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About the Author

Adrian George has degrees in Dance and Theatre Studies as well as Fine Art with Art
History and graduated from the influential MA curating programme at the Royal College of
Art in 1998. In 1999 Adrian began his curating career at the New Museum of Contemporary
Art, New York and shortly after he became Assistant Curator at Tate Modern and was
involved in many large scale projects and touring exhibitions including: Performing Bodies;
Century City; Juan Munoz Turbine Hall Commission: Double Bind; Surrealism: Desire
Unbound and Barnett Newman. As Curator: Exhibitions and Displays at Tate Liverpool from
2002 Adrian produced projects with the Liverpool Biennial (2002 and 2004). His exhibition:
Art, Lies and Videotape: Exposing Performance was the first Tate project to explore the
presentation of performance in the gallery and the exhibition catalogue was nominated for
an AXA Award in the same year.

Currently Deputy Director and Senior Curator with the UK Government Art Collection
Adrian has commissioned site-related artwork in Europe, South and East Asia and the
United Arab Emirates. He has made exhibitions and display projects in places as diverse
as Chicago, Dublin, Hong Kong, New York, Shanghai, Skopje and Taipei. Adrian delivers a
post-graduate programme in applied curatorial practice currently in conjunction with
Goldsmiths College. He is a member of the International Association of Art Critics, trustee
of the Bomb Factory Art Foundation (a charity providing art spaces and studies in north
London), a selector of the Welsh Pavilion for the Venice Biennale 2017 and a selector for
the 2017 London Art Fair's De'Longhi Art Projects Artist Award. He writes and curates
independently, recently publishing The Curator's Handbook with Thames & Hudson which
has been translated into Japanese, Korean, Russian with the Chinese version being
launched in Beijing in March 2017.
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A to B and Back Again
an interview with the artist Benjamin Appel

Adrian George July 2017

In advance of the launch of his first solo exhibition in China, Flowerbed in the Cellar at PIFO Gallery,
Beijing, the artist Benjamin Appel discusses his work with London based curator and writer Adrian
George.

Adrian George (A): Your practice is very much about space, your physical relationship to space and
existence within any given space. | wondered therefore, how the two PIFO Gallery residencies have
affected your work, your practice and your approach to you your current exhibition?

Benjamin Appel (B): Yes, that’s right. | think it’s developed gradually. It’s one of those things | do
because ‘I can’t not do it’. I'm rather slow and need a lot of time to reflect and work. | believe that
if you consistently do what you want — follow your instincts — then the result will be very close to
what you want.

Being in Beijing for extended periods of time has been very important in the development of this
exhibition particularly. It’s great to have the luxury of space and time to prepare for the exhibition
and | really value the support I've received from PIFO Gallery.

A: PIFO Gallery was designed by Han Wengiang of archstudio practice in Beijing. It’s an interesting
space to curate as the design is quite open plan and sightlines are offered from above to below,
below to above and into the various spaces. | imagine this is an exciting space for you to work in,
ideal for your paintings as well as the sculptural installations. How have you approached the space?
Do you spend as much time there as you do in the studio, which | think is a drive away from the
gallery?

B: Han Wengiang’s design is great! The spaces are very open and conversely, they are also very
intimate spaces at the same time. What I’'m attempting to do with the space now is to create a total
installation. The individual pieces are autonomous and yet fragments of a whole. It is very
important that every piece is complete in itself and has the strength to stand alone. And yet, every
piece on display has to be presented as fragment. Through the placement of the structures, an
intermediary space arises between the two spaces at hand. This describes its own space and
simultaneously opens the space that is already present. For me, it’s very important to be in the
gallery spaces as often as possible. | had plenty of time to think about this exhibition in Germany.
Now it becomes concrete.

A: One of your previous texts reads like a series of instructions for creating your installations or for
directing someone’s perception of a space. In our early conversations | mentioned Yoko Ono's
Instruction Pieces — where the work exists, from the artist's perspective anyway, as short texts
setting out the parameters whereby the reader could/should create a/the work of art or a
performance. | also mentioned Bruce Nauman, where, in an early work, he is shown delineating the
perimeter of his studio space. Both, to me, seem relevant to your practice. Andreas Beitin
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references the work of Mondrian when writing about your paintings in his essay Thinking Negative
Space’... 1 wondered how you felt about these comparisons and references?

B: The works of Yoko Ono, Nauman and Mondrian are very important for me. There are so many
artists that are important. Ono and Nauman have a very political presence. | think that this is an
important difference. My work is more apolitical. My work is what you see. Concrete, plaster,
chairs, tables, paint and a video with fish. When | have to paint, | often think of Claude Monet. |
often think of the works by Francis Alys, Bas Jan Ader, even the pictures of Peter Doig. Yesterday |
saw a very nice piece by Gillian Wearing. I'm pleased by these comparisons and references.
Without these artists, my work probably wouldn’t have happened. In relation to my more recent
video work | think of Der Lauf der Dinge (“The Course of Things”) — a Peter Fischli & David Weiss's
film from 1987.

A: Andreas also references the use of everyday objects in your sculptures. | would go a step further
and suggest that these are often mundane objects, that you have consciously selected the simple,
utilitarian items for inclusion in your work. There is no over-design, no ulterior motive to these
objects — to put it simply 'they are what they are', a paraphrase of the 'nothing more than what it is'
idea set out by Dan Flavin and Frank Stella that Madeleine Frey references in her essay on your
work. I'm intrigued to know the process by which these ubiquitous elements are transformed into
your highly aestheticised and strict sculptural installations? It is an almost alchemical
transubstantiation of the base into something of worth... something a great deal more than what it
is.

