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Unlike many contemporary artists whose work is based

on theories of popular culture, Pierre er Gilles' artistic
achievement is deliberately fused with popular culture in the
present tense. Beginning with their early celebrity portrairs
of the late 1970s (Iggy Pop, Yves Saint-Laurent), Pierre

et Gilles have created a visual world in which artifice and
reality are inseparable. Employing props, make-up,
costumes, and lighting that emphasize the staged quality

of their photographic sets, Pierre et Gilles pursue an ideal
beauty in their extravagant, hand-painted photographs that
systematically demaolishes any distinction between kitsch
and expressions of the sublime. Both the artists and their
subjects scem to insist on the complere believability of their
allegorical characters, at the same time as they revel in the

evidence that everything in their photographs is an illusion.

Picrre et Gilles' roots in commeraal illustration for
!I'lmg:'-llfj'll:‘ :m-:[ r‘ecmd '.!l".‘:lum CONVETS |'|;|.'.'|;' 1'!:'5'.1[!(‘1.1 En an
extraordinarily powerful combinarion of eelebrity culture
and archetypal Christian and mythological iconography.
The very perfection of the beautiful boys and glamorous,
weeping women who populate their artificial paradise
hints at the tragedy of doomed youth and fleeting innocence
that becomes increasingly explicir in their later, darker work.
Eros and Thanatos are Pierre et Gilles' nlﬂid[ng themes,
present from the start in their images of martyred saints,
and coming :':ncn-;is:'ngl}' to the fore in the sinister shadows

and almost occulr iconography of their latest pieces.

This exquisitely produced book, accompanying a major
exhibition ar the New Museum of Contem porary Art,
New York — the first survey of Pierre et Gilles work in
the US. — provides a new and insightful assessment of this
unique, idyllic marriage of photography and painting by

a imding contemporary art ctitic, {'xn:n[ning the emergence
of a gay aesthetic and a utopian popular culture in the firse
substantial overview of Pierre ot Gilles' career to include

their latest, hitherto unpublished work.
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Foreword

t seems especially appropriate that the New Muscum is the first US. museum to present a survey of

the work of the collaborative team Pierre et Gilles. Central to the New Museum's mission is the belief

that contemporary art has the power to affect the lives of all people, and the work of Pierre et Gilles

15 uniu}-cd by a broad cross-section of the public who ]'fS].‘U]'ld intuitively ta the French duo's work.

It is virtually impossible to look at the work of Pierre et Gilles without smiling. Their obvious pleasure
in murking are reminds the viewer of the ].‘I]C:l.stln.‘ in lpoking ar are. Even when :I|.1|.1:'u:ic]1i:1_g more somber subjects,
the unbridled pleasure lhl:].' take in color, in compositon, and in their subjects gives their work s hallmarked
unself-conscious optimism, This optimism, which makes even the tears shed by their subjects ferching
accessories to their preternaturally beautiful faces, is a delighe for viewers who may be more accustomed to
.c:,'m'.:[ﬁm and a grilt].' n:.a][l].'.

Another tenet of the New Muscum’s mission is the advancement of innovative art and hybeid forms.
Pierre et Gilles embody this idea by providing a seamless transition beeween the real and the idealized, berween
photography and painting, and berween art and popular culture. Their broad embrace of lifestyles, subjects,

and iconography. and their marter-of-fact presentation of a vast range of issues exemplify the potential art has

as a vital social force. It is alse an ux.1|11|:l||: of cultural g]ub:l.lis:n — a rerm that has become a near and st:.']ish
.:;uchl_'.hmsl: in recent years, but which has been an inwgr:ﬂ part of the work of Pierre et Gilles since l!1i.‘:|' l‘u:g.:n
wm'king mgc‘ll‘u:r h'l.'-:nl}'—ﬁw: }-mrs :lgl:},

Tlu‘mlgh their work — lﬁ:,' turns exuberant, poignant, bur always hearc-felt — Pierre et Gilles vemind us

of the power of the individual, and this is truly a ronic as we begin the new millennium.

38 Jisa Phillips

THE HEMRY LUCE 11l DIRECTOR

MNew Museum of Contemporary Art
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ransporting an arcises work from one cultural context 1o another is often a risky enterprise.
Mistranslation Jurks in the wings as a potential hazard, and the fear that one country’s ecstasy
might result in another’s ennui often pervades our attempts to bridge the more daunting cross-
cultural gaps. This |_1:|L'[[;aJ|§.' explains why the art of Pierre et Gilles offers one of the rarest of
opportunities: the product of a |,n1|.'r|'|;l||.11' time and place {rurn-of-the-millennivm Paris), ic nevertheless speaks
o a ]11;11_']} |."ID,‘1L'|{'I' Puhh.__' than 1s [}'I_‘Iif;i][:." l_]'l_l_" Case [‘;Jr contemporary art. For American viewers, [l‘-ll." wark's
fusion of symbols and subjects from a wide range of culwral sources (including our own)) with key elements
of French identity produces an uch‘”:;' double-edged nostalgia — i[]b[:ll'll'l.:f :'(‘a‘.lgnl-mlh]c yet inescapably exorie.

In cru-.“ling the numerous individuals who have made this rl!'l:}[l:ﬂ |*05$IE111’.‘. the most i|:11|.'l'l.‘1I'E'.!JIE thanks go
to Pierre et Gilles, who have been extremely generous in offering their ime and il'l:;igh[ inte the selection and
interpretation of their work. Most artists are understandably pleased when an exhibition of their work is being
organized, but Pierre et Gilles have been unusually warm and gou..f—]ummrrd collaborators, and 1 found their
assistance invaluable. An equal debe of gr;“’:il_un_{l: is owed o Vincent Boucheron and all ar che Galerie Jérdme
de Noirment, who have been extraordinarily resourceful and flexible in helping o initiate and sustain contacts
'-'l-'il.'h Eht’.‘ many collectors who have gf'.'n‘n us |‘-r|':|ni.l;smn to borrow and dispin}' their treasures. In this same cat-
cgory are the collectors themselves, whaose excellent rasce and jl:dgl'l'lfl'il.' in th]llirlng these works often seems
to be rewarded primarily by their being cajoled into living without them for extended periods of time.

This exhibition could not have taken place withour the gencrosity of Etants donmées, The French-American
Fund for Contemporary Art, who have been enthusiastic supporters of this exhibition since its inceprion. A
i,\;|r[iiul;11‘ note of thanks 15 owed to Antoine "-.-’ign-.-. Culeural Araché, Les Services culturels de 1'Ambassade de
France aus Erats-Unis, and to his }*~n:n.{|:c-c.<-sor. Estelle F.u;':rru}'rr.

The New Muscum is extremely pleased to be collaborating for the first time with Merrell Publishers in the
publication of this caralogue, and special recognition goes o ]']ng,h Merrell for his spirit of enterprise and sen-
sitivity. My colleague William Stover’s hard work as Publications Manager was essential to the arduous process
of developing this publication from a mere wisp of an idea, and in arranging the exhibition’s subsequent travel
to the Yerba Buena Center for the Arts in San Francisco. Assistant Curaror Anne E”{‘gﬁ‘m‘u.‘['s overseeing of the fre-
quently difficult process of loan requests was invariably smooth and good-natured. Even wich all this support,
the most vital support came, as it always does, from The Henry Luce III Director Lisa Phillips, Deputy Direcror
Dennis Szakacs and Exhibitions Manager John Hatfield. This project gives me the opportunity to reflect once

more on how fortunate [ am o work with such committed and inspiring individuals.

Dan Cmnfmn

SENIOR CURATOR

N{‘W !"r'f'li!it"ll]'l'l 'DE- Cﬂ]']ltl]l].‘lﬂ!'.'li'}' rq'ul'r




The
l Look I / E
of

The Art of “Pierre et gilles

Dan Cameron

INTRODUCTION
his exhibition of the French artists Pierre et Gilles, their first museum
survey in America, comes at a pimtal moment in the discourse
surrounding contemporary art. Such points of flux tend to be
accompanied by drastic overhauls in taste, both in the appraisal of certain
artists work, as well as in broader reversals of values that transform a
diverse range of ideas and practices. In the present case, the transition seems to have been
sparked by the extraordinary proliferation of visual stimuli in contemporary life, a change that
has not been accompanied by any corresponding rise in overall visual literacy. As a result, the
dominance of digital media and the increased use of information technology at every level of

daily life have created a broader communication gap, rooted in art’s historic failure to have

made its case convincingly to the public. Faced by the dwindling interest in new art and the




monolithic gnm—‘th of electronic media, visual culture has been _Hfuwl}' transformed into a more
h}fbr{d form, in which muhip!c and often cmntl‘adicmr}-‘ {'.‘-:pl':‘ssium seem to co-exist in a kind
of Fu:rpflu:l[ }mlding patterr.

Of all the points of contention that have dogged art during the past thirty years, none
has polarized debate as effectively as the morass of disputes surrounding popular, or mass,
culture. While some accuse mass culture of sheer 1‘1&11:1“[}" and rail minl}f against 1ts
ulnnipl'ﬂﬁfncr, others hail it as the validation Df_ a cm:nrﬂ'—cuhunﬂ idt‘:}bg}* thar i.'!iSlllEtl".ll'lCS
the élitist hierarchies of the past in favor of a new cultural L‘IEI‘l’]DC['ilL'}-‘. Somewhere in between
these two extremes is a third line of thought, which suggests thar all arustic expression is
intrinsically popular, in the basic sense that it is meant to appeal to someone other than the
individual(s) who created it. Despite the bizarre trajectory of the twentieth century, which
produced a deep and seemingly unbridgeable schism between artists whose work is presented
in museums, and those featured in movie theaters, television or Inngnzincs. such distinctions
are no longer as binding as they may have seemed even twenty years ago. Partly as a result,
estimations of critical or market value based on the scarcity of the uniqurz object are giving
way g]'ﬂduﬂ“}-‘ to values {‘_:u-'uring the ca]_mcft},-' of an ij(‘L' t to pmjm:t an indelible image. B}-‘ the
same logic, an image that can be inﬁnitc]}-‘ I'{'pmdurcd fares cr:rns-icft*r::b]:,; better in the age of
digital reproduction than one that depends on subtler qualities of texture, surface or materials.
While such over-simplification can be dangerous, it is nevertheless becoming possible today to
articulate a new set of critical standards based on the directness with which an arust 1s able to
make fundamental points that the average viewer can comprehend.

