terms of speaking about the work. I am not 
hands-off. I have a website and I’m on Twitter and Are.na. 
I’m “massaging” the work constantly through all these on-
line channels. Every artist has their own methods.
BART
In this respect Majerus’s work can be an embodiment of 
the Duchampian “creating act” (l’état brut), in which the 
artist-intention is partly transferred to the interpretation 
of the spectator. Do you think the landscape has changed 
since this shift between pre- and post- Web 2.0? I feel that 
the current landscape has become very moralistic with re-
gards to an artist’s intention. 
JORDAN
I think things have changed enormously with Occupy Wall 
Street and these social justice movements. And I’m not op-
posed to social justice, but there’s pressure, at least here in 
the United States, for artists to somehow contribute to cre-
ate a kind of moral message. Basically, everything we do as 
artists should be a brick in the wall that helps the world be 
better. I think that’s highly problematic and enormously 
stifling for artists. One of the biggest problems with it, en-
demically, is that artists don’t have the same support that 

they had from the curatorial and institutional sides of the 
art world because the people who are working in those 
positions feel vulnerable to social or political uprisings 
against them and their institution. They stop taking risks 
and defending messages that question morals intentionally 
as they’re worried about those morals being misunderstood 
as a message of hate, rather than a question about the world 
we live in. As artists, we are looking at ourselves with quite 
a hard, jagged mind rather than a soft one. I think we’re in a 
particularly difficult place in culture. Your mind is crossed 
by thoughts like “No, I probably shouldn’t do that. That 
might be misunderstood as cultural appropriation,” or  
“I shouldn’t do that, it may be misunderstood as that.” 
Majerus was living in a world where it wasn’t as reductive 
or simplistic as it is now. And there was a lot of context 
that protected the artist to see the world as complete and 
flawed, making him able to reprocess content back into it.
CORY
When you talk about pre- Web 2.0, I think of the first gen-
eration of net artists, like Olia Lialina and JODI, who 
were working with the topics of production and circu-
lation already in the 1990s. These artists are a big part of 
the reason I became an artist. And, like them, I’m plat-
form agnostic. There is not really a hierarchy for me be-
tween online and off-line as there is equal amount of art 
power in the white cube and online—a masterpiece is 
a masterpiece; it doesn’t matter where it ends up. I like 
playing both games. Though, the center of discourse for 
contemporary art is still the white cube. The internet 
didn’t dislodge that—it had the opposite effect, actually.  
Not that there is a real tie-in here, but I don’t see Majerus’s 
work as this utopic project—I see it totally as the opposite. 
I think that he sensed the anxiety of his age, which reads 
even better in our age. When you see one of his works on 
Instagram now, it’s next to heads of states, oil companies, 
fitspo, celebs, and bot armies. In today’s information ecol-
ogy, his work gains so much more power.
JORDAN
But don’t forget, Cory, that the work is anachronistic—it’s 
nostalgic now.
CORY
Well, actually, I have a story. I saw Majerus’s show at Petzel 
in New York in 2002 when I was twenty-four. And I com-
pletely forgot about him! I came to his work again, without 
knowing, in 2014. I saw a painting of his, Untitled (2000), 
on Instagram with no credit—just an image. I had no idea 
who it was—I thought it was some young artist. I was 
like, “Oh my God, another fucking great Berlin artist that  
I have to deal with. Jesus Christ.” It was so good, and I was 
so annoyed! This to say that when I saw it again as an adult  
artist, a professional, I thought it was new. But in a way, both 
can be true. Painting works within its own history; there-
fore, it can often be hard to tell if a painting is new or old.
JORDAN
I think we have to strip Majerus down from the position 
of a provocateur or an image doctor. We also have to deal 
with him as someone working from his unconsciousness, 
and how he saw himself in the world—as someone from 
Generation X from western Europe, living in Berlin. And 
that he manifested himself as a conduit where he combined 
the world he lived in with his own unconsciousness, and 
how his unconsciousness was formed through the world 
he lived in. It’s like one lens of consciousness looking out 
into the world, and he did so in such a clear, potent, prob-
lematic, and challenging way. He sometimes let loose and 

he sometimes pulled in tight—that’s why he’s so enormous-
ly interesting and complex. I recall the exact moment my 
obsession with Majerus started. I was in the computer lab 
at Konstfack in Stockholm, where I was a student, brows-
ing Artforum’s website, when I came across the news of his 
passing. I immediately became attached to and fascinat-
ed by him. Anyhow, going back to consciousness: think of 
people who are obsessed with their dog; they’re like, “Look 
what my dog did, that’s crazy.” And you’re like, “Yeah, your 
dog did that because it’s a conscious entity who thinks, 
feels, breathes, desires.” And you keep on forgetting that 
until you see it and are reminded that the dog is alive and 
present just like you. It’s the same thing with Majerus’s 
work. You see it, and you’re like, “Oh my God, look what 
he did, look what he saw, look how he saw it. Then you re-
member. . . Yeah, that’s consciousness witnessing.” He was 
pure consciousness.
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for the first time outside its subcultural  
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opens on September 30, 2022. The project,  
titled Kingdom of the Ill, questions how  
and by whom the healthy and unhealthy  
body is defined in a technology-driven 
world.
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Reading as many as possible of the essays and articles that 
have been published on Michel Majerus’s work in order to 
get a sense of which canonical pretext I was writing into 
was first and foremost one thing: excruciating. It meant 
that I was diving into a seemingly endless array of male au-
thors who, in their texts, were aligning an equally endless 
series of male painters to frame Majerus’s work in his own 
terms: male figuration. I cannot recommend it. Granted, 
those were the 1990s, and generally speaking, art writing 
by definition is somewhat professionally couched between 
fandom, mimetics, and distinction. However, the consis-
tency of this landscape of earnest valuation laid out be-
fore me remained somewhat shocking. Yes, Majerus was 
a (male) painter. One who really knew about (male) paint-
ing. But that today seems at best a quite vaguely signifi-
cant understanding of (his) art.

I was excited to be asked to write on Majerus because I al-
ways thought of his apparent grandiosity as being affir-
matively ridiculous. His consistent oversizing of his can- 
vases to conquer the exhibition spaces to me looked like 
an endlessly prolonged comical punch line, a joke that was 
on him. Majerus incessantly staged something Sianne Ngai 
and Lauren Berlant once called “comedy(’s) [. . .] pleasure- 
spectacle of form’s self-violation.”1 The upper-left-corner 
speech bubble “ENLARGE-O-RAY . . . ON!” that led the 
eye into his first neugerriemschneider solo show gemälde 
in 1994, added to a few meters further in by a small paint-
ing hung almost on floor level speech-bubbling “TOO 
BIG . . . BETTER SWITCH OFF,” seemed like a dad joke. 
The comic figures, the gestural brushstrokes, the dead-
pan abstraction of references that were unfailingly figu-
rative, down to the asphalt floor Majerus had mounted in 
the gallery, they were all representative of a gemälde fan-
boy going large. And that forty-six-meter-long dysfunc-
tional half-pipe Majerus staged at Kölnischer Kunstverein 
some four years later, with a surface almost exclusively ded-
icated to referential speech labels . . . It wasn’t cool. More 
like the openly dubious attempt by an art kid to invite 
the cool kids into the wrong party, the party of a gamer.  
Not a programmer, but a player. Not someone deviating 
code, but someone toying with its standardized outputs.  
A user. Michel Majerus, to me is the painter as user. And that 
is matched by his paint-by-number art references: Willem de 
Kooning, Frank Stella, Gerhard Richter, Georg Baselitz . . .  
The only thing these artists have in common (apart from 
the straight white men thing) is that they all professed a 

signature style. They are all hyper-recognizable. Of course, 
there is also Andy Warhol in Majerus, but he figures more 
as an idol than a reference, and Majerus’s repeated pair-
ings of Warhol with Jean-Michel Basquiat stamps them as 
a scene of their own.2 In some way these two seem more 
aligned with all those late mass cultural figures Majerus so 
meticulously knocked out of the background, and who al-
ways appear as tolerably physically indecent: overexposed, 
slightly hysteric, potentially devastated. Like the subject 
of that quote from that sinister book published in 1951,  
titled Minima Moralia, in Majerus’s aesthetics we encounter 
“the hysteric, who desired the miraculous.”3 Majerus fig-
ures are hysterics: Super Mario, Buzz Lightyear, and the 
Teletubbies longing to outlive their sequels. 

Majerus’s canvases, for me, always figured as an artful 
misunderstanding of algorithmic life, one that did not see 
digitization as cybernetic. He never seemed to have been 
invested in “the cybernetic machine” that in Sadie Plant’s 
1995 words, is something “which operates as, might even 
be described in terms of the introduction of increasing 
speed, miniaturization, and complexity to the process of 
weaving.” Plant mapped out that “these are the tendencies 
which converge in the global webs of data and the nets of 
communication by which cyberspace, or the matrix are un-
derstood.”4 But in that sense, in the sense in which Majerus 
in interviews repeatedly distanced himself from increasing 
speed, spoke against complexity, and practiced the literal  
opposite of miniaturization, the cyberspace was some-
thing that he did not get. He was just taken by it. This is 
not immersion, this is disorientation. Majerus does at no 
point lose himself—the German painter—in the web, but 
is joyfully washed away by its 1990s signs: during his life-
time, Majerus did not render himself a systemic hinge to 
his praxis, he remained authoritative within it, sprawling 
signs, painterly. As if Symbolism’s floodgates had been 
magically reopened to stage an all-encompassing dereal-
ization of consumerist expansionism. Majerus performed 
the hypertext dead end of a user’s life. And that is literally  
fantastic. Exactly because it is so unproductive, so self- 
violatingly comic, so receptively spectacular. But reading 
the ardent accounts of his proliferation within the modern 
(read white, male, heterosexual) painterly lineage made me 
afraid of looking into the thirteen note- and sketchbooks 
he had produced in 1995 while Plant was experiencing the 
cybernetic. They were published by Michel Majerus Estate 
in a facsimile edition with comments in 2018. Glimpsing 
confirmed that this wasn’t cyberspace. There was an exclu-
sively painterly mind at work here:

( B )
USER

by Kerstin Stakemeier

“Motherwell, Kooning, Kippenberger little ingenuity, 
mine with Stella

(sketch)—remove with spatula
 —black lines with more paint. 

perhaps me: work with more
(as painted)
full surfaces
(Motherwell 
Kipp.)”5

And, of course, it’s 100 percent boys boys boys all the way 
through. But even within that world of painting there seems to 
be no need to prolong such indiscriminate canonical flatten-
ing into framing him. And vice versa: retrospectively wanting 
to make it, or him, more differential seems equally ill-fated.  
Because it appears that Majerus’s not parsing cyberspace 
while still infesting his easels with the signs, tokens, fig- 
urines, and labels thrown out by it, only to place them within  
the brushstrokes of the great men before him, is what turns 
his spatial extravaganzas into something centrifugally  
sprawling: the grandiose painterly universe of an all-over 
symbolism. It had a derealizing effect, something already 
formulated in the miniature manifesto of the short-lived 
collective 3K-NH that Majerus formed with Stefan Jung, 
Nader Ahriman, Susa Reinhardt, and Wawrzyniec “Wawa” 
Tokarski in 1992: “3K-NH reveals the uselessness of commu-
nication in general, specifically in advertising and art.”6 And 
me translating it from German into English takes half the 
punch line away, because on the bottom of the same page 
a note was added in English in red initials: “No translation 
in English—Americans understand without text.” This is a 
Pop that is much more hysterically gay (as in happy) than 
an earnest valuation of its painterly dignity can care to ac-
count for. An art that is self-trigger-happy, if you will: an 
anti-communication design. An art with an “accelerated 
due date,” as Majerus would state in an interview in 1998.7 
He here goes on to explain that he does not produce from 
comprehending processes of formation, but adapts and ex-
pands Warhol’s premise to works from results only: painting 
not as lineage but as calculated sellout, as short-lived waste, 
perpetually longing to assert the next results (read art).8  
A “production” that is “as economically effective as possible”9 
(Majerus), generating numerous large-scale effacements of 
material livelihood in favor of immediate figuration. To use 
more of Majerus’s own words: “Good is, when ‘new’ man-
ages to become ‘old.’”10 He made it. His work is old. A user. 
Used. But we can use him more.

And there was already more where this came from thirty  
years earlier, when Pop initially rose to fame. Think of 
Gene Swenson’s The Other Tradition (1966), an exhibition 
designated to test the Pop art of his time for its livelihood.  
The accompanying all-text catalog, exclusively authored by 
Swenson, was driven by his anti-Cubist, or rather his anti- 
Formalist enthusiasm for aligning Pop art with Dadaism 
and (some) Surrealism in that, here, “feelings are things.”11 
One of his examples is that “words as used in paintings 
do not refer to other objects so much as being the ob-
ject they are, in themselves.”12 That not only characterizes  
Majerus’s un-skateable half pipe in a nutshell but also 
seems to align perfectly with his works in public space, like 
Beschleunigung, a fourteen meters wide ornamental aluminum 
piece installed in the central train station in Munich in 1998;  
or an earlier installation, which the painter Heike-Karen 

Föll writes about, titled Scheissarsch, a painting of the words 
“blöder Scheissarsch” (idiotic shitass) together with a gi-
ant comic bear figure wearing a yellow shirt with a comic  
bear logo on it that was mounted in a supermarket in 
Stuttgart in 1992 above the cooling shelves.13 Even Majerus’s 
2002 monumental reimaging of the Brandenburger Tor 
as Sozialpalast could be read this way. (His) “feelings are 
things.” In all the above, words are things, signs are things, 
and most importantly: paintings are things. In this light, 
the anti-communicative role that specifically language 
played as a reifying lever within Majerus’s painterly praxis  
becomes widely apparent: language in Majerus’s work is never  
rarified but travels indiscriminately as an endless collec- 
tion of objects, and more and more over the years. His chosen 
words and phrases, results like all other material he uses, pass 
freely back and forth between the surfaces of the painterly  
supports and the titles placed on labels next to them,  
with the same words figuring as one or the other repeatedly, 
becoming more object-like with each repetition. Swenson 
sees that in Pop “‘emotions’ have been objectified; perhaps 
some would say they have been mechanized.” But “the au-
thor sees nothing necessarily sinister in this: in fact he finds 
in it an exciting variety of possibilities of human aware-
ness. The distinction between object and sensation [. . .] has 
been blurred if not obliterated.”14 Motherwell, de Kooning, 
Kippenberg, Stella, they too are all mere sensations within  
Majerus’s symbolist flooding of exhibition spaces. One of the 
phrases painted on the aforementioned half pipe in Cologne 
was “das befreien des malens vom thema ausdruck” (the liberation 
of painting from the issue of expression), for which language 
was surely one of Majerus’s preferred means. Quoting Föll, all 
the means he isolated and figured “were all meant not to be 
understood as authentic, but as technical effects.”15 Everything 
becomes an effect for his painterly affect. However, unlike 
Dada and (some) Surrealism, these affects as effects do not 
share or project a communizing horizon; they are all his, in 
painterly isolation.

