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THE READING ROOM

The MANIFESTA 10 Reading Room 1is a selection of 300 books collected on the
recommendation of the German publisher Walther Koénig, the publishers of the
MANIFESTA 10 Catalogue, 1in collaboration with the International Foundation

Manifesta.

The Reading Room contains exhibition catalogues of the artists
participating in MANIFESTA 10, essays on contemporary art, books on the
theory of art, curating and art criticism, International Foundation
Manifesta catalogues from previous projects, catalogues of exhibitions

curated by Kasper Kénig and more.

The MANIFESTA 10 Reading Room 1is an educational aimed at communicatin
knowledge to a wider audience as well as making accessible highl

specialized literature publications for the professional art community.

Every week members of the MANIFESTA 10 team will make a selection of the
publications which will be presented to the public, the remaining editions

will be available on request from the catalogue in the Reading Room.

The project was implemented with the support of RDI Culture, Moscow,

Russia.

RDI. Culture aims to participate in cities’ development through culture,
art and education. Its activities 1include content development and art
management for large-scale art projects, art education and integration of

art-related projects into corporations, etc.

RDI. Culture's interest in the organization of educational art projects has
also led to the establishment of a publishing program. The first project of
this 1initiative - the "NAMES" series - creates a framework to position
contemporary Russian art in the context of 20th century art.

RDI. Culture, 1is a subdivision of the real estate and urban development

company RDI.



ALYS, FRANCIS: A story of Deception
by Mark Godfrey, Klaus Biesenbach and Kerryn
Greenberg, 2010, 210 pp.

Francis Alys (b. 1959, Antwerp, Belgium) uses poetic
and allegorical methods to address political and
social realities, such as national borders, localism
and globalism, areas of conflict and community, and
the benefits and detriments of progress. As one of
the foremost artists of his generation, Alys has
produced a complex and diverse body of work that
includes video, painting, performance, drawing, and
photography.

With an introductory essay by Mark Godfrey, Curator
at Tate Modern, and a dictionary of quotes from
Alys's writings and interviews compiled by Klaus
Biesenbach, Director of MoMA PS1 and MoMA's Chief
Curator at Large, this book features over sixty key
works by Alys with descriptions and comments by the
artist, as well as responses to his art from a range
of international contributors including Eduardo
Abaroa, Francesco Careri, T. J. Demos, Carla
Faesler, Boris Groys, Miwon Kwon, Tom McDonough,
Cuauhtémoc Medina, Laymert Garcia dos Santos, Lorna
Scott Fox, and Eyal Weizman.

ALYS, FRANCIS: A story of Deception
Ed. by Revolver, Frankfurt, 2007. 108 pp.

Belgian-born artist Francis Alys’s medium is
walking. On one walk, he carried a can of paint with
a tiny hole punched in it, so a thin stream of color
recorded his journey. an a trip along a highway with
an incessantly blurring, unreachable horizon.

ALYS, FRANCIS: Don't Cross The Bridge Before You Get
To The River
Published by Seigensha, 2008. 122 pp. Japanese/Engl.

Belgian artist Francis Alys employs a broad range of
media, from painting to performance, and his diverse
body of work often explores urbanity and spatial
objectivity through investigations of the tension
between poetics and politics, individual action and
impotence. Operating within the 1interdisciplinary
space of art, architecture, and social practice, his
idealistic and symbolic actions accentuate political
challenges and anxieties. Central to this catalogue
for a solo exhibition of work by Alys at the Museum
of Contemporary Art in Tokyo are his actions at Key
West (USA) and Havana, and at the Strait of
Gibraltar. Included are essays by curators Yuki
Kamiya and Kazuhiko Yoshizaki.




ALYS, FRANCIS

Contemporary Artists Series. Introd. by Cuauhtemoc
Medina, Russell Ferguson, Jean Fisher et al. London
2007. 4to. 160 pp.

In 1997 Belgian artist Francis Alys (b. 1959)
created a performance work called "The Loop for
InSITE", a biennial group exhibition held 1in
Tijuana, Mexico. Addressing the idea of
international borders and the contemporary
ease/unease of global travel, Alys' contribution was
a journey that started in Tijuana and ended in the
nearby border town of San Diego - never, however,
crossing the Mexico-U.S. border. The artist instead
took the long way, skirting the Pacific rim from
Mexico to Panama, Sydney, Bangkok, Vancouver, Los
Angeles and finally San Diego. The Loop took Alys PHAIDON
one month and five days rather a few minutes - an
absurd journey that called attention to Mexico and America's frought
attitudes to their shared border. Combining humour, sensitivity and an
extremely personal connection to the people and places where he works,
Francis Alys often employs the basic human activity of walking to create
performances, photo documentation, videos, slide projections and paintings.
The artist first came to international attention with a performance work
called "Narcotourism" ('NowHere', Lousiana Museum, 1996) in which he walked
the city of Copenhagen over the course of seven days, each day under the
influence of a different drug. Alys here underlined the wholly personal
experience of artmaking, as well as the hyperreal and unnatural experience
of contemporary tourism, reducing his travels to completely interiorized,
personal 'trips'. A very 1independent artist belonging to no particular
group, Alys' 1is a unique and truly international voice 1in today's global
art world.
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ALYS, FRANCIS:In a Given Situation

Published by Cosac Naify

Text by Cuauhtémoc Medina, Alfonso Reyes, Ton Marar.
2011, 152 pp.

.
TUMUTO

For the past ten years, video camera 1in hand,
Francis Alys has chased tornados 1in the highlands
south of Mexico City, hoping to access and film the
literal eye of the storm. This volume, full of
scrapbook and ephemera appeal, compiles Alys' notes,
drawings, paintings, press clippings and writings
for his film Tornado.




ALYS, FRANCIS: The Historic Centre of Mexico City
Published by Turner, Spanish/Englis. 2006, 120 pp.

This visual travelogue of one of the biggest cities - -
of the twenty-first century takes readers through OF MEX'CU CITY —

the architecture and neighborhoods at 1its heart.
Francis Als, a Belgian artist with a studio 1in
Mexico City's title historic —center, loves to
wander, and to record what he sees 1in photography,
videos, slides, drawings and paintings. Walking
Distance from the Studio 1is, in his own words,
"everything that I saw, heard, did or undid,
understood or misunderstood, within a perimeter of
ten blocks around my studio in the centro
historico." Through all of this, Als remains an
outsider and foreigner--his detachment lets him see
and relay everyday things in new, poetic and often
surprising ways.

ALYS, FRANCIS: The modern Procession
Ed. by Public Art Fund, New York. Texts of Eccles
Tom, Wehr Anne 2003, 112 pp.

On the morning of Sunday, June 23, 2002, 100
participants gathered at The Museum of Modern Art 1in
midtown Manhattan, along with a 12-person Peruvian
brass band, and a horse, dogs, and numerous
palanquins, atop which sat replicas of three
masterpieces from the museum’s collection—-Picasso’s
“Les Demoiselles d’Avignon,” Duchamp’s ready-made
“"Bicycle Wheel” and a Giacometti-and a 1iving
representative of contemporary art, Kiki Smith.
Three hours later they ended their procession at the
museum’s new temporary home, in Queens. Along the
way, which ran from 11 West 53 Street, over the
Queensboro Bridge, and up Queens Boulevard, the
procession absorbed 100 additional participants, and
enacted a very public spectacle-part saint’s day
procession and part secular celebration-of the
museum’s his toric move to MoMA ONS.

ALYS, FRANCIS

Francis Alys - Diez cuadras alrededor del Estudio / Walking
Distance from the Studio DIEZ CUADRAS ALREDEDOR DEL ESTUDIO
by Diserens, Corinne and Medina, Cuauhtémoc, 2006, pp. WALKING: DISTANGE FRON .

FRANCIS AL
A compilation of photographs by Belgian born contemporary i ‘
portrait artist Francis Alys (b. 1959), capturing multiple
facets of daily life and history of Plaza de Santa Catarina 1in
Mexico City.




BEN-NER, GUY
Flying Lessons. Berlin 2010. 96 pp.
BUY BEN-NER
Israeli artist Guy Ben-Ner plays the lead role 1in / : F ity | esaens
his own films, which even 1in their seemingly e
spontaneous, documentary moments are 1in reality
artfully constructed performances. Since 1999 Ben-
Ner’s films have revolved around comical settings or
ironic interpretations of literary works, and they
often feature allusions to classic films. For his
latest work, Drop the Monkey, the artist enters into
a dialogue with himself, between his Berlin self and
his Tel Aviv self, actually filmed in both cities.
In this way, Ben-Ner creates his own genre: the film
performance. At heart, however, as in all 11 films
covered 1in this exhibition catalog, he reflects on ’
his own identity and on the borderline between art __ JESSSE 4 ey
and 1ife, which he constantly seems to cross - even ' T % PLHEIE
when this step 1s 1itself merely another staged
element in his work.

'
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BEN-NER, GUY

Self-portrait as a famil man. Tel Aviv 2005.
108 pi. Y GUY BEN-NER

SELF-PORTRAIT AS A FAMILY MAN

Guy Ben-Ner’s works display an acute, self-critical L -
and humorous position towards his familial situation —
and artistic practice. The struggle between the w d'!
artist’s freedom and his will to take an active part o .

in the creation of a healthy family 1ife has v
underlain his works since 1996. Ben-Ner’s films are \
based on familiar settings and circumstances of

mutual love, care and abuse, and are informed by his A
interest in early film and the vaudeville tradition "
as well as conceptual art practices.The exhibition
shows a selection of works from the very beginning
until his last project Treehouse Kit done for the
Israeli Pavilion at the last Venice Biennale.
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BEUYS, JOSEPH: Actions, Vitrines, Environments joseph Beuys
Action, Vitrines, Esvironments

Tate  Modern London. Von Mark Rosenthal, Sean
Rainbird & Claudia Schmuckli. Houston/London
2004/05. 224 pp.

This  beautifully illustrated  book investigates
Beuys's sculpture, arguably the most fundamental
portion of his artistic work, as well as his
extraordinary influence. Featured objects include a
stunning selection of Beuys's remarkable vitrines--
sly cousins of standard museum presentations,
featuring both hand-made and found objects serving
as "exhibitions" on Beuys's own topics; blackboards
on which he recorded his lectures and performances;
room-sized environments; and many other sculptural
projects that frequently served as physical
documentation for Beuys's performances. With a
comprehensive chronology of Beuys's activities as an
artist and activist, this book 1s essential for
those interested in the 1life, work, and legacy of
one of the art world's most intriguing figures.

BEUYS, JOSEPH: Zeichnungen
Katalog hrsg. von C.A.H. Bastian. Berlin u.a.oO.

2013/14. 4to. 292 pp. JOSEPH BEUYS

The man with the fedora and the large-scale
sculptures to know a lot. The artist Joseph Beuys
few.An exhibition in the gallery Bastian 1in Berlin
now shows the far lesser-known facet of the artist
from the 20th century. Not fat and felt the focus of
the exhibition, but drawings.

Joseph Beuys (1921-1986) once spoke of 1it, that
drawing has shaped his thinking. It 1is the very
basis of his art, which could not be more
diverse. In the extensive body of work, represented
in all major museums of the present, it appears as a
creative basis, as a political program, as a
philosophical mode of thinking, as a didactic panel

ZEICHNUNGEN /DRAWINGS

and as an aesthetic means of expression.In the
simplified studies or so-called '"thought-forms" S =
approached to Beuys - the female nudes, wildlife,
preferably rabbit or deer-like creatures - and

drawing from the "reservoir'" mental energy.Brittle lines, sometimes tender,
sometimes rough, but can only imagine what 1s, before it has assumed
concrete form, seems to evaporate again. What we see or to see mean 1s
always to be found only on the way its shape.

Who reads today in the notations, a searcher discovered in the dialogue
between the worlds. What 1is discussed 1in the drawings, watercolors and
scores, 1s the search for the appearance, testing the expression and
retention of your own 1inside. The papers 1in these studies are often torn,
stained and wrinkled. Beuys used sheets found, wrapping paper, cardboard,
stationery, napkins, tablecloths and matchboxes to finally give the
"uncertain", the "Future'", the "not-yet" a voice. Rarely you get to the
large, mystified artist Joseph Beuys so close and catch a glimpse behind
the scenes. That's one thing above all: sensual!



BEUYS, JOSEPH

by Eva Huber. Hauptstrom und Fettraum. Ein Lehrstiick
fiir die fiunf Sinne. Musik: Henning Christiansen. Mit
Fotos von Camillo Fischer. Hiusser, Darmstadt 1993.
4to. 160 pp. ANTIQUARISCH.

Joseph Beuys volunteered for the Luftwaffe in 1941
and was eventually stationed on the Crimean
Peninsula. His war experiences later formed the
basis for a fictional biography that underlay much,
though not all, of his art. After World War II he
studied monumental sculpture at the Kunstakademie
Diisseldorf, Germany, but his work spanned the
graphic arts, installation, sculpture, and theory.
He became a professor at the Disseldorf academy and
in 1963 organized the Festum Fluxorum Fluxus
festival there. Beuys’s work was shown at Documenta
3, 5, 6, and 7 and in the German pavilion of the
thirtyseventh Venice Biennial (1979).

At the same time he enjoyed his first American
retrospective at the Guggenheim Museum, New York, which remained the only
major

retrospective during his lifetime. In 1981 he had a show in East Germany.
He was an active member of the Green Party.




BLACK, KARILA: It's Proof that Counts
Edited by Annette Hans, Heike Munder, Paul Nesbitt,
Michael Stanley, 2010. 192 pp.

This extensive monograph gives, for the first time, a
detailed 1insight 1into the work of Scottish artist B
Karla Black. Reflecting the ephemeral nature of her :
work, the monograph resembles an artist's sketchbook .
that is still in the process of being used.

Plaster, chalk dust, and Vaseline, or substances such )
as face powder, lipstick, and nail varnish are often
the raw materials used by Karla Black (born 1972 1in
Alexandria, lives and works 1in Glasgow). Her delicate
works—whether transparent cellophane arranged
sculpturally to hang from the ceiling, or fragile
works of gossamer-fine powder sSprinkled onto the
floor—present references to the Minimal and
Conceptual art of the 1960s and 1970s. Karla Black
extends the classical notion of sculpture through a
process-oriented, performative handling of cultural
connotations and untypical materials. Not only does
she create an oppositional model to the brute effect of Minimal art, but
through the use of unstable and simple substances her work ties into the
history of antiform, as defined notably by Robert Morris in his use of
felt, or Eva Hesse in her deployment of latex.

Karla Black has been selected to represent Scotland at the 54th Venice
Biennale in 2011.

BLACK, KARLA

Published by Walther Kénig, K&ln

Foreword by Veit Gérner. Text by Susanne Figner,
Barry Schwabsky. 2014, 179 pp.

The large-scale forms of Scottish sculptor Karla
Black (born 1972) evoke the pastel, towering layer

cakes one might see in a bakery window. Materials ‘( It'
include cellophane, plaster powder, lip gloss, C'r
glitter  hair spray and tracing  paper. This BIOCK

publication explores Black's tactile, confectionlike
cre



BOURGEOIS, LOUISE

Louise Bourgeois at the Hermitage. St. Petersburg
2002. Einl. von Julie Sylvester. Format 30,5 x 37,6
cm. 104 pp.

Louise Bourgeois first travelled to Russia in 1932,
at the age of 21, having just <received her
Baccalaureate 1in philosophy from the University of
Paris. Her second journey occured in the spring of
1934, and included a visit to the Moscow Theater
Festival, to see the work of the Russian
Constructivists, and to observe May Day celebrations
in Red Square. Nearly 70 years later, Bourgeois
returned to Russia on the occasion of her
retrospective at the State Hermitage Museum, the
first major exhibition of a living American artist
to be held at that institution. From the teetering
personages of the late 1940s, which represent the
members of the family she left behind in France, to
the great steel protectress Maman, created in 2001
especially for the Hermitage courtyard, Bourgeois' 1indomitable will,
psychological complexity, and brash, bold personality show through in the
sculptures and drawings illustrated here.

BOURGEOIS, LOUISE: La famille

Von Thomas Kellein. Hrsg. von Fiona Elliott. Katalog
der Kunsthalle Bielefeld 2006. Metropolis Books /
Verlag der Buchhandlung Walther Kénig, K&ln. 17,5 x
24,5 cm. 242 pp.

The fear of being born into the world an unwanted
girl; the fear of becoming a pawn in the lives of
her parents,; the fear of failing as a wife, mother
and artist: Over the course of her 70 years as an
artist, Louise Bourgeois, born in 1911 in Paris, has
always placed the psychology of family at the center
of her work. Bourgeois left her homeland in 1938,
without a degree, to 1live 1in New York with her
husband, Robert Goldwater, a curator at The Museum
of Modern Art. In 1940, the couple adopted their
first son, and in 1941 Bourgeois gave birth to two
more  boys. Her artistic oeuvre deals almost
exclusively with the fear of not being able to live

up to the roles she was born into and took on. Most of her early works
consisted of paintings on the theme of family, many of which have rarely,
if ever, been reproduced. When she first began sculpting, she portrayed
children and family members as stakes fatefully stuck 1in the ground,
"Personnages," with windows and openings, who occasionally carried small
packages, but who seemed mute and paralyzed. Her later work grew more
sexualized, and after the death of her husband, she pursued the paternal
element intensely. This thematic gathering of 20 paintings, more than 60
drawings, 35 sculptures and 5 embroideries made between 1935 and 2005 1is
also, by virtue of the centrality of family to her oeuvre, an overarching
retrospective, a focused view of her career.



BOURGEOIS, LOUISE: The Secrets of the Cells
Ed. by Rainer Crone & Petrus Graf Schaersberg. Rev.
& enl. ed. Munich 2011. 4to. 184 pp.

Louise Bourgeois: The Secret of the Cells 1is the
first publication to present an Iintroduction to the
stylistic diversity and scope of Bourgeois' work
within the context of 20th-century sculpture. This
volume focuses on her installations, which she calls
"cells". For the first time, all 27 cells -- a cycle
which Bourgeois has now declared complete -- are
depicted in both full-page and detailed
illustrations, as well as being catalogued according
to their component parts.The comprehensive narrative
on Louise Bourgeois' fascinating life -- the most LOUISE BOURGEOQOIS
detailed and extensive to date -- 1is documented in THE-SECRET-OF THECELLS
over 100 photographs from the artist's own archive, Raisar Fre y
many of which have never been published before.
These range from her youth 1in Paris, her student
years at the art academy under Ferdinand Leger, and
her experiences with the leading artists of the New York School in the 40s
and 50s, up to her famous performance, The Confrontation, in 1978. In 1982
the Museum of Modern Art honored Bourgeols in a grand retrospective of her
work,; in 1992 her 1installation Precious Liquids caused an 1international
sensation at documenta IX. Her radical re-evaluation of the medium of
sculpture, particularly evident in her unusual and unparalleled work of the
last 10 years, calls for a thorough review of art in modern times.

siner Croae * Petris Graf Schaesherg




CHAIMOWICZ, MARC CAMILLE
Catalogue. Published by Walther Kénig / Ko&ln,
2005/6. English, German, 88 pp.

-}AAX(‘AMI!_L'F a/l\mﬂ'owu' :
W \:
) o
B . /'\ ‘,/ :.'...

Marc Camille Chaimowicz subtly intervenes 1in the
gallery space, altering the atmosphere and décor of
the environment. This catalogue, devised in
collaboration with the graphic designer Adeline
Morlon, «reflects his working method, developing
quiet, multi-perspective views of a spatial
installation. Chaimowicz’s environments embrace the
domestic  sphere, incorporating interior design,
ceramics, wallpaper and textiles. The exhibition at
Kunstverein fir die Rheinlande und Westfalen
documented 1in this book shows works spanning the
years 1975 to 2005 and includes objects, drawings,
photo collages and paintings.

I

‘Spaces and their potentialities of allowing ideas
to come into being forms the central pillar of
interest for the artist Marc Camille Chaimowicz.. for the first time ever 1in
a German institution, he has realized his ideas in a richly faceted manner
and shown his work to an interested and curious audience.’ (Rita Kersting)

CHAIMOWICZ, MARC CAMILLE: A Folio for Secession
Vereinigung Bildender KiinstlerInnen, Wiener
Secession. 2010, 15 pp.

Artist’s portfolio with five pattern sheets, a
letter from Marc Camille Chaimowicz 1in facsimile,
and an essay by Silvia Eiblmayr (German/English and
French /English). Produced by the Secession,
published 1in cooperation with Musée La Piscine,
Roubaix.




COLOMER, JORDI: Fuegogratis
Paris, 2011. 288 pp.

Barcelona-born Jordi Colomer has been exhibited at
some of Europes leading venues, 1including Museo
Reina Sofia, Centre Georges Pompidou and Barcelonas
MACBA. This monograph draws on a major travelling
retrospective that originated at the Jeu de Paume,
Paris 1in 2008. Colomers inspirations, from silent
film to modernist architecture, are revealed in all
their diversity,; as you may expect from a student of
both art and architecture, whose output progressed
from photography to video work. Full of humour and
surprise, these 15 distinct works and series are
illuminated by essays and an artist interview with
Marta Gili.

COLOMER, JORDI: Pensées y self-pensées

Enero - Febrero 1990. Galeria Juana de Aizpuro,
Madrid 1990. 4to. 52 pp. ANTIQUARISCH.

The Catalogue exhibition in Galeria Juana de
Aizpuru.

Jordi Colomer worked as a set designer before he
became an artist and was educated as an architect
and art historian, experiences that still influence
his work today. Using props and treating land- and
cityscapes as scenery, he creates “a kind of
expanded theater,” in which the visitors are
confronted with their own roles as participants or
spectators. Through

video works as well as sculptural and performative
interventions, he deals with urbanity and social
spaces. His well-known works include Anarchitekton
(2002-2004), a traveling project with mobile mock
architecture, NO?FUTURE'! (2006), and Cinecito
(2006). Colomer has held solo shows at Frac Basse
Normandie, Caen, France (2013); ARGOS, Brussels
(2011); the Bronx Museum of the Arts New York
(2010); and Hiroshima MOCA, Japan (2009).

jordi colomer

fuegogratis

~ JORDI COLOMER

GALERIA JUANA DE AIZPURU



DABERNIG, JOSEF: 14 Films
Krakow 2013. 158 pp.

MOCAK  (Museum of Contemporary Art in Krakow)
presented a comprehensive retrospective of
films by Josef Dabernig. In the catalogue that
accompanies the presentation, each film has been
annotated with a short description by the author
himself,; there 1is also a generous selection of
still frames. The second, theoretical, part of the
catalogue contains texts by the exhibition curator
Maria Anna Potocka as well as Andréa Picard and
Claudia Slanar.

DABERNIG, JOSEF: Panorama
Graz 2013. 152 pp.

The Panorama, a ritual that has turned 1into
somewhat of an obsession over the years, serves
the artist to question analogies of film and
photography, of picture space and 1image area as
well as the phenomenology of an object or place.
Dabernig chooses sports grounds as objects to
investigate. Like almost no other cultural
structure, these venues are similar 1in form and
size all over the world, synonymous with leisure
time. However, sport fields are also charged
locations of congregation, of victory and defeat
and sometimes even of demagogy. The size of the
collection with panoramas taken from countries
like Brazil, Ukrain, Egypt or Italy recalls a work
of reference that helps us to read time and space
in a linear way.

Scherer
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DIJKSTRA, RINEKE i i
Portraits. Katalog. Paris/Amsterdam u.a.O. 2004/05. RinckaDifn_ Poralls
Beitr. von Urs Stahel & Hripsime Visser. 4to. 160
pp-

Published by D.A.P./Schirmer/Mosel

Essays by Urs Stahel and Hripsimé Visser.

Rineke Dijkstra 1is renowned for her wuncanny and
thoughtful portraits series of teenagers and young
adults: girls and boys of various nationalities at
the beach, children of Bosnian refugees, Spanish
bullfighters straight out of the arena, Israeli
youngsters before and after military service, and
here, documented for the first time, her series of
photographs taken of aspiring, young ballet dancers.
Her subjects are shown standing, facing the camera,
against a minimal background. Formally, the 1images
resemble classical portraiture with their frontally
posed figures 1isolated against minimal backgrounds.
Yet, in spite of the uniformity in the
photographer's works, there is a marked
individuality in each of her subjects. Dijkstra often deals with the
development of personality as one moves from adolescence to adulthood, or
through a life-changing or potentially threatening experience such as
childbirth, or a bullfight. Portraits 1includes the photographer's new
Ballet School series.




MARLENE DUMAS

DUMAS, MARLENE: Man Kind
Amsterdam 2006. 34 pp.

In the exhibition 'MAN KIND' Dumas presented a group
of new paintings and drawings which consisted mostly
of bearded men of non-western appearance, with
titles such as 'The look-alike', The Believer' and
'"The Neighbour'. Here the works are catalogued one
to a page, accompanied by short texts by Marlene
Dumas and Paul Andriesse.

PALL ANCRITSSE 2006 \ AVSTIRDAM

DUMAS, MARLENE: The Image as Burden >
Published by TATE/D.A.P. Ed. by Leontine Coelewij, Mariene Dumas

Th'lm‘?“leu'de-
Kerryn Greenberg, Helen Sainsbury, Theodora Vischer. z ” N
Text by Leontine Coelewij, Colm Toibin. Interview by @ { )
Theodora Vischer, 2014. 196 pp. g |-
Marlene Dumas 1s one of the most prominent and g v
influential painters working today. In an era @ ’
dominated by the mass media and a proliferation of I \
images, her work 1is a testament to the meaning and ': b (
potency of painting. Dumas draws on her expansive '\

visual archive and the nuances of language to create
intense, psychologically charged works which explore
themes such as sexuality, love, death and guilt,
often referencing art history and current affairs.
Her paintings and drawings are characterized by \
their extraordinary expressiveness and sometimes \)’,
JA
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controversial subject matter. This fully illustrated
exhibition catalogue accompanies a major exhibition
at the Tate Modern, the Stedelijk Museum and the . ———
Fondation Beyeler. Surveying the artist's oeuvre

from the mid-70s to the present, it features over 100 of her most important
paintings and drawings alongside lesser-known works from the early period
of her career. The Image as Burden also includes a new interview with the
artist; extracts from previously published but lesser-known texts (some
available in English for the first time); and a new short story from prize-
winning author Colm Tdibin written in response to the paintings. Essays and
texts from a wide range of contributors examine the key themes and motifs
in her work and reflect on Dumas' entire career.



EISENMAN, NICOLE: Dear Nemesis
Edited by Samantha Topol. Foreword by Lisa Melandri. Dear Nemesis,
Text by Julia Bryan-Wilson, Terry Castle, Litia
Perta, Kelly Shindler.CONTEMPORARY ART MUSEUM, ST.
LOUIS/WALTHER KONIG, KSLN. 2014. 192 pp.

The largest definitive mid-career survey of the work
of celebrated American artist Nicole Eisenman to
date, Dear Nemesis, Nicole Eisenman 1993-2013
includes more than 120 works, charting the
development of Eisenman's practice across painting,
printmaking, and drawing from the 1990s to the
present.

Over the past twenty years, Eisenman has developed a
creative and versatile vision that combines high and
low culture with virtuosic skill. Fusing centuries-
old art-making conventions and a multitude of art

historic influences—including impressionism, German Nicole Eisenman

expressionism, and twentieth-century social realist
painting—with contemporary subject matter, she
depicts settings and themes as varied as bar scenes, motherhood, and the
plight of the artist. Among her core concerns are depictions of community,
identity, and sexuality.

Eisenman’s continual representation of women (both “butch” and “femme”) and
female love not only imbues the practice of figurative painting with an
audaciously queer bent but also recasts art history in a feminist 1light.
Her wit spares no one and nothing, and it 1is indeed through her humor and
the discomfort caused by her work that she communicates the multifaceted
richness of the human condition. Her 1incisive sociopolitical critique
operates through the quotidian and the absurd, 1in ways that are both
formally playful and visually breathtaking.



FILONOW, PAVEL
Filonov und seine Schule. Katalog. Diisseldorf.
DuMont, 1990. 4to. 344 pp. ANTIQUARISCH.

Pavel Filonov - one of the most enigmatic artists of
the XX century. Real proletarian 1in art by his
origin and favorite themes - "singer of urban
misery" (by Velimir Khlebnikov), he dreamed of a
beautiful tomorrow, couching their dreams 1in the
images of "the world's prosperity." However, his
vision sparkling crystal, affecting its obvious but
incredible objectivity, embodied 1in fact not an
ideal future, and pre-and post-revolutionary Russian
history, which was revealed in all its speaking the
language of the Book of Psalms, "with fear and
trembling." Paintings and Graphics Filonov,
collectively constitute 1its own style (something
close and expressionism and surrealism), as immersed
in life and at the same time as apocalyptic beyond.
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FRITSCH, KATHARINA KATHARINA FRITSCH

Katharina Fritsch. Katalog. Basel/San Francisco
1996/97. Beitr. von Gary Garrels & Theodora
Vischer. 4to. pp. ANTIQUARISCH.

Catalog of an exhibition held from Oct. 31, 1996-
Mar. 11, 1997 at the San Francisco Museum of Modern
Art, and from April 26-Aug. 31, 1997 at the Museum
fir Gegenwartskunst, Offentliche Kunstsammlung
Basel. The catalogue includes 112 works dating from
1979 to 1996. In addition to detailed monographic
essays by Katharina Schmidt, it contains a Jlong
interview with the artist and an annotated 1ist of
wOorks.

Katharina Fritsch was born 1into an architect’s
family and studied art history at the University of
Miinster before transferring to the Kunstakademie
Diisseldorf in 1977, where she studied in the studio
of Fritz Schwegler. She represented

Germany at the forty-sixth Venice Biennale (1995). She had held solo
exhibitions at the Contemporary Art Museum St. Louis, MO, USA (2014), the
Art Institute of Chicago, IL, USA (2012), Kunsthaus Ziirich, Switzerland,
and Deichtorhallen Hamburg, Germany (2009),; Palazzina dei Giardini, Galeria
dell Civica, Modena, Italy (2007),; White Cube, London (1999, 2006), Tate
Modern, London, and the Museum of Contemporary Art, Chicago (2001), and the
San Francisco Museum of Modern Art (1996), among others. Most recently, the
Mayor of London’s Fourth Plinth Commissioning Group invited

Fritsch to create the sculpture Cock for Trafalgar Square (2013). She

was professor at the Kunstakademie Miinster, Germany (2001-2010) and 1is now
a professor at the Kunstakademie Diisseldorf.

FRITSCH, KATHARINA

Catalogue, ed. by Iwona Blazwick. London, Tate
Moder, 2002. Beitr. von Bice Curiger, Julian Heynen
u.a. 4to. 128 pp.

Katharina Fritsch 1is one of the most important
artists to have emerged in Europe in the last twenty
years. This book, and the accompanying exhibition,
provide the first major survey of her work in this
country. Fritsch's work - predominantly sculpture -
is both general and specific, recreating types of
objects that already exist in the world, and
fabricating a kind of platonic version of them to
trigger collective recognition. A case of books with
no titles or texts symbolises the idea of books; a
yellow madonna encapsulates all figures of worship;
a group of rats, that 1in their formal composition
and colossal scale suggest a collective of folk
stories and myths. At the same time these objects
are created according to her own singular inner
vision. Each sculpture or installation is made with absolute precision,
almost surreal 1in their perfect realisations of people or objects 1in the
world. Fritsch 1is also 1interested 1in craftsmanship and the traditions
around the Arts and Crafts and Bauhaus movements, often producing her works
as multiples that can be bought by ordinary people as ornaments for the
home. Katharina Fritsch 1lives and works 1in Dusseldorf. A retrospective
exhibition of her work was held at the San Francisco Museum of Modern Art
in 1997, which then transferred to Basel in 1997. She also exhibited at the
Venice Biennale in 1995 and 1999. Recent show venues include The White Cube
in London, and the Matthew Marks Gallery in New York




GONZALEZ-FOERSTER, DOMINIQUE & HANS ULRICH OBRIST
The Conversation Series 12. Cologne 2008. 190 pp.

Dominique
Gonzalez-Foerster

Dominique Gonzalez-Foerster began her career with
short films but soon expanded to include
multidisciplinary and often relational
collaborations that question the notion of object-
based art. Her conceptual and often site-specific
work ranges from a co-written science fiction novel
to interior design for the fashion line Balenciaga.
Among her recent solo exhibitions are projects for
the Palacio de Cristal, Madrid (2014),; the Dia Art
Foundation, New York (2009); the Turbine Hall at
Tate Modern, London (2008) ; Museo de Arte
Contempordneo de Castilla y Leon, Spain (2008),; and
Musée d’Art Moderne de la Ville de Paris (2007). She
also participated 1in Skulptur Projekte Miinster
(2007) and Documenta 11 (2002). She is the recipient
of the Marcel Duchamp Prize (2002) and the Mies van
der Rohe Award (1996-1997) and was selected for the
Villa Kujoyama, Kyoto’s artist residency (1996-1997). Her works are
included in leading museum collections such as the Centre Pompidou, Paris,
Tate Modern, London, and the 21st Museum of Contemporary Art, Kanazawa,
Japan.Here she speaks with fellow relational aesthetician, Hans Ulrich
Obrist.

GONZALES-FOERSTER, DOMINIQUE: Films
Dijon/Frankfurt 2003. 120 pp. Text in engl.

