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WALL WORKS
Increasingly the limitation of fine art

How Are Wall Works Installed?

On the Unity of Wall and Painting

editions to prints and objects did not

These wall works require professional
installation by skilled craftspersons
(contractor, painter, sign painter, electrician, paperhanger, screenprinter etc.). Each
installation must be executed according to
the specifications given in the artists’
certificates and in this publication; Edition
Schellmann will provide additional advice
and assistance as needed. Supplied with a
photo, Edition Schellmann, in cooperation
with the artists, will produce a computer
montage illustrating the visual impact of a
chosen work upon a given space. In some
cases, the artists are willing to consider
the specifics of an individual site and are
prepared to propose an additional variation in configuration, size, or color. The
artists require each wall work’s owner to
furnish Edition Schellmann with a professional transparency or digital image of the
completed work, for review as well as
possible inclusion in a larger publication
on the Wall Works project. The wall works
can be re-installed if the owner moves or
sells the work. In this case, the necessary
new material can be ordered from Edition
Schellmann. With a re-installation, the
prior installation must be dismantled. Each
certificate authenticates only one realized
work.

Uwe M. Schneede

seem to reflect the technical possibilities
and the recent developments in artistic
strategies and actual art production.
Installation in architecture had become
an important issue both in theory and
artistic practice. Edition Schellmann was
trying to develop an idea as to how the
concept of installation in a given architectural space could be realised as an
edition. The result was the Wall Works
project. It celebrates the basic idea of
architecture being the “mother, the
synthesis of the arts“. From the cave

WALL WORKS 1992 –
Edition Schellmann asked artists to conceive
of site-specific wall paintings or installations for a project entitled, Wall Works.
The artists were to create a conceptual
design for a work to be executed professionally by skilled craftsmen in the specific
space/wall of the buyer. The resulting wall
works consist of many different media and
combinations of media, including painting,
installation of objects, wallpaper, mosaic,
photo, projection, light, drawing, typography, etc. A signed and numbered certificate defines the wall work, giving all artistic and technical parameters and allowing
for a small number (12–15 approximately)
of executions. The designs allow for installation on varying size and proportion walls
according to the artist’s exact specifications
given in the certificate and in separate
installation instructions.
The individual works of this group in progress are illustrated larger and described in
more detail in the main part of this catalog,
pp. 10 – 367.

