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1. WALEAD BESHTY, 2. MATTHEW BRANNON’
3. WADE GUYTON,
4. STERLING RUBY, and 5. KELLEY WALKER

special bonus: GUYTON\WALKER
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EMBASSY OF THE
UNITED STATES OF AMERICA
MOSCOwW
APRIL 29,2009

I WOULD LIKE to congratulate BAIBAKOV art proj-
ects for organizing FIvE, an important new exhibit
that celebrates the continued vitality and creativity of
American contemporary art. It has been said that art is
a means of knowing the world, that it knows no bound-
aries,and that it transcends our ordinary lives and lets
us imagine new possibilities. In consciously paying
tribute to the tradition of American Modernism, FIVE
causes us to reflect both on where we have been and
what kind of relationship we will have with the new
century that has just begun.

This exhibition is also a reminder of the benefits
of cooperation between art institutions, curators, and
businessmen in both our countries. I would like salute
BAIBAKOV art projects and its partners for the vision
that have demonstrated in developing F1vE.

John Beyrle
U.S. Ambassador to Russia

IMOCOJIBCTBO
COEIMHEHHBIX HITATOB AMEPHKH
MOCKBA
29 ATIPENA 2009

s XOTEJ BBl MIO3ZAPABUTE BAIBAKOV art projects
C OpraHM3alMel BBICTABKH « 1S Th», BAXKHOrO HOBOIO
MTPOEKTa, IEMOHCTPHPYIOIIEro HeNpeKPAIaloIyocs
JKHMBOCTBE M TBOPYECKYH 3HEPrHI0 aMepPHKaHCKOro
COBPEMEHHOT0 MCKyCCTBa, CIIpaBelTMBO CIHTACTCH,
YTO HCKYCCTBO — 3TO CHOCO6 MO3HAHUA MUPA, OHO He
HMeeT IPAHMIL, OHO BBIXOAHT 3a ITpeAe/bl HaleH o6brd-
HOM JXM3HHU H N03BONAET H306peTaTh HOBbIE BO3MOX-
HOCTH. CO3HATEIIFHO OTAABas JaHb TPAAULIMAM aMe-
PHMKaHCKOTO MOJEPHH3MA, «IISITh» MO3BOASET HaM
MOPasMBICTHUTD O HAllleM HeZaBHEeM MPOLLIOM H TOM,
KaKHe OTHOIIeHHS Y HAac GyAyT C HOBBIM, TO/IBKO HAYaB-
IIMMCH CTO/IETHEM. 9Ta BBICTABKA TaKKe HATISIHO
TOKa3bIBaeT MPeMMYIecTBa COBMECTHOW paboThl
KYZABTYPHBIX OPraHW3anHH, KypaTopos H GusHec-
coobmecTra POCCHM M CIIA. S XOTe GBI BRIPA3UTh CBOE
BOCXMIIIEHWE BAIBAKOV art projects 1 ero naprHepam
33 Te HWJler ¥ NPOHHMIIATe/IbHOCTD, YTO OHH ITPOIEMOH-
CTPHPOBAJIH ITPH MOATOTOBKE BBICTABKH « IS Th».

Ancon Batiepau
ITocon curA 8 Poccuu




“The true picture of the past flits by.
The past can be seized only as an image
which flashes up at the instant when it
can be recognized and is never seen
again.”

Walter Benjamin,
Theses on the Philosophy of History
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s 1 siT powN half a year after the exhibition to write this introduction,

1 reflect on how time affords us the necessary distance to draw out meaning.

When we planned the exhibition in late 2008, we were going on instinct.

We had set out, ambitiously as always, to proclaim five artists as the new

pivotal generation of Americans, comparable to their predecessors who

worked in the 1960s.As with any curatorial process, the most challenging part was to

produce the precise selection of artists,in a way that would make a clear and resonant

statement, something as powerful as the work we were presenting, that would add to
our experience of the work, rather than just try to explain it.

I have always believed that contemporary art was a reflection of its time, a mirror
that is held up to the world. If one is disturbed by what one sees in contemporary art,
then one should examine the world around, the source material that has led to the cre-
ation of said work.

We chose to do an exhibition exploring the state of contemporary American art
to examine the issues at stake for artists working in this politically and ideologically
explosive era,when a century of successes and failures have come to a head in the dawn
of a new millennium.

Most of the work in the show was made after 2005, and the majority in the past
two years, so all five of the artists presented—Walead Beshty, Matthew Brannon, Wade
Guyton, Sterling Ruby, and Kelley Walker—have been working in a challenging time.
Wwith the war in Iraq straining American civil rights at home and virtually destroying
esteem for America abroad, the last years of the Bush administration and its various
excesses have culminated in the spectacular financial crash of September 2008 (right
around the time that plans for this exhibition first started to materialize.)

So much has changed since that moment, that it seems we are living in a differ-
ent world; on the one hand, America has made efforts to revive American idealism
and reclaim the American Dream through a new presidency, while on the other hand,
America is facing industrial demise on a scale it has not witnessed since the Great
Depression of the late 1920s and early 1930s.1f the American Dream had been conceived
as advertising for the new contemporary capitalist society,now America must deal with
the painful split of ideology and industry to reclaim its identity as a nation.

With such rich material, we might expect the art of our time to be grappling head
on with issues of identity, ethnicity,and nationality,with the betrayal of capitalism and
its promises. When confronted with Wade Guyton’s monochromes or Walead Beshty’s
photograms, however, one notices what could appear to be an avoidance of any overt
acknowledgment of the social or political context around the artists. We were originally
intrigued by what appeared to be a resurgence of Modernism; what we understood as
we worked more on this exhibition was that this supposed return was not a retreat from
the realities of our present moment, but a concentrated attack and investigation into
the way we experience those realities—our image-based culture.

Narrowing down the artists and the directions on which we wanted to focus had
been no easy task, and so we turned to history, taking up the very issues of American
Modernism that have helped create the contemporary condition of the nation. If, as




Walter Benjamin suggests, history is inherently depen-
dent on imagery, Modernism was a moment when pre-
vious notions of history were brought into question;
it is only natural, then, that Modernist artists would
launch an investigation of the image, which had pre-
viously been trusted as the keeper and conveyor of that
history.

This investigation took on a different character
mid-century, when mass distribution enabled images
to actas entertainment,on a grand scale.The American
Dream was being marketed as an entire economy of
images—the image of the perfect nation, the perfect
society, the perfect life. History was not being handed
down, it was being consumed, as an image, printed
on magazines or broadcast on television. It is in this
moment that artists Robert Indiana, Donald Judd,
Ed Ruscha, Richard Serra,and Andy Warhol each exper-
imented with the image in their own way, using new
technologies of production, reproduction,and distribu-
tion.Their techniques and aesthetics provide a ground-
ing point for the practice of the artists and ideas repre-
sented in F1vE. For this reason, we decided it would be
crucial to supplement FIVE with “The Original Five,”
alimited-run exhibition which would put works by the
above artists into a direct dialogue with those of the
present-moment.

The artists of Five have come of age in a time
when digital technology has offered a challenge to the
existing image economy. If earlier, an image did not
need to be proven “true,” now the ability to alter or
edit images seamlessly (no more of the visible cuts of
Modernist collage) corrupts our relationship to images
as documentation.

If the selected artists may not fully represent the
diversity of practice and backgrounds within con-
temporary American art, it is in the interest of a cohe-
sive curatorial thesis, rooted in the investigation of
the image and the connection to the conversations of
Modernism. We fully recognize the great number of
artists whose works have inspired, supported and con-
tradicted the conclusions of the work presented here.

It is our hope that this exhibition acts as an image
of image-making in this particular moment.And while

the formal characteristics of the image presented may
seem indifferent to history, the very investigation into
the image itself marks a time when our relationship
with history—both past and future—is uncertain.

What'’s more, there is no denying that—while
fraught with the tensions of its time—the work
brought together in F1vE strikes a particular chord
within the abandoned industrial spaces of the Red
October Chocolate Factory,a building which has itself
witnessed considerable ideological struggles. We
hope that this resonance will carry through, sparking
further conversations that will extend both into our
past and near future.

Maria Baibakova
September 2009
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«ITpasdussii 06pa3s npownozo
npoHocuUmMca mumo. ITpournoe moxncem
Gbimb cx8a4eHO MoNLKO Kax obpas,
NUWD HA MZHOBEHUE BCNBIXUSAIOULUL
Y3HABaEMOCMbIO, ¥mobbi HUK0zda He

BEPHYMBERY.

Banvmep BeHbAMUH
«Te3ucwt no gunocouu u ucmopuu»

PHCTYIIASS K HATTHCAHHIO 3TOro TEKCTa Yepes moaroxa rnociue
OTKPBITHA BBICTABKM «IISITh», i PAa3MBIIUIAIO O TOM, KaK lleHHa BO3-
MOXHOCTH IIepe0CMBICIEHUS, KOTOPYIO IaeT HaM Bpems. B 2008 roxy
MBI 33/[yMaJIH 3TOT IIPOEKT, [0/Iarasich I7TABHBIM 06Pa3oM Ha MHCTHHKT.
IIpexjie BCEro Mbl BhIGPaIH NATEPHIX COBPEMEHHBIX AMEPHKAHCKHX
XYZ0XKHHKOB, Yb€ TBOPYECTBO ITPOJ0/DKAET HAalTpaB/ieH s, 3a/laHHbIe UX COOTeYeCTBeH-
HHMKaMH B 1960-X rogax. Haubosee c10MHas YacTh KypaToOpCKOro IMpomecca sakiwga-
7IaCh B TAKOM BRIGOpE aBTOPOR, KOTOPHIH 1Tpeo6pa3oBas 651 BRICTABKY B 3BYYHOE BBICKa-
3pIBAHME, TAKOE YK€ CHIIBHOE, KaK MpejicTaBleHHble paboTsl, 1 o6oraTua 661 ONBIT
BOCTIPMATHSA 3THX IIPOM3BEIeHHH, He J0BOBCTRYSACH NI IIONBITKON HX O6BACHEHHUS.

S Bcerjia Bepria, YTO HCKYCCTBO SIBJISIeTCH OTPakeHHeM CBOEro BpeMeHH, Kak 3ep-
KaJl0, HalpaBJeHHoe Ha MUP. [103TOMY, €C/TH KOro-TO pasfpaxaeT To, 4TO OH BHAUT
B paoTax COBPeMEeHHBIX XYA0KHHKOB, OH X0/DKeH BHUMATEIBHO ITOCMOTPETh Ha MUP
BOKpYT.

3azyMaHHas HAMM BHICTABKA CTa/la MCCIE0BAHHEM TEKYIero COCTOSHHUS CoBpe-
MEHHOT0 aMEePHKAHCKOr0 HCKYCCTBa. Ee IeTb 3aKIioyanach B TOM, 9T0661 HAHTH U ITpo-
aHA/M3UPOBATH TO, YTO ABHKET XYAOMHHKAMH, KOTOpble paboTaloT B MONHTHYECKH
M HI€0/IOTHYeCKH B3PBIBOOMACHYIO 3TOXY — BEK YCIIeX0B H MOPaKeHUH, OTKPhIBIIHI
HOBOE ThICSYeIeTHe.

BONBIIHHCTBO MPOM3BEleHUI BhICTABKH CO3/IaHbI MOCAE 2005 FOJia, @ X OCHOB-
Hasg YacTh — 3a MOCHEAHHE /1Ba Fo/ia. ITO 03HAYAET, YTO BCE MATH NPEACTaBAEHHBIX
aBTOPOB — MaThi0 BpeHHOH, Yanua Bemrw, Yaia laiTon, Crepaunar Py6u n Keanu
Yonkep — paboTany B HEIpocThie BpemeHa. [loceiH1e rojibl MpaBIeHus aJIMAHHCTPa-
uH Byla ¥ pasMdHble KPAWHOCTH €€ IOMUTUKH 3aBepUIHINCh TPOMKHM GruHAHCO-
BBIM KpyIeHHeM B ceHTa6pe 2008 rofia (MpUMEPHO B TO JKe BPeMsi, KOrjia 1jies 3Toi
BBICTABKH TOJNBKO Hayaja CKJIaAsIBaThCA). BoifHa B Hpake NpHBena K HapylmIeHHAM
rpa¥IaHCKHX MTPaB aMEPHKAHIEB BHYTPH CTPAaHbl M MOAOPBaja yBajkKeHHe K CLIA
BO BCEM MHPe.

