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She says she has come here precisely to break with what she was before.

She wants to destroy everything she used to be before. She obsesses

over fake relations, fake exchanges, the kind of barters that she says cost

you nothing but actually eat your soul away. She is a lifestyle totalitarian,
like other people are love totalitarians. The way we survive. I think what

bothers her is that we actually do survive. Before, when we were still

living on Beatrix's trust fund, she found nothing to complain about, and

she was the most agreeable of companions. The fact that the money

we were living on was earned dishonestly, a fat check sitting in a bank

accruing interest on some previously doctored deal didn't bother her

at all. Everybody has a point where they stop being able to identify

compromise, a kind of ethical horizon line beyond which they believe

that things are no longer under their control and should therefore be

ignored. But her horizon encircles everything she makes. One day I told

her that wage slavery was nothing but another form of prostitution and

she then pushed this idea to another level, for her parting with anything
she made became tantamount to selling her own body. I ask her if she

thinks we'd be better off starving. She refuses to reply, and simply tells me

that every question carries the mold of the answer the one who phrases

it desires to receive. She has nothing but contempt for our potential

customers. She imagines corrupt yet additive-free cigarette smoking

pseudo-liberals strolling along the aisles of the market place, desultorily

eying our wares, holding them in their hands, maybe trying them on

and comparing them to the other designer items they have amassed in

their closets back home. I think she is so protective of the bond we've

formed, of the freedom we've built for ourselves that she wants to deny

everybody else the possibility of ever coming close to it. Her thinking

regarding objects approaches the pre-modern. The only way I can explain
it to myself is as a kind of voodoo. She profoundly resents providing
others with a vicarious way of easing their discomfort with the alienated

life they lead. Among us, she is the destructive character. Needless to say,

we would never want to see her go away.









I am in P. I live in an attic. On the fifth floor. It's already spring,
the window is open. The traffic is awful. Yesterday, I was watching
people dance and I really wanted to be home and not here.

It's true, you're right, the streets are interesting when there

is traffic, and at night when they are lit up. As for the advertising,
I was very disappointed. I expected something much better, it is so
mediocre that there really isn't anything to say about it. The neon signs

are not bad, not really because of what they promote but because
there are so many of them and they're well fabricated. I couldn't
find the poster you told me about though. In general, from an artistic

point of view P. is very provincial. On the other hand, the bridges
and the escalators are very beautiful. For some time there has been

a growing demand for everything new, and now they've started

selling the kind of novelty fabrics we love to imitate at home, but

there are also a lot of geometric patterns. All the rooms are covered
with this style of wallpaper. I'd like to send you catalogues but I

haven't had time to find those stores yet, there are so many streets
I don't know.

Yesterday night I walked down the streets on my own, I saw
a lot of circuses and movie theaters, but I didn't dare to go anywhere,
there are so many places where you must pay to go in and it's hard
when you don't speak the language. I observe everything. What
imbeciles and idiots people are: they have so much and they don't
do anything, they "make love," as they say so delicately. The woman
as object fabricated by the capitalist West will be its downfall.

Everything about them is fabricated: the hands, the postures, the

bodies. There are dozens of theatres where naked women spend
the entire night walking about the stage silently, wearing huge

expensive feathers, in front of an expensive decor, and nothing hap-

pens, they walk by and that's all, everybody's happy. Every single

one is different. And what's the point? They parade naked and
that's all. They don't speak, they don't dance, they don't move.



They just walk on by, one after the other...In groups of three, five, or

twenty... and that's it. And even now, I couldn't possibly tell whether

it is exactly "nothing," or whether they are "objects."
In truth there is very little to see in this exhibition. They've built

an enormous number of pavilions, from afar they are all ugly and

from up close it's even worse. Everything is cluttered.

What this signifies is that we must work, and work, and work.

The new light does not only represent the liberation of the worker,

it also signifies a new attitude towards men, towards women, towards

objects. Even objects, in our hands, must be our equals, real

comrades, and not the sad and grey slaves they are here. They'll

become our friends and comrades, and we will learn to laugh,

have fun and talk with them. Look how many objects there are here,

coldly ornamented and coldly ornamenting the city from outside,

while from inside they are doing their hard work, like slaves plotting

a disaster to avenge themselves from their oppressors. To live here

you either have to be against everything or to become a thief. That s

what makes me love the way we see things. Now I understand the

capitalist who has too little, the opium of life really is objects. They

are absolutely unable to tell the difference between an object and

an ersatz. We will never be able to build a new model for life if our

relationships are like the ones of those Western bohemians. That's

the real problem. First there is our way of life. Then we must come

together, stay united, and trust each other. Now I understand that

we must never imitate anything, but to create what is new following

our own taste.

