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For many years now, the central theme of the Austrian artist Lisl Ponger has been the 
question of which images and descriptions are used to represent other cultures and 
their identities, be it in ethnology, everyday culture or art. The Kunsthaus now hosts 
her fictive Mukul – Museum for Foreign and Familiar Cultures. In Dresden, the museum 
presents an exhibition on the vanishing middle class. Using methods of classic salvage 
anthropology, it provides a snapshot of the alleged vanishing of an endangered culture 
based on a wide variety of objects and images. 

The permanent exhibition featured by the Kunsthaus is divided into rooms providing 
insights into various themes and periods. The individual sections of the show, “The 
Rise of the Western Middle Class”, “From Playing the Game to Gaming the System” 
and “Specimens for Posterity”, present thoughtfully compiled exhibits. The historical 
development of the middle class is examined, as is its relationship to nation, democracy 
and capitalism in different manifestations. The subject of the show includes historical 
and present-day variants in their relation to identity and the sense of belonging, but also 
phenomena that are typical of this culture, such as tax havens, the consequences of the 
financial crisis and the globally effective dynamism of newly emerging middle classes in 
China, for example.

The MuKul – Museum for Foreign and Familiar Cultures falls back on methods of the 
traditional ethnological museum as far as the exhibition architecture and the levels of 
visual and linguistic mediation are concerned. For each presentation at a different venue, 
the permanent exhibition is expanded by new loans and acquisitions for the collection. 
The Western middle class, as the permanent exhibition’s central theme and subject of 
research, is treated in the same way as “exotic” peoples or groups in remote regions of 
the non-Western world are (still) dealt with in its museums.

Ethnological museums as well as exhibition and collection concepts are currently 
being revised all over the world. By preferably inviting contemporary artists from 
non-European societies, the MuKul – Museum for Foreign and Familiar Cultures also 

MuKul – Museum for Foreign and Familiar Cultures

The Vanishing Middle Class
September 20, 2019–12, 2020
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follows the working method of ethnological museums in the past years, as they can be 
observed at the Frankfurter Museum der Weltkulturen, for example, and many other 
venues throughout the world. While the institution is still stuck in a reform blockage, 
contemporary artists are invited to comment on and critically accompany the own 
museological practice.
Two special exhibitions, on view in parallel with the permanent exhibition, featuring 
contemporary artistic positions from North America and Europe, Lost Horizons and Lisl 
Ponger: Indian(er) Jones I-V (…it belongs in a museum), reflect lost horizons of the middle 
class and the critical engagement with the colonial presentation forms and collection 
logics of ethnological museums.

Special exhibition on the Ground Floor

Lost Horizons
International artists have been invited to the special exhibition Lost Horizons curated by 
Lisl Ponger. With the means of contemporary art, their works tell of the middle classes’ 
loss of faith in possible economic advancement and the reasons for this, as well as of the 
treatment of indigenous knowledge and the struggle for land and self-determination in 
the late-capitalist societies of the 21st century. The critical view of museum presentations 
that also goes beyond a European perspective addresses the way ethnological museums 
are seeking orientation – in this case lost horizons – and questions the sustainability of 
colonial collections and forms of presentation.

Special exhibition on the Upper Floor

Indian(er) Jones I-V  
(…it belongs in a museum)
On the upper floor, Lisl Ponger’s solo exhibition Indian(er) Jones I-V (…it belongs in a 
museum) is on display, bringing together for the first time all five photographs of the 
large-format series Indian(er) Jones that she has been creating since 2010. Indy, as his 
friends call him, can still hunt without hindrance for relics, golden objects or diamonds, 
the main thing being that they are rare and valuable artifacts. It is not about wealth, 
since he is indeed a scientist, albeit a questionable one, and a highly esteemed man of 
honor à la Hollywood. Indian(er) Jones, the fictive character in Lisl Ponger’s staged 
photo series, on the other hand, plays entirely different roles. In Fact or Truth (2010), he 
is a photographer, in Das Glasperlenspiel (2010), a museum director and, in High Stakes 
(2012), he has just won a game of poker. In Sueños de Mundos Nuevos (Dreams of New 
Worlds) (2013), he appears as a banker encountering the Mexican Woman of Death (La 
Catrina), and in Free Trade - A Pipe Dream (2019), he finds himself in an opium den.



