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Ai Weiwei, Vanessa Beecroft, Guy Ben-Ner, Oscar Bony, Christoph Büchel, Clegg & 
Guttmann, Gino de Dominicis, Maria Eichhorn, Jens Haaning, Yves Klein, Teresa Margolles, 
Yoshua Okón, Yuri Pattison, L.A. Raeven, Edwin Sánchez, Christoph Schlingensief, 
Santiago Sierra, Jonas Staal, Stephen Willats, Carey Young, Artur Żmijewski

The exhibition sheds light on a phenomenon in art that first rises to prominence in the 
1990s and then explodes in the early years of the new millennium: the artistic practice 
of resorting to and deploying ‘extra bodies’. Artists select these ‘other bodies’ because of 
their specific social or biosocial role—which is why they may also be characterized as 
extras. All works on view share a basic ‘performative’ or ‘theatrical’ quality. Strikingly, 
the viewer is neither drawn into the action nor invited to participate. Unlike many artistic 
productions discussed under the rubric of relational aesthetics, these pieces do not 
demand his active engagement. Taking up both exhibition floors at the museum, the 
extensive group exhibition featuring numerous works from the collection scrutinizes the 
various modes in which extras with their social and biosocial roles are presented, and 
function, in art.

The show assembles major positions making use of ‘other bodies’, though it does not aspire to 
draw up a comprehensive canon of this thematic field. It eschews the real presence of the ‘other 
body’ in the gallery, although such presence is a constitutive element in the genesis of the kind of 
work it examines, instead focusing on the different modes of presentation that allow for a discussion 
of the phenomenon of the ‘other body’ in contemporary art from a variety of angles. In most of the 
works, the human being takes the stage not as an individual but as part of a group or formation, a 
‘collective body’. Conspicuously, the growing visibility of the ‘extra body’ in art coincides with the 
deregulation of markets in the early 1990s. The defining feature of this development is that human 
labor, thanks to a global expansion, becomes ever more inexpensive — a phenomenon Luc Boltanski 
and Ève Chiapello have portrayed as the “New Spirit of Capitalism”. Maurizio Lazzarato has tren-
chantly pinpointed their basic hypothesis, noting that life, in today’s economy, has become a currency.

The extensive group exhibition is on view of both gallery floors at the museum and includes seve-
ral pieces from the collection. The majority of the works on the ground floor were created in the 
first decade of the twenty-first century; this section is rounded out by selected examples of historic 
art. The upstairs gallery is reserved for three artistic positions (Jonas Staal, Guy Ben-Ner, and 
Artur Żmijewski) that reflect on the theme of the ‘other body’ in light of the contemporary situation. 
Created over the course of the past year, these works address the migrant body, which, as Mark 
Terkessidis has argued, may be regarded as “Westerners’ unloved ‘shadow ego’: globally oriented, 
mobile, flexible, willing to make sacrifices.” No other ‘extra body’ has figured more prominently in 
the social and political debates of the past few years. The role it plays can be read in the mirror of 
socioeconomic changes and is integral to the discursive field around biopolitics, globalization, and 
neoliberalism.

Curator:
Raphael Gygax 
(Curator, Migros Museum 
für Gegenwartskunst)

The companion book Extra 
Bodies — Über den Einsatz 
des ‹anderen Körpers› in der 
zeitgenössischen Kunst (in 
German) will be published by 
JRP|Ringier in January 2018. 

EXTRA BODIES –  
THE USE OF THE 'OTHER BODY' 

IN CONTEMPORARY ART
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For the project Fairytale (2007), Ai Weiwei (b. 1957 in Beijing, China) sent 1000 Chinese 
citizens for a month to Kassel ‘cost-free’. The artist includes himself among the 1000, thus produ-
cing the number 1001 – a number that has special significance due to its connection to fairytale 
literature. This project evoked two contradictory Western notions which have been made current 
by globalisation: the fear of mass immigration and foreign domination, but also curiosity about 
foreign cultures. An integral part of the project was the inclusion of 1001 wooden chairs from the 
Qing dynasty, available for use in all the exhibition spaces. Due to their serial arrangement and 
their large number, the chairs appeared to be identical and industrially manufactured. However, 
upon closer inspection, they each had unique characteristics – a feature of the craftsmanship from 
the Qing dynasty. The chairs represent each individual body, while also suggesting a shift in values 
taking place in Chinese culture. Similarly, the 1001 portraits represent each person as an indivi-
dual, but due to their quantity, they appear uniform and replaceable. 

