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Schöpfung von Gerhard Richter, der für das Südquerhaus des Kölner Doms ein abstraktes Fenster entwirft. Auch 
hier fungiert Glas als nahezu körperloses Material, dessen Lichtdurchlässigkeit Grundlage für die künstlerische 
Gestaltung ist. Die Ästhetik des Werkstoffes trägt wie in der „beboxx“ zur meditativen Eindruck bei und regt zur 
Reflexion über komplexe Zusammenhänge an.

Doch verfügen die Glasbausteine neben ihrer kontemplativen Wirkung durchaus auch über sozialkritisches Po-
tential. Unter dem Titel „Coca-Cola“ karikieren Bucher und Kopp mit unzähligen Reproduktionen der charakteri-
stischen Flasche voller Ironie die Ikonen der modernen Zivilisation. Im Videofilm „Murammusammus“ setzen sie 
sich mit dem Verlust von Individualität und Orientierung auseinander. In rasanter Abfolge erscheinen willkürlich 
gewählte Fernsehbilder, die von hektischen Sprachsequenzen begleitet und von aufeinander bezogenen Be-
griffs- und Symbolpaaren unvermittelt unterbrochen werden. Fast schmerzhaft wird der Betrachter mit audiovi-
suellen Reizen konfrontiert und ist der medialen Flut nahezu hilflos ausgeliefert. Der zunächst verwirrende Titel 
„Murammusammus“, offenbart sich als Umkehrung des lateinischen „Summasummarum“, das Willi Bucher als eine 
komplexe Zusammenfassung unserer Zeit,  versteht,  die er durch den Kontrast von Schnelligkeit und Verlangsa-
mung gekennzeichnet sieht.11 Zwar bieten die zwischengeschalteten Begriffskombinationen durchaus die Mög-
lichkeit zum Innehalten, zur Konzentration auf ethische Grundfragen, doch wird die Fähigkeit zur Rückbesinnung 
durch das Bedürfnis nach immer neuer Information überlagert, so dass der Mensch seiner Gegenwart kaum noch 
gewachsen scheint. 

Den verzweifelten Versuch, einem als bedrohlich empfundenen Dasein zu entkommen, verdeutlichet die Film-
sequenz „Mein Gott, ist das schön hier“, in der eine einzelne männliche Person durch den Glasbaustein hetzt und 
doch ausweglos in ihm gefangen ist. „Barbarus hic ergo sum“ könnte als Fortsetzung dieser Suche nach Erlösung 
angesehen werden. Eine männliche, in ein weißes Hemd gekleidete Gestalt schlägt in permanenter Wiederholung 
mit dem Kopf gegen die vordere Wand des Kubus. Die schafft es nicht, das Glas zu zerstören, das in seiner Ambiva-
lenz von Undurchdringlichkeit und gleichzeitiger Transparenz die quälende Situation wirkungsvoll unterstreicht. 
Schließlich steigt vom unteren Glasrand rotes Blut immer höher nach oben, bis der Mensch hilflos darin versinkt. 
Stellvertretend widerfährt dem Individuum ein Schicksal, das dem Kollektiv vorherbestimmt sein könnte. In beiden 
Installationen gelingt es eindrucksvoll, den kritischen Zustand unserer Gesellschaft auf das Einzelphänomen zu 
fokussieren. Dagegen wirkt die äußere Bedrohung in „Home sweet home“ – sei es durch Krieg, Terror oder Natur-
katastrophe – aufgrund der distanzierten Art ihrer Darstellung völlig anonym. In zwei gegeneinander gesetzten 
Videosequenzen wird die von einem entfernten Standort aufgenommene Explosion einer Atombombe mit einer 
unversehrten Gebäudezeile konfrontiert. Während die erste Sequenz den Untertitel „I’m a bomb“ trägt, sind die 
Häuser mit dem Kommentar „Home sweet home“ versehen, der als zynischer Hinweis auf die Folgen menschlicher 
Hybris zu verstehen ist.

