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The machine ceaselessly swipes 

through Ins tagram, l ik ing ever y 

post i t  encounters ,  regardless of  i t s 

content .  A cont inuous rhy thm of 

l abour emerges ,  t ranslat ing the use 

of  an interac t ion-dr iven p lat form 

into mechanical  vehemence.

What has in recent years become a 

central  form of informat ion exchange 

and opinion-making appears here 

as a dubious game. The machine 

exposes the arb i t rar iness of  ever yday 

p lat form use and turns i t  into a 

haphazard labour process .

As a robot ic c l ickworker,  i t  makes 

c lear that wi thout human intent ion, 

the premise of  a socia l  forum is 

cor rupted.  What remains is  l abour : 

the generat ion of  an onl ine cur renc y 

cal led “ interac t ions”,  a metr ic  that 

helps determine the reach and 

v is ib i l i t y of  accounts .

The machine encounters a 

publ ic  sphere whose exchanges 

are increasingly organised by 

corporat ions,  a lgor i thmic sor t ing and 

quant i f ied at tent ion.  Where qual i t y 

is  measured quant i tat ively,  the high 

score replaces the argument .

Needs for recogni t ion and feel ings 

of  inadequac y turn conspicuousness 

into a socia l  v i r tue.  Popul ism and 

the “r ight of  the loudest ” f lour ish on 

the same ground.

follow
me
blindly

video

https://vimeo.com/1059357917


4f o l l o w  m e  b l i n d l y

Fol low me B l indly,  202 5 
Zebr as t r aat ,  Gent (BE )
Photos by Lukas Zerbs t

 →
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Cour ier s f rom common del iver y 

ser v ices appear.  They search for 

a speci f ic  des t inat ion,  check their 

smar tphones hesi tant ly — and 

f inal ly do what they always do: they 

del iver.  Only here,  del iver y becomes 

feeding.

feeding
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feeding

video

In Feeding ,  per formers in the 

uni forms of famil iar  del iver y ser v ices 

enter the exhib i t ion space.  Normal ly 

par t  of  the urban publ ic  realm, they 

in i t ia l ly seem out of  p lace here. 

Through caut ious engagement ,  they 

ease the tension, gain the t rus t  of 

indiv idual  guest s ,  and conclude each 

encounter wi th an int imate ges ture: 

they feed the audience.

Feeding — an ac t  bet ween care, 

int imac y and dependenc y — 

becomes a r i tual  counter-image 

to al ienated p lat form labour.  The 

per formers do not del iver what 

has been ordered, but what is 

miss ing:  at tent ion,  c loseness , 

physical i t y.  The iconography of the 

app economy – logos,  bags ,  helmets 

– is  t rans formed into a di f ferent 

message:  this work is  not v i r tual .  I t 

is  physical ,  precar ious,  exis tent ia l . 

And i t  af fec t s us a l l .

The p lat form economy organises 

work as an accelerated,  assessable 

and interchangeable ser v ice.  Within 

this f ramework ,  cour ier s appear 

less as subjec t s than as inter faces 

bet ween algor i thmical ly generated 

demand and physical  execut ion. 

Their  ac t iv i t y is  t ranslated into 

metr ics:  speed, avai labi l i t y,  rat ing. 

The body becomes a car r ier  of 

logis t ics:  a mobi le resource wi thin 

an inf ras t ruc ture of  e f f ic ienc y, 

scalabi l i t y and control .

https://vimeo.com/943193105
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Feeding ,  2024
Kreuzberg Pav i l lon ,  Ber l in
Photos by Joe C l ark

 →
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sealing
the
fate

Bui l t  as the s tate s tudio for the 

Nazi-era sculptor Arno Breker, 

today ’s Kunsthaus Dahlem is an 

example of  Nat ional Social is t 

representat ional archi tec ture: 

monumental  concrete s t ruc tures , 

h igh cei l ings and austere l ines 

produce an int imidat ing ,  imposing 

ef fec t .

For the exhib i t ion of f inal is t s for  the 

Kar l  Schmidt-Rot t luf f  Scholarship, 

Seal ing the Fate was ins tal led as 

a del iberate manipulat ion of  the 

inter ior :  the four monumental  doors 

open and c lose in pair s in s low, 

synchronised movements .
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Seal ing the Fate,  202 5
Kuns thaus Dahlem, Ber l in
Photos by Lukas Zerbs t

 →
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Seal ing the Fate,  202 5
Kuns thaus Dahlem, Ber l in
Photos by Lukas Zerbs t

 →
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Seal ing the Fate,  202 5
Kuns thaus Dahlem, Ber l in
Photos by Lukas Zerbs t

 →
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Seal ing the Fate,  202 5
Kuns thaus Dahlem, Ber l in
Photos by Lukas Zerbs t

 →
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sealing
the
fate

video

The monumental  doors of  the former 

s tate s tudio are especial ly s t r ik ing: 

func t ional ins t ruments that organise 

passage,  exclusion and spat ia l 

control .

Through this manipulat ion,  they 

begin to ac t  autonomously:  their 

movement no longer ser ves passage 

or i t s  re fusal ,  but conf ronts v is i tors 

wi th the archi tec ture i t se l f.  The 

space is  forced to per form i t sel f. 

The t i tular  moment of  the doors 

s lamming shut — of ten used in f i lm 

as a metaphor for a sealed fate — is 

de-dramat ised and turned into a 

loop.

Author i t y appears not as a s ingular 

ac t  of  v io lence,  but as a pers is tent , 

automated ges ture.  The his tor ical ly 

charged archi tec ture is  not 

i l lus t rated or commented upon, but 

des tabi l ised by i t s  own movement .

https://vimeo.com/1096641219/f73a3f3b1a
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lift

At the Museüml i ,  a ghost accompanies 

ever y exhib i t ion:  a heav y-dut y crane 

permanent ly mounted to the cei l ing 

is  par t  of  the archi tec ture,  yet too 

conspicuous to disappear into i t .  An 

elephant in the White Cube, imposing 

i t sel f  and boast ing of  the loads i t  could 

l i f t .