The works of Vanessa Beecroft (b. 1969 in Genoa, Italy) frequently comprise formations of 
young women who have to stand still for hours in a composed spatial arrangement – a frozen 
corps that eventually begins to fall apart when the individual participants become exhausted. The 
young women whom Beecroft employs for her performances are often professional models. The 
very title of her work, VB35: Show (1998), already indicates an act of showing, or exhibiting, the 
models, whose nakedness further reinforces the idea of being exhibited. Beecroft controls the 
situation, down to the last detail, by means of very strict instructions for the participants. She 
reproduces the models’ everyday work life, which consists of waiting and posing. Just like the 
fashion industry, Beecroft has the models at her command: they are puppets without individuality, 
a screen upon which others can project their ideals and fantasies. Here, the artist takes a value 
system oriented towards beauty and luxury and transfers it to the art world.

The film Escape Artists (2016) by Guy Ben-Ner (b. 1969 in Ramat Gan, Israel) documents a 
series of film workshops that the artist conducted at the refugee camp Holot in Israel over appro-
ximately two years. The camp, situated in the Negev Desert, functions as a ‘detention centre’ for 
around 500 migrants. The famous documentary film Nanook of the North (1922) by Robert J.
Flaherty, which portrays the way of life of the Inuit Nanook, served as a starting point for the work-
shops. In the study of cinema, this film is of particular significance for its cutting and editing tech-
niques and also because it represents an early example of a critical analysis of the politics of 
representation with regard to the ‘other’ and construction thereof in the medium of film. In his 
work, Ben-Ner explores the issue of using cinematic documentation to convey and shape reality. 
For the protagonists of Escape Artists, mastering film’s techniques of manipulation provided a kind 
of escape and an opportunity to reclaim self-empowerment.

For the piece The Working Class Family (1968/1999), Argentine artist Oscar Bony (b. 1941 in 
Posadas, Argentina, d. 2002 in Buenos Aires, Argentina) hired a working-class family to be put 
on display in the exhibition space. In the tradition of the tableau vivant, the family was placed on a 
pedestal. For his participation, the family’s sole breadwinner, Luis Ricardo Rodríguez, a die-cas-
ter, earned twice as much as he would have from his normal job. The Working Class Family was 
exhibited for the first time in 1968, in an era of mobilisation against the military and subsequent 
repressions. The political unrest and changes in economic policy caused the general wage level to 
drop, with serious consequences for the working class in particular. This piece raises issues of 
social class and exploitation, thematising the distribution of employment as an instrument of power 
in capitalist society.

Along with his large-scale installations that transform and pervade existing architectural structu-
res, Christoph Büchel (b. 1966 in Basel, Switzerland) is also known for using extras in his 
works. For his contribution to the Biennale of Sydney in 2008, Büchel established a thematic link 
to punk rock subculture by arranging for a group of elderly women to practice the Sex Pistols 
song, God Save the Queen (1977), which was originally to be called No Future, in a band rehear-
sal scenario. The rehearsal session was recorded on video and eventually presented as an exhibit 
under the title No Future (2008). In this work, Büchel not only plays with the biosocial role of the 
extras by contrasting the women’s ageing bodies with the youthful, rebellious song, but he also 
plays with Australia’s history as a former colony.
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One of the main groups of works by artist duo Clegg & Guttmann (Michael Clegg, b. 1957 in 
Dublin, Ireland, and Martin Guttmann, b. 1957 in Jerusalem, Israel) consists of single, double and 
group portraits which take their place in a line of art history and iconography that extends from 
Titian and Caravaggio to Frans Hals and Rembrandt. Meticulously staged in a highly artificial way, 
these portraits thematise the societal power relationships and instruments associated with this 
historical form of representation. In the monumental photograph The Art Consultants (1986/2015), 
the artists arranged a number of curators in the foreground of a mirror-inverted copy of the pain-
ting Einzug des Senats in das neue Stadthaus am 26. 10. 1897 (1904) by Hugo Vogel. The sub-
jects of the photograph all work as art consultants for various company collections – for instance, 
the tableau features the collection purchasers from AT&T and Citibank. With their ‘family portrait’, 
Clegg & Guttmann bring together a group of people whose control over finances means that they 
have a powerful role in the art market and thus significantly shape the art world.

