FrREEDOM & DESIGN:
AN ArprROACH

Freedom is rarely absolute. Rather than de-
scribing a state of complete independence, it
unfolds within social, political and material
conditions. At its most essential, freedom
can be understood as the ability to act and
think without immediate constraint. Yet this
definition remains incomplete. Freedom al-
ways exists in relation to something, shaped
by laws, norms, resources and power struc-
tures. Freedom is often described along at
least two dimensions: negative freedom, free-
dom from constraint (such as coercion or res-
triction), and positive freedom, the freedom
to act (to participate, express or create). In
reality, these types are unevenly distributed
and interpreted. This is also true for liberal
states, which place concepts of freedom at
their moral foundation. What constitutes
freedom for one person may imply limita-
tion for another. In a globally interconnec-
ted world, the freedoms we experience are
frequently linked to the conditions under
which others live. Freedom is therefore not
a fixed state, but a relationship — one that
is continuously negotiated. In Germany, this
“state of negotiation” is codified in the Basic
Law and defined as a theoretical foundation
for social conduct. The word “free” appe-
ars there in various forms around 64 times.
This exhibition approaches concepts of free-
dom through design. Prisons are a straight-
forward example of how design can mediate
freedom. Here, design is not understood as
the isolated shaping of objects, but as a me-
diating practice within complex systems.
It shapes the spaces we inhabit, the infras-
tructures we depend on, and the interfaces
through which we communicate. In this way,
design influences who has access — to infor-
mation, to opportunities, to the negotiation
of freedom — and who does not.
At the same time, design plays a central role
in processes of normalisation. What is repea-
tedly designed becomes familiar, and even-
tually expected. Standards emerge, of bo-
dies, behaviours and forms of participation,
often excluding those who do not conform
to them. Even well-intentioned design can
reinforce inequalities or obscure underlying
complexities.
“Positions on Freedom. Design and Its Boun-
daries” brings together a range of perspecti-
ves that explore these dynamics. Rather than
offering a single definition, the exhibition
understands freedom as a contested and re-
lational concept. Through objects, systems
and narratives, it reflects on how freedom is
produced, limited and experienced — and
how design might contribute to rethinking
and expanding it.
The exhibition is an official project within the
framework of World Design Capital 2026
and was realised as part of the thing Fellow-
ship, an initiative by the thing Magazine. De-
veloped in partnership with USM and the
Fondation USM, it explores how freedom can
be negotiated within the tension between in-
stitutional structures and corporate interests.

FrAMEWORK

Pos. 1
Why “PosiTioNs ON FREEDOM.
DEsIGN AND ITs BOUNDARIES?”,
ANTON RAHLWES, 2026

By bringing things into the world, designers
shape our understanding of what is possible.
Design is therefore not a neutral discipline.
Even when it is not driven by explicit poli-
tical intent, it carries political dimensions
through its materials, modes of production,
processes of standardisation and questions
of access.
“Positions on Freedom” approaches design
as a practice deeply embedded in social, eco-
logical and economic systems. Design does
not only produce solutions; it also genera-
tes exclusions, hierarchies and new forms of
normality. Within this framework, freedom
does not appear as a given condition, but as
something that is continually shaped through
these processes.
A central observation runs throughout the
exhibition: freedom is inherently ambivalent.
It can only be understood in relation to its
limits, whether spatial, social or individual.
Design makes these tensions visible and tan-
gible, while also revealing the consequences
of unfreedom.
The exhibition treats its title as a method.
Structured in three parts, it unfolds the to-
picas an open field: through newly commis-
sioned works by invited designers, a reader
featuring theoretical contributions and con-
versations and a group exhibition developed
through an open call and in collaboration
with the museum.
Furthermore, the exhibition is guided by a
curatorial position that does not understand
freedom as the right of the strongest. Instead,
it frames freedom as grounded in universal
human rights and in forms of solidarity and
empathy — among people and in relation
to the environment.
Anton Rablwes is a curator and writer working
at the intersection of design, aesthetics and
cultural discourse. He is co-founder of the
thing Magazine and co-initiator and co-cura-
tor of the first Conceptual Biennale in Berlin.

Pos. 2
(GEDANKENGEBAUDE, ANTON &
Lotti DEFANT, 2026

The scenography of this exhibition is struc-
tured through three architectural interven-
tions: a wall, a flat pedestal layer and two
cubes. Together, they translate the curato-
rial framework into space. Each intervention
corresponds to one of the exhibition’s com-
ponents — the reader, the group exhibition
and the fellows — and explores how spatial
design shapes the conditions under which
freedom can be experienced.
The concept of freedom is understood here
not as an abundance of unlimited options,
but as something formed within constraints.
It emerges from a built environment shaped
by histories of destruction, construction and
rearrangement. Within this context, the bar-
rier becomes a central motif. Commonly per-
ceived as the opposite of freedom, it instead
operates as a structure that regulates access
and defines the conditions of possibility.
This idea is translated into spatial form
through minimal yet monumental display
structures. The scenography is organised
around monolithic plinths based on the
modular grid of the USM Haller system,
referencing notions of standardisation and
objecthood. Across the three interventions,
distinct spatial conditions unfold: blocking,
revealing and seducing. Each of these con-
ditions shapes how visitors engage, subtly
directing what can be accessed or withheld.
Lotti Defant is a Berlin-based fashion desig-
ner and co-founder of netzwerk, a platform
operating at the intersection of fashion, de-
sign, and creative direction. Through an in-
terdisciplinary approach, netzwerk brings to-
gether practitioners from fashion, product
design, architecture, graphic design and film
to develop collaborative formats.
Anton Defant is an interdisciplinary designer
based in Berlin. His practice operates bet-
ween product and sculpture, using space,
furniture, and everyday objects as material.
His work is defined by a conceptual ap-
proach grounded in a commitment to cla-
rity, logic and precision.

Pos. 3
LiviNg ARCHIVE OF DESIGN & FREEDOM,
AUTOSTRADA STUDIOS, 2026

Almost everything in this world is touched
by design. The text you are reading now, too,
is the result of numerous design decisions:
typeface, paper, printing process, letter spa-
cing, line height and more. In exhibitions in
particular, visual design is one of the key tools
of communication. Yet this contribution is
rarely addressed or made explicit.
Here, things are different. “Living Archive of
Design & Freedom” was developed by the de-
sign and branding studio Autostrada Studios
in close collaboration with Anton Rahlwes.
The design consistently follows the exhibi-
tion’s own method: distinct positions come
together to form an overall picture that opens
up new ways of access.
The starting point of the visual identity is
a list, accessible at thethingfellowship.com,
which serves as an ongoing record of the

PosiTions ON FREEDOM

works on display. It brings together the es-
sential information about the projects and
makes it available in formats adapted to each
context. At the same time, the list develops
its own aesthetic quality — a kind of fetishi-
sation of data. On this basis, the visual iden-
tity has been extended to further formats:
the reader, visuals for social media and the
informational poster within the exhibition.
Precisely because the list itself contains few
visual elements, the choice of typeface be-
comes all the more significant. The decision
to use the Garamond family is no coinci-
dence. It is one of the oldest typefaces still
in use today, widely available as a standard
fontacross digital systems, and traces back to
the French punchcutter Claude Garamond
in the sixteenth century. As a serif typeface
— with the small strokes or “feet” at the
ends of letters it is known for its readability
and has traditionally been used above all in
book printing. In this sense, Garamond is
a fitting choice for an exhibition on design
and freedom: it points both to the origins
of knowledge transmission in printed form
and to its translation into the digital present.