For L i f t ,  the crane in the former 

generator shed of Buchs Munic ipal 

Ut i l i t ies is  motor ised.  With a metal l i c 

c lat ter,  i t  moves autonomously over the 

heads of  the v is i tors and s lowly lowers 

i t s  i ron f inger.  Beneath i t  l ies a p i le of 

dumbbel l s .  But ins tead of heav y spor t s 

equipment ,  the crane f inds feather-

l ight fabr ic  repl icas:  colour ful  p lush 

dumbbel l s ,  which i t  hesi tant ly reaches 

for.

Two promises of  power col l ide:  the 

crane as a pros thesis that mult ip l ies 

human capabi l i t ies ,  and the dumbbel l 

as a dev ice intended to s t rengthen 

the human being i t sel f.  Per formance 

objec t s in search of  per forming bodies . 

Yet L i f t  is  a demonstrat ion of s t rength 

that fa i l s .  The heav y hook l i f t s  nothing 

— and even i f  i t  d id,  a p lush dumbbel l 

would hardly prove i t s  s t rength.

Thus the work t ips into the comical 

and the tender.  Compet i t iveness , 

s t rength,  pressure to per form and 

res i l ience appear as rehearsed ges tures 

of  a mascul ini t y that here encounters a 

toy.  Unimpressed by the crane’s force, 

the dumbbel l s  ro l l  as ide,  tumble f rom 

the p lat form and leave the apparatus 

behind: l arge,  loud, s t ra ined – and 

suddenly as tonishingly sof t .

video

https://vimeo.com/972080703
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L i f t ,  2024, 
Museüml i ,  Buchs (CH)
Photos by Lukas Zerbs t

 →
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My prac t ice began wi th the per forming 

body.  Today,  I  am interes ted in 

choreographies that are a l ready in 

p lace before anyone ac t s consciously. 

Spaces ,  technolog y and socia l  ro les 

organise behaviour before i t  appears 

as indiv idual  ac t ion.  My works do not 

conf ront such orders head-on. They 

overper form them: a func t ion is  car r ied 

out so prec isely that i t  begins to bet ray 

i t se l f.

I  work wi th what a p lace al ready of fer s: 

inf ras t ruc ture,  inter iors ,  rout ines 

and expec tat ions.  I  add only what 

is  needed for an exis t ing logic to 

t ip.  At f i r s t ,  my works of ten appear 

to belong to the exis t ing operat ion: 

as repair s ,  maintenance,  damage, 

technical  solut ions or func t ional 

misunders tandings .  Only gradual ly 

does i t  become apparent that the 

p lace,  through them, begins to speak 

di f ferent ly about i t se l f.

Technolog y p lays a central  ro le,  but 

never as a mere demonstrat ion of 

what is  technical ly possib le.  Devices , 

motors and automated processes 

become per formers in an over ly cor rec t 

wor ld.  They ful f i l  expec tat ions so 

prec isely that i t  becomes apparent jus t 

how absurd,  brutal  or comical  these 

expec tat ions can be.  The machine is 

rarely neutral  in my works .  I t  ac t s as i f 

i t  knows exac t ly what to do – and of ten 

obeys too wel l  in the process .

I  ask how people l ive,  work ,  res ide, 

ac t  and become v is ib le under g iven 

condi t ions.  Bureaucracies ,  ins t i tut ions, 

p lat forms and archi tec tures appear not 

as abst rac t  sys tems, but as concrete 

s i tuat ions:  a ‘ l ike ’  becomes work ,  a 

del iver y a physical  encounter,  a door 

a choreography of power,  a knock an 

uncer ta in quest ion of  belonging.

Dance theat re le f t  me with an eye for 

s i tuat ions in which body,  space and 

ac t ion depend on one another.  Today, 

I  am less interes ted in the body as a 

means of  expression than in the body 

addressed by sys tems of order :  work ing , 

obser v ing ,  us ing ,  adapt ing or being 

excluded.

Through my family ’s exper ience of 

migrat ion,  ar r ival  a l so meant learning 

to read rules before they were spoken. 

Adaptat ion thus appeared both as a 

way of belonging and as a form of 

d isappearance.  Repair,  appropr iat ion, 

camouf lage and repurposing are 

therefore not merely formal s t rategies 

for me, but a l so socia l  exper iences .

Much of my work emerges f rom a c lose 

engagement wi th ins t i tut ions.  I  see 

them not merely as exhib i t ion spaces , 

but as counterpar t s wi th their  own 

expec tat ions,  rout ines and sel f- images. 

One col laborat ion was once apt ly 

descr ibed as a “ therapy sess ion wi th the 

ins t i tut ion.” This captures my prac t ice 

wel l :  not because the ins t i tut ion is  to 

be healed,  but because in my work i t  is 

made to speak about i t s  own symptoms.

My works do not at tack sys tems f rom 

the outs ide.  They nest ins ide them, use 

their  tool s and fo l low their  rules wi th 

suspic ious prec is ion.  Power appears 

not as a grand drama, but as rout ine. 

I  am not interes ted in the s tate of 

emergenc y,  but in the uncanniness of 

normal operat ions.
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Home Sweet Home t rans forms the 

larges t exhib i t ion space of  the 

Städt ische Galer ie Bremen into bookable 

accommodat ion for the durat ion of an 

exhib i t ion.  The space is  of fered v ia 

A i rbnb and can be rented for a maximum 

of three night s .  I t  is  avai lable bet ween 

6 pm and 10 am, outs ide the gal ler y ’s 

regular opening hours .

With ever y booking ,  the func t ion 

of the space shi f t s .  What appears 

dur ing the day as an ins tal lat ion 

wi thin an ins t i tut ional  f rame becomes 

a temporar y apar tment at  night . 

Furni ture,  bed, cur ta ins ,  towel s and 

ever yday objec t s remain the same, 

yet their  s tatus shi f t s .  The work is 

inhabi ted,  used, rated and paid for.  The 

exhib i t ion space becomes a temporar y 

pr ivate inter ior.

The work thus inter venes in a central 

order of  the ar t  ins t i tut ion:  the 

separat ion bet ween a publ ic  cultural 

venue and pr ivate use.  Under bui ld ing 

home
sweet
home

regulat ions,  the space remains par t  of 

a gal ler y;  yet through the p lat form, i t 

is  made avai lable as accommodat ion. 

The booking creates exclusive access 

to a p lace that is  publ ic  dur ing the day. 

The appeal of  the of fer  l ies prec isely in 

this shi f t :  being in the museum at night , 

becoming par t  of  a work ,  inhabi t ing ar t 

– and al l  wi thout an audience.