C Tex Nop IMPOM30LLIO TAK MHOI0 U3MEHEHHH, YTO, KAXKETCs, TeNeph Mbl JKHBeM
B HHOM MHpe. C OJIHOH CTOPOHBI, AMEPHKA JIe/IaeT MOMBITKH BOCKPECHTh HAllTHOHAb-
HBIH WJIEaIH3M W BO3POJUTH «aMEePHKAHCKYIO MeYTY», BEIIBUTas HOBOIO ITPe3MIEHTA,
C IPYTO# CTOPOHBI, CTPAHA NMEPEXHBAET CNaj MPOMBINUIEHHOIO ITPOH3BOJICTBA B Pa3-
Mepax, KOTOPBIX OHa He BH/Ie/la CO BpeMeH BelMKOH ierpeccy KOHIa 20-X — Havaia
30-X rofioB. ECTM BOSHHKHOBEHHE «aMEPHKAHCKOH MEYTEI» CBA3aHO C TIPOABMIKEHHeM
HOBOI'O KAITMTATHCTHYECKOro 061IeCcTBa, TO CerofHs AMepHKa JI0/DKHA CIIPaBUTHCH
¢ 601e3HEeHHBIM PACKOIOM MEX/Y M/Ie00THeH H ITPOMBIIUIEHHBIM ITPOM3BO/ICTBOM
JUISE TOTO, 9TOGBI BAOXHYTH HOBYIO JKHM3Hb B CBOIO HAIIHOHAIBHYIO HAEHTHYHOCTS.

MOXKHO MPEATIONOKHUTH, ¥TO HMEs B CBOEM PaCIIOpPsSKeHUH TaKoH GoraTsiid mare-
PHa, HCKYCCTBO HAlllero BpeMeHH 6y/ieT HempeMeHHO 3aTParuBaTh BONPOCH! HeH-
THYHOCTH, ITHHYECKOH M HAIlHOHANBHON NMPHUHA/UIeXHOCTH, Pa304apOBaHHA B Kanu-
Taau3Me M ero obemaHusx. OHAK0, pACCMAaTPHUBAas MOHOXPOMHEBIE 1T0J0THA Yaija
TayiToHa WM pororpammal Yaruaa Bemrry, Mbl 0GHapy)KHUBaeM, YTO 3TH XYAOKHUKHA
YKJIOHSKOTCA OT SBHOTO COIIHANBHOTO MM MOTHTHYECKOro KOHTeKcTa. HCKyCCTBO,




KOTOpO€ MpeACTaB/IsIoch HaM HOBOM BOJHOM MoJjep-
HH3Ma, HHTPUIOBAJIO HAC C CAMOro Hagasa. Yke pabo-
Tast Hajl IPOEKTOM, Mbl TIOHSUIH, 9TO 3TO Npejnoaara-
eMO€ BO3POXKAEHHE He CTPEMHIOCHh YHTH OT peanuit
Halllero BpeMeHH, HO 6bUT0 BTOP)KeHHEeM Ha MX Tep-
PHTOPHIO, HAITPAB/IEHHBIM Ha HCCIe0BaHKe criocoba
TOCTHKEHUS OKPYXAaloIeH PealbHOCTH, @ 3HAYHT,
COBpPEMEHHOM KY/IBTYPBl, TOCTPOEHHOM Ha o6pasax.

VTBepXKAeHHE OKOHYATETbHOIO CIMCKA XYLOK-
HHMKOB M HaNpaBJieHWH, Ha KOTOPHIX AOMKHA cdo-
KYCHPOBaThCS BBICTaBKA, 6bII0 HEMPOCTOM 3afa4yen.
YT106BI CIIPABUTHCS C HEH, Mbl 06PaTHIMCE K HCCIe0-
BaHUIO MTPO6IEM aMEPUKAHCKOr0 MOiEPHH3MA, CTaB-
KX MPEANOCEUIKAMH /Ui GOPMHPOBAHMS YCIOBHIHA,
B KOTOPBIX HAXOAMTCH COBpEMEHHan AMepuKa. Eciu
HMCTOpHA, KaK npejnonaraer Baasrep BeHbIMHH, 110
CYIIECTBY, 3aBUCHUT OT ee BH3yaJIbHOHW MHTepnpera-
LMH,a B 3TI0XY MOJIEPHH3Ma CTaphle IpeJcTaBieHus 06
MCTOPHY GBUTH MOABEPrHYTH COMHEHUIO, TO KaXKeTCs
BIIOJIHE €CTECTBEHHBIM, YTO MOIEPHHUCTCKHE XYIIOXK-
HUKY MHHULMHMPOBATH HCCaejoBaHue obpasa, KoTo-
POMY B IIPOLIUIOM AOBEPSUIH KaK XpaHUTEI0 ¥ IPOBOJ-
HMKY 3TOH MCTOPHH.

3T0 MCCnefloBaHWE TIPUHSNIO APYroM XapakTep
B CepeluHe XX BeKa — IepPHOJ, KOT7la MAacCOBOe THpa-
MHPOBAHKE CTIOCOGCTBOBANO IIHPOKOMY MCITONB30Ba-
HHI0 06pa30B B KauecTBe aTPUGYTOB HHAYCTPHH pa3-
BIeYeHHH. «AMepHKaHCKasi Me4Ta» IMPOABUraiach
Ha pPhIHKE IOCPEACTBOM LeN0H CHCTEMBI HACATBHBIX
un3obpakeHuil — o6pa3a copeplIeHHON HAllMH, 6e3-
yIpeYHoro obuecTsa, HaealbHOM KU3HUA. McTopus
He 6B JOMEAUIMM 0 HACTOSIIMX BpeMeH MOHOMH-
TOM, a NOTPebAsIach B BUAEe KAPTUHKH, Halle4aTaH-
HOM B XYPHaJIe MIH TPOKPYYEeHHOM B TeIeBU3MOHHOMN
pexiame. MMEHHO B 3TOT NEPHOJ XYAOKHUKH, 060-
3HaYeHHble HaMM Kak «Hcxogusie IaTen, — Pobepr
HuzawnaHa, lloHaxsa JKaam, 98 Pyma, Pugapa Ceppa
¥ OHAHM YOpXon — 3KCHepHMEHTHPOBanH ¢ obpa-
3aMH, KaXABIH B CBOEM KJIKOYe, IPUMEHSs HOBbIE
TEXHONOIMH MX MPOM3BOACTBA, BOCIIPOH3BOACTBA
¥ THPAXXKHPOBAHHA.

H3o06pa3uTenbHble IPHEMBI M 3CTEeTHKA XYA0XK-
HHUKOB « McxomHbie [TATH» YCTAHOBHIIM TOYKY OTCYeTa

JUISL TBOPYECTBA XYA0KHHUKOB, TPE/ICTaBIeHHBIX Ha
BBICTaBKe «IIATh». OTIIPaBHBIM ITYHKTOM IS 3THX
aBTOPOB 6ELT MOMEHT, KOra UH(pPOBLIe TEXHONOTHH
MPEAIOKHIN AIBTEPHATHRY CYIeCTBOBABIIEMY CII0-
coby pacnipocTpaHeHHs 06pa30oB. EC/IM paHblIe H30-
6paXkeHHe He HYXAANO0Ch B MOATBEPXKASHNH CBOCH
«IPaBAMBOCTH?, TO CETOAHS BO3MOXHOCTH He3a-
METHO Mpeo6pa3oBEIBATh HIM PEAAaKTHPOBATH H30-
6paxeHus 6€3 BUAMMBIX IIBOB, KAK Ha MOJEPHHUCT-
CKHX KOJ//TaXKaX, MeHseT Hallle OTHOIeHHe K 06pa3y
KaK JIOKYMEHTY.

KoHewuHO, Hall BEIGOP XYAOKHMKOB He OTPaKaer
BCEro MHOroo6pasusi IPHeMOB M XYA0KeCTBeHHOH
NPaKTHMKH B COBPEMEHHOM aMepPHMKaHCKOM HMCKyC-
CTBe, HO CHIYIKHT LIEJIOCTHOCTH KypPaTOPCKOro BEICKa-
3BIBAHUSA, YKOPEHEHHOI0 B MCCIEIOBAHMH SBO/IFOLIMH
o6pasa ¥ ero cBsizei ¢ AMCKYpPCaMM MOAEPHH3MA. MBI
TIPHU3HATENbHBI TOMY GO/IBIIOMY YHCTY XYAOKHHKOB,
4K paboThI HE BOLLIH B COCTaB BRICTABKH, HO TEM He
MeHee CTalu BAOXHOBEHHEM, MOANEePKKON HIH XKe
OINpOBEP)KEHHEM 3aKII0UeHHH, Ha KOTOPBIX OCHOBaHa
BLICTABKA «ITATHY.

3Ta BBICTaBKA 6bUIA MPOAMKTOBAHA CTPEMIEHHEM
o6pHcoBaTh KAPTUHY IPOM3BOACTBA 06pa30B Ceroi-
HALIHero AHs. B TO BpeMs Kak ¢popmanbHble ocobeH-
HOCTH 06pa3’0B MOTYT MOKA3aThCs HE MMEIIIHMU
CBsI3e#i C MCTOPHEl, CaMO MCC/IeJ0BAHHE TPHPO/IBI H30-
6pakeHH} XapaKTepU3yeT BpeMs, KOT/ia Halle OTHO-
HIeHue K UCTOPMU — MCTOPHH IPOIIIOTO U HACTONA-
LIero — OCTAETCSH HeonpeAeTeHHBIM.

HakoHell, HHKTO He CTaHeT OTPHIATh, YT0 cobpaH-
Hble Ha BHICTABKE «NATh» paboTsl, OTpaxaloume
HaMpsKeHHe CBOEH 3MOXH, MOPaXKAIOT YAHBUTEb-
HBIM CO3BYYHEM C 3a6pOIIeHHBIMH HHAYCTPHANb-
HBIMH IOMEIIeHUsMHU GbIBIIeH MOoKoNazHOMH GpabpuKy
«KpacHsI# OKTS6pB» — 34aHHUs, KOTOPOe 6BUI0 CBUe-
TeleM 3HAaYMTENBHBIX UIE0JI0THYECKHX TPOTHBOpe-
9. MBI BEPHM, 9TO 3TOT Pe30HAHC He YTHXHET M CTa-
HeT MCTOYHMKOM AMCKYCCHI, KOTOPhIe pa3BepHYTCA
B HOBOM ThICS4YeNTeTHH.

Mapus Bauibaxosa
Cenmabpp 2009 2.
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The Great Figure

Among the rain

and lights

I saw the figure 5

in gold

onared

fire truck

moving

tense

unheeded

to gong clangs

siren howls

and wheels rumbling
through the dark city.

William Carlos Williams,
1921

ILLIAM CARLOS WILLIAMS' poem The Great Figure records the jar-

ring sensation of a passing fire engine. In the fleeting instant of the

encounter, the poet fixes on a single detail: the number “5",emblazoned

on the side of the truck. The streamlined structure of the poem simu-

lates the experience of speed, while subtly mimicking the skyscrapers

of the poet’s New York City setting.In its combination of clarity and ingenuity, The Great

Figure captures the dynamism of American Modernism, throttling full-speed through

the newly-industrialized urban landscape. The poem would set off a chain of creative

response, inspiring numerous artists to reinterpret the work, the figure “s” at its cen-
ter,and the ideologies and associations that figure would come to take on.

The first of these responses came in 1928, when American painter Charles Demuth
paid homage to the poem with The Figure Five in Gold. Echoing Williams’ interest in aural
resonance, Demuth used crisp metallic tones, graphic repetition, and a stylized visual
vocabulary to convey the “gong clangs / siren howls / and wheels rumbling / through
the dark city.” The sense of speed was expressed formally through an embedded repe-
tition of the figure “5” which soars outwards towards the viewer. Demuth’s signature
style would later be described as “billboard cubism,”* merging high Modernist formal
concerns with the rhetoric of advertising, and thus presaging many of the aesthetic
issues that would later be at stake in the American Pop Art movement.

