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Institutional Framework
Institutions and Affiliations 
Version 12 February 2026

Career Path
1. Hairnet (Zürich-Oerlikon),
2. Sonnenstube (Lugano),
3. Forde (Geneve),
4. CAN Centre d’art Neuchätel,
5. Aachener Kunstverein Aachen,
6. Etablissement d‘en face, Bruxelles ,
7. Kunstverein Hannover,
8. Portikus (Frankfurt),
9. KW Institute for Contemporary Art (Berlin), 
10.Swiss Institute (New York)

Affiliated Structures
Years 1-5 (2026-2031)
Forde Geneve, Milieu Bern, Hairnet Zürich, Sonnenstube Lugano, Portland Site Zürich, NEU! Space 
Winterthur, Mary Two Luzern, Mikro Zürich, Am ore Basel, Chess Club Hamburg, Flat Markus Zürich, Schiefe 
Zähne Berlin, Cafe Tiergarten Berlin, Lateral Roma, Fragile Berlin, Kunstverein Kevin Wien, Sgomento 
Zürich, Double Minutes Bruxelles, Double U26, Villa Renata Basel, Laurenz Haus Basel, Sgomento Milano, 
Grotto Berlin, 13 Vitrine Lausanne, All Stars Lausanne, Attempt Zürich, Autokomanda Belgrad, Bad Posture 
Lausanne, Bally Foundation Lugano, Big Expo Renens, Bombon Projekcts Barcelona, Chamberlin Zürich, 
CIRCUIT Centre d'art contemporain Lausanne, Clima Milan, Je Vous Propose Zürich, Info Space Basel, 
MMXX Milano, Kreuzberg Pavilion Berlin, Salon 75 Frederiksberg, Sandwich Zürich, Simian Kobenhavn, 
Tichyocean Zürich

Years 5-10(2031-2036)
Etablissement d’en face Bruxelles, SALTS Basel, Auto Italia London, Theta New York, Sentiment Zürich, 
Stiftung Binz39 Zürich, Edition VFO Zürich, Cabaret Voltaire Zürich, gta exhibitions Zürich, Kunsthalle 
Winterthur Winterthur, Courtney Jaeger Basel, Plymouth Rock Zürich, Stadtgalerie Bern, Schinkel Pavillon 
Berlin, Kulturfolger Zürich, FOR Space Basel, Bechtler Stiftung Uster, Kunstbunker Nürnberg, Basel Social 
Club Basel, Kunsthaus Langenthal Langenthal, Aargauer Kunsthaus Aarau, Belmacz London, Jan Kaps Köln, 
Dortmunder Kunstverein Dortmund, Aachener Kunstverein Aachen, Luma Westbau Zürich, ICA London, 
Kunsthalle Friart Fribourg, Fanta-MLN Milano, Kunsthai Gent, Emalin London, CAN Centre d’art Neuchätel 
Neuchätel, Kunstverein Nürnberg Nürnberg, Basis Frankfurt, Serpentine Galleries London, Kunsthalle 
Münster Münster, Kunstverein Hannover Hannover, Pilot Pardo London, 243 Luz Kent, 20 20 Wien, Fondation 
d'entreprise Hermes Bruxelles, Diez Amsterdam, Drei Köln, Galerie Gregor Steiger Zürich, Galerie Oskar 
Weiss Zürich, Galerie Tschudi Zürich, Heidi London, Klosterruine Berlin, affair Berlin, Rose Easton London, 
Spazio In Situ Rome