drawing on, in the development of the
work of art, it has been an integral part
of architecture.
In the history of the West, most major
architects were artists and vice versa –
to name just a few: the Greek Phidias,
the Italians Arnolfo di Cambio, Alberti,
da Vinci, Michelangelo, Palladio, Bernini,
and later Neumann, Schinkel, von Klenze, Le Corbusier; finally, the ideas of Art
Nouveau and the Bauhaus also called
for such a unity. Walter Gropius claimed
in his 1919 Bauhaus manifesto: «Das
Endziel aller bildnerischen Tätigkeit ist
der Bau» (The building is the final goal
of all artistic activities).
« Wall Works marks the first time that
the principle of the edition has been
applied to the practice of wall design.
The artworks cannot be mounted
randomly on the wall, but they must be
individually “fine-tuned“ in accordance
with the artist‘s specifications to suit
their surroundings. This fine-tuning
ensures that each work unites with its
environment in its own specific and noninterchangeable way. As with building,
here design and execution are not in the
same hands. Furthermore, two components which seem incompatible – the
edition and the site-specific installation
– are successfully brought together.»
(Uwe M. Schneede, former Director of
Hamburger Kunsthalle)
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The wall and the room, architectonic elements, have always fascinated painters.
The reasons for this fascination, however,
have changed.
The Middle Ages saw an increased demand
for painted icons -- portable objects of
worship. The Renaissance witnessed the
creation of autonomous works in which
the genre of painting manifested its own
particular laws upon specially prepared
foundations, within frames expressly constructed to contain it. Consequently, the
panel painting became the most common
form of painted artwork, with the concomitant advantage of being moveable so that
it could exert its effects in various spatial
contexts. As far as the history of the genre
is concerned, it was this innovation which
made possible the institution of the museum and, ultimately, the medium of the
exhibition as well.
Wall-paintings, however, retained their
significance even during the era of painting‘s emancipation by the panel. Murals
continued to perform their special narrative
tasks-at first, by illustrating the history
and dogmas of the Church and the palace;
later, during the Baroque era, by freighting
architecture with highly dramatic content,
as well as by creating optical breaks in that
architecture; and in the early Modern
period, as symbolic form. Nowadays, wallpainting is one genre among many others
– but it is one which directly links art and
everyday life.
Due to its expansion and its limits – determined by the functions of the building –
the wall appears especially suited for subdivision by colors and forms which either
exploit the plane or else try to overcome it.
At present, the functional nature of a space
constructed for living or working grants a
permanently installed image a type of efficacy tangibly different than that produced
if the same image were to be installed
within a museum setting. All painting, and
in general, all representation, seems to
have begun on walls, the first walls being
those occurring naturally in caves. Animal
images first appeared around the 20th millennium B.C. Painterly representations using earth pigments, like those familiar to us
from Lascaux and Altamira, were created
during the 14th and 13th millennia B.C.
and depict animals, humans, and beings
somewhere between. Ritual hunting magic
appears to have generated this imagery,
but it also seems that these abbreviated,
symbolic figurations may play a mediatory
role between human beings and higher
powers. In any case, these representations
are inarguably motivated by magic and religion (1). Religious and decorative aesthetics have been closely aligned for thousands
of years. During the Bronze Age, the same
ancient people who built nuraghi in Sardinia used color to geometrically subdivide the
painted walls of theirtombs. Within singlecolor fields they painted symbols, often
a rigorously stylized bull‘s skull. Through
paint the natural stone of the walls was
transformed, vividly illustrating an abstracted presence of the invisible; thus the
entire tomb became an important cult site
(2). The Etruscans began using the wall as