Since they began their collaboration twenty-five years ago, Pierre et Gilles have done as
much to redefine the limits of photography as virtually any other artists working today. In
making such a sweeping claim, it may appear self-defeating to point out that this is not the
way their work is usually understood, even by their most fervent supporters. Still, from the

outline sketched above, an argument can be developed for their painted photographs as the




contemporary record of an image-rich universe, brimming over with pleasure, beauty, and all
the inherent drama of religious allegory. Ironically, the sole means by which Pierre et Gilles
could construct this hyper-modern world was by appropriating the most archaic themes and
compositional devices they could find. Adding to this irony, especially in light of the argument
offered above regarding the demands of new technology, is the fact that Pierre et Gilles employ
no digital techniques to enhance their work. Each image, from its elaborately constructed set
to its intricately detailed hand-painting, is produced through a lengthy and arduous process,
which results in a unique, irreplaceable object. If their rarefied status seems to belie the ease
with which Pierre et Gilles' images lend themselves to reproduction in limitless formats and
quantities, this contradiction can partly be explained by the artists’ deeply conflicted relationship
to the pictorial tradition. Despite the easy availability of software and tools to create comparable
effects, Pierre et Gilles insist that the only way to produce their images is through the painstaking
labor of craft. But this is a difficult position to have taken in the last quarter of the twentieth
century, and their shared ambivalence concerning the restraints of tradition can be measured by
the degree to which they load their work with irony and mixed messages.

From our particular point in history, the powerful grip that modernism and the principle
of the avant garde had on twentieth-century art was equally liberating and confining. While
the first half of the century would have been unthinkable without the driving belief in
modernity to propel its rapid evolution from Post-Impressionism to Abstract Expressionism,
the spark had clearly gone out by the time Clement Greenberg's brand of formalist reductivism
killed off modernist abstraction in the 1960s. Not surprisingly, the rush of stylistic innovations
and new critical ideas that occurred at the end of the 1970s was closely tied to the articulation
of a post-modern sensibility, which prized the creative rethinking of past modes and styles in
favor of endless reconfigurations of the new. This point bears emphasizing in relation to Pierre
et Gilles because one of the most serious gaps in knowledge about their work concerns its

emergence from the same seismic shift in visual culture that produced Cindy Sherman and
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other }ﬂ}ﬂm—ﬂp]:-r.'opriaticn artists in the US. While American viewers may have trouble
attaching the same critical pedigree to Pierre et Gilles’ portraits of saints as they do to, say,
Sherman’s photo-renderings of B-movies’ mythology, the difference may lie in distinction of
cultural perspective. Both artists are operating in a pictorial niche that straddles popular
culture and art history. Where Cindy Sherman locates her allegories squarely within the
cinematic tradition, however, Pierre et Gilles prcl"cr to ziu]:rmfl'gc themselves in the more
sentiment-laden (and therefore debased) underworld of keepsakes, tinted postcards, outdated
physique magazines, and old movie posters. In other words, not only have Pierre et Gilles’
choices of source material been genre-driven to the extreme, burt also, from the beginning of
their collaboration, the artists were adamant about creating a wvisual universe that was

unmistakably and deliriously gay.

HIERARCHIES OF DESIRE

9 n seeking to ascertain the appropriate degree of significance to ascribe to Pierre et
Gilles’ contribution as artists, sexuality plays a key role. Not only are they among the

l | most visible gay artists in the world, but their fame also extends far beyond the art

J :' world's limits, infiltrating the fashion, publishing, and music industries as well. Their
st subject-matter gleefully embraces a predictable range of gay-related themes, from
movie queens and music divas to muscle boys and porno stars, and they pioneered the
enshrining of the gym-built male physique as the erotic focal point of our age. Cleverly
blurring the lines between kitsch, camp, and what currently passes as glamor, Pierre et Gilles
enact a Warholian fantasy by situating their friends on the same worshipful pedestal as the
famous and/or notorious models who visit their studio for commissioned portraits. In facr,
Pierre et Gilles are so aggressively upbeat and loose about their sexuality that it is impossible
not to wonder to what degree this position has also cost them points in the ranks of so-called

serious artists. Certainly, the potent combination of their gayness, their disinterest in the




critical avant garde, and therr fervent embrace of pre-modern tropes and pop-culture flourishes
have not discouraged anyone’s natural propensity to categorize their work as minor. Although
it might seem unthinkable tcrr:la};, even such an r-:xplicitl:-,-' gay artist as And}f Warhol held strong
misgivings about making his sexuality a matter of public record, and once he began to stray
from the accepted constraints of art-world practice — Interview, society portraits, celebrity
worship — his standing within the art community took its deepest plunge.

Perhaps we can consider the question from a slightly different angle, and propose that
Pierre et Gilles have not simply engineered a breakthrough in the public reception of explicitly
gay art, but they have also made their sexual identity an essential reference point in literally
everything they create. While this strategy links a diverse range of American artists, from the
visionary art of David Wojnarowicz to the AIDS-inflected conceptualism of Felix Gonzalez-
Torres, the case of Pierre et Gilles is different in part because they are French, and because
their work predates the above-named figures. The fixing of historical signposts in this instance
is essential, since their mature style developed several years prior to the appearance of AIDS.
For this reason their sensibility has a more fundamental connection to the cathartic impact of
the Stonewall rebellion in 1969, and the utopian tendencies of the early years of the gay
liberation movement (the porno-comic art of Tom of Finland being the classic example), than
to the political urgency of the past two decades. Although the ecstatic dimension of their art
might appear naive, or at least disingenuous, to gay men who feel no direct link to the
immediate post-Stonewall era, the fact that Pierre et Gilles have sustained this vision
throughout an epidemic that has had a catastrophic toll on public health suggests that they
believe the championing of even the most rudimentary gay values is in itself a polemical act.
Put simply, one could argue that Pierre et Gilles’ work offers a passionate argument that the
projection of an unflinchingly idealized gay identity remains one of the few culturally
subversive gestures possible in a society that ascribes a second-class legal status to gays and

lesbians. Viewed in this light, the argument that Pierre et Gilles” art is inescapably minor seems




tantamount to l_al'oposfﬂg that the D]'JI}-' way to create art from an expliti[l}f gay pcrspcctfve 15
either by reducing its degree of explicitness, thereby (in theory, anyway) heightening its
inclusivity, or by rendering it as farce,

This last point deserves to be underscored, if only because Pierre et Gilles” mherently
subversive relationship to the way meaning is constructed in purportedly serious art becomes
essential to understanding why their art’s potential for long-term consequence may be greater
than many observers seem willing to admit. To make this relationship clearer, we can consider
a couple of their works as articulations of a gay-idealized perspective. One of their earliest and
best-known pieces, Adam et Fve ~ Fva Jonesco & Kevin Juzac (1981), depicts a young and
unmistakably contemporary naked man and woman in the heart of pre-expulsion Paradise.
Despite the faux modesty with which the girl’s hair curls around her breasts, or her arm reaches
back to protect her buttocks from appraisal, there is nothing shy about either model’s body
language in relation to each other and the viewer. On the contrary, they stare at us brazenly,
with an erotic charge that suggests that we, too, might enjoy the next installment of their guilt-
free frolic. This Ifl‘lg(‘l‘illg sexual stare, as prﬂm[mlt a motif in gay (anc] other forms of Papuhu':l
culture as it is rare in the vocabulary of recent painting and photography, transforms the story
of Genesis into something like a steamy advertisement for an early 1980s singles’ resort. The
natural proportions of the two models, and their unvarnished joy in being themselves, cues us
that while this is a far cry from the exploitative use of nudity to sell products, it has even less
in common with the dour moralities embedded in the biblical tale of the earth’s first couple.
By fostering such a combustible fusion of religious sentiment and erotic awareness, Pierre et
Gilles make Adam et Fve, the first of innumerable pictures based on religious themes, into a
pointed rejection of critical dogma surrounding representation. In successive treatments of
religious material, Pierre et Gilles have stretched the link between the models’ physical beauty
and their saintly actributes even further, making their interpretation a camp exaggeration of

m}-rh that nevertheless succeeds in bringing the 1n}:th alive in the present moment.

Adam et Eve ~ Eva Jonesco & Kevin Juzac (1981), detail



There are obvious formal points of comparison berween Eve's kittenish pout and 5.;??11] ~
Salin Kechiouche, the smoldering subject of a work from 1999. Taken from the story line of a
recent film ritled Jes Amants (riminels, a towel-clad man gazes mtently back at us over his left
shoulder, twisting from the hip in perfect synchronization with Eve's alluring swivel. Although
the atmosphere is erotically charged, it 1s not clear whether Said’s look is an invitation or a
warning, and the ambiguity can be understood as explicitly gay (rough trade) in its
codification. While Said’s expression suggests that he might either proposition or threaten us,
the chaste quality in the way his face and torso are phu::-mgmplwd makes him seem oddly
feminine. Not unlike the swingers’ subtext of Adam et ve, the tension in | aid is elusive if one
does not t‘l!'l.'ll_‘r[t}:!.’ the filter of a locker-room pick—up to intcrpt‘ct it, and this dcgrec of
cxp]icil'ncs;s is calculated to make a pm.‘tion of Pierre et Gilles' audience feel either aroused,
uncomfortable, or both.