Years 10-20 (2036-2046)
Kunsthalle St. Gallen St. Gallen, Skulptur Projekte Münster, Kunsthalle Zürich Zürich, Swiss Institute New 
York, Kunsthalle Bern Bern, KW Institute for Contemporary Art Berlin, Kunsthaus Biel / Centre d’art Bienne 
Biel/Bienne, MMK Frankfurt Frankfurt, Kunsthaus Bregenz Bregenz, Portikus Frankfurt, CCA Berlin Berlin, 
Kunsthalle Basel Basel, Kunstverein München München, Istituto Svizzero Roma, Centre Culturel Suisse 
Paris, Centre d’Art Contemporain Geneve Geneve, Schirn Kunsthalle Frankfurt, Palais de Tokyo Paris, 
Bourse de Commerce - Pinault Collection Paris, House of Gaga Mexico City, Deichtorhallen Hamburg, 
Hamburger Bahnhof Berlin, Museum Folkwang Essen, Julia Stoschek Foundation Düsseldorf, Neuer Berliner 
Kunstverein Berlin, Secession Wien, MASI Lugano, Kunstmuseum Liechtenstein Vaduz, Migros Museum für 
Gegenwartskunst Zürich, Tank Shanghai, Neuer Essener Kunstverein Essen, Kunsthai Rotterdam Rotterdam, 
MoMA New York, Art Institute of Chicago Chicago





Simon Risi 
Agnesstrasse 45 
8004 Zurich 
Switzerland

«Name»
«Street+Number»
«Postal Code+City»
«Country»

«City», «Date»

Subject: Proposal for «Name»

With the present project The Good Artist I am applying for an exhibition.

The Good Artist functions as an application, artwork, documentation, self-presentation, archive, means of 
production, means of distribution, network structure and career instrument.

Kind regards

Simon Risi
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Affiliated Network

By signing below, the undersigned provides contact details for the purpose of future communication.

The information may be used in relation to the Practice of Simon Risi.
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Regelwerk: The Good Artist
(Disciplinary Apparatus / Relation to Self / Regulatory Framework)

These principles constitute the minimal operational foundation and apply to all actions, decisions, and 
interactions within the practice.

Zurich, 12 February 2026
Simon Risi

1 Purpose and Scope

1. This Regelwerk governs conduct, thinking, production, speech, and omission 
(hereinafter the “Practice”).

2. Everything that occurs may become part of the Practice. This also applies to omissions.
3. The Practice is to be understood as a unified system comprising production, attention, 

behavior, decisions, relationships, and forms of self-regulation.
4. This Regelwerk governs the production, maintenance, organization, and further development 

of the Practice.
5. The Practice operates within external conditions that cannot be fully controlled.
6. An area outside the Practice may be maintained and delineated.

2 Principle of Action

1. Only one matter shall be pursued at a time.
2. The simultaneous pursuit of multiple matters is to be avoided.
3. Prior to any action, the underlying problem shall be determined.
4. Unclear problems lead to unclear actions.
5. Unclear actions are to be refrained from.
6. The subject acts both as producer and regulator of the Practice.
7. In the event of conflict, priority shall be given to maintaining the functionality of the Practice.
8. The maintenance of functionality does not override the integrity of the Practice.

3 Perception

1. Listening is required.
2. Failure to listen constitutes an omission and is incompatible with the integrity of the Practice.
3. Differences in position, dependency, and access are to be perceived.
4. Failure to perceive such differences may impair the integrity of the Practice.

4 Social Practice

1. Questions are to be asked.
2. Unexamined understanding is to be questioned.
3. Questions serve to clarify situations.
4. In interactions, attention, interest, and responsiveness are to be maintained.
5. Relationships form part of the Practice.
6. Interactions are to be understood as productive elements.
7. Time spent with others is to be considered part of the Practice.
8. Expectations, roles, and responsibilities are to be clarified in advance where possible.

Page 1/3



9. The limits, capacities, and time of others are to be taken into account.
10. Dependency relations are to be recognized and handled with care.
11. Illness or reduced capacity is to be taken into account.
12. Demands are to be adjusted where necessary.
13. The continuation of demands despite such conditions is incompatible with the integrity of the 

Practice.
14. The absence of clarity may lead to misunderstandings and may impair the functionality of the 

Practice.
15. Others are not reducible to functions of the Practice.
16. Relations are not to be maintained solely on the basis of their function.

5 Error and Adjustment

1. Errors form part of the Practice.
2. Unacknowledged errors persist and may impair the functionality and development of the 

Practice; they are to be taken into account accordingly.

6 Change

1. Change occurs and is to be integrated into the Practice.
2. Resistance prolongs the process and may impair the adaptability of the Practice.

7 Language

1. Speech is to be kept simple.
2. Unclear language is to be avoided.
3. Unnecessary opacity constitutes a disturbance and may impair the intelligibility and integrity 

of the Practice.

