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The Collected Works is a comprehensive three-
volume survey of the performance and video works 
of Marina Abramovic and Ulay, spanning the years 
1975 to 1986.  
 
The three volumes -- Performance Anthology 
(1975-1980), Modus Vivendi (1979-1986), and 
Continental Videoseries (1983-1986) -- include 
thirty programs.  
 
Each volume presents a series of thematic works, 
ranging from the artists' individual performances 
and the Relation Work series of the 1970s, their 
videotapes and performances of the 1980s, and 
their final collaborative project on the Great Wall of 
China.  
 
 
Performance Anthology (1975-1980) 
1975-1980, 4:16 hr, b&w.  
 
This three-part anthology presents a historical 
survey of Abramovic and Ulay's individual and 
collaborative performance pieces. The works span 
the years 1975 to 1980, from the artists' early 
body-based performances and actions through their 
rigorous Relation Work pieces.  
 
Program 1. Four Performances by Abramovic (1975-
1976)  
60 min, b&w, sound 
 
Art must be beautiful, Artist must be beautiful, 
1975, 14:06 min, b&w, sound 
Freeing the Voice, 1976, 14 min, b&w, sound 
Freeing the Memory, 1976, 15:19 min, b&w, sound 
Freeing the Body, 1976, 9:08 min, b&w, sound 
 
Program I documents four of Abramovic's solo 
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works, exercises in which her body is the vehicle for 
a rigorous testing of the self -- violently brushing 
her hair and her face, vocalizing until she can no 
longer breathe, intoning a stream-of-consciousness 
flow of memories, moving to a drumbeat until she 
literally drops from exhaustion.  
 
Program 2. Action in 14 predetermined sequences 
by Ulay  
30 min, b&w, sound.  
 
There is A Criminal Touch to Art 
 
Program II is a document of an event by Ulay, in 
which he stole a painting from the Nationalgalerie in 
Berlin and hung it in the home of a Turkish "guest 
worker." News reports of the event are intercut with 
Ulay's description (in German) and surveillance-like 
documentation of the performance Action. 
 
Program 3. 14 Performances -- Relation Work 
(1976-1980) 
2:46 hr, b&w and color, sound  
 
Relation in Space, 1976, 14:35, b&w, sound 
Talking about Similarity, 1976, 10:07 min. b&w, 
sound 
Breathing in, Breathing out, 1977, 11:30 min, b&w, 
sound 
Imponderabilia, 1977, 9:53 min, b&w, sound 
Expansion in Space, 1977, 14:18 min, b&w, sound 
Relation in Movement, 1977, 13:18 min, b&w, 
sound 
Relation in Time, 1977, 12 min, b&w, sound 
Light/Dark, 1977, 6:38 min, b&w, sound 
Balance Proof, 1977, 8:43 min, b&w, sound 
AAA-AAA, 1978, 9:50 min, b&w, sound 
Incision, 1978, 10:25 min, b&w, sound 
Kaiserschnitt, 1978, 7 min, b&w, sound 
Charged Space, 1978, 8:24 min, b&w, sound 
Three, 1978, 10:02 min, b&w, sound 
 
The Relation Work project, documented in Program 
III, is a series of highly charged conceptual 
performances in which the artists used their bodies 
to explore and transcend physical, mental and 
psychological limitations through endurance and 
risk. The artists test the relation of male and female 
energies in time and space, pushing the limits of 
body and self: They breathe each other's breath; 
slap each other across the face; repeatedly smack 
their nude bodies headlong into pillars.  
 
In 1976 the artists defined their Relation Work 
project as follows: "Art Vital: No fixed living place, 
permanent movement, direct contact, local relation, 
self-selection, passing limitations, taking risks, 



mobile energy." 
 
 
 
Modus Vivendi (1979-1986) 
1979-1986, 2:07:03 hr, b&w and color, sound 
 
Modus Vivendi is the general title that Abramovic 
and Ulay gave to a series of performances, tapes 
and Polaroid photographs in the 1980s. Although the 
artists continued to use their bodies as art objects, 
the works in this compilation tend to emphasize the 
metaphorical and the theatrical. They also explore 
the artists' relationship to the landscape and rituals 
of other cultures. For example, in Anima Mundi, the 
artists are seen in dramatically staged poses in a 
stark architectural landscape in Thailand.  
 
