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iateoauct 1 on

Natalie Kovacs

avaf, which stands for assume vivid astro focus, is both a nom de plume, a nom de jeu, and an
active acronym, or even a metaphor for a collective experience, a message that is composed 1ike
music with multiple tonalities, vibrations, and ideas, assembled to transcend the medium.

“avaf” is technically the name of an artists' collective, whose size morphs on a per-project basis
and is activated by the participation of others. It is a catalyst, a stage, or a performative
tarmac whereby we 1ift off from our former notions or preconceptions to embark on a journey
within. Those who comprise avaf are at once historians, musicians, curators, installation
artists, performers, samplers, DJs, video artists, and cultural political activists.

avaf is more like a connective power than an art practice—avaf is an abstract power. The most
powerful point about avaf is not material, not object—it’'s a force that is manifested when you
become part of "it.” The experience of avaf's installations/events inspires a Bermuda-triangle /
electromagnetic-forcefield / imaginative-liftoff sensation, similar to the first encounter with
a rainbow.

avaf even by name reflects a process of collaboration, communication, investigation, navigation,
education, elevation, and elucidation. The experience offers an opportunity from which to
reflect and refract within a social architecture as a medium for participation or congregation.

avaf is a multiple of definitions to be created, and/or generated, almost a medium in and
of itself that employs layers of input, exchange, and “to do” lists that assemble ideas and
individuals toward an almost tribal abstraction from the self to embark on some evolutionary
process (which becomes the destination).

Similar to live events with a once-in-a-lifetime quality, it is very difficult to describe
in words the multisensational sensory overload and distillation that is a spontaneous and
simultaneous extravaganza for a collective yet also a quiet moment of togetherness in another
forum of solitude. Without sounding evangelistic, there is an almost “gospel-meets-disco”
sensation that occurs within the experience of and participation in avaf’s work. This book
in itself offers an alternative to the narrative and reflects opportunities to combine and
layer reality and documentation with graphic effect. The interventions' almost graffiti-1like
nature inhabit and penetrate the pages with a multitude of focal points from which to embrace
a perceptional investigation in possibilities. The open-endedness of this work as well as this
introduction to an introduction is perhaps a metaphor or parallel with the work which allows the
participant to become very engaged at any and every level, celebrating a spirit of inclusion,
without conclusion.

It is almost impossible to describe an avaf experience without sounding “New Age” when referring
to the work as *“life-changing” (an epiphany), which is why it parallels the ephemeral nature
of & musical experience with harmonious rhythms and movement movements that reach beyond any
words and into a vibrational voyage or excursion similar to the profundity of surround sound.

(If 1ife is a disco then God is the dance floor.)






assume vivid

overstimulation as situationist

Cay Sophie Rabinowitz

I would like it to be known from the very beginning that
In fact,
in part based on misunderstandings. For in surveying the

this essay will not be conclusive. it might be

installations. documentation, literature, and personal
memories of various assume vivid astro focus encounters,
it will

attracts as many misunderstandings as it deoes participants

become only clear that this oeuvre collects/

in its wonderfully potent practice. What may be less
clear is that these misunderstandings not only inform any
sincere attempt to survey the work, but that they are

wholly consistent with—even a result of avaf’s activity—a
practice constantly challenging the social, intellectual,
visual, and political standards dominating the way we live,
work, and play together.

The artists’ “avaf”

collective  known by the acronym

and its most common expanded name, assume vivid astro
focus (other variations of the four letter acronym often
appear in titles of works and exhibitions), peses various
challenges to any critic or writer trying to get to the
core of its practice. Not only is its work multitudinous
and multifaceted, in media and

diverse applications,

sometimes static but often ephemeral,

well as collaborative,

performative as
and almost always composed of or
incorporating wayward materials, borrowed bits of pop
culture, camp classics, Hollywood films and rock music;
but it

the individual elements of its practice, an almost willful

is the deliberately ambiguous classification of

blurring of work and commentary, individual and collective,
what is produced and what is received that permeates the
cosmos that is avaf. If anything, avaf seems to engage in
a persistent form of obfuscation of clarity, sometimes
expressed as a mischievous form of misdirection, sometimes
as a head-on assault on the sensory functions, almost
always achieved through a form of overstimulation. Avaf
is shape-shifting. gender-bending, many-headed, medusa-
like, and the group's practices are communal, collective,
inviting (if you stop and look, don't be surprised to
become part of it), deliberately blurring the boundaries
between performer and viewer, cause and effect, good and
bad,