The club is ready now, I'm sending you the photographs. It is

really so simple, clean, and light that one never wants to make it

dirty. A lot of enamel, a lot of white, a lot of black and a lot of grey.
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M<2/-T/7z/ Perret

On ponrrait /aire /'7>ypot/>èse z/ne /'o/z/et J'art, en tant gne catégorie

spécz'/zgne Jans /e régime Jes c/zoses, possède /a partzcn/arité J'être
/zanté. // est, J'a/zorJ, porteur Je /a sn/z/ectizzité Je so« antenr /à Jes

Jegrés extrêmement Jz'zzersj, mais z7 est éga/ement « /za/zzté » par /es

m«/tip/es résonances z/n'z7 a prozzopnées an /// Jn temps er Je ses con-

textes « J'apparition ». An Jé/znt Jn XXe sièc/e, frenJ er Marx
s'entenJent J'az7/e«rs ponr reconnaître à /'o/z/et en généra/ nne gna/z'-

ré particn/ière répercnrée Jans Je «om/zrenx anrres Jomaines Jes

sczences /znmaines : ce//e Je /etic/ze. Dans /a crz'rz^ne marxiste Jn

specrac/e er Jn /êtzc/zzsme Je /a marc/zanJise, c'est /'o/z/et /ni-même

z/ni s'anime ponr enzzonter /e consommatenr, /'inciter à ac/zeter er par
consézjnent à on/z/ier ronr /e rrazzaz/ z/ni a prész'Jé à sa proJncr/on.

Ponr zFrenJ, ce sonr /es pro/ecr/ons Jn sn/et snr Jes oZz/ers spécz'/zgnes

gni génèrenr cette iJentité spectta/e er o/zsessio««e//e gn'acz/niert ronr

snpporr ainsi Jészgné. Dans cette perspecrzize^ /e Jomaine Je /'art,

z/ni rente Je snsciter on Je programmer Jes pro/ecttons /«terprérar/zzes,

gni orc/zestte /a spectacn/arisation J'nne /ecrnre Jn monJe, gnz pré-

renJ par simp/e « «omina/isme » rrans/ormer zza/enr J'nsage en zza/enr

J'éc/zange, sera/r en z/ne/zpte sorte /e paraJzs Jn /étic/ze, er /a prar/ijne

artistiz/ne marinerait /'acmé Je ce Jezzenzr-/érzc/ze Je /'o/z/et.

Dans /es ma/sons /zanrées z/ne sonr /es mnsées er /es ga/e-

n'es, nn sernice à r/zé en porce/azne rérzez7/e aznsz /'espr/r Jn Ban/zans

er Jes V/zntemas ; nn manne^nz'n Je papier mâc/zé porranr nne

mnigne ceinte Je néons /ait apparaztre /e spectte Je Sc/z/emmer Jan-

sanr azzec P/anzn sons /es yenx attenJrzs Je Stepanozza ; a/ors pne

/'on se«r /'espace zzi/zrer sons /'in/Znence con/ngnée Jn Kunstwollen Je

/'arr/ste, Jn Kunstmachen Jes ttazzaz7/enrs /contnrzere, por/er, tec/zni-

cien, etc./, Jn Kunstwissen Jn commissaire er Jes crz'rzpnes, zzoz're

Jn Kunstmanagement' Jes propriétaires on marc/zanJs Je ces o/z/ets...

PBotograp/ziés, commentés, reproJnits, transportés, Jémontés, re-

/arts, /es o/z/ets p/z'ent sons /e poz'Js Jes renzzoz's, re//ets, ré/erents :

/anfômes Je cenx i«i /es ont précéJés, Je cenx gni /es snizzront, z/s se

Jécons.trnisent sons nos yenx en nne myrz'aJe Je mo/écn/es in/zniment
recom/z/na/z/es. On, ponr prenJre nne compara/son p/ns appropriée

an trazzai/ Je /'artiste, /es récits s'enc/zassent /es nns Jans /es antres,

L'/zistoire de /'a«
signe, après A/ois
-R/ßgg/, gepzgp
/ement nne zPsZz'ncZt

entre /es z'nZezzZzons

de /'œnnre d'art
(Kunstwollen), sa m
Zén'a/z'san'on, et /e
sazzoz'r gne /'on pent
extra/re (Kunswisseï
i/ ponrrait s'azzérer
wßCßssözVe éZZi/ozzTxP/j

d'a/'onter à cette terz
no/ogie /a gestion dz
/i7 Cife /*Q2î//

d'art, sa méofiatisatii
et son wardering,
notions re'sn/tant de
pénétration progrès-
sz'zze de /'art dans /'ir
dnsfrie cn/tnre//e.