6

GROUND FLOOR

Permanent exhibition 
of the MuKul – Museum 
for Foreign and Familiar 
Cultures
ROOM I: 
The History of the MuKul

Special exhibition of the
MuKul: Lost Horizons

Kunsthaus Dresden
Nachbarschaften 2025



7
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Finding out who belongs to the Western middle class has become 
increasingly difficult. It varies from country to country: in the US the main 
indicator is one’s place on the income scale, whereas in much of Europe 
factors such as education, participation in certain aspects of culture, 
general lifestyle etc. are still regarded as having considerable weight, 
even though actual income may be well below the median. Whatever the 
definition, the middle classes have one thing in common: over the last forty 
years the processes of globalization and de-industrialization have affected 
all of them in the West.
Coupled with outsourcing, computerization and downsizing, the numbers 
of traditional middle class jobs, especially those in mid-level management, 
have been shrinking rapidly. In addition, job security has been substantially 
reduced in many areas, resulting in precarity creeping upwards from 
the working class and the collapse of what had always been central to a 
middle-class lifestyle – the possibility of reliable life planning of careers 
and financial arrangements. There is substantial evidence that for the last 
quarter century the continued “affluence” of much of the middle
class has been funded by increasing private debt, “topping up” mortgages 
and “maxing out” credit cards.
Many of the central tenets of middle-class life, such as the belief in a 
broad-based education as a way of perpetuating the culture and securing 
the future, have also been undermined by the current economic doctrine 
which is in the process of transforming access to education into a pay-as-
you-go service industry, though at different speeds in different countries.
These and many other factors have led to the present state of affairs which 
makes it important for museums such as the MuKul to begin to salvage 
what remains of the cultural artefacts, ceremonies, lifestyles, accessories 
of this rapidly declining segment of the population. Once the backbone 
of Western societies, the middle classes were intimately involved in 
initiating, supporting and using museums of ethnology such as ours. So 
this exhibition is not without certain poignancy.

Permanent exhibition of the MuKul – Museum 
for Foreign and Familiar Cultures

The Vanishing Middle Class 
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Ground Floor

Museum for Foreign and Familiar Cultures  

ROOM I: 
The History of the MuKul 
In the first room of the permanent exhibition, the MuKul – Museum for 

Foreign and Familiar Cultures introduces itself and its working methods, 
offering a look behind the scenes. 
The MuKul was founded in 2014 upon the invitation extended by the 
Wiener Secession to the artist Lisl Ponger and was followed by exhibitions 
at the Weltmuseum Wien and the Museum der Moderne Salzburg. Based 
on methods drawn from classic salvage anthropology, an exhibition 
dedicated to the alleged vanishing of the middle class has evolved. In 
different chapters, it relates a story that appears at once familiar and 
disturbingly foreign to us.
The MuKul began collecting on an independent basis, and the inventor is 
being continuously expanded by objects from the field of tension between 
the vanishing middle class and ethnology. In this room, four objects are 
presented as examples for the collecting activity of the museum. 

Two video monitors document the work of the museum, with one showing 
past presentations of the museum at other venues and the other offering 
a glimpse behind the scenes: recordings of the making of a photograph 
from the series Indian(er) Jones I – V by the artist Lisl Ponger. The series is 
currently on view in a special exhibition of the museum. 