'interpretation and deceit.

as well as understanding and misunderstanding,

I have known avaf’s work for some time—I have been in

and with several of its elaborate installations, events,
and performances. And even though 1 beljeved to possess a
fairly good sense of the general shape of their practice,
of the elements that make up its works, and the experiences
they'trigger in the viewer who becomes a participant, I
was getting leost in trying to understand the intentions
and methods, the shape of each project in relation to the
larger arc of the entire practice. Somehow, after months of
trying to find my way to contributing to this book, time and
again, I just couldn’t find my way. And although I have been
committed to this task, committed to working on this text
for too long, for all these months I encountered resistance
to the change that had to take place for us to get to this

page in this book. What needed to happen?

Every few days I reread E1i Sudbrack’'s (one of the founders)
email reply to my questions wherein he offered to send me a
PDF of the book's layout and a recording of himself presenting
this POF to a friend with his own personal narration about
the content. But I just didn't feel
of listening to my computer transmitting Sudbrack's voice

inspired by the idea

while I clicked my mouse to get through the digital pages.
So much of what I appreciate about the work that I wanted to
endorse was based on experiencing it as an active viewer:
mouse-clicking and an isolated encounter with a computer
Still
elusive was what I perceived to be a clear statement of
intent,

screen just didn't seem the way to understand it.

a distinction between what had been done as work
and why. Already Sudbrack and I had dedicated several days
to meeting

in person, and there had transpired between

us numerous exchanges abeout installations, exhibitions,

and collaborations. Documentation and dialogue were not
lacking, but somehow something was still missing and this

text remained on my desktop.

Then, one day, when I yet again reread Sudbrack’s reply,
I realized that just like in every other encounter this
collective stages, there would be no script directing the
process of completion, and thus it became clear that this essay
would likewise be challenged. By breaking down the standard
division of responsibilities between artist, author, editor,



astro torus

draftsperson, designer, and distributor, avaf challenges
the structures that divide our efforts and instead provides
a template for participation and misunderstanding, based on

a refusal to distinauish between roles.

avaf constantly and actively challenges the structures that
socially orient and delimit. the standards of prodiction
and distribution, and the basis for making judaments. This
ofiten means encountering a bit of discomfort at the point
of receptinr—at the moment when one becomes aware of the
work as it is presented. But discomfort in cases such as the
art activities of avaf can prove o be produciive. So this
experience becomes d good thing even when it initially feels
awkward or unfamiliar or even “bad.™ What T now know is that
we have io get right up close and personal with avaf's work
and we have to be willing to give in to it. to become part
of it and understand it fraom within, take its assault on the
categories of critique as a challenge to the often applied
¢lichés of easy explanation.

Let me offer a case in paint, After nearly every exhibiﬁion,
performance, or event that avaf has mounted, @ deluge of
press. follows. While the artists of avaf and the large
community of individuals with whom they collabarate may enjoy
this popularity and attention. writers and critics seem to
have adopted a language In respopse to the work which Timits
more than 1t furthers understanding and success. One of the
adjectives frequently used to deseribe avaf's agtivities
is “psychedelic,” usually made in reference to the group’s
vividly colored and patterned installations, hypnotic video
edifs, and references to 1970s aesthetics, but the artists

themselves question and contest its applicability. Often

agsociated with escapismtaking -drugs, hallucinating.
“checking out,” and generally not dealing with reality.
psychedelia and anything that looks )ike it is commonly

considered a throwhack to a bygone age of apathy. What avaf
doss 15 ‘in no way involved with psychedelic drugs, though
to some it may look 1ike psychedelic art or media. Boes onpe
have to do exactly as the Merry Pranksters did to make valid
now the lTook and feel of thein gatherings?

Bold color, overlapping compositions, and the ce-presence

dérive and détournement

of countering idedlogies may seem to mimic historically
pathetic movements but being escapist has never been part of
avaf"™s mission. Arguably, the psychedelic itself may be the
more misunderstood category than the collective and therein
may lie its potential as a formal style and strategy, even
though this might riot be the line of Inquiry considered when
used by various ‘critics as a form of engégement. As lLars
Bang Larsen has claimed: “Psychedelia is rife with paradox.”
Instead of the
appearances of avaf’s warks, T would Tike to propose a reading

drawina. on terminplogy originating in
based on its effects. One of the strategies employed most
consistently by the collective is that of overstimulation,
an all-epcompassing positive embrace of muftip]e influences
and’  artifacts, refarences and participants. avaf's
preferred method of production—a collaborative, permissive
envitonment of shared contribution and mixing—-is also a
frequent form of presentation. The group®s installations
and” environments, videg programs and performances bring
together & multitude of eleménts that are culled from many
areas of visual culture: videos and musical referénces are
taken from popular culture, with a propensity for what could
be called camp: offen, hemage is paid to protagonists of
the underaround art and performance scene; and with egual
requiarity, friends and colleagues from the respective local
art Scenes are invited to join the collective. The resulf of
their inclusive and celebratory operation offen leads to a
mode of perception that functions along similar principles:
participation in a performative, shared experience.