Program 1. 
1:33 hr, color, sound.  
 
Communist Body/Facist  
Body  
That Self  
Anima Mundi  
 
Program 2  
34:03 min, color, sound 
 
Positive Zero  
Night Sea Crossing Conjunction 
The Observer with Remy Zaugg 
 
Program 2 includes Nightsea Crossing Conjunction, 
one of a series of ritualistic performances, begun in 
1981 and performed in sites around the world, in 
which the artists sat across from one another, 
motionless and silent, seven hours a day for 16 
consecutive days. This document records a 
performance of this piece in Australia. 
 
 
Continental Videoseries (1983-1986) 
1983-1986, 2:35:31 hr, b&w and color 
 
Program 1.  
 
City of Angels 1983, 21:37 min, color, sound 
Terra Degli Dea Madre 1984, 15:40 min, color, 
sound 
Terminal Garden 1986, 20:14 min, color, sound 
 
"To have the most original moment of a culture 
represented as a living being," Ulay wrote, the 
artists began a series of works, compiled in Program 
1, in which they attempted to evoke the essence of 
a culture through a symbolic representation of time, 



place, and people.  
 
The "sacred site" for the metaphorical City of Angels 
is the ruined temple of Ayutthaya in Thailand, 
where, posed as tableaux vivants, Thai people are 
captured in super-natural images of striking visual 
drama. Arrested in moments of ritual gesture, 
sculpted in time, they are presented as iconic beings 
who embody the memory and spirit of traditional 
Thai culture, at once living and dead. A ritualistic 
text by Rama VI of Thailand is the haunting 
accompaniment to this cultural elegy.  
 
In Terra degli dea madre, the artists travelled to 
Sicily to continue their project of creating living 
representations of a culture. Again the formal, 
theatrical device of the tableau vivant is used to 
lyrical effect, in a metaphorical rendering of time 
and place. Creating a heightened tension from the 
dualities of motion and stasis, time and 
timelessness, male and female, the artists suggest 
an elemental, almost mystical affinity of the people 
to their culture and land.  
 
Produced at the Massachusetts Institute of 
Technology, Terminal Garden is a cultural study that 
locates the "sacred site" of contemporary America in 
a technological environment of media and 
information. As advertising slogans are spoken in a 
computer-processed voiceover, the camera 
methodically pans the Terminal Garden, a 
technological information research center at M.I.T.'s 
Media Lab. Motionless children have been positioned 
throughout this matrix of computer terminals and 
glowing video monitors, suggesting a culture 
transfixed by the televised and the transmitted.  
 
Program 2. 
 
China Ring 1:38 hr, b&w and color, sound.  
 
Program 2 presents China Ring, an "unedited video 
notebook" that documents the artists' journey to the 
Great Wall of China in preparation for their final 
collaborative project. For this ambitious project, 
each artist was to walk alone along the length of the 
Great Wall -- Ulay starting from the western end, 
Abramovic from the east -- and eventually meet in 
the middle. 

A MonteVideo/TBA, A&U Production  
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Born in Belgrade, Yugoslavia, 1946  

 
 
 

Marina Abramovic is a performance artist who 
investigates and pushes the boundaries of physical 
and mental potential. In her performances she has 

lacerated herself, flagellated herself, frozen her 
body on blocks of ice, taken mind- and muscle-
controlling drugs that have caused her to fall 

unconscious, and almost died from asphyxiation 
while lying within a curtain of oxygen-devouring 

flames.  
 

Abramovic's goal is not sensationalism, however. 
Her performances are a series of experiments 
aimed at identifying and defining limits: of her 
control over her own body; of an audience's 
relationship with a performer; of art and, by 

extension, of the codes that govern society. Her 
profound and ambitious project is to discover a 
method, through art, to make people more free.  

 
Many of Abramovic's performances over the past 

30 years have been brutal and unnerving. Some of 
them reached completion only when a member of 
the audience intervened. By seeking the point at 

which an audience reaches the limits of its 
endurance in witnessing pain or danger, 

Abramovic creates a point of rupture, radically 
highlighting the spectator's own sense of the 

moment. She has said: 'I'm interested in art that 
isturbs and that pushes that moment of danger; 

then, the public watchin
d

g has to be here and now. 
Let the danger focus you; this is the whole idea - 

 
Abramovic was born in Belgrade, the daughter of 

to put you in the focus of now.'  
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Yugoslavian Partisan parents. Her early 
performances were a form of rebellion against her 
strict upbringing as well as against the repressive 
culture of Tito's post-war Yugoslavia. Like all her 

work, they were ritualistic purifications designed to 
free her of her own past.  