In the 1960s, American Pop artist Robert Indiana revisited these works with
a series of paintings entitled American Dream. In his reworking of Demuth'’s painting,
Indiana laid claim to a distinctly American lineage, self-consciously linking two crit-
ical moments of the so-called “American Century”: Modernism and Pop. Refiguring
the fire engine into the five-pointed star of the American flag, Indiana added stenciled
words such as AMERICAN DREAM to reinforce the role of contemporary art in promot-
ing the idea of American ingenuity (and also to hint at its failings). The use of stencils
ostensibly removed the artist’s hand from the process, giving his painting the character
of a mass-produced commodity while retaining its aura as an original work. In the 1963
painting, Diamond Demuth Five [Fig.1],Indiana removed words all together,depicting the
“American Dream” through strictly graphic means; the spare composition, reduced pal-
ette, and distilled form of the central figure “s” function as a visual equivalent to the
streamlined structure of Williams’ poem.

BAIBAKOV art projects’ third exhibition at the Red October Chocolate Factory, FIVE
takes up this chain of references as a model for expanding upon the American artis-
tic lineage. Conceptually arranged as a five-pointed structure, the exhibition presents
a selection of recent works by Walead Beshty, Matthew Brannon, Wade Guyton, Sterling
Ruby, and Kelley Walker, five contemporary artists marked by their dedicated invest-
ment in process and the partnership of technology and chance. r1vE is grounded in
the “Original Five,” an accompanying exhibition featuring Diamond Demuth Five, as well
one work each from four of Indiana’s contemporaries—key American artists Donald
Judd, Ed Ruscha, Richard Serra,and Andy Warhol, who have each made crucial contri-
butions to the development of American art and image culture. Citing an aesthetic cor-
respondence, F1VE explores the continuing relevance of these artists, while revealing




the relationship of the newest generation with their
artistic predecessors, as they work to resolve and cri-
tique the formal questions put forward by American
Modernism.

To start, one must first consider the specific charac-
ter of “American Modernism.” A broad definition posits
“Modernism” as Western society’s response to the new
developments in technology in the wake of the Industrial
Revolution. However, this designation implicates such
a wide range of trends and tendencies that certain
strands must be isolated in order for the term to be of any
practical use. For the purposes of this essay, Modernism
applies to the critical inquiry into the “image,” prompted
by new technologies of reproduction.

Walter Benjamin famously elaborated upon the
dilemma these technologies posed for the existing
concept of art in his essay, “The Work of Art in the Age
of Mass Reproduction.” Most significantly, mass pro-
duction challenged the idea of the “original,” fostering
the birth of image culture as the “artwork” separated
from its origins on canvas and gained a distinct exis-
tence as an “image.” Meanwhile, advances in photog-
raphy freed painting from the obligation to represent.
Thus reduced to its form and material, art could sim-
ply be about art—in theory. In actuality, the very notion
of “art for art’s sake” was heavily marked with social
and political motivations.

The moment of Modernism provided America
an opportunity to reinvent itself internation-
ally, through the promotion of a politically charged
“American Art” addressed to (and partially authored by)
Europe. Throughout the nineteenth century, America
had been romantically imagined as a wilderness, unfet-
tered by history. At the turn of the century, this associ-
ation was changing; the concept of the pioneer evolved
to apply not only to territorial expansion, but also to the
radical redefinition of life within the existing urban
centers. America was no longer the land of prairie fron-
tiers, but instead a metropolis of skyscraper citizens,
a Machine Age mecca.This new character needed to be
reflected accordingly, with a new art and a new style
of self-expression. The problem, as Wanda Corn points
out in her book The Great American Thing, is that “whether

European or American, they did not know,a priori,what
such an art should look like.They knew that it ought not
to look European and that it ought to correspond to the
peculiarities of American society and culture. But they
felt that had on hand no intellectual understanding of,or
visual forms for,a modern national identity. These they
had to invent.” (xv)

The struggle to invent such an identity manifested
itself in the formulation of the so-called “American
Dream.” Originally rooted in production and the ideal
of an industrialized city, this Dream imagined an era
in which modern technology provided for the needs
of the common citizen. Graphically, this Dream was best
expressed by “billboard cubism,” which combined the
theatrical, the practical,and the industrial in its negoti-
ation of advertising rhetoric and the avant-garde.*

The second Post-War period sparked a reinvigora-
tion of the idea of the “American Dream.” Whereas ear-
lier, America had embodied promise as an uncharted
wilderness,a land of opportunity, in the wake of Victory
Day, those promises were presented as fulfilled, and
America became the land of plenty. Advertising no
longer focused on the potential production of goods,
but on their consumption; in a land of plenty, qual-
ity and exclusivity superseded practicality as the
most valuable aspects of a commodity. Accordingly,
the new Dream demanded an updated visual vocabu-
lary,inflecting the stylistic antics of “billboard cubism”
with the gloss of a contemporary commodity. If the late
1920s” “billboard cubism” had softened the hard edges
of high Modernism, the vocabulary following the 1950s
worked with the raw material of American Abstract
Expressionism, digesting the reassertion of form (and,
more pressingly, American art) into something more
palatable for the masses.

Inevitably, the ideological shift from the industry
to the individual fostered a certain alienation, whose
discontents would reveal themselves later in the 1960s
and 1970s. Up until the present moment, however, the
1950s remains the mythological period of plenty, the
closest the country ever came to realizing its grand
Dream, and an age whose ideology and advertising is
still a rich source of ready-made material for artists.

* In her exploration of American

Art, The Great American
Thing: Modern Art and
National Identity, 1915~
1935, Wanda Corn coins

the term “billboard cub-

ism”: *A style that in this case
brings together cubo-Futur-
ist compositional devices and
the bluntness, scale, mod-

ern typography, and legibility
of the 1920s posters and bill-
boards. Billboard cubism self-
consciously fused the high
principles of Modernism with
the low-brow practices of street
signage.” (209)
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THE ORIGINAL FIVE
American Modernism broke with the earlier con-
ventions of classical painting and launched
an investigation of form, authorship, and art in the
age of mechanical reproduction. Forty years later,
a new generation of American artists would take up
these questions, developing on the legacy of American
Modernism while addressing the concerns of their
contemporary moment. The exhibition “The Original
Five” surveys a selection of these responses, setting up
a conversation around form and material, image and
authenticity.

If the Modernists confronted the idea of an orig-
inal image, the mid-century introduced the mass
media,a system of widespread distribution for images.
Indiana had answered to this with his work, which
mimicked advertising and the machine-made aes-
thetic but retained its aura as a hand-painted original.
His American Dream series wavers between endorse-
ment and disappointment, as values such as LovEe
and the AMERICAN DREAM are spelled out with the
slightly sinister sheen of advertising.

Ed Ruscha would continue in this engagement with
the language and typography of advertising. His collage
Las Palmas (1967) [Fig. 2] is a forceful mingling of high
and low culture, repurposing pedestrian materials such
as a leather belt. The fixed placement of the belt sug-
gests a street sign while also subscribing to the tropes
of Abstract Expressionist composition. Later, the artist
would develop a painting practice, which would invest
typography with a high-art aesthetic. Depicting single
words, posed in billboard-ready arrangements, Ruscha
uncovered the pictorial potential of written language.

Andy Warhol worked in reverse from his contem-
poraries, exploiting the specific character of the silk-
screen technique to remove the artist’s hand, using the
mass production to make an “original.” Warhol sys-
tematically reproduced images “reclaimed” from mass
media, forwarding a critique of commodity culture and
the circulation of images while challenging notions
of authorship or authenticity. Assigning an image
anew context as an artwork, Warhol voided its previous
function. Part of the Disaster series, Ambulance Disaster

(1963) [Fig. 3] reprints newspaper footage of a car acci-
dent.The granular effect of the artist’s manual enlarge-
ment of the image interferes with an immediate legi-
bility. The resulting silkscreens are eerily beautiful, in
contrast to their horrific content.

Formulated concurrently with these critiques
of pop culture, a second strand of art would triumph
the materiality of art over the politics of the image.
Donald Judd championed what would later be termed
“Minimalism,” a concentrated elevation of form and
material that openly embraced a new industrial aes-
thetic and monumentality. Rather than fashion a rep-
resentation of the world around him, the artist used
“real materials in real space” to create his so-called “spe-
cific objects,” which combined aspects of both paint-
ing and sculpture. His untitled piece from 1966 [Fig.4] is
an example of one such object. The simplified arrange-
ment of steel and Plexiglas suggests a sculpture, but
its dependence on the wall roots it as a painting. While
traditional painting fixed an image within the frame
of the canvas, Judd opened the “image” of his objects
to time, travel, and chance, with the experience of the
piece varying relative to the viewer’s own position.

While not necessarily subscribing to Judd’s tenets,
Richard Serra likewise sought to reinject a materiality
into his work, breaking from the tyranny of the image
to endorse the artistic gesture. Serra developed his own
artistic grammar, based on formal reductionism, site-
specific reference, and a central theme of gravity and
balance. In a drawing from 1975 [Fig. 5], Serra applies
a thick layer of paint-stick with an elegantly-distilled
composition, celebrating the mass, density,and volume
of a simple form.

All five of these artists demonstrate an interest
in surface and repetition, producing artworks rooted
in their contemporary moment, but in dialogue with
American Modernism (sometimes directly so,as in the
case of Indiana’s Diamond Demuth Five.) Their practice
takes account of a rapidly expanding image culture,as
they explore, impede and empower the ability of an
image to “act.” Both formal and conceptual, their her-
itage provides the foundation for understanding the
works presented in FIVE.




EIVE AT BAIBAKOV ART PROJECTS

The artists selected for F1vE revisit the concerns
of American Modernism in the context of a new image
economy. Recent technologies in digital reproduction
allow an image to be circulated unceasingly without
a loss in quality or consistency, enabling new patterns
of production and distribution. These artists explore,
exploit or thwart those patterns, with a concentrated
emphasis on process and materiality.

It is significant that F1vVE requisitions a former fac-
tory as the site for these explorations. While the exhi-
bition emphasizes the critical and aesthetic American
lineage of these artists, the relocation to the Russian
context opens the works up to additional interpreta-
tions. Within the walls of Red October, the works are
brought into dialogue not only with “The Original
Five,” but with the rich history of the factory itself.

Originally built as a private enterprise by the
German Einem family in 1853, the factory was nation-
alized and re-christened “Red October” as part of the
Russian Revolution.Unable to reconcile chocolate with
Soviet ideology, the state instead made an aesthetic
claim for the continued production of what was essen-
tially a luxury. Constructivists including Alexander
Rodchenko, Lyubov Popova, and Vladimir Mayakovsky
were commissioned to create advertising campaigns,
that would fuse the consumption of chocolate into
the politically-correct life of Soviets. The images pro-
duced remain some of the most influential examples
of Constructivist compositions. A similar ideological
renovation took place on the factory floor. The extraor-
dinary spaces display a mix of original architecture and
the post-Revolutionary redactions, mingling the aes-
thetic with the practical.

Thus, while conceptually, F1vE may be most con-
cerned with technique, process, and form, socially
and politically it operates with the same ambiguity as
Matthew Brannon's exhibition poster [Pg.56], whose
depiction of Russia was explicitly filtered through the
American imagination.

MATTHEW BRANNON
An artist who has consistently engaged with assump-
tions in iconography and typography, Matthew
Brannon appropriates not only the language of pop-
ular culture, but also its forms. In his commissioned
contemporary update of the “s” motif, he draws par-
ticularly from the aesthetics of the poster, in a mod-
ern equivalent of “billboard cubism.” At a time when
many of the consumerist attributes of the American
Dream have been transposed (rather disparagingly)
onto other nations, Brannon uses his graphic sensi-
bilities to mobilize many of the mythologies currently
surrounding Russia. He constructs his imagination
of the country from crystal glasses and caviar, a Vodka
bottle and Nabokov. The “5” itself is insinuated in the
empty space between the glasses and the caviar lid, in
an inverse of the earlier compositions.

The tension between the evident and the implied is
one of the foremost characteristics of the artist’s oeu-
vre.Combining lithography, letterpress and silkscreen
techniques, Brannon makes judicious use of clean col-
ors, flattened forms, and suggestive silhouettes, bor-
rowing the silken language of luxury advertisements to
undermine the assumptions informing these commer-
cialized constructions of desire. Rather than stage a cri-
tique of commodity culture or the print medium, emp-
tying signifiers through a Warholian repetition of an
image, the artist makes unique prints of stylized forms.
He draws from a repertoire of recurring iconography,
typically tied to tropes of luxury goods or the trappings
of success (such as high heels or cocktail glasses); it is
thus not so much that his signifiers have been emp-
tied, as that which they signify is itself already a void,
outmoded or passé. These forms are immediately leg-
ible, but troubled by the addition of seemingly vacu-
ous phrases.