1t i5 along these parameters of an expanded, shared experience
of Joyful, overstimulating., and decidedly multitudinous
situations that their work might be referred to in relation
to the psychedelic. But what gets Tost in these descriptions,
from which avaf has long tried to distance jtsalf, is the
different arientation that the collective's work assumes in
regard to the subjective experience and its implications
for a l1arger underlying utopian proposition at the core of

avaf's intellectual program. As Sudbrack explains:

Cantrary ty what pegple think, we don't feel particularly
related te the “Summer of Love” era. From that periad.
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interested in

we’re

more the street manifestations

for various political causes: women's and gay rights,

protests against racism and the war in Vietnam, etc.

The “Summer of Love™ era symbolizes a burst of hippie
utopias that had refilections throughout the whale world,
but the reality was much more layered. That general time
and

those

does represent the birth of many political fights
ruling powers, but

The *70s and ‘80s solidified

beautiful struggles against

movements were rather naive,

those revolutions in many ways, but nothing's finished

yet 3|

Rather than understand avaf's work in psychedelic terminology

as a process of interiaor expansion, their program must

be discussed through fits effect on (or at least promise

toward) social change; the experience of pleasure, desire,

and disorientation is not only directed at increasing

psychological self-awareness but is a decidedly communal,

and thus social enterprise.
A better comparison may be found in the practices of the

International Situationists, a group of artists, writers,

filmmakers, and intellectuals in 1950s and '60s Paris whose
immensely influential theories  protested the effects of
capitalism on everyday life. Guy Debord coined the phrase
the

its

“society of spectacie” to designate postwar consumer

culture and mechanism to substitute real experience,

immediacy, and social ‘interaction in urban societies for a
totalizing field of representation, mediation, and symbalic
domination. Debard perceived an increasing fragmentation of
traditional aspects of civic 1ife, public space,
what

forms of conviviality replaced by representations.

and forms

of experience, with were once directly experienced

Ih the
first paragraphs of his epopymous 1967 book, Debord wrote:

(1) In societies dominated by moedern conditions of

preduction, life is presented as an immense accumulation

of spectacles. Everything that was directly Tlived has

receded into a representation. (2) The images detached
from every aspect of life merge into a common stream in
which the unity of that life can no longer be recovered.
Fragmented views of reality regroup themseives into a new
unity as a separate pseudoworld that can enly be looked
at. The specialization of images of the world evolves into
a world of autonomized Tmages where even the deceivers
inversion of

The

are deceived. The spectacle 1s a concrete
Fife, an autonomaus movement of the nonliving. ... (4)
spectacle is not a collection of images; it is a social

relation between people that is mediated by images.?

had

reckoned, and constituted a new aorder of representation that

Images come to substitute for experience, Debard
no Yonger allowed distinction between a real experience and
its depiction. Today, forty years on, this argument is well
rehearsed, particularly in regard to the psychological hold
of advertising on the behavior of consumers. In particular
it serves as a relevant interlocutor for the mastered works-

cum-works in social progress of avaf.

Butch queen realness with a twist in pastel colors is anongoing
work-cum-moving-image program that was first assembled and
installed by avaf as part of Summer of Lave: Art of the
Psychedelic Era at Tate Liverpool in 2005 (another example
of a contextualization of their work as psychedelic, which
bgrwtpc was partially designed to upend). As an ongoing work
in progress, each subsequent version of bgrwtpc is different
and directed according to the local conventions, the local
community, and the collaborators at the given site. bgrwtpe
occasionally stands alone, but more often it gets integrated
into a wider range of installation and event structures set
up by the artists and their collaborators. bgrwtpc is part