Such an obliteration of expressivity that is reified 
into an endless array of objects as sensations amounts to 
Symbolism not just for me. One of Swenson’s contemporaries,  
Robert Pincus-Witten, a writer for and editor of Artforum, 
known for coining the term “Postminimalism,”16 which he 
later less successfully tried to transfer into “Maximalism”17 
(if only had he known Majerus), argued in a 1976 essay that 
“American reductivist abstraction”—that which played an 
intense role in Majerus’s later figurations—“is in certain as-
pects rooted in Symbolism.”18 In an accompanying piece, 
Pincus-Witten added to this seemingly counterintuitively, 
and seemingly at odds not only with American reductivist 
abstraction but also with Majerus’s reductivist figuration: 
“There is no great man in Symbolism [. . .] [And] this owes 
partly to the fact that Symbolism is a style which has not 
lent itself to monumental art. It emphasizes easel paint-
ing and cabinet curious, and a scale allied to intimate self- 
referential concerns—to mystify, to intrigue, to suggest.  
It is not a grand style, but a devious one.”19 American painters  
aside, this characterization somewhat refigures Majerus’s 
installative painterly ambition from a dramatically differ-
ent vantage point than that of the boys boys boys of mod-
ern painting. Arguably, Majerus is not a great man in his 
work, he is an isolated user, figuring as a blank—his name 
by now itself transformed into two words among the many 
that circulate as objects in his art. He is lastly one of the re-
sults he worked with. And as much as his formats appear 
nothing but monumental, the architectural disposition in 
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Reading as many as possible of the essays and articles that 
have been published on Michel Majerus’s work in order to 
get a sense of which canonical pretext I was writing into 
was first and foremost one thing: excruciating. It meant 
that I was diving into a seemingly endless array of male au-
thors who, in their texts, were aligning an equally endless 
series of male painters to frame Majerus’s work in his own 
terms: male figuration. I cannot recommend it. Granted, 
those were the 1990s, and generally speaking, art writing 
by definition is somewhat professionally couched between 
fandom, mimetics, and distinction. However, the consis-
tency of this landscape of earnest valuation laid out be-
fore me remained somewhat shocking. Yes, Majerus was 
a (male) painter. One who really knew about (male) paint-
ing. But that today seems at best a quite vaguely signifi-
cant understanding of (his) art.

I was excited to be asked to write on Majerus because I al-
ways thought of his apparent grandiosity as being affir-
matively ridiculous. His consistent oversizing of his can- 
vases to conquer the exhibition spaces to me looked like 
an endlessly prolonged comical punch line, a joke that was 
on him. Majerus incessantly staged something Sianne Ngai 
and Lauren Berlant once called “comedy(’s) [. . .] pleasure- 
spectacle of form’s self-violation.”1 The upper-left-corner 
speech bubble “ENLARGE-O-RAY . . . ON!” that led the 
eye into his first neugerriemschneider solo show gemälde 
in 1994, added to a few meters further in by a small paint-
ing hung almost on floor level speech-bubbling “TOO 
BIG . . . BETTER SWITCH OFF,” seemed like a dad joke. 
The comic figures, the gestural brushstrokes, the dead-
pan abstraction of references that were unfailingly figu-
rative, down to the asphalt floor Majerus had mounted in 
the gallery, they were all representative of a gemälde fan-
boy going large. And that forty-six-meter-long dysfunc-
tional half-pipe Majerus staged at Kölnischer Kunstverein 
some four years later, with a surface almost exclusively ded-
icated to referential speech labels . . . It wasn’t cool. More 
like the openly dubious attempt by an art kid to invite 
the cool kids into the wrong party, the party of a gamer.  
Not a programmer, but a player. Not someone deviating 
code, but someone toying with its standardized outputs.  
A user. Michel Majerus, to me is the painter as user. And that 
is matched by his paint-by-number art references: Willem de 
Kooning, Frank Stella, Gerhard Richter, Georg Baselitz . . .  
The only thing these artists have in common (apart from 
the straight white men thing) is that they all professed a 

signature style. They are all hyper-recognizable. Of course, 
there is also Andy Warhol in Majerus, but he figures more 
as an idol than a reference, and Majerus’s repeated pair-
ings of Warhol with Jean-Michel Basquiat stamps them as 
a scene of their own.2 In some way these two seem more 
aligned with all those late mass cultural figures Majerus so 
meticulously knocked out of the background, and who al-
ways appear as tolerably physically indecent: overexposed, 
slightly hysteric, potentially devastated. Like the subject 
of that quote from that sinister book published in 1951,  
titled Minima Moralia, in Majerus’s aesthetics we encounter 
“the hysteric, who desired the miraculous.”3 Majerus fig-
ures are hysterics: Super Mario, Buzz Lightyear, and the 
Teletubbies longing to outlive their sequels. 

Majerus’s canvases, for me, always figured as an artful 
misunderstanding of algorithmic life, one that did not see 
digitization as cybernetic. He never seemed to have been 
invested in “the cybernetic machine” that in Sadie Plant’s 
1995 words, is something “which operates as, might even 
be described in terms of the introduction of increasing 
speed, miniaturization, and complexity to the process of 
weaving.” Plant mapped out that “these are the tendencies 
which converge in the global webs of data and the nets of 
communication by which cyberspace, or the matrix are un-
derstood.”4 But in that sense, in the sense in which Majerus 
in interviews repeatedly distanced himself from increasing 
speed, spoke against complexity, and practiced the literal  
opposite of miniaturization, the cyberspace was some-
thing that he did not get. He was just taken by it. This is 
not immersion, this is disorientation. Majerus does at no 
point lose himself—the German painter—in the web, but 
is joyfully washed away by its 1990s signs: during his life-
time, Majerus did not render himself a systemic hinge to 
his praxis, he remained authoritative within it, sprawling 
signs, painterly. As if Symbolism’s floodgates had been 
magically reopened to stage an all-encompassing dereal-
ization of consumerist expansionism. Majerus performed 
the hypertext dead end of a user’s life. And that is literally  
fantastic. Exactly because it is so unproductive, so self- 
violatingly comic, so receptively spectacular. But reading 
the ardent accounts of his proliferation within the modern 
(read white, male, heterosexual) painterly lineage made me 
afraid of looking into the thirteen note- and sketchbooks 
he had produced in 1995 while Plant was experiencing the 
cybernetic. They were published by Michel Majerus Estate 
in a facsimile edition with comments in 2018. Glimpsing 
confirmed that this wasn’t cyberspace. There was an exclu-
sively painterly mind at work here:

( B )
USER

by Kerstin Stakemeier

“Motherwell, Kooning, Kippenberger little ingenuity, 
mine with Stella

(sketch)—remove with spatula
 —black lines with more paint. 

perhaps me: work with more
(as painted)
full surfaces
(Motherwell 
Kipp.)”5

And, of course, it’s 100 percent boys boys boys all the way 
through. But even within that world of painting there seems to 
be no need to prolong such indiscriminate canonical flatten-
ing into framing him. And vice versa: retrospectively wanting 
to make it, or him, more differential seems equally ill-fated.  
Because it appears that Majerus’s not parsing cyberspace 
while still infesting his easels with the signs, tokens, fig- 
urines, and labels thrown out by it, only to place them within  
the brushstrokes of the great men before him, is what turns 
his spatial extravaganzas into something centrifugally  
sprawling: the grandiose painterly universe of an all-over 
symbolism. It had a derealizing effect, something already 
formulated in the miniature manifesto of the short-lived 
collective 3K-NH that Majerus formed with Stefan Jung, 
Nader Ahriman, Susa Reinhardt, and Wawrzyniec “Wawa” 
Tokarski in 1992: “3K-NH reveals the uselessness of commu-
nication in general, specifically in advertising and art.”6 And 
me translating it from German into English takes half the 
punch line away, because on the bottom of the same page 
a note was added in English in red initials: “No translation 
in English—Americans understand without text.” This is a 
Pop that is much more hysterically gay (as in happy) than 
an earnest valuation of its painterly dignity can care to ac-
count for. An art that is self-trigger-happy, if you will: an 
anti-communication design. An art with an “accelerated 
due date,” as Majerus would state in an interview in 1998.7 
He here goes on to explain that he does not produce from 
comprehending processes of formation, but adapts and ex-
pands Warhol’s premise to works from results only: painting 
not as lineage but as calculated sellout, as short-lived waste, 
perpetually longing to assert the next results (read art).8  
A “production” that is “as economically effective as possible”9 
(Majerus), generating numerous large-scale effacements of 
material livelihood in favor of immediate figuration. To use 
more of Majerus’s own words: “Good is, when ‘new’ man-
ages to become ‘old.’”10 He made it. His work is old. A user. 
Used. But we can use him more.

And there was already more where this came from thirty  
years earlier, when Pop initially rose to fame. Think of 
Gene Swenson’s The Other Tradition (1966), an exhibition 
designated to test the Pop art of his time for its livelihood.  
The accompanying all-text catalog, exclusively authored by 
Swenson, was driven by his anti-Cubist, or rather his anti- 
Formalist enthusiasm for aligning Pop art with Dadaism 
and (some) Surrealism in that, here, “feelings are things.”11 
One of his examples is that “words as used in paintings 
do not refer to other objects so much as being the ob-
ject they are, in themselves.”12 That not only characterizes  
Majerus’s un-skateable half pipe in a nutshell but also 
seems to align perfectly with his works in public space, like 
Beschleunigung, a fourteen meters wide ornamental aluminum 
piece installed in the central train station in Munich in 1998;  
or an earlier installation, which the painter Heike-Karen 

Föll writes about, titled Scheissarsch, a painting of the words 
“blöder Scheissarsch” (idiotic shitass) together with a gi-
ant comic bear figure wearing a yellow shirt with a comic  
bear logo on it that was mounted in a supermarket in 
Stuttgart in 1992 above the cooling shelves.13 Even Majerus’s 
2002 monumental reimaging of the Brandenburger Tor 
as Sozialpalast could be read this way. (His) “feelings are 
things.” In all the above, words are things, signs are things, 
and most importantly: paintings are things. In this light, 
the anti-communicative role that specifically language 
played as a reifying lever within Majerus’s painterly praxis  
becomes widely apparent: language in Majerus’s work is never  
rarified but travels indiscriminately as an endless collec- 
tion of objects, and more and more over the years. His chosen 
words and phrases, results like all other material he uses, pass 
freely back and forth between the surfaces of the painterly  
supports and the titles placed on labels next to them,  
with the same words figuring as one or the other repeatedly, 
becoming more object-like with each repetition. Swenson 
sees that in Pop “‘emotions’ have been objectified; perhaps 
some would say they have been mechanized.” But “the au-
thor sees nothing necessarily sinister in this: in fact he finds 
in it an exciting variety of possibilities of human aware-
ness. The distinction between object and sensation [. . .] has 
been blurred if not obliterated.”14 Motherwell, de Kooning, 
Kippenberg, Stella, they too are all mere sensations within  
Majerus’s symbolist flooding of exhibition spaces. One of the 
phrases painted on the aforementioned half pipe in Cologne 
was “das befreien des malens vom thema ausdruck” (the liberation 
of painting from the issue of expression), for which language 
was surely one of Majerus’s preferred means. Quoting Föll, all 
the means he isolated and figured “were all meant not to be 
understood as authentic, but as technical effects.”15 Everything 
becomes an effect for his painterly affect. However, unlike 
Dada and (some) Surrealism, these affects as effects do not 
share or project a communizing horizon; they are all his, in 
painterly isolation.

Such an obliteration of expressivity that is reified 
into an endless array of objects as sensations amounts to 
Symbolism not just for me. One of Swenson’s contemporaries,  
Robert Pincus-Witten, a writer for and editor of Artforum, 
known for coining the term “Postminimalism,”16 which he 
later less successfully tried to transfer into “Maximalism”17 
(if only had he known Majerus), argued in a 1976 essay that 
“American reductivist abstraction”—that which played an 
intense role in Majerus’s later figurations—“is in certain as-
pects rooted in Symbolism.”18 In an accompanying piece, 
Pincus-Witten added to this seemingly counterintuitively, 
and seemingly at odds not only with American reductivist 
abstraction but also with Majerus’s reductivist figuration: 
“There is no great man in Symbolism [. . .] [And] this owes 
partly to the fact that Symbolism is a style which has not 
lent itself to monumental art. It emphasizes easel paint-
ing and cabinet curious, and a scale allied to intimate self- 
referential concerns—to mystify, to intrigue, to suggest.  
It is not a grand style, but a devious one.”19 American painters  
aside, this characterization somewhat refigures Majerus’s 
installative painterly ambition from a dramatically differ-
ent vantage point than that of the boys boys boys of mod-
ern painting. Arguably, Majerus is not a great man in his 
work, he is an isolated user, figuring as a blank—his name 
by now itself transformed into two words among the many 
that circulate as objects in his art. He is lastly one of the re-
sults he worked with. And as much as his formats appear 
nothing but monumental, the architectural disposition in 
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Reading as many as possible of the essays and articles that 
have been published on Michel Majerus’s work in order to 
get a sense of which canonical pretext I was writing into 
was first and foremost one thing: excruciating. It meant 
that I was diving into a seemingly endless array of male au-
thors who, in their texts, were aligning an equally endless 
series of male painters to frame Majerus’s work in his own 
terms: male figuration. I cannot recommend it. Granted, 
those were the 1990s, and generally speaking, art writing 
by definition is somewhat professionally couched between 
fandom, mimetics, and distinction. However, the consis-
tency of this landscape of earnest valuation laid out be-
fore me remained somewhat shocking. Yes, Majerus was 
a (male) painter. One who really knew about (male) paint-
ing. But that today seems at best a quite vaguely signifi-
cant understanding of (his) art.