à /'zw/zwz, cozwrtwaZozre zzwpro/za/Je Je warraZears /zcZz/s, Je /ragzzzewZs

zwZertexZae/s, Je ««'ses ew a/zyzwe eZ Je cz'ZaZzows. Szwz'zPsow awaz'Z tort Je

pewser gae /e /zea J'exposz'Zzow éZaz'Z aw wow-sz'Ze Je /'art, gae /'art

poazzazZ se /'oaer az'Z/ears, Jazzs /e rte/ : ce (oa ceaxj gaz Z>a7>zZe(7zz7 /es

o/z/eZs J'art zze se rézzè/e/wZ,) sz Zwew gae Jazzs ces /zeax, gaz agzssewZ

cozzzzzze aaZawZ J'e'crazzs /zxaZears poar ces ecZop/aszwes. Dazzs /e rte/,
/es /eZzc/zes peazzewZ reJeaewz'r Jes choses e? /e /eZzc/zzszwe awe szzwp/e

o/;éraJozz cozzzzwercza/e. Dazzs /e rte/, /es /eax Je zwzroz'rs sozz? /es

re/ZeZs Jes Zzoa/z'gaes Jazzs /es arcaJes, /es ré/e'rezzZs Jes sysZèzwes Je

garawZze eZ /es /awZôzwes Jes co/zzes.

£w écrzPawZ /es ZexZes Je « Cz-ysia/ ProzzZzer » eZ ezz /es aZZrt-

èaawZ aax /"ezwzwes J'zzzze cozzzzzzzzzzaaZe zwoJe/ée sar ce//e Je L/azzo Je/

Pz'o ; ezz JezzzazzJazzZ à Jzzzerses persowwes Je rta/zsez- awe Jes 25

sca/pZares Je « Se//-£xpresszozz » cozzzzzze azzZazzZ Je rtszJzaZs J'aw aZe-

/zer Je crta/zow co//ecZz/; ew co//aZzorazzZ azzec /a Jeszgwer Lzgza Dz'as

poar rta/zsez- Jes aêZezzzeaZs e'aocaZears ZawZÔZ Je cosZazzzes zzzz'/z'ZazVes,

ZawZoZ Je cozwéJzes zwaszca/es ; ezz cozzsZz-azsazzZ awe Zpézère geazzZe

poar y exposer Jes peZz'Zs Za/Jeaax aZzs/razZs ; Pre/: ezz Jép/oyawZ ses

oP/'eZs Jaws /'Porz'zow J'awe /zcZz'ozz eZ Jazzs /'azzz'zzers Jes o/z/eZs J'arZ,

Maz-TPa PerreZ /az'Z ce gae J'aacaws owZ /az'Z aa rozwaw waZara/z'sZe : e//e

ew rézzè/e /es artz'/zces, /es e//eZs Je rte/, poar zzzz'eax exp/orer /es écarts

ewZre ce gae /'oP/eZ esZ /zzzaZérze//ezzzewZ, saP/'ecZz'aezwewZ, eZc.J eZ ce gae

/'ow aoaJraz'Z ga'z'/ soz'Z /zzzaZérz'e//ezwewZ, saP/'ecZzVezzzezzZ, eZc./, ezzZre

ce ga'z'/ esZ « rée//ezzzewZ » eZ ce gaz /e « possèJe ». Le coe//zcz'ewZ J'art,

poar reprezzJre /'expressz'ow Je DacPazwp, c'esZ ce Jegré Je « pos-
sessz'ow » Je /'oP/'eZ par J'aaZres saP/'ecZz'rtZés.