The work of Gino de Dominicis (b. 1947 in Ancona, Italy, d. 1998 in Rome, Italy) is characte-
rised by his interest in themes like immortality, mythology and the invisible. For Seconda soluzione 
di immortalità (l’universo è immobile), his contribution to the 1972 Venice Biennale, Gino de Domi-
nicis integrated a young man with Down’s syndrome, Paolo Rosa, who spent the exhibition’s ope-
ning hours sitting in the corner of a room and looking at three earlier works by de Dominicis. This 
piece only featured Paolo Rosa on the opening day, June 8, 1972. The artist’s presentation of a 
young man with Down’s syndrome in the exhibition space caused a huge scandal. The photograph 
that documents this act shows a visitor, visibly unsettled, pulling off her glasses, apparently unable 
to deal with the real presence of such a ‘body’. The media scandal triggered by this act eventually 
led to the removal of the work. Not only can this 1972 piece be read against the tradition of the 
tableau vivant, but also with regard to the politics of representation that regulate the biosocial 
roles of certain individuals.

The art of Maria Eichhorn (b. 1962 in Bamberg, Germany) questions the fixed norms that regulate 
everyday life and art. In her works, which are based on extensive research and analysis, she re-enacts 
established procedures, renders them ineffective, and thus provides an opportunity for critical 
scrutiny. For 輸入禁制品 / Prohibited Imports (2003), the artist sent various publications on subjects 
like sexuality, AIDS and gender issues to Japan by mail. The Japanese customs authorities censored 
the book Mapplethorpe: Die große Werkmonographie by erasing the male genitalia with a sanding 
pen. All the other books remained uncensored. Here, the customs officials can be described as 
extras, acting in their social role as an executive arm of the Japanese legislature. A second copy 
of the book, which was also sent from Berlin to Japan, remained uncensored. The presentation of 
the two Mapplethorpe books side by side makes it clear that the censored areas become the centre 
of attention in an unintentionally humorous manner as a result of the act of deletion, while also 
emphasizing the arbitrariness and opacity of censorship methods.

In his artistic works, Jens Haaning (b. 1965 in Copenhagen, Denmark) explores themes sur-
rounding work culture and immigration policy. In one of his most famous pieces, he installed a 
textile factory – complete with staff, many of them with migration backgrounds, at the art institu-
tion Vleeshal in 1996, thereby introducing reality into the art space. Haaning also incorporated the 
topic of immigration into the series of twelve photographs exhibited here, the titles of which are 
male first names such as ‘Murat’, ‘Hakan’ and ‘Faysal’, which allude to a different cultural sphere. 
The realistic, full-body portraits, which are similar to how fashion magazines portray urban street 
style, show the young men mostly standing in cool, expectant poses. Each person’s name appears 
at the edge of the image along with a detailed list of the brands and prices of their clothes. Thus, 
the bodies of these people, who have a migration background, are given an economic value and 
read in terms of a value ratio.

Yves Klein (b. 1928 in Nice, France, d. 1962 in Paris, France) is particularly known for his mono-
chrome visual compositions in an ultramarine blue that he developed from the late 1950s onwards. 
At around the same time, Klein also began his series Anthropométries (1960). On March 9, 1960, 
Count d’Arquin put his gallery for international contemporary art in Paris at the artist’s disposal: 
For 20 minutes, three naked women repeated the same action – first covering each other in ult-
ramarine blue paint, then pressing their bodies against sheets of paper. The imprints of their 
bodies remained on the white sheets. For this work, the artist adopted the role of someone con-
ducting an experiment, controlling the situation, but not coming into direct contact with the models 
or the paint. Here, the imprint became an image of a reality, as well as its indexical trace. Yves 
Klein is an early example of a visual artist who worked with ‘other bodies’.
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For her works, the artist and forensic physician Teresa Margolles (b. 1963 in Culiacán, Mexico) 
often uses bodily remains or materials that have come into contact with dead bodies. The furniture 
in Mesa y dos bancos (2013) was made from a mixture of cement and the blood-soaked earth on 
which the body of a person who was murdered at the northern Mexican border once lay. This work 
can be read as a memorial to the extreme violence in the northern Mexican border city of Ciudad 
Juárez and the drug war that is raging there, the victims of which are frequently buried in anony-
mous mass graves. Margolles puts these bodies’ social role (which they cannot discard even in 
death) at the centre of her works. She attempts to make visible the victims of a corrupt system, 
driven by capitalism, be they anonymous homeless people, drug dealers or their customers, inno-
cent people caught in the middle, or the young female factory workers of Ciudad Juárez. The artist 
shows that these social roles continue to exist even after death and makes it undeniably clear to 
the observer that those who cannot live in dignity are unlikely to be treated with it after their 
demise.