Airbnb is  not merely a booking p lat form, 

but par t  of  the work .  The p lat form 

t ranslates space into images,  pr ice, 

avai labi l i t y,  house rules ,  rev iews and 

promises of  exper ience.  I t  turns a p lace 

into a bookable exper ience and use 

into an economic event .  Home Sweet 

Home bui lds on a t rend in which l iv ing 

space is  increasingly organised as a 

temporar y resource,  an inves tment and 

a form of exper ience.  The boundar y 

bet ween hospi tal i t y,  pr ivat isat ion and 

exploi tat ion is  del iberately b lur red.

The inter vent ion succeeds prec isely 

when i t  is  used. Ever y booking conf i rms 

the logic i t  renders v is ib le.  The space 

is  monet ised,  the ins t i tut ion par t ia l ly 

pr ivat ised,  the audience div ided into 

guest s and customers .  At the same 

t ime, the overnight s tays f inance 

fur ther per formances that take p lace on 

Sundays wi thin the apar tment .  The work 

thus produces prec isely the economic 

movement i t  examines.

Home Sweet Home t rans forms the ar t 

ins t i tut ion into a s i te of  temporar y 

appropr iat ion.  The exhib i t ion space 

loses i t s  c lear func t ion and is  suspended 

bet ween gal ler y,  apar tment ,  s tage, 

ser v ice and p lat form of fer ing.  What 

happens there remains ambivalent : 

a subvers ive inter vent ion in the 

ins t i tut ion’s exclusiv i t y,  a use of  i t s 

inf ras t ruc ture,  a rental  of  ar t  – and 

a prec ise i l lus t rat ion of how even 

publ ic  spaces can be t ranslated into 

marketable exper iences as a mat ter of 

course.

video

https://vimeo.com/907806583
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Home Sweet Home, 202 3
St ädt .  Ga ler ie B remen, DE
Photos by Franz iska von den Dr iesch

 →
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Mechanical  knocking devices are 

mounted on the back of  an exhib i t ion 

wal l .  At  i r regular inter val s ,  they emit 

rhy thmic s ignal s .  V is i tors are inv i ted to 

respond. The knockers reac t :  they echo 

what they hear,  a l ter  the rhy thm – or 

fa l l  s i lent .  In this way,  a vulnerable yet 

hopeful  at tempt at  contac t emerges .

Knocking has long been a form of secret 

exchange: a l anguage many unders tand 

intui t ively,  but no one speaks f luent ly. 

In cer ta in his tor ical  contex t s ,  i t  became 

a sur v ival  s t rateg y – for ins tance,  as a 

cultural ly coded s ign of  recogni t ion.  A 

famil iar  example is  the rhy thmic s ignal 

“shave and a haircut — t wo bi t s”,  which 

in Western contex t s point s to shared 

cultural  famil iar i t y.

Such s ignal s func t ion as a shibboleth – 

a tes t  of  belonging.  Those who do not 

share this cultural  knowledge remain 

outs ide.  I t  is  wi thin this ambivalence 

that the melanchol ic  depth of  the 

work unfolds:  knocking as a ges ture 

of  es tabl ishing contac t – but a l so as 

a potent ia l ly exclusionar y code. The 

desi re to be unders tood always car r ies 

the r isk of  re jec t ion.

Through this work ,  Lukas Zerbs t re f lec t s 

on his own family his tor y.  His parents ’ 

decis ion to leave Poland in 1989 

cont inues to shape his re lat ionship wi th 

those le f t  behind to this day:

“There is  a l atent c loseness bet ween me 

and my re lat ives that has never qui te 

disappeared – and yet is  permeated by 

many unspoken hur t s .  Our re lat ionship 

is  not host i le,  but permanent ly 

unreconci led.”

die             aus
gewanderten

begegnen ihrer
zurück

gebliebenen
familie
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Die Ausgewander ten begegnen ihrer zurückgeb l iebenen Fami l ie ,  202 5
Kuns t vere in Hannover
Photos by Bet t y E inhaus

 →
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The phrase “Pics or i t  d idn’t  happen” 

comes f rom ear ly internet culture, 

where images were demanded as proof 

for events c la imed onl ine.  What in i t ia l ly 

sounded l ike mocking doubt has long 

s ince become a socia l  condi t ion:  what 

can be shown is  real .  The event i t se l f  is 

no longer enough. I t  must be capable of 

being captured in an image.

In P ics or i t  d idn’t  happen, this logic 

of  proof becomes a per format ive task . 

A group of people move together 

through an exhib i t ion or a bust l ing 

event ,  f i lming the evening.  They search 

for the bes t shot ,  the decis ive f rame, 

the image that wi l l  l ater  s tand in for 

the exper ience.  Their  movements are 

s lowed, focused, a lmost predator y.  As i f 

on the prowl ,  they fo l low not the event 

i t se l f,  but i t s  potent ia l  usabi l i t y as a 

recording.

P ic s o r i t  d idn‘ t  happen, 202 1
Kuns tmuseum St .  Ga l len (CH)
Photos by Mani Frohs inn

 →
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pics or
it didn‘t
happen

Fol lowing Hi to Steyer l ’s  descr ipt ion of 

the museum as a s i te where v is ib i l i t y 

is  produced, the audience,  too,  can be 

unders tood as par t  of  this produc t ion. 

I t  sees ,  se lec t s ,  combines,  evaluates , 

documents .  P ics or i t  d idn’t  happen 

cont inues this mode of produc t ion 

using the medium of the mobi le phone 

camera.  The exhib i t ion is  not merely 

v is i ted,  but t rans formed into raw 

mater ia l .

What emerges is  not neutral 

documentat ion,  but a choreography 

of ret rospec t ive real i t y.  What is 

exper ienced is  subordinated to what 

can later be documented, posted 

or remembered. The shared event 

dis integrates into perspec t ives , 

f rames and f i les .  The footage f rom the 

indiv idual  cameras is  shown s ide by s ide 

as a panoramic f i lm. The f i lmmakers 

themselves remain inv is ib le wi thin i t .