a substrate for pictorial narratives of daily
life. Pompeiian wall-paintings of the early
1st century A.D. used three-dimensional
perspectival devices to create trompe l’oeil,
illusory architectures and landscapes. A
plethora of artistic means were developed
to visually negate the static equilibrium,
optically burst the boundaries of the room,
refute tectonics and, above all, enhance the
edifice by adding the imagined and enrich
the construction by adding the imagination. Clad in paint, architecture became the
world (3).
During the early period of Western art, narrative tasks were often entrusted to wallpaintings, as if the mural were an oversized
illumination and the wall an enormous
manuscript page. In Mantegna‘s work in
the Camera degli Sposi in the Palazzo Ducale in Mantua, architecture is completely
overshadowed by painting, which uses its
specific methods to establish its own spatiality. Well into the 17th and 18th centuries,
wall-paintings continued to perform tasks
which far exceeded the potential of panel
paintings: sweeping depictions of dramatic
events; publicly-accessible visual argumentation, representation, and decoration;
and enhancement of architecture through
the addition of new form and content.
One need only recall, for example, the ingenious interrelationships between image
and wall at the Farnesina in Rome, which
Raphael helped to design; the virtuosic interpretation of the space in Michelangelo‘s
embellishment of the Sistine chapel; the illusory intermingling of interior and exterior
evident in Veronese‘s artificial realities at
the Villa Barbaro in Maser; and Tiepolo‘s
grandiose spatial breakthroughs (4).
The issue here is the transcendental experience of the beholder, who feels awed and
overwhelmed by a spatial and painterly
totality. That which in the past had been
offered by none save Nature is made possible through the union of architecture and
painting: the sensual experience of sublimity and grandeur. Beyond this achievement,
paintings in this genre and their cunning
strategies are also often intended to further
their viewers‘ intellectual and spiritual
education.
Long-shattered, the unity of architecture
and image was rediscovered many years
after the people who had commissioned
both – i.e. the worldly or Christian potentates – had lost their erstwhile power, after
the old hierarchies had been toppled, and
when the world could only be artistically
comprehended, if at all, in fragments.
In the 19th century, many an artist like
Puvis de Chavannes was impelled to
develop his monumental, decorative allegories by the yearning for a renewed unity
and by the urge to legitimize by a link to
architectonic purposes – an orphaned art
which had lost its masters. But the unity
remained a dream: Puvis painted in large
format on canvas, rather than on the wall;
Edvard Munch, Max Klinger, and Ferdinand
Holder could only partially realize their
ambitious plans. Wall-painting became a
symbolic form of the yearning for synthesis
and for the mutual elevation of the two
noblest artistic genres. Nonetheless, artists
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like Hans von Marées, with his frescoes in
the Zoological Station in Naples(1873), or
Gustav Klimt, with his Beethoven frieze for
the Viennese Secession (1902), ventured
great and successful attempts at realizing
the dream of an all-encompassing artwork (5).
If one momentarily ignores public and political content as embodied in works by the
Mexican muralists Diego Rivera and David
Alfaro Siqueiros, or the WPA murals created throughout the United States during
its Great Depression, then the 20th-century
wall painting seems to have almost entirely
dispensed with representation and eschewed illusionism and narrative. However,
it has preserved its decorative tendencies,
even in contexts where the aesthetic intention was a thoroughly radical one. After all,
whatever else it may be, wall painting is
always also decor.
Architecture and image continue to be
unified, less in a utopian sense and more
in a pragmatic approach to the immediate
habitat of human beings. In such contexts,
the artwork derives its legitimacy from its
constructed, functional surroundings and
thus actively opposes the readily transferable panel painting, whose compliant
disposability artists have frequently experienced as a burden since the early 19th
century. Because it is inseparable from the
wall that bears it, a mural doesn’t need to
be justified in each new context, nor must
it repeatedly compete with its temporary,
inconstant neighbors.
In Holland, Piet Mondrian and his circle
initially decided in favor of a painterlyconstructivist “all over” for the design of
interior spaces. Both Theo van Doesburg (in
the Aubette in Strasbourg, 1928) as well as
Oskar Schlemmer (as early as 1923 in the
Weimar Bauhaus, and then in Rabe residence in Zwenkau near Leipzig,1930 – 31)
switched to wall designs in which relief-like
and sculptural elements were juxtaposed
with and granted a value equal to that of
painting. In so doing, these artists quite
literally “opened the doors and cast open
the gates” to all material options on the
wall (6).
The resurgence of interest in “wall works”
since the 1960s and 70s has inspired an
extremely broad spectrum of divergent
phenomena. If one were to attempt a
typology, one might name six artists who
set standards and developed procedures
(which have since been refined).
Sol LeWitt renewed painting from a conceptual standpoint by working with color,
and had no qualms about occasionally using unfashionable perspectival effects (7).

Dan Flavin brought the colors of light itself
to the wall – through the fluorescence of
the neon tube.
Donald Judd rediscovered the wall as an
equal to the floor for supporting autonomous sculptures.
Jannis Kounellis worked in a simultaneously sculptural and architectonic fashion
by integrating simple, “poor” materials like
building timbers, soot, stones or old sacks
into the wall.
Joseph Kosuth and Lawrence Weiner both
made the wall into a ground for written
statements whose themes often focused
on the function of the wall and of painting
itself. One striking example of this is Sol
LeWitt‘s work Wall Drawing: developed
especially for this series, it literally says in
words what it ontologically is in images.
Another distinction should also be drawn:
on the one hand, there are autonomous
wall works realized especially for museums
or exhibitions and which, in most cases, are
only temporary; on the other, there are wall
works which form integral parts of buildings
designed for the prosaic activities of living,
working, and commerce. It is the latter
which are of particular interest here: rather
than being set within the elevated context
of a museum (which already prepares the
viewer for the encounter with an artwork),
these wall works are installed in the midst
of ordinary, everyday life where aesthetic
interventions must compete for attention
against a host of other stimuli; and rather
than being a temporary installation, an
artwork of this sort is a permanent fixture
of the building. In this way, today‘s wall designs for functional buildings allude to solutions originally discovered centuries ago.
Artists’ interventions can lend meaning to
even the most trivial architecture, or bestow an additional, clarifying internal structure and a more colorful, vivid atmosphere
in an already highly-developed architecture. Gerhard Merz’ 1985 transformation
of a very simple stairwell into a work of art
(Tivoli, Barer Strasse 9, Munich) is a good
example of the former (8). Lothar Baumgarten’s 1998 wall work for the new federal
presidential office building in Berlin is an
equally successful example of the latter.
In his own words, Baumgarten articulates
his fundamental concept as follows: “All
dimension and form can be reduced to the
grammar of architecture; they are naturally
derived from that grammar.” Hence, no
new designs, no decorative interventions,
nor any formal inventions are based upon
any other elements of construction except
upon those which are already present in