 
In 1975 Abramovic met Ulay, an artist who shared 
her date of birth as well as her artistic concerns. 

Over the next two decades they lived and 
collaborated together, performing and traveling 
extensively. Their performances explored the 

parameters of power and dependency within the 
triangular relationship between each other and 

their audience.  
 

In one, Breathing In/Breathing Out (1977), with 
their mouths clamped tightly together and 

microphones taped to their throats, Abramovic and 
Ulay breathed in turn the air from each other's 

lungs, until - almost to the point of suffocation - 
they were exchanging only carbon dioxide. In 

another, Rest Energy (1980), they held a taut bow 
with an arrow loaded and pointing at Abramovic's 

heart, with only the weight of their bodies 
maintaining the tension. Microphones recorded 

their rapidly accelerating heartbeats.  
 

Between 1981 and 1987 Abramovic and Ulay 
performed a series of actions around the world 

entitled 'Nightsea Crossing', in which they installed 
themselves as tableaux vivants in museums. Their 
last work together, The Great Wall Walk (1988), 
entailed each walking 2,000 km along the Great 

Wall of China, starting at opposite ends and 
meeting in the middle.  

 
Abramovic has described herself as the 

'Grandmother of Performance Art'. Of that 
generation of artists of the early 70s who chose 

performance as a means of expression, Abramovic 
is probably the one still most active today - and 

the most successful. In 1997 she showed the video 
installation and performance Balkan Baroque at 

the Venice Biennale, and received the Golden Lion 
Award for Best Artist. 
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 Marina Abramovic by Laurie Anderson  

 

Marina Abramovic, Art Must Be Beautiful, Artists Must Be Beautiful, 1975, framed 
black-and-white photograph, 29 ¾ x 39 ½", with framed letterpress text panel, 10 ¼ 
x 7 ¼". Courtesy of the artist and Sean Kelly Gallery. 

la It reminds me how much of a defense language is. And how 
distancing it is—it's called communicating, but often it's not. 
Sometimes it's just these clever things that we set up, and often 
they actually get in the way of what we mean. 
ma But it's different when you have dialogue. In 
performance, it's a monologue, and in this monologue you 
create so many spaces that we can project onto, so many 
images, one after another. What's also special is that the 
sound of the voice will create certain vibrations. Sometimes 
it's not even the word but the space in between the words, a 
long pause that works magic. A monologue becomes 
something beyond language; it becomes so strong. The 
moment it becomes a conversation, I think, we try to be 
clever, we try to construct things, and then everything falls 
apart again. But with the monologue, emotions come in a 
different way. There are two people whose voices that I can 
listen to for a long time, you and Acconci. 
 
la Oh, Vito! 
ma It has to do with the vibration. You have to be in a certain 
state to have such a vibration. You can't just learn it. In 
performance you get into the state of mind that generates 



that voice. With Vito it was in his home movies, when he 
was alone, with just the camera. I think he is shy in public. 
 
la I wrote a film script once, just for fun, when I was stuck at an 
airport. Vito was the star. For the first 15 minutes you see him 
from the back. 
ma The script was written for Vito?  
 
la Yeah, it was one of those art films. I was writing stuff for him to 
say. He's so mysterious. He is very open, but I feel like he is 
always turning away. 
ma That's very funny, because I also have Vito in one of my 
scripts. Tell me about yours, and I'll tell you about mine. 
 
la Mine was a mystery story, Neuewelt 2000, about a European 
performance festival that was happening on a train going 
through the former East Germany. The promoter of this festival 
was a toy-train fanatic named Rolf. It was going to star Vito and 
Arto Lindsay. I made up other characters, performance artists 
who were also on the train. A very pale brother and sister from 
Norway who sing Nordic folk songs together. Michel Waisvisz 
had a role in it too. 
ma But what was Vito doing? It sounds very mysterious, to 
see him only from the back. 
 