At  the same t ime, the work point s to a 

present in which ever y socia l  s i tuat ion 

is  potent ia l ly accompanied by mobi le 

phone cameras .  Anyone present can at video

any moment become the background, 

a p iece of  ev idence or the unwit t ing 

subjec t  of  someone el se ’s post .  The 

camera is  no longer the except ion, but 

the background noise of  being together. 

With i t  comes a new form of socia l 

caut ion: the quiet  fear of  not jus t  being 

seen, but of  being publ ished.

I ronical ly,  the per format ive contr ibut ion 

of those f i lming — the hunt for proof 

— remains undocumented in the 

image i t sel f.  P ics or i t  d idn’t  happen 

thus reveal s a societ y that constant ly 

documents i t se l f,  yet  knows less 

and less where exper ience ends and 

exploi tabi l i t y begins .

https://vimeo.com/690255780


30

field
report

2 0 2 2

v i l l a  s e r p e n t a r a
&  c a s a  b a l d i

o l e v a n o  r o m a n o ,  i t



31

field
report

F ie ld Repor t  was conceived for the 

I ta l ian v i l l age of  Olevano Romano 

and connec t s Casa Baldi  and V i l l a 

Serpentara ,  t wo German ar t is t s ’ 

res idences in the area,  through l ight 

s ignal s .  A computer programme 

t ranslates the s ignal s into messages: 

the conversat ion can be read f rom the 

houses;  f rom the v i l l age,  i t  remains a 

Morse code-l ike f l i cker above the val ley.

What looks l ike a poet ic  long-dis tance 

connec t ion bet ween t wo bui ld ings 

is  in fac t  a conversat ion bet ween 

t wo chatbots .  They respond to one 

another wi th fo l low-up quest ions, 

encouragement and empathet ic  repl ies . 

Even then, the work used a vocabular y 

of  machine-based care that has s ince 

become the inter face of  an ent i re 

indust r y:  unders tanding ,  ass is tance, 

c loseness ,  produc t iv i t y,  t rus t .

Meanwhile,  technolog y conglomerates 

are compet ing to es tabl ish such 

conversat ional sys tems as ever yday 

inf ras t ruc ture.  Chatbots wr i te emai l s , 

organise knowledge,  summar ise 

re lat ionships ,  of fer  advice,  s imulate 

famil iar i t y.  They are not merely 

tool s of  communicat ion,  but sys tems 

that themselves emerge f rom 

communicat ion:  f rom data,  feedback , 

cor rec t ions,  evaluat ions and the 

expec tat ions of  those who speak to 

them. Ever y conversat ion thus enters 

a double re lat ion:  i t  ser ves the human 

being — and at the same t ime improves 

the produc t that responds.

Agains t this backdrop, F ie ld Repor t 

appears less as a technical  cur ios i t y 

than as an ear ly model of  a present in 

which conversat ions increasingly run 

v ia inf ras t ruc tures owned by a handful 

of  corporat ions.  Communicat ion is 

not merely conveyed, but exploi ted, 

opt imised, f ramed. Proximit y appears 

as a ser v ice.  Responsiveness becomes a 

market promise.

F ie ld Repor t  shi f t s  this logic back 

into an almost archaic medium. L ight , 

d i rec t ion,  d is tance,  rhy thm: a form of 

communicat ion that remains v is ib le 

and eludes the s leek inv is ib i l i t y of 

d ig i ta l  net works .  Especial ly in a 

present in which internet access can 

be pol i t ical ly control led,  throt t led 

or shut down, a l ternat ive channel s 

gain new s igni f icance.  Open-source 

projec t s such as Meshtas t ic  or radio 

net works based on LoRa demonstrate 

that communicat ion is  conceivable video

beyond mobi le net works ,  p lat forms 

and central ised ser vers .  Agains t this 

backdrop, F ie ld Repor t ,  despi te i t s  high-

tech premise,  appears as an at tempt at 

a corporate-independent connec t ion: 

no feed, no inter face,  no c loud — only a 

dedicated channel bet ween t wo places .

The work thus asks not only whether 

machines can speak l ike humans.  I t  asks 

who owns the channel s through which 

we speak – and what becomes of a 

conversat ion when i t  is  s imultaneously 

contac t ,  t ra ining ,  produc t and promise.

https://vimeo.com/731335560
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F ie ld Repor t ,  202 2
V i l l a Serpent ara ,  O levano Romano ( IT )
Photos by Lukas Zerbs t

 →
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sprungturm

Sprungturm was developed for the 

Lower Saxony State Representat ion in 

Ber l in and occupies a vacant p l inth in 

the bui ld ing ’s outdoor area.  A g i lded 

f igure f rom the Her renhausen Gardens 

prev iously s tood on this spot .  Rather 

than replac ing the removed f igure 

wi th a new one, Lukas Zerbs t ex tends 

the p l inth i t sel f.  Made of foam, wood 

and fabr ic ,  an appendage grows out 

of  the p l inth,  cur ves towards a nearby 

fence and remains pressed agains t i t . 

What begins as a leap ends as a fa i led 

movement .

The sur rounding golden f igures a l lude 

to a Baroque sys tem of representat ion 

in which my tholog y,  physical  ideal s 

and cour t ly s taging inter t wine.  At the 

same t ime, they are not sel f-contained, 

autonomous or ig inal s ,  but produc t s of 

ear ly ser ia l  produc t ion.  In workshops 

such as that of  Johan Larson in The 

Hague, arms, legs ,  heads and torsos 

were cas t  separately,  combined and 

reused. The f igures are thus not only 

representat ions of  ancient ideal s ,  but 

a l so the result s of  repet i t ion,  exchange, 

repair  and pragmat ic adaptat ion.

Agains t this backdrop, Sprungturm 

appears less as a contras t  to the 

his tor ical  f igures than as their 

contemporar y shi f t .  This sculpture,  too, 

is  composi te,  pros thet ic  and v is ib ly 

const ruc ted.  The p l inth is  g iven a body 

par t  that does not qui te belong to i t  and 

yet emerges f rom i t .  Whi l s t  the Baroque 

f igures s tabi l ise damaged ideal s on 

their  pedestal s ,  Sprungturm reveal s a 

s t ruc ture that i t se l f  comes under s t ra in. 

I t  is  not a f igure that fa i l s ,  but the ver y 

s t ruc ture that usual ly suppor t s ,  e levates 

and makes f igures v is ib le.