B: Yes, you're right. However, its not just objects, it’s quite similar with the space. The space is
there. It exists. When | find an object that interests me, then | understand it as an object. Not in
the sense of something ready-made. Now | ask myself the question of how this object can be united
with the space. What happens when | put the table in the corner? Gaston Bachelard wrote that ‘a
piece of furniture is a barrier, a wall covering a roof’.” | don’t evaluate the objects. For me they
remain what they are. The pictures are paint on canvas. Concrete remains concrete. A fish in an
aquarium remains a fish in an aquarium.

Your comment on alchemical transubstantiation | find very good. | think of artists like Joseph Beuys,
but also to the deep-field photographs of Gordon Matta-Clark. | do not want to see any sublimity in
the concrete. Not in the oil colour either. | only work with it. The floor of the gallery is made of
concrete. | have a chair. | would like to combine this with the gallery. So | construct a second
concrete floor.

For my work the material is very important. The things are what they consist of. The image is not an
image of rectangles. The image is colour that happens to be placed on the canvas in a series of
overlaying rectangles. The material is not a medium — it is content. The object "flowerbed in the
attic" is a concrete slab and a stool. Not the abstraction of a concrete slab and a stool. The object
"flowerbed in the cellar" is a drywall and 5 metal objects. Not the abstraction of a drywall and 5
metal objects.

! Beitin, Andreas Thinking Negative Space, in the exhibition catalogue Den Keller mit Beton fiillen (Fill the cellar
with Concrete) Galerie der Stadt Sindelfingen am Sonntag, 2017
2 Bachelard, Gaston La Poétique de I'Espace (The Poetics of Space), Presses Universitaires de France, 1958
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Objects = shape, material and space
Paintings = shape, material and space
Text = shape, material and space
Video = shape, material and space

The things are what you see.

A: This way of describing how you put elements together bring to mind ideas of the chimera or the
combines of Robert Rauschenberg. Does that have any synchronicity with your practice?

B: Yes, it’s very important. With Robert Rauschenberg the goal was a reunification of artistic visual
reality with the reality of life. This is an important distinction to the other material artists. When |
remove a fragment from a concrete slab and place it on a stool, | take away the stool’s function as a
stool. Instead of taking up space, it becomes the carrier of a new space. You could say that I’'m
looking for the simplest intervention to remove an object’s significance. Rauschenberg studied with
Josef Albers, who is also very important for my work.

A: During your residencies in Beijing have you seen works by Chinese artists that have had a
resonance with your work, or that you find interesting?

B: I'm fascinated by traditional Chinese art. The role of the subject and how space is handled is
extremely interesting. There was always a very strong separation between subject and object in
European art. The space in which the people were depicted was always some sort of backdrop or
staged scene. Artists such as Caspar David Friedrich were able to move away from this tradition.
Chinese artists recognized this challenge much earlier.

| believe the influence of traditional Chinese art on contemporary global art is very strong. This is
about the simple gesture that can cause such a great effect. As an example of this ‘light touch’ in
terms of art practice in China, just a few of days ago | saw a very impressive work — a constructed
machine that, with the help of conveyor belts and rollers, very slowly carried tree leaves into the air
and then let them fall. The falling leaves fell back onto the belt, which in turn brought them up into
the air again.

A: | very much agree with you Benjamin. | think the Western hegemony in history and theory of
visual culture has overshadowed the innovative and early developments in Chinese art practice.
Time will demonstrate that many so-called advances in the West have been taken decades, if not
centuries earlier in the East.

| was wondering how you decide on the objects you use in your installations. Do you collect the
objects and play with them, rearranging them, seeing how they fit together or how they could fit
together... and then look for materials that could work with that... or is it less conscious, more
intuitive? Is it that you walk past a store and see something that catches your eye? | think you
previously made some sort of table for PIFO Gallery from an everyday cheap stool that can be
bought everywhere in China. Could you tell me a bit about how you find and combine these
elements?
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B: Intuition could lead us to where we consciously feel that a creative process could be closed.
That’s what it could be about. In this regard, there’s no differentiation between various media.
Intuition is probably tied to my experience. | don’t have a rational explanation that could describe to
me why | become interested in a certain object. It’s similar with painting. When | paint, | don’t have
a conscious idea of what it will look like. There is a simply a moment when it is finished. Recognizing
this is probably based on intuition. Beyond that, there’s a series of instructions that the space as
found (any given space) offers me.

A: Your sculptural works are quite bodily — they suggest a human scale — in the way that Le
Corbusier resolved many of his design-objects and buildings based on standard human form. In that
way each of your sculptural installations, in its most empiric sense, 'feels right' to the viewer. Could
you tell me about your experience of space — in the studio, in the gallery etc.?

B: 1 did a piece that was made up of blueprints. These are from houses and apartment I've lived in.
One house it is Puyo, a small town in the Ecuadorian rainforest. Another house is in a suburb of
Augsburg, a mid-sized city in Germany. Thirteen blueprints have come together to date. A new one
will be added upon the next move. It's amazing that all of the blueprints reveal a very similar room
makeup. There’s always a certain proportion between hallway, kitchen, bathroom, living room, and
bedroom. | find it exciting. All of them are made up of rectangles. All of them have walls, floors,
and ceilings. The proportions and the placement of my work follows this thought. The same thing
happens when | draw rectangles. Even an aquarium usually consists of rectangles. The basement is
usually underneath us, and the bed of flowers in the garden.