£w 7925, à /'occasz'ow Je /a /owJaZz'ow Ja Cerc/e Jes Tra-

aaz//ears poar /'Lxposz'Zz'ow z'wZerwaZz'owa/e Jes arts JécoraZz'/s eZ

z'wJasZrz'e/s zzzoJerwes, RoJcPew/eo écrzPaz'Z Je Par/s à SZepawozza : « Les

eposes gae woas Zewows Jaws wos zwazws JozzzewZ éZre wos cazwaraJes,

wos égaax eZ wow ces esc/azzes woz'rs eZ /agaPres ga'z7s sowZ z'cz »L

5'z7 w'esZ pas Jz'Z ga'z'/ az'Z réassz à /z'Pérer /es oP/'eZs aZz'/z'Zaz'res Je /a

Zyrawwz'e Je /a zwarcPawJz'se, Ja zwozws ceZZe araPz'Zz'ow ga'z'/s Jertew-

wewZ Jes z'wZer/ocaZears sezw/z/e PawZer /e Zrazzaz/ Je Maz-T/za PerreZ.

Lz'owe/ Porter

CPn'sZzzw /Càzer,

Imagine No
Possessions: The
Socialist Objects
of Russian

Constructivism,
/Cawzèn'Jge:
M/T Press, 20057



Speafeing feypotfeeticn//y, tfee art ofe/ect, as a speci/zc category, cotdd

fee said to fee feaztnted. Wfei/e it cames tfee stzfe/ectivify of zts anffeor

('to grent/y varying degrees/, if is a/so "infeafeifed" fey tfee mzz/fifnde of
responses if feas provofeed tferongfe tfee years and tfee varions contexts

in wfeicfe it "appeared." Ar tfee feeginning of tfee 20tfe cenfnry, Prend

and Marx were in agreement wfeen tfeey granted tfee ofe/ect in genera/

a pecn/iar e/na/ify wfeicfe won/d /eave its marfe in most ferancfees of
tfee fenman sciences: ffeat of tfee fetisfe. /n tfee Marxist crific/ne of com-

modify fetisfeism and tfee specfac/e, tfee ofe/ect itse/f comes to /ife and

casts a spe// on tfee consnmer, enticing feim to feny and consegnenf/y

to repress tfee /afeor invo/ved in its production. Por Prend, tfee snfe-

/'ect's own pro/ecfions can generare a spectra/ and ofesessive identity

in any ofe/ect it se/ects. fen tfeis perspective, tfee domain of art, wfeicfe

attempts to aronse or programme interpretative pro/ections, wfeicfe

orcfeestrates wor/d views into spectac/es, wfeicfe pretends to transform,

tferongfe mere "nomina/ism," nse-va/ne into excfeange-va/ne, con/d

tfeerefore fee seen as tfee paradise of tfee fetisfe, and artistic practice to

represent tfee c/imax of tfee transformation of tfee ofe/ect into a fetisfe.

fen tfee feannted feonses of mnsenms and ga//eries, a por-

ce/ain tea set awafeens tfee spirit of tfee Banfeans and of tfee Vfentemas;

a papier-mâcfeé mannegnin wearing a tnnic encirc/ed fey neon /igfets

evofees tfee gfeost of Scfe/emmer dancing witfe P/avin nnder tfee fender

gaze ofStepanova. One can fee/s tfee space viferate nnder tfee com-

feined in/Znence of tfee Kunstwollen of tfee artist, tfee Kunstmachen of
tfee worfeers /seamstress, potter, fecfenician, etc./, tfee Kunstwissen

of tfee organizers and critics, as we// as tfee KunstmanagemenA of tfee

owners and dea/ers of tfeese ofe/ects... Pfeotograpfeed, commented

npon, reprodnced, transported, dismant/ed, reassemfe/ed, tfee ofe/ects

feend nnder tfee weigfef of references, re//ecfions, referents: pfeantoms

of tfeose wfeo feave preceded tfeem, of ffeose wfeo wi// fo//ow, ffeey

deconstrnct nnder onr very eyes into myriads of mo/ecn/es tfeat can fee

in/znife/y recomfeined. Or, to nse a comparison more afein to tfee worfe

of tfee artist, tfee stories are emfeedded into one anoffeer, ad in/znifnm,

improfeafe/e comfeinations of/zctiona/ narrators, of interfextna/ frag-

ments, of mises-en-afeyme and «^notations. Smitfeson was wrong in

/
Ro//otcing A/ois Rieg/,
classic art Wsfory
a/tvays made tfee tit's-

tinction feettveen

intentions presiding
to art mafeing (Kunst-
wollen), its resn/t and
/afericafion and tfee

fenotv/edge one can
derive feront it (Kunst-
wissen); it seems

necessary to add today
£o 'tenwwo/ogy
tfee management ofe tfee

reception ofe tfee art-
tvorfe, tfee commnnica-
tion and tfee marfeet-

ing ofe it, a/i notions
stemming oat ofe tfee

penetration ofe art into
£/7e cw/tare mdwsfry.