Yoshua Okón (b. 1970 in Mexico City, Mexico) has been addressing the relationship between 
truth and fiction since the 1990s. In his seemingly sociological experiments, carried out on 
camera, he combines staging with documentation to question a habitual perception of reality and 
morality. In the filmed tableau vivant Freedom Fries: Still Life (2014), the observer sees a heavily 
overweight person lying on a table. The way in which the artist has arranged the body not only 
renders the performer anonymous (no face can be seen), but also makes the body mass appear 
as amorphous material. The site of the act is a branch of the fast food chain McDonald’s, as can 
be determined from the company’s logo on the window pane, which is being cleaned by an emplo-
yee. The artist does not add any commentary, thus allowing a void to emerge that can be filled 
independently by the observer.

In the video Outsourced Views, Visual Economies (2013–2014), artist Yuri Pattison (b. 1986 in 
Dublin, Ireland) takes as his theme work that is performed in the digital domain. For this project, 
Pattison used Amazon Mechanical Turk, a platform for facilitating ‘micro-work’ on the Internet. The 
work assignments posted here, such as complex search tasks for instance, are carried out by 
anonymous contractors who are usually paid just a few cents. Pattisson posted assignments that 
required workers to take a photo of the view from the window nearest their computer. Although 
this type of assignment is practically forbidden on the platform, because the workers should 
remain as anonymous as possible, the artist managed to build a collection of images that can be 
seen in the video as a visual sequence showing workplace scenery that ranges from views of tro-
pical nature to grey cityscapes. With this deployment of extras, Pattison shows how work is chan-
ging in our digitised world; he visualises the global digital job market by revealing the surroundings 
of the anonymous workers as they carry out their poorly paid, closely monitored work.

L.A. Raeven (Liesbeth & Angélique Raeven, b. 1971 in Heerlen, the Netherlands) engage the 
female body for their works. For Test Room (2000), a piece originally exhibited as a perfor-
mance, they used a casting process in which the central factor was not the casting itself, but rather 
the time that the candidates spent waiting in the anteroom. The eight models who took part did not 
receive any further information about the project. They were each given an identification number, 
had to strip down to their underwear, and made to wait in a room that they were not allowed to 
leave. In their role as a model, as a changeable, perfect body surface that oscillates between self-
determination and heteronomy, the participants were particularly suitable for this experimental 
arrangement – one that can also be found in numerous television formats. Casting shows reflect 
society’s development towards a willingness for the individual to constantly improve herself and to 
be evaluated while remaining good-humoured throughout.

The works of artist Edwin Sánchez (b. 1976 in Bogotá, Colombia) oscillate between reportage 
and art. He conducts field research in the urban space and his artworks frequently feature bodies 
that are highly stigmatised by society, such as the homeless, prostitutes or drug addicts. In the 
piece exhibited here, Clases de Cuchillo (Knife Lessons) (2008), the artist accompanies Jimmy, 
a street thief. In three short segments in the style of a video tutorial that uses instructional dra-
wings, Jimmy explains the various types and functions of knives, how they can be made from scrap 
metal, and how to most efficiently use them to kill someone. The observer feels sympathy for 
Jimmy, who reveals his knowledge honestly, while also being repulsed by the brutality that he 
describes.
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For his artistic projects, be they films or plays, Christoph Schlingensief (b. 1960 in Oberhau-
sen, Germany, d. 2010 in Berlin, Germany) frequently used an ‘other body’ that was assigned a 
biosocial or social role stigmatised by society. These figures did not take on any acting role in the 
traditional sense and were not able to discard their biosocial or social role in the context of the 
theatre. The cinematic installation Ohne Titel (Hasenverwesung; Drosophila Melanogaster; Hollän-
der 2C. Ausweitung der Dunkelphase; Fremdverstümmelung) (2007) consists of several films that 
originated from Schlingensief’s opera productions, of which Fremdverstümmelung is an example 
of Schlingensief’s handling of ‘other bodies’. For this piece, produced in connection with the opera 
project Freax, the artist thematically incorporated Tod Browning’s film Freaks (1932), in which the 
main characters are people with mental and physical impairments who end up taking revenge on 
the ‘normal’ bodies of others for the humiliations to which they were subjected.