In der „beboxx“ offenbaren Willi Bucher und Ralf Kopp ein breites Spektrum kreativer Ausdrucksmöglichkeiten. 
Auf der Basis verschiedener kunsthistorischer Einflüsse entwickeln sie mit Hilfe zeitgenössischer Technik eine 
grundlegende Neuschöpfung, die zugleich traditionelle Elementen aus Architektur, Malerei und Skulptur enthält 
und formal alle Voraussetzungen des Gesamtkunstwerks erfüllt. Inhaltlich erweist sich der durch Videosequenzen 
belebte Glasbaustein als geeignetes Medium, komplexe Themen zu bearbeiten und die Conditio humana kritisch 
zu hinterfragen. Dabei verstehen sich Bucher und Kopp ausdrücklich nicht als politische Künstler, sondern als 
aufmerksame Beobachter einer sich verändernden Welt, auf deren Zustand sie beständig reagieren. In erheb-
lichem Maße sensibilisiert für gesellschaftliche Zusammenhänge, behandeln sie sowohl Probleme von höchster 
Aktualität als auch ethisch-moralische Themen von überzeitlicher Bedeutung. Die „beboxx“ bietet ihnen die Vo-
raussetzung, zentrale Fragen der menschlichen Existenz zu reflektieren und eine adäquate künstlerische Antwort 
darauf zu geben.

Bettina John-Willeke
11 Willi Bucher im Gespräch  
mit der Autorin, 8. März 2007
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“I have always thought that there is something more important than gold. Glass, for example, is something I  
consider more useful.”  (Theodor Fontane)

Willi Bucher and Ralf Kopp have succeeded in enriching art history with a completely new form of expression. In 
2005, the kindred two introduced a previously unknown medium into artistic activities. This medium has already 
been successfully exhibited at trade fairs and exhibitions in Europe and the USA. On the basis of joint video work, 
Bucher and Kopp developed the “beboxx”, a glass block animated with moving images. This innovative connection 
between science, technology and art is able to display its suggestive effect as an individual object, as well as in 
combinations of two and three or as a glass wall.

In its ambivalence of toughness and fragility, of impenetrability and transparency, glass has represented an en-
thrallment for mankind since the ancient world. As the oldest, artificially made raw material, its history spans back 
7000 years.1  While the first coloured glass found in Egypt dates as far back as 5000 B.C., transparent glass was de-
veloped for the first time in what is today’s Lebanon in the 1st century B.C. In connection with its use in Byzantine 
mosaic art, the translucent smelted product, made mainly from silica sand, gained its predominant and central 
significance in the sacral architecture of the Middle Ages. After the Gothic period, the material was not used again 
until the 18th century for designing the facades of Baroque orangeries. Innovative results from the sector of glass 
architecture2 finally made it an indispensable material in the 19th century, whose popularity has been maintained 
ever since.

Even the long neglected glass block is experiencing an unexpected renaissance3 as an architectural element. De-
veloped in the late 19th century, the innovative concrete glass block construction became a globally established 
procedure around 1900 after overcoming the initial difficulties in building physics. The square cube was able to 
become quickly established in the early modern era, with its fondness for industrially characterised, exactly geo-
metric building forms. The AEG turbine hall created in 1909 by Peter Behrens and the glass pavilion by Bruno Taut 
which was erected in Cologne in 1914 for the Werkbund exhibition are incunabula of contemporary glass block 
architecture. The characteristic feature of the new material is its crystalline purity, which allows it to neutralise the 
division between inside and out and engage the matter in a seemingly mass-less and weight-less appearance.4  
The glass block is no longer an architectural component. Just like the coloured glass windows of the Gothic cathe-
drals, it is now an integral part of the aesthetic spatial perception. After the “Neues Bauen”  period of the 1920s, this 
connection between tradition and modernity initially broke down. However, after the middle of the 20th century 
and predominantly in recent times, it has been revived.5