the building itself. A case such as this
demonstrates that the perfect unity of
architecture and wall design can indeed be
achieved in the 20th century.
Wall Works marks the first time that the
principle of the edition has been applied to
the practice of wall design. It‘s key that the
artworks cannot be mounted randomly on
the wall, but instead must be individually
“fine-tuned” to suit their surroundings in
accordance with the artist‘s specifications.
This adjustment ensures that each work
unites with its environment in its own specific and non-interchangeable way. As with
building, here design and execution are
not in the same hands. Furthermore, two
components which seem incompatible -the edition and the site-specific installation
-- are successfully brought together.
Jan Hoet‘s exhibition Chambres d‘Amis
(Gent,1986) clearly and convincingly
proved that private spaces are optimally
suited for interventions of this sort. Hoet‘s
exhibition cogently demonstrated the remarkable effects that images and materials
can have when they are inserted in the
environment of a private space with the
intention of remaining there permanently.
In retrospect, Hoet reported that the works
sensitized visitors to the surroundings, that
the art was able to assert itself despite the
overwhelming power of the real, and that
the art decisively influenced the way reality
was perceived. “Chambres d‘Amis,” Hoet
said, “made it possible to forget the separation between museum and daily life.” (9)
Art is for daily life -- that‘s why it‘s here.
In permanent wall works, including those
created especially for this series, we can
glimpse a reflection of that ancient unity
between space, painting and decor, between art and daily life, when art did not
yet require any special justification. In this
indestructible bond lies a naturalness, a
matter of course, which is possessed by
Nature alone -- and by history. The history
of images, however, began on the wall.
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1 ALMOND

9 FÖRG

Around Noon, 2007
Wallpainting, color and size variable.
Limited to 12 installations (+ 3 A.P.), sign.
and num. on certificate.

Wandteilung (Wall Partition), 1986 – 93
Wall painting in white latex and yellow
tempera, installation size according to the
wall. Limited to 12 installations (+ 3 A.P.),
sign. and num. on gouache, 57 x 76 cm.

2 ARTSCHWAGER

Corner Splat, 1993
Painting in acrylic on mylar, mounted on
a wall. Different configurations and sizes,
each unique, hand painted by the artist.
Limited to 20 installations (+ 3 A.P.), sign.
and num. on certificate.
1

3

2

4

3 BUREN

11 GILBERT & GEORGE

4 BUREN

12 GILLICK

Unexpected Variable Configurations:
A Work in Situ, 1998
Wall painted in color with hand-drawn grid
and 25 aluminum plates, screenprinted
graphite gray and white, to be mounted on
the wall. Plates: 43.5 x 43.5 cm ea., installation size according to the wall. Limited to
15 installations (+ 3 A.P.), each unique in
wall color, sign. and num. on certificate.
Opus 43, Bläsertrio Kinder dieser Welt,
2007 Series of 68 sheets of music, framed,
59.5 x 42 cm ea., and three musical instruments: trumpet, horn, and trombone. Limited to 15 installations (+ 3 A.P.), sign. and
num. on last print.
6 FLAVIN

6

Untitled (to Robert Ryman), 1996
White fluorescent light (2 units), 122 x 14
x 7.5 cm ea., to be installed equidistant on
a wall. Edition: 5 (only 2 made), sign. and
num. on certificate.
7 FLEURY

Modeleur ombre et lumière Chanel, 1996
Wall painting in four colors of latex paint,
size according to the wall. Limited to 12 installations (+ 3 A.P.), sign. and num. on
certificate.
8 FLEURY

ETERNITY, 1996
Wall painting in two colors of latex paint,
size according to the wall. Limited to 12
installations (+ 3 A.P.), sign. and num. on
certificate.
7

8

Wandteilung (Wall Partition), 1988 – 96
Wall painting in two colors, with framed
photograph on baryta paper, 166 x 116 cm;
installation size according to the wall.
Limited to 12 installations (+ 3 A.P. + 2 E.P.),
sign. and num. on gouache, 56 x 76 cm.