The conceptual works of Santiago Sierra (b. 1966 in Madrid, Spain) are characterised by the 
use of specific bodies, particularly those belonging to societally and politically marginalised 
groups, whose social roles are defining factors for the artwork. For Object measuring 600 x 57 x 
52 cm constructed to be held horizontally to a wall (2001), Sierra hired two asylum seekers, who 
were placed in the middle of an exhibition space, to hold an ‘object measuring 600 x 57 x 52 cm’ 
perpendicular to the wall. Sierra’s concept for this work, which was made accessible to the visi-
tors as a wall text, describes the employment contracts: According to Swiss labour law, asylum 
seekers are not normally allowed to work. However, the authorities do tolerate it when no workers 
with a legal permit can be found for the position in question, which mainly applies to jobs consi-
dered ‘sub-standard’.

The artistic and political organisation New World Summit, founded by Jonas Staal (b. 1981 in 
Zwolle, the Netherlands), can be described as an ‘alternative’ parliament that provides a platform 
for political and legal groups who are currently excluded from democratic processes. Its goal is to 
oppose a concept of democracy that the initiators criticise for being committed to expansionist, 
military or colonial purposes. In 2015, Staal was invited to Rojava to design a public parliament 
building for the city of Dêrik and to hold a New World Summit. Rojava, the Democratic Federation 
of Northern Syria, which was declared an autonomous territory on March 17 2016, is a result of 
the political autonomization of the region during the civil war in Syria. The installation in the exhi-
bition space documents this ‘project’. In this setting, the project becomes an opportunity to docu-
ment and reflect upon these geopolitical changes, while also providing a forum to discuss the 
principles and authority of nation states and the ways in which they act upon ‘other bodies’.

Since the 1960s, Stephen Willats (b. 1943 in London, Great Britain) has been using his socio-
scientific theories and methods to study the living environment of social communities in the urban 
space. Much like a sociologist, Willats assembles project teams, conducts interviews and asks 
questions about life plans, environments, dreams and realities. Willats analyses these and pre-
sents his (in part subjectively informed) results in the form of questionnaires, audio tapes, Super-8 
films, photographs, collages and texts. A Difficult Boy in a Concrete Block (1983) portrays a young 
man named John, a resident of the Sandridge Court building in the North of London in 1983. The 
work addresses the conditions of council housing and its restricting effects, as well as the issue of 
individual lifestyle. Through interviews and photographic documentation Willats foregrounds the 
individuality of the occupants in his works; he analyses the mechanisms that they have developed 
as a means of expressing their individuality in opposition to the buildings’ uniformity and their 
forms of self-organisation.

Since the late 1990s, Carey Young (b. 1970 in Lusaka, Zambia) has been examining the growing 
legal structures that are increasingly influencing and shaping the individual and its reality. With her 
performance-based piece Obsidian Contract (2010), Young thematises the disciplining of the 
body in the ‘public space’ by the state under the rule of law. Only with the aid of the mirror can the 
observer decipher the legal agreement that is applied to the wall as mirror-inverted adhesive let-
tering. The text reads: “By viewing your reflection within this black mirror for longer than ten 
seconds, you declare and agree that the space visible to you within the mirror is common land, 
within which the following activities are permitted: Sleeping, loitering, public access, public 
assembly, sexual activity [...].” By reading this text the observer becomes both a part of the work 
and the object under scrutiny. The viewers become ‘extras’ through their involvement in Young’s 
work, which addresses them in their social role as ‘common citizens’ and legal entities.
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The video The Singing Lesson II (2002) by Artur Żmijewski (b. 1966 in Radzymin, Poland) is 
based on an experimental project that involved a group of hearing-impaired youths rehearsing and 
eventually performing a Bach cantata in St. Thomas Church in Leipzig. Although Żmijewski’s work 
makes formal reference to the conventions of documentary film, no commentary or voiceover 
explanations are provided. Żmijewski attended the events merely as an observer. After the rather 
playful rehearsal scenes in the first part of the film, the performance follows, in which a professi-
onal soprano now sings the aria from the Bach cantata Jesu, der du meine Seele. This creates an 
element of tension; two principles of humanist society are positioned in relation to each other and 
remain incompatible: the appreciation of high culture, symbolised by Bach’s cantata, and the 
appreciation of the human being, who, in this case, is impaired. The double trapdoor that Żmijewski 
opens here is perilous: the observer either accepts the ‘beauty’ of the atonal cawing and ignores 
Bach’s composition or does exactly the opposite.