la Well, Rolf—Vito—couldn't get a ticket to fly directly from New 
York because of the East German government. So he had to be 
routed through Cuba and then through Poland and then take a 
train into East Germany. It ends almost like Rolf's toy-train 
fetish—with Vito on a train that was literally going nowhere—like 
in a loop around a Christmas tree, a child's toy train that won't 
stop. Vito's going through the renamed towns of the former East 
Germany and they can't be found on the map anymore because 
of their new names. He has no idea where he is. He is getting 
more and more lost. 
ma My story is a Beckett short story that was not meant to 
be a play, called Mal Vi/Mal Di (Bad Seen/Bad Said). The 
story is about an old woman—I would play her—sitting on a 
chair in a completely empty space. There is a little window 
and a ray of light coming in just in front of her feet, but not 
touching them. In Beckett stories, a monologue goes on in 
the character's head and as a consequence, in your head, 
constantly. She is thinking about things; it's words and 
words and words. She wants to stand up, to take the chair 
and put it in front of the light and sit again, so that the 
sunlight will reach her. This takes about 45 minutes because 



she is very old and very sick and can't walk. And all this 
time she is talking of what's in her head, about her life, pas
and future, and old conflicts. She takes the chair very 
slowly, very slowly, very slowly away and she is lifting the 
chair, almost putting it in the sun, when she changes her 
mind and takes another 45 minutes to go back. I wanted to 
play this woman, but I wanted the voice in my head to be 
Vito's voice. I like this idea very much. 
 
la Why don't you do that? It's a great idea. 
ma I've never done it. 

t 

back next
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"Replay and Interplay. Marina Abramovic’s Stage Performances 
as a Polysemic Device" 
Marga van Mechelen 

One of the main characteristics of performance art of the late nineteen sixties 
and seventies was the idea of presence, and not the notion of representation. 
The reality of time and place, as well as the corporeality of the performer were 
stressed in early performance art, in particular in the performances produced by 
Marina Abramovic (Belgrade 1946). She was looking for a new kind of 
"energetic" state by transgressing her own physical and mental limits. While in 
the nineteen seventies, Abramovic openly criticized the artificiality and 
bourgeois character of theatrical representation, in her most recent stage-
performances, called Biography (1992-) and Delusional (1994-), she makes use 
of all possible theatrical means. I will argue that those theatrical performances 
are not so much a symbiosis between performance art and the conventional 
conception of theatre, not even between performance art and contemporary 
postmodern theatre, but instead, in more than one respect, a different artistic 
device.  

L’une des principales caractéristiques de l’art de la performance des années 
soixante et soixante-dix était une notion de présence, plutôt que de 
représentation. Dans ces premières performances, s’imposaient la réalité de 
l’espace-temps, de même que le corps du performeur, en particulier dans les 
performances réalisées par Marina Abramovic (Belgrade 1946). Par la 
transgression de ses limites physiques et mentales, Abramovic était à la 
recherche dans son art d’un nouvel état "énergétique". Alors que pendant les 
années soixante-dix, elle critiquait ouvertement la nature artificielle et 
bourgeoise de la représentation théâtrale, dans ses plus récentes performances 
cependant, intitulées Biography (1992- ) et Delusional (1994- ), elle utilise le 
plus grand nombre de moyens théâtraux possibles. Je proposerai que ces 
performances théâtrales d’Abramovic ne sont pas une symbiose entre l’art de la 
performance et une conception conventionnelle du théâtre, non plus qu’entre 
cette performance et le théâtre postmoderne contemporain, mais plutôt, sous 
plusieurs aspects, un nouveau mécanisme artistique.  

  

 

"Représenter la Shoah: esquisse d’une déontologie de 
l’énonciation" 
Anne Beyaert 

Comment peut-on représenter la Shoah? Le présent article envisage la façon 
dont un projet artistique peut croiser un projet commémoratif. Il s'attache à 
l'exemple des "monuments invisibles" de la Trilogie commémorative de Jochen 



Gerz et Esther Shavlev-Gerz pour montrer comment les modes d'existence de 
la sémiotique servent une déontologie de l'énonciation. 

How can we represent the Holocaust? This article explores the way in which an 
artistic project can double a commemorative one. It focuses on the so-called 
" invisible monuments " of the commemorative Trilogy by Jochen Gerz and 
Esther-Shavlev Gerz in order to show us how semiotics can be an integral part 
of an enonciative strategy. 
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