fPznPzng rPar rPe exPzPzPzon space teas a non-szPe o/art, tPaf art cozz?c/

happen e/sezaPere, m rea/ /z/e: rPat zaPzcP for tPose zaPo/ z'nPaPzP/s/

art oP/ecrs reaea/s zPse//7reaea/ rPemse/aes/ Pest m tPese p/aces tPat

act /z'Pe so many /zxzng screens /or rßese ectop/asms. 7n rea/ /z/e,

/êtz'sPes can Pecome tPz'ngs again, anc? /ePsPz'sm a szmp/e commercz'a?

operation. 7n rPe rea/ zaor/c/, games 0/mirrors are rPe re/7ecP'ons o/"

Pontiles /n sPop ja/niioias, re/erences are systems o/gzzarantee anc?

gPosts no more tPan cop/es.

ßy zanP/ng tPe texts 0/ "TPe Crysta/ FronPer" anc? attrzPzzt-

z'ng tPem to tPe zaomen o/a community moc?e//ec? on tPat o/T/ano
c/e/ Rio; Py asPz'ng c/z//erent peop/e Co create one o/TPe 25 scn/ppzres

0/ "Se//-Expression " anc/ passing tPem o//"as tPe proc/zzcts o/"a co/-

/ectiae creaPae zaorPsPop; Py co//aPoraPng zaitP tPe c/es/gner L/g/a

D/as to créa to c/otPes tPat somePmes eaoPe mi/itary cosPcmes, some-

times mzzsica/ comec//es; Py constructing a giant teapot m zaPicP to

exPiPit sma// aPstoacf pa/nPngs—m sport, Py c/ep/oying Per oP/'ects on

the Portion o^/zction anc/ m tPe zen/aerse o/art oP/ec7s, Mai-TPzz

Perre7 c/oes zaPat otPers Paae c/one zazPP tPe natzzra/ist noae/. SPe ex-

poses tPeir trie/«, tPez'r "rea/ify e/fects," m orc/er PePer to exp/ore

tPe gap PePaeen zaPat tPe oP/ect is /matorza//y, snP/ecPae/y, etc.,) anc?

zaPat one zaants zP to Pe /matorz'a//y, szzP/ecPae/y, eto.p PeZzaeen zaPat

it zs "in rea/ity" anc/ tPat zaPzcP "possesses" it. TPe coe//zczen7 o/"art

to Porroza a pPrase /fom DzzcPamp, zs tPe c/egree to zaPzcP tPe oP/ect

zs "possessec?" Py otPer szzP/ecPazPes.

7n 7925, zaPen Roc/cPenPo zaas Pzzi/c/ing tPe WorPers' C/zzP

ar rPe /ntornaP'ona/ ExPz'PzPon o/DecoraPae Arts zn Farts, Pe zarore

ro Stopanoaa: "Things in our hands must be our equals, comrades,

and not these dark and mournful slaves, as they are here."* A/tPozzgP

Pe may nor Paae szzcceec/ec/ zn /iPeratz'ng eaeryc/ay oP/ecrs /fom rPe

ryranny o/" rPe mercPanc/z'se, Pis c/esire to see rPem Pecome inter/oczz-

tors conPnzzes to Pazznt rPe zaorP 0/ Maz'-TPzz Ferrer.

Eione/ Foazer

CPrzsZz'nzz Riaer,
Imagine No
Possessions: The
Socialist Objects
of Russian

Constructivism,
?CanzPncfge:

MJT Press, 20057
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Maz-T/z« Perret
Nee ew 1976 à Gewèae, ait et traaai//e à Gewèae et New YorB. £//e a étadié à /'awiaersité de

Camèn'iige et a« WBiîwey /«depended Stady Program, New YorB.

Bor» m 1976 m Geweaa, foes 1» Geweaa and New YorB. SBe Bas stadied af Camèrfoge Uwiaersity
awd al fBe WBitwey Iwdepewdewt Stady Program, New YorB.