THE THING FELLOWS x USM

Within the framework of this exhibition,
three designers were invited to develop new
positions on the theme of freedom. Their
practices span different disciplines and ope-
rate at the intersection of design and art. As
a starting point, they were provided with a
budget as well as the full set of components
from the best-selling USM Haller configu-
ration. The modular design system functions
not only as material, but also as a conceptual
framework: an industrially standardised sys-
tem that simultaneously allows for openness
and individual appropriation. The goal was
explicitly not to develop new products for
USM, but to produce independent, artistic
responses. The resulting works explore how
new meanings can emerge within a clearly
defined system — and to what extent de-
sigh operates as a practice between cons-
traint and possibility.

Pos. 4
FrRankrURT CABINET,
Farma CaNKAYa, 2026
METAL, LED PANELS, SEX DOLLS,
TEXTILES, PLASTIC
PLEASE DO NOT TOUCH.

Referencing Frankfurt’s design history as a
driving force of Neues Wohnen in the 1920s,
Fatma Cankaya’s work operates both as a se-
rious engagement and as a deliberately exag-
gerated, provocatively appropriative gesture.
The installation, consisting of a cabinet with
LED panels, an oversized brass knuckle co-
vered in rhinestones, an enlarged crack pipe,
and two sex dolls dressed in custom made lu-
xury designer clothing, creates a condensed
microcosm of Frankfurt. Cankaya invokes
the city’s extremes — sex, drugs, violence —
placing them in contrast with luxury and the
institutional framework of the museum. At
the same time, the work references so-called
“Talahon” culture. The term derives from the
Arabic “tacal huna” (come here) and was po-
pularised by the Kurdish-Syrian rapper Has-
san, who performs this persona in his videos.
Since 2024, “Talahon” has developed into
a prominent, often satirical TikTok trend,
with Frankfurt frequently portrayed as its
unofficial capital.
Against the backdrop of Cankaya’s own mig-
ration background, the work can be unders-
tood as a form of reclamation. It translates
codes and imagery from digital spaces into a
physical, institutional setting. Exaggeration
functions as a central stylistic device — not
to distort reality, but to render existing cul-
tural practices and social realities visible wit-
hin a privileged context.
In this way, the question of freedom shifts:
away from the intention of artistic provoca-
tion, and towards the question of who feels
provoked — and which aspects of lived social
reality may be being denied or overlooked.
Fatma Cankaya is a Berlin-based designer
moving between art and design. She uses fa-
miliar forms to question consumer culture,
social norms and the pressures of modern
life. Drawing inspiration from memes, pop
culture and digital trends, Cankaya translates
online energy into physical objects that are
both playful and critical, challenging con-
ventional ideas of functionality and taste.

Pos. 5
WortH, MawuTto Dotou, 2026
VARIOUS METAL ELEMENTS,
BANNER, ACRYLIC BOX, PAPER, PEN
PLEASE DO NOT TOUCH.

This is an auction: as a visitor, you are invi-
ted to bid on the object on display, disassem-
bled into all of its components. At the centre
of this object-based performance, designer
Mawuto Dotou raises the question: what is
the worth of things? And more importantly,
what does this worth tell about the worth we
assign to human lives?
Emerging from a personal process of reflec-
tion during the fellowship, Dotou found
it increasingly difficult to relate to the ow-
nership of a cultivated luxury good. What
turns objects into status symbols, what defi-
nes them as luxury goods? And how do such
objects relate to a global reality in which a
lack of freedom is part of everyday life, where
people lose the ability to move freely, seek
protection, or determine their own lives?
For Dotou, the USM Haller system had long
been an object of desire. When it eventually
came into their possession during the fellow-
ship, it remained unopened for weeks. Still
in its packaging, it became part of everyday
life: a surface, an obstacle, a silent presence in
the room — and at the same time a constant
reminder of the growing question of worth.
Rather than using or redesigning the com-
ponents, they are offered for sale. The auc-
tion operates with a concealed minimum bid.
The highest bidder receives a certificate along
with all of the USM Haller parts. All pro-
ceeds are donated to Asmaras World e.V., a
Hamburg-based initiative supporting refu-
gees through counselling and practical struc-
tures of everyday assistance.
Mawuto Doton works independently at the
intersection of communication design, social
practice and cultural production. Their work
is shaped by intersectional perspectives, par-
ticularly Black and queer positions, as well
as a process-oriented approach. Experiences
from freelance practice, teaching and design
research inform workshops, talks and mento-
ring formats, with the aim of making design
accessible as a tool for visibility, empower-
ment, and critical engagement.

Pos. 6
SEMANTIC EXTENSIONS,
JOHANNA SEELEMANN, 2026
Woob (0AK, ASH),
MINERAL ORES, METAL COMPONENTS
PLEASE DO NOT TOUCH.

This work engages with design as a system
embedded within society, and therefore in-
herently connected to and responsible for
it. The modular USM Haller system is ex-
tended through the addition of wooden legs
and a series of so-called charms, small, play-
ful attachments made from minerals. These
interventions shift the system from within.
They follow its logic while simultaneously
altering it, making the object perceptible as
something constructed from fundamental
materials.
At its core lies an understanding of free-
dom not as absolute independence, but as
a practice always grounded in relationships.
Design is not framed here as the expression
of an autonomous, “free” genius, but as an
activity operating within complex conditi-
ons. Decisions emerge within tensions bet-
ween durability and affordability, between
ethical production and economic efficiency,
between openness of use and financial via-
bility. Freedom, therefore, is not defined by
the absence of constraints, but by the con-
scious negotiation of them.
The system is extended on two levels: firstly
through wooden legs made from split oak
and ash. The material remains raw, and the
process is visible — traces of splitting and
turning form part of the object itself. Se-
condly, through five “charms” that occupy
open points within the system, activating
the gaps in its original connections. These
carry mineral ores that refer to the material
basis of the system: iron, copper, zinc and

chromium as essential components of in-
dustrial production.
The choice of materials creates a deliberate
tension. While the chromed system presents
a smooth, almost dematerialised surface that
conceals its origins, wood and ore make their
production visible. They point to resources
and global interdependencies that usually
remain hidden within the finished object.
In this way, the supposedly “timeless” sys-
tem is re-situated within a material and his-
torical context.
Within this juxtaposition, an expanded no-
tion of freedom is articulated: as the ability
not only to use existing systems, but to ques-
tion and reconfigure them. The proposed ele-
ments are not conceived as finished products,
but as a proposition, an attempt to render
the system more open and legible.
Johanna Seelemann is a designer working bet-
ween Reykjavik and Leipzig, with an inter-
national practice spanning product design,
spatial installations and strategic consul-
tancy. Her studio collaborates with institu-
tions, brands and cultural organizations to
bring rigorous thinking and material sensiti-
vity to projects across scales — from objects
to exhibitions to long-term design strategy.

READER

Objects do not have intentions. They ref-
lect what we project onto them. Because
these interpretations can be partial or sha-
ped by prior assumptions, additional and
more layered context can help to open up
new perspectives.
For this reason, a reader has been developed
alongside the objects presented here. It can
be understood as an independent collection
of perspectives on freedom and can be read
within the exhibition or purchased at the
museum shop and via thethinggallery.com
for 22 Euros. The reader is currently only
available in English. Touching permitted.