I was excited to be asked to write on Majerus because I al-
ways thought of his apparent grandiosity as being affir-
matively ridiculous. His consistent oversizing of his can- 
vases to conquer the exhibition spaces to me looked like 
an endlessly prolonged comical punch line, a joke that was 
on him. Majerus incessantly staged something Sianne Ngai 
and Lauren Berlant once called “comedy(’s) [. . .] pleasure- 
spectacle of form’s self-violation.”1 The upper-left-corner 
speech bubble “ENLARGE-O-RAY . . . ON!” that led the 
eye into his first neugerriemschneider solo show gemälde 
in 1994, added to a few meters further in by a small paint-
ing hung almost on floor level speech-bubbling “TOO 
BIG . . . BETTER SWITCH OFF,” seemed like a dad joke. 
The comic figures, the gestural brushstrokes, the dead-
pan abstraction of references that were unfailingly figu-
rative, down to the asphalt floor Majerus had mounted in 
the gallery, they were all representative of a gemälde fan-
boy going large. And that forty-six-meter-long dysfunc-
tional half-pipe Majerus staged at Kölnischer Kunstverein 
some four years later, with a surface almost exclusively ded-
icated to referential speech labels . . . It wasn’t cool. More 
like the openly dubious attempt by an art kid to invite 
the cool kids into the wrong party, the party of a gamer.  
Not a programmer, but a player. Not someone deviating 
code, but someone toying with its standardized outputs.  
A user. Michel Majerus, to me is the painter as user. And that 
is matched by his paint-by-number art references: Willem de 
Kooning, Frank Stella, Gerhard Richter, Georg Baselitz . . .  
The only thing these artists have in common (apart from 
the straight white men thing) is that they all professed a 

signature style. They are all hyper-recognizable. Of course, 
there is also Andy Warhol in Majerus, but he figures more 
as an idol than a reference, and Majerus’s repeated pair-
ings of Warhol with Jean-Michel Basquiat stamps them as 
a scene of their own.2 In some way these two seem more 
aligned with all those late mass cultural figures Majerus so 
meticulously knocked out of the background, and who al-
ways appear as tolerably physically indecent: overexposed, 
slightly hysteric, potentially devastated. Like the subject 
of that quote from that sinister book published in 1951,  
titled Minima Moralia, in Majerus’s aesthetics we encounter 
“the hysteric, who desired the miraculous.”3 Majerus fig-
ures are hysterics: Super Mario, Buzz Lightyear, and the 
Teletubbies longing to outlive their sequels. 

Majerus’s canvases, for me, always figured as an artful 
misunderstanding of algorithmic life, one that did not see 
digitization as cybernetic. He never seemed to have been 
invested in “the cybernetic machine” that in Sadie Plant’s 
1995 words, is something “which operates as, might even 
be described in terms of the introduction of increasing 
speed, miniaturization, and complexity to the process of 
weaving.” Plant mapped out that “these are the tendencies 
which converge in the global webs of data and the nets of 
communication by which cyberspace, or the matrix are un-
derstood.”4 But in that sense, in the sense in which Majerus 
in interviews repeatedly distanced himself from increasing 
speed, spoke against complexity, and practiced the literal  
opposite of miniaturization, the cyberspace was some-
thing that he did not get. He was just taken by it. This is 
not immersion, this is disorientation. Majerus does at no 
point lose himself—the German painter—in the web, but 
is joyfully washed away by its 1990s signs: during his life-
time, Majerus did not render himself a systemic hinge to 
his praxis, he remained authoritative within it, sprawling 
signs, painterly. As if Symbolism’s floodgates had been 
magically reopened to stage an all-encompassing dereal-
ization of consumerist expansionism. Majerus performed 
the hypertext dead end of a user’s life. And that is literally  
fantastic. Exactly because it is so unproductive, so self- 
violatingly comic, so receptively spectacular. But reading 
the ardent accounts of his proliferation within the modern 
(read white, male, heterosexual) painterly lineage made me 
afraid of looking into the thirteen note- and sketchbooks 
he had produced in 1995 while Plant was experiencing the 
cybernetic. They were published by Michel Majerus Estate 
in a facsimile edition with comments in 2018. Glimpsing 
confirmed that this wasn’t cyberspace. There was an exclu-
sively painterly mind at work here:
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“Motherwell, Kooning, Kippenberger little ingenuity, 
mine with Stella
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 —black lines with more paint. 
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(Motherwell 
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And, of course, it’s 100 percent boys boys boys all the way 
through. But even within that world of painting there seems to 
be no need to prolong such indiscriminate canonical flatten-
ing into framing him. And vice versa: retrospectively wanting 
to make it, or him, more differential seems equally ill-fated.  
Because it appears that Majerus’s not parsing cyberspace 
while still infesting his easels with the signs, tokens, fig- 
urines, and labels thrown out by it, only to place them within  
the brushstrokes of the great men before him, is what turns 
his spatial extravaganzas into something centrifugally  
sprawling: the grandiose painterly universe of an all-over 
symbolism. It had a derealizing effect, something already 
formulated in the miniature manifesto of the short-lived 
collective 3K-NH that Majerus formed with Stefan Jung, 
Nader Ahriman, Susa Reinhardt, and Wawrzyniec “Wawa” 
Tokarski in 1992: “3K-NH reveals the uselessness of commu-
nication in general, specifically in advertising and art.”6 And 
me translating it from German into English takes half the 
punch line away, because on the bottom of the same page 
a note was added in English in red initials: “No translation 
in English—Americans understand without text.” This is a 
Pop that is much more hysterically gay (as in happy) than 
an earnest valuation of its painterly dignity can care to ac-
count for. An art that is self-trigger-happy, if you will: an 
anti-communication design. An art with an “accelerated 
due date,” as Majerus would state in an interview in 1998.7 
He here goes on to explain that he does not produce from 
comprehending processes of formation, but adapts and ex-
pands Warhol’s premise to works from results only: painting 
not as lineage but as calculated sellout, as short-lived waste, 
perpetually longing to assert the next results (read art).8  
A “production” that is “as economically effective as possible”9 
(Majerus), generating numerous large-scale effacements of 
material livelihood in favor of immediate figuration. To use 
more of Majerus’s own words: “Good is, when ‘new’ man-
ages to become ‘old.’”10 He made it. His work is old. A user. 
Used. But we can use him more.

And there was already more where this came from thirty  
years earlier, when Pop initially rose to fame. Think of 
Gene Swenson’s The Other Tradition (1966), an exhibition 
designated to test the Pop art of his time for its livelihood.  
The accompanying all-text catalog, exclusively authored by 
Swenson, was driven by his anti-Cubist, or rather his anti- 
Formalist enthusiasm for aligning Pop art with Dadaism 
and (some) Surrealism in that, here, “feelings are things.”11 
One of his examples is that “words as used in paintings 
do not refer to other objects so much as being the ob-
ject they are, in themselves.”12 That not only characterizes  
Majerus’s un-skateable half pipe in a nutshell but also 
seems to align perfectly with his works in public space, like 
Beschleunigung, a fourteen meters wide ornamental aluminum 
piece installed in the central train station in Munich in 1998;  
or an earlier installation, which the painter Heike-Karen 

Föll writes about, titled Scheissarsch, a painting of the words 
“blöder Scheissarsch” (idiotic shitass) together with a gi-
ant comic bear figure wearing a yellow shirt with a comic  
bear logo on it that was mounted in a supermarket in 
Stuttgart in 1992 above the cooling shelves.13 Even Majerus’s 
2002 monumental reimaging of the Brandenburger Tor 
as Sozialpalast could be read this way. (His) “feelings are 
things.” In all the above, words are things, signs are things, 
and most importantly: paintings are things. In this light, 
the anti-communicative role that specifically language 
played as a reifying lever within Majerus’s painterly praxis  
becomes widely apparent: language in Majerus’s work is never  
rarified but travels indiscriminately as an endless collec- 
tion of objects, and more and more over the years. His chosen 
words and phrases, results like all other material he uses, pass 
freely back and forth between the surfaces of the painterly  
supports and the titles placed on labels next to them,  
with the same words figuring as one or the other repeatedly, 
becoming more object-like with each repetition. Swenson 
sees that in Pop “‘emotions’ have been objectified; perhaps 
some would say they have been mechanized.” But “the au-
thor sees nothing necessarily sinister in this: in fact he finds 
in it an exciting variety of possibilities of human aware-
ness. The distinction between object and sensation [. . .] has 
been blurred if not obliterated.”14 Motherwell, de Kooning, 
Kippenberg, Stella, they too are all mere sensations within  
Majerus’s symbolist flooding of exhibition spaces. One of the 
phrases painted on the aforementioned half pipe in Cologne 
was “das befreien des malens vom thema ausdruck” (the liberation 
of painting from the issue of expression), for which language 
was surely one of Majerus’s preferred means. Quoting Föll, all 
the means he isolated and figured “were all meant not to be 
understood as authentic, but as technical effects.”15 Everything 
becomes an effect for his painterly affect. However, unlike 
Dada and (some) Surrealism, these affects as effects do not 
share or project a communizing horizon; they are all his, in 
painterly isolation.

Such an obliteration of expressivity that is reified 
into an endless array of objects as sensations amounts to 
Symbolism not just for me. One of Swenson’s contemporaries,  
Robert Pincus-Witten, a writer for and editor of Artforum, 
known for coining the term “Postminimalism,”16 which he 
later less successfully tried to transfer into “Maximalism”17 
(if only had he known Majerus), argued in a 1976 essay that 
“American reductivist abstraction”—that which played an 
intense role in Majerus’s later figurations—“is in certain as-
pects rooted in Symbolism.”18 In an accompanying piece, 
Pincus-Witten added to this seemingly counterintuitively, 
and seemingly at odds not only with American reductivist 
abstraction but also with Majerus’s reductivist figuration: 
“There is no great man in Symbolism [. . .] [And] this owes 
partly to the fact that Symbolism is a style which has not 
lent itself to monumental art. It emphasizes easel paint-
ing and cabinet curious, and a scale allied to intimate self- 
referential concerns—to mystify, to intrigue, to suggest.  
It is not a grand style, but a devious one.”19 American painters  
aside, this characterization somewhat refigures Majerus’s 
installative painterly ambition from a dramatically differ-
ent vantage point than that of the boys boys boys of mod-
ern painting. Arguably, Majerus is not a great man in his 
work, he is an isolated user, figuring as a blank—his name 
by now itself transformed into two words among the many 
that circulate as objects in his art. He is lastly one of the re-
sults he worked with. And as much as his formats appear 
nothing but monumental, the architectural disposition in 
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Reading as many as possible of the essays and articles that 
have been published on Michel Majerus’s work in order to 
get a sense of which canonical pretext I was writing into 
was first and foremost one thing: excruciating. It meant 
that I was diving into a seemingly endless array of male au-
thors who, in their texts, were aligning an equally endless 
series of male painters to frame Majerus’s work in his own 
terms: male figuration. I cannot recommend it. Granted, 
those were the 1990s, and generally speaking, art writing 
by definition is somewhat professionally couched between 
fandom, mimetics, and distinction. However, the consis-
tency of this landscape of earnest valuation laid out be-
fore me remained somewhat shocking. Yes, Majerus was 
a (male) painter. One who really knew about (male) paint-
ing. But that today seems at best a quite vaguely signifi-
cant understanding of (his) art.

I was excited to be asked to write on Majerus because I al-
ways thought of his apparent grandiosity as being affir-
matively ridiculous. His consistent oversizing of his can- 
vases to conquer the exhibition spaces to me looked like 
an endlessly prolonged comical punch line, a joke that was 
on him. Majerus incessantly staged something Sianne Ngai 
and Lauren Berlant once called “comedy(’s) [. . .] pleasure- 
spectacle of form’s self-violation.”1 The upper-left-corner 
speech bubble “ENLARGE-O-RAY . . . ON!” that led the 
eye into his first neugerriemschneider solo show gemälde 
in 1994, added to a few meters further in by a small paint-
ing hung almost on floor level speech-bubbling “TOO 
BIG . . . BETTER SWITCH OFF,” seemed like a dad joke. 
The comic figures, the gestural brushstrokes, the dead-
pan abstraction of references that were unfailingly figu-
rative, down to the asphalt floor Majerus had mounted in 
the gallery, they were all representative of a gemälde fan-
boy going large. And that forty-six-meter-long dysfunc-
tional half-pipe Majerus staged at Kölnischer Kunstverein 
some four years later, with a surface almost exclusively ded-
icated to referential speech labels . . . It wasn’t cool. More 
like the openly dubious attempt by an art kid to invite 
the cool kids into the wrong party, the party of a gamer.  
Not a programmer, but a player. Not someone deviating 
code, but someone toying with its standardized outputs.  
A user. Michel Majerus, to me is the painter as user. And that 
is matched by his paint-by-number art references: Willem de 
Kooning, Frank Stella, Gerhard Richter, Georg Baselitz . . .  
The only thing these artists have in common (apart from 
the straight white men thing) is that they all professed a 

signature style. They are all hyper-recognizable. Of course, 
there is also Andy Warhol in Majerus, but he figures more 
as an idol than a reference, and Majerus’s repeated pair-
ings of Warhol with Jean-Michel Basquiat stamps them as 
a scene of their own.2 In some way these two seem more 
aligned with all those late mass cultural figures Majerus so 
meticulously knocked out of the background, and who al-
ways appear as tolerably physically indecent: overexposed, 
slightly hysteric, potentially devastated. Like the subject 
of that quote from that sinister book published in 1951,  
titled Minima Moralia, in Majerus’s aesthetics we encounter 
“the hysteric, who desired the miraculous.”3 Majerus fig-
ures are hysterics: Super Mario, Buzz Lightyear, and the 
Teletubbies longing to outlive their sequels. 

Majerus’s canvases, for me, always figured as an artful 
misunderstanding of algorithmic life, one that did not see 
digitization as cybernetic. He never seemed to have been 
invested in “the cybernetic machine” that in Sadie Plant’s 
1995 words, is something “which operates as, might even 
be described in terms of the introduction of increasing 
speed, miniaturization, and complexity to the process of 
weaving.” Plant mapped out that “these are the tendencies 
which converge in the global webs of data and the nets of 
communication by which cyberspace, or the matrix are un-
derstood.”4 But in that sense, in the sense in which Majerus 
in interviews repeatedly distanced himself from increasing 
speed, spoke against complexity, and practiced the literal  
opposite of miniaturization, the cyberspace was some-
thing that he did not get. He was just taken by it. This is 
not immersion, this is disorientation. Majerus does at no 
point lose himself—the German painter—in the web, but 
is joyfully washed away by its 1990s signs: during his life-
time, Majerus did not render himself a systemic hinge to 
his praxis, he remained authoritative within it, sprawling 
signs, painterly. As if Symbolism’s floodgates had been 
magically reopened to stage an all-encompassing dereal-
ization of consumerist expansionism. Majerus performed 
the hypertext dead end of a user’s life. And that is literally  
fantastic. Exactly because it is so unproductive, so self- 
violatingly comic, so receptively spectacular. But reading 
the ardent accounts of his proliferation within the modern 
(read white, male, heterosexual) painterly lineage made me 
afraid of looking into the thirteen note- and sketchbooks 
he had produced in 1995 while Plant was experiencing the 
cybernetic. They were published by Michel Majerus Estate 
in a facsimile edition with comments in 2018. Glimpsing 
confirmed that this wasn’t cyberspace. There was an exclu-
sively painterly mind at work here:

( B )
USER

by Kerstin Stakemeier

“Motherwell, Kooning, Kippenberger little ingenuity, 
mine with Stella

(sketch)—remove with spatula
 —black lines with more paint. 

perhaps me: work with more
(as painted)
full surfaces
(Motherwell 
Kipp.)”5

And, of course, it’s 100 percent boys boys boys all the way 
through. But even within that world of painting there seems to 
be no need to prolong such indiscriminate canonical flatten-
ing into framing him. And vice versa: retrospectively wanting 
to make it, or him, more differential seems equally ill-fated.  
Because it appears that Majerus’s not parsing cyberspace 
while still infesting his easels with the signs, tokens, fig- 
urines, and labels thrown out by it, only to place them within  
the brushstrokes of the great men before him, is what turns 
his spatial extravaganzas into something centrifugally  
sprawling: the grandiose painterly universe of an all-over 
symbolism. It had a derealizing effect, something already 
formulated in the miniature manifesto of the short-lived 
collective 3K-NH that Majerus formed with Stefan Jung, 
Nader Ahriman, Susa Reinhardt, and Wawrzyniec “Wawa” 
Tokarski in 1992: “3K-NH reveals the uselessness of commu-
nication in general, specifically in advertising and art.”6 And 
me translating it from German into English takes half the 
punch line away, because on the bottom of the same page 
a note was added in English in red initials: “No translation 
in English—Americans understand without text.” This is a 
Pop that is much more hysterically gay (as in happy) than 
an earnest valuation of its painterly dignity can care to ac-
count for. An art that is self-trigger-happy, if you will: an 
anti-communication design. An art with an “accelerated 
due date,” as Majerus would state in an interview in 1998.7 
He here goes on to explain that he does not produce from 
comprehending processes of formation, but adapts and ex-
pands Warhol’s premise to works from results only: painting 
not as lineage but as calculated sellout, as short-lived waste, 
perpetually longing to assert the next results (read art).8  
A “production” that is “as economically effective as possible”9 
(Majerus), generating numerous large-scale effacements of 
material livelihood in favor of immediate figuration. To use 
more of Majerus’s own words: “Good is, when ‘new’ man-
ages to become ‘old.’”10 He made it. His work is old. A user. 
Used. But we can use him more.