The ornamental wallpaper In God We Trust by the Italian artist Ryts 
Monet, which is also on display in the room, gives a preview of the second 
special exhibition at the Kunsthaus, Lost Horizons.  In God We Trust can 
be found on American dollar bills. Only when taking a closer look, does 
one see that the motif of the ornament is composed as a digital image of 
hundreds of details of banknotes from all over the world. The details of the 
wallpaper refer to flowers or plants, national symbols of the countries that 
have issued the respective banknotes.
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Sports shoes
Adidas, leather
Vienna, 2016
Inv.No.: 125.003, MuKul

Figure “Dancer”
Tin, colored, recycled cans
Mali, 2011
Inv.No.: 124.883, MuKul

Handbag and shoes
Louis Vuitton fakes
Cardboard
Guangdong, China, 2018
Loan from Peter Moosgaard, Supercargo Collection

The History of the MuKul  
Slide show, 10:54 min., 2019

Making of Indian(er) Jones V
Video, 4:36 min., 2019
Lisl Ponger, camera: Tim Sharp

Curtain
4.41 m wide and 2.80 m
2014

Ryts Monet
In God We Trust
Digital collage, wallpaper print, variable dimensions 
2015
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The accelerated growth of the Western middle class in the 19th and 20th 
centuries was stimulated by the Industrial Revolution, colonial expansion, 
developments in science and technology as well as the increase in university 
facilities, professional societies, and medical and cultural institutions. 
The ensuing multi-location political debate took place in parliaments, 
universities, debating societies, coffee houses and newspapers. The last 
two were historically linked because the coffee house functioned as an 
information exchange, playing a role in the founding of newspapers and 
financial markets and traditionally providing a place where art, business, 
politics and tourism could meet.

Imagined Communities 
and Adaptive Traditions
The modern concept of nation – which has been termed an “imagined 
community” – also took shape at the beginning of this period. In order 
to maintain such a community, its members have to interpret history and 
cultural heritage, and regularly engage in ceremonies, acts and events that 
reinforce the notion.
Also on a local and individual level the middle class proved to be adept 
at inventing or adapting traditions of this nature. Clubs began to form 
in Germany of the early 1930s around the notion of the Wild West as 
“imagined communities” with a similar identity-endowing function, albeit 
on a smaller scale. One example was the 1st Dresden Indian and Cowboy 
Club, Manitou, a further is The Buffalos in Röderau near Zeithain. Their 
costumes and weapons with a high degree of authenticity were no doubt 
informed by exhibits in the Karl-May-Museum in Radebeul which had 
been established by Ernst Tobias (Patty Frank) in 1928 after experiences 
in the Barnum & Bailey Circus, Buffalo Bill’s Wild West Show and visits 
to Indian reservations in the USA. World War II suspended the Manitou 
community activity and, despite the fact that the post-war settlement 

Upper Floor

Museum for Foreign and Familiar Cultures  

Room II: The Rise of the 
Western Middle Class 
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designated their “hunting grounds” as part of the GDR and the USA was 
seen as an “imperialist class enemy”,
Johannes Hüttner instigated the Old Manitou club in 1956. Initially 
dependent on Karl May’s stereotypical conceptions of Indian culture, 
a slow shift, beginning in the 1970s, saw the “Indianists” emphasizing 
authenticity and expressing political solidarity with the native peoples of 
North America.

The Middle Class at Risk
Comfortably-off, solid and staid are adjectives traditionally used to describe 
the middle class. This perception was founded on their long-term financial 
planning, secure careers and advocacy and reliance on good education, 
hard work and civil, political and cultural responsibility. In the 1980s this 
began to change as a consequence of globalization, de-industrialization in 
the West and the growth of financialisation, i.e. the transformation of debt 
into investment products. More and more, the middle class, especially the 
Anglo-American middle class, began to maintain its threatened lifestyle 
by incurring debt. By 2010 household debt had risen from 60–70 percent 
of income to 140 per cent and more. Loans were taken to pay for houses, 
private education, consumer and luxury – especially brand-name – 
products and travel.