For his cinematic work, Artur Żmijewski often uses extras with societally stigmatised biosocial 
roles. His works are characterised by the video camera’s ostensibly neutral documentation and by 
participants who supposedly act freely. The video piece The Making of (2013) is the result of a 
workshop that Żmijewski held in a women’s prison near Warsaw. The artist hired a full team, con-
sisting of a hairdresser, a make-up artist, a stylist and a photographer, to give the inmates a ‘make-
over’. The women were taken out of their grey, everyday prison routine for one afternoon, profes-
sionally made up, coiffured and given new clothes – a process that culminated in a short fashion 
show. In this piece, Żmijewski demonstrates what it means to be in prison: it is not only the loss of 
freedom of movement, but also the restriction of access to products that help shape individuality.

The makeshift architectures of refugee camps in Berlin and Paris, as well as the (now destroyed) 
camps in Calais and Grande-Synthe in France, serve as locations for the cinematic work Glimpse 
(2017) by Artur Żmijewski. In the first half of this 14-minute film, the temporary homes of these 
‘other bodies’, their belongings and finally the residents themselves are portrayed. Head-on, quasi-
documentary visual and narrative rhetoric deliberately turns the refugees into objects of examining 
gazes once again. In the second part of the film, the artist initiates various performance-based acts 
with the refugees, which culminate when the artist covers the face of a dark-skinned refugee with 
white paint – a gesture that can be read as the authoritarian appropriation of the ‘other body’. 
When read consecutively, the gestures of compassion are thus followed by instances of making 
the extra’s body productive, as it is impelled to work, and eventually assimilated to the point of 
invisibility by means of physical adaptation. In this way, the artist wrenches the observer out of 
habitual reception patterns and ultimately denies him or her any cathartic release.

 

Ai Weiwei 
Fairytale, 2007
Single-channel video on monitor (color, sound)
152 min. 
Courtesy of the artist; Leister Foundation, Switzerland; Erlenmeyer Foundation, 
Switzerland and Galerie Urs Meile, Beijing/Lucerne

Ai Weiwei 
Fairytale People, 2007
C-Print
16 of 1001 parts: each 100 x 100 cm
Courtesy of the artist; Leister Foundation, Switzerland;  
Erlenmeyer Foundation, Switzerland and Galerie Urs Meile, 

Beijing/Lucerne
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Ai Weiwei 
Fairytale  – 1001 Chairs, 2007
Wooden chairs from the Qing dynasty [1644-1911] 
30 of 1001 parts: Dimensions variable 
Courtesy of the artist; Leister Foundation, Switzerland; Erlenmeyer Foundation, 

Switzerland and Galerie Urs Meile, Beijing/Lucerne

Vanessa Beecroft 
VB35 Performance, 1998
Vibracolor print
122.5 x 176 cm
Sammlung Fotomuseum Winterthur

Guy Ben-Ner
Escape Artists, 2016
Single-channel video projection (color, sound)
38 min.
Courtesy of the artist and Sommer Contemporary Art, Tel Aviv

Oscar Bony
The Working Class Family, 1968/1999
B/w photograph
197 x 179 cm
Estate Oscar Bony/Carola Bony Collection

Christoph Büchel
No Future, 2008
Single-channel video projection (color, sound)
4:54 min.
Courtesy of the artist and Hauser & Wirth, Zurich