At times sardonic, coquettish,or cunning,Brannon’s
text opens his images to what he calls “inappropri-
ate reception”; the words are formed with the same
exacting precision as the rest of the composition, but
they contain an element of subversion, as they waver
between the intentional and the arbitrary. For exam-
ple, immaculately-printed images of vinyl records




reproduce the abstracted format of the “Gold Record,”
but are displayed with dubious titles such as Fried
Clams, Unmade Bed or A Messy Affair [Fig. 8]. In another
series of “tapestries” (combined silkscreen and embroi-
dery on unstretched canvas) [Fig. 9],an Oscar statuette
stands amongst some shrubbery, beset by pigeons like
a city sculpture or a park bum. The figure is helpless
in the face of its increasing irrelevance as a marker
of success in contemporary culture. Then again, as
a sculpture, it cannot care for such things, and any
anxiety experienced in the image remains the view-
er’s own projection. Brannon offsets this existential-
ist bent with the frequent inclusion of animal imag-
ery (or sounds, in the case of Hyena, 2006 [Fig.10],which
features a soundtrack of a hyena'’s laugh, painstakingly
recorded by the artist during trips to the Berlin zoo.)

Discreetly subversive, Brannon’s pseudo-adoles-
cent diatribes mask a mature mastery of visual lan-
guage and aesthetics.The artist’s choice of media—the
silkscreen, the lithograph, collage, and even embroi-
dery—deliberately circumvents the value-system
associated with the constant, commercially-moti-
vated drive towards the “new” or clichés of masculin-
ity. His graphic sensibility upholds a similar nostalgia,
deriving from sources as disparate as Hollywood silver
screen posters and garage-band merchandising from
the Los Angeles punk-rock scene. Like the advertis-
ing of the 19508, whose seductive tones and optimistic
taglines masked a growing alienation of the consumer
public, Brannon’s non sequitur “taglines” touch on the
disappointments of adult life, social malaise, and the
fear of failure. The final images function not so much
as a critique of commodity culture, as much as relics
of that culture.

KELLEY WALKER

As with Brannon, Kelley Walker excavates the content
of advertisements and iconography, but he chooses
the technique of reproduction rather than stylization
or quotation. Expanding on Warhol's critical inquiries,
Walker has pioneered the language and process of dig-
ital replication, using a digital scanner to appropriate
not only imagery, but also the direct traces of physical
objects. The artist prefers the term “re-appropriation”
to “appropriation,” to avoid the implied finality of the
latter; rather than fixate a found image in a new con-
text, Walker chooses images intended for mass distri-
bution and attempts to momentarily free the images
from the current cycles of production and distribution.

With Warhol, appropriation was a form of artistic
statement, a critique and commentary on authorship,
context, and the signification of one medium
imitating another. Walker is primarily concerned

with the construction and consumption of images
within the contemporary image economy, wherein
digital technologies allow for a purportedly endless
circulation of an image without any quantifiable loss in
quality. Recognizing the potentially eternal existence
of the image, Walker assumes the radical stance
of emancipation. If Brannon plays off the associations
of given iconography, Walker denies any claims on the
image—including his own.

The artist’s stance applies not only to images, but
also to technique and technology; Walker quotes freely
from the practice of his predecessors, approaching
their ideas and innovations as tools available for his
own creative use. For instance, Walker has reworked
many of Warhol’s projects, from his Rorschach ink-
blots to his riot imagery. Warhol's infamous Race Riots
series appropriated newspaper images of racially-moti-
vated riots and then staged a glamorous dismissal
of the represented events, reproducing them as aes-
thetic images rather than witness. Walker returned to
Warhol's sources, retrieving similar images, which he
then interrupted with an absurd ejaculation of tooth-
paste, satirizing the erotic undertones of the action
through the use of a deliberately hygienic material.
In a further gesture towards hygiene, the toothpaste
itself does not come into physical contact with the
photograph. Instead, the artist applies this unortho-
dox material directly to the scanner bed and digitally
collages the resulting scan on top of the other found
images. A similar process is at work behind Walker’s
series of “chocolate works”; however, for these works,
the artist does not only drizzle chocolate onto the sur-
face of the scanner, he uses actual chocolate as “ink”
when printing the composite image.

Pushing the possibilities of the silkscreen tech-
nique, Walker’s self-described “brick paintings”
[Figs. 17-20] are actually multi-layered collages, the
products of a deceptively complicated process.The art-
ist first scans individual bricks and cinder blocks, one
by one “laying” them in a digital composition (which
owes much of its formal arrangements to the artist’s
New York City surroundings, conjuring the bricked-
up facades of the Lower East Side).The finished images
are manually silkscreened onto gessoed canvas using
translucent dyes, which imbue a near photographic
finish to the work. The artist counters this hyperreal-
ism by manually printing the images using oversized
silkscreens that inherently offset registration or intro-
duce other minor variations. Next, he hand-cuts “mor-
tar” from newspapers or magazines including The New
York Times, The Guardian or Hello!. He includes one page
from the particular source material on the back of the
image, a systematic act in the vein of artists like On




Kawara. As a final gesture, Walker does not specify any
precise orientation for the finished works, betraying
the portrait and landscape conventions of traditional
painting.

Walker’s work has turned to Warhol not only
as inspiration, but also as content. The famous pro-
ducer of icons appears as an icon himself in the series
Andy Warhol and Sonny Liston fly on Braniff (When you got
it—flaunt it) [Figs. 22, 23]. Walker reproduces an adver-
tisement for Braniff luxury airlines, which pictured
Warhol, at the height of his fame, and acclaimed boxer
Sonny Liston, enjoying the airline’s spacious accommo-
dation. Walker obscures Warhol's face with a collection
of silkscreened stars,embellished with Lindt chocolate
wrappers.The set of twenty-four prints are arranged in
a horizontal procession, exploring the potential manip-
ulations made possible by digital technology,while pre-
serving a certain nostalgia for a dated palette of col-
ors and imagery. In a nod to another of his influences,
the artist Felix Gonzales-Torres, Walker produces this
image as a poster to be given away freely to visitors,
putting into practice Walker’s ideas about image cir-
culation. Typically the posters are made available in
a stack at the center of the room, leaving the viewer to
decide whether or not to take one.

of all of his works, the Mac series most cleanly
encapsulates Walker’s practice of “recycling” fixed
images back into the dynamic flows of the image econ-
omy. The artist begins with an archaeology of his own
practice. For an early series, he had sought to escape the
systems of image “consumption”; rather than offering
a framed, final “product,” Walker distributed disks con-
taining digital files alongside permission for the owner
of the disk to tamper with the images at their discre-
tion. (Critically, Walker retained the rights to these
images, even in their altered states.) In response to
this experiment, most collectors ignored the possibil-
ities offered to them by the artist and simply printed
the works in the more palatable format of a poster. By
collecting and scanning photographs of these posters
installed in the collector’s homes or galleries, Walker
once again “frees” the images into the realm of digital
manipulation and distribution.

For the Mac series of “self-portraits” [Fig.16] Walker
samples advertisements for the Macintosh computer
company, mining the rich media history of a much-
fetishized object. He then integrates the scanned
installation shots from collectors’ homes into the
flow of advertising imagery, confusing consumerism
and image consumption. The particular lightbox for-
mat echoes the lit screen of a laptop computer, but at
a scale that typically connotes contemporary advertis-
ing, suggesting the lighted signs on street corners and

subways. Rich with humor, irony, and an understand-
ing of composition, Walker’s works seize on the possi-
bilities of image-making in the digital era. His practice
merges manual and digital processes, whose intrica-
cies are masked by the seeming simplicity and candor
of the images produced.

WADE GUYTON

with his “printer painting,” Wade Guyton further blurs
the bounds between manual and digital,employing the
traces of his production process as an aesthetic device.
His inquiry into visual semantics follows a narrative
trajectory, tracing back to his 2003 series of “printer
drawings.” Tearing pages out from pictures books,
the artist “negated” their surfaces with a bold x, exe-
cuted with a large-scale printer. Thus from two exist-
ing images—the found photograph and the digitally-
derived x —Guyton generated a third “original” image,
whose own significance amounts to more than the
compounded significance of its sources.

Guyton soon transitioned into printing directly
onto canvas. What differentiates the artist’s approach
from traditional printing is that Guyton employs
a computer printer, which is pointedly ill-equipped to
handle such material and must thus be “tricked” into
accepting it. The canvas itself must be doubled over to
pass through the printer, meaning that the works are
bisected vertically through the visible “gutter” cre-
ated by this fold. Guyton further intervenes by tug-
ging and pulling at the canvas as it feeds through the
printer, triggering print errors and surface irregulari-
ties that prevent a perfect reproduction of the digital
image.This tactic removes the artist’s hand only nomi-
nally from the painterly process, as the artist’s intent is
inscribed in each variation resulting from his unorth-
odox printing technique.

By allowing for the material to misalign with the
printer, Guyton directs attention to the medium. This
approach is very much indebted to Warhol, who seized
upon the off-registration of a silkscreen as a tool for
breaking the illusion of depth and returning the focus
to the surface. Following Warhol's lead, Guyton trans-
forms the process into a pictorial device in itself, mak-
ing his work as much about the production as it is
about the motifs contained within.

As with Brannon, and Indiana before them,
Guyton's selected motifs derive primarily from typog-
raphy. For his “printer drawings,” Guyton had printed
a thick, black x over found images.Soon afterwards, the
u made its debut in the artist’s repertoire. While the
x threatens to void content, the u acts as a container,
creating a space to be filled. A third recurring motif is
the flame, which was originally excerpted from a book
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cover. In 2006, Guyton produced a series of paintings
that included both the u and the flames [Fig.25]. While
repetition has always been crucial to Guyton'’s prac-
tice as a technical device, in these particular paint-
ings, the artist experimented with systematic varia-
tions of a composition of set elements.

The v or the x gradually lost possible semiotic asso-
ciations as Guyton began to embrace a larger degree
of abstraction. In the interim works, the motif takes
a life of its own, both a symptom and a victim of the
technology used to produce the works.This is visible in
the untitled series of Epson inkjets on linen from 2007
[Figs.26-30], in which the x appears fragmented, par-
tial, or disjointed. While Guyton’s initial use of the x
might have wielded certain associative meanings (the
crossing out of the base image, a rejection of the illu-
sions of the real,or even the acting signature of the art-
ist), here the x has forfeited its semiotic integrity in
favor of compositional ingenuity.

Around 2007, Guyton’s canvases make another
distinct evolution. The printing process is carried
to its extreme, and the image is completely emp-
tied of motifs (creating the new motif of the mono-
chrome). These monochrome paintings [Figs. 31,32-38]
are based on computer illustrations of solid black rect-
angles, which must be printed multiple times to cover
the entire surface of the canvas, which has already
been folded to fit through the printer. Guyton qualifies
this series as “ostentatiously” monochromes, as their
surfaces are rife with errors, irregularities, and moiré
patterns from the printing process. This particular
moment in Guyton's practice can be related to Richard
Serra’s prints, dating from the mid-1970s. While Serra
had sought to return to the materiality of process and
to the body as an agent of production, Guyton mines
the collision of a visual image and the mechanical
means of its production.

STERLING RUBY
Sterling Ruby’s reassertion of surface and material-
ity emulates the artist’s conflicted relationship with
Minimalism. Ruby self-consciously applies the vocab-
ulary, scale, and forms of the Minimalism, but he
plays up the deliberately “dirtied” and deceptive qual-
ity of his materials, in what he calls “Unmonumental
Monumentalism.” The artist thrives on the clash and
co-existence of opposites in his work; he often charges
pieces with strong antithetical statements (such as
“anti-beautiful” or “Anti-print”), but the objects them-
selves appear more ambivalent, bowing to the artist’s
beloved “Amorphous Law.”