In doing so,  the work touches on 

cur rent debates about monuments , 

representat ion and publ ic  v is ib i l i t y, 

wi thout proposing a fur ther heroic 

f ramework .  At a t ime when pedestal s 

are being re interpreted,  empt ied, 

toppled or contes ted,  Sprungturm 

turns i t s  gaze to the p lat form i t sel f: 

Who is  e levated? Who remains below? 

Which bodies are deemed wor thy of 

remembrance? And which s t ruc tures 

decide what may appear at  a l l ?

The fa i led leap is  not merely a 

punchl ine.  I t  descr ibes a s tate bet ween 

depar ture and b lockage,  bet ween the 

desi re for movement and l imitat ion. 

Sprungturm tel l s  of  an inf ras t ruc ture 

that is  los ing i t s  own s tabi l i t y – and of 

a moment in which not only f igures ,  but 

a l so the condi t ions of  their  v is ib i l i t y 

become quest ionable.
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Sprung turm, 202 5—2026
Nieder sächs ische L andesver t re tung Ber l in
Photos by Lukas Zerbs t

 →
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In The T i red Garden, this order is  t ipped 

into a s tate of  over load. The body at 

the centre does not appear conf ident ly 

posi t ioned, but rather unf inished, 

amateur ish,  hal f-damaged and s t rangely 

power less .  I t  reveal s an at tempt to f ind 

a form at a l l .  In this fa i lure,  i t  begins to 

resonate wi th s tates of  exhaust ion:  as 

something that is  le f t  behind, remains 

unf inished, and appears unable to bear 

a load.

In the grass garden of the Academy of 

Ar t s ,  a misshapen, damaged fountain 

s t ruc ture l ies in the drained basin. 

Scat tered around i t  are window gr i l les , 

work mater ia l s and hal f-f in ished 

s t ruc tures ,  as i f  a const ruc t ion projec t 

had been inter rupted.

The garden is  designed as a p lace 

of  calm: shie lded f rom the c i t y ’s 

bust le,  s t r ic t ly ordered, serene, 

manageable.  Pav ing s tones,  the pond 

and plant ing areas fo l low an order that 

organises re laxat ion i t sel f.  The idy l l  is 

adminis tered.
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Müder Gar ten,  2024
Akademie der Küns te,  Ber l in
Photos by Lukas Zerbs t

 →

The work touches on a present in 

which exhaust ion no longer ar ises only 

f rom ex ternal  pressure,  but f rom the 

demand to cont inual ly operate onesel f 

as a projec t .  Prohib i t ion and ex ternal 

d isc ip l ine are replaced by in i t iat ive, 

mot ivat ion and the promise of  being 

able to car r y on indef ini te ly.  What is 

decis ive here is  not merely that work is 

exhaust ing ,  but that i t  no longer f inds 

a c lear conclusion. Complet ion i t sel f 

becomes uncer ta in:  one works into 

the open, wi thout beginning and end 

remaining re l iably d is t inguishable.

In the t i red garden, the inter vent ions 

manipulate the use of  the space wi thout 

occupying i t  ent i re ly.  Window gr i l les , 

mater ia l s  and temporar y ins tal lat ions 

inter vene in the layout ,  yet  remain 

f ragmentar y.  They appear l ike works 

l ack ing the s t rength to ful ly inf i l t rate 

the archi tec ture – and which,  prec isely 

for that reason, become v is ib le only 

par t ia l ly,  belatedly or f rom cer ta in 

angles .

Exhaust ion rarely mani fes t s i t se l f 

c lear ly.  Burnout ,  depression and other 

psychological  s t ra ins do not necessar i ly 

appear as v is ib le damage. In the grass 

garden, too,  much is  only c lear ly 

d iscernib le f rom the inter ior.  Anyone 

s tanding in the garden and looking 

inwards sees ,  above al l ,  mir rored 

sur faces – and themselves ref lec ted in 

them.

This re f lec t ion fundamental ly shi f t s 

the work .  The window gr i l les no 

longer prov ide re l iable protec t ion; 

ins tead, the mir rored sur face seems 
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video

to def lec t  the gaze away f rom i t s 

damage. Anyone t r y ing to look ins ide 

is  f i r s t  thrown back upon themselves . 

The protec t ive s t ruc ture remains in 

p lace,  but i t  appears only indirec t ly, 

delayed, behind a sur face that conceal s 

more than i t  reveal s .  Thus a spat ia l 

counterpar t  to psychological  exhaust ion 

emerges:  something is  there,  but i t 

does not reveal  i t se l f  immediately.  One 

recognises symptoms, sur faces ,  forms 

of defence — and yet remains ,  at  f i r s t , 

caught in one’s own image.

Müder Gar ten re lates body and 

space not symbol ical ly,  but through 

percept ion i t sel f.  The work reveal s 

i t se l f  through locat ion,  l ine of  s ight , 

re f lec t ion and one’s own physical 

posi t ion in the garden. I t  remains 

del iberately incomplete in i t s  legib i l i t y : 

as an inter rupted bui ld ing s i te,  as a 

f ragmented inter vent ion,  as a spat ia l 

condi t ion that does not end – but 

remains in p lace and cont inues to work .

https://vimeo.com/917974397/93de6ac133
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flensen

Flensen t rans fers a sculptural  objec t 

f rom the Müder Gar ten ser ies to the 

weekly market in Bremerhaven-Mit te.

Among ever yday goods,  i t  is  cut into 

p ieces and sold by the k i lo.



45

flensen

does not end the work ,  but makes i t 

marketable.  From the overburdened 

form emerges a ser ies of  f ragments that 

d isappear into shopping bags and leave 

the market .

F lensen presents ar t is t ic  work as an 

economy of sur v ival .  What remained 

in Müder Gar ten as an inter rupted 

bui ld ing s i te,  a damaged body and a 

spat ia l  s tate of  exhaust ion is  fur ther 

processed at the weekly market .  The 

work becomes a commodit y,  the ar t is t 

a t rader,  exhaust ion an of fer.  What is 

sold is  not merely a p iece of  ar t ,  but a 

p iece of  the ver y condi t ions under which 

ar t  is  created:  pressure,  v is ib i l i t y,  se l f-

promot ion and the wi l l ingness to keep 

cut t ing one’s own work apar t .  The wear y 

form f inds no conclusion; i t  cont inues 

to c i rculate as a f ragment .