Clegg & Guttmann
The Art Consultants, 1986/2015
Lambda print mounted on Perspex and alumi-
nium, MDF support frame
190 x 278 cm x 5cm
Sammlung Migros Museum für Gegenwartskunst
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Gino de Dominicis
(Foto ricordo) Seconda soluzione di  
immortalità (l’universo è immobile), 1972
B/w photograph
62 x 82 cm
Lia Rumma Collection

Yves Klein
Anthropométrie de l’époque bleue, 1960
Single-channel video on monitor (b/w, no sound)
2:26 min.
Yves Klein Estate

Teresa Margolles
Mesa y dos bancos, 2013
Made from a mixture of cement and mate-
rial taken from the ground, on which there 
lay the body of a person murdered at the 
northern Mexican border.
Table: 85 x 80 x 200 cm, benches: each 
50 x 45 x 140 cm
Sammlung Migros Museum für Gegenwartskunst

Maria Eichhorn
輸入禁制品 / Prohibited Imports, 2003
Wall-mounted vitrine (wood, glass), books
47.5 x 76.5 x 38 cm
Sammlung Migros Museum für Gegenwartskunst

Jens Haaning
Murat, 2000
Sambas, 2000
Ömer, 2000
Hakan, 2000
Radovan, 2000
Ecevit, 2000
Aurangzeab, 2000
Shabeer, 2000
Deniz, 2000
Dennis, 2000
Antonio, 2000
Faysal, 2000
Lightjet print on photographic paper
each 68 x 47.5 cm
Sammlung Migros Museum für Gegenwartskunst

Yoshua Okón
Freedom Fries: Still Life, 2014
Single-channel video on monitor (color, sound)
3:42 min.
Courtesy of the artist and kaufmann repetto, Milan/New York
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Yuri Pattison
Outsourced Views, Visual Economies, 2013–2014
Single-channel video on flatscreen (HD, color, sound)
24:42 min.
Sammlung Migros Museum für Gegenwartskunst

L.A. Raeven
Test Room, 2000
3-channel video on monitor (color, sound), 
documents
120 min.
Courtesy of the artists and Ellen de Bruijne Projects, Amsterdam

Edwin Sánchez
Clases de Cuchillo (Knife Lessons), 2008
Single-channel video on monitor (color, sound)
8:17 min.
Sammlung Migros Museum für Gegenwartskunst

Christoph Schlingensief
Ohne Titel (Hasenverwesung; Drosophilia Mela-
nogaster; Holländer 2C. Ausweitung der Dunkel-
phase; Fremdverstümmelung), 2007
4-channel video projection (b/w, sound)
7:07 min., 5:22 min., 9:20 min., 30:00 min. 
Sammlung Migros Museum für Gegenwartskunst

Santiago Sierra
Object measuring 600 x 57 x 52 cm constructed to 
be held horizontally to a wall, 2001
B/w photograph
234 x 155 cm
Courtesy of the artist and Galerie Peter Kilchmann, Zurich

Democratic Self-Administration of Rojava 
and Studio Jonas Staal
New World Summit – Rojava, 2015–2017
Architectural model, single-channel video 
projection (color, sound), single-channel video 
on monitor (color, sound), adhesive PVC foil, 
digital print, acrylic on paper
Dimensions variable
Sammlung Migros Museum für Gegenwartskunst
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Stephen Willats
A Difficult Boy in a Concrete Block, 1983
B/w photographs, photographic dye, Letraset text, 
acrylic paint, felt pen, objects, concrete blocks
Ca. 290 x 500 x 17 cm
Sammlung Migros Museum für Gegenwartskunst

Carey Young
Obsidian Contract, 2010
Vinyl text, black mirror
Mirror: 69.9 x 54.6 cm; vinyl text: 24.8 x 19.1 cm
Sammlung Migros Museum für Gegenwartskunst

Artur Żmijewski
The Making of, 2013
Single-channel video on monitor (color, sound)
11:45 min.
Sammlung Migros Museum für Gegenwartskunst

Artur Zmijewski
The Singing Lesson II, 2002
Single-channel video on monitor (color, sound)
16:30 min.
Courtesy of the artist and Galerie Peter Kilchmann, Zurich

Artur Żmijewski
Glimpse, 2017
Single-channel video projection (16mm film trans-
ferred to video, b/w, no sound)
14:05 min.
Sammlung Migros Museum für Gegenwartskunst