Perhaps this respect for all things amorphous can be
traced to Ruby’s early experience with a particular sort

of West German studio pottery.Termed “Fat Lava” and
characterized by garish coloring, bizarre patterning,
and contrasting forms, this pottery was produced
between the 1950s and 1970s, at the peak of innovation
in ceramics. Ruby’s mother not only collected this
work, but dabbled in it herself. While Ruby touches on
a dizzying array of media—from drawing and painting
to sculpture and video—his ceramic practice remains
fundamental to his broader vocabulary. Even today,
the artist champions many of the key characteristics
of “Fat Lava,” using unusually thick drip glazes and the
volcanic glazes in his organic clay forms.

Ruby positions much of work as overtly polemical to
Donald Judd's The Complete Writings, Judd’s decisive (often
dismissive) pronouncements on the state of art. Reading
Judd triggered an almost visceral, anti-Minimalist
response in Ruby, clearly stated in his Anti-Prints
[Figs.39-41]. In this series, Ruby overtly decries the tyra-
nny of geometrywith the black-lettered graffiti LonG LIVE
THE AMORPHOUS LAW or the assurance that THIS WoON'T
LAST spray-painted over “Minimalist” architectural
drawings. Complicating this assault on Minimalism are
the placard’s marble supports,which appear as if specific
objects” requisitioned for practical use.

Ruby’s relationship with Judd plays out more prob-
lematically in his sculptures [Figs. 42-44], which often
make explicit formal reference to the work of the latter
artist, borrowing not only form, but also the industrial
scale and material. Rather than preserve the immac-
ulate surfaces (as espoused by Judd), Ruby makes his
work accessible to the viewer through visible finger-
prints, smudges, and crudely-etched inscriptions.
Ruby’s paintings [Figs. 46, 47] similarly consist of mate-
rial accumulation, insinuating the “anti-beautiful”
accretions of bodily fluids. Ruby’s paintings, like his
sculptures, owe a debt to the artist’s encounters with
street gang graffiti in Los Angeles, California. There,
gangs mark their territory with spray-painted “tags,”
which are then layered with counter-claims, eventually
building into an indecipherable image. To create these
paintings, Ruby engages in a one-man warfare, tagging
the canvas with spray-painted claims. The “acciden-
tal” aesthetics of the works in turn suggest recent art
history, with a particular affinity to American Abstract
Expressionism. Ruby interrupts these potential aes-
thetic allusions with a liberal spattering of additional
paint drips, which break the spell of the “beautiful”
surface.

As with the traces left on the Formica works, the
drips in the paintings record the artist’s labor and the
quantity of spray-paint expended in the production
process. Their scale and weight would almost seem to
align the paintings with sculpture.




The works comprising the artist’s Alabaster series
from 2008 [Figs.48-53] likewise oscillate between their
status as object, sculpture, and painting (inherently
invoking Judd’s definition of the “specific object”).
Made from injecting dies into urethane slabs, the
works mocks the Minimalist idea of the perfect mono-
chrome surface, presenting found pastiche patterns as
a surface for painterly contemplation. Posing for ala-
baster or high-end marble slabs (when in fact they are
made of a pedestrian petroleum derivative, no differ-
ent from the countertop of a fast food restaurant), the
works also confront the high-Modernist adage of the
purity of form and material.

WALEAD BESHTY

Aswith the other artists, Walead Beshty focuses on the
technical processes of the production of an image, but
he removes the process even further from the artist’s
control. Whereas Guyton's and Ruby’s surfaces trans-
lated traces of the process into aesthetic devices, Beshty
experiments with more direct means of imprinting
these traces, rendering the resulting images more doc-
umental than decorative.To accomplish this, the artist
sets the technology, but allows time and travel to play
the key role in production, often inviting environmen-
tal factors (or even audience members) to participate in
the creation of his images.

From the beginning, Beshty’s work has reflected
an interest in time, travel, and accident. His early pho-
tographs surveyed the particularities of shopping
malls as spaces explicitly designed to facilitate circu-
lation (both of commodities and of consumers). From
2001 to 2006, he frequently traveled to Berlin, where he
photographed the abandoned Iraqi Embassy. During
one return trip from Germany to the United States, the
artist’s negatives were partially exposed as his baggage
passed through the airport security scans. The chro-
matic “damage” to the negatives acts as an additional,
accidental processing, layering swaths of color over the
images of the embassy’s destruction.

with the resulting body of work, candidly called
Travel Pictures, Beshty subtitles each print after the
accidental chromatic variations, rather than after the
original photographed event. Thus, an image of books
strewn across the floor takes on the pseudo-idyllic title
Travel Pictures (Rose), in deference to the pink tones
seeping down one side of the image.

Beshty later produced a second series, Transparency
|[Figs.54-59],which appropriates the accidental abstrac-
tions created by the airport security scans and isolates
them as distinct images. Whereas the chromatic vari-
ations in his Travel pictures had happened by chance,
here Beshty deliberately exposes empty film to airport

x-rays. While the artist cannot control the effect of the
exposure, he asserts his authorship by selecting, scan-
ning,and cropping sections of the negatives. He derives
the titles for these images from a formulaic combina-
tion of the dates and locations of the journeys that
produced them, suggesting an abstracted travel diary.
Further distancing this record from the event, the art-
ist uses the airport codes, rather than the city names.
This tinges the series title with even more irony, fur-
ther contrasting the evident with the obscured.

Beshty concurrently developed a large body of work
based on photograms. Developed in the early 20th cen-
tury, the photogram technique consists of exposing
photo-sensitive paper to different degrees of light. This
direct processing records any obstruction between the
light source and the paper, inscribing traces of any
objects placed on the paper. The photograms essen-
tially replicate the effect of the x-ray machines, but
they allow the artist more agency over the duration
of the exposure and affected areas. Beshty has exper-
imented with multiple manipulations and variations
of this technique, altering the compositions through
folding, crumpling, or curling the paper, as well as
through adjusting the intensity and angle of the light
[Fig.61].

Beshty takes a similar approach to his three-dimen-
sional objects. For his recent series using FedEx boxes,
the artist commissions glass cubes custom cut to the
dimensions of FedEx readymade mailing materials. He
then sends these objects to the exhibition site through
the eponymous courier service. Along the way, each
object incurs incidental damage from its specific jour-
ney,which are recorded in the fractures along the glass
surface. Upon reaching the exhibition, each unique
work is displayed with its original packing material, as
yet another adaptation of the travelogue.

In his work with mirrored floors [Fig. 60], the dam-
age is incurred not by anonymous handlers, but by
the visitors to the space. Beshty covers the entire floor
of the exhibition space in reflective glass. As visitors
travel through the room, they become the co-authors
of the work, creating cracks and fractures along the
surface. At the end of the exhibition the panels are
removed so that they can be displayed again on a wall
like a painting, documenting the exhibition history
through traces of the visitors’ presence. In this sense,
what is displayed during the exhibition is not the prod-
uct but the production.

GUYTON | WALKER
If Beshty works with the floor of the gallery, Guyton \
Walker turn to the walls; their silkscreens are printed
onto dry-wall, a material more commonly found in the




make-up of gallery walls, than on them, The deliber-
ately “base” nature of the material layers with the anti-
authorial nature of the media—silkscreened imagery,
that has been scanned (offering another interpretation
of the direct trace) and then subjected to further digi-
tal manipulations.The process does not so much erase
the artists’ hand as digitally disguise it.

A collaboration between Wade Guyton and Kelley
Walker, this truly integrated practice functions as
an entity entirely distinct from the artists that com-
prise it. Guyton \ Walker began to exhibit in earnest
around 2004, but the two artists had initiated their col-
laboration even earlier, while studying together at the
University of Tennessee, Knoxville. This was a moment
on the cusp of the technological shift in media tech-
nology, at the advent of the sophisticated media pro-
grams that were to radically change access and agency
over the image.

Guyton and Walker responded to this technologi-
cal shift in different ways, reflected in the logic of their
individual production processes. Through this under-
standing, Walker, with his scanner, takes on the con-
ceptual ramifications of the “input” of information,
while Guyton, with his digital printer, produces the
“output.” These distinctions blur, absorb, and erase
themselves in their collaborative process. Using a dou-
ble-barrelled name, Guyton \ Walker carves a space
that is more humorous than their individual produc-
tion. Layering art historical associations while prob-
ing the possibilities of image production when a scan-
ner and printer are not used according to the manual,
Guyton \ Walker’s experimentations trouble the rela-
tions between artist and technology, alternatively
oscillating between artistic intent and indifference.

Guyton \ Walker interrupts the structure of F1vE
with a “sixth” intervention. For Untitled (2008) [Fig.63],
Guyton \ Walker loaded a flat bed scanner with sliced
limes, splayed pomegranates, and bananas —some
still tucked in their peels. The scanner’s optics cap-
tures negative space, gauging the relative differences
in opacity and transparency. The images are altered
digitally and then printed onto dry-wall panels. Often
in their installations, these panels are propped up by

paint-cans, whose labels are simultaneously echoes
and origins of the imagery on the panels. Indeed,
much of the imagery depicted on the particular pan-
els in F1vE was produced by rolling the labeled paint
cans across a flat-bed scanner as it was operating. The
result distorts the cylindrical form into a wavy stripe,
emblazoned with a lone orange slice, textile samples,
or swaths of clean, bright color.

More than a display of technical prowess, Guyton \
Walker's work invokes a Pop sensibility with a per-
ceptible vacancy. If Warhol had used the technique
of reproduction to empty images, Guyton \ Walker
seize on similar technologies to create images that are
“ready-made” as empty.Their experiments investigate
the extent to which art can act as ambivalent in a new
image economy.

FIVE

When assembling this exhibition, it seemed partic-
ularly important to present this work within a social
and political framework, despite these artists’ strat-
egies of aesthetic ambivalence and process-oriented
practice. The recent interest in reinvesting the con-
temporary work of art with materiality and form is in
no ways limited to an “American” response. Indeed,
many of the technologies that have enabled these for-
mal advances have likewise worked to dismantle con-
cepts like national identities, promoting instead a free
exchange of images, ideas and information. By recover-
ing this “American” subtext, however, F1VE recognizes
the specific context of the exhibition and distinguishes
the trajectories presented from Russia’s own rich his-
tory of Modernism (which maintains an entirely dif-
ferent—but equally complicated —relationship with
commodity culture). By both excavating a conceptual
lineage for the works presented but also emphasizing
their ability to act as or imitate commodities, FIVE is
able to address a new economy of image production,
circulation and consumption.




THXOTBOPEHHE YHIBAMA KAPIOCA YHABAMCA «Belukas umdpar

NOCBAMIAETCS MHUMOJIETHOM BCTpeYe 103Ta C NMPOHOCAIEHCS MHUMO

IyAsied MoKapHOH MAIHHON ¢ HAPHCOBAHHOM Ha 60Ky HPpOM «5».

OTPBIBHCTBIE CTPOKH CTHXOTBOPEHHS MEPeNaioT OUlyIieHHe CKOPOCTH,

a X CTPOMHbIE rpadUuecKue PSB! OTAATEHHO HATIOMHUHAKOT OYepTaHHs
HBIO-HOPKCKHX He60CKpe6oB, Cpefin KOTOPBIX XKHJI 103T. ITO COMEeTaHHe MPOCTOTHI
¥ H306peTaTeNlbHOCTH BOIUIOMIaeT B cebe AHHAMMKY aMepPHKaHCKOTO MOIEPHH3Ma,
KOTOPBIH HA NONHOM CKOPOCTH HECeTCs CKBO3b HOBBIE rOPO/CKHE MPOMBINIIEHHbIE
nangmadpTe. CTHXOTBOpeHHMe «BeuKas ¢ pan BHI3BAIO LETYI0 BOXHY HHTepeca CpesH
XYAOKHHKOB ¥ BAOXHOBHJIO MX HA CO3/IaHHE TBOPYECKHX «OTBETOB» YHIBSMCY, OCHO-
BAaHHBIX Ha MHTEPIPETAIMY ero mpoussenenus. [ludpa 5, 060raleHHas HOBBIMH acCo-
UHANMSAME ¥ CMBICIAMHU, CTANA FEPOMHEN KaPTHH M MHCTAUISIIHIM.