14



15

Playing the game according to the spirit of the rules has been an essential 
characteristic of the middle class. Traditionally, games, and board games 
in particular, have been seen as a way of playfully introducing children to 
both competitive and cooperative modes of social interaction. In adult-
hood, games are sometimes used as venues to arrange business ven-
tures. As in sport, play in general has now become professionalized and 
more sharply focused on competitiveness. Present-day Anglo-American 
capitalism’s encouragement of competition has reached a point where 
it increasingly blurs distinctions: between work and play, work and free 
time. The result of this blurring leads many people to feel that they are “on 
the job” at all times. In addition, contrary to neoliberal doctrine, the logical 
outcome of pure competition is monopoly or its covert counterpart, secret 
price agreements between competitors, to the detriment of consumers.
The re-shaping of Western society over the last half century by globalizati-
on, de-industrialization, and the explosive growth of financialization and 
hegemonic neoliberal agendas has also impacted much of the middle class. 
Many of them, unlike the working class, have been prime agents and sup-
porters of those fundamental changes. Employed as professional econo-
mists, accountants, lawyers etc., they have been active in advocating and 
facilitating the dismantling of social economies and minimizing social 
responsibilities and tax liabilities of companies and wealthy individuals.
In what is actually a static economy, money is best made by gaming the 
system. Financialization and branding are ways of producing and accu-
mulating real wealth disconnected from real products in the real world. 
By breaking the spirit and bending the letter of relevant laws and regula-
tions – manipulating investment risk ratings, bank lending rates and in-
venting an economy that creates wealth offshore, away from jurisdictions 
that require tax payments – vast amounts of wealth are being funneled out 
of the social system. It is not without irony that many of the tax havens 
around the world would fit snugly into the middle class notion of the ideal 
holiday destination.

Upper Floor

Museum for Foreign and Familiar Cultures  

Room III: From Playing the 
Game to Gaming the System 
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With the Western middle classes under threat, it is important to preserve some 
typical specimens for posterity. This is reflected in the Plaster of Paris masks, 
heads and a half-length figure executed using the historical methods employed 
to produce lifelike casts of representatives of the “dying races” which are to be 
found in the storerooms of many Western museums of ethnology.

Political Reactions
While part of the middle class advocated and facilitated the mechanisms 
which have led to the present state of affairs, another part has taken up 
political and economic activism – of all shades – in protest. Most frequently 
they are protesting against outcomes of imperialism (in a new guise) and the 
unrestrained neoliberal spin to economic theory. Broadly speaking, they 
are calling for regulation of the neoliberal version of “creative destruction”, 
sometimes known as Schumpeter’s gale, after the Austro-American economist, 
Joseph Schumpeter, of the application of the “shock doctrine” (Naomi Klein) 
and the resurgent wave of accumulation by overt and covert appropriation. It is 
a struggle that is being waged worldwide.

The Emerging Middle 
Classes
Globalization has meant that while the Western middle classes have been on the 
decline, middle classes in China, India and Brazil are on the rise. And they are 
enthusiastically consuming the same luxury brand items that their counterparts 
in the West can now ill afford, having incurred too many debts in order to do 
exactly that. Indeed, as members of the nouveau middle class, a number of the 
Chinese producers of fake luxury goods (many destined for the Western market) 
are among those who would refuse to be seen with anything except the authentic 
products, many of which are also now “Made in China”.

Upper Floor

Museum for Foreign and Familiar Cultures 

Room IV: 
Specimens for Posterity  
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“I collect for a museum.” This simple reason for appropriating cultural 
assets of all sorts given by the lead character of the monumental film 
Indiana Jones, among others, will probably no longer be able to serve 
as a moral justification. Especially not, when the archaeological or 
ethnological objects are from dubious sources, when they were acquired 
through deception, theft or robbery, or purchased from smugglers, as 
in the case of Indiana Jones, the adventurer, archaeologist and professor 
from the Hollywood studios. As yet, there have not been complaints by 
states robbed of their cultural heritage, no restitution demands directed 
toward the museum for which Indy, as his friends call him, is collecting. He 
can still hunt without hindrance for relics, golden objects or diamonds, the 
main thing being that they are rare and valuable artefacts. It is not about 
wealth, since he is indeed a scientist, albeit a morally questionable one and 
not immune against making racist comments. But he is a highly esteemed 
man of honor à la Hollywood. Indian(er) Jones, the fictive character in Lisl 
Ponger’s staged photo series, on the other hand, plays entirely different 
roles. In Fact or Truth (2010), he is a photographer, in Das Glasperlenspiel 
(2010), a museum director and, in High Stakes (2012), he has just won 
a game of poker. In Sueños de Mundos Nuevos (Dreams of New Worlds) 
(2013), he appears as a banker encountering the Mexican Woman of Death 
(La Catrina), and in Free Trade – A Pipe Dream (2019), he finds himself in 
an opium den.
As a photographer, he follows in the footsteps of the American 
photographer of “Indians”, E.S. Curtis, who at the beginning of the 20th 
century became famous for his seemingly documentary, but partially 
staged photos. The museum director personally invites the audience to 
reflect on the meanings of non-European objects and their presentation 
in Western museums. With his pistol in plain sight, Indian(er) Jones, 