And there was already more where this came from thirty  
years earlier, when Pop initially rose to fame. Think of 
Gene Swenson’s The Other Tradition (1966), an exhibition 
designated to test the Pop art of his time for its livelihood.  
The accompanying all-text catalog, exclusively authored by 
Swenson, was driven by his anti-Cubist, or rather his anti- 
Formalist enthusiasm for aligning Pop art with Dadaism 
and (some) Surrealism in that, here, “feelings are things.”11 
One of his examples is that “words as used in paintings 
do not refer to other objects so much as being the ob-
ject they are, in themselves.”12 That not only characterizes  
Majerus’s un-skateable half pipe in a nutshell but also 
seems to align perfectly with his works in public space, like 
Beschleunigung, a fourteen meters wide ornamental aluminum 
piece installed in the central train station in Munich in 1998;  
or an earlier installation, which the painter Heike-Karen 

Föll writes about, titled Scheissarsch, a painting of the words 
“blöder Scheissarsch” (idiotic shitass) together with a gi-
ant comic bear figure wearing a yellow shirt with a comic  
bear logo on it that was mounted in a supermarket in 
Stuttgart in 1992 above the cooling shelves.13 Even Majerus’s 
2002 monumental reimaging of the Brandenburger Tor 
as Sozialpalast could be read this way. (His) “feelings are 
things.” In all the above, words are things, signs are things, 
and most importantly: paintings are things. In this light, 
the anti-communicative role that specifically language 
played as a reifying lever within Majerus’s painterly praxis  
becomes widely apparent: language in Majerus’s work is never  
rarified but travels indiscriminately as an endless collec- 
tion of objects, and more and more over the years. His chosen 
words and phrases, results like all other material he uses, pass 
freely back and forth between the surfaces of the painterly  
supports and the titles placed on labels next to them,  
with the same words figuring as one or the other repeatedly, 
becoming more object-like with each repetition. Swenson 
sees that in Pop “‘emotions’ have been objectified; perhaps 
some would say they have been mechanized.” But “the au-
thor sees nothing necessarily sinister in this: in fact he finds 
in it an exciting variety of possibilities of human aware-
ness. The distinction between object and sensation [. . .] has 
been blurred if not obliterated.”14 Motherwell, de Kooning, 
Kippenberg, Stella, they too are all mere sensations within  
Majerus’s symbolist flooding of exhibition spaces. One of the 
phrases painted on the aforementioned half pipe in Cologne 
was “das befreien des malens vom thema ausdruck” (the liberation 
of painting from the issue of expression), for which language 
was surely one of Majerus’s preferred means. Quoting Föll, all 
the means he isolated and figured “were all meant not to be 
understood as authentic, but as technical effects.”15 Everything 
becomes an effect for his painterly affect. However, unlike 
Dada and (some) Surrealism, these affects as effects do not 
share or project a communizing horizon; they are all his, in 
painterly isolation.

Such an obliteration of expressivity that is reified 
into an endless array of objects as sensations amounts to 
Symbolism not just for me. One of Swenson’s contemporaries,  
Robert Pincus-Witten, a writer for and editor of Artforum, 
known for coining the term “Postminimalism,”16 which he 
later less successfully tried to transfer into “Maximalism”17 
(if only had he known Majerus), argued in a 1976 essay that 
“American reductivist abstraction”—that which played an 
intense role in Majerus’s later figurations—“is in certain as-
pects rooted in Symbolism.”18 In an accompanying piece, 
Pincus-Witten added to this seemingly counterintuitively, 
and seemingly at odds not only with American reductivist 
abstraction but also with Majerus’s reductivist figuration: 
“There is no great man in Symbolism [. . .] [And] this owes 
partly to the fact that Symbolism is a style which has not 
lent itself to monumental art. It emphasizes easel paint-
ing and cabinet curious, and a scale allied to intimate self- 
referential concerns—to mystify, to intrigue, to suggest.  
It is not a grand style, but a devious one.”19 American painters  
aside, this characterization somewhat refigures Majerus’s 
installative painterly ambition from a dramatically differ-
ent vantage point than that of the boys boys boys of mod-
ern painting. Arguably, Majerus is not a great man in his 
work, he is an isolated user, figuring as a blank—his name 
by now itself transformed into two words among the many 
that circulate as objects in his art. He is lastly one of the re-
sults he worked with. And as much as his formats appear 
nothing but monumental, the architectural disposition in 
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which he designed them during his lifetime forced his view-
ers into “intimate self-referential concerns” at the scale of 
computerized mass culture, “to mystify, to intrigue, to sug-
gest.” “Cabinet curious” to be sure. When I see Majerus’s 
work, I think “anglophone mannerist gay (as in not straight) 
art criticism coming out of the 1960s”—I want Majerus 
as a Symbolist. But what I came to read was, for the most 
part, German-speaking hetero-normcore coming out of 
the 1990s—they want him as a Romantic.20

Evidently, masculinity itself does not figure much at 
all on the countless pages of appreciation prose that passed 
before my eyes, and neither does it in Majerus’s works them-
selves. But because of masculinity hovering through all 
these catalogs as a granted abstraction, that of the modern 
subject of painting (and I should probably write THE, all 
caps, but really don’t feel [like] it), figuration becomes un-
mistakably and generically gendered. It is His Figuration. 
Majerus himself arises from it as a quite kitschy historical 
figure: a consumerist Romantic. But, to repeat myself, that 
user could be a Symbolist. The painter Majerus emerges as 
a stand-in for the last capitalized stage of a once epigonal 
artistic subject that in today’s disintegrated and disintegra-
tive aftermath of modern futurity finds himself more often 
than not sexed and racialized (at last). Today, white male 
heterosexual figuration is quite visibly that. It has become 
unavoidably Mannerist. And that makes it not only more ob-
viously ridiculous and grandiose but also renders it quirkier  
and, to a certain degree, much more articulate. What  
I learned from my excursion into the deep end of curatorial  
and critical prose assembled around Majerus’s practice 
is that his work today is highly significant not least in its 
role as a grand and grandiose historical frontier of generic 
 (male) painterly articulation: Majerus articulates virtu-
ously the hysteric endpoint of a painterly Romanticism.21  
In Majerus’s one-decade oeuvre, the male painter of moder- 
nity gaily confesses to be nothing else than an eager user, 
offering his paintings as secondary markets of product 
placement (of results from in- and outside art). In that 
Majerus’s lifetime exhibitions were hysteric signages, or 
Werbeblöcke (commercial breaks) as he called them.22 Again, 
this is fantastic.

I am ending on using the words of another author.  
I am using them as a result in the way in which Majerus 
used all his sources as results. This is not least to demon-
strate the (in his case, painterly) self-absorption this aes-
thetic method has to know of its devastating and ultimately 
intolerable social limit. It is being a user. I declared Majerus 
to be a Symbolist because in depriving him of Romanticism 
he himself becomes much more useable in opposition to, 
and severed from, the artistic lineage that he so excessive-
ly channeled and experienced as his. It’s not his anymore.  
The words I am using are once again those of Lauren 
Berlant, and in her book Cruel Optimism one finds the bla-
tant social and psychologic realities of what I merely sketch 
as a symbolist attitude, a life in which “feeling are things,”23 
capitalized things to be more specific. Majerus’s reality was 
strictly painterly and the “self-unfolding excitement [in 
his work] is neither comic, nor tragic, nor melodramatic—
but [it is] metaformal.”24 Majerus was a metaformal user.  
And today, twenty years after his death, we might use his 
results as something that “is not a grand style, but a devi-
ous one,” a late capitalist “cabinet curious” full of results. 

KERSTIN STAKEMEIER is an educator 
(Academy of Fine Arts Nuremberg) and 
writer working with others. With Jenny 
Nachtigall she co-authored a special issue 
on the work of Lu Märten for October (2022), 
and with Anselm Franke she co-curated  
Illiberal Arts at Haus der Kulturen der Welt 
in Berlin (2021), which will continue at  
Ludwig Forum Aachen (2023). With Bill 
Dietz she co-taught and co-published  
Universal Receptivity (2021), and with Marina 
Vishmidt Reproducing Autonomy (2016),  
and both these collaborations are advancing 
towards new iterations. In 2017 Stakemeier’s 
monograph Entgrenzter Formalismus:  
Verfahren einer antimodernen Ästhetik came 
out (b_books/ PoLYpeN).

In a creative period of just ten years,  
MICHEL MAJERUS (b. 1967, Esch-sur- 
Alzette, Luxembourg; d. 2002, Nieder- 
anven, Luxembourg) produced a prolific 
body of work that is today recognized  
as one of the first to explore the then- 
nascent digital age. The acrylic-on-canvas 
paintings were made using paintbrush, silk 
screen, collage, and computer-generated 
imagery, and manifest omnivorous visual 
sampling from historic paintings, pictorial 
ciphers, typography, and pop and youth 
culture.
In 2022, twenty years after the artist’s  
untimely death, the exhibition series Michel 
Majerus 2022 is dedicated to various  
phases and aspects of Majerus’s extraordi-
nary oeuvre, which has continued to in- 
fluence generations of artists. Majerus 2022 
will honor the artist’s practice with four 
solo exhibitions: Michel Majerus—Early 
Works at KW Institute for Contemporary 
Art, Berlin; Michel Majerus—gemälde,  
1994 at neugerriemschneider, Berlin; Michel 
Majerus—Data Streaming at Kunstverein in 
Hamburg; Michel Majerus at Neuer Berliner 
Kunstverein (n.b.k.), Berlin; and the group 
show kosuth majerus sonderborg—an installation 
by Joseph Kosuth at Michel Majerus Estate, 
Berlin (all 2022–23). Michel Majerus: Progres-
sive Aesthetics will run parallel to the ex- 
hibition series at the Institute of Contem-
porary Art, Miami (2022–23).
In April 2022 the Michel Majerus Estate, 
together with KW Institute for Con- 
temporary Art, neugerriemschneider, Kun-
stverein in Hamburg, and Neuer Berliner 
Kunstverein (n.b.k.) initiated the website 
michelmajerus2022.com to accompany the 
exhibition series, and a comprehensive  
catalogue will be published in spring 2023.
Selected solo shows of Majerus’s work  
include in EUROPE everything appears more 
serious than in the USA, Kunsthalle Bielefeld 
(2018); Michel Majerus: Laboratorium für  
die Feststellung des Offensichtlichen [Laboratory 
for Appraising the Apparent], Michel  
Majerus Estate, Berlin (2017); Zu Gast in der 
Sammlung: Michel Majerus, Museum Folk-
wang, Essen (2016); Michel Majerus, CAPC, 
musée d’art contemporain de Bordeaux 
(2012); Michel Majerus, Kunstmuseum 
Stuttgart (2011); Michel Majerus, Saarland-
museum, Saarbrücken (2009); demand  
the best don’t accept excuses, Deichtorhallen 
Hamburg (2005); what looks good today  
may not look good tomorrow, Stedelijk Museum, 
Amsterdam (2005); Michel Majerus: Instal- 
lationen 92-02, Kunsthaus Graz Universal-
museum Joanneum (2005); Pop Reloaded, 
Hamburger Bahnhof—Museum für Gegen-
wart, Berlin, and Tate Liverpool (2003–4); 
Sozialpalast, Brandenburger Tor, Berlin 
(2002); if we are dead, so it is, Kölnischer 
Kunstverein, Cologne (2000); and Michel 
Majerus, Kunsthalle Basel (1996).