TlepBbIi TaKOW «OTBET» POAMJICHA B 1928 roAy, KOTAa aMEPHKAHCKHM XYA0KHUK
Yapnasa JeMyT co3fan KapTuny «Iludpa 5 B 3010Tex. YAeuas BHUMAaHHE «3BYKOBBIM
apdexTam», HHTEPECOBABIIHM YHIBAMCA, leMyT HCTIONB30BAJ XONOHEIE MeTa//IHYe-
CKHe OTTeHKHM, rpadMyecKie MOBTOPEHMS ¥ CTHAN30BAHHBIN BU3YAIbHBIN P, 9TO6BI
TiepeAaTh «y/aphl POHTa / 3aBBIBAHME CHPEHBI / M FPOMBIXaHHe KOJIeC IO MOCTOBOMH»,
XyA0KHHMK CO3Jal OIyIeHHe CKOPOCTH GOPMaNbHBIMYU CPEACTBAMM — «IISTEPKa»
TOBTOPSETCS Ha KAPTHHE HeCKOMbKO pa3, Kak 6yaro 6b1 Bee Aanblie YAISACH OT 3pH-
TeNs. ABTOPCKHI CTHIIS JIeMyTa 103Ke Ha3Ba/lH «IUIAKATHBIM KyGH3Mom» *. CoueTaHHe
$opmanbHBIX pa3paboToK BRICOKOTO MOJEPHH3IMA C S3IBIKOM PEeK/JIaMbl BO MHOIOM ITpe-
BOCXMTHIIO 3CTeTHHECKHE YCTPEMIEHH S, KOTOPBIE NO3XKe CTAIX OCHOBOH aMepHUKaH-
CKOIO HAaITpaBJIeHUs TOM-apT.

B 1960-X roflax aMepUKaHCKHH XYA0KHUK non-apra Pobepr HHanaHa obpaTuics
K 9THM JABYM ITPOM3BEICHHSM B CEPHH KaPTHH «AMepHUKaHCKasg MeuTar. Jlefas OTChUIKH
K pabore [leMyTa, OH IPOAEMOHCTPHPOBAJ OTYETIHBOE AMEPHKAHCKOE ITPOHCXOXK/e-
HHE CBOEH KAPTHHBI, CBA3aB /{BA BAKHEHIINX 31TH30/Ia TAK HA3hIBAEMOT0 «aMepHKaH-
CKOTO CTONeTHS» — MOJAEPHM3M M Non-apT. HHAWAHA MPeBPaTHI NOKAPHYIO MALIHHY
B IATHKOHEYHYIO 3B€3]ly C aMePHKaHCKOro ¢Iara M BhIBeI Ha NOBEPXHOCTH KapTHHBI
C IOMOMIBIO Tpadapera ¢ZI0Ba AMERICAN DREAM, TeM CAMBIM NOAYEPKHYB POJIb COBpe-
MEHHOTI'0 HCKYCCTBA B MPOJABMIKXEHMH HIEH aMEePUKAHCKON CHJIBI M CO3MIATeNBHOCTH
(a Taxke Hamexas Ha ee Mpomaxw). Ucnoas3opanue Tpadapera 0CNabHIO PYKOTBOPHBIN
XapakTep 9TOH KapTHHLI M YIIOZ06HIO ee MAaCCOBOMY ITPOAYKTY, TEM He MeHee coxpa-
HHB aypy opuruHaia. B pabore 1963 roga «BpruUIMaHTOBad naTepka Jlemyran (M 1]
HuzuaHa y6pan Bee ¢/108a M M306pa3uil «aMepHKaHCKYI0 MeSTY» HCKJIIOYHTEBHO Irpa-
druecKMMH CpeicTBAMH. JITAKOHHYHAs KOMIIO3HUILHS, OTPAHUYEHHAS [{BeTOBAs MaIU-
Tpa u cTporasi opMa «IATePKHy», TOMEIIeHHOH TOYHO B eHTpe KapTHHBI, CTY)KaT BU3Y-
ANBHBIM 3KBUBAZIEHTOM JTHHEHHON CTPYKTYPBI CTUXOTBOPEHHS YIIBEMCA.

«TISITh», TPEThs BBICTABKA BAIBAKOV art projects Ha pabpuke «KpacHbIi OKT6pb»,
paccMaTpHBaeT BCIO 3TY HEN0YKY OTCHUIOK H Napajuleed B KayecTBe MOJENH JUIS Ialb-
HeMUIIero HCCAeK0BAHMS MPEeMCTBEHHOCTH B aMEPHKAHCKOM MCKYCCTBE. DKCIO3HITUA
BBICTABKH, KOHHENTYANBHO BBICTPOEHHAN KaK MATHYACTHAA CTPYKTYPaA, NpeACcTas-
aseT HOBLIe paborsl Yaruaa BemTu, MaTeio BpeHHOHa, Yauza FaiToHa, CTepanHra

Beauxasa yudpa

w/Iun domds,
yauuHble Porapu
zopenu 6 pad,
4 suden 3onomyio yudpy 5
HA XPACHOM Ky308e
NOMAPHOZ0 2PY308UKA,
Gnecmawyio u Gezpaznuunyio
K ydapam zonza,
3A8bIBAHUIO CUPEHBL
U 2POMBIXAHUIO KOJEC O MOCTNOBOL —

3o70my10 UUPPY, NAPIULYI0
HAd yauyelt HOYHOT»,

Yunvam Kapaoc Yuavamc,
1921

) amep y «Benuxoe ase-
puxarcxoe deson Banda Kop ofsacHaem mepMuK «naaxamumi
KyGUIM» MAK: «M0 cmuab, Komopwiil ofsedunaem 6 cebe xomnosu-
YuoKne cpedemaa xybo-Bymypuima u GeIsickycHOCITb, KOBYI0 MUND-

pagiuxy n u P06 1920-X 20008,

* B csoem uck

ITAaKammiil KyGusM COTHAMETLHO CMEUILSAET SWCOXUE MPUNLLTIN

MOGEPHUIMA U HUZ08YIO KYALMYPY YAUNKOI PEXAGMBLs. (200)



Py6u u Kewtu Yonkepa — ISITH COBPEMEHHBIX XYA0K-~
HUKOB, KOTOpbIE YMEeJI0 COYETalOT B CBOEM TBOPUECTBe
NPOAYMAaHHOE MCIOAb30BaHHE HOBBIX TEXHOMOTHM
C 3/IeMEeHTaMM CIy4aitHOCTH. Tlapa/utebHas IKCIo3H-
uus «McxoaHble [Ty, KOTOpas BRICTYTIAeT OCHOBOM
BRICTABKH «I15ITh», BKIIOYaeT B cebs Hapsay C Kap-
THHOM Pobepra HHAMaHb! « BPH/UIMAHTOBAs NATEPKA
HemyTa» elie 1o oAHoH paboTe ero YeTepex cospe-
MEHHHKOB — KJIIOYEBbIX aMEPHKAHCKHUX XYAOKHHKOB
JAonanbaa Jxanaa, daa Pymn, Puuapaa Ceppsl ¥ SHAM
Vopxozna, Kak/bIH U3 KOTOPBIX BHEC 3HAYHUTENbHBIN
BK/Ia/l B Pa3BUTHE aMEPHKAHCKOTO HCKYCCTBA M H30-
6pa3uTeNbHON KyJABTYphl. O6panias BHUMaHUe Ha
ICTeTHYECKHe MMapasieNy, BRICTABKA «IIATh» HCCIe-
JlyeT HenpexoAsuylo aKTyalbHOCTh 3THX XYAOKHH-
KOB ¥ OGHapYKHBaeT CBSI3b COBPEMEHHOT0 MOKOAeHUS
C MX NpejIleCTBeHHHKAMH B pa3paboTke ¥ KPHTHKe
$OopManbHBIX BOITPOCOB, MOCTABIEHHBIX aMEPHKaH-
CKHM MOJIEPHH3MOM.

CTOMT Ha MIHOBEHHME 3alyMaThCa 0 crenuduxe
CaMOTro aMepHKaHCKOT0 MoiepHH3Ma. Hanbonee obiiee
onpesiefieHHe XapaKTepH3yeT ero KaKk OTBeT 3a1afHoro
obuiecTsa Ha MOABJAEHUE ¥ PA3BUTHE HOBBIX TEXHONO-
U, TIPOM30IIeIee ocae MPOMBILLIEHHON PeBOIIO-
MU, OHAKO MOHATHE «AMEPHKAHCKUH MOJAEPHUIM»
BKJIIOYAET B cebs TaKoe MHOXECTBO Pa3HoobpasHBIX
TPEHJIOB ¥ TEHJEHIIHH, YTO HEKOTOPHIE Xy/0KeCTBeH-
Hble HalpaBleHUs CIeAyeT PaCCMAaTPHBATh OTASIBHO
JUTSL TOTO, YTO6BI COXPAHHTH CTPOTOE ynoTpebienne
3TOrO TEPMHHA. B JaHHOM KOHTEKCTE NOHATHE «MOZIep-
HH3M» DIPHMEHAETCA 110 OTHOIIEHHIO K KPUTUYECKOMY
HCC/Ie0BAHUIO TPHPO/BI 06PA30B, MOABUBIIMXCS 61a-
roflapsi HOBBIM TEXHOMOTHSIM THPAKHPOBAHUS.

Hemenuxuii punocod 1 MCTOPHK BansTep BeHBAMIH
TTOCBATHJI AHANMH3Y 3aTPYAHUTENBHOTO MONOKEHUS,
B KOTOPOM OKAa3aj1ach TPAJAMIHOHHAS KOHUENIUS
HMCKYCCTBA NOC/E TIOSBIeHUS TEXHONOTHH BOCTIPOM3-
BOJCTBA M306pakeHHH, CBOI0 3HAMEHHUTYIO paboTy
«[Ipou3BeleHHe MCKYCCTBA B 3MOXY €ro TeXHH4e-
CKOHM BOCTTPOM3BOAMMOCTHY. TI0 CYTH, MaccoBoe 1po-
M3BOJICTBO IOCTABHJIO MOJ BOITPOC HALI0 «YHHUKATBHO-
CTH» TPOU3BEJICHUS] M ITOBJIEKJIO 33 COBOM NosSBIeHUe
u3o6paxeHuit, KOTopsie He 6bUIH 0683aHbI CBOMM

ITPOMCXOKAEHHEM XOICTY ¥ TeM He MeHee MOAyIHIH
CymecTBOBaHHE B Ka4ecTBe NPOM3BEeNeHUN MCKYC-
crea. Tem BpemeHeM doTorpadus ocBo6oAHIa KHBO-
ITHCh OT 06A3aTENBCTBA JOCTOBEPHOTO H306paKeHHU .
HCKyCCTBO, CBefieHHOe K GpopMe W MaTepHany, Teo-
PETHYECKH MOTIJIO CYLIecTBOBATh paju cebs caMoro.
B A€M CTBUTEIBHOCTH K€ CAMO TIOHATHE «MCKYCCTBO
Paay UCKYCCTBa» 6BUIO MPOAUKTOBAHO COLMANIBHBIMM
¥ NOTUTHYECKUMH MOTHBAMH.

3noxa MOepHHU3Ma MO3BOMWIa AMEPHKE 3aHOBO
OTKPBITh ce6s MUY Yepe3 MpomaraHay «aMepuKaH-
CKOro MCKYCCTBay, aipecoBaHHyw EBpone (1 oT9acTH
CO3JaHHYIO TaM Xe) ¥ OKPalIeHHYIO B MOTHTHYECKHE
TOHA. Ha MPOTAXEHHH X1X BEKa AMEPUKY POMaHTH-
3UPOBAIH KaK JHUKYIO 3eMII0, HETPOHYTYIO HCTOPHEH.,
K KOHIIy BeKa 3TH NMpejCTaBIeHHUSA NIPeTepreiln uame-
HEHHUS, @ HIeONOTHA NMePBOOTKPLIBATENIeH CcTaka He
TONBKO NIPHMEHATLCSH K TEPPUTOPHANBHBIM PaCIIv-
PEHHSAM, HO U TIPHUBEJIA U K PaJIMKAIbHOMY IepecMmo-
TPy 06pasa KH3HH B MMEIOIMXCS KPYITHAIX TOpoAax.
AMmepuKa Gonbine He 6bL1a 3emel 6ecKpaitHUX mpe-
PHH ¥ Tereps CTaJla MeTPONIONIHCOM M MEKKOH IS TeX,
KTO MOKJOHSUICS TEXHHYECKOMY IpOorpeccy, HOBOMY
BeKy MalllMH ¥ HeGockpe6oB. HOBBIH XapaKTep KHU3HK
JomkeH 6bUI HAWTH CBOE OTPaKeHHe B HOBOM HCKYC-
CTBE M HOBOM criocobe camoBsipaxenus. [Ipobrema,
Kak oTmeuaeT Banaa KopH B cBOe# KHHUTe «Belukoe
aMepHUKaHCKOe J1eJI0», COCTOS/IA B TOM, HTO «HH €BpO-
TIeHIIbI, HA aMePHKaHITbl M3HAYAIBHO HE 3HAIN, KAKMM
MMEHHO JI0/DKHO GBITE 3TO HOBOE HCKYCCTBO. Bee TOHH-
MAJIH, YTO OHO He JIOJDKHO BBIITISETH N0-eBPONeHCKH
H IO/DKHO COOTBETCTBOBATH 0COGEHHOCTAM AMEPHKAH-
CKOM KyTbTYphI ¥ 0611ecTBa. HO OHM YYBCTBOBAIH, YTO
He 06121/l HU MHTE/UIEKTYaIbHBIM ITOHMMaHHeM, HH
BU3YaNbHBIMH GOPMAMH /ISl BRIPAXKEHHS COBPEMEH-
HOHM HAIlHOHAIBHOH WIEHTHYHOCTH, OHH BRIHYKIEHBI
6BUTH MX H306peTaTHy.