8 Condition

1. Restlessness is to be observed.
2. Observed restlessness decreases in intensity.
3. The value of the Practice is not determined solely by external recognition.
4. The Practice unfolds over extended periods of time.
5. Conditions that may impair the functionality of the Practice are to be limited.
6. The continuous availability of the subject is to be limited.
7. Overextension may impair the functionality and sustainability of the Practice.
8. Illness or reduced capacity of the subject is to be acknowledged.
9. Activity is to be adjusted accordingly.
10. Financial reserves are to be maintained to ensure the continuity of the Practice.
11. The use of reserves is to be limited to maintaining the continuity of the Practice.
12. The subject is not to be treated as an unlimited resource , including by the subject.

9 Norms of Conduct

1. The appropriation of others’ work without proper attribution is to be refrained from and is 
incompatible with the integrity of the Practice.

2. Inconsistencies between statement and action are to be reduced insofar as they impair the 
Page 2/3



functionality of the Practice.
3. Responsibility for one’s own actions is to be assumed, including the conditions under which 

others contribute to the Practice. Responsibility may be distributed and is to be made 
explicit.

4. Commitments are to be fulfilled insofar as they have been undertaken.
5. The use of another’s labour, time, or resources requires compensation corresponding to the 

contribution.
6. The systematic underpayment or exploitation of others is incompatible with the integrity of 

the Practice.
7. The appropriation of attention, time, or affect without acknowledgement is to be avoided.
8. Commitments are not to be imposed implicitly or through dependency.
9. The delegation of tasks does not transfer responsibility for their conditions.
10. Refusal of conditions incompatible with the integrity of the Practice is permitted and may be 

necessary to maintain its integrity.
11. The normalization of imbalanced conditions is to be avoided.

10 Amendment

1. This Regelwerk may be amended, extended, or specified at any time.
2. Amendments become part of the Practice.
3. Each amendment leaves traces.

11 Review

1. The Practice is to be reviewed on a regular basis.
2. For this purpose, a retreat shall be conducted annually on 23 March.
3. The retreat serves to determine the continuation, adjustment, or termination of the Practice.
4. The conduct of the retreat is mandatory.
5. The retreat shall be conducted irrespective of circumstances.
6. Failure to conduct the retreat constitutes a substantial impairment of the functionality of the 

Practice.
7. The outcome of the retreat is to be taken into account in the further development of the 

Practice.

12 Validity

1. The Practice operates independently of its observance.
2. The subject is bound by this Regelwerk, irrespective of its observance.
3. Deviations may affect the functionality and development of the Practice and are to be taken 

into account accordingly.
4. The Practice is oriented toward maintaining its functionality and integrity.
5. Any addenda form an integral part of this Regelwerk.
6. Violations of integrity are to be recognized and addressed.
7. The failure of this Regelwerk does not suspend the Practice.

Signature

Simon Risi
Zurich, 12 February 2026
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Annex B
Addendum to the Regelwerk: The Good Artist
(Disciplinary Apparatus / Relation to Self / Regulatory Framework)
(as amended from time to time)

With my signature, I acknowledge that the subject is governed by the Regelwerk The Good Artist in the 
version in force at the time of signing.

I acknowledge that the Regelwerk governs the Practice and its conditions.

I acknowledge that actions, decisions, and omissions form part of the Practice.

I accept that the Regelwerk operates as a system.

I accept that my actions, decisions, and omissions may affect the functionality and development of the 
Practice.

I accept to be bound by the provisions of the Regelwerk.

This Addendum forms an integral part of the Regelwerk.

Datum Institution Name Signature

——— ----------------------------------------------------------------------i--------------------------------

———

———

————

—— -------------------------------------------------------------------'-------------------------------------—

————

———





e-flux Notes 10/24

ESTABLISHEDiOLO
DOMINANT IDENTITIES

POWER + ,

Institutional LegitintSC(on Wealthy Audfence/Market LegitimationIntellectual Audience/Acadernic Legitimation

Mass Audience/Popdar LeprarnationNo Audience/Autonomous Legitimation

CULTURAL CAPITAL +
ECONOMIC CAPITAL -

+ ECONOMIC CAPITAL
- CULTURAL CAPITAL

COMMUNITY-BASED 
irr '{>ubite/nonproni/tof-pront 

COMMUNITY

**ss

COMMMlNV 
cuttwil rentes

POWER -
DOMINATED IDENTITIES 

REJECTING/ASPIRING/YOUNG

Andrea Fraser

different segments of the art field in distinct institutions 
and social spaces, in ways that established specific 
discourses, practices, and economies within them.