In the Fine Arts, the use of industrially produced glass blocks has been unique to date. Even though the artistic 
work with glass has gained in significance since the 1960s, modern glass-making extensively concentrates on the 
free 3-dimensional design or on contemporary glass design.6  In everyday life as drinking glasses or window panes 
through to, of course, light-bulbs, creative intervention now provides the material with the ability to transport 
individual ideas. Its transparency, which conceals its actual weight, lets you glimpse the deep, allowing you to 
see what is enclosed in the fixed mass. In its ambivalence, the glass body creates 3-dimensionalism and can also 
be perceived as volume. The search for the third-dimension is also inherent in the works of Willi Bucher and Ralf 
Kopp. With the aim of overcoming the two-dimensionality of the conventional picture carrier, they succeeded in 
projecting cinematic sequences in a square glass cube using state-of-the-art technical methods. Seemingly unaf-
fected by external influences, the events, which run on an endless loop, connect with the transparent medium 
into one infusible unit. Without initially perceiving any real division, the observer looks through the clear, polished 
glass wall at the events captured in the cube. Although the inner events in the glass block are apparent in this 
way, it is nevertheless unobtainable, preserving its mystic quality through the impossibility of moving closer. The 
lively image sequence is so engrossed by reality and unhinged from the real space-time continuum. Deprived of 
external access, the moment, captured in perpetuity, takes the observer off into an imaginary world. The predomi-
nantly contemplative motif, somewhat tranquil nature impressions or geometric colour distortions contrast with 
the daily stimulus satiation and create a mental quiet point. A new reality, unaffected by everyday life, develops, 
lending a philosophical dimension to the “beboxx” video sculpture. 

| 
Glass Image and  
Gesamtkunstwerk 
The “beboxx” video sculpture  

|

1  For the history and development of 
glass see Heinz W. Krewinkel: Glasar-
chitektur. Berlin, Basel, Boston 1998
2  The main groundbreaker is the crys-
tal palace by Joseph Paxton built on 
the occasion of the world exhibition 
in London
3  About the development of the glass 
block: Der Glasstein. Die Herausfor-
derung der Ästhetik. Edited by Fritz 
Neumeier, Gerresheimer Glas AG, 
Gerresheim 1981
4  Der Glasstein, P. 9
5  In 1961, the construction of Berlin’s 
Kaiser Wilhelm Memorial Church of 
blue glass blocks is consecrated in 
line with a design by Egon Eiermann. 
In 2007, the Staatstheater Darmstadt 
was provided with generous wall 
surfaces of transparent glass as part 
of its renovation
6  Susanne Netzer: Aspekte modernen 
Glases, Museum für Modernes Glas, 
Coburg 1989, P. 12
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In the style of Marcel Duchamp, Bucher and Kopp select the traditional genre term “sculpture” even though their 
work also exhibits the properties of a “readymade”. On the search for a modernisation of artistic means of expres-
sion and against the backdrop of the cubistic concept of an image as “tableau-objet”, Duchamp turned to the 
natural sciences and technology in 1910.7  Convinced of the fact that the contemporary painting was no longer 
befitting of the new challenges of an ever-more complicated reality, he demanded the creation of new, scientific 
values in art, thus anticipating a thought, expressed equally in the technically generated “beboxx”. The principles 
of the “readymade” are everyday, predominantly industrial objects without any reference to art, which are not 
individually produced but rather already available. Removed from their original function, they develop into carriers 
of artistic statements. In the video sculpture of Bucher and Kopp, the three-dimensional object is not shaped from 
shapeless materials. The pre-formed glass block forms the starting point of the creative process. Duchamp also 
proved himself to be a pioneer in selecting the material. Between 1915-1923, he developed the “Large Glass “, a 
curious panopticon of human figures, intended to be both a portrayal and idea.8  Rather comparable to a scientific 
set-up for an experiment, it transcended, as does the “beboxx”, far beyond the classic categories of painting and 
sculpture. Technology, irony and meditative meaning form a symbiosis in the “readymade”, which is also reflected 
by the glass block animated with images by Bucher and Kopp.