My argument is that this discomfort zone 1s crucial to grasping the core meanings in
Pierre et Gilles” work, since it partially echoes the debate over assimilation that has recently
gninc’d momentum in the gay cﬂmn‘nunir}t In effect, Pierre et Gilles' pc}sirfnn seems to be that,
because the historical blueprint for modernism either ignores sexuality outright or treats it as
ilﬂp]icit]}' heterosexual, one of the first nbiign[iunﬁ for anyone S{‘ttfng out to create a gay culture
is to articulate the differences between gay and non-gay experience. This helps to explain why
the percentage of Pierre et Gilles’ work that might be defined as gay erotica is so high: sexuality
is still the irreducible core of this difference, and for that reason alone its depiction requires
our full attention. It also makes an important but generally overlooked distinction between the
way gay culture views the icons and narratives of non-gay culture and the way non-gay culture
looks at itself.

Although explicit homoeroticism does not account for the full range of gay readings one
can find in Pierre et Gilles' work, it nevertheless provides an important gauge for measuring

their commitment to exploring erotically charged scenarios as free-play zones for the
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‘}mﬂ'l ~ Salim Kechiouche (1999), detail




imagination. By disco-era standards, for example, the bare-buns pose assumed by the model
Victor in the early Je (ow-Boy ~ Victor (1978) may have been somewhat risqué, but to our eyes
it 1s a]rm::l}’ an opaque relic from another time and P]nce. The 1.1t'|abas|"|ec|[}-‘ 5[]]:,; costume
(holster, hat, scarf, gloves, boots, and gun) against the stars-and-spiral background seem
calculated to undermine the utter self-possession on the model’s face. As a whimsical parody
of the Wild West's stark code of masculinity, there is nothing even remotely tough or
transcendent about this image. On the contrary, the work’s extreme self-consciousness about
its use of a gay archetype manages to rescue it from being a mere study in American trashiness.
The artists take one step into the realm of abstraction in the slighﬂ}s later Silver Biker ~David
Pontremoli (1982), featuring the model David, his face, aviator's cap, and open-necked jacket all
painted the exact same shade of black. The cool artificiality of the image conjures up a feeling
of the impersonality of the hunt for sex, despite the model’s wholesome smile and softly
angled features. Although Silver Biker gets its point across on the basis of its startling absence
of realism, it represents an experiment in reductivist sexuality that Pierre et Gilles would never
choose to repeat.

A more recent and complex treatment of sex can be found in the series Jes Plaisirs de la
Forét of 1995-96. Although Pierre et Gilles have worked on series before, their formats have
tended to be open-ended, with few direct connections between individual works in any given
series. In Jes Plaisirs, however, each image offers a distinct interpretation of the erotic
possibilities lurking in the woods at night, with a visual coherence to the series that suggests
that all the depicted activity is taking place simultaneously at different spots in the same forest.
While the motif of sex in the woods draws on predominantly gay customs, and indeed the
majority of the habitués of these scenes are men standing or crouching alone, Pierre et Gilles
have managed to populate the dramatically lit clearings in these works with a relatively diverse
group of revelers. While Jiro Sakamoto, nude, stares outward into the night, his head and

shoulders drenched in fake blood, as if in mid-swoon over the violent attentions of his now-

les Plaisirs de la Forét ~ Jiro Sakamoto (19g6), detail




departed partner, the model Marc Anthony, in hiking boots, leather harness and biker’s cap,
coyly cups his hand over his genitals while seeming to beckon us forward for a closer look. The
most sexually charged of the male poses belongs to a model named Johnny, who leans
backward with an expression of unquenched lust on his face, his torso splattered by the phoro-
stylist’s equivalent of semen.

The women in the series are posed in somewhat more conventional positions, although
their wardrobe suggests an equally fantasy-driven quest. Lola, a peroxide blonde in clinging
lamé dress and fur boa, attempts a look of mock-innocence, the fix of her eyes resembling a
deer caught in a car’s headlights. Polly, one of Pierre et Gilles’ most ﬂ-equenr}}r used models,
appears as a druid queen escaped from a fantasy novel: her shaved head topped with a small
crown, she holds up a darkened hand-mirror as her black form-fitting gown spills into the
underbrush. The most complex work n the Plaisirs de la Forét series, featuring the models
Etienne, Sarah, Bob and Pete, at first seems to contain only two figures. Etienne, his face
bloodied and shirt torn, is lying i the arms of the unscratched Sarah, as the two of them gaze
into the night in the apparent direction of his attacker. Only gradually do we become aware of
the faces of two men hiding in the brush, peering voyeuristically out at the two lovers.
Although the narrative of the scene might not hold up to prolonged scrutiny (the discarded
wooden flute is an especially incongruous detail), the visual drama of the piece, unusual for
Pierre et Gilles, is enhanced by the composition’s rounded-off edges, making it appear as if we
are studying the lover/victims through a lens, perhaps even from the vantage-point of the

escaped attacker.

&-s Plaisirs de la Forét ~ ’Polrlf}' (1995].- detail
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SURVIVAL CAMP

f homoeroticism functions as Pierre et Gilles’ primary means of introducing a sense

of physical vitality into an otherwise artifice-driven project, a particularly kitsch-

laden brand of camp provides their most distinctive stylistic inflection. However,

because it can be so easily misunderstood as either frivolity or cynicism, Pierre et

Gilles do not merely employ camp as a working method. Rather, a founding
principle of their collaboration has been to defend ardently an elevated position for camp
within visual culture. Like missionaries, they promote the realm of sentiment and artificiality
as a kind of existential balm, claiming that only the power of illusion can sustain one’s hopes
when other structures of belief have collapsed. As in life, camp announces itself in Pierre et
Gilles’ work through a blatant act of subterfuge, but it just as frequently resolves itself by
presenting an enigma shaped by our own tllusory search for meaning. Especially when dealing
with subject-matter that touches on such weighty issues as death or religion, many of Pierre et
Gilles' most compelling works provide a transforming lens that reconfigures life’s bumpy
contradictions into a smooth tissue of perpetual wonder.

The clearest illustration of how camp has evolved in their art can be found by comparing
Pierre et Gilles' images of crying men and women from the mid-1980s with a slightly later
version, Je Petit (ommuniste ~ (Christophe (1990). In the eatlier group, which is represented in this
exhibition by Je _Marin ~ Philippe Gaillon (1985), Le Jeune Pharaon ~ Hamid (1985), and Pleureuse ~
(laire Nebout (1986), tears highlight the angles and smooth texture of the models’ faces. Only
with Le Jeune Pharaon is the viewer motivated to speculate about why the subject might be
crying, and even here the exoticizing effect is somewhat dampened by the fact that the artists
had not yet, by this point, reached the sophisticated level of set design that they would soon
attain. By contrast, with Je Petit Communiste, title and composition are clearly references to the
fall of the Berlin Wall during the preceding year, and the rapid dissolution of the Soviet Union

that followed. Not only does the models face convey an entirely plausiblc sense of anguish,

Je Petit Communiste ~ (hristophe (1990), detail



but the combination of the funereal wreath encircling him, and the storm clouds gathering in
the background, also lend an unexpected note of drama to a composition that is clearly
modeled on commemorative portraits of soldiers killed in war. In this work, Pierre et Gilles
may not offer any unexpected insights into politics or history, but they succeed in conjuring
up a surprisingly poignant view of the human cost of an empires collapse.

Other variations on the mechanism of camp humor fill Pierre et Gilles™ self-created
world, such as a PGS[—COiml umage of 1983 titled @fﬂimrr ~ "'qu'c.tjmﬁm' A Rurh gnffm-r!'o, which
ranks as the most comical photograph they have produced to date. A man and woman sitting
upright in bed emanate conflicting interpretations of what has just transpired: the man 1s alert
and su]:arlr:md}r self-satisfied, his grin on the verge of L‘mcurning a smirk, while the woman's half-
closed eyes gaze sideways, as if hoping she were somewhere else. With its 1950s-styled boudoir
and exnggm-:wed make-up and hair, the Em:{ge has a whu[tsumcl}r absurdist dimension that
enables us to gaze on the foibles of erotic love as if from a protected perch. At the opposite
end of the spectrum, one finds the unbearably saccharine [ Jove You ~ ‘Dominique ‘Blanc (1992),
which radiates the kind of I:rt'c:[urcapt‘l‘f‘cct Ending that has all bur vanished from the culrural
IHI‘IL’.’]SCH]JE. A I-.']E]iE.'—lT.t‘!}" cotfed and gﬂrbed woman, 5}-‘I'I'I:I']'IE1I]'iE?1HjF framed ]J}' a *iit—Edgfd
L'[UG]'.’“"H}", Slilndﬁ I‘mlding & ]JULI[]LI'ITI.' ﬂ{_ []C"l"'r"ﬁ.’]:ﬁ, ]-I'E'l' L’}"fﬁ {}\"L“I'H{'J“"l-ng “"l-t]'l tears U"— gl’ﬂ[iludf. !'L
15 an unsm[]ing im:igf, if Gn]}-' because it exposes the L'it"t"l_'! desire for acceptance concealed in
[I']L’ ElT]'[,"ILlI."iF. 0 avert ['}]'I.E,E?- E}"ES. In [[-”-5- moment DF ESLTl.-!]:EmE I']HPP]-HFSH. [i']l.’ .'-]1'[]-5.1'5 seem to 1'.51?'
saying, even the viewer’s disbelief is subsumed b}f the universal need to have the story end on

q tt'iumph;ll note.