Pos. 7
LiBERTE OU LA MORT, VERA SACCHETTI
oN DEsigN, DEMOCRACY AND FREEDOM,
2026

Pos. 8
BeETWEENERS, M10 KOJIMA ON
GERMAN-ASIAN IDENTITY NEGOTIATIONS
IN ART AND DESIGN SCHOOLS, 2026

Pos. 9
“FrReepoM Is CONTINGENT”,
KerLry WALTERS ON EDUCATION AND
Brack VisuaL HisTory, 2026

Pos. 10
How (Not) To DEFINE DESIGN.
AN UNSCIENTIFIC ATTEMPT BY BARBARA
LERrscH, 2026

Pos. 11
ANTONIO FREDERICO LASALVIA ON
DESIGN IN AND FOR PRECARITY, 2026

Pos. 12
TaE SoFT SHELL OF A WORD™,
CHARLOTTE ROHDE oN WRITING
DesIre (pT 2) AND THE EcoNOMICS OF
Linguistic CONTROL, 2026

Pos. 13
ALLEGEDLY ALLURING AESTHETICS,
ANOE MELLIOU AND ANNE-LISE AGOssa
ON THE BOUDOIR, 2026

Pos. 14
WAt WE CAN LEARN FROM
ARreNDT ABoUT DESIGN AND FREEDOM
BY MARA RECKLIES, 2026

Pos. 15
“A Trury UnBI1aseD Al Is Not
POSSIBLE”,
SERENA Doxkuaa oN Al REGULATION AND
Brack FeMiNisM, 2026

Pos. 16
ABLEIST CAPITALISM AND DESIGN BY
Djyamar Erancur Okoko, 2026

Pos. 17
“I CAN'T IMAGINE AN INDUSTRY THAT
WOULDN'T BENEFIT MORE FROM A
DISCUSSION OF ETHICS”, INGA KRUMME
IN CONVERSATION WITH JAMER HUNT ON
VIOLENCE AND DESIGN, 2026

Pos. 18
Tue Bic SHIrRT SHOW, ANTON
RanLwEs oN FasHioN AND CRITICAL
MASCULINITIES, 2026

GRoUP SHOW

This group exhibition is composed of two
parts: on the one hand, works by practising
designers and artists submitted through an
open call and curated by Anton Rahlwes and
Vera Sacchetti; on the other, positions selec-
ted specifically for this occasion by curators
at the Museum Angewandte Kunst.
The focus of this selection was to reflect a
broad range of personal approaches to the
theme of freedom, while also presenting dif-
ferent disciplines and forms of expression.
‘The works range from artistic interventions
to modified everyday objects and mass-pro-
duced items.

Pos. 19
DEereNDING (FrROM) THE Bic OTHER,
Pau ReDO, 2025

700 x 1600 x 700 MM

STEEL, PLA, CABLES, AND ELECTRONICS
(ArRDUINO UNO BOARD,

TRANSDUCERS, AMPLIFIERS)

PLEASE DO NOT TOUCH.

This is a sculptural piece mounted on a pe-
destal and crowned with a series of sensors.
The work actively intervenes in phone calls
and audio recordings by jamming nearby mi-
crophones. It operates by emitting ultrasonic
waves via integrated transducers — devices
that convert energy from one form to another.
While these frequencies remain inaudible
to the human ear, they disrupt the specific
range microphones rely on, distorting any
captured audio into an unrecognizable sig-
nal. The interference is hyper-localised, af-
fecting only devices directly in front of the
object while remaining completely unobtru-
sive to anyone else in the room. The title re-
ferences Shoshana ZubofFs concept of the
“Big Other” — a systemic architecture that
continuously monitors, tracks and evaluates
human behaviour.
The piece poses a critical question: is this tech-
nology a vital shield for personal privacy, or
a disruptive force that undermines establis-
hed systems of security and accountability?
Pau Reds is an object designer working at
the intersection of functionality and symbo-
lism. With a background in industrial de-
sign and contemporary philosophy, Redé’s
practice bridges the gap between material
objects and broader socio-political themes,
technology and queerness.

Pos. 20
Is THE DaM Hica ENouchz,
Stubpio Eipora, 2026
400 x 600 x 100 MM
KILN-FIRED CLAY, SAND
PLEASE DO NOT TOUCH.

This is a material-based project exploring
how dams alter a river and its resources. At
its centre are a series of cast clay fragments
made from Nile sediment. Arranged in a row,
they resemble folded, shell-like forms with a
rough, earthy texture.
For centuries, the Nile’s annual floods dis-
tributed fertile silt along its banks, suppor-
ting agriculture and enabling local building
practices. With the construction of the As-
wan High Dam in the 1960s, this cycle was
interrupted. Today, sediment accumulates
upstream in Lake Nasser, while downstream
its absence is compensated through extrac-
tion elsewhere, turning a once freely accessi-
ble material into a controlled and displaced
resource. The project engages this shift
through a repeated yet only partially con-
trolled casting process. Using slip-cast Nile
clay, each fragment is shaped by material
behaviours such as drying, shrinking and
bending, allowing the material itself to in-
fluence the final form. In doing so, the work
raises the question of how freedom changes
when access to natural resources is no lon-

ger embedded in the landscape but regula-
ted through infrastructure.
Studio Eidola is a Zurich-based design prac-
tice founded in 2020 by industrial designer
Denizay Apusoglu and architect Jonas Kiss-
ling. Their work operates between research
and design, focusing on material flows, in-
dustrial residues, and alternative approaches
to making.

Pos. 21
CHAIR WITH ARMREST,
BenjaMIN Nagy, 2022
400 x 810 x 460 MM
LACQUERED WOOD, STEEL,
PLYWOOD, SCREWS
TOUCHING PERMITTED.

This modified seating object combines a clas-
sic bentwood café chair with a stainless steel
armrest taken from public furniture. The
project brings together a Thonet chair, his-
torically associated with the Viennese cof-
feehouse as a place of social exchange, and
an armrest commonly found in so-called de-
fensive architecture. Such design strategies
are used in public space to prevent certain
behaviours, such as lying down or loitering
for long periods of time, and, in doing so,
exclude specific groups of people. With the
insertion of the armrest into the seat, the
chair can no longer be used as intended.
What appears as an ergonomic support re-
veals itself as a tool of restriction, shifting
the role of design from enabling shared use
to enforcing control.
As such, the work raises the question of how
design shapes access to public space, whet-
her it invites participation or quietly enfor-
ces exclusion.
Benjamin Nagy is a designer and artist whose
practice moves between art and design, of-
ten working with familiar objects. Through
subtle interventions, he exposes the assump-
tions embedded in everyday design and in-
vites a reconsideration of how we relate to
the built environment.

Pos. 22
Al WiLL ProviDE, Eike KONIG, 2023
1200 x 1600 MM
WooL
TOUCHING PERMITTED.

This wool tapestry shows a statement along-
side an image referencing a meme (a widely
shared, often humorous image or phrase cir-
culating online and carrying culturally recog-
nisable meaning).
The work approaches language not as a neu-
tral tool, but as a dynamic system in which
meaning is formed through interpretation.
Between what is said and what is understood
lies a space where meaning is continuously
negotiated. Misunderstandings and multiple
readings are not failures, but essential to how
language operates. At the same time, the pi-
ece situates this within a broader cultural pat-
tern: the persistent promise that someone or
something will eventually provide solutions.
From religion projecting salvation into the
future to contemporary tech culture placing
its hopes in artificial intelligence, resolution
is often deferred. Responsibility shifts away
from the individual, and action is postponed.
The work raises the question of what hap-
pens to agency when solutions are constantly
expected from external systems rather than
created collectively in the present.
Eike Konig is a designer and artist whose
practice engages language as both medium
and subject. His work explores how meaning
shifts through use, and how language shapes
our understanding of the world.