1  Beschleunigung, 1998, 10 Jahre Open Art München installation view at Central Station Munich, 
1998. © Michel Majerus Estate, Berlin. Courtesy: neugerriemschneider, Berlin and Matthew 
Marks Gallery. Photo: Jens Ziehe 

2  MoM Block Nr. 53, 1998. © Michel Majerus Estate, Berlin. Courtesy: Neues Museum 
Nürnberg, on loan Herbert und Traudl Martin. Photo: Jens Ziehe 

3–4  if we are dead, so it is (details), 2000, Michel Majerus - if we are dead so it is installation views  
at Kölnischer Kunstverein, Cologne, 2000. © Michel Majerus Estate, Berlin. Courtesy: 
neugerriemschneider, Berlin and Matthew Marks Gallery. Photo: Boris Becker / SIAE,  
Rome, 2022

5  (From left to right) aufnahme position / löschschutz position - record position / protected position, 1999; 
all like something, 1999. Michel Majerus installation view at Kunstmuseum Stuttgart, 2011–12. 
 © Michel Majerus Estate, Berlin. Courtesy: Collection Landesbank Baden- Württemberg 
(LBBW) and Private Collection. Photo: Ivo Faber / SIAE, Rome, 2022 

6 Gradnetz, 1999–2000. © Michel Majerus Estate, Berlin. Courtesy: Private Collection
7–8  controlling the moonlight maze, 2002, Michel Majerus installation views at Kunstmuseum 

Stuttgart, 2011–12. © Michel Majerus Estate, Berlin. Courtesy: neugerriemschneider, Berlin 
and Matthew Marks Gallery. Photo: Ivo Faber / SIAE, Rome, 2022

9  Ohne Titel 764, 2001. © Michel Majerus Estate, Berlin. Courtesy: Sprengel Museum 
Hannover, Sammlung Niedersächsische Sparkassenstiftung im Sprengel Museum Hannover. 
Photo: Jens Ziehe 

10  degenerated, 2001. © Michel Majerus Estate, Berlin. Courtesy: Neues Museum Nürnberg,  
on loan of the Contemporary Art Collection of the Federal Republic of German.  
Photo: Jens Ziehe 

11  Deutsch Amerikanische Freundschaft, 2001. © Michel Majerus Estate, Berlin. Courtesy: Private 
Collection and neugerriemschneider, Berlin. Photo: Jens Ziehe 

12  smudge tool, 2001. © Michel Majerus Estate, Berlin. Courtesy: Private Collection.  
Photo: Jens Ziehe 

13  gold, 2000. © Michel Majerus Estate, Berlin. Courtesy: Kunstmuseum Stuttgart, Rudolf  
und Uta Scharpff Stiftung für Zeitgenössische Kunst. Photo: Jens Ziehe 

14  enlarge-o-ray... on!, 1994, gemälde installation view at neugerriemschneider, Berlin, 1994.  
© Michel Majerus Estate, Berlin. Courtesy: neugerriemschneider, Berlin and Matthew 
Marks Gallery 

15–17  Michel Majerus installation views at Kunsthalle Basel, 1996. © Michel Majerus Estate,  
Berlin. Courtesy: neugerriemschneider, Berlin and Matthew Marks Gallery. Photo: Terence 
du Fresne

18   what looks good today may not look good tomorrow, 1999. © Michel Majerus Estate, Berlin. 
Courtesy: Kunstmuseum Wolfsburg. Photo: Jens Ziehe 

19  Notebook 1995, archive Michel Majerus. © Michel Majerus Estate, Berlin. Courtesy: 
neugerriemschneider, Berlin and Matthew Marks Gallery 

20  sun in 10 different directions, 1999, dAPERtuttO installation view, Italian pavilion, Venice 
Biennale, Venice, 1999. © Michel Majerus Estate, Berlin. Courtesy: neugerriemschneider, 
Berlin and Matthew Marks Gallery. Photo: Roman Mensing

21  generelle faszination, 1999, michel majerus. aluminium paintings installation view at 
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which he designed them during his lifetime forced his view-
ers into “intimate self-referential concerns” at the scale of 
computerized mass culture, “to mystify, to intrigue, to sug-
gest.” “Cabinet curious” to be sure. When I see Majerus’s 
work, I think “anglophone mannerist gay (as in not straight) 
art criticism coming out of the 1960s”—I want Majerus 
as a Symbolist. But what I came to read was, for the most 
part, German-speaking hetero-normcore coming out of 
the 1990s—they want him as a Romantic.20

Evidently, masculinity itself does not figure much at 
all on the countless pages of appreciation prose that passed 
before my eyes, and neither does it in Majerus’s works them-
selves. But because of masculinity hovering through all 
these catalogs as a granted abstraction, that of the modern 
subject of painting (and I should probably write THE, all 
caps, but really don’t feel [like] it), figuration becomes un-
mistakably and generically gendered. It is His Figuration. 
Majerus himself arises from it as a quite kitschy historical 
figure: a consumerist Romantic. But, to repeat myself, that 
user could be a Symbolist. The painter Majerus emerges as 
a stand-in for the last capitalized stage of a once epigonal 
artistic subject that in today’s disintegrated and disintegra-
tive aftermath of modern futurity finds himself more often 
than not sexed and racialized (at last). Today, white male 
heterosexual figuration is quite visibly that. It has become 
unavoidably Mannerist. And that makes it not only more ob-
viously ridiculous and grandiose but also renders it quirkier  
and, to a certain degree, much more articulate. What  
I learned from my excursion into the deep end of curatorial  
and critical prose assembled around Majerus’s practice 
is that his work today is highly significant not least in its 
role as a grand and grandiose historical frontier of generic 
 (male) painterly articulation: Majerus articulates virtu-
ously the hysteric endpoint of a painterly Romanticism.21  
In Majerus’s one-decade oeuvre, the male painter of moder- 
nity gaily confesses to be nothing else than an eager user, 
offering his paintings as secondary markets of product 
placement (of results from in- and outside art). In that 
Majerus’s lifetime exhibitions were hysteric signages, or 
Werbeblöcke (commercial breaks) as he called them.22 Again, 
this is fantastic.

I am ending on using the words of another author.  
I am using them as a result in the way in which Majerus 
used all his sources as results. This is not least to demon-
strate the (in his case, painterly) self-absorption this aes-
thetic method has to know of its devastating and ultimately 
intolerable social limit. It is being a user. I declared Majerus 
to be a Symbolist because in depriving him of Romanticism 
he himself becomes much more useable in opposition to, 
and severed from, the artistic lineage that he so excessive-
ly channeled and experienced as his. It’s not his anymore.  
The words I am using are once again those of Lauren 
Berlant, and in her book Cruel Optimism one finds the bla-
tant social and psychologic realities of what I merely sketch 
as a symbolist attitude, a life in which “feeling are things,”23 
capitalized things to be more specific. Majerus’s reality was 
strictly painterly and the “self-unfolding excitement [in 
his work] is neither comic, nor tragic, nor melodramatic—
but [it is] metaformal.”24 Majerus was a metaformal user.  
And today, twenty years after his death, we might use his 
results as something that “is not a grand style, but a devi-
ous one,” a late capitalist “cabinet curious” full of results. 
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In a creative period of just ten years,  
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Alzette, Luxembourg; d. 2002, Nieder- 
anven, Luxembourg) produced a prolific 
body of work that is today recognized  
as one of the first to explore the then- 
nascent digital age. The acrylic-on-canvas 
paintings were made using paintbrush, silk 
screen, collage, and computer-generated 
imagery, and manifest omnivorous visual 
sampling from historic paintings, pictorial 
ciphers, typography, and pop and youth 
culture.
In 2022, twenty years after the artist’s  
untimely death, the exhibition series Michel 
Majerus 2022 is dedicated to various  
phases and aspects of Majerus’s extraordi-
nary oeuvre, which has continued to in- 
fluence generations of artists. Majerus 2022 
will honor the artist’s practice with four 
solo exhibitions: Michel Majerus—Early 
Works at KW Institute for Contemporary 
Art, Berlin; Michel Majerus—gemälde,  
1994 at neugerriemschneider, Berlin; Michel 
Majerus—Data Streaming at Kunstverein in 
Hamburg; Michel Majerus at Neuer Berliner 
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show kosuth majerus sonderborg—an installation 
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hibition series at the Institute of Contem-
porary Art, Miami (2022–23).
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temporary Art, neugerriemschneider, Kun-
stverein in Hamburg, and Neuer Berliner 
Kunstverein (n.b.k.) initiated the website 
michelmajerus2022.com to accompany the 
exhibition series, and a comprehensive  
catalogue will be published in spring 2023.
Selected solo shows of Majerus’s work  
include in EUROPE everything appears more 
serious than in the USA, Kunsthalle Bielefeld 
(2018); Michel Majerus: Laboratorium für  
die Feststellung des Offensichtlichen [Laboratory 
for Appraising the Apparent], Michel  
Majerus Estate, Berlin (2017); Zu Gast in der 
Sammlung: Michel Majerus, Museum Folk-
wang, Essen (2016); Michel Majerus, CAPC, 
musée d’art contemporain de Bordeaux 
(2012); Michel Majerus, Kunstmuseum 
Stuttgart (2011); Michel Majerus, Saarland-
museum, Saarbrücken (2009); demand  
the best don’t accept excuses, Deichtorhallen 
Hamburg (2005); what looks good today  
may not look good tomorrow, Stedelijk Museum, 
Amsterdam (2005); Michel Majerus: Instal- 
lationen 92-02, Kunsthaus Graz Universal-
museum Joanneum (2005); Pop Reloaded, 
Hamburger Bahnhof—Museum für Gegen-
wart, Berlin, and Tate Liverpool (2003–4); 
Sozialpalast, Brandenburger Tor, Berlin 
(2002); if we are dead, so it is, Kölnischer 
Kunstverein, Cologne (2000); and Michel 
Majerus, Kunsthalle Basel (1996).
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which he designed them during his lifetime forced his view-
ers into “intimate self-referential concerns” at the scale of 
computerized mass culture, “to mystify, to intrigue, to sug-
gest.” “Cabinet curious” to be sure. When I see Majerus’s 
work, I think “anglophone mannerist gay (as in not straight) 
art criticism coming out of the 1960s”—I want Majerus 
as a Symbolist. But what I came to read was, for the most 
part, German-speaking hetero-normcore coming out of 
the 1990s—they want him as a Romantic.20

Evidently, masculinity itself does not figure much at 
all on the countless pages of appreciation prose that passed 
before my eyes, and neither does it in Majerus’s works them-
selves. But because of masculinity hovering through all 
these catalogs as a granted abstraction, that of the modern 
subject of painting (and I should probably write THE, all 
caps, but really don’t feel [like] it), figuration becomes un-
mistakably and generically gendered. It is His Figuration. 
Majerus himself arises from it as a quite kitschy historical 
figure: a consumerist Romantic. But, to repeat myself, that 
user could be a Symbolist. The painter Majerus emerges as 
a stand-in for the last capitalized stage of a once epigonal 
artistic subject that in today’s disintegrated and disintegra-
tive aftermath of modern futurity finds himself more often 
than not sexed and racialized (at last). Today, white male 
heterosexual figuration is quite visibly that. It has become 
unavoidably Mannerist. And that makes it not only more ob-
viously ridiculous and grandiose but also renders it quirkier  
and, to a certain degree, much more articulate. What  
I learned from my excursion into the deep end of curatorial  
and critical prose assembled around Majerus’s practice 
is that his work today is highly significant not least in its 
role as a grand and grandiose historical frontier of generic 
 (male) painterly articulation: Majerus articulates virtu-
ously the hysteric endpoint of a painterly Romanticism.21  
In Majerus’s one-decade oeuvre, the male painter of moder- 
nity gaily confesses to be nothing else than an eager user, 
offering his paintings as secondary markets of product 
placement (of results from in- and outside art). In that 
Majerus’s lifetime exhibitions were hysteric signages, or 
Werbeblöcke (commercial breaks) as he called them.22 Again, 
this is fantastic.

I am ending on using the words of another author.  
I am using them as a result in the way in which Majerus 
used all his sources as results. This is not least to demon-
strate the (in his case, painterly) self-absorption this aes-
thetic method has to know of its devastating and ultimately 
intolerable social limit. It is being a user. I declared Majerus 
to be a Symbolist because in depriving him of Romanticism 
he himself becomes much more useable in opposition to, 
and severed from, the artistic lineage that he so excessive-
ly channeled and experienced as his. It’s not his anymore.  
The words I am using are once again those of Lauren 
Berlant, and in her book Cruel Optimism one finds the bla-
tant social and psychologic realities of what I merely sketch 
as a symbolist attitude, a life in which “feeling are things,”23 
capitalized things to be more specific. Majerus’s reality was 
strictly painterly and the “self-unfolding excitement [in 
his work] is neither comic, nor tragic, nor melodramatic—
but [it is] metaformal.”24 Majerus was a metaformal user.  
And today, twenty years after his death, we might use his 
results as something that “is not a grand style, but a devi-
ous one,” a late capitalist “cabinet curious” full of results. 
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which he designed them during his lifetime forced his view-
ers into “intimate self-referential concerns” at the scale of 
computerized mass culture, “to mystify, to intrigue, to sug-
gest.” “Cabinet curious” to be sure. When I see Majerus’s 
work, I think “anglophone mannerist gay (as in not straight) 
art criticism coming out of the 1960s”—I want Majerus 
as a Symbolist. But what I came to read was, for the most 
part, German-speaking hetero-normcore coming out of 
the 1990s—they want him as a Romantic.20

Evidently, masculinity itself does not figure much at 
all on the countless pages of appreciation prose that passed 
before my eyes, and neither does it in Majerus’s works them-
selves. But because of masculinity hovering through all 
these catalogs as a granted abstraction, that of the modern 
subject of painting (and I should probably write THE, all 
caps, but really don’t feel [like] it), figuration becomes un-
mistakably and generically gendered. It is His Figuration. 
Majerus himself arises from it as a quite kitschy historical 
figure: a consumerist Romantic. But, to repeat myself, that 
user could be a Symbolist. The painter Majerus emerges as 
a stand-in for the last capitalized stage of a once epigonal 
artistic subject that in today’s disintegrated and disintegra-
tive aftermath of modern futurity finds himself more often 
than not sexed and racialized (at last). Today, white male 
heterosexual figuration is quite visibly that. It has become 
unavoidably Mannerist. And that makes it not only more ob-
viously ridiculous and grandiose but also renders it quirkier  
and, to a certain degree, much more articulate. What  
I learned from my excursion into the deep end of curatorial  
and critical prose assembled around Majerus’s practice 
is that his work today is highly significant not least in its 
role as a grand and grandiose historical frontier of generic 
 (male) painterly articulation: Majerus articulates virtu-
ously the hysteric endpoint of a painterly Romanticism.21  
In Majerus’s one-decade oeuvre, the male painter of moder- 
nity gaily confesses to be nothing else than an eager user, 
offering his paintings as secondary markets of product 
placement (of results from in- and outside art). In that 
Majerus’s lifetime exhibitions were hysteric signages, or 
Werbeblöcke (commercial breaks) as he called them.22 Again, 
this is fantastic.

I am ending on using the words of another author.  
I am using them as a result in the way in which Majerus 
used all his sources as results. This is not least to demon-
strate the (in his case, painterly) self-absorption this aes-
thetic method has to know of its devastating and ultimately 
intolerable social limit. It is being a user. I declared Majerus 
to be a Symbolist because in depriving him of Romanticism 
he himself becomes much more useable in opposition to, 
and severed from, the artistic lineage that he so excessive-
ly channeled and experienced as his. It’s not his anymore.  
The words I am using are once again those of Lauren 
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tant social and psychologic realities of what I merely sketch 
as a symbolist attitude, a life in which “feeling are things,”23 
capitalized things to be more specific. Majerus’s reality was 
strictly painterly and the “self-unfolding excitement [in 
his work] is neither comic, nor tragic, nor melodramatic—
but [it is] metaformal.”24 Majerus was a metaformal user.  
And today, twenty years after his death, we might use his 
results as something that “is not a grand style, but a devi-
ous one,” a late capitalist “cabinet curious” full of results. 
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which he designed them during his lifetime forced his view-
ers into “intimate self-referential concerns” at the scale of 
computerized mass culture, “to mystify, to intrigue, to sug-
gest.” “Cabinet curious” to be sure. When I see Majerus’s 
work, I think “anglophone mannerist gay (as in not straight) 
art criticism coming out of the 1960s”—I want Majerus 
as a Symbolist. But what I came to read was, for the most 
part, German-speaking hetero-normcore coming out of 
the 1990s—they want him as a Romantic.20

Evidently, masculinity itself does not figure much at 
all on the countless pages of appreciation prose that passed 
before my eyes, and neither does it in Majerus’s works them-
selves. But because of masculinity hovering through all 
these catalogs as a granted abstraction, that of the modern 
subject of painting (and I should probably write THE, all 
caps, but really don’t feel [like] it), figuration becomes un-
mistakably and generically gendered. It is His Figuration. 
Majerus himself arises from it as a quite kitschy historical 
figure: a consumerist Romantic. But, to repeat myself, that 
user could be a Symbolist. The painter Majerus emerges as 
a stand-in for the last capitalized stage of a once epigonal 
artistic subject that in today’s disintegrated and disintegra-
tive aftermath of modern futurity finds himself more often 
than not sexed and racialized (at last). Today, white male 
heterosexual figuration is quite visibly that. It has become 
unavoidably Mannerist. And that makes it not only more ob-
viously ridiculous and grandiose but also renders it quirkier  
and, to a certain degree, much more articulate. What  
I learned from my excursion into the deep end of curatorial  
and critical prose assembled around Majerus’s practice 
is that his work today is highly significant not least in its 
role as a grand and grandiose historical frontier of generic 
 (male) painterly articulation: Majerus articulates virtu-
ously the hysteric endpoint of a painterly Romanticism.21  
In Majerus’s one-decade oeuvre, the male painter of moder- 
nity gaily confesses to be nothing else than an eager user, 
offering his paintings as secondary markets of product 
placement (of results from in- and outside art). In that 
Majerus’s lifetime exhibitions were hysteric signages, or 
Werbeblöcke (commercial breaks) as he called them.22 Again, 
this is fantastic.