Plewreuse ~ Cf:;r:'rr: “Webout -':1986} detail




SAINTS AND GODDESSES

Ithough art first it may seem to be so closely related to the above remarks
; ; : s %

on camp that a separate discussion on Pierre et Gilles’ portrayal of women

is not warranted, the truth 1s that there are nu::n‘I}-' as many images of

women in their ceuvre as of men. For self-explanatory reasons, Pierre et

- Gilles do not typically explore nudity in their female subjects, nor do they
deploy women in the larger group compositions that have become a growing part of their
ceuvre. Beginning with the electrifying cheekbones of Arja (1979), through the melancholic
portrait of Juliette Gréco (199g), the mission seems consistent: to produce an unassailable
vision of female beauty as beacon, in which subtleties of character and personality are set aside
in favor of a fantasized indulgence in the mythic possibilities of aesthetic perfection. In their
carly years, Pierre et Gilles approached their subjects almost like abstractions, as in the portrait
of Dovanna (1983), whose torso emerges gamine-like from a thicket of clustered branches that
never quitc convince us of their outdoor location. It is not until Pierre et Gilles b(‘gin ct‘EatEng
more narrative scenarios in which the models serve as quasi-actors that the possibility of
touching on an individual’s inner life makes itself felt. A series of mostly celebrity portraits
from the 19g9os makes this point succinctly. In Ja Reine Blanche ~ (Catherine Denenve (1991),
ethereal mists surrounding the actress join with the billowing form of her gown to produce an
iconic representation of fame, with Deneuve as the lonely prisoner of her own immortality. By
contrast, a riveting portrait of Fliane Pine Caringhton ~ Flian (1992) suggests a Bloomsbury-era
gender masquerade, in which the eccentrically elegant subject, her cigarette-holding arm
Pcrched j;mn[i]}; on its opposing elbow, f_ar{;:cic)usl}r arches one e}rebmw as she meets the viewer's
gaze with something close to disdain,

Although Pierre et Gilles nurture a Warhol-like fascination with fame, they especially
enjoy coaxing their celebrity subjects to collaborate with them in extending the dimensions of

make-believe to include their own public image. Their well-known portrait of the singer Nina

(Slrr}rur Pine C:n’r'r{gﬁm.u ~ C!'mn {Iggl}. detail
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Hagen (1993), clad head to foot in rubber and securely bound to a kitchen chair, lends a
domestic calm and mundaneness to the otherwise provocative spectacle of sadomasochism. We
do not know or care if Hagen is actually a devotee of kinky sex, but the sly humor implicit in
her expectant gaze and the tacky living-room set i which she 1s posed make it appear as if she
has been sitting happily like this for hours, and will continue to do so unti | somebody comes
along and ‘rescues’ her. Similarly, when Pierre et Gilles capture the French singer Sylvie Vartan
as [ee Jady ~ Sylvie Vartan (1994), the juxtaposition of her stylized radiance and the icicle props
that frame the image also instill the work with the breathless quality of a fan's rapt devorion.

Of the many series that Pierre et Gilles have created over twenty-five years, none is as
extensive or as long-term as their portraits of saints, which they began making in 1987 and
continue to add to on a sporadic basis. In many ways, this is the iconography for which they
are best suited, since the subject-matter plays on both the ambivalence of their feelings about
mligion, and their persistent search for an object of devotion. By cleverly linking the
discomfort of the agnostic or atheist facing these visual myths with the anxiety of devout
Catholics unsure whether their faith is being mocked, Pierre et Gilles also make these works
particularly resonant for even their most jaded viewers. In both cases, the justification for using
images that are so well known as to border on being hackneyed seems to reside in the artists’
respective childhoods. Like many children raised as Catholics, the lives and exploits of the
saints offer a world of drama and mystery that outstrips nearly anything television has to offer,
particularly for those with a fertile visual imagination. As Sainte Jucie ~Bernadette “Jurkowski,
portrayed in the 1989, calmly extends the plate on which her own eyes are neatly arranged, we
are instantly transported to the notion of religious faith as a power that not only appreciates
miracles, but also actively promotes them. A different kind of wonder pervades lSﬂf'iHLS‘ﬂ?ﬂﬂfﬂr
~ Bouabdallah Benkamla (1987), whose heroic torso is unconvincingly pierced by a pair of prop
arrows. Whereas in both cases the saint's expression is one of beatific acceptance, the h],.rp@r-

eroticization of the myth of Sebastian converts the story into an unsettlingly vivid example of

Sainte Jucie ~ Bernadette Jurkowski (1989), detail




devotion and desire meeting headlong, Such a merging of apparently opposed impulses enables
Pierre et Gilles to explore freely the connection between their seemingly idiosyncratic universe
and their having grown up surrounded by myths that have produced the most universally
accepted icons of European culture.

Pierre et Gilles’ drastic revamping of the cause of theology for their own purpose comes
t]'lr{;:ugh in such works as &rpmgcrmfrr ~ Marie-TFrance (19g90). In this image, a vivacious black-
haired vamp, her gesticulating wrists loosely bound by chains, rises seductively from the fiery
mists. Since Purgatory is not traditionally associated with a single person or set of
characteristics, the trmage is meant to emhmi},a both the remp{atiuns of the flesh as well as the
punis.hment inflicted on an individual sinner. Quite inren[ionnl]}f, however, Pierre et Gilles have
created a scene of supposed torment in which neither the sin nor its consequence seems very
likely to dissuade others from following in her footsteps. On the contrary, the absence of
comparison with either Heaven or Hell makes Purgatory appear as the prelude to an
overheated orgy.

Not all of the Images of saints in Pierre et Gilles' work dt:ptnd on as dramatic a contrast
between received and reconstructed I'I'I}"E]'lﬁ. It 1s hard to magine even the most l'fﬂt[i()ﬂﬂl'}-‘
keepﬁr of the faith Ubjec[ing to such works as LS'm'm’ Martin de Porres ~ Cm‘fns {1990}, Sainte Barbe
~ ‘Roussia {lgﬂg} or jm'mr Blandine ~ Arielle Dombasle (lgBS). In each of these three {-‘xﬂmplt“s. the
wholesomeness and/or holiness of the character functions as a substitute for the narrative
p]ace of the miraculous. Since a saint’s tmage 18 tmditi{mnl]}f nccump.‘miﬁd b}-‘ a story that
provides the reasons for sainthood along with a case study in how to serve God, viewers tend
to interpret this part of Pierre et Gilles’ work as Providing their few genuine character studies.
In the two ﬂxmﬂplf‘ﬁ of pﬂirﬁd saints included here, \Sm'mr _,r'l’f.am'.rjmr et jumr ! Aligusm: ~ Farida &
\S;i!'mmn’ {Iggl] and jﬂim Martin ~ _Marc Almond & Karim Boualam (lgﬂgj, the pmtﬂgﬂnistﬁ
Paﬁsix-'c]y 5}?111!30“?.5 their 5;:1[11[[}3 attributes with a Ft}rnm]it}' that is 5L1rpriﬁing|y faithful to the

pictorial tradition on which they are based. Possibly the single most unexpected work in this

Saf::rf ,xf’[mu’qw et jﬂffrfﬁxggJesthr ~ Farida & Sﬂillrn!ﬂﬂ' [:ll_;u_jl). detail
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series is_’}ﬁsus Cfu‘r'sr ~ ’P."}r'!'a}Jpc’ Bialobos (IQES"!, in which a cime—up of the model’s face becomes
the stage for the passion of the cross, complete with a crown of thorns. Along with the
requisite [rnppings of acute ph}fsiml 511f_{';31'[11g, Jq:sus's cmnpas:-'.i::r|1:lti_" gaze seems L‘[L!iEL‘ faithful
to the New Testament notion of spiritual transcendence. Wedged for the moment between this
world and the next, this rendition of Christ does not so much round out the ambiguities in
Pierre et Gilles' lives of the saints as suggest that even the closest scrutiny of the mechanics of
faith will invariably fail to dislodge its secrets.

An altogether different category of Pierre et Gilles’ work might be referred to as their
‘pagan saints. Beginning in the late 1980s, the artists have devoted considerable time and effort
to appreciate non-Western religions, especially Buddhism and Hinduism. One result of this
study has been an increased interest in depicting deities of all kinds, including those belonging
to archaic and non-Western religions. Two early examples of this facet of their work are
“Neptune ~ Karim (1988) and Sarasvati ~ Ruth Gallardo (1988), both of which incorporate elabor-
ately constructed settings. Whereas certain aspects of their depiction of the god of the seas
fall squarely within Pierre et Gilles’ genre of ‘beefcake’ photography, the aura of serenity found
in the saints series has also been transposed on to the model’s calm demeanor. In contrast, the
cumpus;i[iun {ijnmsmn' 15 more C]:lhm‘:ttfl}! pnscd and st}*lized. incorporating a sitar, headdress,
elaborate costume, and a trellis-like ﬁ'nlning device that, while INCongruous, sharpens the picture's
mood of exoticism. Perhaps the most successful of this Subgroup of works 1s the image of Méduse ~
Zuleika (1990), in which the tangle of snakes that fall from the model’s head contrasts vividly with the
placid expression on her face. Gazing at us with perfect aplomb, Medusa is a bit like the sinner in J¢
Purgatoire: hogui[iﬂg, seductive and thm‘uugh!}' indifferent to the grave d:mgcr she poses for any

ordinary mortals who stray into the path of her gaze.

“Neptune ~ Karim (1988), detail
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VANITAS
uring the 19gos, an unexpected note of melancholy tinged with fatalism
crept into Pierre et Gilles’ art, providing a new perspective from which
to ponder their otherwise ebullient world view. l;ulfcrwing the series of
saints, and in response to the wm&ening of the AIDS crisis in Eumpc
and the US., death became a grace note, if not the main event, in a

growing number of their pictures. A hint of this direction can be seen as long ago as the work
Cnﬂm’:’m‘ Blessée (1954). whose motif — a beautiful young woman s]:rm'[ing a bullet wound to the
temple — is echoed in an image from 1998 (e Footballeur ‘Blessé) of a young, freshly killed athlete
on the grmll‘td. Even the erstwhile Presley lookalike in wa's,,f'.l’l’;y {.:lw ~5mums (1994_}, who grips
a pistol in one hand, appears to have come to a sudden and untimely end. Sealing the
connection both to the saints and to the tear-soaked visages of {{5 Plevreuses and {f_ Petit
Cclmmmn'si‘r, cach of these subjects continues to stare 5ig]1tft:551}f off into space, as if enraptured
by the memory of having been so recently alive.