Pos. 23
FormaTIVE FORCES, 2025 AGNIESZKA
PorLkowska
560 x 560 MM

WILD HOP FIBRE LACE AND FIBRE STAGES,

METAL PINS, WOODEN BOARD, A HAY-
FILLED ROLL WRAPPED IN LINEN FABRIC,

METAL WING NUTS
PLEASE DO NOT TOUCH.

This material-based textile work centres on
lace made from fibres of wild hop (Humu-
lus lupulus). The project presents hand-craf-
ted lace as its main exhibit, using plant-ba-
sed material processed through traditional
techniques.
‘The work begins with wild hop, a migratory
plant growing in the riparian forests of the
Lower Oder River Valley near Szczecin in
Poland. Its fine fibres are extracted through
retting, a slow, natural process that requires
no industrial input and leaves the plant un-
harmed. The resulting material is rare and
not suited to large-scale production, instead
requiring time-intensive, manual methods.
Polkowska translates these conditions into
bobbin lace, a craft introduced to Poland
from Italy in the 16th century. The process
of lace-making reflects the plant’s own beha-
viour, as threads twist and wind in ways that
echo how hop tendrils grow around suppor-
ting structures, linking natural processes with
cultural techniques.
The work raises the question of how free-
dom can emerge through movement, mig-
ration, and exchange, rather than through
fixed boundaries.
Agnieszka Polkowska is a designer, curator and
educator whose practice explores the relati-
onships between natural and cultural systems
through site-specific research and material
experimentation.

Pos. 24
MANUFACTURED FREEDOM: AN
ArcHIVE oF OBJECTS, OMER POLAK,
2026
IPHONE, PROSTHETIC EYE, MANUAL
BREAST PUMP, TOOTH SHADE GUIDE,
GDR TROUSER PATTERN, MOULD FOR
DOLL’S HEAD, BRONZE SCULPTURE,
ODOL BOTTLE, CERAMIC DOLL, PLASTIC
CIGARETTE BOX WITH HOLOGRAM,
FOLDING MILITARY STOVE.
PLEASE DO NOT TOUCH.

This work brings together everyday artefacts
collected over several years from flea markets
across Germany. Originally collected wit-
hout a fixed intention, the objects began to
reveal recurring themes over time. Each arte-
fact reflects a specific aspect of everyday life,
from communication and healthcare to mo-
bility, security and leisure. When placed side
by side, the objects shift from isolated items
into a constellation that points to the systems
in which they are embedded. A smartphone
enables connection while relying on global
infrastructures of data and control. A pro-
sthetic device restores appearance or func-
tion while reflecting medical and technolo-
gical norms. In doing so, the work raises the
question of how freedom is shaped through
everyday objects—whether they enable auto-
nomy or simultaneously reproduce systems
of control and limitation.
Omer Polak is an interdisciplinary designer
and educator based in Berlin. His practice
operates at the intersection of art and design
and explores how objects, materials and sen-
sory experiences shape the way we perceive
and engage with the world.

Pos. 25
Tipo, LiLiaNE BoEHM FOR URNIQUE,
2025
D 18cm, H28 cm
CERAMIC
TOUCHING PERMITTED.

This ceramic urn, defined by its clear cylin-
drical form, softly rounded edges and a subtly
raised lid, was designed by Liliane Boehm for
Urnique, a company she co-founded. The
company specialises in the contemporary de-
sign and distribution of urns and objects re-
lated to mourning culture.
The urn is understood not merely as a func-
tional vessel, but as a designed object wit-
hin the context of remembrance. The work
is based on close collaboration with skilled
craftspeople, where material, form and pro-
duction are conceived together. At the same
time, the object operates within a field that
is often highly regulated and culturally de-
fined. In contexts such as Germany, fune-
rary practices are shaped by legal frameworks
and established conventions that standardise
many processes. In relation to freedom, the
work raises the question of to what extent
the ways in which we engage with death and
remembrance can be “designed”. It suggests
that even within fixed systems, there remain
possibilities to influence one’s “final form”,
and with it, the way one is remembered.
Liliane Boehm is a designer with a focus on

contemporary mourning culture, combining
craft-based practices with new material and
formal approaches.

Pos. 26
IT’s Not A GAME, SHIO, 2023
600 x 200 x 600 MM
LED MATRIX PANEL, MICROCONTROLLER,
POWER SUPPLY,
3D-PRINTED STRUCTURE (PLA)
PLEASE DO NOT TOUCH.

This video installation translates real UAV
(unmanned aerial vehicle, or drone) war foo-
tage into a colourful, pixelated LED display,
examining how digital interfaces reshape per-
ception and mediate violence. Taking the
operator interface as its point of departure,
the work shows how contemporary technolo-
gies turn acts of warfare into abstract, image-
based interactions. Within these systems, tar-
gets appear as flattened symbols, detached
from the realities they represent. Action is
thus mediated through interfaces that prio-
ritise clarity and efficiency while obscuring
their human consequences.
The work frames this condition as a con-
tradiction of freedom. UAV interfaces grant
operators disembodied agency and physical
safety, while their game-like aesthetics create
psychological distance and reduce accounta-
bility. This “freedom to act” is therefore con-
tingent upon the complete loss of freedom
experienced by those rendered as targets.
Hsu Hsun-Hsiang, co-founder of Shio, works
across architecture, digital media and new me-
dia art, examining how technological systems
shape perception and reveal the ethical tensi-
ons embedded in contemporary visual culture.

Pos. 27
PHANTOMGRENZE, MARINA SCHMITT,
2026
§00 X §00 x 200 MM
Eproxy RESIN
PLEASE DO NOT TOUCH.

This semi-transparent rectangular sculpture,
with its rhythmic, grid-like structure, is a mi-
niature reinterpretation of the PO-2 fence
system, a standardised concrete module de-
veloped in the 1970s to enclose military and
other restricted areas in the Soviet Union.
By translating the solid, closed form into a
transparent material, the characteristic shape
of the fence is preserved while its properties
are fundamentally altered.
What once functioned as a physical, opa-
que barrier becomes permeable and visible,
shifting the relationship between visibility
and power. The fence remains as a form, yet
its role in concealing and dividing is called
into question — suggesting that systems of
control can persist even as their material ex-
pressions change.
The work raises the question of how boun-
daries continue to structure freedom —
whether through physical presence, visibi-
lity, or their inscription in collective memory.
Marina Schmitt is an artist working at the in-
tersection of abstraction and reference. Dra-
wing on architectural fragments and structu-
res from the late Soviet context, her practice
explores how historical forms shape percep-
tion and continue to resonate in the present.

Pos. 28
GaaK SHELF & A MODULE,
Sun Ho LEE, 2025
230 x 230 x 1800 MM
BRUSHED STAINLESS STEEL
PLEASE DO NOT TOUCH.