The book was written 1in the aftermath of the
exhibitions "Source architecture pour Mars?"
"Cosmodrome" in Dijon and Frankfurt in 2001.
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HIRSCHHORN, THOMAS

Contemporary Artists Series. Contrib. by Benjamin 'CRITICAL' I.ABOIIA’I’O RY
H.D. Buchloh & Carlos Basualdo. Interview by Alison [ 7TRTT] IﬁHGS‘..OF A
M. Gingeras. London 2004. 4to. 160 pp. v)IIII'IiVSCIIIILORN

The work of Paris-based Swiss artist Thomas
Hirschhorn (b.1957) comprises giant, labour-

intensive, room-sized collages of e Sles-Te/-38 EDITED| BY LISA LEE AND

materials - that 1is to say, rubbish. Hirschhorn's
work, a commentary on the spectacle of late-
capitalist consumerism, 1s characterized by collages
of tinfoil, cardboard, plywood, plastic and packing
tape combined with an 1infinite variety of debris:
handwritten texts and 1images culled from popular
magazines, miniature toy airplanes and trains,
knick-knacks by the hundreds, armies of plastic
'gold' watches, effigies of Nietzsche and Princess
Diana, monitors duct-taped into vitrines, and so
on.

Noted professor and art theorist Benjamin H. D.
Buchloh surveys the artist's work, form 1its anonymous beginnings 1in the
streets of Paris to his recent virtuoso installations, as part of a long
tradition of politically motivated anti-monuments. In her Interview, Alison
M. Gingeras, who has worked with Hirschhorn numerous times since 2000,
discusses with the artist his beginnings as a graphic designer and his more
recent dealings with the contemporary art system. Carlos Basualdo offers a
full analysis of, as well as a little background on, Bataille Monument at
Documenta 11, which Basualdo co-curated. Emergency Library 1s a unique
Artist's Choice comprised of a series of oversized books attesting to
Hirschhorn's love, both aesthetic and intellectual, for the the familiar,
well-thumbed copies of his beloved books. Hirschhorn's emphatic Artist's
Writings include project notes and personal correspondence.

HIRSCHHORN, THOMAS

Critical Laboratory: The Writings of Thomas
Hirschhorn. Ed. by Lisa Lee & Hal Foster. Cambridge
2013. 440 pp.

For the artist Thomas Hirschhorn, writing 1is a
crucial tool at every stage of his artistic
practice. From the first sketch of an 1idea to
appeals to potential collaborators, from detailed
documentation of projects to post-disassembly
analysis, Hirschhorn's writings mark the
trajectories of his work. This volume collects
Hirschhorn's widely scattered texts, presenting many
in English for the first time.
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JANSSENS, ANN VERONICA

Ed. by Hans Theys. Curator: Markus Heinzelmann.
Published by Dumont Literatur Und Kunst Verlag,
2007, 239 pp.

The museum Morsbroich presented in the first major
retrospective scale, 1institutional solo exhibition
of the Belgian artist Ann Veronica Janssens an
overview of her work 1in —recent years and was
specifically for the site designed work, which dealt
with the specifics of the museum and the park. In
the baroque architecture of the castle were the two
major themes of her work - 1light and movement - a
fascinating mirror. The ephemeral qualities of their -

work, which manifest themselves in light and fog, 1in

reflections and projections, the viewer of a

distanzier perception of a thing led towards a

performative participation in the works, there was

tne motion 1in space essential for the understanding of the work 1Is.
Accompany the exhibition at the Spring Verlag published by DuMont arts and
letters by Hans Theys in collaboration with Ann Veronica Janssens designed
comprehensive catalog (240 pages) with numerous color illustrations, with
greetings from Manfred Herpolsheimer (Chairman of the Management Board of
Sparkasse Leverkusen). A foreword by Markus Heinzelmann and essays by Mieke
Bal, Vanessa Joan Miiller, Martina wine Hart and Stefanie Kreuzer Powered
by: Sparkasse Leverkusen

-

JANSSENS, ANN VERONICA: Experienced
by Michel Francois. 2009, 512 pp.

Providing a panoramic view of artist Ann Veronica
Janssens work and process, Experienced features more

than 6000 images across some 500 pages. Published
by BasePublishing, the book 1is released as a
companion to her 2009 exhibition, Are You

Experienced, curated by Michele Lachowsky and Joel
Benzakin for the Espai d’Art Contemporani de
Castello.




JANSSENS, ANN VERONICA: The Gliding Gaze

Published by Hans Theys. Openluchtmuseum voor
Beeldhouwkunst Middelheim (Antwerp, Belgium) .
Middleheim Museum, 2003, 240 pp.

“"Nothing 1s more beautiful than a person’s own
perception"”, Ann Veronica Janssens once said. In
other texts, I argued that, in accordance with good
Japanese tradition, Ann Veronica Janssens tries to
make room for people. I believe that. Her proposals
are the opposite of the narcissistic, authoritarian
monologue which excludes the existence of others.
The narcissist 1s alone. He 1is a hollow vessel
without an exterior. He gobbles up the world. There
is no threshold between his brain and others. There
is no silence. There 1is no dialogue. The monologue
is deafening. Lips don’t exist. Everything is mouth.
The fear 1is deafening. Everything is hollow. Words
hurt our ears.

But at the same time you sense how Ann Veronica Janssens’ work can leave
some people feeling alone again. Having become eye and ear, they now only
hang by the thread of habit to their churning brain, their thoughts
fluttering anxiously like curtains in the wind. There 1is more going on here
than a charming little game with light and colour. Because you realize it
will never be more than a little game 1in the midst of a world hanging
together like loose, shifting sand onto which we project nice, simplified
images until we ourselves are blown apart in the wind.”




KJARTANSSON, RAGNAR

Ragnar Kjartansson: Me, My Mother, My Father, And I
Ed. by Massimiliano Gioni and Margot Norton, New
Museum of Contemporary Art, 2014. 70 pp.

This catalogue coincides with the exhibition "Me, My -
Mother, My Father, and I" it 1is the first New York
museum exhibition of Icelandic artist Ragnar
Kjartansson (b. 1976 Reykjavfk, Iceland; lives and
works 1in Reykjavik). Born into a family of actors

L/

and'thea'ter professionals, K’ja’rtanssqa draws 'from a Ragnar Kiar(ansson
varied history of stage traditions, film, music, and %

literature. His performances, drawings, paintings, NIL. le IVl()thCl',
and video installations explore the boundary between My Father, and 1

reality and fiction as well as constructs of myth
and identity. He often attempts to convey genuine
emotion through melodramatic gestures and conversely
reveals sincerity within pretending. Playing with
Stereotypes usually projected onto the persona of the actor, Kjartansson
both celebrates and derides the romanticized figure of the artist as
cultural hero. His performances are often feats of endurance, which last
for hours or days at a time, taking a motif as simple as a pop song and
transforming it through protracted repetition into a transcendent mantra.




LASSNIG, MARIA

Das neunte Jahrzehnt. Wien, MUMOK. Katalog hrsg. von
Wolfgang Drechsler. Wien 2009. Vorw. von Edelbert
Kéb. Beitr. von Robert Storr, Jennifer Higgie &
Werner Hofmann. 4to. 146 pp.

The Austrian artist's productivity shows no signs of
faltering. This catalogue contains over 100
paintings and drawings from the past ten years that
prove the subtle intuitiveness that the painter has
for the dark side of the human soul. Simultaneously
they impressively document the variety and power of
her later works - how they reference her own earlier
work without being repetitive. Lassnig 1is seen as a
pioneer and visionary for subsequent generations of
artists and has had an important influence on their
artistic development.

LASSNIG, MARIA

Der Ort der Bilder. Graz, Neue Galerie. Katalog
hrsg. von Glnther Holler-Schuster & Peter Pakesch.
Graz 2012/13. Beitr. von Gottfried Boehm, Silvia
Eiblmayr, Oswald Wiener, Peter Pakesch & Gilinther
Holler-Schuster. 4to. 200 pp.

A fundamental problem that mankind has faced from
time immemorial 1is made manifest in Maria Lassnig's
art. It is the question of the image, the question
of the visual on a fundamental level, in which the
visible world can only partly be defined as the
place of the visual. What seems essential to Maria
Lassnig 1s the recognition that the human body
represents a medium that generates 1images. The
catalogue follows the artist's oeuvre in a
retrospective form 1in representative and, 1in some
cases, never-before shown examples from all of her
creative periods and as such exemplarily traces
developments in painting between abstract
expressionism and newer figuration.

Maria Lassnig

Der Ort der Bilder

The Location of Pictures
— .




LIDEN, KLARA

Catalogue ed. by Sophie O'Brien, Teresa Hahr &
Melissa Larner. Serpentine Gallery,
London/Stockholm Moderna Museet 2010/11. Verlag der
Buchhandlung Walther Kénig, K&ln. Beitr. von John
Kelsey, Karl Holmqvist, Sophie O'Brien & John Peter
Nilsson. 4to. 104 pp. Text in engl. & schwed.

Klara Lidén's subversive responses to our social
spaces and conventions raise the question of how we
might re-appropriate privatized, urban space, and
recall a long history of performative and conceptual
work. Through a simultaneous process of building and
un-building, re-cycling and 1improvising, Lidén's
psychologically laden films, actions and structures
reveal the hidden aggression and potential rebellion
that rests under the surface of our cities.
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LIESHOUT, ERIK VAN: This Can't Go On (Stay with Me)
ROTTERDAM, MUSEUM BOIJMANS VAN. Englische Catalogue.
Rotterdam /Zirich u.a.O0. 2006/07. Vorw. von Sjarel
Ex, Christoph Becker & Helmut Friedel. 302 pp.

The Dutch artist Erik van Lieshout works with video
installations, paintings, and drawings. With his
acute powers of observation van Lieshout analyzes
day-to-day reality in our current, confusing times.
In a dizzying game of political correctness and
incorrectness, he provides razor-sharp comments on
sociocultural reality. This book 1is the artist's
first comprehensive monograph.

ERIK VAN LIESHOUT




MALEVICH, KAZIMIR

Kazimir Malevich and the Russian Avant-Garde
AMSTERDAM, STEDELIJK MUSEUM - Catalogue. Amsterdam
u.a.0. 2013/14. 4to. 236 pp.

In 1915, Kazimir Malevich (1878-1935) radically
transformed the course of twentieth-century art with
his "Black Square" painting and his manifesto "From
Cubism to Suprematism." These works espoused a new
art of pure geometricism, intended to be universally
comprehensible regardless of cultural origin.
Although he is famed for his rigorous pursuit of the
"non-objective," Malevich 1in fact explored many
strands of painting, embracing at various stages
Impressionism, Symbolism, Fauvism and Cubism, as
well as traditional Russian folk art. Drawing on the
collections of Nikolai Khardzhiev and Georges
Costakis--the two leading collectors of Russian

IRMALEVICH
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avant —ga rde art ’ wh ose COl 1 ect _‘L ons were 1 a rge l_y Featuring Selections from the Khardzhiev and Costakis Collections

assembled at a time when abstract art was banned 1in

the Soviet Union--this catalogue traces the breadth of Malevich’s career
through his o0il paintings, gouaches, drawings, sculptures and designs for
opera and film. All phases of his development are represented here, from
his early Impressionist-style work to his iconic Suprematist pieces, as
well as his lesser-known figurative paintings and works on paper. These are
contextualized alongside work by Malevich’s contemporaries, such as Marc
Chagall, Wassily Kandinsky, Natalia Goncharova, Vera Pester, Ivan Puni and
Mikhail Meno.



MIKHAILOV, BORIS: Time is out of Joint

BERLINISCHE Galerie. Katalog. Berlin 2012. 4to.
Beitr. von Thomas Kéhler, Jan Verwoert u.a. 4to. 176
pp-

Since his photographic beginnings in the mid-1960s,
Boris Mikhailov (born 1938 in Kharkov / Ukraine)
created a broad and impressive multi-layered work.
Virtuoso he has exhausted various possibilities of
the medium in the years and an equally merciless as
humorous and ironic image of his immediate
surroundings drawn. Its always dealing with new
photographic techniques as well as working with
various cameras and stylistic devices, but also the
switching between conceptual work and documentary
approaches make 1t one of the most 1interesting
contemporary artists.

The exhibition is conceived as a showcase and brings
together a selection of works that also includes the
experimental images of previous years like the last
works created in Berlin. It is the first ever comprehensive exhibition of
the artist in Germany.

Catalog and exhibition are realized with the support of the Association eV
Berlin Gallery  The architect David Saik could again be obtained for the
exhibition architecture has ordered spatially re already upstairs, the
permanent collection of the gallery Berlinischen.

DISTANZ

MIKHAILOV, BORIS
Tea Coffee Cappuccino. Mit einem Text des
Kiinstlers. K&ln 2011. Quer-4to. 240 pp.

For Boris Mikhailov, societal changes are
most clearly visible 1in small, everyday
events. While the waiter in Ukraine would
still be asking "tea or coffee?" during the
Soviet era, the question today is "tea,
coffee, cappuccino?" In his newest works
(2000 - 2010), Mikhailov tackles precisely
these changes and captures-as he has
already 1in "By the Ground / At Dusk"
(Oktagon, 1996)-daily 1life in his hometown
Charkow. In this collection of more than 200 colour photographs, the West
is perceptible everywhere 1in the form of huge, colourful advertising
banners, but the promises of the Orange Revolution, that everything would
get better, have only been fulfilled for few. Through palliating nothing,
transfiguring nothing, Mikhailov attempts to sensitise the view of the
observer. The 1individual pictures and scenes create a large tableau of
society that tells us more about the Ukraine and its inhabitants than any
specialised book.




MIKHAILOV, BORIS: Eine Retrospektive

WINTERTHUR, FOTOMUSEUM. Katalog hrsg. von Urs
Stahel. Winterthur 2003. 4to.
200 pp.

Urs Stahel (ed.). With Texts in English and German
by Ekaterina Degot, Anne von der Heiden, Helen
Petrovsky, Michail Schischkin, Inka Schube,
Margarita Tupitsyn and Urs Stahel.

This book, created with Fotomuseum Winterthur at
the occasion of a retrospective exhibition 1is
accompagnied with a number of essays on individual
works or periods and images. Die Retrospektive mit
dem Titel "Private Freuden, lastende Langeweile,
O6ffentlicher Zerfall" zeigt das Werk dieses wohl
bertihmtesten osteuropdischen Photographen von den
Anfdngen bis zu den neusten Arbeiten. Der Katalog,
der dem Gesamtwerk von Boris Mikhailov gewidmet
ist, versammelt eine Reihe von Essays zu einzelnen
Werken oder Werkabschnitten - ein Bilder-Flul3, der
die verschiedenen photographischen Methoden
hervorhebt und die Einsicht 1in ein reiches Werk
vertieft, das sich mit Absicht unspektakuldr gibt.
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MOSSET, OLIVIER: 1965 Custom Chevrolet Bel
Air
Ed. by Maurizio Nannucci. Florence 2012. 36
pp.

career 1in the 1960s as one of the members \ » e - o ouvigR wosser
of the group B.M.P.T. (comprised of Daniel k,_!___w i
Buren, Mosset, Michel Parmentier, and Niele o i ! )
Toroni), which had formed 1in Paris. The i
group sought to democratize art through
radical procedures of “deskilling,”
implying that the art object was more
important than 1its authorship. Mosset 1is
well known for both abstract paintings and
for his sculptures, and he often uses his art to question and critique
established doctrines or authority. From 1993 onward he has been creating
Toblerones, referring to the Toblerone Line—the Swiss anti-tank
emplacements that got their name, in turn, from the iconic chocolate candy
bar. Mosset’s works are in the Museum of Modern Art in New York, the Centre
Pompidou in Paris, and the Musée Cantonal des Beaux-Arts in Lausanne, among
other public collections. He has participated 1in numerous exhibitions,
including Born 1in Bern at Kunsthalle Bern (2011), the Whitney Biennial,
Whitney Museum of American Art (2008), and Olivier Mosset: Windows at the
Palais de Tokyo, Paris (2006).This small volume of color photographs
documents Olivier Mosset's process 1in creating his well-known piece 1965
Custom Chevrolet Bel Air in 2010. The images recount the birth of that
artwork against a panoramic view of the American Midwest, encompassing a
duration of time beginning with Mosset on the road to pick up the body of
the automobile and ending with the send off of the near-finished piece.
Edition of 500.




MUNOZ, JUAN: Dia Center for the Arts
Text by Lynne Cooke. New York 1999. 4to. 124 pp.

This book documents two related installation
projects by Juan Munoz commissioned by Dia Center
for the Arts: "A Place Called Abroad," created at
Dia, and "Streetwise," created at Site Santa Fe.
Munoz deconstructed the gallery spaces, diagonally
cutting through existing walls, in order to create a
fictional street. As Lynne Cooke notes, Munoz's
street "offers the framework, the props, and the
trappings of a narrative without supplying the terms
in which such a narrative might unfold". Juan Munoz

MUNOZ, JUAN: Double Bind at Tate Modern
by Susan May, Tate Gallery Pubn, London, UK, 2002.
120 pp.

Juan Munoz

Spanish artist Juan Mufioz (1953-2001) came to
international prominence 1in the mid 1980s with
dramatic sculptural 1installations that placed the
human figure 1in specific architectural environments.
His reputation was built on his power to create an
intriguing tension between the illusory and the
real, the contrasting acts of looking and receiving,
and the poignant isolation of the individual amongst
a crowd. This exhibition includes well-known
sculptures such as Many Times 1999, The Prompter
1988 and Conversation Piece 1996, the ‘raincoat
drawings’, and Important pieces with sound, 1light
and mechanical elements. This 1is the first major
solo retrospective of Juan Mudoz 1in the UK since -
Double Bind 2001, his remarkable installation for S
the Turbine Hall, the second in the Unilever Series e ;
at Tate Modern. Several performances took place during the exhibition,

which are the result of Mufioz’s collaborations with well-known composers,
writers and filmmakers. This beautifully illustrated book documents the
second commisssion in the Unilever Sculpture Series, for which the Spanish
artist Juan Munoz 1is devising an 1installation specifically for Tate
Modern's Turbine Hall. Born in Madrid in 1953, Munoz 1is 1internationally
renowned for sculptural installations in which he situates the human figure
within elaborate or complex architectural settings. These spaces are
created using elements such as patterned floors, balconies and furniture.

By a highly considered placement of figures, the artist entices the viewer

into an engagement with the implied dramas unravelling within. Munoz's cast

of characters 1includes dwarfs, ventriloquist's dummies, ballerinas and
circus performers. His work makes reference to earlier art, such as the
paintings of Velasquez and classical sculpture, as well as to the films of

Luis Bunuel.
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NAUMAN, BRUCE: Neons {
by Brenda Richardson. Neons. Katalog. The Baltimore
Museum of Art, 1982/83. 4to. 104 pp. ANTIQUARISCH. \

Bruce Nauman graduated from the University of
Wisconsin, Madison, USA (1964) and from the
University of California, Davis, USA (1966). His
earliest gallery exhibitions were held by Leo
Castelli and Konrad Fischer in the 1960s. His recent
solo exhibitions have been held at such venues as
White Cube, London (2012),; Hamburger Bahnhof, Berlin
(2010) ; the Castello di Rivoli Museo d’Arte
Contemporanea, Torino, Italy, and the Menil
Collection, Houston (2007); mumok, Vienna (2005);,
and Tate Modern, London (2004). Nauman has won the
Golden Lion at the Venice Biennale twice (1999,
2009), received the Praemium Imperiale Prize for
Visual Arts, Japan (2004), was made a member of the
Berlin Academy of Arts (1997), and received the Max
Beckmann Prize (1990). He holds honorary doctoral
degrees 1in fine arts from the San Francisco Art
Institute (1989) and the California Institute of the Arts, Valencia, CA,
USA (2000). This book was pubslished on occasion of the exhibition in the
Baltimore Museum of Art in 1982.

NAUMAN, BRUCE: THE TRUE ARTIST

The most comprehensive overview of the art of E!fll(:(!
Bruce Nauman

Peter Plagens, Phaidon, 288 pp. h‘(llllT\Clr\
Bruce Nauman (b. 1941) is one of the most =

innovative, provocative and 1influential artists

working today. His pioneering explorations of

sculpture, performance, sound, video and
installations - always questioning the role of the _

artist - have broken new ground and 1inspired
innumerable artists’ careers.

Confronted with what to do in his studio soon -
after graduating, Nauman had the simple but
profound realization that 'If I was an artist and
I was 1in the studio, then whatever I was doing 1in
the studio must be art. At this point art became
more of an activity and less of a product.’ L.
Exploring Nauman’s relationship to the place where l -y
he creates his strikingly original works, Bruce o
Nauman: The True Artist retraces back to the artist’s youth in Fort Wayne,
Indiana, his graduate work at the University of California, Davis, through
to the present day. Nauman’s continual search for new means and sources of
expression have led him to experiment with a very wide variety of medium
(photography, performance, sculpture, installations, video, neon sign, and
sound) as well as to explore the relationship between words and images.
Nauman’s apotheosis as one of the world’s most highly lauded artists came
as he was ranked No. 1 in the world by Artfacts.net in 2006, and he was the
sole US representative 1in the American Pavilion at the 2009 Venice
Biennale.

Peter Plagens, best known to the general public for his work as art critic
at Newsweek, has known Nauman for over forty years, and 1in his own words
describes this book as ‘about my trying to get at the real truth of Bruce
Nauman’s work’. They first met in 1970, when their studios were a block
apart 1in Pasadena, California, and they played basketball together every
Sunday. Since then Plagens has pursued a real understanding of his friend’s
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art and in this book presents it from his uniquely insightful perspective,
including chronicling as 1t happened the creation of works 1in Nauman’s
studio in Galisteo, New Mexico, and the organization, installation and
reception of his exhibitions. Throughout, Plagens 1s a savvy and engaging
guide to the work, using his own attempts to puzzle out the meaning of the
pieces, and the artist’s conversations about them, to offer the reader a

vivid, personal and enlightening take on one of the key figures 1in
contemporary art.



NISHI, TATZU
Tatzu Nishi Alias Tatzu Oozu Alias Tatsurou Bashi
Alias Tazro Niscino. Tokyo 2010. 216 pp.

If we were to qualify the works of Tatzu Nishi 1in
one word 1if would be the word thrilling..Unlike many
other works of contemporary art that display
ideological, ascetic inclinations, they are rather
characterized by a sense of elation projected by a
spectacle, visual striking appearance. Nishi (b
1960) creates large sculptures and sets them 1in
unusual surroundings. His Chéri 1in the Sky for
example 1is an equestrian statue on permanent display
in the uppermost part of the Maison Hermes flagship
store on a prime location 1in Ginza. By building
makeshift scaffolding and enclosing the statue with
a floor and walls, Nishi turned the place into what
looks a bit like a girl's private chamber. Essay by
Ren Fukuzumi.




OLESEN, HENRIK: How do I make myself a body?
Malmé 2011. 212 pp.

Henrik Olesen (born 1967) 1is one of Denmark's most
important contemporary artists. This publication
features a selection of his works from the past 15
years. Through his collages, demontages and three-
dimensional interventions, and drawing on materials
from architecture, law, economics, the natural
sciences and art  history, Olesen examines the
history of homophobia and the persecution of
homosexuals.

OLESEN, HENRIK: Mr. Knife & Mrs. Fork

Ed. by Carla Cugini. Vorw. von Chus Martinez.
Beitr. von Carla Cugini, Josef Strau u.a. Kdéln,
Museum Ludwig, 2012. 96 pp. Text in dt. & engl.

The title of the book cited the book published in
Paris in 1931 by René Crevel with illustrations by
Max Ernst. It follows the wishes of the artist born
in 1967 in Denmark and accompanied the installation
of this year's Wolfgang Hahn Prize winner 2012. the
exhibition devotes to the constellation father -
mother - child , 1issues of 1identity and familial
interactions . In the book Olesen takes on some of
the literary and art historical references.
Featuring an essay by Josef Strau and an
introduction by Carla Cugini this book provides a
literary, artistic and scientific insight 1into
Olesen’s work.

Published with the Gesellschaft fiir Moderne Kunst,
who supports the Museum Ludwig with the Wolfgang-
Hahn-Prize on an annual basis.

OLESEN, HENRIK: Some Faggy Gestures
Ed. by Heike Munder. Zirich 2008. 4to. 176 pp.

Since the mid-1990s, Henrik Olesen has used media
such as collage, sculpture, and minimalistic spatial
intervention to investigate the social construction
of identity and 1its historiography. Through the
appropriation of source images and contextual shifts
not dissimilar to the method invented by Aby Warburg
for his "Mnemosyne'"  Atlas, Olesen probes the
association between homosexuality and its
criminalization 1in the past, as well as 1in the
present.

THE BODY iS A MACHINE

MACHINES ARE SLAVES

henrik olesen
mr. knife
& mrs. fork
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OLESEN, HENRIK: What Is Authority?
Copenhagen 2002. 4to. 192 pp.

Henrik Olesen's artworks question the sexually political effects of
everyday conventions. Contemporary and historical materials serve as the
starting points for this 1inquiry. These materials 1include visual and
textual representations drawn from the fields of architecture, the history
of 1industrialization, the 1imposition of legally sanctioned punishment,
verdicts handed down by courts of law, the geographic and demographic
distribution of capital, the natural sciences, and the history of art.
Olesen uses the techniques of appropriation, manipulation or contextual
shifting to explore the theme of the stigmatization, criminalization, and
repression of homosexuality. For WHAT IS AUTHORITY?, Olesen assembles 22
wide-ranging, contemporary texts on art and politics - fully illustrated.



PHILIPSZ, SUSAN: There Is Nothing Left Here
Xunta de Galicia, 2008. 168 pp.

Susan Philipsz was originally trained as a sculptor
at Duncan of Jordanstone College of Art, Dundee,
Scotland (1989-1993) and the University of Ulster,
Belfast, Northern Ireland (1993- 1994). Rather than
working with

physical material, she has been devoted to sound,
space, and time since she made her first sound work
in 1994. Her ephemeral yet sculptural installations
often use sound 1in a way that brings out hidden
layers of specific spaces, Iinterweaving the site’s
historical, narrative, and architectural aspects.
She participated in Documenta 13 (2012), the
fiftyfifth Carnegie International (2009), the
sixteenth Biennale of Sydney (2008), Manifesta 3 1in
Ljubljana (2000), and the Melbourne International
Biennial (1999). Her most recent solo exhibition was
held at the Hamburger Bahnhof, Berlin (2014).

A hard to find monograph on Susan Philipsz from an

exhibition in Galicia in 2008, with texts in Galician,
by Peio Aguirre, Juan Antonio Alvarez Reyes, Caoimhin Mac Giolla Leith,
Manuel Olveira, Lisa Rosendahl, Manel Segarde and the artist herself.

PHILIPSZ, SUSAN: Your Are Not Alone

Ed. & with forew. by Brigitte Franzen & James
Lingwood. Contrib. by Sara Arrhenius, Katrina M.
Brown, Carolyn Christov-Bakargiev, Maeve Connolly,
Steven Connor, Brigitte Franzen, Barbara London,
Dieter Roelstraete, Anna Sophia Schultz & Ross
Sinclair. Cologne 2014. 4to. 215 pp.

The publication comprises ten sound 1installations
realised 1in ten different places over the past six
years; in Miinster, Glasgow, Stockholm, Oxford,
Berlin, Helsinki, Chicago, London, Edinburgh and
Kassel. Each of Philipsz's work is inextricably of a
time and place. Recognising its elusive nature, the
publication gathers a range of material, which
informed the conception and shaping of each work 1in
turn, together with the 1lyrics of the songs,
photographs of each place, a testimony about each
project in turn. The publication extends to a web-
based audio guide, which features excerpts of each
work and amateur footage uploaded on platforms like
youtube.

and English




PIRANESI, GIOVANNI BATTISTA

Ficacci, Luigi. Der Gesamtkatalog der Kupferstiche.
2 Bde. K&éln 2011. 4to. 792 pp. Text in dt., engl. &
franz.

"Piranesi was as savage as Salvator Rosa, fierce as

Michelangelo, and exuberant as Rubens.. he has
imagined scenes that would startle geometry and
exhaust the Indies to realize." - Horace Walpole

One the greatest architectural artists of all time,
and certainly the most famous copper engraver of the
18th century, Giovanni Battista Piranesi (1720-1778)
is most known for his terrifyingly original series
of etchings of labyrinthine and megalomaniac
prisons, Carceri d'Invenzione. In his own day, he
was most celebrated for his Vedute, 137 etchings of
ancient and modern Rome; so renowned were these
startling and dramatic chiaroscuro 1images, imbued
with Piranesi's romantic feeling for archaeological

ruins, that they formed the mental picture of Rome
for generations after. Indeed, Piranesi could be said to have shaped a
whole strain of contemporary architecture, as well as the wider
visualization of antiquity itself. In our time, he has had a direct
influence on writers such as Borges and Kafka and on filmmakers such as
Terry Gilliam and Peter Greenaway. Anyone who contemplates Piranesi's
etchings will confront the existential nightmare of human existence and its
infinite mysteries.



PIVI, PAOLA
Catalogue, GALERIE PARROTIN New York 2013. Beitr.
von Massimiliano Gioni & Jens Hoffmann. 4to. 192 pp.

Over the course of her two-decade career, the
Italian-born, Alaska-based multimedia artist Paola
Pivi (born 1971) has fashioned such unlikely objects
as a mausoleum made of cookies and a rotating
airplane. Many of her sculptures and photographs are
comical, as in her pictures of miniaturized designer
chairs attached to bare buttocks, or a leopard
walking across rows of cappuccino cups. This volume
is published for Pivi's 2013 exhibition at the
Galerie Perrotin in Paris, and gathers a selection
of her work from the past ten years.

PIVI, PAOLA: It Just Keeps Getting Better
Koln 2008. 118 pp.

It Just Keeps Getting Better by Italian installation
artist Paola Pivi, who was born in 1971, is
published in conjunction with her solo exhitibition
at Kunsthalle Basel. Her large-scale installations
dramatize the absurd by creating disorienting
situations and contexts: a figher jet turned on its
back, for example, or a huge tractor-trailor turned
on its side.

PIVI, PAOLA: Share, but it’s not fair
Shanghai 2012. 318 pp.

Rockbund Art Museum presented the first major solo
show 1in China of acclaimed 1international artist,

Paola Pivi. The Italian-born talent showed her
latest works 1in the form of three installations, one
large outdoor drawing, and a selection of

photograph, pearl paintings and lamp-based pieces.
Renowned for transforming commonplace materials and
creatures 1into the wunexpected through enigmatic
environments and surprising settings, Pivi plays on
contradiction, with the Rockbund show promising yet
more delightfully confusing ambiguity.
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RICHTER, GERHARD: Atlas Gerhard Richter Atlas

Hrsg. & Text von Helmut Friedel. 2. Aufl. K&ln 2011.
862 pp.

!l!! X [ S
This new edition is a newly conceptualized Eﬂﬁ-m

publication authorized by Gerhard Richter,

L 4

particularly plates of the War Cut cycle. The Atlas
is a continuous, encyclopedic work containing cC.
4,000 photographs, sketches and collages arranged on
more than 700 panels. As a complete work Richter's
Atlas 1is an organism that continues to develop and
change. Begun in 1962, many of the ideas preceding
Richter's painterly works find their expression 1in
the photographs, sketches, plans and collages of the
"Atlas".

- s
containing the Atlas work until 2005, including m h!a
i »

Verlag der
Buchhandlung Walther Konig
Koln

RICHTER, GERHARD: Panorama

A Retrospective. Ed. by Nicholas Serota, Mark
Godfrey. Text by Achim Borchardt-Hume, Dorothée -
Brill, Rachel Haidu, Christine Mehring, Camille Gerhard RIChter
Morineau. D.A.P./Tate, 2011. 288 pp.

Panorama

Published on the occasion of Richter's major
exhibition at the Tate, Gerhard Richter: Panorama 1s
the first and most complete overview of one of the
greatest artistic achievements of our times. Where
previous monographs have focused on a single genre
within the artist's wvast output, this stunningly
illustrated survey encompasses his entire oeuvre,
now stretching across more than a half-century of
activity, including  photo-paintings, abstracts,
landscapes and seascapes, portraits, glass and
mirror works, sculptures, drawings and photographs.
It therefore stands as the definitive portrait of
Richter's colossal accomplishment to date. Alongside
his celebrated abstractions, early black-and-white
paintings and the photorealist depictions of candles, skulls and clouds
that have become indisputable icons of modern painting, Panorama includes
nearly 30 new paintings made over the past ten years, extensive comparative
works, studio photographs, archival images and a substantial interview with
the artist conducted by Nicholas Serota. This landmark publication 1is a
fitting tribute to one of the world's most celebrated living artists.

Born 1in Dresden, East Germany, 1in 1932, Gerhard Richter migrated to West
Germany in 1961, settling in Diisseldorf, where he studied at the Diisseldorf
Academy, and where he held his first solo exhibition in 1963. Over the
course of that decade, Richter helped to liberate painting from the legacy
of Socialist Realism (in Eastern Germany) and Abstract Expressionism (in
Western Germany and throughout Europe). He has exhibited internationally
for the last five decades, with retrospectives 1in New York, Paris and
Diisseldorf. He lives and works in Cologne.

T




SHAWKY, WAEL: Al Araba Al Madfuna

Catalogue ed. by Susanne Pfeffer. Berlin 2012.
Beitr. von Carolyn Christov-Bakargiev, Heike
Mertens, Jessica Morgan, Susanne Pfeffer, Nina
Tabassomi & Sarah Rifky. Interview von Susanne
Pfeffer. Berlin, KW Institute for Contemporary
Art. 4to. 280 pp. Text in engl. & arab. Sprache.