However, in addition, the meditative quality of the “beboxx” also refers to sacral models. Bucher, who always em-
phasises the religious-philosophical foundations of his work9 , does not select the image form of the triptych for 
his paintings for nothing. With the “Meta-Ebene” series, he points decisively to the questions of being and infinity 
situated on the other side of the image boundaries. The glass block installation “All Ones Soul” betrays the spiritual 
content in its very title. A female figure, dressed in white performs slow, controlled dance movements so that the 
body seems to pass over the glass surrounding her. The tranquillity emanating from the scene causes the observer 
to pause for a moment and moves him to reflect on existential themes. A comparable effect results from the 
image portrayals of middle age glass windows, which served, predominantly in the 13th century, as non-verbal 
arguments to pass on theological findings.10 They offered the mostly non-literate observer a visual, formalistically 
shortened transfer of biblical motifs, reported in a programmatic sequence. The cyclic happenings in the glass 
window correspond to the image sequence of the film sequences by Bucher and Kopp. The contemporary and 
middle age medium provides contemplative retraction and is a suitable instrument to communicate transcen-
dent picture content. 

The Gothic glass windows predominantly achieve their impressive effect through the translucent light, which 
symbolises the divine omnipresence and is understood as the foundation of all beings. Light appears as a natural 
phenomenon, in which the factor of time plays a decisive role through the illumination which changes as the day 
progresses. In contrast to the technically constant projection in the glass block, the glass window experiences a 
constant change in its appearance. However, in the works of Bucher and Kopp, kinetic means are also of huge 
importance. The installation “Adam und Eva” is made up of 10 glass blocks stacked one behind the other. The most 
rear cube has a removable video disc bearing a male or female pictogram. Although completely static, changing 
the perspective seems to change the motif as a result of the different light refraction. It varies with every move-
ment of the observer and seems to lose its clarity in this way. The changing perspective creates a distortion, which 
suggests a movement of the image.

As well as the reference to middle age glass painting, the video installation by Bucher and Kopp also contains 
aspects of modern religious glass art. “Hommage à Mondrian” shows geometric fields of colour, which slowly shift, 
while lineal white structures slowly turning black indicate the basis of “Hommage à Tatlin”. Absolutely comparable 
with these works is a computer-generated creation of Gerhard Richter, who designed an abstract window for the 
south transept of Cologne’s cathedral. Here too, the glass functions as a virtually bodyless material, whose trans-
parency is the basis for the artistic design. As with the “beboxx”, the aesthetics of the material contribute to the 
meditative impression and stimulate reflection about complex connections.

However, as well as their contemplative effect, the glass blocks also have socio-critical potential. Under the title 
of “Coca-Cola”, Bucher and Kopp caricatured with complete irony the icons of modern civilisation with countless 

7   Regarding the ready-made by 
Duchamp, see Herbert Molderings: Vom 
Tafelbild zur Objektkunst, in: Funkkolleg 
Kunst, Ed. 1, Munich 1987,  P. 257-288 
8   See Marcel Duchamp’s “Großes Glas”. 
Beiträge aus Kunstgeschichte und 
philosophischer Ästhetik, edited by 
Andreas Eckl, Dorothee Kemper, Ulrich 
Rehm, Cologne 2000
9  In discussion with the author on 
8.3.07, he calls the religious „Search for 
Meaning“ a central stimulus of his work
10  Jens T. Wollesen: Die Ausstattung 
kirchlicher Innenräume. In: Funkkolleg 
Kunst, Ed. 1, Munich 1987, P. 131
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reproductions of the characteristic bottle. In the “Murammusammus” video film, they deal with the loss of individu-
alism and focus. In the rapid sequence, arbitrarily selected television images appear, which are accompanied by 
hectic language sequences and immediately intercepted by pairs of terms and symbols which are related to one 
another. Almost painfully, the observer is confronted with audio-visual stimuli and is virtually helpless against the 
media flood. The initially confusing title of “Murammusammus” reveals itself to be an inflection of the Latin “Sum-
masummarum”, which Willi Bucher believes is one of the complex connections of our time, characterised by the 
contrast of rapidity and deceleration.11  The intermediary combinations of terms offer the opportunity to pause for 
a moment, to concentrate on the fundamental ethical questions. However, the ability to return is superseded by 
the need for constantly new information so that man barely seems to be a match for his present. 