This vertical shelving structure in stainless
steel consists of a range of angled planes and
modules, examining how spatial systems
shape behaviour. Derived from the logic of
corner shelving, the structure arranges ele-
ments according to principles of efficiency
and hierarchy, reflecting how designed en-
vironments subtly guide use.
Within this system, the triangular mo-
dule “a” (single object module) introduces
a deviation. Reduced to a thin surface, it
is punctuated by upward-facing spikes that
both suggest and disrupt function. While the
element can hold or display objects, it simul-
taneously limits how they can be placed. As
part of GaaK, the module is embedded wit-
hin a structure that determines its position
and relation to other elements. Its triangular
geometry aligns with the system yet resists
full integration. Even when considered on its
own, this ambiguity persists: the object neit-
her fully serves nor fully refuses its function.
In this way, the work proposes freedom not as
a state outside of structure, but as something
negotiated within it. Systems that enable also
constrain, and their logic remains present
even when elements appear autonomous.
Lee Sun Ho is a Berlin-based designer whose
practice moves between art and design, ex-
ploring material behaviour and transforma-
tion across materiality.

Pos. 29
We NEvER NAMED THEM UNTIL
It Was Sure THEY WOULD SURVIVE,
CurisToPH WIMMER-RUELLAND,
2025-2026 (ONGOING)

SIDE TABLE
500 X 470 X 410 MM
VARIOUS PLASTIC OBJECTS
PLEASE DO NOT TOUCH.

FraME
380 x 350 x 130 MM
VARIOUS METAL OBJECTS
PLEASE DO NOT TOUCH.

The two works shown here are part of a larger
installation that imagines a possible future af-
ter mass production. A completely white side
table composed of tensioned plastic elements
forms a layered, fragile structure; alongside
it, a wall-mounted metal piece brings toge-
ther jagged fence elements, key chains and
industrial components into an open frame-
like arrangement. Drawing on existing and
found everyday objects, modular structures
emerge that can be reconfigured and recom-
bined. Function arises situationally through
the relationships between individual compo-
nents. The assemblages remain reversible and
can be disassembled or reworked at any time.
Set against the backdrop of ecological crises,
the work proposes a scenario in which ab-
undance is replaced by scarcity, and objects
are no longer defined by fixed functions, but
by their capacity for reuse and adaptation.

Christoph Wimmer-Ruelland is an Aus-
trian-Canadian designer and artist based
in Vienna and Eindhoven. His practice ex-
amines how objects relate to the systems in

which they are produced.

Pos. 30
Kuia StooLs, AMALGAME STUDIO,
2025-2026
300 X 300 X 450 MM
STAINLESS STEEL
WITH MOTHER-OF-PEARL INLAY
TOUCHING PERMITTED.

This work is based on a widely used form
of stainless steel stools in Vietnam, consis-
ting of a circular seat and four slightly cur-
ved legs. They are used in both private and
public settings and form an integral part of
everyday urban life.
Mother-of-pearl inlay has been applied to
the seats of the stools on display — a labour-
intensive technique deeply rooted in Viet-
namese craft traditions. Shaped by colonial
exchange, it was often used for furniture in-
tended for European markets. By applying it
to a contemporary, locally embedded object,
its context is shifted.
While the industrial product stands for effi-
ciency and standardisation, the inlay points
to time, care, and individuality. The project
brings these two poles into relation and un-
derstands freedom not as an escape from exis-
ting structures, but as their transformation.
Amalgame Studio, founded in 2024 by Em-
mie Massias and Marine Col, explores ma-
terial cultures through furniture and objects,
operating between local craftsmanship and
industrial production.

Pos. 31
OpreNING Hours, YAGMUR RUZGAR, 2026
600 x 600 x 600 MM
METAL ROD FRAME STRUCTURE
PLEASE DO NOT TOUCH.
This cubic frame structure is covered with
metal meshes of varying density. The work re-
fers to the architectural history of Villa Metz-
ler and the Museum Angewandte Kunst —
two sites that embody the tension between

private residence and public institution.
This dynamic is translated into the structure
of the sculpture: each side of the cube repre-
sents a different form of access. The varying
densities of the mesh make visible a spec-
trum between private, semi-public and pub-
lic, highlighting that access is not a fixed state
but something that continuously shifts. The
clear cubic form recalls the architecture of
the museum, whose design is based on geo-
metric principles and modular systems. The
untreated metal surface draws attention to
construction and permeability, while small,
hand-tied connections subtly disrupt the ri-
gidity of the form.
The work raises the question of how free-
dom is organised through spatial access —
how boundaries are formed, transformed,
and experienced.
Yagmur Riizgar is a Berlin-based multidisci-
plinary artist working at the intersection of
art, design and space. Her practice explores
site-specific narratives and the hidden layers
of cultural and architectural contexts, trans-
lating them into sculptural and spatial works.

Pos. 32
SurTiN Lite, DEMI OYEYINKA, 2026
23§ x 600 x 100 MM
PORCELAIN, STEEL, LED LIGHT FITTING
PLEASE DO NOT TOUCH.

Based on a fragment of a front door, the
elongated, capsule-shaped porcelain panel
with delicate ornamentation draws on the
artist’s childhood in Thornton Heath, South
London, where the front door functioned
as a threshold between interior and exterior
space.
Drawing on these memories, the work ref-
lects on navigating between protection and
exposure: inside, the rituals of a Nigerian
household created warmth and structure,
while outside, suburban life followed its own
thythms and rules. As an intermediary ele-
ment, the door organised moments of arrival
and departure, shaping the perception and
use of space. By isolating and reinterpreting
this detail, the work reveals how seemingly
mundane architectural elements structure
movement and belonging.
The work raises the question of how freedom
is negotiated through domestic thresholds —
spaces that both protect and constrain, sha-
ping our relationship to the outside world.
Demi Opyeyinka is an artist and designer
whose practice engages with memory, ar-
chitecture, and everyday structures. His
work explores how personal and collective
narratives are embedded in built environ-
ments and made legible through sculptural
transformation.

Pos. 33
Tue NEIGHBORS GARDEN:
In THE NAME OF FREEDOM, CENTER FOR
PERIPHERIES, 2022—ONGOING
600 x 600 x 300 MM
CANs
TOUCHING PERMITTED.

The work uses everyday supermarket pro-
ducts — here, canned goods — as carriers of
political narratives, turning packaging into
its central visual and spatial medium.
The project examines neighbourly relations
across different scales, from intimate, ever-
yday encounters to geopolitical entangle-
ments. Each label tells a story connected to
specific foods, drawing on their cultural, his-
torical and political contexts. Some narrati-
ves point to exchange and solidarity, while
others highlight tensions or absurdities. In
this iteration of the work, the selected labels
are specifically oriented towards the theme of
freedom within political relations — whet-
her as justification, instrument, or objective.
The work questions how freedom is pro-
duced, distributed, and instrumentalised
through everyday objects and global inter-
dependencies.
Center for Peripheries is a Berlin-based col-
lective working at the intersection of social
research and spatial practice. Founded by ar-
tists from the Middle East, the Caucasus,
and the Balkans, their work examines po-
wer structures and mechanisms of othering
through interventions embedded in everyday
life, making its political dimensions visible.

Pos. 34
TeLLiNnG OBJECTS, BENE JAKEL, 2025
500 x 1000 X 500 MM
PorceraiN, PVC pipEs
TOUCHING PERMITTED.

This sculptural installation consists of porce-
lain elements connected through a system of
tubes. It functions as an interactive object,
inviting visitors to speak into it and listen,
thereby creating a shared network of voices.
The porcelain forms recall everyday vessels
such as bowls or medical containers, while
also pointing to both the fragility and resi-
lience of the material. Through their connec-
tion, they become an instrument that enables
collective practices of speaking and listening.
In societies where queer bodies and margi-
nalised communities are increasingly subject
to violence and silencing, the work unders-
tands these interactions as acts of care and
resistance. Over time, the installation sym-
bolically gathers voices and stories, becoming
a living archive.
The installation explores how practices of
care, listening and embodied presence can
operate as political acts, enabling collective
forms of resilience and freedom.
Béné Jakel is a German-French artist based
in London and Berlin. Their practice ope-
rates at the intersection of art, architecture
and activism, exploring objects and spaces as
means of subversive storytelling, care, and re-
sistance. Questions of power, inequality and
alternative ways of living together are central
to their work.