25 Enamel Plates, 1993
25 pieces of steel with baked enamel,
covering a wall. Enamel plates, 43.5 x 43.5
cm, overall size of the work variable.
Limited to 15 installations (+ 3 A.P.), each
work unique in color, sign. and num. on
certificate.

5 DARBOVEN

5

10 FÖRG

9

10

11

12

The Singing Sculpture 1969 – 91, 1993
Wall poster in four parts. Offset on Citychrome billboard paper, to be pasted on a
wall. Each part 113 x 139 cm; installation
size 220 x 270 cm. Edition: 20 (+ 4 A.P.),
sign. and num. on a second set of prints.
Restructured Diagrammed, 2007
Wall covered with ceramic tiles, 20 x 20
cm, overall size according to the wall.
Fabricator: Villeroy&Boch. Limited to 12
installations (+ 3 A.P.), sign. and num. on
certificate.
13 GRÜNFELD

Untitled, 1992
Object (wood, foam, leather) and wall
painting in four colors. Object, 97.5 x 210
x 35 cm, installation size according to the
wall. Limited to 10 installations (+ 2 A.P.),
unique in color combination, sign. and
num. on certificate.
14 HALLEY

Master Terminal/ Slave Terminal, 1993
Wall drawing in latex paint with silkscreen,
to be executed according to the artist’s
instructions and color samples. Installation
size variable. Limited to 10 installations
(+ 2 A.P.) sign. and num. on certificate.
15 HALLEY

13

Static Wallpaper, 1998
Silkscreen prints in 16 different colors
pasted on a wall, with optional installation
of framed unique Iris prints hung on top of
the wallpaper. Wallpaper, 76 x 94 cm per
sheet; Iris Prints, 89 x 119.5 cm; installation size according to the wall. Limited to
15 installations (+ 3 A.P.), sign. and num.
on certificate.
16 HATOUM

Puzzled, 2009
Six mirrored aluminum objects (mounted
on MDF) on a white, gray, or black painted
wall. Objects 85 x 60 x 2.5 cm ea.
To be mounted on the wall as a unit of six,
or displayed individually as desired. Limited
to 15 installations (+ 3 A.P.), sign. and
num. on certificate.

14

15

16

17

17 HIRST

Pharmaceutic Wall Painting, Five Blacks,
1993
Wall painting in enamel paint, size variable. Comes in a white painted wooden
box with 150 tins of enamel paint (145
different colors and 5 blacks), 150 brushes,
and a compass. Limited to 10 installations (+
2 A.P.), each unique in color combination,
sign. and num. on certificate.
406
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18 JUDD

26 LEWITT

Untitled (Wall Project), 1992
Two recesses on a wall, with red, blue
or green plexiglas or galvanized iron. Recesses, 50 x 75 x 25 cm ea.; overall size of
the work variable. Limited to 12 installations
(+ 4 A.P.), sign. and num. by the Estate on
certificate.

Wall Drawing, 1992
“Wall Drawing“ to be written on a wall in
the hand of the owner, medium and size to
be chosen by the owner. Limited to 10
installations (+ 3 A.P.), was to be sign. and
num. on certificate photo.

19 KNOEBEL

Wall Drawing, 1998
A flat blue, yellow, red, or gray circle
within a glossy square of the same color
painted on the wall. Diameter of circle: 91
cm, square 150 x 150 cm. Limited to one
installation (each color unique), sign. on
certificate.
The edition was never realized.