of avaf's project at the de la Cruz collectien in Miami,



has also traveled to festivals and

for example, and it

has been developed at residencies; it celebrates diversity,

openness, and generosity; it empowers and is celebrated by

a countless community. The core concept behind this program

of color, music, dance, and performance videos (many by

artists or of artists’ works) is the extension of moments

of climax, “as if we could make them eternal and never go

away or fade.”® The intention is to keep adding videos to

the show as it travels, “as if the program’s own duration

replicated this utopian view of an extended climax.™

Bgrwtpc juxtaposes film and video material by artists (Ara
Black

Dearraindrop), with

Peterson, Forcefield, Cory Arcangel, Devin
LoVid, Takeshi

original footage of 1ight shows from the 1960s, music videos

Flynn,
Leotard Front, Murata,
(Les Rita Mitsouko, Sylvester, Blondie, Jefferson Airplane,
Devo, The Kraftwerk),

nightlife and performances by Nelson Sullivan in New York

Residents, some documentation of
in the 1980s (including performances by Jane County, Sister
Dimension, and Lady Hennessy), some anonymous documentation
of vogue balls in Harlem, excerpts from Charles Atlas’s
19805 with Michael
documentation of lTive shows (such as “Divine at Hacienda"),
in the 1970s

Train and Graffiti Rock), as well

films from the Clark and Leigh Bowery,
dance clips from music programs aired on TV
and '80s (including Soul
as clips from movies (Derek Jarman's Jubilee,
Style Wars,

Morvern Callar and Claire Denis”

Tony Silver’'s
Michael Winterbottom's Code 46, Lynne Ramsay's

Beau Travail).

Debord and fellow Situationists such as Gil Wolmann proposed

a number of strategies to disrupt what they perceived as

the hegemonic control of representation over experience,

most notably two strategies known as the “dérive™ and the

“détournement.™ The dérive is a strategy of movement,

most commonly an aimless stroll or a deliberate act of

getting lost in order to allow oneself to experience one’s

surroundings afresh. One famous example is the attempt to
navigate the streets of London using a map of Venice. The
Dutch artist Constant expanded the concept of dérive for a
large-scale project called “New Babylon,” which consisted
of a utopian plan of a

labyrinthine, meandering city in

the air, elevated above existing structures and entirely
constructed to make possible ludic encounters, to create
a society of play through what he called “the principle

»

of disorientation.” While dérive and disorientation are

strategies of spatial defamiliarization, the détournement

.

is a practice of “false use.” Predicated on the strategic
appropriation of all manners of material-without any respect
for the original context whatsoever—détournement implies a
strategic misuse of existing elements in service of a new,

revolutionary situationist program.

and Constant had
disrespect,

Just as Debord,

strategies of

Wolman, done, such

dissent, and critique may have

intended to disrupt and radically reverse social norms,

avaf applies them positively toward an equally transgressive

outcome. In a number of installations and particularly in

the continuous and shifting video program bgrwtpc, avaf

reimagines détournement and disorientation for a new society
in which the past no longer presents a lost authenticity
but a quarry of less wel

of experience, images more or

understood. Pleasure, for avaf, becomes a principle of

economy along whose axis the world gets radically reoriented.

1. ETf Sudbrack quoted jn “Interview.” Artkush,com, June 27, 2007.
2. Guy Debord quoted in Situationist International Anthology (Berkeley, CA:

Bureauy of Public Secrets, 2007).

Sudbrack .

4. 1Ibid,



Garden V., 2003 (wallpaper and floor
and ceiling decals); Walking on Thin
Ice (featuring Carla Machado), 2002
(video)

Detail of Garden V, 2003 (wall-
paper and floor and ceiling
decals); Carla Machado in Garden
IX (in collaboration with Gerard
Maynard), 2003 (walipaper and
flpor and ceiling decals)

assume vivid astro focus VIII,
part of the 2004 Whitney Biennial
Mixed-media installation

Whitney Museum of American Art,
New York, NY

March 11-May 30, 2004

Curated by Shamim Momim.
Chrissie Iles, and Debra Singer
Photos by Mauro Restiffe and
assume vivid astro focus

Courtesy Whitney Museum of
American Art,
Projects.,

New York, and Peres

Los Angeles/Berlin

assume vivid astro focus IX. part
of Public Art Fund's program In
The Public Realm (in conjunction
with the 2004 Whitney Bienmial)
Floor sticker on dance skate rink:
0 booth designed by Rama
Charpash (hollow fiberglass tubes,
telescoping fiberglass tubes,
transparent Mylar, barricades, amd
SeWn cover)

Skate Circle’s Rink, Central Park,
New York, NY, public art project
for the Central Park Dance Skaters
Association,