Upper Floor

Lisl Ponger

Indian(er) Jones I-V 
(…it belongs in a museum)
A special exhibition of the MuKul – Museum for 
Foreign and Familiar Cultures on the upper floor 

September 20 through January 12, 2020 



18

aka Conquistador Hernán Cortés, won numerous golden artefacts from 
the Aztecs and Mayas, the Mexican staple corn, as well as the free trade 
agreement NAFTA in a unequal poker game. While he, as a banker, still 
has firm faith in the neoliberal system, those fighting for their dreams of 
a better and more just world have caught up with him. His own dreams, 
in turn, are coming from the opium pipe. Maybe a legal painkiller like 
Oxycontin got him addicted. Is he now dreaming of Bengalese poppy 
fields and the huge amounts of opium of the British East India Company at 
the time when Great Britain forced the Chinese empire to open its markets 
to the opium trade? Or is he intoxicated, like President Trump, by the idea 
of new trade wars to consolidate the hegemony of the USA? 
Whoever Indian(er) Jones embodies, he always remains the American 
adventurer and Hollywood hero.
On July 9, 2021, Steven Spielberg’s Indiana Jones V starring 79-year-old 
Harrison Ford will premiere. If the rumors that he is going to hunt for 
treasures in the Bermuda Triangle or Atlantis turn out to be true, a new 
chapter on the theme of restitution, i.e. the return of looted cultural goods, 
will have to be opened.

Indian(er) Jones I – Fact or Truth, 2010
C-Print, 181 x 132,5 cm

Indian(er) Jones II – Das Glasperlenspiel, 2010
C-Print, 181 x 143.5 cm

Indian(er) Jones III - High Stakes, 2012
C-Print, 140 x 174 cm

Indian(er) Jones IV - Sueños de Mundos Nuevos, 2013
[Dreams of New Worlds]
C-Print, 140 x 170 cm

Indian(er) Jones V - Free Trade, a Pipe Dream, 2019
analog C-print, 140 x 174 cm

All loans: Courtesy Charim Gallery, Vienna
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International artists have been invited to the special exhibition of the 
MuKul – Museum for Foreign and Familiar Cultures curated by Lisl Ponger. 
With the means of contemporary art, their works tell of the middle classes’ 
loss of faith in possible economic advancement and the reasons for this, as 
well as of the treatment of indigenous knowledge and the struggle for land 
and self-determination in the late-capitalist societies of the 21st century. 
The group show titled Lost Horizons presents artistic views on museum 
presentations, also going beyond a European perspective, and addresses 
the way ethnological museums are seeking orientation – in this case, lost 
horizons – and questions the sustainability of colonial collections and 
forms of presentation.

By inviting predominantly non-European artists, the Mukul also follows 
the working method of ethnological museums in the past years, as they can 
be observed at the Frankfurter Museum der Weltkulturen, for example, 
and many other venues throughout the world. While the institutions are 
still stuck in a reform blockage, contemporary artists are invited by the 
museums themselves to comment on and critically accompany their own 
museological practice.

ground floor

LOST HORIZONS
with Tim Sharp, David Bradley, Rajkamal Kahlon,
Nicholas Galanin, Fred Wilson, Carole Condé + 
Karl Beveridge, Ryts Monet,  

A special exhibition of the MuKul – Museum for 
Foreign and Familiar Cultures on the ground floor