A: It is extraordinary how the floorplans of living places are replicated and follow a similar pattern.
The rectangular form, as you say, does not appear in nature, yet it has somehow taken over our
living environment. Many architects, such as Zaha Hadid for example, resist the rectilinear with their
buildings but the interior design often ends up being box-like. However, we should not forget that in
many countries, historically and in many places still now, people live in all sorts of different spaces
where the floorplan is entirely different. In rural China, in the desert, on the Mongolian planes,
circular dwellings and even cave dwellings are still prevalent. This might lead to a whole new body
of work for you if your next home were to be a cave or a yurt!

B: When | leave the studio and head towards the gallery, | can see a building from Zaha Hadid. It’s
beautiful. But that’s precisely the point — when an architect decides against the rectangular then it
[their building] becomes a statement. When you visit the Uffizi in Florence, you can see very clearly
how apparent mistakes can be smoothed over by tricks of perspective. It’s very interesting — the
rectangle as the ideal perfect form.

Of course you’re right. Not all residences are rectangular. | personally spend very little time in my
apartment. There’s a very large and beautiful wood directly in front of our apartment. That’s much
more beautiful. | love the Ecuadorian rainforest. If | lived there now, then | surely wouldn’t be
pouring any concrete slabs. If you take the world of colours there into account, then every attempt
to paint appears meaningless. And concerning architectural pragmatism, think of a snail’s shell,
which for all intents and purposes can be understood as the original hut.

A: | get the sense that the sculptural installations come about much more quickly than the
paintings. You've said that the paintings can include as many as 150 layers and you simply keep
going with them until they reach a point where you are satisfied with them, or they resolve
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themselves in your mind. How do you feel about this different approach to your practice? Would
you anticipate that the viewer might respond immediately to the installations, but sit and
contemplate the paintings... or does the viewer experience not really impose on your art-making at
all?

B: That’s right, at least partially. The picture emerges while painting. It is indivisible from the act. |
have to paint. It there’s aren’t any sketches, then | can’t paint. You could say that the picture is the
sketch of a picture. It’s similar with objects — the piece emerges from the sketch. To that extent, it
emerges from thought. The same thing happens with video pieces. The idea is completed. |
commission the execution. This is very interesting.

For its part, the textual work emerges from writing. On the other hand, one can also regard the
picture as a building block. Just like sculpture, the textual work, and the video. Only through the
interaction do they become complete, in space. | can’t know how someone else will view the piece.

A: You can’t know how someone will view the piece but you could, in the curatorial project, or more
pragmatically in how you manage the space, encourage or suggest that the viewer slow down in
approaching one of your paintings. It’s often the case that in museums seats are placed in front of
paintings where curators feel greater contemplation is warranted.

B: | myself don’t consider my pictures so important. At least no more important than the floor. |
have to force the floor to carry a bench so that the picture can be viewed. If | were to place a bench
in front of a painting then it [the bench] and the floor it stands on would in turn would be implicated
in the artwork.

A: ltis interesting that your approach to your paintings is very three-dimensional. You treat them as
objects in an expanded field. In fact | think that everything in your work, or related to your work
conceptually or spatially — be it painting or object (that you chose to work with) or architecture,
negative spaces, geography, nature (that you inherit, or are burdened with perhaps) ends up being
part of gesamtkunstwerk — a sort of ‘total work of art’.

Madeleine Frey refers to your paintings as triggering a dialogue between the painted image and the
space that it occupies, or at least the experience of the two elements by the viewer. It’s clear that
no art functions in a vacuum. Every aspect of its presentation — light, volume of space, even the
journey that someone takes to see the work — will affect their reception of the work and the
‘conversation' that the viewer has with the artworks in the exhibition. | would go one step further
with your works and suggest they implicate an entire spectrum of human relations, including an
individual's social context. This is what Nicholas Bourriaud refers to in his post-internet writing as
relational aesthetics. The experience of your sculptures for instance, that utilise commonplace
stools as a material — have a different meaning for someone who uses those stools to the meaning
of someone who may recognise the object as an ‘everyday stool’, but has never bought one, or used
one. So to some extent these works as well as discussing space, memory and so forth, could also act
as socio-political comments. What are your thoughts on this?

B: Can a work of art function in the vacuum? There are possibilities that a piece of art could work in
a vacuum if it took everything into account. That means, the space and everything in it, and that’s
why it’s a part of the piece of art. In other words, the vacuum would be the space that surrounds
our universe.



PIFD

1w EE# Z AR =
PIFO GALLERY

A: This is interesting. Perhaps we should separate this out and discuss two different aspects of it
here.

| think probably that an artwork can exist in an empty volume — particularly if the artist is consciously
working with the notion of negative space. The (interior, negative space) casts made by Rachel
Whitehead or the household objects filled with concrete by Doris Salcedo both solidify and make
real those negative spaces hidden within an object or a place. Those works in turn are placed in the
gallery space in a particular way (part of the curatorial project). The relationship between those
objects and the space in which they are presented, and anything else in that space, is also therefore
charged and becomes, in essence, part of the work.

However, these works are not in seen in a totally sterile environment where everything is accounted
for in the making and display. Artists and curators can only account for so much. It’s not possible to
entirely determine the subjectivity of every possible viewer. I've always strongly held the belief that
art is some sort of intangible, dialogical experience (a non-verbal conversation) that manifests
somewhere, somehow, between the artwork and the viewer. The variable in this equation is
therefore, the viewer.