VCHAUSA TI0 CO3aHHMIO «HOBOTO HYeNOBEKa» Clo-
KUIUCH B MaHUQECT TaK Ha3bIBAEMOM aMepHKaH-
CKOH MeuTsl. VKOpeHeHHas B Mjeane MpOMBbIIUIeH-
HOTO TOPO/ia ¥ NIPOH3BOAUTENIHFHOCTH, 3Ta MeyTa 6bu1a
yCTpeMieHa K 31oxe, B KOTOPOil COBpeMeHHBIe Tex-
HONoruM paGorarT Ha 61aro rpaxaaH. OHa Hana




cBoe Jy4inee rpadpuIecKoe BhIPaXKeHHe B «[UIAKAT-
HOM Ky6H3Me», KOTOPBIH COYeTall TeaTpajbHble 3/e-
MEHTHI C ITPaKTHYECKMMHM OCHOBAMH M TTPOMBIIIUIEH-
HBIMU TeXHOJOTHSAMH, 06PaIanch K S3bIKY PeKIaMBI
H aBaHTapay.

BTOpPOM NMOCAEBOEHHbBIH NEPHOJ CTAN BPEMEHEM
HOBOI'O pacIBeTa HieH «aMePHUKaHCKOW MeuThI», ECIH
paHblIe AMepHKa BoIUlomana B cebe npejcrasieHne
0 3aTepsBIIeNHcs HETPOHYTOH 3eMJie ¥ CTPaHe BO3-
MOXHOCTeH, To nocne Aus IMobeas: 3T obelanus
npeacTanu cOBIBIIMMMCH U AMEPHKA CTala CTPAHOM
H306MaMA, PeKaMa Teneph COCpefoTaYnBanach He
Ha NOTEHIMaJILHOM IIPOM3BOJACTEE TOBAPOB, @ HA MX
norpe6reHun. B cTpaHe M306MIHsA Ka4eCTBO M IKC-
KA03MBHOCTB 3aHAIM MECTO MPAKTHYHOCTH KaK CaMble
LeHHbIe XapaKTePHCTHKY ToBapa noTpebienns. Hosas
MeuTa norpebosana 06HOBAEHHOr0 cioBaps Gopm,
KOTOPBIH NPHBHEC B CTHAHCTHYECKHE U3bICKH «IUIa-
KaTHOro Ky6H3aman T0CK COBPEMEHHBIX TOBAPOB MOTpe-
6nenus. ECIH «NIAaKAaTHBIN KyGM3M» KOHIA 1920-X
TOIOB CMATYHJI OCTPBIE YI/IBI BRICOKOTO MOIEPHHA3Ma,
TO BHU3YaAbHBIN CA0Baph 1950-X rOAOB MMeEJ JeNo
C CBIPBIM MaTepHaJIOM aMEPHKAaHCKOTO a6CTPakTHOrO
SKCIPECCHOHM3MA, NPeo6pa3oBhiBas HOBbIE IKCIIEPH-
MeHTSI ¢ Gpopmoit (1, 9To 66110 emme 6o1ee HACYIHBIM,
HOBOE BUJIEHHEe AMEPHKAHCKOTO MCKYCCTBA) B HEYTO
6onee MpUBIEKATENBHOE JUIsSE MACC.

Be3aycaoBHO, MIE0NOIHYEeCKOe CMEIleHHe aKIeH-
TOB OT NPOMBINUIEHHOTO TPOM3BOACTBA K YENOBEKY
BBI3BAJIO OTYYKJAEHHE MOTPeGHUTeNs OT NPOAYKTA,
HEeJOBONLCTBO KOTOPHIM IPOSBUT Ce6s Mo3xke, B 1960-€
¥ 1970-€ rofibl. JI0 HACTYTUIEHUS 3TOI0 MOMEHTA NEPHOZ,
1950-X oCTaeTcs MHPONOrMIeCKON 3MOX0OH H306HIH,
MAaKCHMATBHO NPHUGIH3UBINEH AMEPUKAHLEB K Peaiu-
3aIMM BETHKOH MEUThI, ¥ OTPE3KOM BPEMEHH, HACONO0-
TS ¥ PeKJIamMa KOTOPOTo /10 CHX TIOP CAyKaT 60raTsimM
HMCTOYHUKOM MOTOBOIO MaTepHana JUisi XyZL0KHHUKOB,

«HCXOAHBIE NATH»
AMEPUKAHCKHI MOZEPHHU3M IOPBaJ ¢ TPAAHLUAMH
KJIAaCCHYeCcKOoH KHBONMCH M Havan paspabarsisath
HOBbIe KOHIENHH GOPMBI, aBTOPCTBA U HCKYCCTBA
B BEK TEXHHUYECKOH BOCIIPOM3BOAMMOCTH. COPOK JIeT

CIyCTH UCCIEAOBAHME ITHX BOMPOCOB MPOAOIIKUIO
HOBOE MNOKOJIEHHE AaMEPHKAHCKHMX XYAOKHHUKOB, Hacae-
AyA B 3TOM aMEPHKAHCKOMY MOAEPHH3MY, HO 06pa-
masch K npobsieMaM COBpeMeHHOM s cebs MOXH.
BricraBka «Mcxonusie [TaTh» mpejcTasiseT wabpaH-
HBEI€ «OTBEThI» COBPEMEHHBIX XYIOKHHKOB MOJIEPHH-
CTaMm, MPUIIANas K IHCKYCCUH 0 mpobaeme GopMsI,
MarepHaa,obpa3a ¥ MOHATHS Ay TEHTHYHOCTH.

EC/THM MOAEPHMCTHI HMETH 810 C OPUTHHANBHBIM
H306pakeHHeM, To CepeIHa X X BeKa Nolapiia yesiose-
YeCTBY MacC-Me/lHa — CHCTEMY IIMPOKOro pacipocTpa-
HeHHMA BU3YaJbHBIX 06p30B. HHAMAHA OTPearupoBan
Ha HOBbIE YCIOBHSA ITPOH3BEAEHUSMH, KOTOPBIE MOAPa-
HaNH PEKIAMHOMY IUIAKATY M 3CTeTUKE ITPOMBILIIeH-
HOTO IIPOM3BOACTBA, HO COXPAHAIH Ay Py PYyKOTBOPHOTO
OopHrMHana. Ero cepus KapTHH «AMEPHKAHCKas MeqTa»,
KOTOpas coobIlaeT TaKMM LEHHOCTAM, KaK «wIl060Bb»
M «aMepHKaHCKasg MedTan, J)YTKOBATBIH PeKJIaMHbIN
611ecK, nepesaeT OAHOBPEMEHHO BOCXMILEHHE ¥ Paso-
YapoBaHHE HOBOH PeaNbHOCTHIO.

3 Pyma npofgo/kua pabory ¢ THHorpapckum
A3IBIKOM peKnamsl. Ero komax «Jlac Maxsmacs (1967)
[Man. 2] ocHOBaH Ha CMEIIEHHH BBICOKOM ¥ HU3KOM
KyABTYP H MCIIOJIB30BAHUM «GBITOBBIX» MaTePHANOB.
KoXaHBli peMeHb, BKIIOYEHHbIH B KOMIO3HIIHIO,
OTCHITAeT K A3BIKY a6CTPAKTHOIO 3KCIPECCHOHU3MA, HO
TAKKE CAYKUT 0603HAYEHHEM YIHTHOTO 3HaKa. B 1anb-
HelnleMm Pyma pa3paboTaeT XHBOIMHCHYIO TEXHUKY,
KOTOpasi [IPHBHECET B THIOrpahCKUi METOJ ICTETHKY
BBICOKOI'O HCKYCCTBA. PHCYH OTAENBLHBIE C/I0BA HA roTo-
BBIX OCHOBaxX i 6nn60pnos, Pyiia pacKpbuI JKHBOIIHC-
HBIH OTEHITHAN THCEMEHHOH PeYH.

B oTAHYME OT CBOMX COBPEMEHHHMKOB SHAH YOpXox
JIBUTAJICH B IIPOTHBONONOKHOM HAIPABIeHHH, HCTION b~
3yd TOBap MacCOBOro IMPOM3BOACTBA AAA MOAyUe-
HUA «OPUTHHAIa» C TTOMOLIBI0 TEXHUKH IIeAKOrpa-
bum, KoTOpas yCnemHo cTupana Ciefbl PyKH aBTopa.
MHOrOKpPaTHO THPXHPYS H306pakeHHs, 3aHMCTBO-
BaHHBIE Yy Macc-Menua, Yopxon 6pocan Bei30B MOHS-
THIO aBTOPCTBA ¥ Ay TEHTHYHOCTH, OCYILECTBIASA KPH-
THKY KyABTYPHI HOTPe6aeHMs U IHPKYISIIIMH 06pa3oB.
MpumHceIBas H306PAXKEHHIO HOBBIH KOHTEKCT B Kaye-
CTBE NMPOM3BEAEHHS UCKYCCTBA, YOPXOa YHHUTORKAN
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ero NpexHIoNo gyHKIHIo. B pabore «Karacrpoda cko-
poit momomy» (1963) M. 3], KOTOpas ABASETCH YACTHIO
cepu# «KaracTpodsi», YOPXon nepenevarai raseTHbie
dororpadun ¢ H3o6paxkeHeM aBTOMOGHILHBIX aBa-
puit. H3-3a TPOM3BEIEHHOTO BPYYHYIO YBeAIHYEHHS
KapTHHKa CTaJIa «3ePHHCTOM», HO 3pPHTENb CPasy CYH-
ThiBaeT U3o6paXkeHHe, ITH OTIIEYATKH HeOGhIYaiHO
KpPacHBbI, 4TO MPOTHBOPEYHUT MX MIOKUPYIOUEeMY
COflepKaHHIO.

[TapannenbHO MPOSBMBIIEHCS KPHUTHKE Macco-
BOM KY/IBTYPbl BO3HHKJIO IPYTOe HanpaBleHue UCKyC-
CTBa, KOTOPOE IPOBO3IIACKIIO TI06ely MaTepHaIbHO-
CTH MCKYCCTBA Hajl H3o6paxenneMm. JloHanba JxKann
OCHOBa/I HalpaBIeHHe, KOTOPOe BrocaencTBHM Gyaer
HA3BaHO «MUHHMAIH3MOM», — YTBEpKIeHHE MTPeBoc-
xoicTBa GOPMBI ¥ MaTepHaia Npou3BefeHHH, KOTO-
Phle OTKPBITO 3aMMCTBYIOT HOBYIO TPOMBIIUIEHHYIO
3CTETHKY ¥ MPHCYIIYIO el MOHYMEHTAIBHOCTE. Mano
HHTepecysach H306paxeHueM OKpYXawilero Mupa,
XYAOKHHK Hauasl CO3/1aBaTh HCKYCCTBO M3 «peabHBIX
MAaTEpHAJIOB B PEaJbHOM ITPOCTPAHCTBE» B BHJE TaK
Ha3bIBAaeMBIX KOHKPETHBIX 00BeKTOB, KOTOphIe cove-
Tany B cebe acTIeKTH! JKMBOITMCH M CKYABNTYPHIL. Ero
pabora 63 Ha3BaHUA 1966 roja [MuL. 4] sBiseTCs NIpH-
MEpOM TaKoro 06beKTa. B Hel KOHCTPYKIUS U3 CTaTH
¥ OpPreTeKiia OTChUIAeT K CKYABNTYPE, a ée HacTeHHoe
pacnonoyeHne — K JKHUBOIHMCH. B TO BpeMs KaK Tpajgu-
IMOHHAsA KapTHHA pacriofaraeT n3obpaxeHue B pam-
Kax xozcra, JuKaas OTKpbUI «M306paxkeHHsi» CBOMX
065eKTOB BpeMEHH, IEPEMEIIEHHAM H C/Iy4aiHOCTH,
KOTOpPbI€ NO3BO/ISIOT 3PUTENI0 BUACTH 3TH IPOH3Be/e-
HHS TI0-HOBOMY B 3aBUCHMOCTH OT MeCTONONOKEeHHHA
M MEHAIONENHC A MePCTIeKTUBEL.