The Egyptian artist Wael Shawky 1s a storyteller:
historiographical and literary sources form the
starting point for his film narratives, 1in which
he interweaves myths, facts, and fiction. His new,
large-scale video 1installation 1is based on his
personal experiences 1in Al Araba Al Madfuna 1in
Upper Egypt where he restages with children the
story of a local shaman.




TILLMANS, WOLFGANG: Fruit Logistica

Klappentext von Wolfgang Tillmans. Published by
Walther Kénig, Koéln, 2012. 144 pp. Text 1in dt. &
engl.

In February 2011, German photographer Wolfgang
Tillmans (born 1968) decided to pay a visit to Fruit
Logistica, the most 1important convention 1in the
international fruit trade, held annually 1in Berlin.
More than 2,400 fresh produce companies gather at the
convention, presenting a dazzling panorama of texture

and color. “I was left open-mouthed by the crazy
displays and the variety and complexity of the
international fruit trade and its processing
machinery,” he records. “I reacted with my camera

straight away.” The resultant 66 color photographs
are published here for the first time.

TILLMANS, WOLFGANG: Manual

Hrsg. von Veit GOrner. Published by Walther Kénig,
Kéln. Ed. by Wolfgang Tillmans. 2007. 4to. 432 pp.
Text in dt. & engl. Sprache.

At just over 430 pages, this monumental and
beautifully designed new monograph presents the most
comprehensive view of the London-based photographer
Wolfgang Tillmans' work to date, featuring many
photographic works and abstract "paintings" from the
past five years that have never been published
before.

When  he is working  on an exhibition or a
publication, Tillmans displays and combines pictures
on long tables in his studio so that the images are
"held 1in position only by their own weight. The
method of laying out two-dimensional objects on a
table produces 'clarity' and allows perspective. A
new text emerges through the combination of
intrinsically different pieces of paper. The issues
dealt with on these tables do not claim to be fully comprehensive and the
items chosen do not profess to be definitive examples of their kind.
Rather, this multivocal process allows me to amplify voices I feel need
strengthening, contrasting them with their opposites and their neighbors."
This method has become a concept. In Manual the artist combines his own
photographs, painterly works and texts together with already existing
newspaper articles to create an associative, comprehensive view. The
material is condensed into a complex artistic dialogue with various social
and political themes, like AIDS or the question of absolute truth, which
the artist has been exploring for years.




TILLMANS, WOLFGANG: Neue Welt

Hrsg. & gestaltet von Wolfgang Tillmans. Interview
von Beatrix Ruf. Published by Taschen. 2012. 4to.
216 pp. Text in dt., engl. & franz.

Over the period of more than two decades, Wolfgang

Tillmans has explored the medium of photo-imaging Neue Welt
with greater range than any other artist of his Wolfgang THuats
generation. From snapshots of his friends to

abstract images made in a darkroom without a camera
or works made with a photocopier, he has pushed the
photographic process to its outer limits in myriad
ways. For this collection of photos, his fourth book
with TASCHEN, Tillmans turned away from the self-
reflexive exploration of the photography medium that
had occupied him for several years by focusing his
lens on the outside world—from London and Nottingham
to Tierra del Fuego, Tasmania, Saudi Arabia, and
Papua New Guinea. He describes this new phase simply
as “trying out what the camera can do for me, what I
can do for it.” The result is a powerful and singular view of life today 1in
diverse parts of the world, seen from many angles. Says Tillmans, “My
travels are aimless as such, not looking for
predetermined results, but hoping to find subject
matter that in some way or other speaks about the
time I’'m in.”

The book features a conversation between the artist
and Beatrix Ruf, director of Kunsthalle Zurich.

Hans Ulrich Obrist

TILLMANS, WOLFGANG & HANS ULRICH OBRIST

The Conversation Series, Vol. 6.

Published by Walther Kénig, K&ln, 2007. 128 pp. Text
in dt. & engl. Sprache.

Over the course of two very personal conversations,
Hans Ulrich Obrist and Wolfgang Tillmans discuss the
photographer’s work, his changing artistic vision
and various thematic pursuits since the 1980s.
Tillmans’ recent book Manual is discussed in detail,
as are cultural and social topics like AIDS.

TILLMANS, WOLFGANG

Why we must provide HIV treatment information. Text
by Bob Huff. Photographs by Wolfgang Tillmans.
London 2008. 4to. 96 pp.

i-Base has worked as a treatment literacy project
for over six years. Over this time we have always
produced copyright-free material and encouraged
other organisations to use, translate and adapt our
material. Through this work, we been very lucky to
develop 1links to many other advocacy projects
outside the UK. A meeting in 2006, held in Cape Town
focused on how to raise the profile of treatment
literacy. One result from the meeting 1is a
publication. Why we must provide HIV treatment
information.

With text provided by activists from 25 countries
and 50 full colour photographs by Wolfgang Tillmans,
this 1imited edition 100-page publication 1is being
sold by i-Base to raise funds to help support our
international treatment literacy projects.




TUERLINCKX, JOELLE: Wor (l) (d) (k) in Progress?
Catalogue ed. by Dirk SnauwaertJulienne Lorz & Tom
Trevor & Axel Wieder. - Briissel/Munich/Bristol
2013/14. Vorw. von Okwul Enwezor, Dirk Snauwaert &
Tom Trevor. Beitr. von Julienne Lorz, Tom Trevor &
Catherine Mayeur. 4to. 344 pp.

The artistic vocabulary of Joélle Tuerlinckx cites
the conventions of how archive material 1is usually
presented - Tuerlinckx combines drawing and found
objects, paper, display cases, newspapers,
photography collage, and sculptural arrangements. A
central question around which these arrangements
revolve, 1s: What 1is left of the 20th century and
what conventions are we using to present our
knowledge? This question stretches out and asks for
the consistency of time: Isn't time much more
elastic than it 1is linear? Are we able to perceive
temporal layers simultaneously, both, past and
present? What do we comprehend as the real world or
the parallel world? What do we see as original and
what as imitation?



ZITKO, OTTO: Me, Myself and I
Published by Jovis. Ed. by Tom Trevor, Ingeburg
Wurzer. Berlin 2011. 80 pp.

Austrian artist Otto Zitko (born 1959) makes n&(, W\1)QL¢10““J ‘
expansive, gestural, abstract wall drawings that are
described by Arnolfini director Tom Trevor as "a
mind-blowing, intensely touching environment with an
all-encompassing subjective reality." Me, Myself and
I documents three painting-interventions by the
artist at Premium Point 1in Bucharest,; Hamburger
Bahnhof in Berlin; and the Arnolfini Gallery 1in
Bristol (UK).

OTTO ZITKO

ZITKO, OTTO: The Construction of Gesture
Published by Jovis. Ed. by Hemma Schmutz,
Barbara Steiner, Ingeburg Wurzer. Berlin
2008. 296 pp.

Labyrinthine, whirling lines surround the
viewer on all sides as Zitko's pictures
explode their frames, oftentimes
overwriting the structure of a room until
it appears to disintegrate. Here, the
Austrian artist examines drawing, sSpace,
graphic expression and architecture 1in

wall drawings, paintings and works on OTTO ZlTKo

. Due Koranation o Gasle
paper and aluminum. Tre Constnscton of Gt
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Manifesta Catalogues

MANIFESTA 1
Rotterdam, 1996. 170 pp.

Manifesta 1 (9 June - 19 August 1996) was 7 Lk
developed by Hedwig Fijen and Jolie van Leeuwen as BT ) ey g

the first edition of the Manifesta Biennale and - | T
held in 16 different museums and 36 public spaces .

in Rotterdam, The Netherlands. All the works —Q 3
displayed at Manifesta 1 were specially made for | S— =T e
this event and many of the participating artists | % (20 Hats 0
where exhibiting outside their own countries for |_}'_§ﬁp

the first time 1in their career. Many of these o :

artists went on to exhibit extensively in public =
and commercial galleries in Europe and the US, and
to take part in major international events, such
as the Venice Biennial. A novel aspect of this

| ]
L3 c—=Soenilouy

L

exhibition - taken on by subsequent editions of
Manifesta - was the emphasis given to
collaborative work between artists, curators,
representatives of different disciplines and the
general public. In the months prior to the
opening, the curatorial team responsible for
realizing the exhibition held a series of so called ‘open’ and ‘closed
house’ meetings 1in a dozen different cities all over Europe, in which

professionals and members of the general public were 1Invited to
participate.

Curators: Katalyn Neray (Budapest), Rosa Martinez (Barcelona), Viktor
Misiano (Moscow) , Andrew Renton (London) , Hans Ulrich Obrist
(Paris/Zurich) .

MANIFESTA 2

Ed. by Agence Luxembourgeoise d'Action Culturelle
and Casino Luxembourg - Forum d'art Contemporain.
Luxembourg, 1998, 282 pp.

Manifesta 2 (28 June - 11 October 1998) was held

_atllli

ws

under the patronage of the Ministry of Culture of . Wy A
Luxembourg and included mostly site-specific work.

For the first time, Manifesta included a series

of international discussions and debates and

launched a cumulative ‘Info lab’ (the basis of

Manifesta’s present growing archive), with up-to-

date printed and audiovisual material about

current artistic tendencies in 30 different

FEuropean countries. Another 1innovative feature of

Manifesta 2, which has been further developed for

Manifesta 3 and 4, was the involvement of 30 young

people from all over Europe in a training

programme specially devised for Manifesta 2 with

organisational and educational purposes. More than 43 European countries
participated financially and organisationally in Manifesta 2, contributing,
for example, to the curators’ and artists’ travel costs and other expenses
related to transport and additional activities. The exhibition catalogue
contained information about the infrastructure for contemporary visual art
in approximately 30 European countries.

Curators: Robert Fleck (Paris/Vienna), Maria Lind (Stockholm), Barbara
Vanderlinden (Brussels).



MANIFESTA 3
Publshed by Cankarjev dom, Cultural and Congress
Center, Ljublana. Ed. by Igor Zabel, 2002. 281 pp.

For Manifesta 3 (Ljubljana, Slovenia 23 June - 24
September 2000) the work by artists, artists’
collectives, urban planners and architects was
spread over three main venues. For the first time,
Manifesta received press coverage 1in the United
States of America, but no less IiImportant was the
high proportion of visitors from neighbouring
countries 1in East and South-East Europe. Another
brand new initiative was to give the exhibition a
theme, which the curatorial team named Borderline
Syndrome. Energies of Defence. In order to support
the subject they were exploring they also
solicited catalogue contributions not only from a
wide range of Slovenian and foreign intellectuals
(philosophers, historians and sociologists among
others), but also from the general public. The catalogue has turned today
into a collector’s item. The nature of the events 1in Ljubljana reflected
the thriving intellectual 1life of the city and the relevance of
interdisciplinary practice in the arts particularly, the crossover between
visual art, cinema and performance, and interaction with new media.
Curators: Francesco Bonami (Chicago, Turin), Ole Bouman (Rotterdam), Maria
Hlavajovd (Amsterdam, Bratislava), Kathrin Rhomberg (Vienna).

MANIFESTA 4
Published by Hatje Cantz Publishers. Ed. by Iara 'fl-::g;oug-
Boubnova, Martin Fritz, Nuria Enguita Mayo and
St»phanie Moisdon Trembley, 2002. 240 pp.

Manifesta 4 (Manifesta 4 Frankfurt/Main, Germany 1y f+3 i :
25 May - 25 August 2002) took place in more than i i) ‘i.:;
15 venues and urban sites in the «city of ' 1%
Frankfurt/Main and more than a dozen theoreticians +
played a major role 1in site-related workshops, Y : :
discussions and programmes. The three female i - i |
curators created an extensive digital and physical : 1 § 3
Manifesta archive that resulted from their B
extensive travel, a library called ‘Trespassing i i i 1
Space’ and a Manifesta online project called e- !
manifesta.org. On this occasion, Manifesta 4

incorporated the support of more than 16 sponsors

and non-profit organisations, as well as the

direct support through artist’s projects by more

than 40 national arts organisations.

Curators: Iara Boubnova (Sofia), Nuria Enguita Mayo (Barcelona), Stephanie
Moisdon - Trembley (Paris).



MANIFESTA 5

Published by Manifesta 5 / Centro
Internacional de Cultura Contemporanian,
S.A. 2004. 676 pp.

The Basque region - one of a specific
dynamic historical and socio-political
background - has a strong sense of

cultural and political identity and a

determination to develop coherent

cultural policies. This attitude together

with its geographical position in

Southern Europe made Donostia-San Sebastian a perfect location for the 5th
edition of Manifesta. At the time of M5, one of Manifesta’s long-term
strategic aims was to achieve a stronger North-South balance, in addition
to the already existing East-West balance in all aspects of its activities,
including location, board members, curatorial teams and artistic
representation. One particularly innovative program within the Biennale was
Manifesta 5’s long-lasting partnership with the post-graduate Berlage
Institute Rotterdam in The Netherlands, functioning as a urban mediator at
the biennale and as a collaboration between architects and artists,
exploring how contemporary art practices 1s extending 1in the reality of
architecture and urban planning.

Curators: Massimiliano Gioni (Milan / New York), Marta Kuzma (Kiev / New
York) .

MANIFESTA 6

Nicosia, Cyprus
September 23 December 17, 2006
Cancelled.

MANIFESTA 7
Published by Silvana Editoriale, 2008, 3 editions

Manifesta 7 (Trentino - Alto Adige, Italy 19 July - 2 November 2008), the
FEuropean Biennial of Contemporary Art, which for the first time took place
in Italy, formally came to an end on November 2, 2008 after a period of
111 days of intense activity. Manifesta 7 was curated as a collaborative
effort by three teams, consisting of Adam Budak, Anselm Franke / Hila
Peleg and Rags Media Collective, and was organised by a large international
team, which was managed by Hedwig Fijen, Andreas Hapkemeyer and Fabio
Cavallucci. Manifesta 7 attracted more than 108,000 visitors.



The positive response to Manifesta 7 has been confirmed by the presence of
numerous, different audience groups, as well as the widespread coverage 1in
the local, national and international press. Art critics have described
this edition as the best Manifesta so far. 1,615 journalists from Italy
and abroad registered to visit the Manifesta 7 exhibitions. These events
showcased painting, sculpture, video, installation and sound works, the
majority of which were specially conceived for the occasion by 230
participating artists, architects and writers from around the world.
Curators: Anselm Franke / Hila Peleg, Adam Budak, Rags Media Collectiv

MANIFESTA 8
Published by Silvana Editoriale, 2010. 384 pp.

On January 9, 2011, Manifesta 8 (The Region of
Murcia, Spain

9 October 2010 - 9 January 2011) - the European
Biennial of Contemporary Art, came to a close
after 100 days 1in the host cities of Murcia and
Cartagena 1in southeast Spain. Manifesta 8 took
place in 14 venues, five of which were historical

buildings specially refurbished for Manifesta,
plus four media spaces. Manifesta 8 was curated by
three independent curatorial collectives, each of
them developing a project as an autonomous
curatorial contribution. The collectives are ACAF
— Alexandria Contemporary Arts Forum, CPS -

Chamber of Public Secrets and tranzit.org. The

positive results achieved by Manifesta 8 1in the
Region of Murcia have been attested by 110,000
visitors, who have been welcomed at the 14 venues
during the exhibition period. Furthermore over 10% of the total visitors to
Manifesta 8 participated to one of the many education, outreach and art
mediation programs on offer.

For the first time, the Biennial integrated a sub-theme in its title - a
dialogue with northern Africa as a direct consequence of geopolitical
issues in the region where it took place. In different interdisciplinary
projects, this theme was sometimes explicit, sometimes inferred and
sometimes highlighted in historical films, photographs and aligned works by
artists from Africa, with particular emphasis on the history of Arabic
culture rooted in the Region of Murcia. Manifesta 8 incorporated a large
number of Parallel Events spread throughout the region of Murcia, as well
as television and radio programs, publications, Internet sites and multi-
media projects. Curators: Alexandria Contemporary Arts Forum  (ACAF),
Chamber of Public Secrets (CPS) and tranzit.org

MANIFESTA 9

The Deep of the Modern. Published by Silvana
Editoriale. Text by Cuauhtémoc Medina, Dawn Ades,
Katerina Gregos, 2012. 320 pp.

Manifesta 9 (Genk, Limburg, Belgium June 2 -
September 30, 2012) - The Deep of the Modern was
presented as a triptych. For the first section, 35
international contemporary artists were invited to
create new work, paying heed to the regional
context and linking the local theme with global
issues. The art historical section provided an
overview of works of art from the 19th and Z20th
centuries, with the impact of the coal industry as
their subject. The third section focused on the
extensive legacy that the Limburg mining industry
has left behind.




One of the fundamental characteristics of Manifesta 9 was a critical
attempt to foster an interdisciplinary and intergenerational dialogue using
the significance of the former Campine Belgian coal-mining region as a
locus of the imaginary, and the ecology of industrial capitalism as 1its
points of departure.

MANIFESTA 10

Published by Walther Kénig, K&ln

Edited by  Kasper Kénig. Text by  Ekaterina
Andreeva, Helmut Draxler, Ekaterina Degot, Silvia
Eiblmayr. 2014. 312 pp.

Manifesta 10 1is hosted by the State Hermitage
Museum, St. Petersburg, Russian Federation till 31
October 2014. The Manifesta Biennial was inspired
by the changing European constellation of 1989-91,
and was 1initiated 1in order to take advantage and
expand upon the increased artistic exchange made
possible by these events. Now Manifesta will 1look
back and take stock. St. Petersburg 1is suited for
this reflection because of 1its former status as
cultural capital of Russia and “gateway” to the
West. The wuniqueness of the Hermitage—a palace
complex with extraordinary collections and
inspired visitors—lends itself 1in a most unusual
way to looking at varied moments 1in art history
(local and global, recent and archaic). Manifesta 10 will explore gaps,
propose ways to take advantage of them, and encourage personal aesthetic
experience among the social buzz of the visitors. Manifesta 10 is curated
by Kasper Kénig.

MANIFESTA 10 POCKET GUIDE
Published by Manifesta 10 and The Hermitage Museum XXI
Century Foundation, 2014. 224 pp.

The Manifesta 10 Pocket Guide 1is a handy companion to
MANIFESTA 10, providing useful information for visitors to
the Biennial. It serves as a practical gqguide for art
professionals, art historians, critics, collectors, curators,
and students, as well as for casual visitors. The Pocket
Guide consists of accessible texts under various headings
including: the exhibition, the public program, the film
program, education activities, and parallel events.

It contains useful maps of the city highlighting Biennial
venues and points of interest in and around St. Petersburg.

MANIFESTA JOURNALS #1-17

Founded in 2003, Manifesta Journal 1is an international journal that focuses
on the practices and theories of contemporary curating. Manifesta Journal
is an 1independent project, initiated by the Manifesta Foundation. The
format of Manifesta Journal (MJ), 1like the Manifesta biennial, 1is a
changing model. It aims to be both self-reflective and critical toward
international curating and biennials 1in general, but also toward its own
functional mechanisms. Every six editions, a new editorial team from
diverse areas of Europe and beyond 1is 1invited to develop a different
concept for the series, to reflect on contemporary FEurope and the world.
Manifesta Journal can be regarded as a porous platform to reconsider the
meanings and the effects of curatorial practices today focusing on urgent
(geo)political, humanistic, instigating and controversial potentialities.
The new, encompassing subtitle, "“Around Curatorial Practices” marks the
trajectory from the previous subtitle, “Journal of Contemporary
Curatorship”.



Kasper Koénig catalogues

VON HIER AUS

Hrsg. und mit einem Vorwort "Zur Ausstellung"” von Kasper Kénig. Katalog
zur Ausstellung auf dem Diisseldorfer Messegeldnde, veranstaltet von der
Gesellschaft fiir aktuelle Kunst Diisseldorf e.V. Kiinstlerische Leitung und
organisatorische Durchfiihrung der Ausstellung: Kasper Kénig. Koéln 1984.
472 pp. ANTIQUARISCH.

Important exhibition held in Diisseldorf in 1984, it was organized by Kasper
Kénig in a 1,400 m exhibition hall. The show aims at presenting the
broadest overview of art trends in Germany, particularly in Diisseldorf and
Berlin. Its title, Von Hier aus (‘from here on’, or ‘hereafter’), does not
conceal the desire to single out Diisseldorf as main contemporary art center
(especially against Cologne, which had organized the Westkunst), thanks to
the prestige of its art school and its master, Beuys. The organizer of the
exhibition, though a native of Cologne, stresses three main art trends: a
historical one, that of Fluxus and the foreign artists who worked 1in
Germany (Filliou, Brecht, Paik and Broodthaers), the new painting, with
huge works by Kiefer, Salome, Baselitz and Penck,; and on the lower level of
the exhibition space, the ‘young builders’, who conceive their works
largely in connection to places (Mucha, Schiitte, Katia Hajek ...)

WESTKUNST

by Laszlo Glozer.Zeitgenbssische Kunst seit 1939. Ausstellungskommissar:
Kasper Koénig, u.a. Dokumentation: Marcel Baumgartner. Handbuch: Laszlo
Glozer. DuMont Verlag, K&ln 1981. Mit Texten von Kasper Kénig u.a. 4to. 524
pp. ANTIQUARISCH.

In 1981 Westkunst, presented in Cologne and curated by Kaspar Kénig, served
to underline, from the wide range of artistic proposals produced throughout
the Western map, the new German artistic identity, which had been erased
after the Second World War and recovered later with the new expressionisms.
Though covering a wide chronological period - from 1939 to 1981 - and
featuring an international crowd of artists who would reach critical
acclaim in the eighties: Borofsky, Chia, Cucchi, Daniels, Paladino, Salle,
Schnabel, West, among many others — the show acted as a springboard for a
generation of German artists that were unknown outside national borders
until then, and that away from foreign influences were able to connect
their art to their contrasting local roots.

KASPER KONIG ZUM 60. GEBURTSTAG. 21. November 2003.
Hrsg. von Thomas Weski, Ulrich Wilmes & Walther Koénig. Redaktion: Coco
Kénig. K&ln 2003. 304 pp.

No anniversary publication, but a birthday book of more than 150 friends
and companions.

KONIG, KASPER
Energien / Synergien 13: Kasper Kénig. Hrsg. von Regina Wyrwoll. Text von
Richard Artschwager. Nachw. von Regina Wyrwoll. Kéln 2013. pp.

Kasper Kénig, born in 1943, is the eighth and youngest art mediator to be
focused on 1in the work biographies of the series 'Energien/Synergien'
(Energies/Synergies). Koénig spent the early years of his working life,
between 1963 and 1978, in Great Britain, the USA and Canada. From abroad he
found his way, time and again, back to projects on the European continent.
In 1977, together with Klaus BuBmann, he curated the first sculpture
exhibition 1in a public space 1in Minster. Further notable steps 1in his
career were the legendary exhibitions 'Westkunst' 1in Cologne (1981) and
'"Von hier aus' 1in Diisseldorf (1984). Subsequently Kasper Kénig took over
the job of Principal of the Stddelschule in Frankfurt am Main from 1988 to
2000, before running the Museum Ludwig in Cologne as its director from 2000



to 2012. Walter Grasskamp spoke with Kasper Kénig about his Westphalian
home, Warhol's Factory and the museum near Cologne cathedral.

ALTE HASEN, BD. 2: KLAUS BUBMANN IM GESPRACH MIT KASPER KONIG
KW, Berlin. Hrsg. von Susanne Pfeffer. K&éln 2011. 58 pp.

The art historian and curator Klaus BuBmann was born in 1941 in Aachen and
studied art history, sociology and history in Minster, Berlin, Basel and
Paris. From 1968 to 1977 BuBmann was curator at the Westphalian State
Museum for Art and Cultural History in Miinster, then he was a professor of
art history at the School of Design at the Fachhochschule Miinster from 1977
to 1984 and a director of the Westphalian State Museum. Together with
Kasper Koénig, he initiated the Sculpture Projects in Minster in 1977 that
is hold every ten years. They know more than others, they have a long
breath and passionate endurance. The old hands look as luminaries in their
field back of their experience in the art world. They have deep insights 1in
the field that they have significantly influenced and supported. Your view
from a historical distance allows current developments and changes 1in the
art. In dialogues, they tell the stories of contemporary art and provide
insight into their experience.

EIN WUNSCH BLEIBT IMMER UBRIG - KOLN, MUSEUM LUDWIG -
12 Jahre Museum Ludwig. Eine Auswahl. Katalog hrsg. & Einl. von Anna Brohm
& Valeska Schneider. Koéln 2012. Vorw. von Fritz Behrens. 4to. 368 pp.

"One wish always remains" (EIN WUNSCH BLEIBT IMMER UBRIG) - after 12 years
at Museum Ludwig, Kasper Kénig leaves as he came: with a reflection on the
collection and collecting. A collection is a living organism, the expanded,
changed and responsive to the surrounding world. Therefore, it can be never
completely. So it 1is not surprising that at the end of the 12-year term of
Kasper Kénig at Museum Ludwig still a lot of requests are open - although
very many were in the past years in fulfillment.

With some 80 works from a bundle of about 2000, which came to the Museum
Ludwig since the appointment of Kasper Kénig, the result 1is a reporting
entity collection presentation, which can be equally understood as circular
reasoning to his opening 12 years ago. In November 2001, Kasper Kénig
opened the exhibition Museum of our Wishes. In the center of his curatorial
work always focused on the question how changing exhibitions of targeted
complement the collection may be useful, and vice versa, as new exhibitions
are to 1initiate from the collection - this also applies to his final
presentation.

DER ZERBROCHENE SPIEGEL: POSITIONEN ZUR MALERET
Wien 1993. Hrsg. von Kasper Kénig u. Hans-Ulrich Obrist, 254 pp.

The Broken Mirror: Positions of Painting Today curated by Kasper Kénigh and
Hans-Ulrich Obrist, a big painting show with a catalogue. Why painting? Why
now? The 1internal processes of painting, 1its false movements, revisions,
disclosures, cancellations and discoveries resist the trumped-up charges
laid against the medium. The best works have a certain resistance: They
resist the idea that painting is just something flat but lumpy to hang on
the wall. They resist the notion that printing is just a long-winded way of
producing an image, or that it 1is just about the dumbest kind of object
that anyone ever came up with. A painting 1is not just an image, not quite
an object(or it is an object so laden with cultural meanings that it can
never simply be perceived as physical). The exhibition included over 40
artists who worked 1in the medium of painting; a key view of central
positions of the 1980s and 1990s. Artists of different generations were
grouped together in the show, and the experimental installation, which was
widely noted, referred back to certain classic aesthetics of the 19th
century Salon. Exhibited artists included: Georg Baselitz, Francesco
Clemente, Marlene Dumas, Glinter Férg, Leon Golub, Per Kirkeby, Marina
Lassnig, Oehlen, Sigmar Polke, Gerhard Richter, Rob Ryman, Luc Tuymans, etc



SCULPTURE. PROJECTS IN MUNSTER 1997
Hrsg. Klaus BuBimann, Kasper Kénig, Florian Matzner, Ostfildern 1997, 540
pp.

Held every ten years (1977, 1987, 1997, 2007) in the German city of
Miinster, Skulptur Projekte Minster presents the works of international
artists in a wide variety of spaces around the city.

Established as a major event on the global art circuit, the project’s time
span and focus on the urban environment provides both an important snapshot
of the state of sculptural practice and a discourse on the possibility of
making artwork in the public realm.

Skulptur Projekte Minster takes a wunique approach to the subject by
examining the ambivalent relationship between art and the public space
through commissioning site-specific works that respond to the urban context
and encourage active public participation.

SKULPTUR PROJEKTE IN MUNSTER 1987
Katalog, Westfdlisches Landesmuseum/Klaus BuBmann/Kasper Kénig, K&6ln Dumont
1987, 409 pp. Deutsch.

The story of the Sculpture Projects in Miinster goes back to the 1970s when
George Rickey placed his kinetic sculpture, ”“Drei rotierende Quadrate”
there. At the time there was a significant public outcry against placement
of the artwork. To address this dissatisfaction, and to attempt to bridge
understanding about art in public places Klaus Bussmann, then director of
the Westfdlisches Landesmuseum 1in Miinster undertook a series of lectures
and presentations in 1977 at the museum. It was as an extension of this
outreach program that the idea for the Miinster Sculpture Projects was born
with Bussmann and Kasper Koénig (curator at Museum Ludwig) as the project’s
founders. Although protests of the project followed in latter years the
citizens of Minster eventually came to embrace the project, and are found
today to be quite proud of it, celebrating its presence 1in the city, as
well as understanding the economical benefit it brings to this rather small
college town.



Documents of Contemporary Art

ABSTRACTION
Documents of Contemporary Art. Ed. by Maria Lind.
London 2013. 240 pp.., Bibliographie, Index,

Kurzbiographien, brosch.

This anthology reconsiders crucial aspects of

abstraction’s resurgence in contemporary art,
exploring three equally significant strategies
explored 1in current practice: formal abstraction,

economic abstraction, and social abstraction. In the
1960s, movements as diverse as Latin American neo-
concretism, op art and “eccentric abstraction”
disrupted the homogeneity, universality, and
rationality associated with abstraction. These modes
of abstraction opened up new forms of engagement with
the phenomenal world as well as the possibility of
diverse readings of the same forms, ranging from [ cetemporary At
formalist and transcendental to socio-economic and
conceptual.

In the 1980s, the writings of Peter Halley, Fredric Jameson, and others
considered an increasingly abstracted world in terms of 1its economic,
social, and political conditions—all of which were increasingly manifested
through abstract codes or sites of style. Such economic abstraction 1is
primarily addressed 1in art through subject or theme, but Deleuze and
Guattari’s notion of art as abstract machine opens up possibilities for
art’s role 1in the construction of a new kind of social reality. In more
recent art, a third strand of abstraction emerges: a form of social
abstraction centered on the strategy of withdrawal. Social abstraction
implies stepping aside, a movement away from the mainstream, suggesting the
possibilities for art to maneuver within self-organized, withdrawn
initiatives in the field of cultural production.

APPROPRIATION

Documents on Contemporary Art. Ed. by David Evans.
Cambridge 2009. 240 pp., Bibliographie, Index,
brosch.

Appropriation, edited by David Evans, 1s one of a
series documenting major themes and ideas in
contemporary art. Many influential artists today draw
on a legacy of 'stealing' images and forms from other
makers. The term appropriation is particularly
associated with the 'Pictures' generation, centred
on New York 1in the 1980s; this anthology provides a
far wider context. Historically, it reappraises a
diverse lineage of precedents - from the Dadaist
readymade to Situationist détournement - while
contemporary 'art after appropriation' 1is considered
from multiple perspectives within a global context.

Scavenging, replicating, or remixing, many | Dogliments of Contamparary

influential artists today —reinvent a legacy of
"stealing" images and forms from other makers. Among the diverse, often
contestatory strategies included under the heading "appropriation" are the
readymade, détournement, pastiche, rephotography, recombination, simulation
and parody.

Although appropropriation 1is often associated with the 1980s practice of
such artists as Peter Halley, Sherrie Levine, Richard Prince, and Cindy
Sherman, as well as the «critical discourse of postmodernism and the
simulacral theory of Jean Baudrillard, appropriation’s significance for art
is not limited by that cultural and political moment.



In an expanded art-historical frame, this book recontextualizes avant-garde
photomontage, the Duchampian readymade, and the Pop 1image among such
alternative precursors as Francis Picabia, Bertolt Brecht, Guy Debord,
Akasegawa Genpei, Dan Graham, Cildo Meireles, and Martha Rosler. In the
recent work of many artists, including Mike Kelley, Glenn Ligon, Pierre
Huyghe, and Aleksandra Mir, among others, appropriation is central to their
critique of the contemporary world and vision for alternative futures.

CHANCE

Documents on Contemporary Art. Ed. by Margaret
Iversen. Cambridge 2010. 240 pp., Bibliographie,
Index, Kurzbiographien, brosch.

The chance situation or random event—whether as a
strategy or as a subject of 1investigation—has been
central to many artists' practices across a
multiplicity of forms, including expressionism,
automatism, the readymade, collage, surrealist and
conceptual photography, fluxus event scores, film,
audio and video, performance, and participatory
artworks. But why-a century arfter Dada and
Surrealism's first systematic enquiries—does chance
remain a key strategy in artists' investigations into
the contemporary world?

The writings in this anthology examine the gap
between intention and outcome, showing it to be
crucial to the meaning of chance 1in art. The book
provides a new critical context for chance procedures in art since 1900 and
aims to answer such questions as why artists deliberately set up such a gap
in their practice,; what new possibilities this suggests,; and why the viewer
finds the art so engaging.

COLOUR

Documents of Contemporary Art. Writings of
Contemporary Art. Ed. by David Batchelor. Cambridge
2008. 240 pp., brosch

Writings on colour from modernism to the present, by
writers from Baudelaire to Baudrillard, surveying art
from Paul Gaugin to Rachel Whiteread. Whether it 1is
scooped up off the palette, deployed as propaganda,
or opens the doors of perception, color is central to
art not only as an element but as an idea. This
unique anthology reflects on the aesthetic, cultural,
and philosophical meaning of <color through the
writings of artists and critics, placed within the
broader context of anthropology, film, philosophy,
literature, and science. Those who loa
the color have had as much to say as those who love

DA by David Bubihates

it. This chronology of writings from Baudelaire to Documents of Contemporary Art
Baudrillard traces how artists have affirmed color as

a space of pure sensation, embraced it as a tool of revolution or denounced
it as decorative and even decadent. It establishes color as a central theme
in the story of modern and contemporary art and provides a fascinating
handbook to the definitions and debates around its history, meaning, and
use.



DANCE
Documents of Contemporary Art. Ed. by André Lepecki.
London 2012. 240 pp., Bibliographie, Index, brosch.