For visitors to your exhibition, consciously or not, they are likely to experience your sculptures in a
kinaesthetic way — relating their body to the work as well as in the space of the gallery. This is
encouraged by your use of everyday objects that are easily relatable. The physical response from
the viewer is almost intuitive and unconscious... it is our natural ability that allows us to sense
objects and people around us without necessarily seeing them.

We spoke very briefly about the idea that the everyday materials in your sculptures and installations
undergo some sort of transformation (of meaning but not material) once you combine them and
place them in a particular way in a certain environment. As you have mentioned already, even after
combining the objects, they are still remain nothing more than a chair, a table, a stool, to you. Do
you see both therefore? You see the constituent elements and you recognise the end product as a
consummate and complete work of art?

B: If it's removed from its context, a work of art might not be recognised. Let’s think about whether
we would recognize the black square from Kazimir Malevich if it were positioned on the edge of a
highway. Let’s consider the concept of the art operating system, coined by Thomas Wulffen in the
1990s. The exception is only conceivable when the work of art would take everything into
consideration. The exhibition space, the viewers, the tree outside, the building opposite us, this
text, and everything imaginable. Everything is just as important. This is the content of my work.

Yes, that’s exactly the way | see it. Art possesses an immaterial experience. A non-verbal dialogue.
That’s why | believe that a piece of art that depicts a certain topic, the expression of what is
depicted. That is a main difference. I’'m not interested in the depiction of the chair, but rather the
chair itself. The space isn’t a topic for me, but rather material.

Yes, there’s a poetics of experience. It doesn’t possess any constants. However, it’s quite similar
with verbal language. Even if the word “chair” appears to be objective, we don’t always understand
the same thing. A waiter will associate a different experience that a carpenter. A small child has to
move the chair in order to experience that there’s a difference between the chair and the floor.
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| don’t believe it’s about the finished work of art. If it were about that, then it’d be enough to place
the chair in the exhibition space. No, | internalize the chair. What happens with it and with myself
when | place a concrete fragment on it. Whether that makes the chair art or not is not initially of
interest to me. Unfortunately we’re very prejudiced, we recognise every painted picture as art.

A: Unfortunately yes, this is the predominance of painting... which has died and come back to life so
many times it immortal and all-powerful now! So, let’s investigate your paintings a bit.

The British artist David Batchelor’s book Chromaphobia® suggests that painters especially
throughout the 20" centuries have struggled with the use of colour and in fact the use of colour has
suffered as a result of (specifically) Western prejudices.

“It all started with a short visit to an inside-out interior of a colourless whiteness
where clarity was confusion, simplicity was complication, and art was uniformly grey,
then it would be comforting to think that it might also end there. After all, there
can’t be many places like this interior which was home only to the very few things
that had submitted to its harsh regime. And those few things were, in effect, sealed
off from the unwanted and uncertain contingencies of the world outside. No
exchange, no seepage, no spillage. Rather isolation, confinement. But this shutting
off began to speak more and more about what it excluded than what it contained.
What did this great white hollow make me thing about. Not, for long, its whiteness.
Rather its colour.

“If colour is unimportant, | began to wonder, why is it so important to exclude it...?”

“It is, | believe, no exaggeration to say that, in the West, since Antiquity, colour has
been systematically marginalised, reviled, diminished and degraded”.

You mention that you work with a relatively small colour palette. Do you find yourself drawn to
these colours? Or have you gone through a process of elimination where you have previously
worked with more colours / different colours and concluded that they are not right or don’t work for
you?

B: On the contrary, I'm trying to expand my palettes of colours. For me, the reduction of the
palettes of colours seems like a protective mechanism for painters. If you examine one of pictures,
you’ll notice that none of the hues are repeated. One can approach the problem of colours from
various perspectives. There’s an interesting relationship between language and colour, which
Jacques Le Rider explores in his study Colour and Words.* However, | attempt to understand colour

3 Batchelor, David Chromaphobia, Reaktion Books, 2000
‘e Rider, Jacques Farben und Wérter (Colour and Words), Bohlau Wien, 2000
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as material. This follows a very simple logic, that | wake up in the morning and understand myself as
a painter. Then the question of ‘what’ and ‘how’ | can paint something arises.

Because | understand space as material, I’'m not primarily interested in why the space is white. |
take it asitis. | also don’t ask myself why concrete is grey. The floor is made up of concrete, and in
that way, the slab | pour is made of concrete. Paintings are made up of canvas and colours. So | use
canvas and colours. The natural thing about that is what interests me. Just as it’s a statement for an
architect to design a non-rectangular building, in painting it’s a statement when you use chocolate
or faeces. David Batchelor’s analysis is very interesting and quite clear. However, | think my work is
focused on something different.

A: Its obvious how your fascination with the rectangle manifests in the paintings, but | wonder if you
always worked in a geometric abstract style or have you previously painted in different styles? How
would you describe your journey to abstraction?

B: My painting style has changed greatly. | used to want to paint in a photorealistic way. That was
very long ago. You have to know that | grew up in Ecuador. We had very few art catalogues. There
was one of Michelangelo, one of Hieronymus Bosch, and one from Eduardo Kingman, an Ecuadorian
who painted in the style of Mexican muralism. Quito was the centre of the production of Latin
American religious art in the 17th century. There’s the famous Escuela Quitena, from which artists
like Caspicara or Bernardo de Legarda came. When | started to paint at the Academy of Visual Art in
Karlsruhe, [Germany] | was interested in figurative painting. Then | saw the pictures by Gustav Kluge
and Marlene Dumas. Afterwards | worked very long and hard. It was a very slow development.