I am ending on using the words of another author.  
I am using them as a result in the way in which Majerus 
used all his sources as results. This is not least to demon-
strate the (in his case, painterly) self-absorption this aes-
thetic method has to know of its devastating and ultimately 
intolerable social limit. It is being a user. I declared Majerus 
to be a Symbolist because in depriving him of Romanticism 
he himself becomes much more useable in opposition to, 
and severed from, the artistic lineage that he so excessive-
ly channeled and experienced as his. It’s not his anymore.  
The words I am using are once again those of Lauren 
Berlant, and in her book Cruel Optimism one finds the bla-
tant social and psychologic realities of what I merely sketch 
as a symbolist attitude, a life in which “feeling are things,”23 
capitalized things to be more specific. Majerus’s reality was 
strictly painterly and the “self-unfolding excitement [in 
his work] is neither comic, nor tragic, nor melodramatic—
but [it is] metaformal.”24 Majerus was a metaformal user.  
And today, twenty years after his death, we might use his 
results as something that “is not a grand style, but a devi-
ous one,” a late capitalist “cabinet curious” full of results. 
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In a creative period of just ten years,  
MICHEL MAJERUS (b. 1967, Esch-sur- 
Alzette, Luxembourg; d. 2002, Nieder- 
anven, Luxembourg) produced a prolific 
body of work that is today recognized  
as one of the first to explore the then- 
nascent digital age. The acrylic-on-canvas 
paintings were made using paintbrush, silk 
screen, collage, and computer-generated 
imagery, and manifest omnivorous visual 
sampling from historic paintings, pictorial 
ciphers, typography, and pop and youth 
culture.
In 2022, twenty years after the artist’s  
untimely death, the exhibition series Michel 
Majerus 2022 is dedicated to various  
phases and aspects of Majerus’s extraordi-
nary oeuvre, which has continued to in- 
fluence generations of artists. Majerus 2022 
will honor the artist’s practice with four 
solo exhibitions: Michel Majerus—Early 
Works at KW Institute for Contemporary 
Art, Berlin; Michel Majerus—gemälde,  
1994 at neugerriemschneider, Berlin; Michel 
Majerus—Data Streaming at Kunstverein in 
Hamburg; Michel Majerus at Neuer Berliner 
Kunstverein (n.b.k.), Berlin; and the group 
show kosuth majerus sonderborg—an installation 
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Berlin (all 2022–23). Michel Majerus: Progres-
sive Aesthetics will run parallel to the ex- 
hibition series at the Institute of Contem-
porary Art, Miami (2022–23).
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together with KW Institute for Con- 
temporary Art, neugerriemschneider, Kun-
stverein in Hamburg, and Neuer Berliner 
Kunstverein (n.b.k.) initiated the website 
michelmajerus2022.com to accompany the 
exhibition series, and a comprehensive  
catalogue will be published in spring 2023.
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include in EUROPE everything appears more 
serious than in the USA, Kunsthalle Bielefeld 
(2018); Michel Majerus: Laboratorium für  
die Feststellung des Offensichtlichen [Laboratory 
for Appraising the Apparent], Michel  
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Sammlung: Michel Majerus, Museum Folk-
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lationen 92-02, Kunsthaus Graz Universal-
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Hamburger Bahnhof—Museum für Gegen-
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Sozialpalast, Brandenburger Tor, Berlin 
(2002); if we are dead, so it is, Kölnischer 
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which he designed them during his lifetime forced his view-
ers into “intimate self-referential concerns” at the scale of 
computerized mass culture, “to mystify, to intrigue, to sug-
gest.” “Cabinet curious” to be sure. When I see Majerus’s 
work, I think “anglophone mannerist gay (as in not straight) 
art criticism coming out of the 1960s”—I want Majerus 
as a Symbolist. But what I came to read was, for the most 
part, German-speaking hetero-normcore coming out of 
the 1990s—they want him as a Romantic.20

Evidently, masculinity itself does not figure much at 
all on the countless pages of appreciation prose that passed 
before my eyes, and neither does it in Majerus’s works them-
selves. But because of masculinity hovering through all 
these catalogs as a granted abstraction, that of the modern 
subject of painting (and I should probably write THE, all 
caps, but really don’t feel [like] it), figuration becomes un-
mistakably and generically gendered. It is His Figuration. 
Majerus himself arises from it as a quite kitschy historical 
figure: a consumerist Romantic. But, to repeat myself, that 
user could be a Symbolist. The painter Majerus emerges as 
a stand-in for the last capitalized stage of a once epigonal 
artistic subject that in today’s disintegrated and disintegra-
tive aftermath of modern futurity finds himself more often 
than not sexed and racialized (at last). Today, white male 
heterosexual figuration is quite visibly that. It has become 
unavoidably Mannerist. And that makes it not only more ob-
viously ridiculous and grandiose but also renders it quirkier  
and, to a certain degree, much more articulate. What  
I learned from my excursion into the deep end of curatorial  
and critical prose assembled around Majerus’s practice 
is that his work today is highly significant not least in its 
role as a grand and grandiose historical frontier of generic 
 (male) painterly articulation: Majerus articulates virtu-
ously the hysteric endpoint of a painterly Romanticism.21  
In Majerus’s one-decade oeuvre, the male painter of moder- 
nity gaily confesses to be nothing else than an eager user, 
offering his paintings as secondary markets of product 
placement (of results from in- and outside art). In that 
Majerus’s lifetime exhibitions were hysteric signages, or 
Werbeblöcke (commercial breaks) as he called them.22 Again, 
this is fantastic.

I am ending on using the words of another author.  
I am using them as a result in the way in which Majerus 
used all his sources as results. This is not least to demon-
strate the (in his case, painterly) self-absorption this aes-
thetic method has to know of its devastating and ultimately 
intolerable social limit. It is being a user. I declared Majerus 
to be a Symbolist because in depriving him of Romanticism 
he himself becomes much more useable in opposition to, 
and severed from, the artistic lineage that he so excessive-
ly channeled and experienced as his. It’s not his anymore.  
The words I am using are once again those of Lauren 
Berlant, and in her book Cruel Optimism one finds the bla-
tant social and psychologic realities of what I merely sketch 
as a symbolist attitude, a life in which “feeling are things,”23 
capitalized things to be more specific. Majerus’s reality was 
strictly painterly and the “self-unfolding excitement [in 
his work] is neither comic, nor tragic, nor melodramatic—
but [it is] metaformal.”24 Majerus was a metaformal user.  
And today, twenty years after his death, we might use his 
results as something that “is not a grand style, but a devi-
ous one,” a late capitalist “cabinet curious” full of results. 
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nascent digital age. The acrylic-on-canvas 
paintings were made using paintbrush, silk 
screen, collage, and computer-generated 
imagery, and manifest omnivorous visual 
sampling from historic paintings, pictorial 
ciphers, typography, and pop and youth 
culture.
In 2022, twenty years after the artist’s  
untimely death, the exhibition series Michel 
Majerus 2022 is dedicated to various  
phases and aspects of Majerus’s extraordi-
nary oeuvre, which has continued to in- 
fluence generations of artists. Majerus 2022 
will honor the artist’s practice with four 
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Works at KW Institute for Contemporary 
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Kunstverein (n.b.k.) initiated the website 
michelmajerus2022.com to accompany the 
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catalogue will be published in spring 2023.
Selected solo shows of Majerus’s work  
include in EUROPE everything appears more 
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Sozialpalast, Brandenburger Tor, Berlin 
(2002); if we are dead, so it is, Kölnischer 
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2  MoM Block Nr. 53, 1998. © Michel Majerus Estate, Berlin. Courtesy: Neues Museum 
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neugerriemschneider, Berlin and Matthew Marks Gallery. Photo: Boris Becker / SIAE,  
Rome, 2022
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6 Gradnetz, 1999–2000. © Michel Majerus Estate, Berlin. Courtesy: Private Collection
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Stuttgart, 2011–12. © Michel Majerus Estate, Berlin. Courtesy: neugerriemschneider, Berlin 
and Matthew Marks Gallery. Photo: Ivo Faber / SIAE, Rome, 2022

9  Ohne Titel 764, 2001. © Michel Majerus Estate, Berlin. Courtesy: Sprengel Museum 
Hannover, Sammlung Niedersächsische Sparkassenstiftung im Sprengel Museum Hannover. 
Photo: Jens Ziehe 

10  degenerated, 2001. © Michel Majerus Estate, Berlin. Courtesy: Neues Museum Nürnberg,  
on loan of the Contemporary Art Collection of the Federal Republic of German.  
Photo: Jens Ziehe 

11  Deutsch Amerikanische Freundschaft, 2001. © Michel Majerus Estate, Berlin. Courtesy: Private 
Collection and neugerriemschneider, Berlin. Photo: Jens Ziehe 

12  smudge tool, 2001. © Michel Majerus Estate, Berlin. Courtesy: Private Collection.  
Photo: Jens Ziehe 

13  gold, 2000. © Michel Majerus Estate, Berlin. Courtesy: Kunstmuseum Stuttgart, Rudolf  
und Uta Scharpff Stiftung für Zeitgenössische Kunst. Photo: Jens Ziehe 

14  enlarge-o-ray... on!, 1994, gemälde installation view at neugerriemschneider, Berlin, 1994.  
© Michel Majerus Estate, Berlin. Courtesy: neugerriemschneider, Berlin and Matthew 
Marks Gallery 

15–17  Michel Majerus installation views at Kunsthalle Basel, 1996. © Michel Majerus Estate,  
Berlin. Courtesy: neugerriemschneider, Berlin and Matthew Marks Gallery. Photo: Terence 
du Fresne

18   what looks good today may not look good tomorrow, 1999. © Michel Majerus Estate, Berlin. 
Courtesy: Kunstmuseum Wolfsburg. Photo: Jens Ziehe 

19  Notebook 1995, archive Michel Majerus. © Michel Majerus Estate, Berlin. Courtesy: 
neugerriemschneider, Berlin and Matthew Marks Gallery 

20  sun in 10 different directions, 1999, dAPERtuttO installation view, Italian pavilion, Venice 
Biennale, Venice, 1999. © Michel Majerus Estate, Berlin. Courtesy: neugerriemschneider, 
Berlin and Matthew Marks Gallery. Photo: Roman Mensing

21  generelle faszination, 1999, michel majerus. aluminium paintings installation view at 
neugerriemschneider, Berlin, 2017. © Michel Majerus Estate, Berlin. Private Collection. 
Courtesy: neugerriemschneider, Berlin. Photo: Jens Ziehe 

22  Michel Majerus. Aluminum Paintings installation view at Matthew Marks Gallery, New York, 
2017. © Michel Majerus Estate, Berlin. Courtesy: neugerriemschneider, Berlin and Matthew 
Marks Gallery. Photo: Alan Wiener

23  A 1-7, T 1-7, H 1-7, M 1-7, 1996, Michel Majerus installation view at Galerie Monika Sprüth, 
Cologne, 1996–97. © Michel Majerus Estate, Berlin. Courtesy: Kunsthalle Mannheim, gift  
of Scharpff family, 2001. Photo: Galerie Monika Sprüth, Cologne 

24  Gewinn, 2000, Michel Majerus installation view at Kunstmuseum Stuttgart, 2011–12.  
© Michel Majerus Estate, Berlin. Courtesy: Collection Moderna Museet, Stockholm.  
Photo: Ivo Faber / SIAE, Rome, 2022

25  pornography needs you, 2001. © Michel Majerus Estate, Berlin. Private Collection.  
Courtesy: neugerriemschneider, Berlin. Photo: Jens Ziehe

26  Sozialpalast, 2002. © Michel Majerus Estate, Berlin. Courtesy: neugerriemschneider, Berlin 
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2022–23 (upcoming)  Michel Majerus – Early Works       KW Institute for Contemporary Art, Berlin
2022–23 (upcoming)  Michel Majerus – gemälde, 1994       neugerriemschneider, Berlin
2022–23 (upcoming)  Michel Majerus – Data Streaming       Kunstverein in Hamburg
2022–23 (upcoming)  Michel Majerus: Progressive Aesthetics     Institute of Contemporary Art, Miami
2022–23 (upcoming)  Michel Majerus        n.b.k. – Neuer Berliner Kunstverein, Berlin
2022   * kosuth majerus sonderborg – an installation by Joseph Kosuth    Michel Majerus Estate, Berlin
2020   * Thomas Bayrle and Michel Majerus      neugerriemschneider, Berlin
2019   * majerus, wool, warhol        Michel Majerus Estate, Berlin
2019   * Now is the time. 25 Jahre Sammlung Kunstmuseum Wolfsburg    Kunstmuseum Wolfsburg
2018   in EUROPE everything appears more serious than in the USA    Kunsthalle Bielefeld 
2018    Michel Majerus. Home Videos, selected by Jordan Wolfson     Michel Majerus Estate, Berlin
2018    * n.c.n.d.n.t.        neugerriemschneider, Berlin
2018    * Art in the Age of the Internet, 1989 to Today      Institute for Contemporary Art, Boston, US
2018    * The Playground Project       Bundeskunsthalle Bonn 
2018    * Difference Engine        Lisson Gallery, New York
2018    * Faithless Pictures        Nasjonalmuseet, Oslo
2017    Michel Majerus. Laboratorium für die Feststellung des Offensichtlichen    Michel Majerus Estate, Berlin
   [Laboratory for Appraising the Apparent] 
2017   michel majerus. aluminium paintings      neugerriemschneider, Berlin
2017   Michel Majerus. Aluminum Paintings      Matthew Marks Gallery, New York
2017   * Mentales Gelb. Sonnenhöchststand       Die Sammlung KiCo im Kunstmuseum Bonn und  

im Lenbachhaus München, Kunstmuseum Bonn
2017   * Boros Collection/Bunker Berlin #3      Sammlung Boros, Berlin 
2017    * Trisha Donnelly, Vincent Fecteau, Peter Fischli David Weiss, Nan Goldin,  
   Martin Honert, Michel Majerus, Paul Sietsema, Rebecca Warren    