In a subsequent s tage,  the f ragments 

cut out at  the weekly market were 

f ramed within the roof-bat ten s t ruc ture 

that had prev iously formed the skeleton 

of the sculpture,  and exhib i ted in this 

way wi thin the gal ler y contex t .

The sculpture,  prev iously associated 

wi th exhaust ion,  over whelm and 

psychological  s t ra in,  enters a 

new order of  ut i l isat ion here.  I t  is 

por t ioned, weighed, l abel led and put 

into c i rculat ion.  What appeared in 

the garden as a t i red,  damaged form 

becomes a resource at  the market .  The 

exhausted body is  fur ther processed.

The t i t le re fers to f lensing in his tor ical 

whal ing:  the removal of  a whale ’s 

b lubber to ex t rac t  o i l .  A body is  cut 

apar t  in order to ex t rac t  energ y,  l ight , 

lubr icant and economic value f rom 

i t .  F lensing t rans fers this logic to the 

ar t work – and to the subjec t  who, under 

the condi t ions of  achievement societ y, 

turns themselves into raw mater ia l .

At the weekly market ,  the ar t is t 

appears as a sel ler  of  his own work . 

The ges ture is  d i rec t  and uncomfor tably 

concrete:  cut t ing ,  weighing ,  of fer ing , 

se l l ing.  Grams and k i los replace aura, 

uniqueness and symbol ic  d is tance.  The 

ar t work is  removed f rom the protec ted 

sphere of  the exhib i t ion and t rans fer red 

into an economy in which value 

must be measurable,  negot iable and 

t ranspor table.

The cut t ing is  not mere des t ruc t ion,  but 

a s taging of  sel f-exploi tat ion and sel f-

valor isat ion.  The sculpture is  damaged 

so that i t  can c i rculate.  I t s  d issolut ion 
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F lensen, 2024
Wochenmark t an der g roß en K i rche,  B remerhaven
Photos by Max Meyer

 →
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Auss te l lungsans ichten 
‚E in gutes Stück F lensen‘ ( 202 5—2026)
Galer ie am L indenpl at z ,  L I
Photos by Lukas Zerbs t

 →

 →
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Auss te l lungsans ichten 
‚E in gutes Stück F lensen‘ ( 202 5—2026)
Galer ie am L indenpl at z ,  L I
Photos by Lukas Zerbs t

 →

 →
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Schut zsch i ld ,  202 1
Galer ie Januar,  202 1
Photos by Lukas Zerbs t

 →

schutzschild
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video

For the exhib i t ion K inderspie l ,  Lukas 

Zerbs t developed a s i te-speci f ic 

inter vent ion at  the threshold bet ween 

Galer ie Januar in Bochum and an 

adjacent nurser y.  A s teel  gr i l le, 

or ig inal ly intended to protec t the 

gal ler y,  was mounted on an open 

window. Zerbs t bent several  bars of 

the gr i l le so that they cur ved inwards 

and prot ruded far  into the room. As a 

result  of  this inter vent ion, the window 

could no longer be c losed; the boundar y 

bet ween the gal ler y and the outs ide 

space remained permanent ly open for 

the durat ion of the exhib i t ion.

Schut zschi ld works wi th a s imple yet 

s igni f icant contradic t ion:  a s t ruc tural 

e lement intended to shie ld the space 

becomes an inv i tat ion.  The gr i l le 

appears as though an inv is ib le force 

f rom outs ide has ac ted upon the space 

– not des t ruc t ively,  but as tonishingly 

c leanly,  a lmost s i lent ly.  I t  is  prec isely 

this that creates a disconcer t ing scene: 

the protec ted space no longer appears 

sovereign,  but dependent on what i t 

seeks to exclude.

The work ra ises the quest ion of which 

not ions of  secur i t y are inscr ibed in 

archi tec tural  and ins t i tut ional orders . 

The fac t  that the gal ler y ’s only window 

gr i l le was s i tuated,  of  a l l  p laces ,  on the 

s ide fac ing the nurser y shi f t s  the focus 

to the re lat ionship bet ween protec t ion, 

control  and projec t ion.  Who or what is 

considered a danger here? The chi ldren, 

the ins t i tut ion,  the outs ide space,  the 

unpredic table?

As the exhib i t ion progressed, this 

opening was not merely asser ted 

but ut i l ised:  together wi th chi ldren, 

temporar y ‘hut s ’  – shelter s ,  including 

for the spiders l iv ing there – were 

created in the gal ler y space.  Thus, 

Schut zschi ld combines ins t i tut ional 

cr i t ique wi th an educat ional quest ion 

of care:  protec t ion appears not as 

lockdown, but as a negot iable re lat ion 

bet ween proximit y,  t rus t  and openness .

schutzschild

https://vimeo.com/619978693
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Ék le ips is ,  2018
Kuns t vere in Hannover
Photos by Lukas Zerbs t

 →
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Ék le ips is ,  2018
Kuns t vere in Hannover
Photos by Lukas Zerbs t

 →
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Ék le ips is ,  2018
Kuns t vere in Hannover
Photos by Lukas Zerbs t

 →
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Ék le ips is ,  2018
Kuns t vere in Hannover
Photos by Lukas Zerbs t

 →
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Ék le ips is ,  2018
Kuns t vere in Hannover
Photos by Lukas Zerbs t

 →
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Ék le ips is ,  2018
Kuns t vere in Hannover
Photos by Lukas Zerbs t

 →
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Ék le ips is ,  2018
Kuns t vere in Hannover
Photos by Lukas Zerbs t

 →



59

Ék le ips is ,  2018
Kuns t vere in Hannover
Photos by Lukas Zerbs t

 →
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ékleipsis

k u n s t v e r e i n
h a n n o v e r

2 0 1 8

The ambient l ight ing in an exhib i t ion 

space is  manipulated so that the 

exis t ing l ight s swi tch of f  and on again 

in sequence.  A shadow moves across 

the room, whi l s t  loudspeakers ampl i f y 

i t s  movement acoust ical ly.  S ize,  speed 

and sound are generated by a random 

algor i thm.

The White Cube has i t s  own t ime of day. 