Pos. 35
Tin Pacirists, CHARLOTTE BEIGEL
& ALBERT GERSTMAIR, 202§
350 x 80 x 350 MM
Tin
PLEASE DO NOT TOUCH.

This series of small tin figures reinterprets
the familiar form of the toy (tin) soldier. The
work presents a group of miniature protes-
ters, each individually shaped, coming toge-
ther as an assembly.
The figures are cast from recycled tin, sourced
from melted-down household items such as
plates and cups. While they formally recall
historical tin soldiers, their meaning shifts
fundamentally through their actions. Instead
of standing in military formation, they as-
semble freely as demonstrators: holding ban-
ners, carrying children on their shoulders,
using megaphones, or sitting down. The
surfaces of their signs remain blank, leaving
space for individual messages. Through this
reinterpretation, the work questions the cul-
tural normalisation of war as embedded in
toys, revealing how ideas of conflict and obe-
dience are introduced early and carried for-
ward. The Tin Pacifists can be purchased at
the museum ticket desk.
Charlotte Beigel and Albert Gerstmair are de-
signers and artists based between Munich
and Hamburg. In their collaborative practice,
they explore material processes and transfor-
mations, combining craft-based approaches
with critical reflection to examine how ob-
jects shape our understanding of the world.

Pos. 36
Dgs ID, Lee KERN, 2024
840 x 594 MM
PLASTIC, METAL
PLEASE DO NOT TOUCH.

This is a lenticular image of an identity do-
cument. The work presents a fictional, gen-
derfluid ID in which the portrait shifts de-
pending on the viewer’s angle.
Through the lenticular technique, the image
alternates between different facial attributes
— lips, beard, made-up, unmade — thereby
disrupting the fixed visual logic of conven-
tional passport photographs. What is typi-
cally presented as a clear, standardised repre-
sentation of identity becomes unstable and
ambiguous: the personal image. By interve-
ning in the visual language of bureaucratic
systems, the work reveals how identifica-
tion documents inscribe normative noti-
ons of gender and can produce moments of
misidentification. In this context, the shif-
ting image also points to the precarity ex-
perienced by trans* people, particularly in
situations such as border controls, where
recognition of identity is closely tied to se-

curity and freedom of movement. At the
same time, the work introduces a playful,
almost glitch-like quality, suggesting that
such systems can be understood not only
as instruments of control, but also as spaces
for appropriation and resistance.
The work asks how identity is constructed
and regulated — and how visual systems
might be used to challenge exclusionary
structures.
Lee Kern is a designer and artist working at
the intersection of sculpture, photography
and performance. As part of the drag scene,
Kern uses their own body as a medium to
question and reconfigure notions of beauty
and gender, often drawing on institutional
visual languages to expose and unsettle nor-
mative frameworks.
Giuseppe Campuzano developed the related
work “DNI (De Natura Incertus)” in 2009.
Although Lee Kern was not aware of this
work at the time of creating Des ID, the
artist and curators have chosen to acknow-
ledge this connection, not least in relation to
a broader history of trans visibility.

Pos. 37
KEeYRING — GET HOME SAFE SERIES,
Leonte Horrkamr, 202§

1200 X 500 X 200 MM
ALUMINIUM, STAINLESS STEEL,
ACRYLIC GLASS,

PLA, LACQUER
PLEASE DO NOT TOUCH.

Attached to this oversized keyring are objects
such as a kubotan, a folding knife, and an
empty photo pendant, removed from their
everyday scale and brought together as a sin-
gle sculptural ensemble.
The series addresses the experience of wal-
king home at night from a female per-
spective. Objects carried for personal sa-
fety appear here not as neutral tools, but as
emotionally charged extensions of the body.
Through their enlargement and grouping,
they shift from discreet companions to vi-
sible signs of structural violence against wo-
men. The work reveals how everyday and
public spaces are navigated through fear and
strategies of self-protection — and the role
objects play within this.
Leonie Holtkamp is an artist whose practice
moves between art and design. She explores
interpersonal relations, body — space dyna-
mics and the emotional charge of everyday
objects, combining functional and sculptu-
ral approaches.

Pos. 38
DiacrtaL Sparks, Epucarion INNovaTION
LAB, 2021-ONGOING
SraTE sTONE WITH QR CODE
TOUCHING PERMITTED.

This free digital learning platform for students
offers structured learning journeys on com-
plex and future-oriented topics such as demo-
cracy, climate change and mental health. It
provides formats that are both structured and
flexible, developed by experts. While convey-
ing knowledge, these formats also foster di-
gital competencies. Students work in a colla-
borative and self-organised manner, engaging
with knowledge not as fixed content, but as
something actively developed through real-
world questions and challenges. The platform
follows an interdisciplinary approach that re-
sponds to the demands of contemporary edu-
cation, where critical thinking and creativity
play a central role.
The initiative proposes a possible response
to how learning can be reimagined in the
face of current and future challenges. Edu-
cation shifts from passive knowledge acqui-
sition towards active participation, enabling
students to shape their own perspectives and
lived realities.
Digital Sparks is a project by the Berlin-based
non-profit Education Innovation Lab, deve-
loped in collaboration with schools, research
institutions, and practitioners to provide ac-
cessible tools for future-oriented learning.

Pos. 39
“ProteCT THE DOLLS” T-SHIRT,
CoNNER IVEs, 2025
700 x §00 MM
ORGANIC COTTON
TOUCHING PERMITTED.

The white T-shirt with the phrase “Protect
the Dolls” printed in large serif lettering
across the chest was worn by designer Con-
ner Ives in the finale of his runway show in
2025. From that moment, the T-shirt went
viral — largely due to the slogan, which car-
ries a much longer history.
The phrase originates in the ballroom cul-
ture of 1980s New York, where “dolls” was
used as an affectionate term for trans women,
particularly within Black and Latinx commu-
nities. The slogan calls for the protection of
those individuals, who are often affected by
intersecting forms of marginalisation (race,
class, gender) and are therefore disproportio-
nately exposed to structural violence.
Following the show, the T-shirt was worn
by a range of figures, from celebrities to ac-
tivists, functioning both as a personal state-
ment and as a collective call for protection
and recognition. Proceeds from the official
T-shirts are donated to organisations sup-
porting trans communities, extending the
work’s impact beyond symbolic visibility into
tangible material support. At the same time,
the market has become saturated with low-
cost imitations.
The work raises the question of how visi-
bility and language can operate as forms of
resistance — and how clothing can become
a means of expressing solidarity and deman-
ding safety within contexts of exclusion. The
object also points to questions of capitalist
appropriation.
The “Protect the Dolls” T-shirt forms part
of a broader cultural movement shaped by
queer and trans communities, in which fa-
shion (design) and language converge as
forms of political agency.

Pos. 40
Harte Har, Kate KrETZ, 2019—2021
71T X 229 X 305 MM
DEecoNsTRUCTED MAGA HATS,
COTTON, THREAD
SHOWN HERE AS A PRINTED
REPRODUCTION
PLEASE DO NOT TOUCH.