Mennige (Pentagon), 1992
Wall painting in red lead paint, 164 x 197
cm. Limited to 12 installations (+ 2 A.P.),
sign. and num. on gouache, 102 x 73 cm.
18

20 KNOEBEL

Mennige (Polygon), 1996
Wall painting in lead paint, in three different color variations; size variable.
Limited to 12 installations (+ 4 A.P.), sign.
and num. on gouache, 100 x 70 cm.
21 KOH

Rosa Winkel, 2009
Wall painting in matte latex paint. 171 x
171 cm. Limited to 15 installations, sign.
and num. on certificate.
22 KOSUTH

20

19

Copied Authentic, 1993
Text in black, white or gray paint, 44 x 275
cm, on a white, gray or black painted wall,
to be executed with a stencil. Limited to 12
installations (+ 2 A.P.), sign. and num. on
certificate.
23 KOSUTH

Sigla, Finnegans Wake, 1998
Warm white neon on a black painted wall;
configuration of the neon signs variable.
Signs approximately 12 x 12 x 4 cm; installation size according to the wall.
Limited to 12 installations (+ 2 A.P.), sign.
and num. on certificate.
24 KOUNELLIS
21

Untitled, 1993
Two steel girders, two pairs of shoes,
mounted on a wall. I-Beam cross section,
12 x 6 cm; length of the work according
to the wall. Limited to 10 installations (+ 3
A.P.), sign. and num. on certificate.
25 LEVINE

Pharmacie, 1996
Two industrial lamps (cast aluminum,
one with red glass, one with green) on a
mauve-painted wall. Lamps, 22 x 11 x 13
cm,
installation size according to the wall.
Limited to 12 installations (+ 4 A.P.), sign.
and num. on certificate.

27 LEWITT

26

27

28 LUTTER

Linger On, 2008
Three panels of plexiglas with digital printing mounted in a space free-hanging from
the ceiling. Size according to the space
and the artist’s specifications. Limited to
8 installations, sign. and num. on certificate.
29 MERZ

Untitled, 1993
Wall painting in cobalt green or ivory black
pigment, polished stainless-steel bar. Wall
painting, 150 cm high, width according to
the wall; stainless-steel, 250 x 10 x 10 cm.
Limited to 6 installations (+ 2 A.P.), sign.
and num. on certificate.

28

30 MERZ

Untitled, 1994
Fluorescent light fixtures, daylight white,
60 or 46 cm, installed as a frieze along
the full length of the wall. Limited to 6
installations (+ 2 A.P.), sign. and num. on
certificate.
31 MORRIS

1972, 2007
Wall painting in 14 colors, size according to
the wall and the artist’s customized design.
Limited to 12 installations (+ 3 A.P.), sign.
and num. on certificate.

29

30

31

32

33

34

32 MORRISON

Masdevallia, 2007
Wall painting in black paint, size variable.
Limited to 15 installations (+ 3 A.P.), sign.
and num. on a certificate.
33 MULLICAN

Untitled, 1998
Five signs painted on a wall. Dimensions
and configuration variable. Limited to 12
installations (+ 3 A.P.), sign. and num. on
certificate.
34 OURSLER

22

23

24
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25

The Way of All Flesh (Sugar and Air), 1998
Two video projections on a wall. Installation size variable. Edition: 9 (+ 2 A.P.),
sign. and num. on certificate.
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35

36

35 PAIK

43 SCHNABEL

I Never Read Wittgenstein, 1998
Wall painting in seven colors with four
antique televisions with the video Color Bar
Theme and Variations, 1998 by Nam June
Paik in collaboration with Daniel Hartnett.
Televisions vary in model and size; installation size according to the wall. Limited to
12 installations (+ 3 A.P.), sign. and num.
on certificate.

Lost Relative, 1998
Multimedia wall painting. Photo silkscreen
on acetate, framed photograph, silkscreen,
and pencil line on the wall. Acetates 70 x
98 cm ea., photograph 41 x 30.5 cm, silkscreen mark 104 x 46 cm; overall installation size variable. Limited to 12 installations (+ 2 A.P.), sign. and num. on certif.

36 PAIK

Untitled, 1993
Color transparency in light box, built into a
wall. Light box 155 x 100 x 8.5 cm.
Edition: 10 (+ 2 A.P.), sign. and num. on
label.