Ins ide,  i t  a lways seems br ight enough 

to v iew ar t ,  but rarely so br ight that the 

condi t ions of  this v iewing themselves 

become not iceable.  L ight ing ,  wal l s , 

d is tance,  s ignage and or ientat ion form 

the quiet inf ras t ruc ture in which ar t 

can appear as ar t .  The White Cube 

c la ims neutral i t y by pushing the outs ide 

wor ld,  t ime, bodies and use into the 

background.

Ékle ipsis takes i t s  s tar t ing point 

prec isely in this control led present .  The 

shadow emerges f rom the ver y sys tem 

that normal ly guarantees v is ib i l i t y.  The 

v isual  re l iabi l i t y of  the space fa l l s  out 

of  sync .  What was jus t  moments ago 

c lear ly addressable is ,  for  a moment , 

obscured,  swal lowed up, or only 

par t ia l ly legib le.

L ight promises ev idence:  that which is 

i l luminated is  meant to be recognisable, 

ver i f iable,  present .  The shadow in 

Ékle ipsis  works wi th the f l ip s ide of  this 

promise.  Darkness appears here as a 

technical  d is turbance in the exhib i t ion 

space’s promise of  t ruth.  For br ie f 

moments ,  one can exper ience how 

v is ib i l i t y is  ar ranged, d is t r ibuted and 

produced.

The work i t sel f  possesses hardly any 

mater ia l i t y of  i t s  own. I t  reveal s i t se l f 

by temporar i ly  wi thdrawing something 

e l se.  I t  is  s i tuated amongst the 

exhib i ted works ,  in the cei l ing ,  in the 

sound, in the wai t ing ,  in the br ie f  loss 

of  or ientat ion.  I t s  presence is  t ied to 

the v is i tors ’  percept ion:  to the moment 

when one fo l lows a shadow, hears i t s 

approach, or f i r s t  real ises that the space 

has al ready changed.

Ékle ipsis momentar i ly  s t r ips the 

exhib i t ion of i t s  se l f-ev idence.  I t  does 

not add another objec t  to the space 

that can be v iewed permanent ly,  but 

rather shi f t s  the condi t ions under 

which ever y thing e l se is  v iewed. The 

exhib i t ion space thus appears as an 

apparatus that produces v is ib i l i t y – and 

as a p lace where this produc t ion can 

fa l ter,  f l i cker or darken.

video

https://vimeo.com/297784184
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Autopor t ra i t  is  a spat ia l  ins tal l at ion 

in a drawing s tudio at  the V ietnam 

Univers i t y of  F ine Ar t s in Hanoi .  Four of 

the nine cei l ing fans have been lowered 

to a height of  bet ween 1 . 50 and 1 .80 

metres .  Their  b lades touch the paper 

on four easel s ,  s t r ik ing i t  and drawing 

hor izontal  l ines of  dust ,  abrasion and 

di r t .  The easel s are a l igned wi th Lukas 

Zerbs t ,  who s tands in the centre of  the 

room as a nude model .

The work re-enac t s academic nude 

drawing ,  yet shi f t s  the task of 

representat ion f rom the human gaze 

to the space i t sel f.  The drawing s tudio 

becomes an apparatus:  fans ,  paper, 

easel s ,  grav i t y,  dust and rhy thm take 

on the ro le of  those drawing.  Their 

movement is  prec ise and yet l imi ted. 

They can s t r ike,  brush, repeat ,  condense 

– but cannot capture a f igure.

From this mechanical  pers is tence 

emerges a ser ies of  super imposed 

l ines that grow darker and more 

saturated over t ime. The at tempt 

at  representat ion remains bound to 

what the space i t sel f  can do. What 

is  presented as a sel f-por t ra i t  ar ises 

less f rom resemblance than f rom an 

ar rangement :  a body presents i t se l f,  the 

space reac t s ,  the machine repeat s ,  the 

paper bears the t races .

The V ietnam Univers i t y of  F ine Ar t s 

t races i t s  or ig ins back to the École des 

Beaux-Ar t s de l ’ Indochine,  founded in 

1925,  an ar t  academy f rom the French 

auto-
portrait

video

colonial  era .  The venue is  thus i t sel f 

par t  of  a his tor y of  academic image 

produc t ion in which the body,  the gaze, 

educat ion and cultural  t ranslat ion 

are c losely inter t wined. Autopor t ra i t 

s i tuates i t se l f  wi thin this t radi t ion 

wi thout ful ly master ing i t .  The European 

ar t is t  appears at  the centre of  the space, 

exposed as a model ,  yet dependent on a 

local  educat ional  sys tem that receives , 

f rames and at the same t ime fa i l s  to 

capture him.

The nudi t y of  the body thereby acquires 

an addi t ional  tension. Whi le l i fe 

drawing is  es tabl ished as an academic 

exerc ise wi thin the ar t  academy, the 

publ ic  depic t ion of nudi t y in V ietnam 

remains cultural ly and ins t i tut ional ly 

sensi t ive.  Autopor t ra i t  explo i t s this 

d i f ference bet ween a protec ted 

educat ional space and publ ic  v is ib i l i t y. 

The body is  shown, but not g lor i f ied;  i t 

becomes the occasion for an apparatus 

that cannot capture i t .

Thus,  the ins tal lat ion asser t s i t se l f 

as a sel f-por t ra i t  prec isely through 

i t s  fa i lure.  No image reproduces the 

body.  Ins tead, a por t ra i t  emerges 

f rom ci rcumstances:  f rom the space, 

i t s  h is tor y,  i t s  technolog y,  i t s  sounds, 

and the posi t ion of an ar t is t  who is 

s imultaneously model ,  s t ranger,  objec t 

and disrupt ion to this ar rangement .

https://vimeo.com/185789074


63

Autopor t ra i t ,  20 16
V ie tnam Univer s i t y o f  F ine Ar t s ,  Hanoi
Photos by Lukas Zerbs t

 →
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		  Ver lag Ket t ler  Dor tmund
		  ISBN 978-3-98741-023-9

2019		  LUK AS ZERBST GWK-FOERDERPREIS 2018 ,  September 			 
		  2019.  Edi t ing:  GWK Gesel l schaf t  zur Foerderung 				  
		  der west fael ischen Kulturarbei t  Tex t s:  Sabine Mar ia 			 
		  Schmidt ,  Radek Krolczyk ,  Lukas Zerbs t
		  Language:  German, Engl ish,  104 Pages ,  Hardcover
		  ISBN 978-3-86206-7 70-1