The fragmentation of the contemporary art world into 
relatively autonomous subfields may represent a new 
phase in the history of the field of art. When the progenitor 
of the contemporary art field first emerged in Europe, it 
was defined by aristocratic and ecclesiastic patronage and 
largely heteronomous conditions of production. The 
emergence of the bourgeois art market in the seventeenth 
century separated sites and processes of production and 
consumption, creating the economic and social conditions 
for artists to work as autonomous producers. In the 
eighteenth century, Enlightenment philosophy and then 
the Romantic reaction to industrialization developed 

symbolic systems in which aesthetic experience and 
artistic creation were constituted as ends in themselves. 
In the nineteenth century, these social and economic 
conditions and symbolic systems enabled the 
development of modernist and avant-garde art as relatively 
autonomous fields of cultural production, which Bourdieu 
characterized as fields capable of imposing their own 
norms and values within their boundaries, to the 
exclusion, above all, of political norms and economic 
values.1 After World War II, the institutionalization and 
colonial and postcolonial extension of modernist and 
avant-garde art fundamentally transformed the conditions 
of its autonomy, even as the aesthetics, ethics, and politics 
that emerged from that autonomy continued to define its 
discourse and practices. These developments intensified 
systemic contradictions that rendered the field of art a
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Where does all of this leave the question of the politics of 
the field of contemporary art, its various subfields, and the 
practices within them? Or the politics of this analysis 
itself? Can this be more than just a reification of what is 
apparently, if not necessarily empirically, given?

If politics are struggles over the definition and distribution 
of the values and forms of power that structure social 
space, Bourdieu’s model offers a way to understand the 
complexity of the different forms of power at work in the 
art field and of the relationships among them.

One implication of Bourdieu’s analysis of the location of 
cultural fields within the field of power is that most 
struggles within cultural fields, as well as struggles waged 
from cultural fields within the field of power, carry a 
structural ambiguity, if not duplicity. They are, for the most 
part, not liberatory struggles against power but 
competitive struggles among the empowered over the 
nature of power and its distribution; they are not struggles 
between classes but struggles between what Bourdieu 
calls “dominant class fractions," which serve to reproduce 
the “division of the labor domination" (cultural and 
economic, symbolic and material) more than to transform 
it. At the same time, it is in the dominated position of 
cultural fields within the field of power that Bourdieu finds 
the conditions for the historical tendency of cultural 
producers to feel and potentially act in “solidarity with the 
occupants of the culturally and economically dominated 
positions” outside of the field of power, "to put forward a 
critical definition of the social world, to mobilize... 
dominated classes and subvert the order prevailing in the 
field of power."22 However, even with this structural basis, 
such solidarity, “based on homologies of position 
combined with profound differences of condition," may 
produce little more than self-mystification among cultural 
producers while serving as grist for the mill of cultural 
production and for the reproduction of the art field itself.

As reflected in my diagram, Bourdieu’s analysis suggest 
two different vectors of political struggle belonging to two 
different sets of hierarchies of power. Along the vertical 
axis is the vector of struggles over the quantitative 
distributions of some, or all, of the forms of power that 
structure the field of art as well as the field of power and 
society as a whole. Along the horizontal axis is the vector 
of struggles over the quality of power: the relative power of 
different forms of power and the hierarchy among them.