The textile work takes the form of a pointed
hood with cut-out eye openings. Its surface is
made from stitched fragments of red baseball
caps. Across the centre above the eyes, the
phrase “Make America Great Again” remains
visible. At the lower edge, a small US flag is
attached. Constructed from MAGA caps,
the overall form clearly references the ico-
nography of historical Ku Klux Klan robes.
By translating a contemporary symbol into
a form historically linked to racist violence
and exclusion, the work raises the question
of possible continuities. At the same time,
the act of deconstruction and reassembly
points to a practice of appropriation and
resistance, in which the material itself be-
comes a vehicle for critique.
The work shows how political symbols are
circulated and normalised through consu-
mer culture — and how design can be used
to expose and question these mechanisms.
Kate Kretz is an American artist whose prac-
tice engages with structures of power, vio-
lence and social norms. Her work explores
how objects carry cultural meaning and how
these meanings can be shifted through ar-
tistic intervention.

Pos. 41
Tuae ANSWER TO THE CRISIS IS THE
Crisis, Dimitrr Re1sT, 2026
16:9 DIGITAL FILM
TOUCHING PERMITTED.

This film essay forms part of an ongoing re-
search project. The work brings together con-
versations with cultural practitioners, assem-
bling a range of perspectives to explore how
design operates within specific social, poli-
tical and ecological contexts.
The film is the first in a series developed in
cities with strong historical layers, exami-
ning the intersections of migration, climate
change and cultural history. Produced during
a residency in Palermo, it centres on local
practitioners whose work is closely embed-
ded in their surroundings and everyday rea-
lities. Through these conversations, the film
reveals how histories of coexistence, displace-
ment, and transformation continue to shape
the present. Rather than offering a singular

narrative, the work foregrounds knowledge
and asks how visual knowledge production is
tied to lived experience. In this context, de-
sign is understood not as a neutral discipline,
but as a practice of care, belonging and en-
gagement with complex societal conditions.
Dimitri Reist is a multidisciplinary designer
and researcher based in Bern and Brussels.
His work focuses on questions of responsi-
bility and value creation in visual knowledge
production, often developing collaborative
formats to challenge dominant narratives
and foreground diverse perspectives within

the field of design.
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Pos. 42
MacintosH SE, AppLE COMPUTER INC.,
FROGDESIGN, 1987-1990
345 X 244 x 277 MM
PLASTIC, METAL, GLASS
CURATED BY JoNAS DEUTER,
CuraTor oF GRAaPHIC DESIGN AT THE
MuseuMm ANGEWANDTE KunsT
TOUCHING PERMITTED.

With the introduction of the Macintosh in
1984, Apple brought computers to a wider
market that could be operated through gra-
phical user interfaces. These new interface
possibilities enabled the development of soft-
ware for layout, image editing, graphics and
digital type design. The computer became a
compact and versatile tool for design, type-
setting and pre-press production. What be-
gan with Gutenbergs movable type found
a new form in desktop publishing (DTP).

As graphic work shifted into the digital re-
alm, professional roles in design also began to
change. Designers gained access to tools that
allowed them to work across text, image, and
type, effectively controlling the entire design
process. However, this independence comes
with conditions. The design of hardware and
software influences how things are created,
shaping outcomes while simultaneously li-
miting possibilities. In addition, new depen-
dencies emerge — on technical infrastruc-
tures as well as on the business models of

manufacturers.

Pos. 43
Eprtion SUHRKAMP, 2010
36 VOLUMES, 7513 PAGES
PAPER
CuraTED BY GRIT WEBER, CURATOR OF
DEsiGN, ART AND MEDIA AND DEPUTY
DIRECTOR AT THE
MuseuMm ANGEWANDTE KunsT
TOUCHING PERMITTED.

Paperbacks are small-format, low-cost book
formats. With their widespread distribution
from the 1950s onwards, access to academic
texts and literature became more affordable
for many readers. Access to knowledge is a
defining element of democratic societies,
especially when texts engage with socio-
analytical and critical perspectives on
society. The countless editions of the Edition
Suhrkamp demonstrate that this access can
also be an aesthetic experience.
The publisher Siegfried Unseld (1924-
2002), whose membership in the NSDAP
was only publicly discussed in 2025, took
over the publishing house after the death of
Peter Suhrkamp in 1959. Together with the
designer Willy Fleckhaus (1925-1983), he
developed the concept for the series from
1963 onwards: to bring contemporary lite-
rature to the German book market as first
editions wherever possible, while creating
a clear visual identity through typography,
structure and colour. The lower half of the
cover features eight horizontal lines and bet-
ween them, set in Garamond type of the
same size, appear the author’s name, the book
title and the publisher’s name while the spine
displays the publication’s sequential number.
The most sensuous element, however, is the
colour spectrum. Willy Fleckhaus worked
with a rainbow-like sequence derived from
a printer’s colour chart. Each new publica-
tion follows the next colour in sequence.
When arranged chronologically on a shelf,
the books form a gradient from deep vio-
let through all shades of red, orange, yellow
and green to blue, before returning again to
deep violet, from which the sequence begins
anew. Not just a single book, but an entire
library is designed.
Article 5 of the Basic Law of the Federal Re-
public of Germany guarantees freedom of ex-
pression, information and the press, as well
as the freedom of art, teaching and research.
Alongside Article 1 on the inviolability of
human dignity, it is one of the most substan-
tial and, at the same time, one of the most
compelling and inspiring provisions of the
German constitution. Rather than presen-
ting a bound copy of the Basic Law, curator
Grit Weber chose to display the Edition Suhr-
kamp instead, as a tangible aesthetic represen-
tation of what is otherwise a largely abstract
article. The reduction to seemingly simple de-
sign principles opens up a conceptual space
and points to the breadth of ideas it contains.

Pos. 44
TraY FOR BusiNEss CARDS — SWALLOW
AND LoTtus, Jaran,
MEn1 Periop (1868-1912)

H 34 MM, O 304 MM
CLOISONNE, INV. NO. 18156
CURATED BY LEON PLUM, TRAINEE AT THE
MuseuM ANGEWANDTE KUNST
PLEASE DO NOT TOUCH.

When swallows return from the south in
spring, there is something almost magical
about it. They spend most of their lives in
flight and only briefly intersect with human
environments, for example, when building
nests. Their arrival once marked the reliable
onset of summer. Today, however, this ba-
lance is increasingly disturbed: nesting sites
are disappearing, food sources are declining
and the swallows’ return is more often absent.
This is where Eva von Redecker’s essay
“Bleibefreiheit” (2023) begins. She argues
that “freedom” is too often equated with free-
dom of movement and instead proposes a
different understanding: the freedom to re-
main. In the context of the climate crisis,
which is destroying habitats, this perspective
becomes more urgent — echoed in recent
protests advocating for the preservation of
living environments.
The scene depicted on the dish shows a swal-
low descending towards a lotus motif. Air
and water appear to merge, framed by a fine
geometric border. Despite its poetic quality,
the object originally served an everyday func-
tion: the display of visiting cards.
It was produced using the cloisonné tech-
nique, in which fine metal wires form com-
partments that are filled with coloured ena-
mel and fired. The technique reached Japan
in the nineteenth century, where it quickly
gained popularity. During the period of Ja-
ponism, many such objects entered Europe
— including this dish, created during the
Meiji period, a time of profound social trans-
formation in Japan.