		  ¯\ _(ツ )_ /¯ Meis terschueler * innen der Hf K Bremen, June 			 
		  2019 Edi t ing:  Weserburg Museum fuer moderne Kunst
		  Tex t s:  i .a .  Ingo Clauss ,  Lukas Zerbs t
		  Language:  German
		  ISBN 978-3-946059-13-4

2025		  F inal is t  for  Kar l  Schmidt-Rot t luf f  Scholarship
		  Shor t l is ted at  Del f ina Foundat ion
2023-24		 Bremerhaven-Scholarship
202 2		  St i f tung Kunst fonds
		  Junge Akademie Ber l in (V i l l a Serpentara)
		  Work Grant Minis t r y of  Culture Niedersachsen
2020		  Annual Grant ,  Minis t r y of  Culture Niedersachsen
		  C i té internat ionale des ar t s in Par is ,  FR
2019		  42 .  Bremer Foerderpreis fuer B i ldende Kunst ,  DE
2018		  Preis des Kunst vereins Hannover /  V i l l a Minimo
		  GWK Foerderpreis Kunst 2018 ,  Muenster,  DE
		  Nominated for Ar tePr ize 2017/ 18 ,  Del f ina 
		  Foundat ion in London, GB
2016		  1 .  Pr ize of  F ine Ar t s at  Univers i t y of  the Ar t s 
		  Bremen for Mimikr y,  DE

group

solo awards & nominations

publications

lukaszerbst



2010		  Dig i ta l  Media ,  Hf K Bremen
2012		  F ine Ar t ,  T ime-based-media c lass , 
		  Prof.  Jean-Francois Gui ton
2017		  Erasmus+ at V ietnam Univers i t y of  F ine Ar t s ,  Hanoi
2018		  D ip loma with dis t inc t ion
2019		  Meis terschueler of  Jenny Kropp (FORT ) 
		  & Jean-Francois Gui ton

2025		  Sat is fac t ionAc t ion,  Deutsche Oper Ber l in 
		  & Beethovenfes t  Bonn
2019		  Bombe Spr icht /  Munich,  Jerusalem (kaet & body talk)
2018		  L i fe is  Pain /  Hi ldesheim, DE (pure comedy) 
2017 		  счастье  /  La ime / Glueck /  Kaunas,  LT (AURA)
		  Facebook-AGB - The Musical  /  Bremen, DE
		  St i l l  Out There /  Bremen, DE (kainkol lek t iv)
2016		  AtomHear tMother /  Leipzig ,  DE (body talk)
		  Amer ica’s Nex t President /  Miami,  FL (Oc tav io Campos)
2015		  Tanzsylvanien / Ber l in ,  DE (Sy lvana Seddig )
		  L i l iom / Bremen DE
2014		  Angulus Durus /  Bremen, DE
		  Broadcast ing Er iwan / Bremen, DE
2013		  Ossimis ten Wessimis ten / Torgau, DE (by body talk)
2012		  I ch b in e in Ant i fant ,  Madame / Bremen, DE (body talk)

2024+		  Minis ter ium für Wissenschaf t  und Kultur,  Niedersachsen
202 2		  Preis des Kunst vereins Hannover
202 1		  GWK Förderpreis Kunst 2020 
2020		  BBK Bremen, C i té internat ionale des ar t s
2017		  25 .  V ideokunstpreis ,  F i lmbüro Bremen, DE

 - Advisor y board member at  Kunst verein Hannover
 - Member of  Kunstkommission of  MWK Niedersachsen
 - Founder of  Studio for Radical  Pragmat ism, Hannover,  DE
 - Founding Member of  Studio Total ,  Schaan, L I

202 2 -		  Kunst welten wi th AdK Ber l in (ar t  educat ion for chi ldren)
2024		
		  Mentor at  Hf K Bremen, DE
202 1		  Lec turer at  Hochschule Hannover,  DE
		  Mentor at  Hf K Bremen, DE
2016 -		  Tutor Atel ier  fuer Zei tmedien Hf K Bremen
2019

2025		  Studio für radikalen Pragmat ismus, Hannover (DE)

202 2		  Les Atel ier s Wonder (Bremen - Par is) 

2017 		  Made in V ietnam (Cinema am Oster tor Bremen, DE)

2024		  Feeding ,  Kreuzberg Pav i l lon,  Ber l in ,  DE
		  F lensen, Wochenmark t Bremerhaven-Mit te,  DE
202 2		  War tung , War te fuer Kunst ,  Kassel ,  DE
202 1		  P ics or i t  d idn‘ t  happen, Kunstmuseum St .  Gal len,  CH
2020		  C i rc le of  Inf luence,  Par is ,  FR
2018		  Behind Closed Doors /  Kaunas Ar t is t  House,  LT 
		  E lek t rak t ion / Hol zwerk ,  Bremen, DE
		  Void /  Ramal lah,  PSE
2017		  A Group of People /  IN:AC T Fes t ival ,  Hanoi ,  VN
2016		  Sel f ie /  Univers i t y of  F ine Ar t s ,  Hanoi ,  VN
		  Per Zerbs t /  GAK , Bremen, DE
2015		  Love is  a Muscle /  Theater Bremen, DE
2014		  Wisdom Tease /  Ar t  Docks ,  Bremen, DE
2013		  Antenndenzen / Schwankhal le,  Bremen, DE
		  Where is  the L ight? /  Hf K Bremen, DE
2012		  War ten auf den Regen / Var ious Plays in DE
		  In Verso /  Galer ie F lut ,  Bremen, DE

2024 		  MANIFEST, Dance F i lm Fes t ival ,  Puducher r y,  India
2023		  Quiet @ Glor ia K ino Heidelberg 
2020		  Winds /  Hazira ,  Jerusalem, ISR
		  Hive /  C i té internat ionale des ar t s ,  Par is ,  FR
2017		  Made in V ietnam / C inema am Oster tor Bremen, DE
		  Camera Ignota /  Schwankhal le Bremen, DE
2016		  Doc fes t  /  Goethe Ins t i tut Hanoi ,  VN

film screenings
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contac t@lukaszerbs t .com
+49 151  26148759

Spichernst raße 24a
DE-30161 Hannover

Studio Total
Benderers t rasse 33

L I-9494 Schaan