Pxpos/Yzows /?£rso77zze//es/So/o PxPzPz^zows

2006 And every woman will be a walking synthesis of the universe, TBe Rewaissawce Society, CBieago

Apocalypse Ballet, Ga/erie BarBara Weiss, Ber/i«
Solid Objects, CBisewBa/e Ga/iery, Lowdres fafec/witB Va/ewtiw Carrow/

2005 Heroine of the People, Ga/erie Praz-De/a»a//acie, Paris
Solid Objects, Cewire d'art cowtemporaiw, Gewèae faaec/witB Va/ewtiw Carrow/

2004 Statemewfs, Ga/erie Pra«cesca Pia, Art Base/ 35, Base/

Cewire d'éditiow cowtemporaiwe, Gewèae

2003 Pure Self-Expression x25, Ga/erie Pra»cesca Pia, Ber»
2002 TBe Moder» Iwstitate, G/asgow

We close our eyes in order to see, G/assBox, Paris
2001 Land of Crystal, Le Stadio, CAN, NeacBâte/

Êxposiiiows co/iecfoes fse/ectiow//Groap FxBiBitiows fse/ectiow/

2006 The Gold Standard, P.S.I, Lowg ls/a»d City, New YorB

Shiny, Wexwer Art Cewier, Co/amBas, OBio *

Modus, Neae RawstBai/e, Si. Ga//e» *

Bring the War Home, Gai/ery E/izaBetB Dee, New YorB, ei/a»d Qt/ED, Los Awge/es*

Visioni del paradiso, Istitafo Saizzero, Borna *

The Endless Summer, Wesi Lo»dow Pro/ecfs, Lowdo»

Objets d'hier et d'aujourd'hui, Ga/erie Edoaard Mawet, Gewweai/iiers

Again For Tomorrow, Royal Co/iege o/Art, Lowdo»*
Madame la baronne était plutôt maniérée, assez rococo et complètement baroque, Cewire

d'Art Mira PBa/ai»a/Maiso» Popa/aire, Mowtreai/*
Eine Person allein in einem Raum mit Coca-Cola-farbenen Wänden, Grazer Rawstaereiw, Graz

2005 Wednesday Calls the Future, Naiiowa/ Art Cewier, TBi/issi, Géorgie/Georgia
In the poem about love the word love does not appear, CCA, G/asgow*
Paralleles Leben, FrawB/arter Rawsiaereiw, FrawB/art a.M. *

NY Twice, Air de Paris, Paris*
Model Modernisms, Artisis Space, New YorB

Situational Prosthetics, New Lawgiow Arts Cewier, Saw Francisco

2004 None of the Above, Swiss Iwstitate, New YorB

Tuesday is Gone, TBi/issi, Ge'orgie/Georgia
Fürchte Dich, He/mBaas, ZaricB *

Leviathan Under Moon's Influence, CBampiow Fine Arts, BrooB/yw
Archives Generation Upon Generation, Year, BrooB/yw

2003 Form/Kontext/Troja, Secessiow, Wiew*

Fink Forward: The Collection/Connection, RawsfBaas, G/aras*

The Return of the Creature, Räwsi/erBaas TBarw dr Taxis, Bregewz

2001 Rock Paper Scissors, Ga/erie Frawcesca Pia, Berw

Get Angry - Perspectives romandes 3, Espace Ar/aad, Masée des Beaax-Aris, Laasawwe*

Wahrscheinlich (vraisemblablement), A/imewiaiiow Géwéra/e Art Coniemporaiw, LaxemBoarg
The New Domestic Landscape, Ga/eria /aaier Lopez, Madrid

2000 Dr Wings, Air de Paris, Paris

Why can't monsters get along with other monsters, Ga/erie Frawcesca Pia, Berw

Etat des lieux #2, Préfiguration du Museum of Contemporary Art, Tucson, Fri-Art, FriBoarg

Bozzrses przx/Grazzfo ZZZ^zzty/S

2006 Prix /edéra/ des Beaax-Arts*
Prix Rie/ér HaB/itze/*

2004 Prix/edéra/des Beaax-Arts*

* aaec/witB cata/ogae

Liowe/ Boaier
Historie» de /'art, crifigae ei commissaire iwdépewdawi, i/ est

à ZaricB foww./rp-riwgier.com/.
Azz /zzstontf« tfzzd zzzöfeptfzzßfezz? crzY/c czzratfor, zs

/RPIRiwgier iw ZaricB /www./rp-riwgier.com/.