In his analysis of cultural fields, Bourdieu was primarily 
concerned with the horizontal axis as a vector of struggle 
between cultural and other forms of power (especially 
economic power), which determine the degree of 
autonomy of cultural fields within the field of power and 
their capacity to contest other forms of power within it. In 
my analysis of the contemporary art field, the relative 
weight of cultural versus economic power still plays a 
significant role in structuring the field and its subfields and 
relations between them. However, the relations between 

subfields, for the most part, do not appear to be relations 
of contestation or even of competition over the definition 
or distribution of the forms of capital that predominate 
within them. Fragmentation and the differentiation of their 
criteria, values, and economies have diminished the 
ground on which direct contestation or competition would 
occur. Instead, the major subfields have developed 
symbiotic relationships that range from mutualistic to 
parasitic. The result is a field that seems to have achieved 
a kind of conservative equilibrium. Whatever capacity the 
field of art has had to contest economic power and to 
resist serving to legitimize its concentration seems largely 
lost.

While antagonism between cultural and economic power 
in the art field seems to have diminished in the past 
decades, its political significance has increased, 
becoming one of the defining structures of the political 
field. If the left and right sides of the diagram tend to 
correspond to left and right, or rightward 23 positions 
within a political spectrum, especially at an angle from the 
bottom left to the upper right, this may reflect not only the 
economic sectors in which different subfields are 
embedded (from autonomous to public to private) and 
economic class (from precarious to billionaire) but 
distributions of cultural versus economic capital. While 
neoliberalism established a complementarity, even 
solidarity, between cultural and economic capital, 
celebrating technocratic management, information 
industries, and global cosmopolitanism with art as its 
centerpiece, right-wing populism has established itself 
against culture as a form of social power. The far right has 
effectively constituted and mobilized a working class 
defined not by economic capital but by cultural capital, or 
lack thereof, while identifying cultural and “educated 
elites” as the primary agents of oppression, a process 
abetted by the neoliberalization of the political center and 
center left and the academicization of the far left. The 
result is what Thomas Piketty and others have called a 
multi-elite party system, in which “the ‘left’ has become 
the party of the intellectual elite,” while “the ‘right’ has 
become the party of the business elite," and now also of 
low-income, low-education, and ex-urban voters who feel 
dominated by cultural capital and by the urban centers in 
which it is concentrated.24

Along the vertical axis, struggles over power within the 
field of art are largely competitive struggles in which the 
hierarchical structure of distributions of power, and its 
concentration, are not challenged; only relative positions 
within those hierarchies are challenged. With the 
intensifying concentration of resources within the largest 
museums and galleries and the ongoing neoliberal assault 
on the academic field, these are also, increasingly, 
struggles for survival.

On the vertical axis, potentially transformative political 
struggle would be located not within the field of art but 
across the lower boundary that it shares with the field of

10
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Die Unsicherheit der Geschichte

Jeden Augenblick so leben, als wäre er der letzte: Das ist 
das Paradox des Futurismus, eines Futurismus des Au­
genblicks ohne Zukunft, und nebenbei bemerkt auch der 
Niedergang einer Propaganda des endlosen Fortschritts, 
die gestern noch die Geschichte der vergangenen Jahrhun­
derte nährte Jbiese Geschichte ist heute überreizt, bis zum 
Äußersten hysterisiert, was so weit fuhrt, dass man sogar 
den Anspruch erhebt, Tatsachen, die Realität noch nicht 
eingetretender Ereignisse, vorwegzunehmenjAls wenn es 
dank der Zukunftsforschung schon bald möglich wäre, 
eine richtiggehende „Geschichte der Zukunft“ zu konstru­
ieren, weil MinENarrationen (micro-recits) die Oberhand 
über die Geschichtlichkeit gesicherter Tatsachen erlangen. 
Als wenn die Echtzeit-Perspektive der Augenblicklichkeit 
plötzlich jegliche Nachhaltigkeit auslöschenjwürde, weil 
die futuristische Mythologie im Begriff ist, mit Hilfe von 
Software und deren Modellierung die Mythologie der 
Ursprünge und des Altertums zu erneuern...

Eine aktuelle Anekdote illustriert diesen „Phasen­
übergang“ der Geschichte: Zu Beginn des Jahres 2010 
stellte sich Bernard Accoyer, zu der Zeit Präsident der 
französischen Nationalversammlung1, gegen die exzessive 
Anwendung der beschleunigten Gesetzgebungsprozedur 
durch die Regierung, die die Prüfung von Gesetzestexten

15
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