Dance's galvanizing and transformative presence 1in
art and theory over the last decade becomes part of a
broader investigation of its dialogue with
modernism's legacies. This collection surveys the
choreographic turn 1in the artistic imagination from
the 1950s onwards, and 1in doing so outlines the
philosophies of movement instrumental to the
development of experimental dance. By introducing and
discussing the concepts of embodiment and
corporeality, choreopolitics, and the notion of dance
in an expanded field, Dance establishes the
aesthetics and politics of dance as a major Iimpetus
in contemporary culture. It offers testimonies and
writings by influential visual artists whose work has
taken inspiration from dance and choreography.
Dance-because of its ephemerality, corporeality,
precariousness, scoring, and performativity--is arguably the art form that
most clearly engages the politics of aesthetics 1in contemporary culture.
Dance’s ephemerality suggests the possibility of an escape from the regimes
of commodification and fetishization 1in the arts. Its corporeality can
embody critiques of representation inscribed in bodies and subjects. Its
precariousness underlines the fragility of contemporary states of being.
Scoring links it with conceptual art, as language becomes the articulator
for possible as well as impossible modes of action. Finally, because dance
always establishes a contract, or promise, between 1its choreographic
planning and 1its actualization 1in movement, 1t reveals an essential
performativity in its aesthetic project--a central concern for both art and
critical thought in our time.

Documents of Cofitomporary Art

DESIGN AND ART
Documents of Contemporary Art. Ed. by Alex Coles.
Cambridge 2007. 208 pp., Bibliographie, Index

This reader in Whitechapel's Documents of
Contemporary Art series 1investigates the interchange
between art and design. Since the the Pop and
Minimalist eras—as the work of artists ranging from
Andy Warhol to Dan Graham demonstrates—the
traditional boundaries between art and architectural,
graphic, and product design have dissolved in
critically significant ways. Design and Art traces
the rise of the "design-art" phenomenon through the
writings of critics and practitioners active 1in both
fields.

The texts include writings by Paul Rand, Hal Foster,
Miwon Kwon, and others that set the parameters of the
debate; utopian visions, including those of architect
Peter Cook and writer Douglas Coupland; project
descriptions by artists (among them Tobias Rehberger and Jorge Pardo)
juxtaposed with theoretical writings; surveys of group practices by such
collectives as N55 and Superflex,; and views of the artist as mediator—a
role assumed in the past to be the province of the designer—as seen in work
by Frederick Kiesler, Ed Ruscha, and others. Finally, a book that doesn't
privilege either the art world or the design world but puts them 1in
dialogue with each other.




DOCUMENTARY

Documents of Contemporary Art. Ed. by Julian
Stallabrass. London 2013. 240 pp., Bibliographie,
Index, Kurzbiographien, brosch.

The revival of documentary 1in art, considered 1in
historical, theoretical, and contemporary contexts.
After a long period 1in eclipse, documentary has
undergone a marked revival 1in recent art. This has
been spurred by two phenomena: the exhibition of
photographic and video work on political issues at
Documenta and numerous biennials; and 1increasing
attention to issues of injustice, violence, and
trauma in the war zones of the endemically conflict-
ridden twenty-first century. The renewed attention to
photography and video in the gallery and museum world
has helped make documentary one of the most prominent
modes of art-making today. Unsurprisingly, this
development has been accompanied by a rich strain of
theoretical and historical writing on documentary.
This anthology provides a much-needed contextual grounding for documentary
art. It explores the roots of documentary 1in modernism and its critique
under postmodernism; surveys current theoretical thinking about
documentary,; and examines a wide range of work by artists within, around,
or against documentary through their own writings and interviews.

EDUCATION
Documents of Contemporary Art. Ed. by Felicity Allen.
London 2011. 240 pp., Bibliographie, Index, brosch.

This book will be an original and 1indispensable
resource for all who believe in the Importance of art
in the wider educational realm. Framing the recent
"educational turn" in the arts within a broad |
historical and social context, this anthology raises |
fundamental questions about how and what should be

taught 1in an era of distributive rather than media- »

based practices. .

Among the many sources and arguments traced here 1is - ' 14 ‘+ L

second-wave feminism, which questioned dominant — s [ =
l

notions of personal and institutional freedom as
enacted through art teaching and practice. Similarly,
education-based responses by the art community to the
catastrophes of World War II and postcolonial
conflict critically inform contemporary art g

confronting the interrelationships of education, 5y N LAY
power, market capitalism, and as Michael Hardt and Antonio Negri describe
it "the global condition of war'".

These writings by artists, philosophers, educators, poets, and activists
center on three recurring and 1interrelated themes: the notion of
"indiscipline" in theories and practices that challenge boundaries of all
kinds; the present and future role of the art school; and the turn to
pedagogy as medium in a diverse range of recent projects. Other writings
address such 1issues as 1instrumentalism and control, 1liberation and
equality, the production and the politics of culture, and the roots of
research-based practice and experimental participatory works.




MEMORY
Documents of Contemporary Art. Ed. by Ian Farr.
London 2012. 240 pp., Bibliographie, Index, brosch.

Investigations into the wide array of artistic
relationships to memory, repetition and reappearance,
and forgetting, 1in artworks from the late 1940s to
the present. This anthology investigates the turn 1in
art not only towards archives and histories, the
relics of modernities past, but toward the phenomena,
in themselves, of “haunting” and the activation of

memory. It looks at a wide array of artistic
relationships to memory association, repetition and
reappearance, as well as forms of “active”

forgetting. Its discussions encompass artworks from
the late 1940s onward, ranging from reperformances

such as Marina Abramovic’s Seven Easy Pieces
(embodied resurrections of decades-removed
performance pieces by her contemporaries) to the
inanimate trace of "“memory” Robert Morris assigns to
his free-form felt pieces, which “forget” in their present configurations
their previous slides and falls.

Contextualizing memory’s role in visual theory and aesthetic politics-from
Marcel Proust’s optics to Bernard Stiegler’s analysis of memory’s
“industrialization”-this collection also surveys the diversity of
situations and registers in which contemporary artists explore memory. Art
that engages with memory embodied in material and spatial conditions 1is
examined beside works that reflect upon memory’s effects through time, and
yet others that enlist the agency of remembrance or forgetting to work
through aspects of the numerous pasts by which the present 1is always
haunted.

Bl b by S
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FAILURE
Documents on Contemporary Art. Ed. by Lisa Le Feuvre.
London 2010. 240 pp., brosch.

Amid the global uncertainties of our times, failure
has become a central subject of 1investigation 1in
recent art. Celebrating failed promises and myths of
the avant-garde, or setting out to realize seemingly
impossible tasks, artists have actively claimed the
space of failure to propose a resistant view of the

world. Here success is deemed overrated, doubt
embraced, experimentation encouraged, and risk
considered a viable strategy. The abstract

possibilities opened up by failure are further
reinforced by the problems of physically realizing
artworks—wrestling with ideas, representation, and
object-making. By amplifying both theoretical and
practical failure, artists have sought new,
unexpected ways of opening up endgame sSituations, Rt oy L

, , , . Doouments of ©an)
ranging from the ideological shadow of the white cube —
to wunfulfilled promises of political emancipation. Between the two
subjective poles of success and failure 1lies a space of potentially
productive operations where paradox rules and dogma 1is refused. This
collection of writings, statements, mediations, fictions, polemics, and
discussions identifies failure as a core concern 1in cultural production.
Failure 1identifies moments of thought that have eschewed consensus,
choosing to address questions rather than answers.



NATURE
Documents of Contemporary  Art. Ed. by Jeffrey
Kastner. London 2012. 240 pp., Bibliographie, Index,
brosch.

Nature, as both subject and object, has been
repeatedly rejected and reclaimed by artists over the
last half century. With the dislocation of
disciplinary boundaries 1in visual culture, art that
is engaged with nature has also forged connections
with a new range of scientific, historical, and
philosophical ideas. Developing technologies make our
interventions 1into natural systems both increasingly
refined and profound. Advances 1in biological and
telecommunication technology continually modify the
way we present ourselves. Nature, as both subject and
object, has been repeatedly rejected and reclaimed by
artists over the last half century. With The oty Mtvwy Koo
dislocation of disciplinary boundaries in visual | PoSumeniclContsmposany At
culture, art that is engaged with nature has also forged connections with a
new range of scientific, historical, and philosophical ideas. Developing
technologies make our interventions into natural systems both increasingly
refined and profound. Advances in biological and telecommunication
technology continually modify the way we present ourselves. So too are
artistic representations of nature (human and otherwise) being transformed.
This anthology addresses these 1issues by considering how the rise of
transdisciplinary practices 1in the postwar era allowed for new kinds of
artistic engagement with nature. These include the postminimalist
inscriptions associated with Land art; environmentally engaged practices
designed to propose novel forms of stewardship; and more recent projects
concerned with relationships between the most subtle and minute components
of 1life and the large-scale appearance of the world. These projects
unsettle the most basic operations of “natural” personhood and identity.
Including a wide range of writings by and about artists, juxtaposed with
influential texts from diverse theoretical bases, this collection provides
an overview of the eclectic scientific and philosophical sources that
inform contemporary art’s investigations of nature.
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NETWORKS
Documents of Contemporary Art. Ed. by Lars Bang
Larsen, 2014. 204 pp.

The dawn of the electronic media age 1in the 1960s
began a cultural shift from the modernist grid and
its determination of projection and representation to
the fluid structures and circuits of the network,
presenting art with new challenges and possibilities.
This anthology considers art at the center of network
theory, from the 1960s to the present.

Artists have used the “space of flows" as a basis for
creating utopian scenarios, absurd yet functional
propositions or holistic planetary visions. Others
have explored the economies of reciprocity and the
ethics of generosity, 1in works that address changed ‘ ’
conditions of codependence and new sites of social uwwnwéyumaA;
negotiation. The “infra-power'" of the network has
been a departure point for self-organized
counterculture and the creation of new types of agency. And a "“poetics of
connectivity" »runs through a diverse range of work that addresses the
social and material complexity of networks through physical structures and
ambient installation, the mapping of the Internet, or the development of
robots and software that take on the functions of artist or curator.

Documents of’ z?fmnpomxy)\xt !
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PAINTING
Documents on Contemporary Art. Ed. by Terry R. Myers.
London 2011. 240 pp., brosch.

This 1is the first anthology to bring together key
statements, dialogues and debates by artists and
writers on art that have been building blocks of the
latest era in painting's history. Predominantly first
published in magazines, journals and catalogues,
these texts recontextualize polarized debates and
reignite questions for the future. Artists surveyed
include Glenn Brown, Vija Celmins, John Currin,
Olafur Eliasson, Gary Hume, Jutta Koether, Paul
McCarthy, Albert Oehlen, Sigmar Polke, Gerhard
Richter, Robert Ryman, David Salle, Jim Shaw, Philip
Taaffe, Luc Tuymans, Jeff Wall et al. Writers include
Daniel Birnbaum, Norman Bryson, Douglas Crimp, Gilles
Deleuze, Hal Foster, Isabelle Graw, Jerry Saltz, Mira Sy & 2ove

Schor, Adrian Searle et al. The "death of painting" R LB i
and its subsequent resurrection in transformed

conditions 1is a leitmotif of the modern era. Painting’s postconceptual
resurgence at the start of the 1980s began a dramatic expansion of 1its

field. If painting remains important today, it is  because its
contradictions have been acknowledged as artists have radically diversified
the components of 1its production and presentation. The diversity of

contemporary painting’s meanings and practices encompasses the randomness
and eclecticism associated with Web-based creation. Although for many the
presence of paint endures, others have argued for painting to be classed
not as a material but as a philosophical category.

Compiled by a leading critic of painting who actively participated in these
conversations while also teaching young artists 1in the studio classroom,
this collection ranges widely, to reflect the diversity of ways in which
painting continues to be investigated and evaluated in studios, exhibition
spaces, and the marketplace of 1ideas. These writings, statements, and
interviews reflect ongoing debates and reignite questions for an as yet
unimagined future of painting.

PARTICIPATION
Documents of Contemporary Art. ed. by Claire Bishop.
London 2006, 208 pp. ohne Abb. Brosch.

The desire to move viewers out of the role of passive
observers and into the role of producers 1is one of
the hallmarks of twentieth-century art. This tendency
can be found 1in practices and projects ranging from
El Lissitzky's exhibition designs to Allan Kaprow's
happenings, from minimalist objects to installation
art. More recently, this kind of participatory art
has gone so far as to encourage and produce new
social relationships. Guy Debord's celebrated
argument that capitalism fragments the social bond
has become the premise for much relational art
seeking to challenge and provide alternatives to the
discontents of contemporary life. This publication
collects texts that place this artistic development amedle i Contompoary At
in historical and theoretical context. -

Participation begins with writings that provide a theoretical framework for
relational art, with essays by Umberto Eco, Bertolt Brecht, Roland Barthes,
Peter Biirger, Jen-Luc Nancy, Edoaurd Glissant, and Félix Guattari, as well
as the first translation into English of Jacques Ranciere's influential
"Problems and Transformations 1in Critical Art." The book also 1includes



central writings by such artists as Lygia Clark and Hélio Oiticica, Joseph
Beuys, Augusto Boal, Felix Gonzalez-Torres, Thomas Hirschhorn, and Rirkrit
Tiravanija. And it features recent critical and curatorial debates, with
discussions by Lars Bang Larsen, Nicolas Bourriaud, Hal Foster, and Hans-
Ulrich Obrist.

SITUATION
Documents of Contemporary Art. Ed. by Claire Doherty.
London 2009. 240 pp., brosch.

Key texts on the notion of "situation" in art and
theory  that consider site, place, and context,
temporary interventions, remedial actions, place-
making, and public space. Situation—a unique set of
conditions produced 1in both space and time and
ranging across material, social, political, and
economic relations—has become a key concept 1in
twenty-first-century art. Rooted in artistic
practices of the 1960s and 1970s, the idea of
situation has evolved and transcended these 1in the
current context of globalization. This anthology
offers key writings on areas of art practice and
theory related to situation, including notions of the
site specific, the artist as ethnographer or
fieldworker, the relation between action and public
space, the meaning of place and locality, and the
crucial role of the curator 1in recent situation
specific art. In North America and Europe, the site-specific 1is often
viewed 1in terms of resistance to art's commoditization, while elsewhere
situation-specific practices have defied 1institutions of authority. The
contributors discuss these recent tendencies in the context of
proliferating international biennial exhibitions, curatorial place-bound
projects, and strategies by which artists 1increasingly unsettle the
definition and legitimation of situation-based art.

SOUND
Documents on Contemporary Art. Ed. by Caleb Kelly.
London 2011. 240 pp., brosch.

The '"sonic turn" 1in recent art reflects a wider
cultural awareness that sight no longer dominates our
perception or understanding of contemporary reality.
The background buzz of myriad mechanically reproduced
sounds increasingly mediates our lives. Tuning 1into
this incessant auditory stimulus, some of our most
influential artists have investigated the corporeal,
cultural, and political resonance of sound.

In tandem with recent experimental music and
technology, art has opened up to hitherto excluded
dimensions of noise, silence, and the act of
listening. Artists working with sound have engaged 1in
new forms of aesthetic encounter with the city and
nature, the everyday and cultural otherness,
technological effects and psychological states.

New perspectives on sound have generated a wave of X
scholarship in musicology, cultural studies, and the : L :

social sciences. But the equally important rise of sound in the arts since
1960 has so far been sparsely documented. This volume 1is the first
sourcebook to provide, through original critical writings and artists’
statements, a genealogy of sonic pathways 1into the arts, philosophical
reflections on the meanings of noise and silence, dialogues between art and




music, investigations of the role of 1listening and acoustic space, and a
comprehensive survey of sound works by international artists from the
avant-garde era to the present.

THE ARCHIVE &
Documents of Contemporary  Art. ed. by  Charles
Merewether. London 2006. 208 pp. ohne Abb. Brosch.

In the modern era, the archive—official or personal—
has become the most significant means by which
historical knowledge and memory  are collected,
stored, and recovered. The archive has thus emerged
as a key site of inquiry 1in such fields as
anthropology, critical theory, history, and,
especially, recent art. Traces and testimonies of
such events as World War II and ensuing conflicts,
the emergence of the postcolonial era, and the fall
of communism have each provoked a reconsideration of
the authority given the archive—no longer viewed as a
neutral, transparent site of record but as a
contested subject and medium in itself.

This volume surveys the full diversity of ouUr [ sy

. D, , Documhents ol Comtemparary Art
transformed theoretical and critical notions of the
archive—as idea and as physical presence—from Freud's "mystic writing pad"
to Derrida's "archive fever"; from Christian Boltanski's first
autobiographical explorations of archival material 1in the 1960s to the
practice of artists as various as Susan Hiller, Ilya Kabakov, Thomas
Hirshhorn, Renée Green, and The Atlas Group in the present.

THE ARTIST'S JOKE

Documents of Contemporary Art. Ed. by Jennifer
Higgie. London 2007. 240 pp., Bibliographie, Index,
Kurzbiographien, brosch.

Ever since Freud's Jokes and Their Relation to the
Unconscious appeared in 1905, humor both 1ight and
dark  has frequently surfaced as a subversive,
troubling, or liberating element in art.

The Artist's Joke surveys the rich and diverse uses
of humor by avant-garde and contemporary artists. The
texts collected 1in this new reader from London's
Whitechapel Gallery examine what André Breton called
the "lightning bolt" of the unsettlingly comic, as
seen 1in the anarchic wordplay of Duchamp, Picasso,
the Dadaists, and Surrealists; Pop's fetish for
kitsch and the comic strip,; Bruce Nauman's sinister
clowns and twisted puns,; Richard Prince's joke
paintings; art ambushed by feminist wit, from the
Dadaism of Hannah Héch 1in the 1920s to the
politicized conceptualism of Jenny Holzer and Barbara
Kruger 1in the 1980s; the serenely uncanny 1in Mike Kelley's installations
and the risibly grotesque 1in Paul McCarthy's; and the strangely comic
scenarios of artists as various as Maurizio Cattelan, Andrea Fraser,
Raymond Pettibon, and David Shrigley. Artists' writings are accompanied and
contextualized by the work of critics and thinkers including Freud,
Bergson, Héléene Cixous, Slavoj Zizek, J6rg Heiser, Jo Anna Isaak, and Ralph
Rugoff.

temposary Ast




THE CINEMATIC

Documents of Contemporary Art. Ed. by David Campany.
London 2007. 224 ppP-, Bibliographie, Index,
Kurzbiographien, brosch.

The cinematic has been a springboard for the work of
many influential artists, 1including Victor Burgin,
Philip-Lorca diCorcia, Stan Douglas, Nan Goldin,
Douglas Gordon, Cindy Sherman, and Jeff Wall, among
others. Much recent cinema, meanwhile, 1is rich with
references to contemporary photography. Video art has
taken a photographic turn into pensive slowness;
photography now has at 1its disposal the budgets and
scale of cinema. This addition to Whitechapel's
Documents of Contemporary Art series surveys the rich
history of creative 1interaction between the moving
and the still photograph, tracing their ever-changing
relationship since early modernism.

Still photography—cinema's ghostly parent—was
eclipsed by the medium of film, but also set free.
The rise of cinema obliged photography to make a virtue of 1its own
stillness. Film, on the other hand, envied the simplicity, the lightness,
and the precision of photography. Russian Constructivist filmmakers
considered avant-garde cinema as a sequence of graphic '"shots'",; their
Bauhaus, Constructivist and Futurist photographer contemporaries assembled
photographs into a form of cinema on the page. In response to the rise of
popular cinema, Henri Cartier-Bresson exalted the "decisive moment" of the
still photograph. In the 1950s, reportage photography began to explore the
possibility of snatching filmic fragments. Since the 1960s, conceptual and
postconceptual artists have explored the narrative enigmas of the found
film still. The Cinematic assembles key writings by artists and theorists
from the 1920s on—including Ldszld Moholy-Nagy, Pier Paolo Pasolini, Victor
Burgin, Jeff Wall, and Catherine David—documenting the photography-film
dialogue that has enriched both media.

THE EVERYDAY

Documents of Contemporary  Art. Ed. by  Stephen
Jonstone. London 2008. 240 pp., Bibliographie, Index,
brosch.

Numerous international exhibitions and biennials have
borne witness to the range of contemporary art
engaged with the everyday and its antecedents in the
work of Surrealists, Situationists, the Fluxus group,
and conceptual and feminist artists of the 1960s and
1970s. This art shows a recognition of ordinary
dignity or the accidentally miraculous, an engagement
with a new kind of anthropology, an immersion in the
pleasures of popular culture, or a meditation on what
happens when nothing happens. The celebration of the
everyday has oppositional and dissident overtones,
offering a voice to the silenced and proposing
possibilities for change. This collection of writings
by artists, theorists, and critics assembles for the ol -

first time a comprehensive anthology on the everyday |[Fo ey
in the world of contemporary art.

Artists surveyed include: Chantal Akerman, Francis Alys, Vladimir Arkhipov,
Tan Breakwell, Stanley Brouwn, Sophie Calle, Marcel Duchamp, Fischli &
Weiss, Nan Goldin, Dan Graham, Mona Hatoum, Susan Hiller, Ilya and Emilia
Kabakov, Mary Kelly, Lettrist International, Jonas Mekas, Annette Messager,
Aleksandra Mir, Roman Onddk, Yoko Ono, Gabriel Orozco, Martha Rosler, Allen
Ruppersberg, Daniel Spoerri, Wolfgang Tillmans, Mierle Laderman Ukeles,
Andy Warhol, Richard Wentworth, Stephen Willats.




THE GOTHIC
Documents of Contemporary Art. Ed. by Gilda Williams.
London 2007. 240 pp., Bibliographie, Index, brosch.

With text contributions by Mike Kelley, Danmien
Hirst, Tacita Dean, Jonathan Meese, Catherine
Sullivan et al. This collection of writings examines
the pervasive and influential role of "the Gothic" in
contemporary visual culture. The contemporary Gothic
in art is informed as much by the stock themes of the
eighteenth- and nineteenth-century Gothic novel as it
is by more recent permutations of the Gothic 1in
horror film theory, Lacanian psychoanalysis, and Goth
subcultures. This reader from London's Whitechapel
Gallery brings together artists as different as
Matthew Barney, Gregor Schneider, Loulse Bourgeois,
and Douglas Gordon; 1its 1intent 1is not to use "the
Gothic" to group together dissimilar artists but Taten by G ise W svms

rather to shed 1light on a particular understanding of e

their practice. Anthony Vidler 1looks at ideas of the uncanny to explore
Rachel Whiteread's House, and Jeff Wall uses the motif of vampirism to
analyze fellow artist Dan Graham's Kammerspell,; Hal Foster considers Robert
Gober's recent work—laden with Christian symbolism, criticism of America as
a nexus of power, and fragmented bodies—as an updated American Gothic, and
Kobena Mercer examines the Gothic's depiction of the Other in relation to
Michael Jackson's pop video Thriller. Texts by artists including Mike
Kelley, Damien Hirst, Tacita Dean, Jonathan Meese, and Catherine Sullivan
are complemented by extracts from Walpole's genre-establishing gothic novel
The Castle of Otranto, William Gibson, Bret Easton Ellis, and Stephen King,
among others, and theoretical writings by such key thinkers as Carol
Clover, Beatriz Colomina, Julia Kristeva, Eve Kosofsky Sedgwick, Marina
Warner, and Slavoj Zizek. The Gothic provides the first comprehensive
overview of the uses of Gothic in contemporary visual culture.

THE OBJECT
Documents of Contemporary Art. Ed. by Antony Hudek.
London 2014. 240 pp., Bibliographie, Index, brosch.

Artists increasingly refer to ‘“post-object-based"
work while theorists engage with material artifacts
in culture. A focus on “object-based" learning treats
objects as vectors for dialogue across disciplines.
Virtual imaging enables the object to be abstracted
or circumvented, while 1immaterial forms of labor
challenge materialist theories. This anthology
surveys such reappraisals of what constitutes the
“objectness" of production, with art as its focus.

Among the topics it examines are the relation of the
object to subjectivity, distinctions between objects
and things; the significance of the object’s
transition from inert mass to tool or artifact; and
the meanings of the everyday 1in the found object,
repetition in the replicated or multiple object, loss
in the absent object, and abjection in the formless or degraded object. It
also explores artistic positions that are anti-object,; theories of the
experimental, liminal or mental object; and the role of objects 1in
performance. The object becomes a prism through which to reread
contemporary art and better understand its recent past.




THE SUBLIME

Documents of Contemporary Art. Ed. by Simon Morley.
Cambridge  2010. 240 pp., Bibliographie, Index,
Kurzbiographien, brosch.

In the contemporary world, where technology,
spectacle, and excess seem to eclipse nature, the
individual, and society, what might be the

characteristics of a contemporary sublime? If there
is any consensus, it 1is 1in the idea that the sublime
represents a testing of 1limits to the point at which
fixities begin to fragment. This anthology examines
how contemporary artists and theorists explore ideas
of the sublime, 1in relation to the unpresentable,
transcendence, terror, nature, technology, the
uncanny, and altered states.

Providing a philosophical and cultural context for
discourse around the sublime in recent art, the book
surveys the diverse and sometimes conflicting
interpretations of the term as it has evolved from
the writings of Longinus, Burke, and Kant to present-day writers and
artists. The sublime underlies the nobility of Classicism, the awe of
Romantic nature, and the terror of the Gothic. In the last half-century,
the sublime has haunted postwar abstraction, returned from the repression
of theoretical formalism, and has become a key term in critical discussions
of human otherness and posthuman realms of nature and technology.

UTOPIAS

Documents of Contemporary Art. Ed. by Richard Noble.
London 2009. 240 pp. mit einigen Abb., Index,
Kurzbiographien, brosch.

Utopian strategies 1in contemporary art seen 1in the
context of the historiesof utopian thinking and
avant-garde. Throughout its diverse manifestations,
the wutopian entails two related but contradictory
elements: the aspiration to a better world, and the
acknowledgment that its form may only ever 1live 1in
our 1imaginations. Furthermore, we are as haunted by
the failures of utopian enterprise as we are inspired
by the desire to repair the failed and build the new.
Contemporary art reflects this general ambivalence.
The utopian impulse informs politically activist and
relational art, practices that fuse elements of art,
design, and architecture, and collaborative projects
aspiring to progressive social or political change.
Two other tendencies have emerged 1in recent art: a
looking backward to investigate the utopian elements of previous eras, and
the 1imaginative modeling of alternative worlds as intimations of
possibility. This anthology contextualizes these utopian currents 1in
relation to political thought, viewing the utopian as a key term in the
artistic lineage of modernity. It illuminates how the exploration of
utopian themes 1in art today <contributes to our understanding of
contemporary cultures, and the possibilities for shaping their futures.




General Introductions

100 ARTISTS' MANIFESTOS
From the Futurists to the Stuckists. Ed. by Alex Danchev. London 2011.
XXX1V, 454 pp.

In this remarkable collection of 100 manifestos from the last 100 years,
Alex Danchev presents a cacophony of voices from such diverse movements
such as Dadaism, Surrealism, Feminism, Communism, Destructivism, Vorticism,
Stridentism, Canibalism and Stuckism, taking 1in along the way film,
architecture, fashion and cookery each reproduced with an introduction on
the author and the associated movement. Artists' manifestos are nothing if
not revolutionary. They are outlandish, outrageous, and frequently
offensive. They combine wit, wisdom, and world-shaking demands. This
collection gathers together an international array of artists of every
stripe, including Kandinsky, Mayakovsky, Rodchenko, Le Corbusier, Picabia,
Dali, Oldenburg, Vertov, Baselitz, Kitaj, Murakami, Gilbert and George,
together with their allies and collaborators - such figures as Marinetti,
Apollinaire, Breton, Trotsky, Guy Debord and Rem Koolhaas.

ABSALON

Katalog hrsg. von Susanne Pfeffer. Berlin KW INSTITUTE FOR CONTEMPORARY ART
2010/11. Vorw. von Hortensia V&lckers. Texte von Absalon, Bernard Marcadé,
Nina Méntmann, Moshe Ninio, Beate Séntgen & Philip Ursprung sowle ein
Gesprdch zwischen Ute Meta Bauer, Hans Ulrich Obrist & Susanne Pfeffer.
4to. 352 pp. Text in dt. & engl.

The Israeli artist Absalon was fascinated by spaces, which he reworked 1in
systematic and successive ways with questions around essential human
activities and basic geometric forms (the rectangular, the square, the
triangle and the circle) being his points of departure. It was 1in 1987
that he started to empty out the spaces he found before eventually
restructuring and refilling them with the help of simple forms. These test
assemblies - further developed later on by means of objects, drawings,
photographs and films - came full circle in Absalon's Cellules:
individualized, ascetic and contemplative living units.This new publication
on the occasion of the extensive retrospective at the KW Institute of
Contemporary Art qualifies both as a "Catalogue Raisonée" and a monograph.
The catalogue 1is the first to ever offer 1illustrations and theory covering
Absalon's entire oeuvre.

AESTHETICS OF INSTALLATION ART
Ed. by Juliane Rebentisch. Sternberg Press, 2012. 296 pp.

In recent years, debates surrounding the concept of art have focused 1in
particular on installation art, as 1its diverse manifestations have proven
to be incompatible with the modern idea of aesthetic autonomy. Defenders of
aesthetic modernism repudiated installation-based work as no longer
autonomous art, whereas advocates of aesthetic postmodernism abandoned the
concept of aesthetic autonomy altogether. Juliane Rebentisch asserts that
installation art does not, as 1is often assumed, dispute aesthetic autonomy
per se, and rather should be understood as calling for a fundamental
revision of this very concept. Aesthetics of Installation Art thus proposes
a new understanding of art as well as of 1its ethical and political
dimension.

AND MATERIALS AND MONEY AND CRISIS - WIEN, MUMOK -

Catalogue ed. by Richard Birkett & Sam Lewitt. Wien 2013/14. Vorw. von
Karola Kraus. Beitr. von Terry Atkinson, Richard Birkett, Craig Buckley,
Sebastian Egenhofer, Sam Lewitt, Melanie Gilligan, Reinhold Martin, Marina
Vishmidt & Joseph Vogl. 176 pp.



"and Materials and Money and Crisis" 1is an experimental proposition about
the matter of capital as it exists in the artwork. Matter here has a double
meaning. On the one hand flows of material and money can serve as subject
matter for artwork. More Iimportantly 1is the speculative question of what
relationship the physical matter from which the artwork is built has to the
dislocation of capital from production.

ART NOW VOL. 4
Hrsg. von Werner Holzwarth. Koéln 2013. 4to. 576 pp. Text in dt., engl. &
franz.

A cuttinge-dge selection of today's most exciting artists. Plus special
feature Eastern Asia. Think of this tome as a global go-round of the
world’s most influential galleries: 1f it’s hot 1in the art world today,
it’s 1in this book. Emerging artists are featured alongside established
greats like Chuck Close, David Hockney, or Brice Marden. A to Z entries on
more than 100 artists include 1images of Important recent work, an
introductory text, and a short exhibition history with bibliographical
information. The 1illustrated appendix collects contact details for the
galleries representing the artists as well as auction results of the last
few years. The book includes a special feature focusing on the art boom in
Fastern Asia, with essays by Karen Smith on the contemporary art scenes 1in
Beijing and Shanghai, and by Colin Chinnery on the postwar art-historical
developments between China, Japan, and Korea. Conversations with Ileading
curators from Seoul and Tokyo throw a light on the current developments in
these cities, while a small art guide of the region’s metropolises 1in the
appendix can serve as a quide to the must-see venues for travellers or
browsers through the Internet.

ART SINCE 1900

Modernism, Antimodernism, Postmodernism. By Hal Foster, Rosalind Krauss,
Yve-Alain Bois, Benjamin H.D. Buchloh & David Joselit. New ed. London 2012.
4to. 816 pp.

A groundbreaking landmark study in the history of modern art - now revised,
updated and expanded. Acclaimed as the definitive work on the subject, Art
Since 1900 1is essential reading for anyone seeking to understand the
complexities of art 1in the modern age. Conceived by four of the most
influential art historians of our time, this extraordinary book has now
been brought right up to date to 1include the latest developments 1in
contemporary art.

For the new edition, the original authors Foster, Krauss, Bois and Buchloh
have been joined by Professor David Joselit to provide the most
comprehensive critical history of art 1in the twentieth and twenty-first
centuries ever published. With a clear year-by-year structure, the authors
present more than one hundred and twenty articles, each focusing on a
crucial event - such as the creation of a seminal work, the publication of
an important text, or the opening of a major exhibition - to tell the many
stories of art from 1900 to the present. All the key turning-points and
breakthroughs of modernism and postmodernism are explored in depth, as are
the frequent antimodernist reactions' alternative visions of art and the
world.

ART SINCE 1960
by Michael Archer. London 2002. 256 pp.

Art today may seem perplexing at first with its divergent styles, forms,
practices, media, and agendas. Michael Archer's intelligently argued survey
is unique in revealing and making coherent sense of art practice from the
past forty years—Pop, Minimal, Conceptual, Land, Performance, Body, and
Installation—and myriad developments in the work of Warhol, Beuys,
Bourgeois, and the many other artists whose works are discussed and
illustrated here.



The underlying themes that run through contemporary art, Iirrespective of
styles and techniques, reveal the complex relationship between art and
everyday life worldwide. This revised and expanded edition 1is brought up to
date with discussions on the more comprehensive globalization of art since
the mid-1990s, which can be seen in the growth of the exhibition calendar
and the number of new contemporary art museums opening around the world.
With over thirty additional illustrations and an updated timeline and
bibliography, this book will prove indispensable to anyone interested in
the evolution of modern art.