September 20 through January 12, 2020 
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David Bradley 
Land O´Fakes, 2007
Painting
60 x 80 cm

Lender: NONAM – Nordamerika Native Museum Zürich

»To be an artist from the Indian world carries with it
certain responsibilities. We have an opportunity to
promote Indian truths and at the same time help
dispel the myths and stereotypes that are projected
upon us. I consider myself an at -large representative
and advocate of the Chippewa people and American
Indians in general. It is a responsibility which I do
not take lightly.« 
David Bradley

Bradley’s work is known for its narrative style, speaking in allegories 
and falling back on parody and persiflage. The artist draws from the 
formal repertory of folk art and American Pop Art. Many contemporary 
indigenous artists grew up with American pop culture and today often 
address stereotypical "images of Indians” in movies and commercials, 
deliberately ironizing and reversing the perspective – one could say that 
they “self-confidently and ironically indigenize present-day pop culture.”1

Bradley’s artistic work is inseparable from his political activities. He 

Tim Sharp
Naming the Game, 2012
1100 Mexican plastic dice, hand-painted, brass bars, emblems of stock 
and bond certificates, 57 x 35.5 x 13 cm

Tim Sharp
Chain Reactions, 2010 
Gunter’s Chain (66 feet / 22 yards / 20 meters), padlocks, car paint, 
keys, cable ties. Variable dimensions

Chain Reaction (2010) refers to the so-called , “Gunter’s Chain”, a 
measuring device named after its inventor, Edmund Gunter, which 
was used from the 17th to the late 20th century to survey land (primary 
triangulation).
The work stands for commodity fetishism, the transformation of land into 
a commodity and the ensuing shift of power and culture.

* 1947 Scotland, lives and works in Vienna.
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grew up in Minnesota as a member of the Minnesota Chippewa Tribe and 
studied at the College of Santa Fe and the Institute of American Indian 
Arts (IAIA) in Santa Fe, where he also worked as a visiting professor. 
His artistic reflections can also be understood as a call to the indigenous 
population to lay claim to their identity and preserve their culture. The 
work “Land O’Fakes” combines persiflage with a political statement. 
The inscription “Land O’Fakes” and the woman giving the impression 
of an Indian are a caricature of the package of the American butter brand 
“Land O’Lakes”. The company from Minnesota, the artist’s home state, 
advertises for its product with one of the most widespread stereotypes: the 
Indian princess. What is more: the alleged Indian woman could also be a 
white person wearing a mask and an Indian costume. 
She holds a scale in her hand and weighs a dollar bill against a feather. 
The inscriptions “Museum Currency” and “1990 Indian Arts and Crafts 
Act” also allude to the commodification and commercialization of 
indigenous culture. The latter refers to a law that came into force in the 
USA in 1990 making it a punishable offense for non-Indian artists to use 
the designation “Indian art”. As a member of the Native American Artists 
Association (NAAA), Bradley belonged to the driving forces behind the 
law. Before and after its implementation, there were numerous heated 
debates on who has the right to call themselves Indian artists and what is 
to be considered Indian art. According to Bradley, his advocating for the 
law had severe personal and professional consequences. The work vividly 
points to the sour taste that cultural, historical and artistic appropriation 
leaves behind.2

1    Robin Leipold, curator of the Karl May Museums in Radebeul, in the exhibition catalogue 
IndianerArt, Stadtgalerie Radebeul, 2019.
2    See the exhibition catalogue Native-Art-Now, NONAM Zurich, 2014

* 1954, lives and works in Santa Fe, New Mexic

Rajkamal Kahlon
Fieldsketches - My Life and Times Among the Natives of Vienna, 2016
Drawings and handwritten records, bound

Lender: KHM – Museumsverbund, Weltmuseum Wien

The work “Field Studies – My Life and Times Among the Natives of Vienna” 
was created during a two-month grant residency at the Weltmuseum 
Wien. The book is oriented toward European travelogues as they were 
frequently written in the 19th century. It contains handwritten notes 
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Nicholas Galanin
Tsu Heidei Shugaxtutaan, 2011 
[Tlingit for: We Will Again Open This Container of Wisdom That Has Been 
Left in Our Care] One-channel video installation, 8:42 min