April 17-May 4, 2004

Contagious, 2003 (plywood, paint,
neon, and electric hardware); Garden V.,
2003 (wallpaper and floor and ceiling
decals); Garden VI, 2003 (wallpaper and
floor decal ): drawings, stencils, toys.
and paintings by JK5 (aka Joseph Ari
Aloi)

Slava Magutin and JK5 (aka Joseph Ari
Aloi) tattoo performance on opening
night; detail of Garden VIT (in
collaboration with Michael Wetzel),
2003 (wallpaper)

Photos by Mauro Restiffe and Eric Weiss

Courtesy Public Art Fund, New York

assume vivid astro focus XI
Mixed-media installation

Rosa and Carlos de La Cruz
collection, Key Biscayne, Fl
Decomber 1, 2004 -present

hotos by GM Guerrero and assume
vivid astro focus

Courtesy Rosa de la Cruz

Garden V, 2003 (wallpaper and ﬂwr
and ceiling decals) s

“Guerilla action™ in SoHo neighborhood,
New York City, with offset poster for
assume vivid astro focus VIT exhibition:
avaf poster 2 (in collaboration with
Matthew Brannon), 2003

Garden IX, 2003 (in collaboration
with Gerard Maynard); 2003 (wall-
paper and floor and ceiling decals)

Video stills from Walking on Thin
Ice (featuring Carla Machado), 2002
(video)




Butch Queen 4, 2004 (wallpaper): butch queen realness with a twist Performances by The Good Good, Esa,
in pastel colors, 2004 (video program curated by assume vivid astro and Ladytron

focus): avaf vs honeygun labs#l (in collaboration with honeygun

labs), 2004 (video): Dick Jewell, The Jazz Room. 1984-85 (video) and

Kinky Gerlinky. 2002 (viden)

Stiils from butch queen realness with a twist in pastel colors, 2005. featuring videos and filmworks by Afrika
Bambaataa, Cory Arcangel. The B-52°s, Chicks on Speed, Brigitte Bardot, Mike Bell-Smith, Jordan Belson, Stan
Brakhage, Robert Breer, Black Leotard Front. Boredems, Pablo Bronstein. Spartacus Chetwynd, Dearraindrop,
Sebastian Buerkner, Fischerspooner, Devin Flynn, Forcefield, Derek darman, Chris Burden, Cabaret Voltaire, Dick
Jewell, M Henry Jones, Lasz16 Moholy-Nagy, Devo, Divipe, Andre Prodigy, Katy Dove, Len Lye, John Maybury. Les
Rita Mitsouko, Mumble Boy and Solex, Gary Numan. Oskar Fischinger. lan White. Pau) Sharits, Yoko Ono, Geonge
Maciunas, James Whitney, Nelson Sullivan. Grace dones, Lillian Schwartz, HK119, Kraftwerk, Yayoi Kusama and Jud
Yalkut, Mark Leckey, Rob Base+0J E-Z Rock, Frankie Martin, Harry Smith, Soul Train, Takeshi Murata, Klaus Nomi,
Ronald Nemeth. Ara Peterson, Giles Round, Talking Heads, Bec Stupak and Phifliip, Jeff Scher, The Residents,
Paperrad, Hans Richter, Zoie Rizzuto, Jefferson Airplane, and LoVid, among others

Stills from avaf vs honeygun
Tabs#l: 0ick Jewell, The Jazz
Room, 1984-85 (video) and Kinky
Gerlinky, 2002 (video)

S I 7 x
homocrapfl. part of Ecstasy: In s 7%’3
and About Altered States I
Wixed-media installation i RETS

Geffen Contemporary at MOCA, Los
Angsles, CA

October 10, 2005-February 20. 2006
Curatad by Paul Schimmel

Photos by Josh White and assume
vivid astro focus

Cotirtesy MOCA, Los Angeles, and
Peres Projects, Los Angeles/Ber)in

Tom Cruising 2, 2005 (wallpaper); Blade Runner, 2005 (neon); Eye Neon, 2005 (nean); Circles, 2005 (necn):
Sodomy Is Not a Civil Right, 2005 (balloons filled with helium); peanuts

absorb viral attack fantasy
Mixed-media installation
Hiromi Yoshii Gallery. Tokyo.
Japan

April 1-28, 2006

Photos by Atsushi Yoshimine
and assume vivid astro focus
Courtesy Hiromi Yoshii
Gallery, Tokyo