BALDESSARI, JOHN
1+1=1. Moscow 2013. 215 pp.

The first exhibition of John Baldessari’s work in Russia, 1+1=1, presents
the artist’s most recent completed series of paintings that offer a playful
‘double take’ on the canon of art history and continue his longstanding
investigation into the tensions between text and image in art. Produced in
2011 and 2012, the works were created in four interconnected parts — Double
Vision, Double Feature, Double Bill (Part 1 and 2) and Double Play. The
exhibition at Garage will be the first time a selection from all the Double
series are seen together.

BUREN, DANIEL: Mot a Mot
Catalogue. Paris Centre Pompidou, 2002. Vorw. von Jean-Jacques Aillagon &
Alfred Pacquement. 592 pp.

This monograph helmed by the artist himself 1is somewhere between an
artistic object and a reference work.

From A for Architecture to Z for Zigzag: 100 key words and a thousand
documents created by the artist, covering forty years of creation.

CLOSE, CHUCK
7 portraits. London 2008. 86 pp.

Chuck Close 1is noted for his highly inventive techniques used to paint the
human face. He rose to fame 1in the late 1960s for his large-scale, photo-
realist portraits. The catalogue has been published on the occasion of the
artists first solo exhibition 1in Russia that took place in the Hermitage
museum.

CONTEMPORARY ART: 1989 TO THE PRESENT
Ed. by Alexander Dumbadze & Suzanne Hudson. London 2013. XV, 493 pp.

An engaging account of today's contemporary art world that features
original articles by leading 1international art historians, «critics,
curators, and artists, introducing varied perspectives on the most
important debates and discussions happening around the world.

DIDZIAPETRIS, GINTARAS
Color and Device. Vilnius 2013. 262 pp.

The exhibition of photographs, drawings, films, objects and works of other
medias of Gintaras DidZiapetris showcased in the big hall of the museum was
accompanied by a film programme and special events,; also, the book "“Colour
and Device” was published. The book includes essays of the American writer
Sarah Demeuse, also works of Gintaras DidZiapetris, Dan Graham, Elena
Narbutaité, Dexter Sinister, and other authors.



FARKAS, DENES
Evident in advance. Berlin 2013. 196 pp.

As a proposition, Farkas’s exhibition and publication for the Estonian
Pavilion of the 55th Venice Biennale in 2013 is "an absent book" and yet
"the book to come." The installation 1is a piece of spatial, rhythmical
writing,; a quintet of interiors woven of autonomous though intertwined,
poetic fragments of quasi-domestic setting: a library, a garden, an absent
cinema, a spatial book, an obsession chamber (a locus of deranged architect
and non-writer). "A story? No. No stories, never again," Farkas repeats
after Maurice Blanchot, while rehearsing his art of ultimate denial and
rejection.

FELDMANN, HANS-PETER
Die beunruhigenden Musen. Kiel 2006. 109 pp.

Feldmann 1s an artist who collects, re-assembles, and exhibits all manner
of objects, from everyday items to artworks by others; he has made many
artist books and installations, among other things. Many of his works deal
with society, sexuality, and the media. Die beunruhigenden Musen has been
published on the occasion of the exhibition Hans-Peter Feldmann 1in der
Antikensammlung (2005) at the Kunsthalle zu Kiel.

FISCHLI, PETER & DAVID WEISS

Catalogue. Potomac 2013-15. Vorw. von Emily Wei Rales & Mitchell P. Rales.
Einl. von Emily Wei Rales. Beitr. von Boris Groys & Mark Godfrey. Interview
mit Brian O'Doherty von Hans Ulrich Obrist. 4t Potomac, Glenstone Gallery,
256 pp.

" Fascinated with unconventional subject matter and material, Fischli and
Weiss toy with the idea of "high art," questioning popular narratives and
movements 1in art and cultural history. Peter Fischli and David Weiss,
presents an in-depth survey of the artists' work from 1979 through 2012,
when David Weiss died. With over two-dozen works drawn exclusively from
Glenstone's permanent collection, the works on display mine the everyday
for the sublime and absurd-subtly infusing the familiar with the
idiosyncratic or unknown. The catalog includes a group of rubber and clay
sculptures, several photographic series, video projections, and the most
recent iteration of Fischli and Weiss' alter egos, Rat and Bear. Also shown
is the artists' most ambitious polyurethane 1installation to date, The
Objects for Glenstone (2011), and a slide projection installation of over
one thousand handwritten existential queries, Questions (2003).

FISCHLI, PETER & DAVID WEISS
Plétzlich diese Ubersicht. Neuaufl. Ziirich 1995. 190 pp.

Peter Fischli (born 1952) and David Weiss (1946-2012) collaborate to
transform the stuff of ordinary life into a series of quizzical, whimsical,
even disquieting encounters. Fascinated with unconventional subject matter
and material, Fischli and Weiss toy with the idea of "high art,"
questioning popular narratives and movements 1in art and cultural history.
Peter Fischli David Weiss presents an in-depth survey of the artists’ work
from 1979 through 2012, drawn exclusively from Glenstone’s collection. The
volume includes rubber and clay sculptures, photographic series including
Equilibres (A Quiet Afternoon) and Sausage Series, digital slides such as
Airports and Flowers and Mushrooms, stills from their acclaimed video The
Way Things Go and the most recent iteration of their alter egos, Rat and
Bear. Also reproduced 1is the artists’ most ambitious polyurethane
installation, The Objects for Glenstone, and Questions, a slide
installation of over 400 handwritten existential queries such as "Is the
Devil a cheerful person?" and "Will happiness find me?" which won the
Golden Lion Prize at the 2003 Venice Biennale.



FRASER, ANDREA
Texte, Skripte, Transkripte. Texts, Scripts, Transcripts. Koln 2013. 320

pp.

Over the past ten years, Los Angeles-based artist Andrea Fraser (born 1965)
has built a practice around critiques of art-world economics, which she has
presented in essays, performances and videos. This book brings together for
the first time a selection of Fraser’s recent texts.

HIGH PRICE: Art Between the Market and Celebrity Culture
Ed. by Isabelle Graw, 2010, 248 pp.

Today, the art world 1is not dominated by a small group of 1insiders.
According to Graw, the art economy has been transformed from a retail
business into an industry that produces visuality and meaning. This book
questions the assumption of a dichotomy between art and the market, as well
as the notion that market value is equal to artistic value. While examining
the 1intrinsic connection between artistic production and 1its market
conditions, Graw also 1insists that art 1is a commodity unlike any other.
High Price claims that art and the market have to escape each other
precisely because they are so deeply entangled.

This book provides numerous examples to support the first claim of a
massive growth 1in the defining role of the market and its players during
the art boom, who also increasingly have a say 1in establishing artistic
value. There is indeed much to suggest that in recent years, whether or not
an artwork was considered relevant in artistic terms depended to a greater
extent on 1its market value. But this market value still depends on a
“symbolic value” for 1its ultimate legitimacy. Without symbolic value, no
market value—this 1is the book’s second claim. For 1if it 1s true that
society has been changing since the 1970s from industrial capitalism into
what Antonio Negri has called “cognitive capitalism,” then under such
conditions, 1increased 1iImportance would once more be accorded to the
symbolic meaning of an artwork. The art world is by definition a knowledge
society, even 1if the spell of commercial success has long held sway over
it.

HOW TO DO THINGS WITH ART
by Dorothea von Hantelmann. Ed. by Karen Marta. Zirich 2010. 206 pp.

At the heart of "How to Do Things with Art" lies the question of art’s
relevance to society. How does art become politically or socially
significant? This book attempts to answer this question on a theoretical
level, and to indicate, through the analysis of works by James Coleman,
Daniel Buren, Jeff Koons, and Tino Seghal, how artists can create and shape
social relevance; 1in other words, to provide what could be called a
pragmatic understanding of art's societal impact. The title of the book
itself is a play on John Langshaw Austin's seminal lecture series "How to
Do Things with Words," in which he discussed the performative, or reality-
producing, capacity of language.

KADYROVA, ZHANNA
ALBUM 2013. Moscow 2013. 256 pp.

On May 31st on the occasion of 55th Venice Biennale, the Foundation of
Vladimir Smirnov and Konstantine Sorokin presented the catalog ALBUM
2013 of Zhanna Kadyrova, a young artist who has over ten years of artistic
career. with  humor, but also with an esthetic-philosophical and
sociological approach, Zhana Kadyrova creates new visual paradigms starting
from the architectural and urban elements of her country: sections of road
surfaces that become canvas or ceramic tiles that artist uses to create
objects with a frail and transitory look and monumental sculptures with a
fractured and uncertain surface where the tile loses all 1its modernist



value. Zhanna Kadyrova inherits the Soviet tradition of mosaics and offers
a pop vision filtered through a nostalgic twist.

KOPIOITU
Brussels 2013. 48 pp.

KOPIOITU creates a double exhibition, a mirroring situation or a splitting
divergent show between Helsinki and Brussels. The double negative
production: twice the same, but not exactly,; two copies where you won 't
find an original; being indexed twice in a couple of a debutant archives
defines each copy of the show, the available mediums will enable the
content.

Artists: Félicia Atkinson, Olli Kerdnen, Bitsy Knox, Maija Luutonen, Kalle
Leino, Konsta Ojala, Jurgen Ots, Benoit Platéus, Sauli Sirvié, Timo
Vaittinen and Laura Wesamaa.

KURENNIEMI, ERKKI
A man from the future. Helsinki 2013. 206 pp.

Erkki Kurenniemi - A Man from the Future 1is a collection of research
articles about Erkki Kurenniemi. The researchers study Kurenniemi’s person,
career and activities from diverse perspectives. The themes of the

publication range from media archaeology, musicology and instrument
construction to critical discussions of Kurenniemi’s visions and careful
media analysis.

The writers of the publications are Kai Lassfolk, Mikko Ojanen, Susanna
Paasonen, Jussi Parikka, Jyrki Siukonen and Jari Suominen.

LITHUANIAN ART 2000-2010: Ten years
Vilnius 2010. 206 pp.

This exhibition 1is the first attempt to write the history of Lithuanian
contemporary art of the new millennium. The exhibition presented over 70
artists and participants and nearly 100 artworks that reflect five
indentified artistic strategies which have significantly changed Lithuanian
art over the last decade. Five chapters 1in the book as well as the
exhibition were created in order to name those strategies: Appropriation -
the use of found objects and other artists’ work 1in one’s own practice;
Collaboration - a search for new models of authorship and communication;
Documentary - practices that address reality using the means of documentary
aesthetic; Fictions - regarded not as the opposite of truth but as the
plural form of reality,; Institutional critique - practices that analyse
existing operating principles of art institutions and propose new ones.

LITTLE WARSAW
Naming You. Secession. Berlin 2014. 112 pp.

Since 1999, Andrds G&lik and Bdlint Havas have realized joint art projects
under the name Little Warsaw. In films, performances, and installations,
they explore history and its interpretations, the collective consciousness
and established visual languages and traditions.

In Naming You, Little Warsaw present a diverse group of works, the majority
of which were produced on the occasion of their exhibition at the
Secession. The objects range from geometrical wooden structures and various
historic documents to a mosaic color field. To tackle this diversity, a
fictional fragmentary narrative has been created that 1is present 1in the
real exhibition setup in the form of several chapters of a book. Little
Warsaw thus question the role of fiction and myth-making, of prefabricated
identities and constructed narratives against the backdrop of being
truthful to one’s artistic endeavors 1in the hard-edged reality of today’s
art world.



MARTEN, AGNES: Paintings, Writings, Remembrances
Ed. by Arne Glimcher, Phaidon, 2012. 240 pp.

Though a major influence on Minimalist painters, Martin saw her own work,
more closely related to Abstract Expressionism, her paintings being
'‘meditations on innocence, beauty, happiness and love.’ This book brings
together 130 of Martin’s paintings and drawings, with her previously
unpublished writings and lecture notes, which vividly illuminate her art.
Letters and facsimiles are reprinted 1in Martin’s own hand, and cut to
notebook size, adding an element of intimacy to the book.

Pace Gallery founder, Arne Glimcher’s illuminating 1introduction, his
personal remembrances of visits to Martin at her studio, and their
correspondence throughout her career, reveal much about the artist’s life
and work.

MONKO, MARGE
How to Wear Red. Wien 2013. 152 pp.

Im Mittelpunkt von Marge Monkos kiinstlerischer Arbeit stehen der
historische Wandel vom Kommunismus zum Kapitalismus und die damit
verbundene Verdnderung gesellschaftlicher Rollenbilder. Sorgsam
recherchiert die Kiinstlerin die Alltagsgeschichte der Arbeitswelt in ihrem
zeitgenbssischen politischen Kontext und unterzieht sie einer kritisch-
analytischen Betrachtung aus weilblicher Perspektive. Dabei werden die
Propaganda und das Pathos kommunistischer Ideologie ebenso einer Revision
unterzogen wie die Fortschrittsgldubigkeit kapitalistischen Gewinnstrebens.

MONKO, MARGE
I don’t eat flowers. Tallinn 2012. 64 pp.

I Don’t Eat Flowers by Marge Monko was published on the occasion of
Manifesta 9. The book presents the artist’s works from the last five years,
mainly dealing with changes in labour politics. Together with the essay by
Katrin Kivimaa and the artist’s interview with Eléonore de Montesquiou, it
includes the series of photographs of Kreenholm factory 1in Narva, video
works Nora’s sisters, Forum, Shaken Not Stirred and fragments of the
installation shown on Kéler Prize 2012 exhibition at the Contemporary Art
Museum of Estonia.

MIND THE GAP: Kunsthof Ziirich, Materialien und Dokumente 1993-2013
Zurich 2013. 1248 pp.

The publication includes all artistic projects and exhibitions that were
implemented in 1993-2013 in Kunsthof JZurich. An extensive body of
previously unpublished material and documents from the archive provides a
deep insight into the wide range of artistic works and offers surprising
perspectives on artistic positions.

NECROREALISM
Moscow 2011. 256 pp.

The publication coincides with the namesake retrospective exhibition that
took place at the Moscow Museum of Modern Art during the 4th Moscow
Contemporary Art Biennale in 2011. Necrorealism 1s a radical art group
formed in Leningrad in the beginning of 1980s. This school was born in the
anticipation of the approaching crash of the totalitarian ideology and made
a pathology out of its core values, first of all, 1its relationship with
death.

The book is the first extensive research of this paradoxical art movement,
which has drawn frequent attention from researchers and the audience, but
received little academic coverage to date. This book presents necrorealist
art in such detail for the first time and includes not only the exhibition
catalog, but also analytical articles by international authors, detailed



biographies of the artists, chronicles of the movement and overviews of 1its
main exhibitions, as well as a broad base of archive materials and
bibliography. The publication puts necrorealism in the broader global art
context and finds a deserving place for the movement in contemporary art
history.

PHILOSOPHERS ON ART FROM KANT TO THE POSTMODERNISTS
A Critical Reader. Ed. by Cheistopher Kul-Want. New York 2010. 362 pp.

For the first time, Christopher Kul-Want brings together twenty-five texts
on art written by twenty philosophers (Inc. Kant, Hegel, Nietzche, Freud,
Bataille, Benjamin, Heidegger, Lacan, Foucault, Adorno, Kofman, Barthes,
Kristeva, Derrida, Deleuze, Lyotard, Agamben, Nancy, Badiou, Ranciéere).
Covering the Enlightenment to postmodernism, these essays draw on
Continental philosophy and aesthetics, the Marxist intellectual tradition,
and psychoanalytic theory, and each 1is accompanied by an overview and
interpretation.

The volume features Martin Heidegger on Van Gogh's shoes and the meaning of
the Greek temple; Georges Bataille on Salvador Dali's The Lugubrious Game;
Theodor W. Adorno on capitalism and collage,; Walter Benjamin and Roland
Barthes on the uncanny nature of photography,; Sigmund Freud on Leonardo Da
Vinci and his 1interpreters; Jacques Lacan and Julia Kristeva on the
paintings of Holbein; Freud's postmodern critic, Gilles Deleuze on the
visceral paintings of Francis Bacon; and Giorgio Agamben on the twin
traditions of the Duchampian ready-made and Pop Art. Kul-Want elucidates
these texts with essays on aesthetics, from Hegel and Nietzsche to Badiou
and Ranciére, demonstrating how philosophy adopted a new orientation toward
aesthetic experience and subjectivity 1in the wake of Kant's powerful
legacy.

PHOTOGRAPH AS CONTEMPORARY ART
by Charlotte Cotton, Thames&Hudson: World of Art, 2014, 256 pp.

In the 21st century photography has come of age as a contemporary art form
Almost two centuries after photography was first invented, the art world
has fully embraced photography as a legitimate medium, equal 1in status to
painting and sculpture. In light of these exciting developments, this book
provides an introduction to contemporary art photography, identifying 1its
most Iimportant features and themes and celebrating 1its exciting pluralism
through an overview of its most important and innovative practitioners.

The nearly 250 photographers whose work 1s reproduced in the book range
from established artists such as Isa Genzken, Jeff Wall, Sophie Calle,
Thomas Demand, Nan Goldin and Sherrie Levine to emerging talents such as
Walead Beshty, Jason Evans, Lucas Blalock, Sara VanDerBeek and Viviane
Sassen.

This new edition brings the story of contemporary art photography up to
date with a revised introduction outlining the evolution of photography
from documentary tool to art form, and an updated final chapter focusing on
the younger generation of artists who emphasize the technical and material
properties of photography, employ it as part of a wider pan-media practice,
or respond to evolving new modes of dissemination in the digital age.

POLKE, SIGMAR

Catalgue sous la direct. de Guy Tosatto. MUSEE DE GRENOBLE. Grenoble
2013/14. 4to. Einl. von Bernard Marcadé. 4to. 184 pp. Text in engl. &
franz.

Through the different media Sigmar Polke used, the exhibition will set out
to show the scope of his explorations undertaken with an extraordinary
capacity for renewal and an innate sense of iconoclasm. It will focus on
his production in the last three decades of his 1life, after the profound
shift in his painting at the beginning of the 1980s, and testify to the



very great coherence underlying and informing the apparent diversity in his
experimentation.

POLKE, SIGMAR, 1963-2010: Alibis
Kathy Halbreich with Mark Godfrey, Lanka Tattersall, and Magnus Schaefer,
319 pp.

The Museum of Modern Art presents the first comprehensive retrospective of
Sigmar Polke (German, 1941-2010), encompassing Polke’s work across all
mediums, including painting, photography, film, drawing, prints, and
sculpture. Widely regarded as one of the most influential artists of the
postwar generation, Polke possessed an irreverent wit that, coupled with
his exceptional grasp of the properties of his materials, pushed him to
experiment freely with the conventions of art and art history. Constantly
searching, Polke studiously avoided any one signature style or medium,; his
method exemplified the definition of alibi, “in or at another place,” which
also suggests a deflection of blame. This exhibition places Polke’s
enormous sSkepticism of all social, political, and artistic traditions
against German history and the country’s transformation 1in the postwar
period. Four gallery spaces on MoMA’s second floor are dedicated to the
exhibition, which comprises more than 250 works and constitutes one of the
largest exhibitions ever organized at the Museum.

The exhibition 1is organized chronologically and across mediums, ranging
from the intimacy of a notebook to pieces that test the architectural scale
of most museum galleries. Among the many noted works on view are 13 films
by Polke, including eight which have never before been available; a
performance made for West German television that was last seen when 1t
aired in 1972; and a group of monumental paintings made entirely of soot on
glass that have never been exhibited in the United States.

SCULPTURE NOW
by Anna Moszynska. Thames&Hundson. London 2013. 232 pp.

A lucid and completely up-to-date account of global contemporary Sculpture
written by a leading art history. With over 200 colour illustrations
displaying a huge range of sculptural work, Sculpture Now is an essential
account of one of the most exciting and experimental forms

in contemporary art.

Established artists such as Jeff Koons, Ai Weiwei, Damien Hirst, Gabriel
Orozco, Isa Genzken, Mirostaw Batka and Doris Salcedo are featured
alongside an international cross-section of the most promising new talent,
including Sopheap Pich, Anselm Reyle, Karla Black, Sarah Sze and Thomas
Houseago. Authoritative and highly readable, Anna Moszynska’s text 1is
organized around key themes, from the use of the body in sculpture and the
appropriation of everyday materials to the importance of nature and ecology
to today’s artists, the relationship with design and other disciplines, and
the enormous impact of installation in the twenty-first century.

SHERMAN, CINDY

By Eva Respini. Text by Johanna Burton.Interview by John Waters. Published
by The Museum of Modern Art, NY. New York/San Francisco u.a.0. 2012-13.
Beitr. von Johanna Burton. Interview von John Waters. 4to. 264 pp. Text in
dt. Sprache.

Published to accompany the first major survey of Cindy Sherman’s work 1in
the United States in nearly 15 years, this publication presents a stunning
range of work from the groundbreaking artist’s 35-year career. Showcasing
approximately 180 photographs from the mid-1970s to the present, including
new works made for the exhibition and never before published, the volume is
a vivid exploration of Sherman’s sustained 1investigation into the
construction of contemporary identity and the nature of representation. The
book highlights major bodies of work including her seminal Untitled Film
Stills (1977-80); centerfolds (1981),; history portraits (1989-90),; head



shots (2000-2002),; and two recent series on the experience and
representation of aging 1in the context of contemporary obsessions with
youth and status. An essay by curator Eva Respini provides an overview of
Sherman’s career, weaving together art historical analysis and discussions
of the artist’s working methods, and a contribution by art historian
Johanna Burton offers a critical re-examination of Sherman’s work in light
of her recent series. A conversation between Cindy Sherman and filmmaker
John Waters provides an enlightening view into the creative process.

Cindy Sherman (born 1954) is widely recognized as one of the most important
and influential artists in contemporary art. To create her photographs, she
assumes multiple roles of photographer, model, makeup artist, hairdresser
and stylist. With an arsenal of wigs, costumes, makeup, prosthetics and
props, the artist has altered her physique and surroundings to create
myriad tableaux, from screen siren to clown to aging socialite. Over the
past 35 years, Sherman has sustained a provocative investigation into the
nature of identity, drawn from movies, television, magazines, the Internet
and art history. Sherman lives and works in New York City.

THE CIRCLE WALKED CASUALLY
Berlin 2013. 96 pp.

The book presents over one hundred works on paper by fifty international
artists from the collection of the Deutsche Bank and opens an entirely new
perspective on the medium. The selection of works tries to make cross-
connections visible, to show how content and formal topics are picked up by
different artists at different times and transformed over and over again.

It presents classical modernist drawings by Wassily Kandinsky, Otto Dix and
Kurt Schwitters as well as works by contemporary artists from South America
and Africa such as Marina De Caro, Laura Lima and David Koloane. Heroes of
postwar art-Gerhard Richter, Georg Baselitz, Joseph Beuys, Lucian Freud-
meet pioneering artists of different generations: Louise Bourgeois, Marlene
Dumas, Kara Walker.

The publication was designed by the Mexican artist Erick Beltrdn as an
elaborate, nine-metre-long Leporello.

THE PHOTOGRAPHY AS CONTEMPORARY ART
by Charlotte Cotton. 3rd rev. & updat. ed. London 2014, 256 pp.

A third edition of this authoritative reference, now with a complete fresh
introduction and updated final chapter. For this new edition, Charlotte
Cotton brings the story of contemporary art photography up to date with a
chapter on artists who emphasize the physical and material properties of
photography, who use photography as just one component 1in their pan-media
practice, or who choose to experiment with new modes of dissemination for
their work.

Featuring significant and established art photographers such as Isa Genzken
and Sherrie Levine alongside a younger generation that includes Florian
Maier-Aichen, Sara VanDerBeek, and Walead Beshty, Cotton points to the
diversity and energy of art photography in this century.

UNMONUMENTAL
The Object in the 21st Century. Essays by Richard Flood, Laura Hoptman et
al. New ed. London 2012. 4to. 216 pp.

A collection of recent works by thirty contemporary sculptors, forerunners
in a major artistic development 1in which the sculptures are timely
metaphors assembled from bits of the world at large. This first decade of
the twenty-first century has produced a sculpture of fragments, a debased,
precarious, trembling form that we have called "unmonumental'.

Unmonumental unveils a signficant recent development in art that takes the
definition of sculpture as an autonomous object and shatters it to pieces.
Rather than cast or carved, these sculptures have been cobbled together
from bits of the world at large. They are of their moment, making gentle or



high mockery of a wide range of art histories, from Russian Constructivism
to 1980s appropriation art. Far from paying tribute to received notions of
the courageous, they are patently anti-heroic. In short, they are a
metaphor for our times.

Selected by the curatorial team at the New Museum of Contemporary Art in
New York, the work in Unmonumental includes some of the most energetic and
provocative sculpture being made today. Most of it has never before been
published. Artists 1include Alexandra Bircken, John Bock, Carol Bove,
Martin Boyce, Tobias Buche, Carlos Bunga, Tom Burr, Abraham Cruzvillegas,
Aaron Curry, Sam Durant, Urs Fischer, Claire Fontaine, Isa Genzken, Rachel
Harrison, Elliott Hundley, Gabriel Kuri, Jim Lambie, Nate Lowman, Sarah
Lucas, Matthew Monahan, Kristen Morgin, Manfred Pernice, Anselm Reyle, Marc
Andre Robinson, Eva Rothschild, Lara Schnitger, Gedi Sibony, Shinique
Smith, Nobuko Tsuchiya and Rebecca Warren.

WHY PHOTOGRAPHY MATTERS AS ART AS NEVER BEFORE
by Michael Fried. London 2008. 4to. X, 409 pp.

A renowned critic and historian offers a radically new account of the
meaning of ambitious art photography since the Bechers. Among the
photographers and video-makers whose work receives serious attention 1in
this powerfully argued book are Jeff Wall, Hiroshi Sugimoto, Cindy Sherman,
Thomas Struth, Thomas Ruff, Andreas Gursky, Luc Delahaye, Rineke Dijkstra,
Patrick Faigenbaum, Roland Fischer, Thomas Demand, Candida Hofer, Beat
Streuli, Philip-Lorca diCorcia, Douglas Gordon and Philippe Parreno, James
Welling, and Bernd and Hilla Becher.



M A H M ¢ E C T A 10 Esponeiickas 6ueHHane coBpeMeHHOro NCKyccTea

28 WNions — 31 oktsibps, 2014
Poccus, Cankr-lMetepbypr
locynapcTeeHHbIn DpMuTax

KATAJOI

ans YntanbHoro 3ana EBponenckon bneHHane
CopemeHHoro ckycctea MAHADPECTA 10



YUTAJIBHE BAJ

YyraasHEM 3aJs1 MAHUOECTA 10 pacnosaraer koJuieknmer mz 300 xHMI, COOPAHHOM [0
PEeKOMEeHIaIMsIM  KPYIHOT'O  HeMEeIKOor'o wmanaress Banerepa - KEHmra (nzmarTesis

xarTasora MAHUOECTA 10) wm mMexmyHapomHoro ®oxHma Manifesta.

B UuTannpHOM 3aJie NPEenCTaBJIEHE KAaTaJIOT'M XYyIOXHMKOB MAHUGECTA 10, »scce 1o
COBPEMEHHOMY MCKYCCTBY, KHUI'M IO Teopuu MWCKyCcCTBa, KypaTropcrTBa M apr-
KPUTHUKE, KAaTaJIOT'M HOPEIBOyIMX [OIPOEKTOB MEexOgyHaponHoro ®oHma Manifesta wm
KaTajiory BEICTABOK KyparTopa npoekxra Kacnepa KEHura.

KHurM w©3 KOJUIEKLMM UYUTaJbHOI'O 3aJja OyIOyT MHTEepEeCHE Kak NIpoQeCcCHOHAJIbHOMY

XYIOOXECTBEHHOMY COOOmMECTBY, TAaK M CaMOM IMUPOKOM ayIUTOPHUNA.

Kaxnyno Henmeso xoMaHna MAHVOECTA 10 OyneT I'OTOBUTE CHELMAJIBHYKR HOOOOPKY KHUT
M KaTaJIOI'OB nOJIS ayauTopuyu YuTasibHOIro 3aJja. OCTajibHble W3OaHUsI MOXHO Oyner

IIOJIYyYMThE Ha MecTe II10 ClelMrMaJIbHOMY KaTaJiory.

IlpoexT peanmnsoBaH npu noxpepxxe RDI Culture, MockxeBa, Poccwus.

RDI.Culture cTpeMmMTCs y4yacTBOBATH B I'OPOACKOM pasBUTHUM, IHOEUCTBYs B cpepe
KYJIETYPE, UCKYyCCTBa u obpasoBaHMUA. Cpenm HanpaBJIeHUN nesaTejIbHOCTH
nogpasngejieHud  — cozpgaHme  KOHTEHTa M  apT-MEeHeIXMEHT  KPYIHOMAacCHTaOHEIX
XYIOOXEeCTBEHHEIX IPOEeKTOB, obpasoBaHme B 00JjlaCTM MCKYyCCTBa, MHTErpanmud

XYIDOXECTBEHHEIX MHULIMATUB B HOESITEJILHOCTE KOPIOPAIIMM M MHOI'OE OpyIoe.

MuTepec RDI.Culture k oprammuzanmum o00pal30BaTeJIbBHEIX apT-IPOEeKTOB O0O0YyCJIOBUII
BanyCckKk COOCTBEHHOM WM3OATEJIECKOM HOporpaMMel. KHmxHas cepus «HveHa», ngaBmas
cTapT STOM HOBOM HOpoIrpaMMe, MIpM3BaHa CPOPMUPOBATE KOHIIENTYAJIEHEIE PaAMKM IJIsS
BOCHPHUSTHUS COBPEMEHHOI'O POCCHUMCKOI'O MCKYCCTBa B KOHTEKCTE MCKyccTBa XX

BEeKa.

RDI.Culture - nonpasngeyieHue KOMIIa HUM RDI, cCrnenmaan3upyomecs Ha
ONPOEKTUPOBAHUM, CTPOUTEJIBECTBE, I'OPOACKOM PAa3BUTHUM W yYHOPaBJIEHMM OOBEeKTaMMu

XMUJIOM HEeIOBUXUMOCTM B MockBe 1 MOCKOBCKOM 06JIACTH.



AMEPJWKA
ABTOop: BHOM Yopxos, 2013. 224 cTp.

Kuury «Amepwura», OHNyOJMKOBAHHYKN HAa AaHIVIMMCKOM sS3vke B 1985 rony, SHOM
YopxoJs cocTaBmyl M3 CBOMX QoTorpadmit, CHEJAHHEX 34 MNOPEBOylee OeCSITUIIETHE.
CHMMKM COMNPOBOXOANTCS KOMMEHTAPUSIMM AaABTOPA, B KOTOPEX OH BECKA3EBAETCS O
CaMEBIX pPAa3HEIX CTOPOHAX AaMEPUKAHCKOM XM3HM: O JEeHBI'aX M YyBCTBE CTMIS, O
cMepTM U PEHKE Tpyna, 00 YJAMYHON Xu3Hu Hbeo-JIOpKa M aMEepuKaHCKOM IUIySMHKE, O
XYIOOXHUKAX, HOJIUTUKAX, KHMHOAKTEepax M Oe3JOMHEX, 00 aMEepMKaHCKOM MeuTe u
axe O TOM, KaK HNPaBMIIBHO BEOMPATE BO3JIOOJICHHEIX.

S5T1a kHMIa - CBOoeobOpal’HOe MNpu3HaHue B JIOBM K AMepuKe OIOHOI'O M3 «CaMbIX
aMEPUKAHCKUX» XYIOOXHUKOB M BOBMOXHOCTE COBEPIIMTE YBJIEKATEJBEHOE [IYyTENEeCTBUE
IO CTpaHe, B KOTOPOM «HUKTO HE XMBET OOBIYHOM XM3HBK. A Hacrosmas AMepura -
B Jwboy Touke CIIA, 1nxe TEH 3a7acemsCcs BOMIPOCOM: "A rme xe HacTosmas
Avepura?"» Yopxosi OBUI OODEPXMM MUPOM BHM3YyaJIbHEIX 00pal30B M [OOYTM HE
paccraBaJjsicsa C @QorToanmaparoM. B o00BexKTMB €0 KaMepks [NOHNanailnT M OOJUTHUKHA,
nmucarTresan, 3BE3OE Moy-0OM3Heca, COBPEMEHHOI'O MCKYCCTBA MM CHOpTa (HampuMep,
Periran, ManmonHa, Mwk Jxarrep wu XaH-Mumesre FBackwus), M HOPOCTEE aMEPMKAHIIE,
KOTOPEIE MOI'YT TOJIEKO MEUTATE O CBOMX «15 MMHYyTax CJIaBE». M3 5THUX IOPTPETOBRB
CKJIQOEIBAETCS «KOJIJIEKTUBHEIM IIOPTPET» HAalMM, K KOTOPOM, MO MHEHMIO AaBTOpa,
MOXEeT MNPMHAINJIeXaTh JioOO0M, KTO S5TOI'0 3axodyeT: «Mel BCce HOpuOBUIM CROA M3 KAaKUX—
TO OPYI'MX MEeCT, M BCSKOMY, KTO XOUET XHUTE B AMEepuKe M COOIIaTL €& 3aKOHEH,
HYXHO TOXE IHOaTh BO3MOXHOCTE IPHUEXATE, M HEJBE3S OHBTE aMEepPHMKAHIIeM B OOJIBIIEN
MJIM MEHBIOIEM CTENEeHM - MOXHO OHTE JIMIIBE I[IPOCTO AaMEPMKAHIIEM, M TOYKAa».
IeMOoKpaTmMaM OTJIMYAET KAaK «TOUKY B3PEeHMSI» KaMepr Yopxoja, TakKk M €I'0 TEeKCTEH:
OH paccyxmaeT O HnpaBaxX paboumMx—-MMMHUIPAHTOB M O TOM, KakK IOMOYE OE3IOMHEIM, O
CTOMMOCTY HEIBUMXUMOCTHM B Hblo-Jopke M O BJMSHMM CHUIOMUHYTHEX HACTPOEHMIT Ha
HOJIUTHUKY .