Rather than merely describe this heightened sense of melancholy in terms of a direct
connection with particular events of our day, it can also be considered as the deepening of
Pierre et Gilles' artistic vision, an extension of the growing formal complexity that
characterized their output toward the end of the 1980s. A trio of works from the early 19gos
using one of their most frequent model-collaborators, Tomah, provides some insight into the
gradual realization of emotional depth. In Je “Petit (Chinois ~ Tomah (1991), Tomah stands on a
low plinth that closely resembles a headstone. Although he is clearly alive, his posture and
simple attire, along with the misty Asian landscape in the background, suggests a statue erected
in honor of some facet of the Cultural Revolution. The most striking detail is the knife
brandished in his hand, suggesting that he is ready to step oft his pedestal and kill for the sake
of his political beliefs. A year later, Pierre et Gilles produced one of their more incongruous

images, J¢ Peit Mendiant ~ Tomah, which features Tomah as a street beggar, his hand outstretched
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toward us. The work's frisson stems both from the gap-toothed expression of pure joy on his
face, and from the thick miasma of painted sparkles filling the surrounding air. Although this
work might be read as an insight into the non-materialist roots of human happiness, it can as
easily be understood as a comment on the blindness of the average passerby toward the inner
radiance of society’s more marginalized figures. A third Tomah-centered work, Au bout du “Fusil
~ Tomah (1993), offers no such refuge in the overlay of subsidiary meanings. Squatting on the
ground with his hands behind his back, a shirtless, blindfolded man patiently awaits his fate
in front of a wall pocked by bullet holes. The claustrophobic desolation of this work, as well
as its frank admission of our collective inability to help those who are in mortal peril,
resonates profoundly in an age of increased ‘ethnic cleansing’ in such places as Bosnia and
Rwanda. The possibility that the condemned man has actually committed some crime that
would justify his execution seems beside the point, as our concern seems to be focused
exclusively on the excruciating loneliness of the last moment of life.

Pierre et Gilles' repeated use of certain models also seems to have had a related impact
on their choice of subject-matter. Polly, who appears as a nocturnal angel of death in the
Plaisirs de la Forét series, is also the subject of an unsettling work titled Je Cauchemar de Pierrot ~
Polly (1996). This tragicomic clown of French popular lore, whose appearance sometimes
signals an entry into the realm of the melancholic, now appears as the victim of some
terrifying fate. Framed by dense cobwebs and large, menacing spiders, Pierrot stares at us
forlornly, a single tear trickling down his/her cheek. In their simple depiction of a beloved
clown beset by nightmares, Pierre et Gilles seem also to refer somewhat obliquely to their own
situation, and to the grim realization that even the giddiest escape artist faces the possibility
of waking up in a world where all one's attempts at happiness are in danger of vanishing with
the blink of an eye. A different but no less compelling image of melancholy pervades their
work Tentation ~ Jiro Sakamoto (1999). An unusual work in light of its use of a non-referential

backgmund, Tentation owes its considerable power to the intensity of the expression in ]im’s




sidelong stare. It is left unclear whether the title of the work refers to his being tempted by a
person or event outside the frame, or if he 1s meant to peraunif'},r the act of tcmptatiun.
However it 1s understood IJ}-’ the viewer, Tentation seems to open up a new range of possibilities
for Pierre et Gilles, in which their gift for creating illusion can be applied to the expression of

deep emotion tempered by grace and subtlety.

SELF/IMAGE

Dl‘l‘lECIﬂ}I an entire exhibition will no doubrt be {}rgﬂnized around Pierre et Gilles'

dozens of seIf_—Purtraits, which cover nearf}f the entire breadth of their collab-

oration. While in many ways the}r are their own best subjf:crs, it 15 difficulr to

see the evolution of these works as anything less than an extended meditation

on themes of timelessness and beaut}-'. As handsome young men in the midst
of the Parisian fashion and music worlds of the 1930s, Pierre er Gilles tended to portray
themselves as their own fantasy creations, dressing up like 1960s television detectives ( Jes ‘Pistolets
~ Pierre et Gilles, 1987) or as Hindu versions of themselves (Tamoul Mafia ~ Pierre et Gilles, 1993).
More l'ecent]:-;, mn 5}=nc]'trﬂnf7,atinn with thﬁ growing c-::mpiexit}r of the rest of their work, theF
have produced self-portraits that probe very different areas of the human psyche.

This exhibition includes a pair of recent self—purtraits that at first stud}f seemn to be like
nothing else in Pierre et Gilles' ceuvre. Consisting of colorful racing helmets balanced on
sweeping black cloaks, the helmets’ P{JI'E:II.S are also blacked out, so that it 1s Empﬂssiblﬁ to
determine whether or not the artists’ faces are hidden somewhere inside. While winged skulls
hover around their heads, licks of red flame fill the pictures’ lower foreground. Clearly a species
of memento mori, these Autoportraits sans V}mgr {1999) present the Enevitabilir}r of death as a kind
of ongoing creative challenge. The darkened helmets appear to signify the disappearance of the
artists as mortal beings, but they could also be seen as clever attempts to outwit death. If the

helmets, which in more orthodox contexts protect their wearers from injuries to the head, are

Tamoul Mafia ~ Pierre (1993)




in fact empty, then the possibility exists that death will pass on, suggesting a very different
form of protection. These works also illustrate a peculiar quandary faced by all artists who
confront both the artistic challenges implicit in the daunting task of representation, and a dual
role as observers and interpreters of an epoch. Since Pierre et Gilles have never attempted to
désguise the suljjecrivit}- of their own position as artists, perhnps these works should be
understood as attempts to confront their fate, even laugh at it. After all, the courage required
to sustain their unique investigation through the past quarter-century has carried them through
a remarkable array of disgui:;es, fantasies, desires, and beliefs, and each time rhr:}-' have gone to
extraordinary lengths to demonstrate that the boundaries of lived reality are nothing more or
less than the limits of our mmagination. For them to have gone this far without also
trﬂnsf'_m'nﬁng the inm-'itﬂbili[}f of death into an idea abour life would not merel}' seem wildI}-‘
out of character; it would also contradict one of the fundamental beliefs underlying Pierre et
Gilles’ art, which is that the most difficult but important challenge of our creative lives 1s how
to transform our most deepl}r held desires into a tangible rE:tlit}’ that offers others, in turn, che

freedom to become more alive than they ever thuught pussibIe.

%Hmrrfﬁfqﬁﬂ r~ 9’3*’1‘5 ‘(1995)
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CHECKLIST

Al works are snique .!unn‘—pm'm‘rd p;mogmpﬁs
and are listed chronologically

The [diot, 1977

unFRAMED 1388 % 0" (337 % 277 em)
FRAMED 22% % 20" (555 % pog om)
sones lggy Pop

Private collection, Pans

e Cow-Boy, 1978

UNFRAMED obYa s 0™ (1.2 » 280 cm)
FRAMID 22Y3 % 1737 (57-4 % 447 cm)
monE. Wicor

cosTuse Iné

Private collection

Yees Saint=Jaurent, 1978
UNFRAMED 15 3¢ 117 (385 % 27,6 em)
FRAMIN 255 % 2o¥” (63.9 % 526 om)
MODEL Yves Sainc-Laurent

Private collection, Paris

Arja, 1979

UKFRAMED 1170 % BYi" (30 % 21 o)

FRAMED 1o % 16%° (50 % 41 em)

monEL Arja

cosTuse Adeline André

Created for the advertisement for the perfume
Sheamy

Private collection

‘Krooteley, 1980

12 % 127 (jo » po cm)

soneL kKroorchey

[:ﬂl]l;‘ﬂl-ﬂl'l n-r M. Mare Lunlbmju, pn.ri.'l-

Adam et Eve, 1981

g% % 323" (g x 8y cm)

sonels Eva lonesco and Kevin Lugac
Hamorissen Bruno Decugis

Colleetion of Asher B, Edelman, Mew York

Silver ‘Biker, 1982

UNFRAMED 125 % o¥™ (31 % 25,5 cm)

Famen soba = 07 (512 % 436 om)

sl David Pongremols

Courtesy of Galerie Jéndme de Moirmont, Pans

Diovarena, 1g83

unERAMID 15 % 8347 (32,7 % 22 em)

FRAMED 3% % 270" (Bous X bgg om)

sl [avanna

Courtesy of Galerie [érdme de Moirmont, Paris

Ja ‘Panne, 1983

15 %197 [ 57 % 48 cm)

wmomis Paonick Sarfaci and Rasth Gallardo
Collection of Asher B. Edelman, Mew York

ILe '}:r.rm‘ Pharaor, 1985

26 % 19" (65 % 48 cm)

sioEL Hamid

Callection of Theodar van OppersdadT, Zurich

Ir_Marin, 1985

21 % 057 (52 % 57 €m)

songs Philippe Gaillon
Callection of Pacrice Karr, Pans

Naufragé, 1985
UNFRAMID ' o 06%0° (285 % 423 cm)
FRAMED 21Y3 % 200 (545 % 6 cm)
soper Hamid
Private collection

Plewrcuse, 1986

unramEn 2ibe s ig¥” (54.6 % 39 em)
FRAMED 3575 % 270" (85,5 = 7ou5 €m)
smoniL Claine Mebour

Private collection

les Pistolets, 1987

UNFRAMED 2% % 0gW™ (458 % 33.5 cm)
FRAMUD 3774 % 297 (85.8 x 73.7 cm)
smopees Pierre ef Gilles

cosTume Chachail

Private collection, Pans

Saint jr'fmrm'm, 1987

unFAMED 20 04007 (53 % 75 om)
FRAMED 2733 % 203" (Bg * 54 cm)
wopiL Bouabdallah Benkamla

Caollecrion Walter Haas, Zurich and Puerto Vallara

Jésus (Christ, 1988
unFRAMED 175 = 16" (44 35 cm)
FRAMID 3343 % 207 (85 735 cm)
moptL Philippe Bialobos

Prvare collecrion

ermnr, 1988

UNFRAMED 20 X 15%7 (5005 % 39 cm)
FRAMED 27¥3 2 32807 (g4 x 82 cm)
mobia, Karim

Make-Up ArTEST Andéas Bernhardt

Collecrion Walver Haas, Zurich and Puervo Vallarsa

Sar'rrf.f Blandine, 1988

UNFRAMED 20% % 1445" (52.5 % 168 am)