Matthew Marks Gallery, New York 

2016    * Painting 2.0. Malerei im Informationszeitalter     mumok, Vienna
2016    * Images         Fridericianum, Kassel
2015   Michel Majerus        Galerie Max Hetzler, Paris 
2015    Michel Majerus        Matthew Marks Gallery, Los Angeles 
2015    * Painting 2.0. – Malerei im Informationszeitalter     Museum Brandhorst, Munich
2015   * Geh und spiel mit dem Riesen – Kindheit, Emanzipation und Kritik    Villa Stuck, Munich
2015    * Better than de Kooning       Villa Merkel, Esslingen
2015    * Best students best teachers best school. Michel Majerus, Albert Oehlen, Laura Owens  Michel Majerus Estate, Berlin 
2015    * Nach dem Frühen Tod       Staatliche Kunsthalle Baden-Baden
2015    * Open Source. Art at the Eclipse of Capitalism      Galerie Max Hetzler, Berlin / Paris
2014   Michel Majerus         Matthew Marks Gallery, New York
2014   * Thomas Bayrle / Harald Pridgar: Indian Cucumbers dedicated to Michel Majerus   Michel Majerus Estate, Berlin
2014   * 69/96         Alte Fabrik, Gebert Stiftung für Kultur, Rapperswil-Jona 
2013   Michel Majerus: Mace the space ace       Art Basel Unlimited, Basel
2013   Michel Majerus: Beautiful Way       Michel Majerus Estate, Berlin
2013    * Andreas Eriksson and Michel Majerus: Levitation     Michel Majerus Estate, Berlin 
2013    * Kaboom! Comicwelten in der Kunst      Weserburg, Bremen
2013   * Lies about Painting        Moderna Museet, Malmö
2013   * Thomas Bayrle: Dedicated to Michel Majerus       The Artist’s Institute, New York
2012   Michel Majerus        CAPC musée d’art contemporain de Bordeaux, Bordeaux
2011    Michel Majerus        Kunstmuseum Stuttgart 
2011    Michel Majerus. zweihundertvier sechzigmalsechzig     neugerriemschneider, Berlin 
2010   Michel Majerus        Knaackstrasse 12 (former studio of Michel Majerus), Berlin 
2009    lost forever         neugerriemschneider, Berlin
2009   Michel Majerus        Saarlandmuseum, Saarbrücken
2009    * Berlin 89/09. Kunst zwischen Spurensuche und Utopie     Berlinische Galerie, Berlin
2008    yet sometimes what is read successfully, stops us with ist meaning    Nosbaum & Reding Art Contemporain, Luxembourg
2008    * Painting; Now and Forever, Part II      Greene Naftali; Matthew Marks Gallery, New York
2007    Michel Majerus. Ein Raum im Neuen Museum in Nürnberg    Neues Museum, Nuremberg
2007    Michel und seine Freunde       Studio Michel Majerus, Berlin 
2007    liebt euch         neugerriemschneider, Berlin
2007    * Von Bill Viola bis Aernout Mik. Werke aus der Sammlung der Nationalgalerie   Hamburger Bahnhof – Museum für Gegenwart, Berlin
2007    * Reality Bites: Making Avant-Garde Art in Post-Wall Germany    Opelvillen Rüsselsheim, Rüsselsheim  
           Mildred Lane Kemper Art Museum, St. Louis 
2007    * Comic Abstraction: Image-Breaking, Image-Making     MoMA, The Museum of Modern Art, New York
2006    Michel Majerus        Mudam, Musée d’Art Moderne Grand-Duc Jean, Luxembourg
2006    * Essential Painting        The National Museum of Art, Osaka
2005    Michel Majerus. what looks good today may not look good tomorrow    kestnergesellschaft, Hannover
           Stedelijk Museum Amsterdam 
2005    demand the best don’t accept excuses      Deichtorhallen Hamburg
2005   Olympia 2050. Michel Majerus       Sprüth Magers Lee, London
2005    progressive aesthetics        neugerriemschneider, Berlin
2005   Michel Majerus. Installationen 92–02      Kunsthaus Graz Universalmuseum Joanneum 
2004    Pop Reloaded        Tate Liverpool
2004    * was malerei heute ist        Opelvillen Rüsselsheim
2003    Pop Reloaded        Hamburger Bahnhof – Museum für Gegenwart, Berlin
2003   * Sitings: Installation Art 1969-2002      MOCA, The Museum of Contemporary Art, Los Angeles 
2003    * Painting Pictures. Malerei und Medien im Digitalen Zeitalter    Kunstmuseum Wolfsburg
2002    Sozialpalast        Brandenburger Tor, Berlin
2002    Leuchtland         Friedrich Petzel Gallery, New York
2002    controlling the moonlight maze       neugerriemschneider, Berlin 
2002   * The Starting Line        Pinakothek der Moderne, Munich
2002    * Painting on the Move        Kunsthalle und Kunstmuseum Basel

2001    Michel Majerus        Eleni Koroneou Gallery, Athens
2001    * Wiedervorlage D5 – Eine Befragung des documenta-Archivs zur documenta 1972   documenta-Archiv, Kassel 
2000   if we are dead, so it is        Kölnischer Kunstverein, Cologne 
2000   demand the best don’t accept excuses      Monika Sprüth Galerie, Cologne
2000   The space is, where you’ll find it       The Delfina Studio Trust, London
2000    Michel Majerus        the better days project, Hamburg
2000   * The Sky is the Limit        Taipei Biennale
2000   * Colour Me Blind! Painting in the age of computer games and comics    Dundee Contemporary Arts 
1999    Björn Dahlem – Michel Majerus       Schnitt Ausstellungsraum, Cologne 
1999   sein lieblingsthema war sicherheitine these – es gibt sie nicht     neugerriemschneider, Berlin
1999   Thai-Ming         Asprey Jacques, London
1999   Jenny Holzer – Michel Majerus       Galerie Rüdiger Schöttle, Munich
1999   as soon as possible        Gió Marconi, Milan 
1999   Stefan Hirsig – Michel Majerus       Galeria Mário Sequeira, Braga
1999    * Colour Me Blind! Malerei in Zeiten von Computergame und Comic    Württembergischer Kunstverein, Stuttgart
1999    * German Open. Gegenwartskunst in Deutschland     Kunstmuseum Wolfsburg
1999    * Die Schule von Athen        Municipality of Athens - Technopolis
1999    * kraftwerk BERLIN        Aarhus Kunstmuseum 
1999    * dAPERTutto        48th Venice Biennale, Venice
1999    * Nach-Bild        Kunsthalle Basel
1999    * Made in Berlin         House of Cyprus, Athens
1998   never trip alone. always use 2 player mode      Eleni Koroneou Gallery, Athens
1998   * Made in Berlin        Rethymnon Centre for Contemporary Art
1998   * Manifesta 2, European Biennial for Contemporary Art    Luxembourg
1998   * Tell Me a Story: Narration in Contemporary Painting and Photography    Magasin, Centre National d’Art Contemporain de Grenoble
1997   Space Safari        Anders Tornberg Gallery, Lund 
1997   Produce-Reduce-Reuse        Galerie Karlheinz Meyer, Karlsruhe 
1997   * Topping Out        Städtische Galerie Nordhorn, Nordhorn
1997   * Franz Ackermann: 5%, Michel Majerus: Qualified, Tobias Rehberger: Water-colour  Gió Marconi, Milan
1996    Aesthetic Standard        Grazer Kunstverein, Graz
1996   n.n.         Monika Sprüth Galerie, Cologne
1996   fertiggestellt zur zufriedenheit aller die bedenken haben     neugerriemschneider, Berlin 
1996   Summerhits 96: Michel Majerus       The Museum of Modern Art Syros, Cyclades 
1996   Michel Majerus        Kunsthalle Basel
1996   aquarell         Hamburger Kunstverein, Hamburg
1996   * Wunderbar         Kunstraum Wien, Vienna
           Hamburger Kunstverein, Hamburg
1994   gemälde         neugerriemschneider, Berlin 
1993   polish women        allgirls gallery, Berlin
1992    Mr. Proper und anderes       Zellermayer Galerie, Berlin

* Selected group exhibitions
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2018    Michel Majerus. Home Videos, selected by Jordan Wolfson     Michel Majerus Estate, Berlin
2018    * n.c.n.d.n.t.        neugerriemschneider, Berlin
2018    * Art in the Age of the Internet, 1989 to Today      Institute for Contemporary Art, Boston, US
2018    * The Playground Project       Bundeskunsthalle Bonn 
2018    * Difference Engine        Lisson Gallery, New York
2018    * Faithless Pictures        Nasjonalmuseet, Oslo
2017    Michel Majerus. Laboratorium für die Feststellung des Offensichtlichen    Michel Majerus Estate, Berlin
   [Laboratory for Appraising the Apparent] 
2017   michel majerus. aluminium paintings      neugerriemschneider, Berlin
2017   Michel Majerus. Aluminum Paintings      Matthew Marks Gallery, New York
2017   * Mentales Gelb. Sonnenhöchststand       Die Sammlung KiCo im Kunstmuseum Bonn und  

im Lenbachhaus München, Kunstmuseum Bonn
2017   * Boros Collection/Bunker Berlin #3      Sammlung Boros, Berlin 
2017    * Trisha Donnelly, Vincent Fecteau, Peter Fischli David Weiss, Nan Goldin,  
   Martin Honert, Michel Majerus, Paul Sietsema, Rebecca Warren    

Matthew Marks Gallery, New York 

2016    * Painting 2.0. Malerei im Informationszeitalter     mumok, Vienna
2016    * Images         Fridericianum, Kassel
2015   Michel Majerus        Galerie Max Hetzler, Paris 
2015    Michel Majerus        Matthew Marks Gallery, Los Angeles 
2015    * Painting 2.0. – Malerei im Informationszeitalter     Museum Brandhorst, Munich
2015   * Geh und spiel mit dem Riesen – Kindheit, Emanzipation und Kritik    Villa Stuck, Munich
2015    * Better than de Kooning       Villa Merkel, Esslingen
2015    * Best students best teachers best school. Michel Majerus, Albert Oehlen, Laura Owens  Michel Majerus Estate, Berlin 
2015    * Nach dem Frühen Tod       Staatliche Kunsthalle Baden-Baden
2015    * Open Source. Art at the Eclipse of Capitalism      Galerie Max Hetzler, Berlin / Paris
2014   Michel Majerus         Matthew Marks Gallery, New York
2014   * Thomas Bayrle / Harald Pridgar: Indian Cucumbers dedicated to Michel Majerus   Michel Majerus Estate, Berlin
2014   * 69/96         Alte Fabrik, Gebert Stiftung für Kultur, Rapperswil-Jona 
2013   Michel Majerus: Mace the space ace       Art Basel Unlimited, Basel
2013   Michel Majerus: Beautiful Way       Michel Majerus Estate, Berlin
2013    * Andreas Eriksson and Michel Majerus: Levitation     Michel Majerus Estate, Berlin 
2013    * Kaboom! Comicwelten in der Kunst      Weserburg, Bremen
2013   * Lies about Painting        Moderna Museet, Malmö
2013   * Thomas Bayrle: Dedicated to Michel Majerus       The Artist’s Institute, New York
2012   Michel Majerus        CAPC musée d’art contemporain de Bordeaux, Bordeaux
2011    Michel Majerus        Kunstmuseum Stuttgart 
2011    Michel Majerus. zweihundertvier sechzigmalsechzig     neugerriemschneider, Berlin 
2010   Michel Majerus        Knaackstrasse 12 (former studio of Michel Majerus), Berlin 
2009    lost forever         neugerriemschneider, Berlin
2009   Michel Majerus        Saarlandmuseum, Saarbrücken
2009    * Berlin 89/09. Kunst zwischen Spurensuche und Utopie     Berlinische Galerie, Berlin
2008    yet sometimes what is read successfully, stops us with ist meaning    Nosbaum & Reding Art Contemporain, Luxembourg
2008    * Painting; Now and Forever, Part II      Greene Naftali; Matthew Marks Gallery, New York
2007    Michel Majerus. Ein Raum im Neuen Museum in Nürnberg    Neues Museum, Nuremberg
2007    Michel und seine Freunde       Studio Michel Majerus, Berlin 
2007    liebt euch         neugerriemschneider, Berlin
2007    * Von Bill Viola bis Aernout Mik. Werke aus der Sammlung der Nationalgalerie   Hamburger Bahnhof – Museum für Gegenwart, Berlin
2007    * Reality Bites: Making Avant-Garde Art in Post-Wall Germany    Opelvillen Rüsselsheim, Rüsselsheim  
           Mildred Lane Kemper Art Museum, St. Louis 
2007    * Comic Abstraction: Image-Breaking, Image-Making     MoMA, The Museum of Modern Art, New York
2006    Michel Majerus        Mudam, Musée d’Art Moderne Grand-Duc Jean, Luxembourg
2006    * Essential Painting        The National Museum of Art, Osaka
2005    Michel Majerus. what looks good today may not look good tomorrow    kestnergesellschaft, Hannover
           Stedelijk Museum Amsterdam 
2005    demand the best don’t accept excuses      Deichtorhallen Hamburg
2005   Olympia 2050. Michel Majerus       Sprüth Magers Lee, London
2005    progressive aesthetics        neugerriemschneider, Berlin
2005   Michel Majerus. Installationen 92–02      Kunsthaus Graz Universalmuseum Joanneum 
2004    Pop Reloaded        Tate Liverpool
2004    * was malerei heute ist        Opelvillen Rüsselsheim
2003    Pop Reloaded        Hamburger Bahnhof – Museum für Gegenwart, Berlin
2003   * Sitings: Installation Art 1969-2002      MOCA, The Museum of Contemporary Art, Los Angeles 
2003    * Painting Pictures. Malerei und Medien im Digitalen Zeitalter    Kunstmuseum Wolfsburg
2002    Sozialpalast        Brandenburger Tor, Berlin
2002    Leuchtland         Friedrich Petzel Gallery, New York
2002    controlling the moonlight maze       neugerriemschneider, Berlin 
2002   * The Starting Line        Pinakothek der Moderne, Munich
2002    * Painting on the Move        Kunsthalle und Kunstmuseum Basel