SHmm Yopxos (1928-1987) - aMEepMKAHCKMM XYIOOXHMUK, KHMHOpEexwmccep, dororpad,
OM3anHEp M HOpOoXiCep, OOMH M3 JHMIEPOB Hon-apra. Pommncs B IIumrTcbypre (mrar
[leHCHMIIBEBAHMS) B CEMBE CJIOBAIKMX BMurpaHToB. C 1945 mo 1949 rom yumics Ha
XYIDOXECTBEHHOM daxysneTEeTE TeXHOJIOTMYECKOI'O MHCTHUTYTAa Kapuerwu, BareMm
nepeexan B Heo-JMopkx, I'me B mepBoe BpeMs paboTaj XyIOXHUKOM-MILIOCTPATOPOM B
XypHasnax, B TOM umcjge Vogue wu Harper's Bazaar, oQOpPMIISII BUTPMHE, IEJaJ
OTKPEITKM M ILIAKaTE. B Hauvame 1960-x cosmajl OporpaMMHEIE OJIS HOMN—-apTa B IEJIOM
npomsBeneHms C wuzobpaxeHusMmyu OaHOk «Koka-Koser» m cyna «Ksmnbesm». C 1963
roma ero macrepckas «Pabpukar CTAHOBUTCS OIOHMM M3 IJIABHEIX [EHTPOB OOI'€MHOM
xusHM Heo-JMopxa. B 1960-e YOpxos CHSM HECKOJBKO COTEH KUHOPMIBMOB, B TOM
yycse 472 YeTEpexMuHYyTHBEE dYepHO-O0eJIEle IOPTPEeTHEE KMHONpOoOr (Screen Tests),
6ojsiee COTHM KOPOTKOMETPAXHEIX M IIOJIHOMETPAXHEIX QuieMoB. B 1969 romy Yopxou
OCHOBAJI XYypPHaJ <«/HTEpPBEBLX». JIMTepaTypHOE Hacjenme YopXojia BKJIOYAET POMAH «A»
(1968), «Pmmocodpmow BSHom Yopxosax» (1975), «lommzm» (1980), «IHEBHMKM DSHIOMU
Yopxosa» (1989).

BOBO B PAKN: OTKYIOA BEPETCs HOBAS 5JIUTA
ABTop: lsBMnO Bpykc, 2013. 296 crp.

Kumura aMepmrKaHCKOI'O  CoImojiora um XypHasnucra IsBuna Bpykca (p. 1969)
NOCBSMmMEHa ONMCAaHMKD 00pal’z0BaHHOI'O KJjiacca, CTaBIEero 3a MNOCJEeOHME OBAaXIaTh JIET
HOBOM AaMEPUKAHCKOM 5BjauToy. Jasa o06003HAUEeHMS HSTOIr'0 Kjacca aBTOop HOpHUIyMaJtl
HeoJsiorusM «6060» (bourgeois bohemian, 6oremHas Oypxyaswus). «EBobo» cozmanm
OCOOEIMM KOINEKC MNpPaBMJI M HOPM, COEIOMHUBIIMY OEMOKPATHU3M M CHOOM3M, YBaXeHMUE K
0bpasoBaHMIO M QUHAHCOBOM COCTOSTEJILHOCTM, TBOPUYECTBO M OmaHec. Kumra Bpykca
pacckaseBaeT O OPOUCXOXOEHMUM BJIUMTE MHPOPMAILIMOHHOI'O BeKa, O IHOTpebJIeHMM U
nocyre, IOeJOBOM, MHTEJIJIEKTYAJIEHOM, NOJIUTHUUYECKOM M OYXOBHOM XU3HM «B0BO0».
IIsBung EBpykc (David Brooks, pom. 1969) - aMepuMKaHCKMUY XYypPHAaJIMCT, NOUCATEJE,
KOJIyMHMCT T1aseTel The New York Times, HNOIMTUUYECKMY KOMMEHTATOP TeJIEKAHAJa
PBS. B OpomyioM COTpynHMYaJ C raseramu Washington Times wm The Wall Street
Journal, xypHasoM New Yorker. XwuBeT B BammHI'TOHE.



BEJIMKUY OBPA3 HE WMEET $OPMFI, W1 YEPE3 XWUBOIMCE - K HE-OBBEKTY
ABTOpP: OPpaHcya Xwonpen, 2014. 352 cTp.

Kunura BEIDAKIEI'OCHA dpaHIy3CKOIO CHHOJIOT'a dpaHCya XosneeHa, npogeccopa
dmmocopum CoOpOOHHE M IOMpPEeKToOpa MHCcTHTyTa Mapcess I'paHe, nOpencraBjsgeT cobon
CPaBHUTEJILHEN AHAaJIM3 EeBPOINEMCKOM M KHUTANCKOM XMBONMCHM. [0 MHEHMIO aBTopa,
KUTANCKass XMUBOIMUCE SBJISETCS NOIJIMHHOM QMUIOCOQMEN XM3HM, KOTOpAas, B OTJIUYME
OT €EBPOMNENCKOI'O MCKYyCCTBa, HE CTPEMUTCS K OOBEKTUBHOCTM M HE XxejaeT ORThb
OTKPEITEIM «OKHOM B MMpP», IIPEeHa3HA4YeHHEIM OJIA e,HVIHCTBeHHOVVI UCTUHHOMN TOYKM
BpeHusi. OTCyTCcTBME QOPMBE y BeJMKMx 00pas0B KHUTAMCKOI'O MCKyCCTBa O3Hayaer,
YyTO JAaHHAad SCcTeTmrKa IeTaeTcda YJIOBMTE HEINPEePEBHOE IBMXEHMrEe W INIepeTeKaHue
dopM gmgpyr B IOgpyra, KOTOpOEe CTHUpaeT SCHEE OYEepPTAaHMs BEIEeM W HUBEJIUPYET
I'PaHNIly MEXAY BMIOAIVM IJIa30M M MMPOM.

GESAMTKUNSTWERK CTAJIMH
ABTOop: Bopmc Ipomc, 2013. 168 crp.

Kunura, coBepmmBHmas HNEPEBOPOT B BOCHPUIATHUM PYCCKOI'O aBaHIrapnaa M CTaJlMHCKOM
KyJbTypPEl, Oputa HammcaHa Bopmcom Iporicom B 1987 rony wm wm3pmaHa HA HEMEIKOM
SB3EIKE, I[O3OHEE IMEepeBeIeHa Ha AaHIVIMUCKMM, QPAaHLy3CKMM M HWUTAJIBSHCKMUM, Ha
PYCCKOM nyOJMKOBaJIAChk OI'PAHMUYEHHEIM THUPAaXoM nBaxnge - B 1993 wm 2003 romax.
I'poyiC OONMCEIBAET COBETCKOE I'OCYyIapCTBO KAaK DSCTETHUYECKMM (QEHOMEH, TOTAJIBEHOE
OpOMBBEIEHME MCKYCCTBAa, IJVIABHEIM TBOPIIOM KOTOporo Owur CrasnmH. Ilpu 5TOM
conpeasnsM, KyJAbTypa CTaJlMHCKOM 5Hoxm, 10 I'POoMCy OKAa3EBaeTCsa HE aHTUTE30M,
a [OpsMeEIM [OPEEMHMKOM aBaHrapza: <«CTanmMHCKAas SIo0xa OCYymeCTBMIIa IJIABHOE
TpeboBaHMEe aBaHrapga O [Oepexone MCKYyCCTBa OT M300paxeHms XW3HM K ee
OpeobpaxeHurn MeTomaMy TOTAJBHOI'O SCTETUKO-MNOJIUTUYECKOI'O MOpoeKTa». Iporc
BUIOUT CXOICTBO B LEJSX M HOJUTHUUYECKMUX CTPATEIMsIX aBaHrapia M COLpean3Ma:
oba IOBMXEHMS CTPEMMIIMCE K IOCTPOEHMIO HOBOI'O oO60mecTBa, CO3JAaHMK HOBOI'O
Yyeji0OBEKa, HOBOM (QOPMEI XM3HM M IOJS HOCTHMXEHMS STOI'O I[NPEeTEeHIOBAJIM HAa
OOJIMTHUYECKYH BJACTE. VMEHHO CXOOCTBO BaMBICJIOB M CTpaTermi MHOPHUBEJIO K
NOIaBJIEHMI CTAaJIMHCKON KYJIBTYPOM €€ IMNOJUTUYECKOI'O MNIPOTHMBHMKA B Oopebe 3a
BJIACTE — aBaHrapza.

Bopmuc Iporc (p. 1947) - ¢miuocodp m TeopeTmk KYyIBTYpE. Pommics B JleHwmHIpane,
B 1971 romy OKOHUYUMJI OTHEJIEHME MAaTEMAaTUUYECKOM JIOTMKM MexmaTa JII'Y. C cepenmHE
1970-x akTuMBHO 1Nyb6JIMKYyeT B camMmuzgaTe craTey IO  QUIIOCOQMM M TEOopHUM
MCKyCCTBa, YYacCTBye€T B HOOMAIHMX CEeMMHAapax [OO HeOPUIMAaJIBLHOMY WCKYyCCTBY. B
1981 rony sumurpmpoBas B I'epmaHmio. B HacrTosmee BpeMs - npogeccop odmmocodmn,
TEOPMM HUCKYCCTBa, MengmarTeopwmr I[OoCymapCTBEHHOM  BEICHIEM [IKOJIEl IOMU3aMHAa B
Kapjcpys, OpurjameHHEH npodpeccop Hbo-HOPKCKOIO YHMBEPCUTETA.

BAHOBO POXIOEHHAS. IOHEBHUKW ¥ BAIMCHFIE KHMXKW. 1947-1963
ABTOp: CrpHBeH CoHTar, 2013. 344 crp.

Paupume gHeBHMKM CbpO3€H COHTAr - B3HAMEHMUTOM AaMEPMKAHCKOM [MCAaTEJIbLHMUIIE,
KpuTHKa, @Quiocogpa KyJIbTYypE, aBTopa Oecrcesyiepa «0O @Qororpadum» — OBUIM
BHepBEE m3paHel B CIIA nmocmepTHO, B 2008 romy. CoHTar Bejia OHHEBHUK C 14 jgerT u
OO KOHIA XM3HM WUCKJIOYUTEJNBHO nOjg cebsa, u Bpan Ju onoybsmkoBajsa OB ero caMa:
CHIMIIKOM OTKPOBEHHEl M IOoJ4Yac OecHomangHE €€ CYXOEeHus O cebe M OKPpYyXaoIX.
OmHaKO €ee CEH M XpaHUTeJIb ee HacJjaenmus J[JsBun Pudd cuyes BaXxHBM HATh YUTATEJISIM
«yBuners Ceio3eH COHTAIr MOJIOLOM XEHIMHOM, BIIOJIHE OCMEBICJIEHHO ¥ pPeIMTeIbHO
TBOpsmey caMy cebs. B sTOoM npuTAraresbHas Ccuila ee OHEeBHMKOB». Ilo sTou
npuymHe Pudd os3aryiaBmil KHUIY «S5aHOBO poOXOmeHHas», BOCIOJB30BABIMCE (Qpasor,
HaOMCAaHHOM Ha MNEepPpBOM CTPAaHMIle OIHOI'O M3 PAHHMX OHEeBHMKOB COHTAT.

CoHTar Bepuia, yTo crnocobHa rnepecosznarTk cebs, BEIATHI 3a nperneJjiel
obcTOoSATENIECTB CBOEI'O BOCHMTaHMsI wu oOpasoBaHms. B ee pQgHeBHmKax mnopaxaer
yOexnqeHHOCTs B CBOEM nmape M [OpenHasHAaYeHuM, [OCJemoBaTeJIbHOe CO3MIaHue
COBCTBEHHOM JIMYHOCTH.

Ceozen CoHTar (1933-2004) - amMepmkaHCKas HOUCATEJbHMIA, JIUMTEPATYPHEN U
XYIOOXECTBEHHEN KPUTUK, QuiIocod KyJIbBTYPE, HDOJIUTUYECKAS AKTUBUCTKAE. MUPOBYW
MBBECTHOCTEL €M MNPUMHECHM COOpHMKM 5cce «lpormB wmHTepnperaumm» (1966), «O
dororpadmum» (1977), «Imsgms Ha 6osb AOpyrux» (2004). B paMrxax COBMECTHOM
nsmaTesgsCcKoy nporpamuel  LenTpa «l'apax» wu wu3pareascrBa  Ad Marginem yxe



onybamuKoBaH COOpHMK 5cce CoHTar «0 @¢oTorpadum», I'OTOBSATCS K M3IAHMO IOPyIUe
KHUT'M aBTOpa.

UBOATEJIECKAS CEPHYA MINIMA:

Bupnxwuunus Bynd «KumuemaTorpad»

Beproner BpexrT «Teopmus pagmo 1927-1932»
Jlacso Moxos-Hane «Telehor»

Ocnun Bpuk «O pexyame»

B paMmrkax cepuu OOyOJIMKOBAHE COOPHMKM paboT BupmxmHuy Bynd «KmHemarorpagd»
(80 crTp.), Bepromepra Bpexra «Teopms paguo 1927-1932» (64 crp.), Jacjso
Moxori—-Hans «Telehor» (112 crp.) m Ocmma Bpuka «0O pexjgame» (96 cTp.)

B pamrax npoexra “Minima” nyOiMKYyIOTCs KHUI'M KapMaHHOI'O ¢opmara, Kaxnas us3
KOTOPEIX MNPenjaraeT KOPOTKMUM AaBTOPCKMM BAIVISI HA Ty WIM HWHYR OpobOjeMy wu3
coeprl COBpPEeMeHHOM KYJIbBTYPHE. I[IepBEI BEIYCK cepuy “Minima” [$DocBSmeH TeMe
panmuKarbHOM MOIepHM3anmu, o003HauMBIeEy Xapakrep snoxwu 1920-x - BpemeHw,
M3BECTHOM BO BCEM MMPE KAaK «peBymme nOBAaflaTEE». B NEepBOM UYETBEPTM MPOIIJIOIO
BeKa mnpomszomess MacmTabHEM CKAYOK B pPAa3BUTHUM I[IPOMBBOICTBEHHEX TEXHOJIOTMH.
KynepTypa ¥ MCKYyCCTBO, OKAas3aBIMCEL Iepen JHMIOM OecCHpelefeHTHEX TeXHUIECKUX
MHHOBAILIMM, CTOJIKHYJIMCE C HEOOXOOMMOCTEI SKCIEPUMEHTAJIBEHOI'O IIOMCKA HOBEBIX
CPEenCTB XyOOXeCTBEHHOM BEPA3UTEIIEHOCTH.

Pycckass u eBpoOHerckKas MHTEJUJIMTeHIIMS BCTPEeTHMIIa SIO0XY HOBEIX TEXHUYECKUX
BOBMOXHOCTEM C HEOOBYaMHEIM DHTY3MasMoM. Peakims nposBmia cebs BO MHOIMX
nyOJIMYHEIX — 3aSIBJIEHUSIX, scce wu CcTaresax, onyOJIMKOBAHHEIX B  aBAHI'APOHOM
nepruonmkKe .

«Teopmusa  panguo» BeprosrsTa EBpexTa, HEeMEeI[KOI'O opaMarTypra u TeopeTHUKa
MCKYyCCTBa, HOPENOOHOCUT KPUTHUUYECKMI 0030p QYHKIMIN pamuo — I[IepBOI'O CPEenCcTBa
MaccoBO¥M wmHPopMalmyu, MHOpuobpeTmero HOOBCEMECTHOE pacrnpocrpaHenme B 1920-e.
BpexT OCMEICJAMBAEeT pPOJb pamuo M NpeniaraeT CHOCOOB eI'o0 yCOBEpIIeHCTBOBAHMUA,
BByyammMe KakK HUKOI'ZAa aKTyajlbHO M B KOHTEKCTE OPOIPECCHUPYRINX TEXHOJIOImM XXI
Beka: pamuo HOOJKHO «..COAeJIaTh CJIyllaTejis He TOJIBKO CJIyMAalmuM, HO M I'OBOPSIIMM,
Y He MB0JMpOBATHL €I'0, a 3aBsg3aTb C HMUM OTHOIEHMS».

Kmro, x cepenmHe 20-x 10#OB 060peTs NOBET M 3BYK, I[IEePEXOOUT B CTATyC
OTHEeJBEHOI'O BMIAA MCKYCCTBA M CTAHOBMUTCS HEOTBEMJIEMOM YaCThI MHTEJIJIEKTYAaJlbHBIX
IOUCKyCcCcuyi. HecMoTpss Ha CyeTyMBYK [NOBEPXHOCTHOCTE [EPBEX I[IPOLYKTOB STOI'O
pasBuBanmErocss MCKYyCCTBa, Bupmxwuawms Bynd, wMacrep JaurepaTyps MOTEpHM3MAa,
OpM3HAEeT 134 HMM KAUYEeCTBEHHO HOBEIM MHCTPYMEHT IOJIS CO3OAHMUS XYIDOXECTBEHHOI'O
obpasza: «llpomyioe  MOXHO OyneT pasBEepHYThb, KaK CBMTOK, pPacCCTOSHMUSI  —
OTMEHUTE...»

O kmHeMarTorpade Takxe pas’sMemisgeT Jlacsio Moxor-Hanmbk, BEHI'€PCKUM XYOOXHUK U
TEeoOpeTuK MCKYyCCTBa, KOMMEHTHUPYS B 5SCce nas xypHana “Telehor” BO3MOXHOCTH,
OTKPEITEIE IJis OyOymero KWMHO MNOCJEIHMMM IIPHMEMAMM B TEXHUKE CHEMKM M MOHTAaxa,
a Takxe HAaJIOXeHMeM 3BYKa.

C6bopumk crarer «O pexjaMe» JMUTEepaTypHOIro KpuTuka Ocuna FBpuka, WM3BECTHOM
durypel pycckoro apaHrapza, JaeT SpKoe IIPpeICTaBJIeHME O BJIMSIHUM  HOBOM
SKOHOMMYECKOM noanturyu CCCP Ha oOmecCTBEHHEIE HACTPOEHMS SHoxu. KoHIenims
HOCTPOEHUST OPOOyKTHUBHOM PEKJIAMEI, onmMcaHHAas JIMTEPATOPOM, YOUBIISIET
6e30ommb0OYHOY  TOYHOCTBI [OPOI'HOB3a B CBeTe AaKTMBHOI'O pPAas3BUTHUS  PEHOYHEIX
OTHOWEHM) B HAlle BPeMHT.

Kaxnas wuxX YeTEpex KHUI' MUHM-QOopMaATa OTCEUIAET HAC K HOBEIM 5SCTETHUYECKUM
dopmam, nposBuBIIMM Ce0sS B HACEHMEHHYyKW 200Xy 1920-xX, M OapuUT OLyIeHUE
HOCTaJbI'My [0 OynymeMy, KOTOpoe He 3acTaBujIo cebs XOaThb.

Bupmxmumus Bynad (1882 — 1941) - aHIVIMMCKAs NOHUCATEJIBHMUIIA M JIMTEPATYPHEI
KpuTHuK. Pomanel «Muccmc Joammoysi» (1925), «K masky» (1927), «BosHbB (1931)
OTMEUEHE YepTaMy SKCIEPUMEHTATOPCTBA, SBJASOTCS SPKUM IPUMEPOM JIMTEPATYPHOI'O
HaANpaBJIEHUS «IOTOK COB3HAHMUS.

BeprosnsT EBpexT (1898 — 1956) - HeMenxwmy MOMCaATENL, PEXUCCED, IJApaMaTypI.
Cormasr psn QMIOCOPCKO-CaATUPUUECKMX INBEC, TAakKuxX Kak «TpéxrpomoBas omnepa»
(mocT. 1928) wm «Mamama Kypax m eé€ merwm» (cozxm. 1939, msm. 1941). Paspaboras
OPUHLIMIOE «SIUMYECKOI'O TeaTpa», Npennojaramnmero obpalmeHne HE K TPaguIMOHHOMY
KCONEPEXMBAHUIOY», A K TPEBBOMY Pal3yMy M KPUTHUUECKOMY AaHAaJIMU3Y .



Jlaciio Moxor-Hane (1895 — 1946) — BeHI'epCKMM XYOOXHWUK, TEOpeTurK ¢(oTo- u
KMHOMCKYCCTBAa, XYypHajaucT, OnHa ™3 KPYHOHEeMIMX QUIyp MHMPOBOI'O AaBaHI'apaa
IIepBOM [IOJIOBMHEI XX BeKa.

Ocunn  Bpux (1888 — 1945) —  POCCHHMCKMM  JIMTEPATOP, auTepaTypoBen @ u
JINTEPATYPHEN KPUTHUK. YYACTHUK XyHOXECTBEHHBX OOBEIMHEHMI JIEBOI'O MCKYyCCTBa
(koMmpyTEI, MA®, Jledp, Ped). Bamskmy Apyr nosra Brmagmmmupa MasiKOBCKOI'O, M3IOaJ
ero mosMmel «O6JIAKO B IITaHaXxX» U «PJIenTa-NO3BOHOUHMUK .

HCKYCCTBO INEP$OPMAHCA: OT SYTYPUBMA LO HAINX ,I[HEIZ
ABTOp: Poysmm I'onnbepr, 2013. 320 cTp.

KHMIra mMCcTopmMkKa MCKYCCTBAa, apT-KPUTHUKA M Kyparopa Poysam Ionnbepr «JCKyCCTBO
nepdpopmaHcax» sABASeTCs Hawmbojsyiee IMIOJIHEIM MWMCTOYHMKOM MHQOpManmy O CTOJIETHEN
uCcTopMM STOI'O BMIA MCKyccTBa. BrnepBrle mapgamHas B 1979 romy, OHa Bbepxasa

ToM nepewusnaHus (nocjaemgHee - B 2011 ronmy), M KaxOe pas’ aBTOpP JAOMNOJIHSIIA €€
aAKTyaJIbHEIMY CBEIOEeHIMAMI. KHura HepeBeﬂeHa Ha BOCeMB ABEIKOB, a HepBoe pyCCK’OG
usgaHme IIPUYyPOdYEeHO K MEeXOYyHAapOOHOM KOHQepeHImr  «llepdopmaHC: S5THMKa B

IeNCTBUM», KOTOpas CcocTosjack B IllenTpe «Ilapax» 12-14 pgexkabps. CHoenmajabHO
IJIsI PYCCKMX umTaresey Poysnam Ionnbepr Hanmcasla pasnejl O COBPEMEHHOM PYCCKOM
nepgopmMmaHce. Poyszam Toanbepr HOpocjenuia MCTOPMIO HeppopMaHca OT [HEPBEIX
SKCOEPUMMEHTOB QyTypucToB 1909 roma m TakuM 006pazoM HOPOOEMOHCTPHPOBAaJA €I'0
OaBHOKN Tpagunmo. Ha #$porsxkxeHun Bcero XX crosgerws, KAk M B 2 HamM OHU,
nepopMaHC  MCIOJIB30BaJICI  XYHOXHUKAMVU B KayecTBe cperncraa 60oppbEl  C
YCJIOBHOCTAMM TPAOMIMOHHOI'O MCKYCCTBa, Kak CHOCOO «OXMBUTE (QOpPMAaJjIBHEIE U
KOHIeNTyaJIbHEe MIOEeM, Ha KOTOPEIX OCHOBEBAETCSI MCKYyCCTBO». BorT nouemy, MO
MHeHMio I'onnbepr, neppopMaHC SHABJISETCA <«aBaHI'apIOM aBaHIapha»: <«HIepdopMaHCH-—

MaHMUpeCTH, oT Oy TYpPUCTUIECKUX pife) COBpPEMEHHEIX , OBUINM CaMOBEIPAaXEHMUEM
HEeCOIJIaCHEIX, I[IEITaBIIMXCS HauTu aJlbTEPHA TUBHEIE Cr1ocobE! MCCIIegOBaHMUS
NEPEXMBAHMUS MCKYCCTBA B [NOBCEOHEBHOM XMU3HMUY», — I[IMIIET aABTOP B HOPEOUCIOBUU K
KHUTE .

Poyzym I'onpbepr” - aMepMKAHCKMI MCTOPUK MCKYCCTBa, apT—KPUTUK M KypaTop.

OKOHYMIIA JIOHOOHCKMM MHCTUTyT KypTo, OBUI& IOUPEKTOPOM rajsiepem KopoJIEBCKOI'O
KoJIIemxa WCKyCcCTB B JIOHIOHE, KypaTopoM IlleHTpa BMOeO, My3BKM M HepdpopMaHCca
The Kitchen B Heo-JMopkxe. ABTOop kHMI «lleppopmanc. Xusoe wuckyccrso or 1960-x
o Hammx npHemn» (Performance: Live Art Since the 60s, 1998), «Jlopu AHOEPCOH»
(Laurie Anderson, 2000), a Takxe IHOCTOSHHEIM AaBTOpP XypHasa Artforum wu
opyrmx, mnpenomaeT B Heo-Hopxckom yHuBepcuTere. B 2004 romy Ionnbepr
OCHOBAaJjla HEKOMMEPUYECKYKH OpI'aHM3anmio B cpepe mnckyccrBa Performa, OKAaB3EBBALILYI
NOOOEPXKY XYINOXHUKAM M CHOCOOCTBYOUYID pPAa3BUTHUIO HOBEX BMIOB HepdopmMaHca. B
2005 romy Ha 6asze 5TON OpraHM3anmy ydpenmna B Heo-Jopke NepByo0 OIHOMMEHHYD
6menHase nepdpopmaHca. B 2006 romy npaBHUTEJIECTBO OPpaHImMM ynocrTomsio Ionnbepr
BBaHMSA KaBaJsiepa OpmeHa MCKYyCCTB M JIATEPATYPH.

CAMERA LUCIDA. KOMMEHTAPHI K $OTOI'PASUN
ABTop: Posan EBapr, 2012. 272 cTp.

Camera lucida (j1aT. camera lucida, IOCJIOBHO «cBeTJiIasgd ~ KOMHATAa») -
BCIIoMOoIr'aTeJIbHOEe OIITHMYeCcKoe yCTpOIZCTBO OJ1d pPrCOBAHMA ¥ KOINMPOBAHMA HpeIMeTOB
B nepconexkrmBe. Mexny I1JiazaMy pPHUCOBAJBIMKA W JHMCTOM OyMary pacrojaraeTrcs
nopmsMa, YCTAaHOBJIEHHAS TakuM o006pas3oM, dYTO CBEeT OTpaxaeTcs OT KOINUPYyeMOI'O
npenMera M nagaeT Ha OyMmary, Ccos’naBas Ha HEM M300paxeHune.

«Camera lucida. KommveHTapmri k @Qororpagmm» (1980) Pomana bapra - OOHO M3
DepBEX QYyHIOaAMEHTAJIEHEIX MCCJIeNOBAaHMY NOPHUPONb QoTorpadmm M OTZHOBPEMEHHO OMMAaX
IIOKOMHOM MaTepy aBTopa. JVHTepec K CJydYamHO HnomnaBmey B pyku Qororpadmm 1870
. BEBBaJ y FEBapra xenaHwe y3HaTH, OJjgaromaps KAaKOMy CyHeCTBEHHOMY IIPU3HAKY
dororpadms BEOesTeTCsS M3 BCEM COBOKYMNHOCTM M300paxeHmr. 3amaBIMCE BOIPOCOM
Kjaccumranmm, CcucreMarmsanmu Qororpadmii, @muirocod BECTpamBaeT COOCTBEHHYR
denomMeHOSIOTMIO, BBOOS HOHATMsS Studium wm  Punctum. Studium ob6o3Hauaer
KYJIBTYPHYI, SA3BIKOBYI M IOJIUTUYECKYI MHTeprnperanuio ¢oTorpagmumu, Punctum -
CcyTy60 JIMYHED! SMOIMOHAJILHEDN, CMEBICJI, I[IO3BOJISOIMI YCTAHOBUTE MHPSIMYyKH CBSI3EB C
dorTomzobpaxeHUEM.



KWHO
ABTOp: Xwmne Jenéz, 2012. 560 crp.

KHMTa 3HaAMEHUTOI'O @QPaHIy3CKOI'O0 @uiocoga-nocTMmomepHucTa Xwuisa Jenéza «KuHO» —
HENPEeBBOMIEeHHOE MO IVIyObmHe @Qnmocodckoe wuccaemoBaHme KuMHeMarTorpadpa. 3SHTo He
UCTOpPMS M HE Teopms KMHO Kak BMIA MCKYyCCTBAa, A MMEHHO OIIET «KMHOQMUIIOCOQUI».
Heqnés paccMaTpMBAET KHMHEMATOIPad Kak OCOOEI CHOCOO MBIIEHMS, KOTOPEI B XX
BekKe MNOBJIMSJ Ha 1nOpyI'me BMIOE MCKYyCCTBa, BKJIOYas TeaTp, TaHel, XWUBOIMUCE U
doTorpadmun, Ha COBPEMEHHYI QMIOCOQMIO M B I[€JIOM HAa HAalle BOCIPUATHUE XWU3HU U
Mupa. KmHemMarTorpad yumT HAC BUIOETH M OYyMAaThL, XOTHUM MBE 5TOI'O MJIM HET, M HaeT
HaM OIIBIT, KOTOPEI MHA4YE MEl HE CMOIJIM OE MNEPEXMUTE B HAmEy COOCTBEHHOM XM3HM.
Kuura Xwisa IHemnéza «KuHO» yumT HAC Jiydlle HOHMMATE M TOHBIIE YYyBCTBOBATE KMHO.
OHa HOpengHasHadyeHa He TOJbKO IS QMIOCOQOB MIM KMHOBEOOB, a nOJIS KaxIoI'o
YyeJjiJoBeKa, KOTOPBEM XOYeT IIOHMMATE COBPEMEHHBEI MNP, NPOHM3AHHED BCEeBO3MOXHEIMI
OBIYDKYIIMMUCS M300paXeHUSIMA .

KOMYHUCTHYECKMN INOCTKPHUITYM
ABTOop: Bopmc Ipomc, 2014. 112 crp.

Kumra Bopmuca Iporica «KOMMYyHMCTHMYECKMI HNOCTCKPUITYM» ONyOJIMKOBaHa B pPaMKax
COBMECTHOM M3OAaTEJIECKON HNporpaMMel My3ess COBPEMEHHOI'O MCKyccTBa «lapax» wu
nsgarenscrea Ad Marginem. Ilepemspnanme paborel Eopmca Iporica, BBIIYIIEHHOM B
2007 romy. B cBoerx KHMUI'€, KOTOpas HNpuobpeTaeT HEOXMIAHHO COBPEMEeHHOe
BBy4YaHMe B CBeTe IIOCJeIHMX COOwrTmyi, Bopmuc I'poric npurjamaeT yYnuTarTess K
IOCJIefOBAaTENIBLHOMY II€PEOCMBICJIEHMIO YyHlenmey KOMMYHMUCTHUYECKOM SIOXM, IPOBOILSI
JorMdyeckmue napajuiesy MeXxny IJIOOAJIBHEIMM  SJIeMeHTaMy (QuiIoCOPCKOM  MBICTIMA U
napaMeTrpaMy pPasJIMYHEIX SKOHOMUMYECKMX Momejier. HTOo SpKoe M [IPOBOKALMOHHOE
Bscce mOpenjaraeT HEKaHOHMYECKYKH MHTEepHNpeTanuio COBETCKOI'O MIpOIUIOrO: aBTOP
y6enuTeasHO IOKas3EBaeT, noyeMmy JIETUTUMHOCTE COBETCKOI'O PYKOBOLCTBA
ompeneJisdia IOJIOXEeHHas B OCHOBY I'OCYHAapCTBEHHOCTM QUIOCOQMSI, a MHCTPYMEHTOM
conMajgbHOM KOHCOJNIMAALMM ¥ TOTAJBHOI'O KOHTPOJsSI OBUI BEOPAH MMEHHO S3BIK,
OIPM3BAHHEM CTAaTh [HAPangoOKCaJbHOM IO CBOEM CyTM 3aMeHO¥ JOeHeI ¥ KalouTasa.
Takum o6pazoMm, FBopuc I'porc mnOpenjgaraeT YKUTATEJ HOBBI CHOCOO HOPOYTEHMUS
deHOMEHa COBETCKOM BJACTM KaK IOMIBTKM YCTAHOBUTEL I'OCHOACTBO (QmuiIocodoB B
Macmrabe Lejoro rocynapcCrBa.

Bopwmuc Iporic (p. 1947) - @¢mmocod m TeoperTmk KyJALTYpPE. Pommicsa B JIeHMHTpaze.
C cepenmuer 1970-x axkTMBHO HOyOJMKyeT B caMu3gaTe CTaTbu 10 Quimocodmm u
TeopuM  MCKYCCTBa, y4yacTByeT B OOMAaIHMX  CEeMMHapax IO  HeOoQUUMajIbHOMY
nckyccrBy. B 1981 romy osumurpmpoBas B I'epmMaHmio. B HacTosmee BpeMs @ —
npogeccop o¢mimocodum, TeopMM MCKYyCCTBa, Menma-Teopwur I['oCyHapCTBEHHOM BEICIIEN
mWKOJIBI B Kapjsicpys, nOpurjaameHHER npodpeccop HBO-MOPKCKOI'O YHMBEPCUTETA.