FRAMED 43 % $6%a" {100 X g1 cm)

sooi Ariclle Dombasle

MARE-UP ARTIST HakDRISsUR Andréas Bernhande
Courtesy of Galerie Jérdme de Moirmaont. Paris

Samsvari, 1988

UNFRAMED 2575 % 185" (6o x g6 cm)

manias 5% = go¥® (10h % o3 em)

seoni. Ruth Gallardo

MAKE=LIF ARTIST/HAIRDRESSER  Andréas Bernhande
Collection of Melissa Alonso, Panis

Sainte ‘Barbe, 1989

UNFRAMED 21 3¢ 1430 (5.4 % §7.4 cm)

FRAMED 4571 % ¢6™ (16 % gu.s cm)

moneL Roussia

MAKE=LP ARTIST/HAIRDRESSER Andeéas Beenhande
cosTuUsE Rim Bowen

Private collection

Sainte L_'.ni'Mm Jrjrﬁhfum, 198g
UMFRAMED 20 % 147 (5oug % §5.5 cm)

FRAMID gota ¥ 3455 (103 % B8 em)

mopeL Leslie Winner

MARE-LP ARTIST HAIRDREssER  Andréas Bernhande
costusi Kim Bowen

Callection of the artiss, Paris

Saint _Martin, 198

UNFRAMED 3544 3 24307 (Bgus x 62,5 cm)
FrRAMED gBY x 4B (rgfg x 1208 cm)
sonis Mare Almond and Kanm Boualam
MARE-UP ARTIST HAaTRDREsSER Tony Allen
Caollection of the artises, Pans

Méduse, 1990

UNFRAMED 32 % 235" (%1 % 60 cm1)
FRAMED 4o % 4087 (1248 1055 om)
monil. Zulerka

MAKE-UP ARTIST/HARDRESSER  Tomy Allen
cosTuME Adcline André

Private collection, Lunch

e "Petit Conmmuniste, 1990

40%0 % 17 (12b x 1oy em)

soneL Christophe
MakE=Up AETST HAmoRessER Tony Allen
Collection of Pierre Mouvion, Monaco

e "Purgatoire, 1990

gos x qgiRT (128 % o em)

moneL Marie-France
MARE-UP ARTIST HAIRDRESSER Tony Allen
Private collection

Saim _Martin dr “Porres, 1ggo

51 % 40”127 x 105 am)

RMECHIEL Carlas

Collection of Laura Willits Evans, MNew York

Je Putit (Chinois, 1901

UNPRAMED 35 % 2447 (B85 x 615 am)

FRAMED 5770 % 475" (1405 % 120.5 em)

soneL Tomah

costume Tomah

Courtesy of Galerie Jénime de Morrmaont, Pans

Ja Reine Blanche, 1991

URILAMID 17 % 26" (g4 x 66 cm)

FRAMED 4otk x 3857 (1255 % 975 cm)

smonz, Catherme Dencuve

Hapresser Christophe Canita

Creared for the poster of the film Jfo “Rgine Bl
Private collection

Saint Ehienne, 191

UNFRAMED 3233 % o™ (81 = 758 cm)

FRAMED 5470 % 45057 (139 % 05 am)

smoner Hamid

Courtesy of Galerie Jérdme de Moirmsont, Paris

Eliane Pine Caringbton, 1992

44% % 357 (i = By cm)

sope Elian
MARE-UP ARTIST HAIRDRESSER. Mare Lope:
costume Tomah, Adeline Andrd
Collection Dierer Rauh, Germany




| love }i;-r.r, 1992

§50a % 237 (o x Bo cm)

meonel. Dominigue Blane

MARE-UP aRTIST Midorko

aimissie Lawrent Philippon

costume Odilon Ladeira, Tomah, Christian Dior

Collection of Paolo Leceese, Milan

a “Petite Fille des HLIM., 1992
UNFRAMED 42% x 308" (107 x 80,5 cm)
FRAMED 4835 = 4738 (127 % gb om)
ML Soraya

costumiE Tomah

Collection of the artists, Paris

Je Petit_Mendiant, 1992
4ova = pabe” (128 @ o7 o)
sonEL Tomah

cosrumi Tomah

l:u“n!l;uull Iluuglm B\. ."'mn.‘r:twa. Kam "\rrll.inh.'l. linlr
A bowt du Fusil, 1993

UNFRAMED 0% x 3307 (125 x 974 cm)
FRAMED 54 % 437 (137 % 10g.2 cm}
sioniL Tomah

Collection Tomah Pantalacer, Pars

Wina Hagen, 1993

UnFRAMID 283 1 28N (74 % 73 cm)
FRAMED 7% % 57 (9% X of am)
moniL Mina Hagen

MAkE=UP AT Topoling
vnimoressae. Mare Lopez

costose Lola, Tomah

Created for the cover sleeve of

Mina Hagen's albam  Bvolution Ballroon
Private collection, Pans

Elvis My Low, 1994

28w gbfn" (71 % ndg om)

MOBEL Stavios

MART=UF ARTI T HAIRDRESER, COSTUME SIrvos
Caollection of Marsha and Darrel Anderson,
Mewport Beach, ©4

Jee lady, 1994

unERAMED gibe x 3% (pogs = At om)
FRAMED 508 % g3 (128.5 % g cm )
sioni Sylvie Vargan

sakt-ve arnst Topoling

vanknnesser Oérald Porcher

costusmil Tomah, Lala

Provate collectson, Parts

Joli Vayon, 1905

UnrraMin o8l a0 ngta" (b x5 cm)
FAMED 27 o 22307 (685 x g7 om)
smongl Ere

Private collection

Je Pupillon “Noir; 1995

UrRrHAMER 42 % 45047 (107 = B45 em)
FRAMED §1YG % 42457 (g0 = 108 cm)
moneL Pally

naak-rr arnist Polly

cosrusme Tomah, Thierry Mugler

Private colleetion

Jes Plaisirs de la ‘Forét, 1905
UMFRAMIT 33 % 20" (0F ® 755 o)
FHAMED 43ba 2 3047 (7.2 2 grg om)
moni Mare Anthany

Callection of the artises, Panis

e Cauchemar de Pierrot, 1996

UNFRABIER 36 3 2795° (1.5 % 7.5 cm)

PRAMID 427a % 3457 (07,7 = 867 cm)

sopin Polly

MAKE-UP ARTIST HAaRDRESsER Julian

Courtesy of Galerie Jérdme de Moirmont, Paris

des “Plaisirs de la Torit, 1996
UNFRAMED 44z = 267 (7.5 2 66 cm)
rraMin 42t x 34847 (aogas % 87 cmj
ML [ire Sakamoto

Callecnon of the artses, Pans

les Plaisirs de la Fordt, 1gg6

447 % pga® (g x oo cm)

ol [eshinmy

Callection Walter Haas, Zunch and Puerto Vallarta

Jes ‘Plaisirs dr la Torit, 1996

URFRAMED g % 307 (g % 788 em)
FraMEn b3 x g8 (ndg x of cm)
moneL Lol

MAKE-LP ARTIST, HAIRBRESSER Costuse Lol
Callection of the artists, Paris

Jes Plaisirs de la Forit, 1996

URPRAMED 13 % 2gla” (g7 x 74 om)
FRAMED 4% % 57347 (7.5 % g5 cm )
sooeL Polly

sakE=0p amnisT Lol

costume Tomah, Thicrry Mugler, Bermrand
Marcchal

Private collection

les Plaisivs de la “Forit, 1996

UKFRAMEL 4o¥n % 31527 (1038 = 798 cm )

Framin 48% = o~ |;|_"_'._' = gtk cm:,-

smoiais Evenne Daho, Sarah Cracknell. Bob and Pere
costuse  Tomal

MAKE=LP ARTIST Makprissie Andréas Bernhandi
Created for the sleeve of 5t Etienne/ Erienne Daha
rEnE-Le Bsenetion

l:mmm}' ol Galerie ji’nﬁmr de Mammaont, Pans

(réanus, 1997

UNFRAMEDR 38 2 g7 (gb = 120 ¢m)

FRAMID 4672 ® gl [ nd = 148 cm)

skl Srouxsic Sious and Buadgie

MAKE-UP ARTEST/ HAmDREssir Andreas Bernhandt
srviast oosruse  Tomah

reanmiiss Thierry Mugler

Created for the sleeve of the

Corcatures’ albemn Anime Aminms

Collection Galerse Vioss, [hisschdor

du "Rose et Jr (outeau, 1998
UnFRAMER 181 @ 0gbaT (46,8 = (6.3 cm)
FRAMED 27 % 247 (6f.5 = g4 cm )
sopes Tony .