2 Fanzine Abravanation 1, 2006
feathers, plywood, and neon

(wallpaper); 2 Fanzine Abravanation 2, 2006 (wallpaper);
)+ Spinning Top Bananas (in collaboration with Kleber Matheus and Fabio Gurjdo),
neons, Plexiglas bananas); Indio Fryin® Hot, 2006 (neon, recycled wood panels placed angallery floor
Contortionist, 2005 (decal, feathers, and plywood); Contortionist VIII, 2005 (decal, feathers,
Abbade), 2006 (airb vuchr 2d wood panels and metal ladder): Kleber Matheus, Portal, 2006 (
with ho n 2006 (video): window installation by Fabio Gurjdo and Ricky Cas
ceiling

and plywood);
eons and Plexiglas):

Mulheres (in collaboration with Kleber Matheus),
2006 (plywood, wicker baskets,
. and paper flags installed ongallery ceiling):
Cara Renata (in collaboration with |
avaf vs honeygun labs #3 (in coll:
‘01 recycled wood panels placed on gallery

2006 (decal,
color lights,
Dick

ata

tion

floor: paper flags

Mulheres (in
plywood,

collaboration with Kieber Matheus),
and neon)

2006 (decal, indic Fryin® Hot, 2006 (neon): abra
vana alucinete fogo (in collaboration
with Kieber Matheus), 2006 (paper mask

for abra vana alucinete fogo)

feathers, Preparatory sketches for

alucinete fogo

abra vana

Trannie Mask Takes the Bus to
Tokyo #2 (detail), 2006 (colored
chain curtain); Butch Queen 5,

2005 (wallpaper): Relevee (in
collaboration with Delia Gonzales
and Gavin Russom), 2006 (video);
Cara Renata (i oration with
Renata Abbade), 2006 (airbrushed
wood panels and metal ladder):
Spinning Top Bananas (in collabor
and Fabio Gurjdo), 2006
ﬂmmqld, bananas); Kleber Matheus,
1 corner installation by Ricky Casro;
cardboard and paint) by Rafa de Jota;
» sand and drums

col

ation with Kleber Matheus
baskets, color lights, 1
Estrela Cadente, 2006 (ne
Rutilantes corner installs

beach blankets by Fabio Gurj:

(plywood, wicker Poster for abra vana alucinete fogo Opening night

uggm egmied by Eric Scmalgnberger aﬂd assume v‘lvﬁd‘ astm focuss Mﬁmm{ae roui uf
ral attack fantasy at Hiromi Yoshii ﬁaﬂgny performances by Fa
Ann Hagruson., Anmentah PhiTly. Juli Muz:

Cara Renata (in collaboration with
Renata Abbade), 2006 (afrbrushed
wood panels and metal ladder); Kleber
Matheus, Portal, 2006 (neans and
Plexiglas)

Stills from Rodrigo Garcia Dutra and
Rick Castro, Abravanation Rerversor.
2006 (video); stills from Relevee (in
collaboration with Gavin Russom and
Delia Gonzales), 2006 (video)




afovi vevilosi aftistikon
fantasioseon, part of t
Biennale. Destroy Athens

anatato vuivui atoteki
fukusayo. part of Space For
Your Future: Recombining the
DNA of Art and Design
Mixed-media Tpstallation
Museur of Cortemporary Art
(MOT), Tokyo. Japan

October 27, 2007-damnary 20,
2008

Curated by Yuko Hasegawa
Photos by Keizo Kioku and
assume vivid astro focus
Courtesy MOT Museum. Tokyo, and
Hiromi Yoshii Gallery. Tokye.
Japan

shada shada la chatte

One-night performance with La II II H
Chatte for Noche en Blanco ] .
Matadero, Madrid, Spain *H
Oraanized by Museo Nactonal ll ,

Centro de Arte Reina Soffa. ;__”: -
Madrid, and ARCO, Madrid R AR "
September 22, 2007 III II ” ”
Photas by Alfredo Piola
Courtesy Museo Nacional Centro
de Arte Reina Sofia, Madrid, {
Spain, and ARCO, Madrid, Spain
Black Meteoric Star ! 1) absolutely venomous
! yin I assume \vJ/ accurately fallacious
vivid astro focus (naturally delicious)
11 rformance 1 B Mixed-media installation
Superff3-DFA Meets Dalbin 5 “ Deiteh Projects, Long Island
| 1 f ‘ b, ity. New York
May 10-August 10, 2008
" Photos by Tom Powel Imzging.
y Kristy Leibewitz, Steph
Garalnick, and assume vivid
3stro fi
Courtesy Deitch Projects,

New York