KPATKAs MCTOPHUA KYPATOPCTBA
ABTOop: XaHC Ynppmx O6pwmctT, 2012. 256 cTp.

11 MHTEPBEIO BHaMEHUTEIX KypaTopoOB - KpaTKu KypC caMmoy  MOJIOLOM
XYOOXEeCTBEHHON Hnpodeccum. XaHc Yaeppux OOpucT nobecemoBajl C  BeOYIMMHA
eBpOHeﬁCK'MMM n aMeprKaHCKUMUI KypaTropawmr, d)aKTquCKM CcOo3gaBlyMI STy

npogeccuio B 1950-1960-e romel. 5T0, HamnpuMmep, HEPBEM OUPEKTOp leHTpa IoMmamuny
IIoHTIOC XIOJIETEH M HE3aBUCHUMEI <«IE€jaTejbE BECTABOK» Xapasbpn 3eemadH. OTIIBI-
OCHOBaTeJIim KypaTOpCTBa B CBOMUX BEICTaBKax He TOJIBKO eJjiajiy XYIOOXHUKOB
BHAMEHUTEIMM (OOMH M3 I'epOoeB KHUITU - JoxaHHeC Knagmepc «OTKPBUI» Josepa
Borica) , HO M OOBSCHSJIM CBOEM ayOUTOPMM OCOOEI KYyJIBTYPHEIM M COLMAJIBHEI CMBICJI
COBPEMEHHOI'O MCKyCcCcTBa. Ilocsie BTOpOM MHMPOBOM BOMHEI, KOI'HA M3 SKCIO3MULIIHA
aMepuKaHCKMUX My3eeB Mu3bMajayu paboTel I[Imxacco wm Marpmrra Kak <«HIOAPEIBHEE U
HpOK'OMMyHMCTquCK'Me» n KoOoI'mga B EBpone He BHaJI aMepMK'aHCK'MX a6CTpaK’THBIX
QKCHpeCCMOHMCTOB, VIMEHHO STy JIOVM SHAKOMMJIIN SPMTGJYGI;I IBYX KOHTVMHEHTOB C
HOBEMIIMM MCKYCCTBOM CBOEI'O BPEMEHM.

Xaunc Yappmx O6pmcT (p. 1968) - KypaTop, XYyOOXEeCTBEHHED KPHUTHUK, COOUPEKTOPD
JIOHIOHCKOJ) Trajepeu «Serpentine». B 1996 1. OmI CO-KypaTopoM OmeHHaje
COBPEMEHHOI'O MCKyCccTBa «MaHupecra 1», paboran kKypaTopoM Myzes COBPEMEHHOIO
uckyccrea Hapmxa. B 2009 romy xypHasn «ArtReview» HaszBasn OOpucrTra CaMEBEM
BJIMATEJIEHEIM YEJIOBEKOM B MuUpe MCKyccTBa. KHmra «KparTkasa MCTOpMSA KypaTopCTBa»



- yacTe MHOI'OJIETHEI'O IIpOoeKTa <<MHTepBBIO», B paMrKax KOTOopOoIo OHy@ﬂMKOBaHBI
6osee 70 6Gecenm Ob6pmcra C BegymmuMyu OesITEJISIMM e€BPOINENCKOM M aMepMKAaHCKOM
KYyJBTYPE, B YaCTHOCTM, C Baxow Xamgwuz, Joxo OHO, PemoMm KomxaacoM m IDKOHOM
Faspmeccapu.

KPATKAs HCTOPUA $OTOI'PASHUN
ABTOp: BasbrTep EBenpsavme, 2013. 144 cTp.

B cbopHMKEe MNpenCTaBJIEHE TpM TEeKCTa HEMEIKOI'O @Quiocoda, KpUTHUKa, OUcCaTess U
nepeBonumka BasbTepa FEBeHbsSMMHA, I[OCBSHLEHHBIE @QoTorpagumu: «KpaTkas wucTopmus
doTorpadmm», «lapmwx - CTOJAMIIA JOEBSATHAAIATOI'O CTOJETHUSI» M <«lpomsBeneHue
MCKYyCCTBaA B BIOXY €I'0 TEXHUUYECKOM BOCHIPOM3BOOMMOCTM». CHELMAJIBEHO OJIS S5TOI'0
MBIaHMUs I[IOCJIECJIOBME HANMCAJI M3BECTHE MCTOPUK (QorTorpadmm BranmuMmup JIeBamos.

B craree «Kparkas mcropms ¢ororpadmm» (1931) BeHbsAIMMH He CTaBmyl Hnepen cobon
eJyib OaThk YEeTKYyl KapTHMHY pasBuUTus orTorpadmm 3a CTO JIeT €€ CyHnecCTBOBAHMUI,
BHMMaHME @Qumocopa COCPEIOTOUYEHO HA BAaXHBIX IJIS MUPOBOM KYJBTYPE B IIEJIOM
IOCJIeNCTBUSIX BOBHMUMKHOBEHMUS doTorpadmi. B craree «llapmx - croJmiia
neBaTHanaToro crojseTrus» (1935) BeHbsaMuMH OumeT O HOBEIX OTHOUICHMUSIX MCKYCCTBA
M TEeXHUKM B DBIOXYy OYypHOI'O TEXHMYECKOI'O Iporpecca - He TOJBKO O ¢oTorpaduu,
HO M 00 apXMTerKType, B KOTOPOM BIEPBEE HAYMHAKLT [IPUMEHSTE WCKYCCTBEHHEI
CTPOMTEJIEHEY MaTepmasa - Xxeje30, 00 wu300peTeHur XMBOIMCHEIX IaHopaM, O
BapOXOEHMN MHIOYCTPUY PAasBJIEYEHMI) Ha BCEMMPHBIX BEICTaBKaxX XIX Beka.

BaBepmaer cOopHMK camMas wu3BecTHasa pabora LeHbBAMMHA - «llpomzBeneHnue
MCKYyCCTBa B BHOOXYy €I'0 TexXHUUYECKOM BoOcCHpomzBomamMocTmy» (1936). MWmMeHHO B HEHN
OH pasBMJI CBOK MO 00 aype - «3OeCh M Cenyac» NPOM3BEIEHMS MCKyCCTBa, €ro
YVHUKAJIEHOM OBITHMM B HNPOCTPAHCTBE M BPEMEHM, KOTOPEM ONpelessgeTCs [IOHSTUEe eI'0
MIOOJIMHHOCTHM . PenponynmupoBaHmue paspyumaeTr aypy ., OBHYyJISET UCTOPHUYUECKYIO
IJ€HHOCTHL, a 3HayuT, aBTOPUTET BEel.

BasibTep  BeHBSIMMUH (1892-1940) -  HeMenxwmy  Quiocogd, TEeoOpeTHUK  KYJbTYPEH,
JIMTEPATYPHEN  KPUTHUK, nycarTejgb M IepeBOOUMK. PauHme  TpyOrel — [IOCBSLIE€HE
HEMEIIKOMY POMaHTU3My, B dYacTHOoCTM I'éTe, wu  HEMEIKOM OapoyHOM mgpaMme.
V3BeCcTHOCTE EBeHBAMUMHY HNpPMHECM 5SCcce «IlIlpomM3BeneHmue MCKYyCCTBa B SIOXY €eIo
TEXHUYECKOM BOCHPOM3BOOMUMOCTIY, okazasuiee BHAUYUTEJIEHOE BJIMSIHMUE Ha
EeBPONEHUCKYHD HBCTETHUYECKYH TEeOopui, M ONyOJMKOBAHHEN I[IOCMEPTHO TekxcT «O
IIOHSITUN MCTOPMUM».

KPYI' OBUEHUA
ABTOp: BmxrTOop AramoB-TymmueH, 2013. 320 crp.

Kuura ¢mimocopa m TeopeTmkKa KYyJIbTYPE BukrTopa AramoBa-TynulElHa — CBOeobOpasHas
MHBEHTapm3anumusa ero JMYHOI'O apxmBa, OIHOI'O M3 CaMeX O00I'aTbhlXx MCTOYHMUKOB IIO
UCTOPUM PYCCKOM apT-CLEHE MNOCJEIHMX COpOokKa JeT. XaHp STOM KHUIM ONPEIEeJIUTH
TOYOHO - B HEM COOpaHE MHTEPBBK, MIHUCHBMA, KpUTHUYECKME  BCCe,  JIMYHEE
BOCIIOMMHAHMS aBToOopa M €eI'0 COpaTHMKOB IIO KPYI'y HOHKOHQopMmm3ama. CaM aBToOp
HAaB3EBAaeT CBOK KHUI'Y <«JIOCKYTHBM OLNESJIOM» M [NOOUEPKMBAET, UYTO «JIOCKYTHOCTB =
HeoTreMjIeMas YacThk JaHOgmadTra KYyJALTYPHE, I[IOCKOJBKY KaXxOBEd TakKOM JaHgmadT
npencraBjsgeT CoOO0OM KOHCTEJISIMI KJIACTEPHEIX 30H, «KPYI'OB OOmMEeHMS». VMEHHO B
HuX (um OGjgaromaps B3aMMOIEHMCTBMIO MEXTY HUMM) HIPOMUCXOOUT BOCHPOM3BOICTBO
KYJIbTYPBD> .

Kpyr obmeHms B HeOQHUIIMAJIIBHOM MCKYCCTBE COBETCKOI'O BpPEeMEHM — He IIPOCTO
coobmecTBO IOPy3€M M eOMHOMBIIIEHHUMKOB, HO HeobxonmMmasl cperna njisd QopMuMpOBAaHMS
M pasBUTHUS  MUOEH. ABTOp  HOOOEPXMBAJI OTHOIIEHUS C BemymmMM  QuUIypaMu
HOHKOHQoOpMM3Ma - OT Hwrwnurer AnexceeBa wm Spurka BymaroBa, Bopuca MmxarijioBa u
AHnpes MOHACTEPCKOI'O no MBaHa UYyinkoBa m Hrops IllemnxkoBckoro. KaxmoMmy w3 HHUX
IOCBHAmMEHa OTHeJibHas IJviaBa, BKJjoyawnas I[IepenncKy, MHTEPBBO, pPaCIUQPOBKHU
6ecen - LeHHBY MWCTOYHMK MHQOpMALMyM O COBETCKOM BpeMeHwu. Becener Obuin
HEOORYaMHO BAaXHEI B SIOXY 3aCTos, KOI'Ha XYIOOXHUKM M KPUTUKM SDTOrO KpyIa HEe
MOIJIM HeyaTaTbCs B OQUMIMAJIBEHOM IHIpPecce; MMEeHHO B KYXOHHEIX pPasroBOpax
cozpgaBajlack M JUTepaTypa, M Teopmus KyJIbLTYPE, K COXaJIeHMI, IO OOJIbIIeN YacCTH
He sBanmcaHHad.EcTe B KHHUI'€ WM KPUTHUYECKME 3aMedaHmusa AramoBa-TyNnuilplHa, M
pPasMEBIIEHMS XYIOOXHMKOB O COOCTBEHHOM TBOpPYECTBE M TBOpYeCTBe KoJuier (Spukx
BymsmaToB I1oBopuT O HOpobJjeMe [OpOCTPaHCTBa M IIJIOCKOCTM B XWMBONMCH, VpuHA
HaxoBa - o 1ejisx TBopYyecTBa, Mnps KabaxoB - o FEopwmce MwuxannoBe wu JleoHMne



CokxoBe) .B «Kpyre oOmeHUI» OTpaxeHEbl dparMeHTE HUCTOPUN PYCCKOIO
HeopuiiMailbHOTO mckKyccrBa 1970-2000-x.

BukTop AramoB-TymuneH (p. 1945) - @¢mimocod m TEOpeTMK KYJBTYPE. ABTOP KHUIL
The Museological Unconscious (2009), «MockBa - Heo-Jopk» (B COAaBTOPCTBE C
Maprapmnror TynwmuneiHOM, 2006), «IyazHoe s0j0kO0 paszpopa: Oecenel C Jiuben

KabakoBemM» (2006), Post-Soviet Russia (2002), «KoMMyHAJIBEHED, I[10CTMOIEPHUIMY»
(1998), «'"Ipyroe'" wckyccrBa» (1997) wm mgp. B 1989 romy oOH OB pPemaxTOpPOM
pycckoro msznaHus XxypHasna Flash Art, ero craTkM HevaTajiMChk BO MHOTIMUX
XypHajlax AMepukyr u EBpPONEl, B YacTHoCcTuM B Arts m Art Journal (CHA), Neue
Bildende Kunst, Lettre International m Texte zur Kunst (I'epmanwus), D'Ars m
Tema Celeste (Uramnms), Parallax wm Third Text (AHTUuiMs), «A - A» (®paHnms),
«Kabuner», «MecrTo neuarm» u «Jloroc» (Poccus). XuBer B Heio-Hopkxe u Iapuxe.

MUHCK: NYTEBOLOUTEJIB IIO I'OPOAY COJIHIIA
ABTop: Apryp Kmmaom, 2013. 128 cTp.

«MmuHCK: npmyrTeBoamuTesis O I'opony CoJsiHIIa» OejlopyCCKOI'O NHUCATEJIS, XYOOXHUKA U
apxurTekTopa ApTypa KiamHOBa - MHNOMNEITKA [ICHUXOI'€orpadmueCKOIr'o ONMCAHMS OIOHOI'O
us TJIABHEIX I"pagoCTPOUTEIEHEIX IPOEKTOB CTaJIMHCKOM BIOXM. TekcT,
MJIJIOCTPUPOBAHHEN — QoTorpadmusaMm  aBTopa, coueTaeT Ouorpadmu-yeckKyrn IHIpo3y,
UCTOPUKO—APXUTEKTYPHEN OUYEPK M KYJBTYPOJOTMUYECKMUI AaHAaJIM3 BEJIMKOM COBETCKOM
yromnmumu. KHura, HammcaHHas Ha OejopycckoMm s3eike B 2005 ronmy, nepeBemeHa Ha
HEMEeIK1Y, [OJBLCKMUM, MBEICKUM M BEHI'€PCKMUIM S3EKM, HA PYCCKOM MNyOJIUKYETCS
BIIEPBEIE.

MuHCck - He enMHCTBEHHOe MecTo, rme B 1930-e Havanm CTPOUTE WOEAJILHEI
coBeTckuy 1opoxm. OOHAKO TOJBEKO BOECE HSTOT MHOPOEKT yHajloCEk peajn30BaTh
Hambojiee MOJIHO, TakK KakK MMEHHO B MuHCKEe ORjIa MAaKCHUMAJIBEHO YHUUYTOXEHA OPEBHSS
ucTropmyeckas TKaHb 1opoxma. KiumHOB mumeT O HOJMTUYECKOM,  COLMAJIBHOM,
PEIUTHMOBHON M SDTHUYECKOM MHCTOopuM MHMHCKa, M B S5TOM KOHTEKCTE HOBOE 3HAUEHMUE
npmuobpeTaeT COBETCKAs YTONOMSI M €€ SCTEeTHMKAa, B IMIEPBYK OUEPENE apXUTEKTypa I
MOHYMEHTAaJbHAsI CKynpnrypa 1930-1950-x romoB. OnHa ™3 BAaXHBIX TEM KHUITHM —
OTHOMEHMS BJIACTM M MCKyccTBa: Ioponm CoJjiHIIa - I'OpoXd XYIOOXHMKOB M IIOSTOB,
cosmaBaBumx gekopanmu s CrpaHel CyacTess - OQOPMIISII  KOJIXO3El COBETCKOM
CHMMBOJIMKOM, TO €CThL nQejaj OEeHBET'M Ha «borax»). M Bce xe «MmeanpHen: Iopon
YTonuu IOOJK€H MMeTh OOHOI'O ABTopa, Benmxkoro ApxurTekropa, Huprmxepa. MMa eMy
- IurkTarypa».

Apryp KmmeOB (p. 1965) - XYOOXHMK, NOMUCATeJbL, mu3marTeysb. Pommincsa B 1965 rony
B Mumrcke. B 1987 romy B3akKOHUMJI APXUTEKTYPHEN QakynsTeT EIA. B 80-e 104
aKTUBHEI YYACTHUK HOHKOHPOPMMCTCKOI'O HOBMXEHMS B OeJIOPYyCCKOM MCKYCCTBE.
CozgarTesis OOHOM ™M3 HNEPBEX B benapycwu HedopMmanbHEIX apr-rpynn «CoobmecTBo
BJIO»  (1987), ocHoBaress BeJyIOPyCCKOM acCColMalmMyu COBPEMEHHOI'O MCKYCCTBA
(1998), ¢ 2002 roma wm3maTesb M IJIABHEN penaxKTop XypHajla O COBPEMEHHOM
Besopycckoy KyabType pARTisan. ABTOp poMaHOB «llasmoMm. BoeHHEDI poman» (2011)
n «Crexysorapa» (2013). C 2009 roma paboraeT B KMHO KAaK XYHOOXHUK U
ciyeHapucrT. B 2011 rony npencrapisisi benapyce Ha 54-1 MexnyHapoOHOM OMeHHAaJIe
B Bewnernmm.

MOCKOBCKMI IHEBHUK
ABTOp: BasbrTep EBenpsavme, 2012. 264 cTp.

dmyjiocod, KpPUTHUK, NMUCATEJb M NEePeBONYMK BajgepTep BeHBAMMH - OOMH M3 Hambojee
BJIMATEJIEHEIX TEOPEeTUKOB KYJIbTYyphE XX Beka. Ero scce «Illpom3BerneHME MCKYyCCTBa B
BIOXYy €eIr'o TexXHUMUYECKON BOCHPOM3BOAMMOCTM» CTAaJjIO KJIOYEBEM [MOJIS OCMEICJIEHMUS
HOBEIX YCJIOBMM OBITOBAHMSI MCKYCCTBA B MHIOYCTPUAJILHOM OOmMEeCTBE.

Bmmorr 1926-27 rr. BeHbsSMMH nOBa Mecsia nposesl B MockBe, I'me Bejl HOOPOOHEIL
IHEBHMK, Ha OCHOBE KOTOPOI'O IIOCJI€ BO3BpAWNEHMs B BepJyiMH HAOMCajg CEepMio 5CCe O
MockBe M pPYyCCKOM KyJIbBTYypPe TOI'O BpeMeHr. IJIaBHOM HOPUYMHOM HOE3OKM BeHBSIMMHA
B MockBy cTajsia BJIOOJIEHHOCTE B Ack Jlanmc - JIQTEHHICKYD AaKTPHUCY M KOMMYHUCTKY,
C KOTOpOM OH HOBHakoOMuiCs Ha Kanpm B Havane 20-x. Baus3kwuy Opyr BeHBSMMHA U
[DepBEM M3HaTesyb OHEeBHMKA I'epmom IlojeM cumMTaeT MCTOPMI STOI'O HeyOaBIeI'OCs
YVXaXuBaHUSI «Hambosee JIMYHEIM , ITOJIHOCTBIO 24 6e3XajI0CTHO OTKPOBEHHEIM
IOKYMEHTOM, pPaCCKas3bBalImyMM HaM O BaxHOM Hepuone Xwu3Hwu» BeHbsumuHa. HO
BHAUYEHME HTOI'0 TEKCTA HE MCUYEPHEBAETCS II€HHOM OnorpadmyeckKoyr wmMHOopMalmen.



Toukmy HabOJIOOATENE, NIPHMEXaBIMM B MOCKBY C XeJlaHMEM OJiMxe y3HATE CTPaHy, B
KOTOPOM «UHTEHCHUBHOCTE OBITHMS HE wuMMeeT aHajiora B EBpomnex», BeHBSMMH OCTAaBMUII
HaM HeOOBYarHO MHTEPEeCHBe 3aMeTkyu O Poccmm cepenmuer 1920-x.

B «MOCKOBCKOM IOHEBHUKE» BeHbsaMuH OIIVMCEIBAET PYCCKYIO TeaTpajbHYo "
JIMTEPATYPHYD XWU3HE TOI'O BPEMEHM (BKJIOUAS TPaBJIow Mernepxosabpna M PackKoJ MEXIY
JIEBEIMMY» M «IPABBIMMU» [IPOJIETAPCKUMM NOMUCATEJISIMM) , OumeT O HNpobjieMe IeH3yph B
KuHemMarorpape, O MOCKOBCKMX My3esxX, B dYacTHOCTH, JydmeM B EBpome Myszee
urpymkn. HWHTepecyeT HabogaTeJlbHOI'O MHOCTpPAaHIA » obOmecTBeHHas, M dYacTHas
IOBCeOHEeBHAas XW3HB - OH Hnocemaer paboume KJjyOB, HapOIOHBIE CynOel, ¢abpuxu,
CyxapeBCKMI PEHOK, HOumeT o0 YJIMYHEIX TOPI'OBKax, OECHPM3OPHMKAX M HUIMX (IO
ero MHEeHMK, CaMoM «CTabMiIBHOM CTPYKTYype» pPYyCCKOro obmecTBa), O MOCKOBCKHUX
IMBHBIX M TpaMBasX.

OT TOYHEIX oOHOMCaHmy BeHBSMMH I[OCTOSIHHO M[NEPEXOOUT Ha YPOBEHEL MeTadop u
ob600meHmnyt, HAaOpuMep, NOMmeT O B3HAYEHMM COBETCKMX IeorpadmuecKoy KapT Kak
HOBOM, HOYTHM CAaKPAaJbHOM MKOHOIpadmm, 06 0COOOM OTHOWNEHMM PYCCKMX K BPEMEHU
U pYyCCKOM QaTanamuszMe, O UMCTO PYCCKOM HNOHSTHUM HEeNpeKpauawleI'oCsa <«PeMOHTAa».

B Havajsie »scce «MockBa» FBeHpdgMmH OumeT O 2 TOM, yTo rnoesmka B Poccwuwo
«OKaBEBaeTCs IIPOBEPKOM njs TeX, KTO ero coBepmaeT. Kaxnenl OKas3BBaeTCs
BBIHYXIEHHEIM 3aHSITE CBOK [HO3MIMIO». JV COBPEMEHHOMY UYMTATEeJl0 OYEeHbB MHTEPECHO
HabogaTe 3a TeM, Kak caM MEICJIMTEeJIbE ONpenesiseT M QOPpMYyJIMpyeT CBOK IIO3MUIIMIIO.

BasbTep  BeHBSIMMH (1892-1940) -  HeMeIlkuyr  Quiocod, TEeOpeTHUK  KYJbTYPE,
JIMTEPATYPHEN  KPUTHUK, nucaTess M [IEPEBOOYMK. Pangume  TpyZnOel — [IOCBSIIOEHE
HEMEIIKOMY pPOMaHTHU3My, B dYacTHOCTM, Iére, wu HeMenkoyr OapoyHOoM gpaMme.
V3BeCTHOCTE BeHBAMMHY  OPMHECJM 3Cce «lIpom3BemeHme MCKyCcCTBa B  SIOXY
TEXHUYECKOM BOCHPOMBBOOMUMOCTIY , okasaBmee BHAUUTETIEHOE BJIMSIHUE Ha
EeBPONEHUCKYHD HBCTETHUYECKYH TEOopHi, M ONyOJMKOBAHHEN I[IOCMEPTHO TekxcT «O
HOHSTUNA MUCTOPHMIY.

O TEATPE
ABTop: Posan Bapr, 2013. 174 cTp.

Kuura @QpaHLy3CkKoro @Quiocopa m cemmoTmka Pojana bapra «0O Tearpe» - COOPHHUK
ero KPUTUYECKMX CTaTey O XWM3HM QpaHIy3ckoy crens 1950-x 1rr. 28 OCTPEX U
IoJIeMMYECKMX TEKCTOB HIpencraBisioT bapra ¢ HOBOM njas pPyCCKHUX dUMTaTeJIEN
CTOPOHEI. STy crarTbu Ol ONyOJIMKOBAHE B XypHaje «TeaTp nomnwojaep», Iraserax
«JleTp HyBeJsb» u «PpaHC obcepBarep» ¢ 1953 mo 1960 ronm, korma TeaTpaabHAas
KpuTHKa OBUJIa €I'0 IJIaBHEIM 3aHaTueM. HeoOruarHO pasHoobpasHas NapmXCKasd
TeaTpasbHas XW3HB TOI'O BPEMEHM - TpanulMOHAJIMCTCKMUY TeaTp «Komenmm odpaHces»,
HOBATOPCKMM  HalmMOHAJBHENI  HAPOLHBN  TeaTp, IHEepPBEE NbECh abcypOucToB U
racrpojsin BpexTa C ero «bepamHep aHcaMmbiem» - pgaBaJjia BaprTy 6oraryilo nouiay IOjs
pasMpmuIeHMy. HO 3BHadYeHmMe STux CcTaTey HNPEeBOCXOOUT I[IOJEMHUYECKHE  OTKJIMKU
MHTEeJIJIeKTyajla JIEeBEIX BB3IVISOOB Ha TeaTpajbHEE COOBTHS CcepenuHEl XX BeKa.
Oduyrocod maeT [IIOpOM COBEPHEHHO HEOXMUOAHHYKH OEIMPPOBKY BPUTEIJIBHBIX M 3BYKOBEIX
TeaTpajJbHEX 00pasoB M IIEPBEM HAaYMHAET S3aHMMATHBCsS HACTOSmEN CeMMOTHKOM
Tearpa. BHuMaHmne BapTa 3aHuMMaeT HIpexne BCeIr'o TBOpYeCcTBO LeprTosbTa bBpexTa u
OCHOBAQHHOI'O MM TearTpa «bepsgmHep aHcamMbib». BapT BEICOKO LEHMJI B [IOCTAHOBKAX
OOOJIMHHYI MWCTOPHUYHOCTE, MNOJUTHUYECKYHD M COLMAJIBHYK MBICJIE M II0STOMY CYUMTAJ
OpeXTOBCKMY TeaTp HSTAajJOHOM InJs @QPaHIy3CKOM CIEeHE Tex Jer. I[lo ero MHeHMo,
TeaTp  bpexTa c ero OTKPOBEHHO [OJIMTHUYECKOM  [NONOIJIEKOM  [OOMBaETCs
B3amMMONENCTBMS 3pPUTEeJIS M CIEeKTakJsZ, OOHaxaeT COLMaJIbHOEe 3JI0 M B TO XE& BpeMsI
He 3BapaxaeT 3pUTesss YyBCTBOM Oe3EICXOOHOCTM. B crarpe «AxkTep 6e3 mapalokKca»,
HammcaHHoM B 1954 romy mocsie mppoxommBmmMx B Illapmxe racrpoJien «EepismHeEp
aHcaMbiisi», EapT HaspBaeT IJVIABHEIM CEKPETOM TaKOI'0 TearTpa AaKTepCKyl TEeXHHUKY,
KOTOpas HNOBBOJISET sICHEEe IOOHOCUTE CMEBICJIOBOM HIOCEUT poJjm. Ilo ero cjoBaMm, BpexT
BacraBJsieT AaKTEepOB He «Bje3aThb B [Kypy» I[IepcoHaxa, a YyXOOUTb OT eIo
HACTPOEHMSI M «OTCTPAHSITBCSI».

Posan Bapr (1915-1980) - o¢paniysckmir ¢umocod, CEMUOTUK M KPUTHUK, OOUH U3
Bemymmx H[OPencTaBUTeJIey CTPYKTYpauiu3Ma. 3aHuMajacs HW3yYeHMeM pasJIM4YHbX cdep
KYJIBTYPE KaK CEeMHUOTUYECKMUX CUCTEM, MWCCJIEHoBaJsl MNpoOJeMy OTHOWEeHMY S3EKa U
BJIACTM. K Hambosiee wm3BeCTHBM TpynaM FEapra orTHOCsSTCs «HysieBas CTeneHb
mucema» (1953), «Mwuposmormm» (1957), «Cucrema wmomer» (1967), «S/Z» (1970). B



paMKax COBMECTHOM wM34aTeJIbCKOM nporpaMMel [leHTpa «I'apax» m wmspgarenscrsa Ad
Marginem Takxe omyOiamxoBaHa KHuI'a «PosaH Bapr o PosaHe Bapre».

O $OTOI'PASUN
ABTOp: CrpHBeH CoHTAr, 2012. 272 crp.

BramMeHMTERN! COOpHMK 5cce Cpos3eH CoHTar, onybmamkoBaHHER B CIIA B 1977 romy, o
cer nOeHb ocTaeTcs OXHOM M3 IVIABHEIX KHMI' O QoTorpadmm, KOTOPEE HE MOXET
oBoyTM HM OOMH COBPEMEHHE MCCJIeOBaTeJIb STOI'0 IpenMeTa.

B cBoer kHure CoHTAr paspymaerT cCcrepeoTunsl O @¢ororpadmm, CIOXMBIMECS B
OOBIIEHHOM COBHaHMM, ¥ ONpenejsseT OTHOmeHMe ¢ororpadmm K peasibHOCTM, BPEMEeHM
u mcropmum. COHTAr' MNOOYEPKMBAET OMMOOYHOCTE MNPEeICTaBJIeHMM O @Qororpadmm Kax
cperncrBe IOOCTOBEPHOI'O QUKCHUPOBAHMS OHNBITa: B pabore @QorTorpada «TBOPSATCS Te
Xxe, OOBYHO TEeMHEE, CHEJIKM MEeXHy HNpaBOoOM M MCKYyCCTBOM», YTO B XWUBOIMUCH WU
Jureparype. dororpadus mo CBOEN HOpHUPOLEe CIOPPeanncTHUdHa, COppeann3M 3aJI0XEeH
B CcaMo¥ MIONEITKE CO34aThb AyOJMKAT Mupa, PeajbHOCTM «BTOPOM CTemeHm», Oojee
Y3KO0M, HO 6ojiee 5QPeKTHOM.

Ceozen CoHTar (1933 - 2004) - amumepmkaHCKas MNOUCATEJbHMIIA, JIUTEPATYPHEM U
XYOOXEeCTBEHHEIM KPUTHUK, QMIOCO) KYJIBTYPE, [OJUTHYECKAs AaKTUBUCTKA. MupoByo
MBBECTHOCTEL €M MHNPUMHECJM COOpHMKM 5cce <«lpormB wmHTepnperaumm» (1966), «O

doTorpadmm» (1977), «CMOTpMM  Ha yyxmue  CcTpamaHusI» (2002) . Kuura «O
dororpadmm» cocraBJeHa mu3 cTarTer, nevaraBmmxcs ¢ 1973 mo 1977 romer B «HbO-
JopxckoM kHmKHOM O6o03peHmMm» (New York Review of Books). B Iom nepBoro

UBIOAaHWUA CéopHMK' ITIOJIYy Y1 HpeMMIO HAIMOHAJIBHOI'O pr}KKa ﬂMTepaTypHHX K'pMTMK'OB
(National Book Critics Circle Award).

IIOJIMTUKA SCTETUKHA
ABTOp: Bopmc Ipomc, 2012. 400 crp.

Kuura obwenmMHSeT 5CCe M3 [OBYX AaHIJVIOS3BYHEX COOpHMKOB - Art Power (MIT
Press, 2008) wu Going Public (Sternberg Press, 2010), a Takxe cTareu,
onyOJIMKOBAHHEIE B AMEPUKAHCKMX W EBPONEHCKUX XypHasax. Bospmas dYacTb 5THUX
paboT Ha pPYyCCKOM SIBEIKE MNYOJIMKYEeTCS BIEPBEIE.

Bopwmuc I'poyic - OOMH M3 PEeOKMX MEICJIUTEJIEN, YMERIMX C HEOOBYAMHON SCHOCTBI
BCKPEBATE IJIABHEIE MPOOGJIEMEl COBPEMEHHOCTM. EIO TEeKCTH XJIAIDHOKPOBHE M IaXE
MOT'yT IOKAB3aTEBECS XECTOKMMM, TAaK KAakK JejanT OYEBMIHEM, YTO «COBPEMEHHOCTH
XPOHMYECKM aNOoKaJUITHMYHA». HO kpacora JIOTMKM M HOPO3PAYHOCTE S3BEKa, C
xKOoTOPEMM I'pOMC pasbupaerT CcaMele CJOXHBEIE M 3aldyTaHHEE I[IPOIECCH CEI'OOHSIHETO
IHS, Haxons WM IIPUYMHEI M OOBSICHEHMS, HAPUT UUTATEJ0 CHOKOMCTBME MNOHMMAHMUS.
I[IoHMMaHMsI TOI'O, YTO 3aBUCHUT OT Tebs, a YTo HEeT. 5TO0 MHNOHMMAHME HEe nacT BaM
CEeKpPEeTHEIX HOoy-xay NHo yBejaudeHun KIIJ] uiay HNOBRIIEHMI JOXOHOB, HO IO3BOJMUT C
OOIBIIMM XJIATHOKPOBUEM MNPUHMUMATE HAINy SI0XY .

Bopwmuc Iporic (p. 1947) - @¢mmocod m TeopeTmuk KyJALTYpPE. Pommics B JleHmHTpane,
B 1971 romy OKOHYMJI OTIHEJEHME MAaTeMaTUUYeCKOM JIOTuMKKM Mexmara JIY . C
cepenmuel 1970-X axTMBHO HOYyOJIMKYyeT B CaMM3OaTe CTATbBM IO QUMIOCOQUM M TEOPMUN
MCKyCCTBa, YYacCTByeT B OOMAIHMUX CEeMMHAapax [IO HEeOPUIMAJIBLHOMY WCKYyCCTBY. B
1981 rony sumurpmpoBas B I'epmaHmio. B HacrTosmee BpeMs - npogeccop odmmocodmnu,
TeopMM MCKYCCTBAa, Mengma-Teopmr I'oCynapCTBEHHOM BEICHIEM mKOJE B Kapjscpys,
OpuIJyIalmeHHE npodpeccop HBO-MOPKCKOI'O YHUBEPCUTETA.