At some point the figure was removed and other media joined. At some point the perspective was
taken out and rectangles remained. In my individual show in Sindelfingen this year | exhibited my
first video piece. This exhibition is the first time that I’'ve written a text on the wall in this form. It’s
also my first video with fish... and my first solo show in China.
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A RZAIEN—EBEXFUERREEEREERN—RIZHEFRAERESMANE
NM=EINIANA. ERMNZAMNKIERFERRERILNEFFOESR (BEXERD
(Instruction Pieces) , Tiwwalfil, MZAKMNAERE, FA—NEEHNXE,
EXMEMINEIRBTENRENENE (%) SWMH— (FHEMFEN) 2
REERKEER. FIBBIRITHESL - S (Bruce Nauman) , fhRHHER
FEATHNTEESBNGE. IEME, U ERMERERRBMIRACIMESE
X, ZEZILE - B= (Andreas Beitin) #TEESXTIREEERNIXE
(AzEBE) 'F5|BTREERER. BHEME, RUNAEFILLLRNSE?

B: NEFEF, HENREEINERNERFREFTEE, UAXMIRLBEREZXK
ZEEZART . NEFFEFNKSNERE —MBUaRKNAEN, BEXREHMM
MZzEN—MEEXF, MEEEEN—F, EXENAEHFLTEREX, FEME
BT, A, BF. &7 HESE— I XTENERERME. ¥REERN,
—RSER 7= - ER (Claude Monet) , W18 2FHEATRERT - RFIHT (Francis
Alys) . BHr -7 - [{E (Bas Jan Ader) EEZHE - 2k (Peter Doig) #
EfRo

ERXBEEER—IREBENTHIR - F3= (Gilian Wearing) HER. REEXECAE
FIXLZAKNBRFIL,. IREFEXLZAR, HARASERNXLLE, XT
BEfE&RER, BEINEEKE - FEMEF (Peter Fischli) fIXKIZ - 7
(David Weiss) TET 1987 FWEBF (A¥Y2&) (Der Lauf der Dinge /
The Course of Things),

A RENTEHSIMIER TIREEERTPN TEHEYRNER. REH—PIEHN
EXEYREA R LI ENYE, MIRERIREHkE T —EEaX a7 FRENY &
RAZMRNERT, XEYREEEEIE R, XEERBHES, MREEEI%
RBEANETFREEIRE, MERIEM - 35F (Madeleine Frey) 7EXTFIREIERISC
ERREITF - 3 (Dan Flavin) f13=5E - #i%shl (Frank Stella) Fritiy
"ERRERANET . HBREFE, RBRUMEILLMAENTEZ—RIEIES
SEHEEXTENHBREERTHN? XEEBKRTHEER—MK, RIEXLEMELY
mEABNENRA, HESEI8ETASNE

B: ByfMLL, B2, ZITNNNENR, ES5ZHFERMU. THERERE, 5L
MEFEES. SRRKM—MEESTEXENYER, BMIAAERZ2— MW@, g

1 =BT - B, (RFERIERMTE) BREEMN, FR/RSB|HEKNE, FERSR, 2017
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BERBFHERZAER, SRWERESEDE XN E#E, Kz EFEEmA—
ZTE)? MRIEEFREEAZFESELAE? MR - BAHL (Gaston Bachelard)
YEE, ‘—HRERE—ERE MEEHETEI. " ° BAaTEXLEYHEN
MME, RANBRIZENBERRANE T, LB REEER LAY, BE
THRABREL, BHENE) | EREEREHENE )L,

*THEERNWILEREEEERE, RESBEIANE X - BHFEE (Joseph
Beuys) X—EXKZAKBEBRIXE - BE-Thise (Gordon Matta-Clark) B9 “&R
=7 (deep-field) BEER. BFFTBERRLIFPRI—METSZNSE,

BEEEEENL, RRRAECRKHTMEME. ERNMEZHRE LR, M
BE—BRTF, TERREBIEXMERAESE &, AT, BEIXITETH—
EiRg 451,

NFEOEEMS, MRRIEEEEN, B TEAENEH,. AM, EmNE
BRHARIR—IMEFEERME, Me—RIESNERERER LRI5ETEMAER
BT ENER., MRIFFE—MEN, MERNET. (BEEFNEE) (Flowerbed
in the Attic) FEIZIINY S RELN—IEEF, HIEHKRETHRRELRINE
*. (MWTEEE) (Flowerbed in the Cellar) R¥EE—E TIENANEE
MR, HIEWMKRATH—ETEN 5 MEeEYH.

PE=FR, MEIFI=IE
SRE=FR, MRAI=IE
XA=MR, MEFI=IE
FBR=K, MRF=IE

AR LB 2 A0t

A XTI RIABEXLTENARNSIEABEER “BEHR" (chimera) HESH
¥ - 5/%*EH¥ (Robert Rauschenberg) MEEH, XSRNEIELKZBIRERE
TE—ThER?

B: BfY, XREE., FEFK - ZHRHE (Robert Rauschenberg) MBIRZRRZER
MBIES EEFINLG—REK, IMENTHUEMBZAKMEZ—TEEXH, H
BN—RERL IR ERTER—RALEREEF LEN, ZENERFRBERIINE

2 DOER - BAHRL (AR |, EEAZEARG, 1958
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—HHEERT. BEAESATZE, MEBAAT —PMHZEOHE, ESRIMREER
IR —MEEEHINATRAEHRDENE . FTHREABEBIMMAERX - F/REEHE
(Josef Albers) , 3 EHHIEIERFEAEE,

A: REICRERHE, BEREEIIFEZARNERMIROLIETEHISH, =X
BIRANRESERIER?