The hopeless attempt to escape an existence felt to be menacing is explained in the film sequence of “Mein Gott, 
ist das schön hier”, in which an individual male person hurries through the glass block and is nevertheless hope-
lessly imprisoned in it. “Barbarus hic ergo sum” could be seen as the continuation of this search for redemption. A 
male figure, dressed in a white shirt, hits his head continuously against the front wall of the cube. He does not man-
age to destroy the glass, which, in its ambivalence of impenetrability and simultaneous transparency, emphasises 
the tormenting situation effectively. Finally, red blood rises higher and higher from the lower glass edge until the 
man falls helplessly to the bottom. Representatively, a destiny befalls the individual, which could be preordained 
collectively. In both installations, it is impressively successful in focussing the critical status of our society on indi-
vidual phenomena. In contrast, the external threat in “Home sweet home” (be it through war, terrorism or natural 
catastrophe) is completely anonymous due to the disassociated manner of its portrayal. In two opposing video 
sequences, the explosion of an atom bomb, recorded from a distance, is confronted with an undamaged row of 
buildings. While the first sequence has the sub-title “I’m a bomb”, the houses have the comment “Home sweet 
home”, which should be understood to be a cynical reference to the consequences of human hubris.

In the “beboxx”, Willi Bucher and Ralf Kopp exhibit a wide spectrum of creative ways to express. On the basis of dif-
ferent art-history influences, they develop a fundamentally new creation using contemporary technology, which 
contains all the traditional elements of architecture, painting and sculpture and fulfils all formal prerequisites of 
Gesamtkunstwerk. In terms of content, the glass blocks, brought to life by the video sequences, prove themselves 
to be a suitable medium for working through complex themes and for critically analysing the Conditio humana. In 
doing so, Bucher and Kopp are expressive in their refusal to see themselves as political artists. They see themselves 
rather as attentive observers of a changing world, on whose state they constantly react. Sensitized to a consider-
able degree with social connections, they deal with problems of the utmost topicality as well as ethnical and 
moral issues of eternal significance. The “beboxx” offers them the premise to reflect on central questions of human 
existence and to provide an appropriate artistic answer.

Bettina John-Willeke
11   Willi Bucher speaking with  
the author, 8th March 2007
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Geb. 1948. Seit 1980 als freier Maler und Ausstellungsmacher tätig, u.a. beteiligt an Konzeption bzw. Realisation 
der Ausstellungen für den Deutschen Werkbund: 1982 – „z.B. Stühle – ein Streifzug durch die Kulturgeschichte des 
Sitzens“, 1986 – „Schock und Schöpfung – Jugendästhetik im 20. Jahrhundert“. Weitere Ausstellungsbeteiligungen: 
2000 – „Das Jahrhundert des Design“ und 2002 – „Das Netz“.

Born 1948. Since 1980 he has been working as an art painter and on occassion as an art exhibition architect. 
Among other art Exhibitions, he conceptualized and realized the following exhibitions for “Deutschen Werk-
bund”: 1982 – “ z.B. Stühle – ein Streifzug durch die Kulturgeschichte des Sitzens”, 1986 – “Schock und Schöpfung –  
Jugendästhetik im 20. Jahrhundert“. Participation on further exhibitions: 2000 – „Das Jahrhundert des Design“ and 
2002 – „Das Netz“.

| 
Willi Bucher
|

Geb. 1973. Seit 1995 Art Director. Seit 1999 auch als freier Videokünstler und Ausstellungsmacher tätig.  
hr-Latelounge Publikumspreis beim eD-ward 2002. Spot-Serie für die Arbeitsgemeinschaft Behinderung und  
Medien e.V. (DSF, Kabel 1 und 3sat).  „Aktion gegen Intoleranz“, 2000.  Ausstellungsbeteiligungen: 2000 –  
„Das Jahrhundert des Design“ (Karlsruhe, Hannover) und 2002 –  „Das Netz“ (Frankfurt, Hamburg, Berlin).