direciear des édiiiows /RPIRiwgier

Director o/YBe paB/isBiwg Boase



[ Co«fert«re/Cofer ] Heroine of the People (Fabric Designs), 2005
[ Cozwertnre intérienre/lnside coner ] Bake and Sale Theory, 2004

[ 1 I ] 3 Sculptures of Pure Self-Expression (Landmarks and Chronograms), 2003

[ I 2 ] 9 Sculptures of Pure Self-Expression (The Male Principle), 2003

9 Sculptures of Pure Self-Expression (The Female Principle), 2003
3 Sculptures of Pure Self-Expression (Landmarks and Chronograms), 2003

4 Sculptures of Pure Self-Expression (The Arts and Crafts Movement), 2003
Secret Constellation, 2002
V«e d'exposition/Exbibition Hew, Hebnbans, Zürich, 2004

[ 3 I 4 ] Letter Home (After A.R.), 2006
[ I 5 ] Perpetual Time Clock, 2004
[ I 6 ] Apocalypse Ballet (Neon Dress), 2006
[ I 7] Apocalypse Ballet (3 White Rings), 2006, afec/witb Ligia Dias*

[S| ] Apocalypse Ballet (2 White Rings), 2006, at/ec/wifb Ligia Dias*

[9 I ] Apocalypse Ballet (1 Pink Ring), 2006, anec/wifb Ligia Dias*
[ 10 I ] Apocalypse Ballet, 2006

V«e d'exposift'on/Exbibifz'ow Hew, Galerie Barbara Weiss, Berlin, 2006
[ 111] Little Planetary Harmony, 2006

V«e d'exposifiora/Exbibitio« Hew, Tbe Renaissance Society, Chicago, 2006
[ 12-15 ] Little Planetary Harmony, 2006

Peintures expose'es à l'infe'rienr de /a tbe'ière/Paintings exhibited inside tbe teapot
[ 16 I 17 ] Pyramid of Love, 2003

Vwe d'exposifion/Exbibition Hew, Rnnstbans G/ar«s, 2003

[ |1S] Heroine of the People (Big Golden Rock), 2005
De gancbe à droite/From left to right

[ 19 I ] A Uniform Sampler, 2004, anec/witb Ligia Dias*
Ornament and Crime no 1, 2004
Girl with Target Gloves, 2004, anec/wifb Ligia Dias*
Bake and Sale Theory, 2004
V«e d'exposition/Exbibition Hew, Statements, Art Base/, 2004

[ I 20 ] Mescaline Tea Service, 2002
[ 21 I ] Love Thy Sister Like Thyself, 2004
[ I 22 ] La Fée électricité, 2005, az/ec/witb Ligia Dias*

Peintnre mnra/e sans titre/l/ntit/ed wa// painting, 2005

A/jfobe sans titre/Untit/ed poster, 2005
[ 23 I ] The Objective Incarnation of Our Girlhood, 2002
[ I 24 ] Happy Together, 2002

Secret Constellation, 2002
Peinfnre ntwra/e sans tifre/Untit/ed wa// painting, 2002
V«e d'exposition/Exbibition Hew, Tbe Modern Institute, G/asgow, 2002

[ I 25 ] They Made No Attempt To Rescue Art From Ritual, 2002
[ I 26 ] Heroine of the People (Black Stack), 2005
[ I 27 ] Heroine of the People (Revolutionary), 2005, anec/wifb Ligia Dias*
[ 2S I ] Heroine of the People (Fabric Designs), 2005

Heroine of the People (Big Golden Rock), 2005
Heroine of the People (Black Tower), 2005
Heroine of the People (Revolutionary), 2005, anec/wifb Ligia Dias*
Vüe d'exposition/Exbibition Hew, Ga/erz'e Praz-De/ana//ade, Paris, 2005

[ I 29 ] Secret Lover Room Divider, 2001

A/j?cbe sans titre/Untit/ed poster, 2000
Vne d'exposition/Exbibition Hew, G/assbox, Paris, 2002

[ I 30 ] A Uniform Sampler, 2004, at/ec/witb Ligia Dz'as*

Solid Object, 2005, collaboration anec/wifb Valentin Carron
V«e d'exposition/Exbibition Hew, Centre d'art contemporain, Genève, 2005

[ 31 I ] Death Valley 69, 2000

'conception et re'a/isation des nêtements/c/otbing design
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