“Culture is rooted in connection to land; like land, culture cannot be 
contained,” is one of Nicholas Galanin‘s central statements on his work, 
which is inspired by the culture, knowledge and handicraft production 
of the Tlingit & Unangax, to whom he feels affiliated. For his works, he 
combines materials, perspectives and methods of indigenous and non-
indigenous origin. It is important for him to counter a romanticizing, 
categorizing or containing view of the traditions of Tlingit culture, while 
simultaneously making clear reference to contemporary media and modes 
of thought.

In his video installation titled Tsu Heidei Shugaxtutaan Part 1 & 2 ( - We 
Will Again Open This Container of Wisdom That Has Been Left in Our 
Care), Galanin blends traditional culture with contemporary cultural 
production from the West: In the first part, Galanin conducts a dancer 
who doesn’t belong to the community of the Tlingit, the musician David 

and impressions recorded during her work at the Weltmuseum and the 
encounters with its staff members. Furthermore, it contains quotes from 
and references to some of the most significant writers and pioneers of the 
emancipation from the cultural hegemony of colonization, including Aimé 
Césaire, Frantz Fanon and Vandana Shiva, as well as contemporary poetry 
by people of color, whose common mission until today is to decolonize 
thinking. 

Rajkamal Kahlon repeatedly deals with ethnographical portrait photos 
of the late 19th and early 20th century in her work. The staging of these 
portraits was often based on the construction of the “wild” or “primitive”, 
thus laying the foundation for codes of depiction that can partially still 
be found today. In the works of the American artist living in Berlin that 
analyze these continuities, the viewer becomes the witness of an autopsy 
dissecting the visual heritage of systems of rule. Kahlon thus enables a 
rehabilitation of bodies, narratives and cultures that were once erased, 
distorted or reviled. With her image transformations, she prompts the 
audience to question their own perspective.

* 1974 in Auburn, California (USA), lives and works in Berlin. 
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Elsewhere. He dances in street clothes in an open, modern room to the 
sounds of a traditional Tlingit song. Afterwards, we see a performer in a 
traditional garment and mask against the background of totem-animal 
images dancing to techno sounds. 
For Galanin, opening the “Container of Wisdom” means placing different 
generations in a lively, cultural exchange. The merging of traditional 
and contemporaneous forms of expression in this piece shows what is 
possible when cultures are allowed to grow and expand, and thus access 
new contexts. Traditional and contemporary songs, dances and languages 
are equally relevant forms of expression, whose active execution is more 
significant than their consumption, so that a cultural continuity can be 
preserved and simultaneously transformed. 

* 1979, Sitka, Alaska, lives and works in Sitka

Fred Wilson
„Mining the Museum: An Installation“ 
Fred Wilson und Lisa Graziose Corrin
1994

Lender: Sächsische Landesbibliothek – Staats- und Universitätsbibliothek 
Dresden, Signatur: 68.4.6601

The American artist Fred Wilson works at the interface of artistic and 
curatorial approaches when designing an exhibition space in the museum 
that rearranges ethnological and anthropological exhibits to create new 
contextual meanings and access and activate different layers of meaning 
of the objects. 
His interest is focused on questions related to the representation of 
minorities, especially the African-American population, in museum 
artifacts that often reveal the prevailing power relations. In his exhibitions, 
Wilson connects the institutional forms of presentation to political 
realities. 
His 1992 exhibition and the subsequent publication Mining the Museum 
was a milestone in recontextualizing museum collections. Fred Wilson’s 
fundamental intervention in the Maryland Historical Society was at 
once simple and remarkably complex in regard to the questions it 
raised. Wilson worked with objects from the collection of the MHS and 
challenged the until then white museum narration of the educated upper 
class by presenting silver Repoussé vessels and elegant armchairs from 
the 19th century next to slave shackles and a whipping post under the 
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Tim Sharp
Naming the Game, 2012
1100 Mexican plastic dice, hand-painted, brass bars, emblems of stock 
and bond certificates, 57 x 35.5 x 13 cm