Born in 1973. Art Director since 1995. Busy since 1999 as video artist and exhibitor. Awarded the hr-Latelounge 
Audinence Choice Award by eD-ward in 2002 with their television spot series for the „Arbeitsgemeinschaft 
Behinderung und Medien e.V.“  which was aired on DSF, Kabel 1, and 3sat.  „Action against Intolerence“, 2000.  
Participation on exhibitions: 2000 –  „Das Jahrhundert des Design“ (Karlsruhe, Hannover); 2002 –  „Das Netz“  
(Frankfurt, Hamburg, Berlin).

| 
Ralf Kopp
|

-	 Galerie am Kraftwerk DEPENDANCE Speckshof,  Leipzig
-	 Galerie Blau, Düsseldorf 
-	 Zeppelin-Haus und Lipanum, Leipzig
-	 Galerie Satyra, Sybille Buckwitz, Kronberg
-	 Kyffhäuser (Kopfgeburten), Sondershausen 
-	 Galerie Blau, Palma de Mallorca
-	 ALP-Galleries, New York
-	 American Institute for Contemporary German 
	 Studies, Washington D.C., USA

| 
Ausstellungen (Auswahl) /  
Selected Exhibitions  
(since 1987) 
|

-	 Ira Pinto Gallery, Washington D.C., USA
-	 „Unity Canvas“, Williamsburg Art & Historical Center, 
	 New York, USA
-	 „Shanghai Spring Art Salon“, Shanghai, China
-	 DIVA, Digital Video Art Fair, NY und Köln
-	 VideoNow!, white trash contemporary, Hamburg
-	 Luminale, Frankfurt 
-	 Asperger Gallerie, Berlin

-	 Katalog: Verlag Jürgen Häusser und 
	 Galerie Sybille Buckwitz, 1990
-	 Lichtenberg-Edition, Roether Verlag und 
	 Verlag Jürgen Häusser, 1992
-	 Broschüre: Innen und Außen, Regionalgalerie
	 Südhessen, 1999
-	 Katalog. Pin Disciplin and new Babylon, 
	 Verlag Jürgen Häusser 2001

| 
Veröffentlichungen  
(Auswahl) /  
Selected Publications 
|

-	 Videofilm: 1 bis 5 & vice versa, Bucher/Kopp 2001 
	 (AUDIENCE CHOICE – Best Film Fluxus 2003)
-	 Katalog (Videoarbeiten): Verlag Jürgen Häusser 
	 und ALP Galleries, NY, 2004
-	 Willi Bucher, Gelb, 
	 Darmstädter Kunstedition Merck (44) 2005
-	 Videoobjekt: All Ones Soul, Bucher/Kopp, 
	 21 Museum Foundation Louisville, KY (USA) 2006 
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| Werkverzeichnis / Catalogue |