B: FEZGZAREER, EEFNFEAULRZRPVLGESXNBIFEEEER, A
A ZAERPNECNZEZBFE—MEINNDE, AMIFREN=RESEE—
MERIEZQUNZRTD, RMEFHA - K - FERESR (Caspar David
Friedrich) XFRNZAKRNEENDERIMERHE, FEZAKINTERLUARESZ
INREN T Xk

HRETFEERRZANERYNERNZIEAZREBAN, U—FE LA THESH
AILHEREXRERD, UEFEHITEASKEFH "BME"  (ight touch) 641,
RIERFEE T —HLSRNRRLER, BRE—MEMAERONEG, EREFNR
HIRShHEEN T, BEEMEMHIREASFRAEHILENEE. & THMNHERDE
et L, REB—REMEEE LD,

A: KRB, BHEREARIMRNEZE. HINAHE LNBETENARE X AEICEE T
EZARKENEFAERHLAR, NERSIER, FEMBNASTNHESEZRET
N+, AARABREMHCUEIEFRE EIEE T

HRMERNAURSFREREFRPERNY R, REFTWB—EYm, REEH
T, BATEE, BRCIIUAMASAREREHEHSGE &, EEFETHAIUS
Z LM LR SERBIE, ERIRMRESEMERIR, RRENER? ILYRETE
MRABEIREL —KBEMRS| TIROIRKROKRAE? RIDERZeRA—IERELHN
EFEELFTUWENEER FARENZAZHEMET EF, ERERKIKRIRENM
HEFHEXLITERN?

B: HERAILIHFSENTHN—IHE, ERERITRSFEMSIRIENIMEIER
MERT, SREBEERNEXFAE. NZXAEXRE, FTRNENZBEFEHLE,
ERFFEEMENDIAZTIER. ETHRAGTL2ENE-PYPETEXE, HSELE®
HARELEE - EERNRER, IRRMSERM, JREERNE, HRIHFEHH
WHEETRNEERSEMA A, TR —ZIZI%R, ERERMAMTERT,
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BRI —NZI MR IFRERRTER, Rz, BERESHR-RIERE
MIRATEREIRBRD =R (EABEEZIRE) H4a T Ht 40

A: R ERESEMNEFEXRN, XEERBERTAERE, & - WHH
79EB (Le Corbusier) FEAEMIZITHYRMEZERANREETIVELRNAGIER
o Bk, MEREXME, (RASMENBEREFRN TRRKR IR .
BERBEIRIRTE LIEE . BIRRRIZBIATR?

B: HIQMEI— T EIRITERARNFER, BLEERTEM TR -EUKEERNE
FHOAE, ER—PEFUTEY, BREMZREMN—NNE, B—1TEFI
TRESRREERTRERENME, FBRCAE, 2T +H=MRTERE, FT—
RIFTNRHMRESREIT I, LLERESRIZFNZE, FMENEERZAHEELHIFER
LH=RmE. EER. HE. AZE. ETHEEZESE —ELLHRIKE, XL
FxE, BRAYILEXSHEBHELERN, @, FAAEILTEARSEEE. it
WRARTENR, Eitb, ZPAEIERXEERLAIMmRES 2 HENN, Bk ER
font, BESBEHREERR, RUSEE, — M eltERERKERN, HTEES
METE, MEEEEmEEE,

A: EEGANFEBSNAEEE, NAERE—MBEMNNEKEN, IZ2IFEFHL
. BERIRATERERE, EENEARRREBRENEETOET, BERINNE
EMERHANZ AN E, FLEARLMILG - 158 (Zaha Hadid) , &A1t
RMELENER, EREENRITEEXBRERNEH. FMNZINRE—R, T
BERAEEEZELT, FEBRHAISEEEREEEETFEERTERENMTT,
EFERNX, £VRE, IRFRHERLE, BREEEEERKIBET. MERR
T —TRE-—DRENHZREE, BLERIARER—DEHHIEIE.

B: SRREF LEZHEEMOE LRBREI—MLIA - WBEOENZI, B
bERE, ERERNN, SRFFAREAEL, 1108 HEN T —HE
T, YNESTHBEFNSERN, (RILUEHGE DN EENARITHA NS
EMERFSIRORRER, A, EVTNSSBEREEOLR, XOHES

=z ==
Rt

HARRIEEX, FEAEEEMEETEE. BPAELELABTEARFEZENNER
Lo EHRMNPUABENAE—REXXEZNHK, ELEREFR. HREREM
ZIRAM, RIRMRBINEEERE, BERESREEMERELIR. MRTIEREE
FHERHES, WBAMRB—RARERANENSHHZERELEX . &8, HRE
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BASKATEN, BEw4dR, THTHAEESERN, TEERARRKBZ
&,

A: HINAMEREMNTFHEERSER, MEIXLERSEEFLUAE 150 4
BR, REMAEHAETE, BEIXRIRBEN—TRAL, Z—MELIREE(]
ELEMROBETETEENLETR, BAMRNIATHARFEEMRE? (REFS
FENEEEEFmERI ST AMERON, MENAEFRNATEEL T RKET
BE, ERHEMRFRBAERSIRIOZ REMEREIMNFINEG?