IIPOTUB MHTEPIIPETALMN ¥ LOPYI'ME 5CCE
ABTOp: CrpHBeH CoHTaAr, 2014. 376 crp.

«[IpoTuB MHTepOopeTaumm» - CcobpaHme scce Cepo3eH CoHTAar, creJsiaBuee  ee
BHaMmMeHuTOM. CoHTar Oruila enBa JM He [EepPBOM, KTO [HOCTaBMJI BOIOPOC 00
OTCYTCTBMM HEHOPOXOOMMOM CTEHEl MEXHOY <«BEICOKOM» W «HMUBKOMN» KYyJIbBTYPOM, a
Bomenmmne B COOPHUK «BamerTky O ksMmrIe» u 5cce «O cruye» CQOpMHMPOBAJIM ILIEJIYI0
BIOXYy B MNCTOPMM KPUTHUYECKOMN MEICay XX Beka. KHura «lIpoTwB MHTEPHIPETALNN»,
BHEPBEE OHOyOimMKoBaHHas B 1966 romy, IO CHMX IIOp OCTAaeTCsS OOHMM M3 CAaMBIX
BHEYATJSOIMX  IPHUMEDOB xaprorpadmuyu  KyJALTYPHOI'O  HOPOCTPAHCTBA  MMHYBIIET'O
cCTOJIETHUS .



[ATE JIEKLUA O KYPATOPCTBE
ABTOp: BmxTOp Mmamano, 2014. 256 crp.

«I[IaTE JIeKOM¥ O KypaTopcTBe» BumxrTopa Mw3maHO - 5TO HEPBEI OIET 0000meHMs
OIPaKTUKM PYCCKOSBEYHOI'O KyparTopa, YHMKAJIbHAas BO3MOXHOCTE HJISI POCCHUMCKOIO
yyTaTesss MNO3HaKOMUTBECS C MCTOPMEN KypaTopCcTBa M BECTAaBOK, a Takxe C
oprMepaMy M3 OpoYecCHMOHalIbHOY Omorpagmm aBrTopa. TexcT Mu3maHO IHIEepeHOCHUT
MHTEepHAaMOHAJIbHEE  [OHSTHMS  nOpodpeccmm B  POCCHHMCKMM  KOHTEKCT, ocBemas
COOTHOmWEHME JIOKAJIBHOM CHCTEMBl MCKYCCTBa M IJIODAJBHEIX I[IPOLEeCCOB, a TaKxe
HOJIUTHUYECKUX M COLMAJIbHBIX TEHIEHIMN M COOBITHUIH.

HasBaHme KHUI'M CTOMT HOHMMATE OYKBAJBHO: MNSATE JEKLMM, [NPOYUTAHHEIX B
nHCTHTYyTEe YHUK, [OCBSIEHE KJIOYEBEIM IIOHSITUSIM KYypPaTOPCKOM HOPAKTUKM, WCTOPWUA
KypaTropcTBa, CHUcCTeMe MCKYyCCTBa, B KOTOPO¥M QYHKLMOHMPYET KyparTop, e€eIo
[OJIOKEHMIO B COBPEMEHHOM apT-MUPEe M STHMKE KypaTOPCKOI'O Tpyna. K LeHTpaJibHEBM
ugesiM 5STOM KHUIM IIPUMHAIJIEXUT M INIPenCTaBJIEHME O PEeJISLMOHHOM, IOUAaJIOTMdYeCKOM
xXapakrepe KypaTOpCKOM HNPakKTWKM, KPOMEe TOI'O, B HEM JaeTcCs MICUXOJIOTMYEeCKAas
XapakKkTepucTmuka JMUYHOCTM Kyparopa, obpaza ero Xu3Hu u paboTel. QopMUDyS
TeoperTuyeckKkyin 6as’y NOHMMaHus npopeccum, MusmaHo obpamaerTcs kKak K paborTaM O
KypaTOpCTBE M COLMOJIOTMM MCKYyCCTBa, Tak M K COOCTBEHHOMY OOHIMPHOMY OIEBITY
paboTel B POCCHMMCKMX M MEXOYHAPOIOHEIX INPOEeKTax. JesaTejlbHOCTE KypaTopa
paccMaTpmMBaeTcAa aBTOPOM B KOHTEKCTE CHCTEME MCKYyCCTBa, a Takxe uYepes
COOTHOWEHME MECTHBIX M MUPOBEIX XyHOOXEeCTBEHHEIX IpOIeccoB. IoBopA O CBA3U
J106ajIbHOI'O M JIOKAJIBHOI'O, AaBTOp OTMedYaeT MNOCTOSHHOE M3MEHEHMEe POJIM KypaTopa
B IJIOOAIM3UMPOBAHHOM IOJIMTMYECKOM IOPOCTPAaHCTBE.

TexcT JIEKLMOHHOI'O KypCa COXpaHsSeT CBsI3b C YCTHOM peybl. HTa «JIeI'KOCTE»,
OOOBMAXHOCTE TPAHCIMPYETCA M B HEKOTOPEE KJIOYEBEE MIEM KHUTM: KypaTOpCTBO
OpenCTaBJIgACeTCAa XMBEIM 3HaHMEM, NOCTOSHHO M3MEHSKIMMCS M oboramanmmMcsa. depes
aHaauz paboTel Kyparopa MusmaHO  BBOIOMUT  4UMTATEJdsI B MHUP  COBPEMEHHOIO
MCKyCcCcTBa, IIOKal3kBas eI'o MEexXaHWuKy, He CKpEBas eMy [OpO¥ CBOMCTBEHHOIO
IMHM3MAa, HO 3axXBaThBas BOOOpaxeHMe OpelMeTOM MCCJeIOBAaHMUAI.

BuxTop Mm3mMaHO - BHMOHEM TEOPEeTHMK COBPEMEHHOI'O MCKYyCCTBa, KypaTop, TOMXIE
ORIBIIMY OTBETCTBEHHEIM 3a POCCHUMCKMM NaBUJILOH Ha BeHernmaHckoy OmeHHase (1995,
2003, 2005), ocHoBaTesb M IJVIQBHEM pPEeJaKTOP «XyHOXeCTBEHHOI'O XypHaja»,
«Manifesta Journal: Journal of Contemporary Curatorship». CoTpyIZHMYAET CO
MHOI'MMM XYIOXECTBEHHBIMM M3OAHMAMM, UYMTAJI JIEKLMM B TAaKMUX YHUMBEPCHUTETax, Kak
Royal College of Fine Art (JloHmor) wu School of Visual Arts (Heo-Hopx),
BeeT aKTUBHYK KYPATOPCKYKH HEeATEJIBHOCTD.

«I[IITE JIEeKLME O KYypaTOpCTBE» — penaknus JIEeKLMM, OPOYMTAHHEIX B MHCTUTYTe YHUK
B 2012 ronmy.

PAINUKAJIBHAA MYBEOJIOTHA, WHMJIM TAK JIX YX «COBPEMEHHF» MYBEW COBPEMEHHOI'O
HUCKYCCTBA?
ABTOop: Kisp Bmmomn, 2014. 96 cTp.

B cBoey kHure Knsp Bmmon DO-HOBOMY TpPAaKTyeT TEepMMH «COBPEMEHHOCTEB» B cdepe
COBPEMEHHOI'O MCKYCCTBa M AaHaJU3UpPyeT KypaTOpPCKMe NPpakKTUKM, OIpelesisolye
poJIb My3es B OOMmMEeCTBEHHOM XWM3HM CeIr'ojHs. 5STo scce - MaHupecT O BaXHOCTHU
NpenCcTaBJIeHNsa «COBPEMEHHOCTHM» KakK HNOJIMTU3MPOBAHHOI'O MeTona MHTepnpeTanmnu
NCTOPUYECKMX COOETMI, a HEe KakK MHCTPYMEHTAa OIS XapaKTEePUCTUKM XPOHOJIOI'MM.
Ilo MHeHuo Bumon, CceromHs My3€ey COBPEMEHHOI'O MCKYCCTBA IIPEeICTAaBJIsIET OCODYy
cpeny, e CTAaHOBUTCSHA BO3MOXHBIM BSKCHEPVMEHTHUPOBAHUE c BOCHIPUATHUEM
HacToAmero mu, KakK CJAeICTBMEe, NEePeOCMEICIMBAETCH MOIEJb Oynymero.

CerogHss  My3en COBPEMEHHOI'O UCKyCCTBa, o MHEHMI Bumor, He MOXeT
OI'PAHNYMBATE CBOM BOBMOXHOCTM POJBKD OaHaJIbHOM IIJIOmMANKM IJIsI HAaPLUCCUYECKOI'O
omnaHnTponmusMa. Kak KOJJIEKTMBHOE BEPAXEHMEe TOI'O, UYTO ME CYMTaeM BaXHEIM B
KyJIbType, My3eld NpeBpamaeTcs B apxmuB OOMEeCTBEHHOI'O CO3HAaHMs u OepeT Ha cebs
OYHKIMIO MCTOPHUYECKOI'O NPOBOIHMKA HOJIA 3BPHUTEJISI, [NOMOras €My HOHATE HaCTOoSIee
yepes Npu3My IIepeOCMBICJIEHHOI'O [IPOIIOIO.

MimocTpanmMy K KHUI'© BREIIOJIHEHEl XYIOOXHUKOM JlaHOM I[IepXOBCKM.

Kmep Bumon (p.1971) - aMepuMKaHCKUN MCTOPHUK MCKYyCCTBA, KPUTUK M KypaTop,
xuBeT B Heo-JHopxe. IIOCTOSHHEII pemakTop xXypHamos Artforum wm October.
KypupoBajia BEICTaBkKy Double Agent B JWMHCTHTyTEe COBPEMEHHOI'O MCKYyCCTBa B
Jlongone (2008) .



POJIAH BEAPT O POJIAHE BAPTE
ABTOp: Posan Bapr, 2012. crp.

«Pojian BapT © PojiaHe BapTe» - yBJeKaTeJIbHasd MHTEeJUJIeKTyaJbHasa aBToOuorpadmsa
OIHOI'O M3 CaMEBIX LHUTUPYEMEIX MEICanUTEe XX Bekxa. BapT coyeTaeT B STOM TEKCTE
[IOMNBITKY B3IVISHYTH Ha cebs «O0OBEeKTMBHO», CO CTOPOHB, C abOCOJIOTHO MCKPEHHMUM
«OHEBHMKOBEIM» TOHOM. B 5TOM MO3amMKe M3 KpPaTKuX QparMeHToB EBapT dopMynimupyeT
CBOM HOJIMTUYECKUE ¥ TEeOpeTHudeCKue B3IJIAOBE, pasbiaCHAET CBOM IJIABHEE WIOEU U
TEepPMMUHEI, TOBOPUT O CBOEM [OHMMAHMM »AOpy%0bl mu JobBM. M, KOHEYHO, MNMIIET O
cBoe MHTEJIJIEKTYaJIbHOM KUBHU Kak o 3axBaTEBAKIEM NPUKIIIOYEHUN . He
YOUBUTEJBHO, YTO FapT CpaBHMBAET XM3HL yMa C JIOOOBHEMM [IEPEXUBAHUSIMU —
pamocTe NO3HAHMSA, HEOXMIOAHHAsSA HOBAA wugesa ngaeT o3y alIpeHAaJIMHAa CPAaBHUMYK C
BCTpEuer C JOMMEIM. J eme 5TO KHMI'a O CcBobome: CcBoOOOOE MEICJM, HE3aBUCUMOCTHA
oT wmpmeoJjiormyr JiOOOIO TOJIKA, CcBoOome OoT MMQOB M CTEPEOTHUIIOB MEBIUJIEHMS,
HaBS3EIBAEMEIX HaM OOmMEeCTBOM, CBOOOOE OT S3EIKOBEIX MTAMIIOB M YCJOBHOCTEM.

CMOTPYM HA UYXUE CTPALOAHUA
ABTOp: CrpHBeH CoHTar, 2014. 210 crp.

«CMOoTpMM Ha uyxwue crpananus» (2003) - nocienHss $Opuxmu3HeHHas kHura CoHTar,
cBoOeOOpasHOe NPOINOJLKEHME M AONOJIHEHME K CTaBIIeMy KJIAaCCUUYECKMM COOPHUKY 3CcCe
«0 ¢ororpadpmum», wM3OAHHOMYy HA UYETBEPTHE BEKa paHee (OH Takxe onyOJMKOBAH HAa
PYCCKOM SBEIKE B paMKax M3OAaTeJILCKOM HOporpaMMel lJeHTpa «I'apax» M M3EaTEJIBECTBA
Ad Marginem). B »rToy xHMre COHTAI' MCCJAemyeT QorTorpadmmo KaK METON BMU3YAaJIEHOM
penpeseHTanmMy BOMHE M HACHJIMS B COBPEMEHHOM KyJbType. ABTOp paccMaTpuBaeT
ucTopmo M300pPAaXeHMs BOMHEI - HayuHAs CO BHAMEHUTOM cepum opopToB IoMm u
d¢oTorpadmri, crpesaHHEIX BO BpeMs IpaxngaHCkKoy BOMHE B CIIA, B@mIOTH OO
COBpPEMEHHEIX 00pasoB BOMH B OrBmey KrocsmaBwmm, Pyaxnpme, HW3pawne wu I[lamecTuHe -
Y [OBEITAETCs OTBETUTE HA BONPOCE: B YeM IjeJIb HEeMOHCTPALMM yXaCOB BOMHEI? KaKOe
BO3IEeMCTBME OKAaBEBAEeT Ha HAaC COo3epllaHme YyXOoI'0 CTpalaHus Ha TEeJIEBUOEeHMUN WA
B mpecce? nobyxmamnT JiM HacC CcaMuxX K HACHIIMO KAaPTHUHE YYXOM XECTOKOCTM?

CoHTar npaer o0030p HAKONJIEHHEIX 3a [OCJenHMe MOJTOopa CTOJIETHUSI BOEHHBIX
doTomorymeHTOB, OOpamas BHMMAHME YMTATEJIEN HA W3MEHEHMEe TEeXHWUKM, CTHUIINCTUKA
M HMOEeOJIOTMYECKMX YCTaHOBOK. Hamnpmmep, BO BpeMs KpPEMCKOM M aMEepUMKaHCKON
I'paXxmaHCKOM BOMH CPaXeHMs eme He ObUIM HOCTYHNHE QoTokKaMepe, M Haxe BO BpPEMSI
Ilepoy MmpoBO¥M QoTorpadmpoBasiMm B OCHOBHOM He camm 060M, a MuX IOCJIEICTBUSI;
BIJIOTE OO BOMHEI BO BpeTHamMe B  BOEHHOM @Qororpadmm dYacToO  NIPUMEHSIIIN
MHCII€EHUPOBKM M PEKOHCTPYKLMA.

Ho MOXxeM JiM MBI BEPUTE QoTorpadmsiM, IEeHUCTBUTEILHO CHEJIAHHEIM B pasrap 060s?
Bes nonnmcy M KOHTEKCTa TAaKOM CHMMOK MOXeT OHTE MCTOJKOBAH IHNO-pasHoMy (Tak,
BoppmMe OPYI' C OPYI'OM CTOPOHE MOI'YT MCIOJB30BATE OIHM M TE Xe& M300paxeHMs
nmorubmmx B 2 OoMOexkKe geTey B 2 [OpOHaraHguCTCKMX Iejssx, I[IPOCTO  IIOMEHSIB
IOOINUCH) . OOBEKTUMBHOCTE HOpuCyma @QorTorpadmyu 0o npmpome, HO, C IOpPyron
CTOPOHEI, HanoummHaer CoHTAr, HaZO [NOMHMUTL, YTO STO BCerga YbSg—TO TOYKA
BPEHMUsI, permcrpanms peajJbHOCTM M B TO Xe BpeMs JMYHOE CBUAETEJIECTBO U
nHTepnperanms. CamM orTbop Marepmanga W KagpupOBaHWe, IIPM KOTOPOM UYTO-TO
ocTaeTcs 3a paMKoOM, SBJISIOTCS CyOBEeKTHMBHEIMI.

Ceozen CoHTar (1933-2004) - amMepmkaHCKas HOUCATEJbBHMIIA, JIMTEPATYPHEN U
XYOOXEeCTBEHHEM KPUTHUK, QMIOCOd KYJIBTYPE, [OJUTHYECKAs AaKTUBUCTKA. MupoByiO
MBBECTHOCTEL €M MNPUMHECJM COOpHMKM 5cce «lpormB wmHTepnperanmm» (1966), «O
dororpadmum» (1977), «CMmoTpmMm Ha uyyxme crpananmus» (2003).

COBHAHHME , IIPUKOBAHHOE K IUVIOT¥. LOHEBHUKW ¥ BAIIVICHRIE KHUXKM. 1964-1980
ABTOp: CrpHBeH CoHTar, 2014. 560 crp.

Bropor ToM cobpaHms OHEBHMKOB Cpo3eH COHTAr, B3HAMEHUTOI'O JIMTEPaTYPHOI'O U
XYIOOXeCTBEHHOI'O KpnuTrmKa, nponoJjrkaeT cepnr Hy@JIMK'aL[MM JIMYHEBIX zamnmucern
aMEepMKaHCKOY NOuCaTeJbHMIE. B gHeBHmrax 1964-1980 1romoB — 5TOro 3pejioro
nepuona XmM3HM M TBopuecTBa COHTAr — OCOOBIM 00pasoM OTpaxaeTcsa ee CKJIOHHOCTB
K MHTpOBepCHMM M IJIyOOKOMy caMoaHaimuzy. Mel cjaenyeM 3a aBTOpPOM B ee€
CTpeMjIeHMY IIPOHMKHYTE B CYTHB JIMYHOCTHEIX HpOéﬂeM M KOMIIJIEKCOB, BOBHMKIIMX HAa
IIoyBe gpaMaTHMYdHEBIX OTHOIEHMI C OJIM3KUMU JIOBMY — C MaAaTepbR U BOBJII0OJIC HHEIMI .



CoBBITMS  JIMYHOM  XM3HM  QUIypHpylRT B IOHEBHMKAX COHTAr HapaBHE C  ee
KDUTHUYECKUMM 3BaMETKaMy O MMUpEe JIMTEPATYPH M MCKYyCCTBA. JIMHHEE CIOMUCKHA
MBYYEHHEIX €10 HayYHEIX 5CCe, KHUI, (MIBMOB M MY3EBEKAJIEHEIX [IPOM3BEIEHMMI JIMIIHMMA
pas IoBOpSAT O penkoy JoOO3HATEJIBHOCTHM M I[OCTOSHHOM CcrpemueHuyr COHTAr K
OTKPHEITHIO HOBEIX IT'OPM30HTOB. COHTAr mnmcasa: «Pacckasz, KOTOPEF BooOOme CTOUT
omMcaTs, JOOJIXKeH OBTH KakK KPMK, BECTPEeJ, BOILJIB. Pacckas »oxeH pas3buBaThb
uyprTaTesan cepnne». Ilpu UTeHuy JOJHEBHMKOB Crbi3eH COHTAr HEBOJBHO BO3HMUKAET
omymeHne  MHAOMBUAYAJILHOM CBS3M C aBTOPOM; STO [OPOHMKHOBEHHOE  UyBCTBO
IOBepus, CHMIATHUM M  COHNEPEXMBAHMSA  OCTaBJIIET 0cCcob0e  BSMOLMOHAJIEHOE U
MHTEJIJIEKTYaJbHOE BIEYATJIEHME HAIOJII'O [HOCJI€ OKOHYAHMS KHUIM.

Ceozen CoHTar (1933-2004) - amMepmkaHCKas HOUCATEJbBHMIIA, JIUMTEPATYPHEN U
XYIOOXEeCTBEHHEI KPUTUK, (QUIOCO(d KYJIBTYPE, NOJATHUYECKAS AKTUBUCTKA .

TUHTHH ¥ TAWHA JIMTEPATYPEH
ABrTop: Tom Maxkxaprtwm, 2013. 176 crp.

AHTUIMMCKMY nOucarens ToMm Makkaprtm (poxm. 1969), wMBBECTHEN POCCHUMCKOMN TyOJIMKE
no pomaHy «Korma s O6rur HacTosmmM» (Reminder), B CBOE€M KHUI'® MCCJEOYyeT
BHaAMEHMUTED LMKJI KOMUKCOB Spxe «lpukiaouyeHmns THUHTHMHA» Kak (QeHOMEH eBpPOIEeMCKOM
KYJIBTYPEl, BEBOLA €I'0 3a Y3KMue paMKM XaHpa <«KPMCOBAHHEIX MCTOpMIZ».

Onepupyss merTomojsiormey PojaHa Bapra, MaxkkapTw OPUXOOUT K BEBOLY, 4YTO THMHTUH,
oo CcyTu, BOIJIOmEHME OapTOBCKOM HYJIEBOM CTENEeHM NOuCbkMa, I'epoy 06e3 CBOMCTE,

repou-cuMyssakp. He ciayvarnHO wmMsa TMHTHMH HaA QPAaHIYy3CKOM apro O3Haydaer
«HUYTO», a ero Jwuio - OykBy O C I»OByMS TOYKaMM BMECTO I1Jias - caMm DSpxe
HAaBEIBAJI «HYJIEBOM CTENEHBHN THUIOIPAadCKOI'O Oejia».

Tom MakkapTu (pon. 1969) - OpuTaHCKMI NMUCATEJE, KPUTUK M XYTOXHUK. BaKOHYUMUIT

Dulwich College (1978-1986), 3zBarem New College, Oxkcoopn, rHe unsyydas
AHTVIMMCKYI JuTeparypy. B Hauvane 90-x nOpoxums HECKOJBKO JeT B Ilpare, 3areMm
nepebpasics B AMcreprmaM, Irne paboTasl JHUTEPATYPHEIM pPeZakKTOPOM MECTHOI'O
xypHasa Time Out. I[mcas cLoeHapuy nOJS TEeJEeBU3MOHHEX MNpOI'paMM, 3aHMMAJICT
MHCTAJISAIMAMM M BumeoapToM. B 2005 rony Bremes ero neboTHEM poMaH Reminder

NOBROW. KYJIBTYPA MAPKETHHI'A. MAPKETHUHI' KYJIbTYPBI
ABTop: JxoH Cmbpykx, 2012. cTp.

ABTOp XxypHasna New Yorker IxoH Cubpyk mmmeT B CBOE€M KHHUI'€ O KPYIIEHUN
[IPUBEIYHOM KYJIBTYPHOM MNepapXuy BEICOKOI'O M HM3KOI'O, SJIMTAPHOI'O M MacCOBOIO,
xopomero mu OypHOI'o Bkyca. CerogHs NPOIYKTE KYJBTYPE, KAaK M OPyI'Me TOBaphbl —
ManmHEl, omexna u O00yBb, HNpPeIMeTE MHTepbepa - HNOOYMHSIOTCS MapKeTUHI'OBEIM
KpUTEPpMUSIM: MOOHO/HE MOOHO, MHNpoJaeTrcs/He mnpojaercs. Ha CMEeHy [IPUBEYHOMN
nepapxmm «BEICOKOM» (BJIMTAPHOM) M «HMU3KOM» (MacCOBOM) KyJIBTYPE NPUIIIO €OMHOE
ojie KyJIBETYPE HOyOpay .

B cBoey kHure Cubpyk HOMUIIET O KJIOYEBEIX QEeHOMEHAX HOybpay: O My3BEKAaJIbEHOM

KyJABType, COOPMHMPOBAHHOM TejekKaHajioM MTV, o rpynme Nirvana - IJIABHEIX
paspymmMresiaiX HEKOI'Za HEeS3EOJeMoro fbaprepa MEXHOy aHOerpayHIOOM M [OHN—-My3EKOM,
o KMHOBIIOIEEe Ibxopmxa Jlykaca «3Be3IHEIE BOMHEL, cosznaBuier HOBYI

KHEPEeJIMTMOBHYI MUQOJoIrHMio», O XxypHasne New Yorker wm gpyrux CMY, craBmmx
BEIPABUTEJIIMM HOBOM KYJIBTYPHOM Hepapxmuu HoyOpay, O COBPEMEHHOM Mone, B
KOTOPOM CTaphle KPUTEPMUM BKyca M CTujiIs OoJbme He »OeucrTByioT, a Jenbis CcTas
HAaMHOI'O BaxHee QacoHa, O OM3arHe 1 COBPEMEHHOM MCKYCCTBE.

SUJIOCOPHUST BHON YOPXOJIA (or A xk B m Hao6opor)
ABTOop: SBHOM Yopxos, 2014 (nepemzpanme 2005). 267 crp.

B cBoeyM KHHUI'€ KYJIBETOBEN AMEPUKAHCKMM XYIOOXHMUK DHOM YOopxXoJ, yeJIOBEK,
CTOSBIMY Yy MCTOKOB MNOHO-apTa, JOeJUTCS C YUMTATEJIIMM OCTPOYMHEIMM MCTOPUSIMU U3
ceoey xwm3HM B CIHIA B 5HOO0XYy pacIBeTa aMEPMKAHCKOM HNON-KYJbBTYPE. OOHAKO IO
Mepe MNOTPYyXeHMs B O0COOyln arTMocpepy pacckaza CTAHOBUTCS SICHO: KHMI'A — 5TO
UCKJIOUNUTEJIBEHO JIMYHEDR II0 XapakKTepy MaHupecT XyOOXHMKA, HOOKYMEHTAIMS eI'0
pedsekcum. 5T0 — COOpaHMe KPUTUYECKUX KOMMEHTAPUEB, OOPEIBKOB MHOI'OUMCJIEHHEIX
BHYTPEHHMX MOHOJIOI'OB Ha TeME JIOBM M KpacoTel, paboTel M CJIaBE, CEeKca, eJwl,
OeHer u ycrexa, M IJIABHOE — OTHOIEeHMI MeXxny JioAbMu. KHura obwemmHseT B cebe
KOJJIEKLIMIO SIPKMX 3aMEeTOK C EMKUMU M OPUIMHAJBHEMM OIPEeOeJIEHUSIMM BCEMY, UYTO



CYMTaJOCE COBPEMEHHEIM B AMepmke, OYEeBMIIIEM KOTOPO¥ ObUI YOpxoJsi. XYIOXHUK, IIO
cyTH, pasBMUBAET M yTBepXxngaeT QuMIOCOo@MI [NOBCEOHEBHOCTM, QMIOCOQMI [IOI—
KYyJBTYPE — TOI'O OJjlecTAmero M CO3HAaTeJBHO JIEIKOBECHOI'O COONEepXaHMs eCJiM He
BCero mMmmpa, TO TOM €eIro yYacTu, K KOTOPOM YOpXOJ HEU3MEHHO ceOs MIPUUYUCIIIET.
He HacTamBas Ha CBOEM HENPEenB3SITOCTH, XYOOXHUK BCEMY BEHOCHUT TOYHEM U
VMICKPOMETHEIM BepAMKT, oObOasgHue HENOCPEICTBEHHOCTY KOTOPOI'O M[OYTH HEBO3MOXHO
nobopors. «Kak s yxe ckaszajs, s Xouy COOCTBEeHHOEe Hnoy MOI HasBaHmueM “HuYero

ocobeHHOT'O”» — (@paza Yopxojsa, HOOCTOMHAsS CTaThb CJIOT'@HOM CTOJIB THUIMYHO=
HEIIOBTOPMMOM HMCTOPMM XU3HMU.
SHOm Yopxos (1928-1987) - aMEpMKAHCKMMI XYIOOXHMUK, KHMHOpEexwmccep, dororpad,

Iu3anHep ™ HOpomilcep, OOMH W3 JMAepoB mpom-apra. B Havamne 1960-x cospat
OporpaMMHEIe OJIS [OON—-apTa B ILeJIOM IPpOM3BeOeHMS C wu30bpaxeHmamMy OaHOK «Koka-
Kosier»y m cyna «Ksmmbesur». C 1963 roma ero macrepckas «Pabpmka» CTAHOBUTCS
OImHMM M3 T'JIABHEIX I[€HTPOB GOT'eMHOI Xxmu3HM Heo-Mopxa.

SOTO'PASHS M EE IPENHABHAYEHNSA
ABTop: JxoH Eepmxep, 2014. 240 cTp.

B KHMIY OpMTAHCKOI'O HOMcaTeys W aprT-kKpuTmka JIxoHa Bépaoxepa (p. 1926),
crnenmnajbHO COCTAaBJIEHHYI aBTOPOM IOJis POCCHUMCKMUX UMTaTeJIey, BOIUIM SCCE pPas3HBIX
Jjger, IIOCBAIIE HHEIE dororpadmum, NPpUHIOUIIaM QYHKLMOHMPOBAHMUSA CHCTeMEl
IOCJIEBOEHHOI'O MCKYCCTBa, a TakXe HEeKOTOPEM BaXHEM QuIypaM KyJabTyps XX Beka,
or MasgkoBckoro nmo Jle Kopbwsre. TeKCTE, B OCHOBHOM HanmcaHHele B 1960-x
rojgax, comepxaT Kak peakuuy Ha COOHRTHUSI TOro0 BpeMeHu (cuMepTe Ye I'eBapsl,
BrIxXOn KHuUIM Cho3eH CoHTar «O0 ¢orTorpagmm»), Tak mu 6ojiee yHMBEpCAaJIbHEIE paboTE
IO TeopuMu M MHUCTOpMM MCKyccTBa («MoMmMeHT KyOmsma», <«JMcTopmyeckas QyHKLMS
My3esi»), KOTOPEE M [IOHEHE HEe YTPpaTuiM CBOEN aKTYyaJIbHOCTH.

THE IRONY TOWER. COBETCKHME XYIOXHWUKW BO BPEMEHA I'JIACHOCTH
ABTop: SHpOpio CosomoH, 2013. 496 cTp.

KHmMra  aMepmMkaHCKOI'O  NOMCATEeJIsI M XypHaaucrTa  SHOpo  COJOMOHA  [OCBSIEHA
COBETCKOMY HEOQUIIMAJIBEHOMY MWCKYyCcCTBY pybexa 1980-1990-x r1omoB. CoJIoMOH
npmuexasg B MockBy Jierom 1988 r1roma Ha 3HaMEHMUTEN aykKnmoH Sotheby's, Ha
KOTOPOM BIEPBEE MIPONABAaJIMCE paboThe HOHKOHYOPMMCTOB, M OGjgaromaps CYacCTJIMBOMN
CJIYYarHOCTM OKAa3ajiCsad B CPemoTOouYMy HEeOPUIIMAJIEHOT'O MCKYCCTBA TOI'O BPEMEHM —

3HaMeHUTOM CKBOTe B QypMaHHOM Hepeyyike. TaM OH NO3HAKOMMJICA C IJIaBHEIMMA
reposMy  HeOQMIIMajbHOM apT-CLeHb (HanpuMmep, ¢ KOHCTaHTHMHOM BBe340YeTOBEIM,
Bangnmom BaxapoBeM, JMuTpHeM IlIpmroBemM, Hocupom BakmrTerHoM, AHOpeeM

MonacTepckmM, CBeHOM I'yHOjIaxoMm), HAa MOPOTSXEHUM HECKOJBKMX JIET PEeryJsapHO
BcTpeyajsica ¢ HuMmu B CCCP m Ha Banage w B pe3ysnbpTaTe Ha@Owucajg KHUTY O
COBETCKOM XyINOXeCTBEHHOM COOOmeCTBE DIOXM NEePEeCTPOMKN.

Ha aHIVIMMCKOM SIBEKe KHura Bremyia B 1991 1romy, Ha PYCCKOM OHa NyOJaUKYyeTCs
BHepBEE. KOMMEHTapuu M MHOCJIECJIOBME K PYCCKOM BEPCHM HAMNMCAJ OOMH M3 IJIABHEIX
repoeB KHUI'M KOHCTaHTMH BBe370YeToB. B PYCCKOM WM3IOAHMUM BIEPBEE MIYyOJIUKYRTCS
NOPTPETE XYIOOXHMKOB KOHIIA 1980-x ¢@ororpada BurTopmm MBJIEBOM, a TaKXe
dororpadmum m3 HaydHOI'O apxmuBa leHTpa «I'apax».

SuHnprw CosioMOH (p. 1963) - aMepMKAHCKMUN XYPHAJIMCT M [OUCATEJE, XWUBYIMM B HBO-
ﬁOpKe u JloHmoHe. Ilmmer B New York Times, New Yorker, Artforum Ha
pasHoobpasHEle TeMbl, BKJIOYAS IIOJUTUKY M COBPEMEHHOE MCKYyCcCcTBO. <«The Irony
Tower» (1991) - ero nepBas kHura, COJIOMOH TakKxe aBTOp poMaHa «A Stone Boatx»
(1994) m KHMIM O CeMbSIX, B KOTOPEIX PACTYT OETH C OI'PAHMYEHHEIMM Qu3mndeCKUMHI,
IICUXUYECKUMM W COLMAJIBHEIMM BOB3MOXHOCTSIMM «Far from the Tree: Parents,
Children, and the Search for Identity» (2012). Ero kuHmra o gpgenpeccum «The
Noonday Demon: An Atlas of Depression» nosayumna B 2001 rony HaumMOHAJIBHYI
KHMXKHYI0 npemun CIIA u Bomyia B CHMUCOK QuHANIMCTOB I[lynmTiepoBckoy npemmu 2002
rona.