Mein Gott ist das schön hier I, 4 Glassbricks, 2004, Edition of 5, S. 46, 64
Mein Gott ist das schön hier II, 3 Glassbricks, 2004, Edition of 5, Rückseite
Siebenstundensechzehnminutenneununddreißigsekunden I, 1 Glassbrick, 2005, Edition of 10
Siebenstundensechzehnminutenneununddreißigsekunden II, 1 Glassbrick, 2005, Edition of 10
All Ones Soul I, Video Projection on solid Glass Block, 2005, Edition of 10, S. 40, 41
All Ones Soul II, 1 Glassbrick, 2005, Edition of 10
USA I, 1 Glassbrick, 2005, Edition of 10
USA II, 1 Glassbrick, 2005, Edition of 10
USA III, 1 Glassbrick, 2005, Edition of 10
Have a nice day, 1 Glassbrick, 2005, Edition of 10
Call to Order, 2 Glassbricks, 2005, Edition of 10, S. 34
Composer Triptychon, 3 Glassbricks, 2005, Edition of 10
The Stars Stay Still, 3 Glassbricks, 2005, Edition of 10, S. 2, 16
Nature, 3 Glassbricks, 2005, Edition of 10, S. 7, 8
Red, 3 Glassbricks, 2005, Edition of 10, S. 30
Skydriver, 3 Glassbricks, 2005, Edition of 10, S. 32
Tanzsbein-Triptychon, 3 Glassbricks, 2005, Edition of 10
Colour, 3 Glassbricks, 2005, Edition of 10
Ball, 80 Glassbricks, 2005, Edition of 5, S. 9
Mister In, 80 Glassbricks, 2005, Edition of 5, S. 51
Hommage an Mondrian I, 1 Glassbrick  2006, Edition of 10
Hommage an Mondrian II, 1 Glassbrick, 2006, Edition of 10
Hommage an Mondrian III, 1 Glassbrick/6 Glassstone, 2006, Edition of 10
Butterfly, 1 Glassbrick, 2006, Edition of 10, S. 48, 49
Paradies, 1 Glassbrick, 2006, Edition of 10, S. 25
Blaue Stille, 1 Glassbrick, 2006, Edition of 10 
Ephemeride, 1 Glassbrick, 2006, Edition of 10, S. 6
Farbfeld I, 2 Glassbricks, 2006, Edition of 10, S. 33, 48, 50
Tatlin I, 80 Glassbricks, 2006, Edition of 5, S. 54
Muramussamus, 1 Glassbrick, 2007, Edition of 10, S. 17, 39
Schmetterling II, 1 Glassbrick, 2007, Edition of 10, S. 48, 49
Schmetterling III, 1 Glassbrick 2007, Edition of 10 
Farbfeld II, 3 Glassbricks, 2007, Edition of 10, S. 31
Tatlin II, 80 Glassbricks, 2007, Edition of 10, S. 22
Time, 2 Glassbricks, Layout 2007, S. 14
Paradies, Foto und Montage, Layout 2007, S. 26
Homeage an Mondrain III, 3 Beamer/5 Glassbricks, 2007, Edition of 5, S. 10, 18, 44, 45
Zweites Gesicht, 80 Glassbricks, 2007, Edition of 5, S. 27
Installation/Zankgeige, Layout 2007, S. 28
Installation/Farbfeld II, Layout 2007  
Hero, 2 Glassbrick, 2007, S. 29
Eins für Bruno, eins für Raffael, 2 Glassbricks, Layout 2007, S. 35
Prima Ballerina, 1 Glassbrick, Layout 2007, S. 62
Installation/suicide, 2 Glassbrick, Layout 2007, S. 36
Installation/heilig, 1 Glassbrick, Layout 2007, S. 37
Kann nicht heim, 1 Glassbrick, Layout 2007, S. 38
Home sweet home, 1 Glassbrick, 2007, Edition of 10, S. 42
I‘m a bomb, 1 Glassbrick, 2007, Edition of 10, S. 43
Adam, 10 Glassbricks, LED, 2007, S. 4, 47, 52
Adam and Eve, 10 Glassbricks, LED, 2007, S. 14, 56, Titel
Light-Installation, 100 Glassbricks, Layout 2005, S. 10, 22
USA-Installation, 100 Glassbricks, Layout 2005
Videoüberacht/Installtion, Layout 2007, S. 58
Spectatum veninunt, 1 Glassbrick, Layout 2007, S. 59
Barbarus hic ergo sum, 1 Glassbrick, Layout 2007, S. 60
Wochenendnot/Installation, 18 Glassbricks, Layout 2007, S. 66/67
Feindliche Stille, 1024 Glassbricks, Layout 2007, S. 68 
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