B: X, ELMNEMEELHEIHN, YRICEEEN, SRFU—HEE, X
SETARAIDEN—8D, HONEE, ERXFEANENERT, HILFLES
ZEE, FJNE, EEMELEN—TEE, ZRYRNEEXRM, BEFYmtkE
THE. NEMEE LR, XEXRETEE, SEZKERNRIFEER—1F B
WREHMELZTEEE T, BMEB—ITEREA—BFENTE, INTKEEHHEE
S NE o

B, XAMERFRTEFRNIR. Z—7HH, UASEEMFE—TTEZRAME, &
. XA REENL. REEIENF AIUESENEZSRATEZM, &
ELIMEN T EWEN AR ELBTFRNER.

A: REEHEINASMAEEF—MEm, BR, BESEL—RKiH, RAEERR
FUAEETE, NARREEZNREEZEROE - EEERN A URES
%, BERALT, BYEELSEFRIAHERE —LER, WERRAELRIX
TR %o

B: MINAKWEEASHXEEEIMLEM, EVORHUMKTEEE, —KRER
T, KEZARL, HRARRERE. AINEKRE, RREEBFNSER—TK
B, B2ZXNEEIREREZENRBBSFMAZIZARERZH,

A: REER, (RAMERENZIIE CLEF@NTRNIFEILE, MEEIEYELE
BT -NER G, FXE, RUAFRERPHN—IIREXTRERN—T], T
ERBMSEXRERZRER, TEREEZIE (RETERNYE) , HEER.
=iE., I, BRWE (RAZPNEARNERE) , X—VIREHBA TR "BEZK
BIfE"  (gesamtkunstwerk) KI—&B53
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&M - #E (Madeleine Frey) IAA{RMIGRENEREAE TIRFTSHINEGRS Hf G
E=RIZBN—ZXE, SER, 205K THENERS SRXM N ITRENER,
BR, ZAVBHAREETEZZH, METERETNAAEE, SFEIN. &
BAXNEEZURNEMZ BNES, XL RI1ERNEZEENMI1E
ERHRE5ZRBZEMEFN “E . NERBRXKE, BEMRNEREIT —
ENARRXR, 8EMNALHNHRIER, XS EHE - BIKEE (Nicolas
Bourriaud) XxTFTEMERAREERTRMN “XREZFE" (relational aesthetics) »
MEMNEEERNAERRIR, RERTEENEFEA—MIE, ERXTREN
ARZARERN, BEAEHEAEPHERAXMETF, BEASPHALERE—
NMEANEFEINSEIIHFERIXMETF, FAUNEMEZEE LRI, XEERE
RBERITSE. 2I2FRA, JMREEE —ENMSBUERK, R EAFHX
RE?

B: ZARSEMAMNERESHRAENE? NRIEME—VRRLERHENE, 2
AEtEEEIREESTREER, IREREZINZRESZBAS RECENR
—), IUEBAFTLAZRAREFERZARBN—HIHRE, REER, E=ZAINUEE
EENIFAEFEHNBD =,

A: ZPMUREBEER. SIFRNTTU—28 =23 E XNl ™ N EE.

BKINAZARBEEIENAEBRFEET —TESHNTEP, LHRYZAXRERIRM
EENMMTRINEFMENRE, SIFEVIR - 558 (Rachel Whitehead) &lE
NEA. TEHE, Ukikinzg - W/REHL (Doris Salcedo) FIB&LFrsl{ER
REYS, —EBERBEYRANERENMANOTEFUERL, LENEME
SSEW, XEERELATLEAREIMBMN—E7, FUEMRFENA XEBERSE
FUER. XEYRERIENNTE, EEXNTHRANEMEAEYZBHNXR
Rt BEEE, MAR LR, eI ItEEEA 7 X MERB—EB59,

A, BNTEE-NMLTEESHEREFIXLE R, AXF—TINEE, ENSE
PDEHEZARCMENBRIIRFER TIER. ZARMREAIN I R ERRERIX—
&, T EREREE—TMEEARNEN L. B—EREZARZ—FITEA.
MIEXAERE FFSENE) . ZARMNE ZERXMXIEEE M7 UEMHRTR
. PR, ARBXNEBHH—PERE,

NEBRRLERMENIFEMS, MIISIFREU—MEISR77 KRR IRAIHEEE
fEm, HFREMNNSESERURERZRREAE—E, (RYXERSS5WUREEX
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BKHWHBYmNERBE R, KEWARNEERE/LFRE TEEENER,
XWEHATRIAREE, XMAREEEIAIAEERE EVNE R EE YA AN B R
FfINFE.

BMZAESERITE, SRIEAEMBEASE—EFRBMIIREEENMENREZ
R, (REEEMREFRPAAEMAXERHEZR T -l (BEX LR AmIE
PR L) o MARIRZAREIN—1, XRME, BMEIEMRIREEHET —i,
EAMNARRTIRE T EFNET. (RESEBEIXLEMRM BRI IR RN 1
BIRFEMNERFHAFERELRREERA— P EENTENZAR? REGEANERT
XM THE?

B: (IR ERIBR, BBABRNMNELENMRE—HZARARNEE, BE—T, NREF
PEK/R - S5lZ (Kazimir Malevich) B9 “B&AR"  (black square) WETE
NEEB L, BBABMNESKRIBA UPHALRZ2MIER? BNTEREBRESHE - KRS
(Thomas Wulffen) £ 20 42 90 FRMRENZARBRERAX—MHR. H—1H
ZARIEAERRTZRHALENRE, AoESHIGIN, X—TEERETE. W
AR, NEBIRKR, CFHRINITNENEAY. EEXREXESFEF—UTUERIINER
i, FME—UIHEEEE, XMEENHERNS,

=, SERBRINEAR. ZRIUZR—MEEHNFRRERZ, —MHIFFIERX1E,
ZHEBRAGL2NAE—HEZARHEAT —TEH, TAEIZARREETRE,
ZHEEE - MREENXF, BN THFAREHWERLFAREAKE, HEXIH
2ETAE, EMtHNZENARRERENEDE, HERIHNEMHL,

ZEHENHESE-MHZNER, XEATNEEFLBATRENEE. SEHKME
ERAE—EXMNZL, RE "&FF" (chair) —AREBEMWEXH, BEHNIFA
EATN—ERRE—MIENERA, FHE—TMRSAMN— M KRENESEREEE,
m— MMz FEREIE F MR AR EIN N 28 F itk 2 BN ESR.