Private Callecrion, Minneapolis

Dans Je Port du Havre, 1998
|;::|».'|:.J|Ll|l:|-:r 40 % ggbe” (1o x 1248 cm)
FRAMED 4i¥a = gB7 (nf5 % 142 cm)
soni. Frédéne Lenfane

Private collection, Mewilly, France

e Garyon des Wéons, 198 |
unFmAMED 5ot 2 1807 (r28y ® gy cm) |
FrAMUD 583 % 4o (1g8y ¥ 124 em)

monEL Ren

Collection of MAC, Vienna

Le Jardin des Songes, 19g8

UNFRAMED 4ob% 3 8507 (12gr % g7y cm)
PRAMID 5554 % 44707 (14017 X 0i3.4 m)

sonin. Larent Chemda

Courtesy of Galerie [érime de Moirmont. Pans

Autoporirait sans V}sag 1990
UNFRAMED 4350 % 4™ (e = 86 cm)
Framin g2l x g2V igg x rod cm)
s, Pierre

Collecrion of the artists, Paris

Auteportrait sans Pi!mgr, 1999
UFRAMED 4355 % 347 (110 ¢ B6 cm)
Framiin §2¥ x g2¥ Mgy x ol om)
moneL Cilles

Callection of the artisis, Paris

Said, 1999 : .
UnERAMED 3450 % 27107 (38 = 695 cm)

FRAMED 4243 % 35808 x Sgg om) 1
st Salim kechiouche

Creaved For the Frangois Cheon maovic Jes oLt

(rieuincls

Collection of the artists, Paris

U Soir d Autoinne, 1999

MR AN -;_|.'.-'1 = mely® l:ﬂ?.ﬁ ® fag.g |.‘|1|:|
FRAMED 43 X 347" (ot x 83,4 cm)

smongL fuliene Gréco

MARE-UP ARTIST Pierre-Frangois Carrmsco
sameorisser Andreas Bernharde

ercated for Jilnation daily newspaper

{:uurl!:s:p al Calere _IL"rl."rll.w de Morrnsont, Pans

Tentation, 1999

UNFRAMED 213%3 % 25507 (g 0 om)

FRAMED 3470 = go™ (Bl » w02 em) !
sotel Jim Sakamoto

Courtesy of Galerie Jérdme de Moirmont, Pars

ny
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PERSONAL EXHIBITIONS

3 Galerie Texbraun, Paris, “Bierre ot Gilles,

Movember 15 — Diecember 17

The Art Ginea Space, Tolyo, Pirrre o Giles,
April 2—13 (catalogue)

Calerie Saluces An qun::mpumin,
Awignen, Peree o1 Gilles, May 24 — June 2q

Cialerie des Arénes, Mimes, Preree o Gilles —

“Wanfrage, March 25 = April 13 (catalogue)

Cialerie Samnia Saouma, Pars, Wfnege,
Movember 4 — December 6

Gialerie Samia Saowma, Pars, i Sainn,
MNovember 14 = December 24

Parco Par 11 de Shibaya, Tokyo, ‘Pierm o
Gilles, January 17 — February 12; Osaka,

July 3—x8

Hirschl and Adler Modern, BMew York,

Pherre ot Gilles, December 6 = January 8, oo

{ caralogue)
Raab Galerie, Berlin, Pierre a1 Gilles,

June 10—

Russisches Museum, Diaghiley Center of
Maodern Art, St Perersburg, Peree ot Gilles,

juf}' 1o—31

Raab Galerie, Londan, Peree e Gilles,
Seprember = = October 3

Raab Gallery, Londan, Absolut Pecp-Show

Gialerie du Salon, DRAC des Pays de la
Laire, Mantes

Galerie Samia Saouma, Pars, Pirr a7 Gilles,
March 13 — April jo

Galleria 11 Ponte, Rome, Perre ot Gilles
{earalogue)

Chapelle du Méan, Rencontres
Intermanionales de la Photographie, Ardes,

Pieree et Gilles, July 5 — August 15 (caralogur)

I,i;' [:nsr ‘_-I',Jh-‘ &, M:'irtn.'ﬁrm il gn.llllr!..
Ocrober 26 — NMovember 3g

Resclyn Oxley? Gallery, Spdney,

February & — March 4; Australian Centre
for Contemporary Art, Melbourne, March
1o — April 23 Wellington City Art Gallery,
Wellington, April 28 — May 25 Auckland
Ciry Art Gallery, Auckland, June 30—
Oxcrober g Pherw of Gilles (touring
exhibinon: ::ulalugun}

Shiseido 'G:l]ll:r].' Ginza Art Space, Tokyo,

Anminal g5, June 20 = July 10 {catalogue)

1506

1907

AR

1987

Calerie Max Herzler. Berling Jo “Platsins

e ke Tordt - Jolis I{bwm. June 1= July 13
ACC Galerie, Weimar, Peree ot Gilles, July
20 — Seprember 1 (catalogue)

Maison Européenne de la Photographie,
Paris, “Peree ar Gilles, Iirrrgf as  Amour
(1g7i—iggh), Movember 23 — January 26,
rgg7 [ cataloguc)

Fotomuscam, Munich, ‘D Welt von " Prerre
o Gilles, May g = August 15

l'.‘mllcf].l of Modern Art, Glasgow, ‘Pierne
& Gilles — Cprit and Glines, Ocrober 1 =
Ntmml'rn' ] {L‘ﬂ[dlt'iglll.'}

Musco de Bellas Artes de Valineia,
Valencia, Pierre @ Gilles, June & = July 29
[earalogue)

Shiscido Gallery Ginga Art Space, Tokyo,
Pirere ot Gilles, Méinoive de F{gmf, exhibirion
arganized for the Year of France in Japan,
September 16 = Octaber 18 (catalogue)
Calerie Jérdme de Moirmon, Paris, Piere
ot Gilles — Dosace Valenrr, Diccember 4—
Jarary go. 199 (catalogue)

Turun Taidemusee, Turku, Pheree e Gilles,
MNovemnber 14, 1999 — February 27, 2000
[emalogue)

Mew Muscum of Contemporary Art,
Mew York, Perre E,th Sqncml'n:f 5

zowon — January 21, 2oor (touring

exhibition; cataloguc)
GROUP EXHIBITIONS

Calerie Viviane Esders, Paris, December
ARC, Musée d"Art Moderne de la Ville
de Paris, Ateliers 84, March 21 = Apnil 29
(caralogue)

Galerze Texbraun, Paris, Jo Thotggraphie
fa_Mode, March {caralogue)

Galerie de Paris, March

Musée d"Art Contemporain, Maontréal,
da_Magie de fmage, June 1 — August o
[earalogue)

Palais des Beaws-Ares, Charleroi, Joaotimr
an quetidien, February 7 — April 5
(eaalogue)

ﬁnninn Nuﬂ‘."l- {11“:'-‘“ Nt"nr 1'l':l.'lrll

Seills Gallery, Edinburgh, Bebold the man:
The mnele muedy i photogenply (catalogue)

g8

9o

1905

Musée de Boranique, Brussels, "Ts-mei gui

eal la phus bells, February 12 — March 27

{ caralogue)

Studio g1 Paris, G toral, May 5
Universita Gabricle d"Annunzio, Pescara,
Dhennanaeziara — Geobriele d'Annzio nelle
RRTZTAN SRPOP COITIPORIAE,

July g — August 3 (eatalogue)

City Hall of the 1bth arrondissement,
Paris, frinéraine i inrvers b colletion de “Pars
Audiovisad, Movember 4—26 (caralogue)

.‘l‘ll:r.lmr}_: Festaval
Pinacoteca Communale, Ravenna

Musée de Botanique, Brussels, fr (oix
de seurs, March 15— May 7 l:-::l.tn]ugur‘,l

Kunstverein, Hambairg, Das Postnit i dee
ritpeaiasiscten ‘Photognapbir (caralogue)
Fondation Cartier pour ['Art
Contemporain, Jouf-cn-Josas, Was anmdes
o, June 16 — Movember 5 (caralogue)

Fundacio Gulbenkian, Lisbon, A TFangrafia
artneal e “Framga { catalogue)

ICP Mew York, I"chruar:.' = ."I.I‘\H'] o
Mexico Museum of Modern Art, Mexico:
Muscum of Contemporary Art, New
Orleans; Museum of Amsterdam,
Amsrerdam: Museum of Roerdam,
Ratterdam (caralogue); Kawasaki City
Muscum, Kawasaki, March 6 = March 2q.
1gg2: (Coanemporary ‘Frenck Phouggraply e
{_ﬁfvrﬁ’. (vouring -:xhl'bit[nn:l

Pence Gallery, Santa-Monica, (osorts,
July 13 — August 24
Musée Saint-Pieere, Biennale de Lyon,

Lyon, [iAmenr de lart, October 1 —
MNovember 3 (catalogue)

Chapelle Saint-Julien. FRAC des Pays de
la Loire, Laval, Jes fumges du plaisir,

July 3= August 2g (catalague)

ASB Galeries, Paris, Mieriors af
Travestizsmants, October 17 = December 20

Markthalle Moderne Kunst, Stuttgare,
grnupjﬁuw. Oecrober 23 = Movember 28

Cualerie du Jour — agnés b, Paris. Preaidre phoro,
MNovember 8 — December 1g (catalogue))

Insritur du Monde Arabe, Pars, Junges
Métsses, Movember 17 — January 5. 1993

Gmniﬂgﬂ- Museum, The Metherlands

Dooley Le Capellaine, MNew York,
TPersonal ! frans
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Galerie Gabriclle Maubrie, Paris, Farnais
dartistes, January 7 — March 6

Grand Palais, Collection Paris Audiovisucl,
Paris, Déaneries 3, February
{catalogue)

Muscum of Contemporary Art, Sydncy,
Wiek Fimd, FFelsrua ry 1 — May 23
{eatalogue)

FAE, Musfe d"Art Conterporain, Pully-
Lawsanne, A L déconvenar ... de oollertions
menndes f, Februwary 19 — June 27
(eatalogue)

Frankfurt, Progpert 3. March 20 — May 25
{catalogue)

Chiiveau de Villeneuve, Fondaion
Emile Hugues, Vence, fdisains dr wir,

April 4 = June 12 {catalogue)

Institur Frangais d'Eeosse, Edinburgh,

Jume 4 = July 17 (catalogues Fone and
Cenrral Stanon, Meweastle Llpi:n'r:rnr.
Seprember 4 — Ocraber 23 (earalogue),
“Purdic fivad “Privinte — seevts wmst aivearlare,

(_l'ul:lrEn!.t X I1iE1I-|i1111 ]

Meue Galerie am Landesmuseum
_lu:ll'll:l.'um. Forum Hh'll.il]‘il-l'l'i. Ui, h{nx
Olaterreivhische “Fricumale sur Fotegrafie g3,
5cplfml1cr 17 = Oherober g (caralogue)

KunstHaus Wien, Vienna, ‘Dishise der

“Bilder, ‘Photokiinstlerisehe * Reprisen birnsthistorissber
Wirke, Movember 26 = January 10, 1904

(earalogue)

Inatitut Frangais, Madnid, curated by
the FRAL .l"l..:ll.l:il;lin:'.. ,{n_'{"wju m s
(catalogue)

Ars Lusx, Traly
Instrtut Frangais, Sturtgart

Rencontres Intermarionales de la
Photographic, Ares, fumr il July 7—13

The Shoro Museum of Arr, Tokyo,
August § — September 18; Karya Ciy
Muscorn, Aichi, September 23 = October
hEH Mllm[’ipﬂ] Muscum of Art, Onomichi,
Ocrober 30 — Movember 25; Akita
Departmental Museum, Hiroshima,
MNevember 2 — December 25 Lamt die
povivnir frangais s, XJ Xe ot X Xir sideles,
{touring exhibition; catalogue)

Musée des Beavx-Arts d'Agen and FRAC
Aquitaine, Agem, ... o les ofsein solon

jrf:ufnr&mrr. .ﬂ"-.u_gusl 5= COetober ]

L

Passage de Rtz Pans, An & foans, relicfs
AP, H.;-I,ﬂnrtl.H.T 1—8 l;_-;nlnjngur."']