I Never Read Wittgenstein (I will Never
Understand Wittgenstein), 1997
Same as #35 above but with one (antique
German) television console placed on the
floor. Limited to 15 installations (+ 5 A.P.),
sign. and num. on certificate.
37 PAIK

TV Tulips (Computerized One Hundred
Flowers), 1998
Computer generated wallpaper (100 different images) pasted to the wall, and antique
television console. Images 32 x 42 cm each
on rolls of wallpaper, televisions vary in
model and dimensions, installation size
according to the wall. Limited to 15 installations (+ 5 A.P.), sign. and num. on certif.
37

38

38 PAIK

Computerized One Hundered Flowers, 1998
Same as #37 above but without television
console and with each set of Iris prints different in colors within the edition. Limited
to 20 installations (+ 8 A.P.), sign. and
num. on certificate.
39 PAOLINI

Vis-à-vis (Hera), 1992
Two halves of a plaster bust on painted
wooden pedestals, installed against a wall
painted white. Plaster busts, 40 x 20 x 10
cm ea.; pedestals 130 x 27 x 15 cm ea.;
installation size 169 x 90 x 15 cm. Edition:
10 (+ 2 A.P.), sign. and num. on drawing.
39

40 PISTOLETTO

Affresco - 5, 1998
Five mirror fragments mounted on a wall
painted in one of six colors (yellow, green,
orange, blue, red or gray). Mirror fragments
irregularly shaped and sized (mirror surface
is 150 x 150 cm before fragmentation);
installation size according to the wall. Limited to 12 installations (+ 2 A.P.), sign. and
num. on certificate.
41 RHODE

40

41

Car on Bricks, 2008
Wall drawing in black paint or charcoal,
and bricks. Five different models of cars.
Size variable but close to the real size of
the model chosen. Limited to 15 installations (+3 A.P.), sign. and num. on certificate.
42 RUTHENBECK

Verdecktes Zentrum (Concealed Center), 1992
Crossed aluminium bars, painted black, on a
wall, fixed in plaster at the center. 185 x 300
x 4 cm. Limited to 10 installations (+ 2 A.P.),
sign. and num. on certificate.

42
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44 SHERMAN

43

44

45

46

47

48

49

50

45 SIERRA

Wall With Blattodea Pheromone, 2007
Test strips of cockroach pheromones displayed equidistantly on a wall. Each strip
10 x 6.5 cm, overall dimensions according
to the wall. Limited to 12 installations (+ 3
A.P.), sign. and num. on certificate.
46 STEINBACH

big brown bag, 1992
Slogan stenciled on a wall in black paint,
with “bullet” trash can on the floor. Trash
can 91 x 38 cm; overall size of installation
262 x 221 x 56 cm. Limited to 15 installations (+ 3 A.P.). sign. and num. on collage.
47 STINGEL

Untitled, 1997
A square of carpet, in red, yellow, blue, or
hot pink. Size according to the wall.
Limited to 15 installations (+ 3 A.P.), sign.
and num. on certificate. Never produced.
48 TROCKEL

Prisoner of Yourself, 1998
Silkscreen in blue, brown or black printed
on one or more walls as a dado. Height
127 cm, length according to the wall. Limited to 12 installations (+ 2 A.P.), sign. and
num. on certificate.
49 WALKER

Pastoral, 1998
Wall painting in black latex paint, 183 cm
tall. Limited to 15 installations (+ 4 A.P.),
sign. and num. on certificate.
50 WARHOL

Cow, 1971/1999
Wall covered with Cow wallpaper, originally with vintage wallpaper (F/S #12), as
of 2008 with reprint wallpaper (F/S #12a).
For temporary installation in museums or
public exhibition spaces only, to be approved by the Andy Warhol Foundation for
the Visual Arts, New York.
51 WEINER

Aphorism-Archimedes, 2007
Wall drawing in two colors of adhesive
vinyl, dimensions according to the wall.
Limited to 15 installations (+ 3 A.P.), sign.
and num. on certificate.

51
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