BRXEARNZETR THZARER, NREHRF, BLEBEFHEEREZAE
%7, KbrLk, BATRHMEARLTIEF, BAXEINE, STWERFIRN—AK
EXELENEREARE, ENERZRASTEFLXR. BFIREKERILMAN
2R, ZERZERAFARONEM, F=NZE, BMNAFERLENE, HNREAR
BLEHEMZE AN,



PIFD

1w EE# Z AR =
PIFO GALLERY

A: T=ERNR, INHBRLENRSE, SEFERTZVRIXEREE, NSE
ERKENMITIATENT . FI, itBIFFHEMR TIREEE,

EEZAXRXKE - B¥% (David Batchelor) T ZE/E (BREE) °
(Chromophobia) FREAEBRIIALEEEERE 20 HEMNER(TEEENER LS
2ot B FEENERRIBEARITI AR RENER,

"B FRRR TN — M= EREAETHEERS, ITZEE
ER—TMREPZEENTEZRE, EXPMZHRNER, BEHEFETE
iL, EERIREZR, YW KEMEBZIAN, SARIMENEZ VI
REXPZENTER, R, KUTIPAZERTHAZ U,
DR R BN T E— R DRI BOE N ™5 RS MmEER)3
B2, MEXLE, XERDVEEYSINREF P TDEFNNHERE
REARTERERN, BINSIMNBHRERNRERIR, BASGE, X8
BR—IMEE, —MiRR, A, IMRLAEENCATHRNEY,
MIFEAMAE AT, ZTAENZEERERREREEF4, Bk
HRRBEITEN=H, MIFEE .

MRBEHARERE, REFAREFTANERNBEFEEE? ™

B8, EATKMY, EAS, BEaNELCRAE -—ERARSHA
g, BIRIK, #Rss, WER. ~

RIREIRELMEI BHFSERBNR/NNEEEE, REREE CRXLEEEMIKS
B? &, RESEHIRF—EMRELERAINNEMAEEE, FEHF/HEL
MEBEREANHZENHFTER?

B: Hk, REEREY BENEEER. XEMs, B EERPHNEELTERE
KMNW—TBEHREIFIE . WREABEFN—KEE, KM HFEEHMNEEN
B, YA, AMUAEBEEELQFENAERLMEHEN, EEMNEEZRE—MHAF
BRXR, M5 - 8 - BfE (Jacques Le Rider) EMHNIAREE (X 51E18)
(Colour and Words) #tiERITT, ‘A, RiXREEEEREAME, XEEN

PRI - B, (BREAE) , Reaktion HhR4L, 2000
tHEve - B - BiE, (BR51E1E) , 4540 Bohlau BARAE, 2000
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=M FERSNZSE, MFHLERFE LEXEMERIIBECE—RER—1F, REHN
SERBE 2" M W7 EXEEE,

EABRE=RBEAME, FURAREINROATLAZITIZEREBERN, HIANE
REMNFEFRLEAL . BB AZEDECSHHTARRLERE, REMIRMEHRE
TR, RIE, FEIFERLIRUMIZERERT WA, BEFEARREHER
MEFMEN, MUBRBASERERNEY, EELERTAEXBHNEZBAMANER
Mo MEBERMRIRIT—PMEEELERAYLUE—FES, HSET, NRIFERTI
ASHEEEY), BEE—MiFE. K2 - BEBNOTEEFR, HRBEWET. B
2, BEENERLEREE—ET—HIRE L.

A: BR, R TREEHAREMRNGEFETEZAI LT, BRBAEIRIRL
R RRAER IR Z BB 2T E Mt XAE? REEIE 2 SRR I
SHRMRNXAR?

B: HMWLENEEEIRAEZTN, REBLXU—MBEEANELARXCELE, R
EBERRELRMZREAN, EiIEEINEM/LEI2X D, SRIEXFBES,
rEFFTERBIN - 88 (Hieronymus Bosch) , ¥ E8—12EER%Z - &8
(Eduardo Kingman) , iR—&UEBIFXEEANFENENEMNZ RER, &
ZeE 17 e TEMNRBRZARTENDRL, BEEELNELZEIK (Escuela
Quitena) , ZARKFEERFHL (Caspicara) A% - 1= - FHN/R3EA (Bernardo
de Legarda) #EXBXE, HEEFRMECURZAER (EE) FREIEA,
BMERGEHEXE, AEREARTEHHEX - TE€%K (Gustav Kluge) 15
- £ 5H7 (Marlene Dumas) BI{Efm. #ETERMEBK—EMEIN, WAL IE
£, T —TMHREENEKETLE,

Bk, HaBR—ELERER, B5IAHMEN. ENE, ENSEIIGRRERR
BIER. SEAEFRRSRETNIES, RERETERNEINEEER. ATH
AITRERUXMERERE FAREXFHEE —R, XTENEAREREREXRE
i, FUEHREFENERTE,