2001    Michel Majerus        Eleni Koroneou Gallery, Athens
2001    * Wiedervorlage D5 – Eine Befragung des documenta-Archivs zur documenta 1972   documenta-Archiv, Kassel 
2000   if we are dead, so it is        Kölnischer Kunstverein, Cologne 
2000   demand the best don’t accept excuses      Monika Sprüth Galerie, Cologne
2000   The space is, where you’ll find it       The Delfina Studio Trust, London
2000    Michel Majerus        the better days project, Hamburg
2000   * The Sky is the Limit        Taipei Biennale
2000   * Colour Me Blind! Painting in the age of computer games and comics    Dundee Contemporary Arts 
1999    Björn Dahlem – Michel Majerus       Schnitt Ausstellungsraum, Cologne 
1999   sein lieblingsthema war sicherheitine these – es gibt sie nicht     neugerriemschneider, Berlin
1999   Thai-Ming         Asprey Jacques, London
1999   Jenny Holzer – Michel Majerus       Galerie Rüdiger Schöttle, Munich
1999   as soon as possible        Gió Marconi, Milan 
1999   Stefan Hirsig – Michel Majerus       Galeria Mário Sequeira, Braga
1999    * Colour Me Blind! Malerei in Zeiten von Computergame und Comic    Württembergischer Kunstverein, Stuttgart
1999    * German Open. Gegenwartskunst in Deutschland     Kunstmuseum Wolfsburg
1999    * Die Schule von Athen        Municipality of Athens - Technopolis
1999    * kraftwerk BERLIN        Aarhus Kunstmuseum 
1999    * dAPERTutto        48th Venice Biennale, Venice
1999    * Nach-Bild        Kunsthalle Basel
1999    * Made in Berlin         House of Cyprus, Athens
1998   never trip alone. always use 2 player mode      Eleni Koroneou Gallery, Athens
1998   * Made in Berlin        Rethymnon Centre for Contemporary Art
1998   * Manifesta 2, European Biennial for Contemporary Art    Luxembourg
1998   * Tell Me a Story: Narration in Contemporary Painting and Photography    Magasin, Centre National d’Art Contemporain de Grenoble
1997   Space Safari        Anders Tornberg Gallery, Lund 
1997   Produce-Reduce-Reuse        Galerie Karlheinz Meyer, Karlsruhe 
1997   * Topping Out        Städtische Galerie Nordhorn, Nordhorn
1997   * Franz Ackermann: 5%, Michel Majerus: Qualified, Tobias Rehberger: Water-colour  Gió Marconi, Milan
1996    Aesthetic Standard        Grazer Kunstverein, Graz
1996   n.n.         Monika Sprüth Galerie, Cologne
1996   fertiggestellt zur zufriedenheit aller die bedenken haben     neugerriemschneider, Berlin 
1996   Summerhits 96: Michel Majerus       The Museum of Modern Art Syros, Cyclades 
1996   Michel Majerus        Kunsthalle Basel
1996   aquarell         Hamburger Kunstverein, Hamburg
1996   * Wunderbar         Kunstraum Wien, Vienna
           Hamburger Kunstverein, Hamburg
1994   gemälde         neugerriemschneider, Berlin 
1993   polish women        allgirls gallery, Berlin
1992    Mr. Proper und anderes       Zellermayer Galerie, Berlin

* Selected group exhibitions
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McVey, Kurt, and Daniel Birnbaum.   “Thoroughly Modern Michel Majerus.” Interview, February 7, 2014.

On November 6, 2002, German Pop artist Michel Majerus died in a plane crash at the age of  35 over 
Luxembourg, the city where he was born. In the 10 years prior to this tragic accident, Majerus produced 
an extraordinary, eclectic oeuvre that solidified his name beside the legends to whom he was already 
being compared: Willem de Kooning, Frank Stella, Sigmar Polke, Mark Rothko, Jean-Michel Basquiat, 
Gerhard Richter, Walt Disney, Andy Warhol, and the list goes on. His name has also been immortalized 
alongside some of  his greatest teachers: K.R.H. Sonderborg, Heike Föll, and of  course, the essential 
Joseph Kosuth, who in many ways is considered to be the father of  conceptual art. 

On Friday, February 7, the Matthew Marks Gallery, in conjunction with the Michel Majerus Estate, 
will deliver the most comprehensive solo exhibition of  the artist’s work in the United States and the 
first in the country since his death in 2002. Majerus was instrumental in curating his own shows, often 
altering the architecture of  the space itself  to suit his aesthetic needs—meaning this show will provide 
an opportunity not only to discover new Majerus works that have never been shown before, but also 
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to see how some of  his more famous works are displayed. Taking up three Matthew Marks spaces, 
the show promises to be a brazen feast for the eyes as well as a commentary on enduring the relentless 
barrage that is the 24-hour modern cultural zeitgeist.  

Esteemed art critic, professor, and director of  Stockholm’s Museum of  Modern Art, Daniel Birnbaum, 
who orchestrated the monumental (no pun intended) installation piece Sozialpalast with Majerus in 
Berlin in 2002, spoke with us on the phone from Stockholm about the evolving definition of  Pop, 
the somewhat cryptic textual narrative left by Majerus himself, and the death and inevitable rebirth of  
painting. Birnbaum also contributed a conversation with art critic and gallery director John Kelsey to a 
fully illustrated publication that will accompany the show at Matthew Marks Gallery.

KURT MCVEY: Majerus was interested in repurposing recognizable images from Pop culture, as well 
as images used by classical painters like Dürer. He was also known for conspicuously recycling images 
previously used by his peers, idols, and former professors. This “sampling” of  aesthetic information 
has led to this idea of  the artist as DJ. Being that you knew Majerus personally, I was wondering if  you 
were aware of  any direct musical influences on the artist. I know he was interested in Kraftwerk and 
Atari Teenage Riot.

DANIEL BIRNBAUM: You know, I’ve been at parties with him, I remember, after the fall of  the Berlin 
wall—this was ‘89, ‘90—all of  Europe seemed to look at Berlin as the new capital, particularly for art. 
In Germany it was formerly Cologne, but suddenly Berlin became the capital for new exciting art, ideas, 
and music. It was out with the old and in with the new and Majerus was an example of  this. In the early 
‘90s, there was lots of  techno music in Berlin and I know it influenced him quite a bit, but I cannot be 
too specific unfortunately, it’s all a bit of  a blur. [laughs] 

MCVEY: The word “Pop,” now, seems to be less about being popular, or existing as eye candy, and 
more about making something old, new again. 

BIRNBAUM: I do like this comparison to DJs because there are many theoretical ways to talk about 
art, but it’s interesting because Michel was not really a theoretical person. He was an intuitive, clever, 
and somewhat officially learned person, but what he did was create a presumption that everything 
seemed to happen now. It could be art from 100 years ago, but it could also be the latest ad campaign 
for cigarettes or sneakers. I do know that he was involved in the techno scene in Berlin, but one can 
see it was on a graphic level, with all the invitation cards, flyers and posters—there was a new graphic 
language that accompanied this scene, and he was a big part of  it.

MCVEY: Let’s jump forward a few years and talk about the very ambitious 2002 exhibit, Sozialpalast, 
where Majerus covered the Brandenburg Gate in Berlin with a to-scale image of  the notoriously run-
down housing project of  the same name.

BIRNBAUM: Though I knew him for some time, that was actually the only thing I ever curated for 
him, in terms of  helping him put art out into the world that is. I did write about Michel in the first 
international text for Frieze Magazine and then sadly, I wrote an obituary for him. That was the only 
time I’ve ever written an obituary for somebody younger than myself.

MCVEY: Sozialpalast was not only impressive in terms of  concept, but also hugely ambitious in 
scale. Tell us a little bit about that phone call you received from Majerus: you both laughed about 
CNN becoming angry after spending quite a bit of  money on a hotel room opposite the Brandenburg 
Gate, assuming that it would provide a rather scenic backdrop to a series of  interviews, only to have it 
substituted with a rather dilapidated image of  this derelict housing project. 
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BIRNBAUM: It’s something we could not have planned, you know, because I understood that this 
was a big deal, the Brandenburg Gate is a national symbol. It would be like doing this on the Eiffel 
Tower in Paris or something like that. They had been renovating the Brandenburg Gate, so there were 
time-sensitive commercial, financial, and political reasons as to why it could actually happen. It didn’t 
occur to me, though maybe it did to Michel, that this most important, very official hotel in Germany, 
The Adlon, was right behind it. It really confused not just CNN, but BBC World and many other news 
organizations, which found it strange to say the least. Michel thought it was hilarious. 

MCVEY: We have to talk about that piece and how it exists within the context of  what we now call a 
post-9/11 landscape. It seems, looking back on Majerus’ body of  work, that you would have to search 
for a project that has such heavy-handed economic and political overtones. I am curious as to whether 
or not Sozialpalast was an indicator of  where Majerus was going as an artist. It brings to mind Voina 
Group, a Russian art collective that has recently been executing large-scale guerilla art pieces with hard-
hitting social commentary. Are you familiar with Voina?

BIRNBAUM: Well, I know of  them. I think they were involved in one of  the big Biennials in Berlin a 
few years ago [the Seventh Berlin Biennale, 2012] and they are actively working with provocation and 
political confrontation, perhaps a little bit like Pussy Riot, but in a more direct way than someone like 
Michel, who was political in the sense that he was very much a part of  his own moment while also 
being interested in affairs taking place outside of  the commercial art scene. I do think that the piece 
he did with me, or that he did for Berlin rather, was a huge political statement about multiculturalism, 
unemployment, how the government spends its money, what’s to be remembered culturally, what’s to be 
taken away, and also, and this remains important in Germany, what deserves to be rebuilt. 

MCVEY: It’s difficult when speaking about an artist like Majerus—someone with so much talent and 
promise—without succumbing to pure speculation about where he was going creatively. That being said, 
can you perhaps touch on where Majerus seemed to be mentally after the success of  Sozialpalast?  Was 
he becoming frustrated with the “white-box” format?

BIRNBAUM: He was a young guy when he passed away, but I can say that he was a very expansive kind 
of  guy, and the formats of  the paintings became more and more insane, actually. I should mention, 
though, in 2000 he was invited to the Kölnischer Kunstverein, a public space in Cologne, and instead 
of  bringing art outside, he introduced the street to the gallery by building a skate ramp indoors. He was 
already breaking down boundaries. So in many ways, I think your speculation is totally relevant. 

MCVEY: Not long before you worked together, he famously declared, “You can no longer make art 
that is just art.” It seemed like painting was becoming more like a compromise, or a link to the past, or 
perhaps simply a link to the gallery, than something he actually wanted to continue pursuing.

BIRNBAUM: We cannot know, of  course, where he was going. I’m not sure he would have left the 
medium of  picture-making, because in the end, he was, maybe not a painter, but something more like a 
painter in an expanded field. He did produce images. I don’t think he’s ever done performance, or body 
art, but I could see him working in contexts that were perhaps even further beyond the gallery space.

MCVEY: It was interesting to be able to look back on such a succinct yet heterogeneous body of  work, 
just a brilliant barrage of  pop imagery, but what surprised me the most, interestingly enough, were these 
amazing quotes and phrases, often broadcasted in bold text directly onto the piece. A great example of  
this is the title of  the Kunstverein skate ramp show, If  We Are Dead, So It Is. Beside all this impressive 
visual stimuli, there is in a way, this poetic and somewhat cryptic narrative spelled out for us in text. 

BIRNBAUM: Somehow they were contagious because he found these very smart sounding things from 
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advertising campaigns, where he got many of  his ideas. I remember What Looks Good Today, May 
Not Look Good Tomorrow (1999) being such a clever mixture of  interesting language and also being 
overwhelmed by the graphics of  it all. 

MCVEY: There was an almost aggressive directness behind the quotes, perhaps geared to art critics and 
people like myself. “Fuck The Intention of  the Artist” is a personal favorite. [laughs] 

BIRNBAUM: I sometimes wonder; he was a student in Stuttgart, so on one level he was coming out 
of  this painterly tradition with all these quotes from German heroes like [Sigmar] Polke, but on the 
other hand his teacher was the American artist Joseph Kosuth, who is one of  the first conceptual artists, 
and often seen as the founder of  that whole movement, which was really language-based in many ways. 
Michel wasn’t that far away from what conceptual artists were doing in the ‘60s, he just doesn’t always 
come off as intellectual, I suppose. [laughs] 

MCVEY: Kosuth seems to have had an extremely profound and lasting influence on the eternally 
young artist. I love the story of  Michel handing out the dog masks at Kosuth’s installation, documenta 
IX (1992) soon after graduating. Really an appropriate bookend to what seems like one of  the most 
inspiring student-teacher relationships in the history of  modern art.

BIRNBAUM: I was recently in Paris at an opening and everybody went to Brasserie Lipp afterwards, 
and at the table next to mine —though he came from somewhere else—was Joseph Kosuth. We had 
a long conversation about Majerus, and I wasn’t aware of  how much he followed his students’ careers, 
let alone Michel’s. I can say that he is very aware of  everything Michel accomplished and has actually 
written rather beautifully about him. 

MCVEY: Let’s talk about Michel’s experience in the states, from his first trip to New York in the ‘90s 
when he met up with Julian Schnabel to his time in Los Angeles where he spent much of  2001 creating 
over 30 large-scale paintings. Of  the two cities, L.A. seemed to be a more fruitful muse for the artist. 
His energy and enthusiasm seemed to be in line with L.A.’s exploding street art seen in the mid 2000’s, 
which involved artists like Shepard Fairey and the very haphazardly Warholian Thierry Guetta (Mr. 
Brainwash). 

BIRNBAUM: I know of  his early visits to New York where he met some people from the American 
Fine Arts Gallery when he was a very young person. It shows that he was quite ambitious, he was 
so eager to be social and get involved with the right people. I think he definitely would have shifted 
the understanding of  what German painting in a broader sense is, if  he would have been allowed to 
continue. In fact, what he did is beyond what most German artists have done. As far as the street art 
reference; yes and no. He was a street person—he was always on his bike, he had a skater’s mentality, he 
was at the techno clubs—but it’s difficult because he had already “made it” in a way, having shown in 
some of  the better galleries in Europe like Neugerriemschneider and others.

MCVEY: Majerus was in many was fascinated by technology, especially the Internet and its ability to 
quickly disseminate images and information on a global scale. I wonder how he would have reacted to 
Internet censorship and the NSA scandal.

BIRNBAUM: I see exactly where you’re going. Majerus was interested in everything new, and I do feel 
that his own personal sense of  time and omnipresence was very much in line with how we think of  
the World Wide Web, in terms of  everything happening now. For him, it was a strangely new temporal 
experience that he had to express in his art. It’s almost like he was trying to translate that into something 
hopelessly old-fashioned—not oil on canvas, necessarily, but a painterly practice. How can you paint the 
Internet? What a ridiculous thing, but he did in a way. With every new project he was trying to grasp 
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digitalized space and transport it to our physical space. I could see him react to prescient developments 
in perhaps a more gloomy way, but really, his mentality was upgrade optimism. He was also a pretty 
cheerful character in that he was very much about affirming new things and not about mourning the 
death of  painting or the disappearance of  possibilities, but rather, celebrating new frontiers in his art.
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