The work of Tim Sharp shows hand-painted Mexican dice arranged in a 
box. The stock and bond certificates on the outside are from the period 
prior to deregulation. The iconic motifs on the certificates mainly depict 
female figures signaling everything from exuberant nature (an allusion 
to ample profits) or to the unlimited possibilities of purchasing property 
across the entire North American continent – marking an extreme contrast 
to the real position of women in the world and in the financial arena. Since 
the emergence of the computer and the liberalization of the banking and 
financial system, the trend has been to paperless registration of stocks and 
bonds. This is cheaper and faster and also reflects the increasing virtuality 
and speed of investment transactions. Today, transactions are frequently 
carried out at speeds eluding human perception by computer programs 
requiring no human decision-making because they are controlled by 
algorithms. Although small investors have always had a disadvantage in 
informational, technical and structural terms, it recently turned out that 
their brokers and banks did not necessarily operate in their interest, but 
ultimately in their own. This change in the rules of the game, brought 
about by better informed players, is reflected by the arrangement of the 
dice. In “Naming the Game”, they can no longer be freely cast because they 
have turned into an abacus that is part of an accounting system geared to 
profit maximization. The work poses the provocative question: “When 
will these games end?”

* 1947 Scotland, lives and works in Vienna.

title “Metalwork 1793-1880”. Texts, spotlights, recorded texts and objects 
traditionally used for storage drew attention to the local history of black 
and indigenous people and completed the well-known museum narrative 
by adding important historical and current topics. 

*1954, Bronx, New York, lives and works in New York
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Carole Condé + Karl Beveridge 
Liberty Lost (Toronto G20), 2010
C-Print
100 x 70 cm

Liberty Lost (G20, Toronto) (2010) can be read as the artists’ response to 
the events surrounding the G20 Summit in Toronto in 2010 and especially 
to the massive and repressive presence of police forces. The picture 
composition alludes to Eugene Delacroix’ painting Liberty Leading the 
People (La Liberté guidant le peuple). The picture painted during the French 
June Rebellion of 1830 in Paris seeks to come to terms with the second, 
bloodiest day of the revolution, which ultimately led to the toppling of the 
Bourbon dynasty in France, the end of the monarchy and the dawn of the 
First French Republic. 

While Delacroix’ painting memorializes the barricade fights of the French 
people for freedom and self-determination, Liberty Lost depicts the loss of 
freedom: the downsides of a liberal, parliamentary democracy in which 
the rights of individuals and social movements stand in conflict with the 
interests of private property and wealth and are massively restricted in the 
wake of the privatization of government tasks. 

The Canadian artist duo Carole Condé and Karl Beveridge have been 
working for more than 30 years with various union organizations and local 
communities on creating photographic mises-en-scène. Reconstructions 
and the model-like staging of social reality are at the center of their 
work. Although the photographic series that Condé and Beveridge have 
developed since the 1980s are based on documentary material, research 
in archives or participatory observation, as well as on oral history 
recordings, they make no claim to authenticity. The narrative perspective 
of the mises-en-scène engenders “stories from below”. Their protagonists 
are often workers at large Canadian corporations fighting to organize and 
assert union demands. The staging shifts the focus of the workers from 
individual cases to collective experiences in late-capitalist labor-market 
policies.

Carole Condé (* 1940 in Hamilton, Ontario, Canada) and Karl 
Beveridge (* 1945 in Ottawa, Ontario, Canada), live and work in 
Toronto.



Ryts Monet
Riserva Aurea, 2017
Assembled banknotes, paper, glass
29 x 40,5 cm

The work Riserva Aurea is based on a collection of banknotes from different 
regions of the world. The selection is characterized by visual similarity, 
with each banknote depicting a different flower or plant as the symbol 
of the respective nation. The banknotes were folded and assembled. The 
passe-partout only leaves the drawings of flowers and plants visible. The 
result is a series of flower still lifes, with the composition resembling a 
flower bouquet.

* 1982, Bari, 1982, lives and works in Venice and Vienna.
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