Pos. 45
HaARrLEQuUIN, C. 1716
H 120 MM
STONEWARE, COLD PAINTING, TRACES OF
BRONZE GILDING, INV. NO. V.92
CURATED BY SOFIA SIMETH, TRAINEE
AT THE MUSEUM ANGEWANDTE KUNST
PLEASE DO NOT TOUCH.

The term “fool’s licence” describes a particu-
lar form of freedom: the ability to say and do
things beyond social norms without being
punished — protected by the framework
of humour.
Historically, this idea can be traced back to
the court jesters of the Middle Ages. As out-
siders, they stood outside the established so-
cial order. Precisely because they were not ta-
ken entirely seriously, they were able to speak
truths that others could not. Humour thus
became a means of transgression and tole-
rated critique.
A similar dynamic can be found in the fi-
gure of the Harlequin from the commedia
dell’arte, a form of theatre that emerged in
the 16th century. Within a fixed set of cha-
racter types, performers were able to impro-
vise freely. Masks and exaggerated gestures
did not conceal, but rather revealed social
contradictions.
Humour, then, is more than entertainment.
It creates both proximity and distance, makes
contradictions visible, and opens up spaces

for critique. “Fool’s licence” becomes a way
of playfully questioning seemingly fixed or-
ders and initiating change.
The small stoneware figure depicts a Har-
lequin and was produced around 1716 in
Plaue an der Havel. Shown in a slightly dil-
ted, almost dance-like posture, it combines
playfulness with a sense of reflection. The
characteristic costume refers to the tradition
of the commedia dell’arte, while its expres-
sion suggests a more complex role between
amusement and observation.

Pos. 46
BLISTER (ZAFRILLA, 2 MG TABLETS), 2026
CURATED BY MAHRET IFEOMA KUPKa,
CuRATOR OF FaAsSHION,
Bobpy AND PERFORMANCE AT THE
MuseuM ANGEWANDTE KUNST
PLEASE DO NOT TOUCH.

The blister pack of a hormonal medication is
presented here as an everyday yet highly regu-
lated object. The active ingredient belongs to
the group of progestogens, synthetic versions
of the body’s own hormone progesterone. It
intervenes in the menstrual cycle, suppres-
sing ovulation and affecting the growth of
the uterine lining. It is used for contracep-
tion, the treatment of cycle-related conditi-
ons, and, in particular, for endometriosis.
Endometriosis is a chronic condition affec-
ting an estimated 10—-15% of people with a
uterus. Tissue similar to the uterine lining
grows outside the uterus, potentially causing
inflammation, adhesions and severe pain. For
many, this significantly impacts everyday life.
Yet diagnosis often takes years. This delay is
not only due to medical complexity, but also
to cultural assumptions: menstrual pain is
frequently normalised and therefore not re-
cognised as a symptom requiring attention.
Treatment varies depending on the indivi-
dual case, ranging from surgical interventions
to hormonal therapies such as Zafrilla, which
suppress the cycle and inhibit tissue growth.
While there is currently no cure, available
treatments can effectively alleviate symptoms
and improve quality of life.
In the context of design, the work raises ques-
tions about how medical knowledge is com-
municated and aesthetically framed. Packa-
ging, information leaflets and visual codes
suggest objectivity and neutrality, while me-
dical practice remains shaped by social as-
sumptions — particularly around gender,
pain and what is considered “normal”. The
object thus reveals how concepts of health
and the body are not only biological, but
also culturally and aesthetically constructed,
shaping both perception and access to care.

Pos. 47
Assence G.R.81, 1949/2026
MuseuM FiR KUNSTHANDWERK /
Museum
ANGEWANDTE KUNSsT
CURATED BY MATTHIAS WAGNER K,
DIRECTOR OF THE
MuseuM ANGEWANDTE KUNST
TOUCHING PERMITTED.

Absence G.R.81, as an immaterial object
within the collection of the Museum An-
gewandte Kunst, speaks to the no-longer-
existing presence of a medieval reliquary that
once existed in material form within the mu-
seurn’s holdings.
The reliquary, masterfully crafted around
1200 in Limoges, France, and adorned
with cut rock crystals, gilding, and cham-
plevé enamel, was among the earliest pieces
in the internationally renowned art collection
of Maximilian Freiherr von Goldschmidt-
Rothschild (1843-1940). It formed part of
the furnishings of the Renaissance Room in
the Rothschild Palais in Frankfurt am Main,
where he lived with his wife Minna Caroline
von Rothschild (1857-1903).
On 5th of September 1938, as a victim of
Nazi persecution, Maximilian von Gold-
schmidt-Rothschild was forced to sell his pa-
lais and, during the pogrom night of 9-10th
of November, also his private collection to
the city of Frankfurt am Main at well be-
low its value. Following the signing of the
purchase agreement on 11th of November
1938, the collection was marked as muni-
cipal property, inventoried, and distributed
among various museums. The Museum fiir
Kunsthandwerk received around 1,350 ob-
jects, including the reliquary.
After the end of the Second World War, the
heirs of Maximilian von Goldschmidt-Roth-
schild sought the restitution of the collection.
The city of Frankfurt and museum directors
strongly resisted these claims. Ultimately, the
parties reached a settlement agreement on
16th of May 1949, and the city restituted
the majority of the objects.
Absence G.R.81 stands as a symbol of this
collection, preserving the biography of its
former owner — Maximilian von Gold-
schmidt-Rothschild — as well as the role
of the city of Frankfurt and the history of
the Museum Angewandte Kunst, then the
Museum fiir Kunsthandwerk, during Na-
tional Socialism.
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PositioNs oN FREEDOM.
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14.05.—28.06.2026
MuseuMm ANGEWANDTE KUNsT

museumangewandtekunst

Director
Prof. Matthias Wagner K

DEPUTY DIRECTOR
Grit Weber

CURATOR & INITIATOR
Anton Rahlwes

Co-CurarioN Grour SHOW
Vera Sacchetti

EXHIBITION MANAGEMENT
David Beikirch

SCENOGRAPHY
Anton & Lotti Defant

(GRAPHIC DESIGN
Autostrada Studios

PRESS AND PUBLIC RELATIONS
Natali-Lina Pitzer, Katja Kummerfeldt
und Isabella Miiller

CONSERVATOR
Kathrin Réttger

Eprting
Anton Rahlwes, Nina Sieverding

TRANSLATIONS & PROOFREADING
Anton Rahlwes, Nina Sieverding, Vera
Sacchetti, Emma Lucek

IMAGE AND SOUND TECHNOLOGY
satis&fy AG, Markus Berger

LIGHT TECHNOLOGY
Fa. Light Solutions Stephan Zimmermann,
Lichttechniker Tobias Cunz

EVENT MANAGEMENT
Sabine Huth

DIRECTION ASSISTANT
Sandra Kaiser-Schwarz

SHIFT SUPERVISOR
Gabriele Rodino

LOCKING SERVICE
Dirk Sinner, Florian Syler, Toni Rief,
Iraj Hafiz

Ticker DESK & INFORMATION
Adriana-Carmen Nemtanu

A MUSEUM OF THE CITY OF FRANKFURT/MAIN

MU

MUSEUMS
UFER

A PROJECT AS PART OF
WorLD DEsigN CAPITAL 2026

REALISED IN PARTNERSHIP WITH
USM anb Fonbparion USM
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AN EXHIBITION AS PART OF
THE THING FELLOWSHIP, AN INITIATIVE
OF THE THING MAGAZINE.

the thing Magazine

‘WEBSITE

All information is available at
thethingfellowship.com

A QR code is provided for convenience.
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