Galerie du Jour — agnés b Paris, Ja ville
ot b roderminf — ﬁlimrurﬁﬁ'r dans e villy,
October 30 = December 1o (eatalogue)

Marional Gallery of Canberra, Canberra,
Aot berve ane 1bds lmllv.'_.-ln' (] i.!ar a ;;!1" AINS,
Movenber 12 — March . 1995 (caralogue’)

Museo Macional Centro de Arte
Reina Sofia, Madred, (Cwide v (Cruds,
December 14 — March 6, 1995 (caraloguc)

Musie des Beaus-Ares, Tourcomg,
Maovemlber 19 — January jo. 195 Ancienne
Daouane, Strashourg, March g — April 30,
19g5: Musée Communal, Leelles, Mn‘r 1 -
]lll:.' o st fE Hereamerpboses o Orpliée,

(rouring exhibition; catalogue’)

Mnﬂf‘r |.||.' J.i Ml'll.ll.'.. |"_-|.'|1:H.'|.' ML:J:
Méditerranée, Marseille, Make 'Up —
“Topalimo, Febwuary 3 = April 2 (catalogue)

Centre ]"Immgr.lphhpr A Ne-de-France,
Pontauli-Combault, “Fase d “Fare,
February 15 — March 6

Musceo Arte Cont., L. Pecer. Prato,
."I||1r|'|-]|.||:||.'

Le Case d'Arte, Milan, Preree er Gilles,
_rlr.ld'rr.l.: glll’"‘.:l.'. 1 'r!\.llrmm Cpﬂ;ﬂ.:, '}‘l.'bri]psfll'
JHirakmva, ..?{t ,{{am!r‘rf. “Finl _{;mfulrr_."l-l:!{,&ulﬁ
Tillnans, June=Ocrober | caralogue)
I{L‘gln:l Gntltl'!.', Moscow, O By,
curated by Dan Cameron, Seprember 29

— Movember 15 (catalogue)

Haus der Kanst, Mumnich, T svwite Blick,
Muvember 4 = December ¢

Dieursches |-|H::'t'n¢ Museum, Diresden

Centre Geonges Pompidou. Paris,
i Hasliy — {{ e de Dert,
Ocrober 24 — February 12, wob (catalogue)

Galleria Photology, Milan, {aleralinne,
January 1z — March =

M aison E"Jnmlw.:;lmr de la |:'|111I1'|gr.lnplll'1:,
Paris, frangunntion de f Meaisore Fropdomne e
Lo Phorograpbiv, Febrvary 22 = March 31
(earaloguc)

The Mew Museum of Contemporary Art.
MNew York, ‘I Awiion Preview firity, Apnl 26

Lcole régronale des Beaws-Arts. Galenie
du Cloiree, Rennes, fo e s doiles,
June 4 — July &

Cialerie in der Alten Post, Esslingen,

SHeldm, Seprember 24 = Octaber g

1997

[T

1

Zuknh

Helmhaus, Ziivich, ‘Far Ml Frar,
August 17 — Seprember 2g (caralogue)

Chiteau de Val-Fréncuse, Sotteville-sous-
le-Val. eurated by the FRAC Haure-
MNormandic, Jes contes de fiée se serminent biew,
Seprember 15 — January 15 1997
{catalogue)

Cenrre d'Art Contempaorain, Geneva,
L “Revnide de |':"mrri-;r-l-r. Colleerion

Marion Lambert
Kunstverein Eislingen,/Fils, Queer

kolde Miselena Kulturunea, Donostia,
L Visage Voilé — Travestisseuseats ot Jeevité dans
LA {caralogue)

Akademic der Kiinste — Schwules
Museum, Berlin, 100 fabee Scbwalobogung

VT Beeninale Internazionale di
Fotographia. Palwso Bricherasio, Turin,
“Rgwnrntive = Jurmnarot e [_‘lwn' el [.ﬂ:ru

(eatalague)

Tous les Diragons de Motre Vie, Paris,
‘Poar mii djr]’-:hrrﬂ'”f“bl‘jbaw, _]lll'lvt BE—Ej

Fonds Régional d'Art Contemporain
Mond-Mfas de Calus, [jlll\kfl‘l.]tlf. i
Womde_ Merveilleas Hﬂm'ﬁ at Art Conterapariin,
June 16 — September 12 (catalogue)

Puassape de Ree, Pavis, Téides of Frichismes,
June 13 — Seprember 5

Galerie Jértme de Notrmont, Pares,
at FIAL, Paris, Fi ot frar de corps,
Qctober 7—uz

PAC — Padiglione d"Aree Contemporane,
Milan, ‘Rasse Vive — Mutazions *Irasfigienazions,
¢ mRgn il Arre [_hlrrrmlwmma, _|,1|'|l|l,1:|T 2| -
March 21 (caralogue)

Musée de Ia Vie Romantique, Paris,
FHommagr " fenir=Marivis = J énos * Rgmiantigm,
May 27 — Ocrober 1 (catalogue)

Kunstmuseum Bern, Berne, Wissing Jik:
WensobenBilder iiv der “Totegrafie, Seprember 3 —
Movember 7 (catalogue )

Geementemuscum, Helmond, “0l  Power
of “Beawty, Ocrober § — January g, 2ooo
(catalogue)

Caalleria " Arte Moderna, E&'.]ngm,

Appesrmir, Janvary 27 = March 12

(eatilogue)

Palais des Papes, Avignon, .{:\F_'ﬂﬁll.ll‘f' I
Hibule, May 27 — Okctober 1 (catalogue)

Passage de Rece, Paris, Mareior Bl
Jume 20 = Seprember 2 (catalogue)

1y
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“New _Musewm Board of “Trustees

Dicter Bogner

Jean Carey Bond

James-Keith Brown

Saul Denmison  Presidenr

Stephanic French

Allen A, Goldring

Manuel E. Gonzalez

Maren Hensler

Dakis Joannou

Joan Laearus

Toby Devan Lewis

James C.A, MeClennen
Viee President and Trasnrer

“WNew _Museum Staff

Lysbeth Ackerman

Special Events Coondimator
Kimball Augustus Searrity
Anne Badow Cierater of Edvwsarion
Richard Barr Folineer Coardimtor
Allson Berglas

Directar of Markeiing and Memberehip
Kim Boatner Tecbuical Systenrs Manager
Victoria Brown

Excevuttoe Assistant, Director’s Cffine
Tom Brumbey Disctor of Chpenntions
[Dan Cameron  Savior Crrator
Micholas Cartwright Seurity
Adam Dragon  Booksiore Clerk
Marthew Dunn  Bookstorr Clevk
Suzanne Egeran

Dievelopunent Associie /|

Memdbersbip Coonfiinmor
Anme ]:I"I.'gﬂﬂd leetiranr Cherfor
sarah Farsad  Eduwcarior Coordinrior
Rika Yiliua Feng

.ﬂ-hwr vu,l Frannaer and Adininddnntion
Pever Gould  Bestallarkr Coardiinsor
Juhn Hatficld

Registrar f Exbibitions Managre
Elise Hayes  Asvoruntmnt
Jennifer Heslin Boabstore Minager / Buryer
David Hunter  Boolsters Assisnaad Maager
Lisa lvarian-Jones  Lnited Editions Coordimalor

Steven M. Pesner

Lisa Phillips ex-officie

Maney Partnay

Carole Rifkind

Pail T, Schnell  Viee Presiders
Herman Schwartzman, Esq.
Robert J. Shifller  Viee Prsident
Laura Skoler  Vier Presiden
Vera List Einering

Henry Luee 11 Life Trustee

Omasupe Jackson Serarity
Isabella Jordan  Adurimistrative Assisimar
Elon Joseph Sonrity
Dwayne Langston Maitaiues
Gerardo Mosquera Adjg Cunaor
Fulema Meijias Admissions Cleek
Yelena Mepommyashchaya  Sawriry
Lisa Phillips  Director
Herbert Plastl Booksiore Clesk
Michael Rechner Serurity
Scla Saglim  Assistant Regisirar
Robert Santiago Sy
Travis Schucrman  Bovkstore Cleek
Lixa Shannon  Beokstore Clerk
Hazanthika Sirisena Gronnls Manager
Willimn Staver

Cunnorial Adminisianiorf

Prblications Mininager
Jennifer Sullvan Adisissions Cleek
Dlennis Seakacs Diputy [ietor
Joe Gaskin Taramo  Searity
Lauren Tehan  Puldic Benions Cioonfinanss
Rae van Heirseele  Assocnate Registrar

First pablished 2000 by Merrell Publishers Limited
with the Mew Musom of l'.nl1|:¢|r|.r-ur.|r]: Art an the
accasion of the exhibition Piere o Giller, organized by

[Jan Cameron

Mew Muscum of Contempsrary Arr, Mew York,
}iqmnul'm’ 15, 2000 = fanuary 21, sism

Yerba PBuena Center for the Ares,
San Franessco, Calsformia,
February s — May 6. oo

Pherer ot q,dl'h s masde |l-bui|.1|..' l'r:.' A gEnerous grant fmam
Eninis dovsnidis, The French-American Fund Fsr
Conemparary Art.
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