He paszensisi TBOPYECKMX MPUHUMIOB JDKaAL],
Puuapza Ceppa CTPeMHIICH COOGLIUTE CBOMM ITPOH3-
BeJCHHAM MaTepuanbHOe Havano, 0CBO60KAAACh OT
TUPaHUH M306pakeHus BO UMS XyA0KEeCTBEHHOTO
wecTa. Ceppa pa3paboTan HENMOBTOPUMBIH XYA0-
JKECTBEHHBIN H3bIK, OCHOBAHHBIW Ha YHPOLIEHUH
$OpMBI, HHTEpECY K CBA3M MPOH3BEAEHMS C KOHKPeT-
HBIM IPOCTPAHCTBOM, 2 TAK)KE BHUMAHUM K CHJIE TSDKe-
cti 1 6anaHcy. [IpefcTaBIeHHbIN Ha BBICTABKe PHCY-
HOK 1975 roaa [Man. 5] nepekamKaeTcs ¢ pAHHUMH

paboramu XyAoKHMKA. IToKphIBask GyMary TOJICTHIM
CJI0eM YEPHOM KPaCKH Y He HApYIIas HIAUIHOM KOMITO-
aunuu, Ceppa IPeBo3HOCHT MAcCy, IVIOTHOCTH M 06beM
npocToi GopMBL.

Kaapiit U3 3THUX NATH XYA0KHHKOB AEMOHCTPH-
PyeT MHTepec K MOBEPXHOCTH paboT ¥ NOBTOPEHMIO
MOTHBOB, CO3/]aBasi MPOU3BeleHNsl, YKOPEeHEHHBIe
B CBOEH 3M0X€e, HO MPOA0MKAKIIMe AHAIOT C aMepH-
KaHCKHM MOJEPHH3MOM (MHOTAa HAMPAMYIO, KaK
B CTydae « BpMIUIMaHTOBOM nATepKy JemyTa» Pobepra
HHAHaHBI). OHM H3Y4a0T 06pasbl H BOSMOXHOCTH MX
BEIPa3HTEISHOMN CHIIBL, ONTMPAsCh HA NIMPOKHMH CIIEKTP
n306pasuTenbHOM KyAbTyphl. HX dopManbHoe ¥ KOH-
HenTyajJbHoe Hacaeane AB/seTcs OCHOBOM /IS TIOHH-
MAaHHA MPOM3BeIeHHH, TPeJICTaBIeHHBIX Ha BRICTABKe
«IIATH».

BBICTABKA «[ISTh»
XyAOXKHHMKHM, IPUHUMAKOIIHE YYacTHe B BBICTaBKe
«TATh», 06paMAOTCA K KOHUENUMUAM MOAepHU3Ma
B KOHTEKCTE HOBOM S5KOHOMHKH M YCIOBHI LIMPKYJIs-
11# 06pa30B. HelaBHO BO3HUKIINE TEXHONOTHH I~
POBOTO PENpOAYIMPOBAHMS MO3BONAIOT M306pake-
HuAM 6eCKOHeYHO BOCITPOH3BOANTS cebs Ges roTepu
KavyecTsa M, 10 CyTH, 06pa3yioT HOBbIE CXEMBI ITPO-
M3BOACTBA M pacripocTpaHeHus 06pa3os. XyA0KHUKH
MCCIEAYIOT 9TH CXeMBbI, UCITONB3YIOT MX WK CONTPOTHB-
ASIOTCA MM, aKIEHTHPYS BHHMAHKUe Ha IpoLecce npo-
M3BOACTBA ¥ €10 MAaTePHANTBLHO! CTOPOHE.

Henonssosanue GuiBinet GabpUKy B Ka4ecTse mMpo-
CTPAHCTBA VIS ITHX HCCAEJ0BAHUI KaXeTCs He 1po-
CTHIM COBIIAZIEHMEM. B TO BpeMst KaK BRICTaBKa COCpeno-
TayMBaeT BHUMaHHe Ha KPUTHYECKOH H 3CTeTHYeCKOH
MPeeMCTBEHHOCTH MPEACTABNEHHBIX AMEPHKaHCKMX
XYAOKHHKOB, POCCHMCKHIT KOHTEKCT, B KOTOPOM ITOKa-~
3aHa BLICTABKA, OTKPHIBAET NMPOM3BeLeHHA JONONHM-
TeJbHBIM MHTEPIPeTAIMAM. Pacronarasch B CTeHax
dabpuku «KpacHsIi OKTAGPHY, 3TH paboTh BCTYMAOT
B AMAJIOT HE TOIBKO C XYAOKHHUKaMH «cxoaHsbie [IaTh»,
HO ¥ ¢ GoraToi ucTopueit camoi Gabpuxu.

®abpuKa, MoCTpoeHHas B 1853 roAy Kak 4acTHOe
npeANpUATHE, DPUHAUIEKAIee HEMELKOH ceMbe
J¥iHeM, 6b1JIa HAIMOHANM3IUPOBAHA MU MOMyuYHna




HasBaHMe «KpacHbIH OKTS6pb» BO Bpems PyCcCKOH
PeBOMIONHMH, He B COCTOAHHH NPUMHUPHTH LIOKONAAA
€ COBETCKOM MIe0/IorHe, rocylapCTBO TeM He MeHee
MPOAO/KHKIO MPOMIBOACTBO MPOAYKTA, CYUATABILE-
rocs POCKOMIBIO, 9TO BBII0 PABHO3IHAYHO 3CTETHYE-
CKOMY XecTy. KOHCTPYKTHUBHCTSI, BKIIO4as POAYEHKO,
Tonosy ¥ MagKOBCKOT0, paboTanu Haj peKJIaMHON
KOMITAaHHEM, KoTopas o/mikHa 6bU1a caenars norpet-
JIeHHe MIOKO/a/a YacThl0 MOMUTUIECKHA KOPPEKTHOM
JKH3HM COBETCKMX rpaciaH. Co3gaHHbIe uaobpaxe-
HHS JaJTH OfIHH M3 CAaMbIX M3BECTHBIX 06pa3iloB KOH-
CTPYKTHBHCTCKOH (POPMBI. AHAJIOrHYHOE HAEO0N0-
ryyeckoe o6HOBJIEHHE KOCHYIOCh ¥ MPOCTPAaHCTBA
camoro 3faaus GabpuKH, KOTOpOe 0TpaXKaeT codera-
HHeE NMepPBOHAYANTEHOH apXHTEKTYPhI CO CIeaMu Tocae-
PEBONIOIMOHHBIX BMEUIATENbCTB, Ie 3CTeTHYeCKoe
B3aMMOJIEHCTBYET C IPAKTHYEeCKMM.

TaxkuMm 06pPasoM, eCTH ¢ TOYKH 3PeHMsE KOHUETIIUN
BBICTABKa « TSI Th» aKIEHTHPYeT BHUMaHKe Ha dopme,
TeXHUKE U Ipolecce MPOU3BOACTBA, TO C COLHAIBHO-
MONUTHYECKOM NMEPCHeKTHBBI OHA COAEPKHT B cebe
HapOYMTYIO HEONPeeIeHHOCTB, CXOXYIO C TOM, KOTO-
PYIO MOXHO 06HAPYXHUTH B BEHICTABOYHOM IOCTEpe
MbaThi0 BpeHHOHA [C.56], 0TOGpasuBLIEM pacxokue
npeacTaBieHus aMepHKaHIes 0 PoccHH.

M3ThIO BPEHHOH
M3715h10 BpeHHOH YacTo ofpalaeTcs B CBOEM TBOpYe-
CTBE K TPaAHIMK HKOHOrpaguu 1 TUIorpaduIecKoi
MeYaTH M UCHOAb3yeT He TONBKO A3BIK, HO U GOpMBbl
COBPEMEHHON MacCOBOM Ky/AbTyphbl. B 3TOM CMBICTe
HOBasi MHTEPITPETAIIMS MOTHBA «5» CTAJIA €CTeCTBEH-
HBIM IPOJIO/KEHHEM €T0 XYA0KECTBEHHBIX TOHCKOB.
BpeHHOH MHOTO€ 3aHMCTBYeT M3 3CTeTHKH PeKJIaMHBIX
IOCTEPOB, pa3pabaThiBasi COBPEMEHHBIN IKBHBANTEeHT
«ILIAKaTHOTO Ky6Haman. B TO BpeMs KaKk MHOTHe NoTpe-
6uTeNbCKMe aTPHOYTHI «aMEPHKAHCKON MEYThI» YiKe
AAaBHO PacIpoOCTPaHWIHCH 110 MUPY, BpeHHOH € THITHY-
HOH A7 Hero rpaduuecKko TOYHOCTHIO BU3YaIU3H-
pyeT Mu}BI, CBA3aHHbIE CErofHs ¢ PoccHel. OH CTPouT
06pa3HLIi psAj CTPAHBl HA OCHOBE PACXO0KHX CHMBO-
7I0B — XPYCTaNbHBIX GOKANOB M MKPHI, 6YTBUIKH BOAKH
¥ ToMa KHUTH HabGokosa. Cama nudpa 5 3aHuMaeT

MPOCTPAHCTEO MeXAy 6okanaMu ¥ 6aHOYKOH MKPHI,
9TO OTIHYAeTCH OT KOMIIO3HMIHI 6oee paHHMX paboT.

CoueTas IHTOrpadguio, nevaTHbie TeKCTHI 1 MIETKO-
rpaduio, BpeHHOH UCTIONB3YeT YUCTHIE IBETA, IUIOCKHE
$OPMBI M y3HaBaeMbie CHTY3ThI, 3aMMCTBYS BKpaj-
9YHMBbl€é HHTOHAIMM MOJHBIX PEKJIAMHBIX CIOTAHOB
U o6HaXast MyCTOTY MaTepHANBHBIX KeIaHWH, BO3HH-
KaIOUMX B Pe3yasTaTe MPOAYMAaHHBIX KOMMEPUECKHUX
crpaTeruii. [1ofo6HbII KOHPAUKT MEXKIY TeM, 9TO 09e-
BHM/IHO H 9TO NOIPAa3yMeBaeTCs, SBASETCH KAI04eBoi
XapaKTepPHCTHKON TIPOM3BEIeHUH XYN0XKHHUKa. Ecau
YopxoJ/i 03BYHHBaZ KPHTHKY NOTPeOHTENBCKON KYThb-
TYPhI, IMIIas 03HAYalONee CMbIC/Ia Yepes GeckoHed-
HOe TOBTOpeHHe H306pakeHus, TO BpeHHOH co3jaer
neyaTHsle paboThi CO CTHAM3OBAHHBIMM dopmamu
B e/IMHCTBEHHOM 3K3eMIusipe. OH YepraeT BAOXHOBe-
HMe B peniepryape 06pa3soB, CBA3AHHBIX ¢ HHAYCTPHEH
POCKOIIM M BHEITHMMH aTpubyTaMu ycrexa (Kak,
HanpuMep, TYQ/IH Ha INHIBKe WK 60Kaisl A1 KOK-
Teis). Takum 06pa3oM, BpeHHOH He CTONBKO THIaeT
03Ha4alollee CMbIC/IA, CKOIBKO AeMOHCTPHPYET, 4TO
03HaYaeMoe yie BHIBeTPHJIOCH, yCTapeno WIH YILIO.
311 GOPMBI MOMEHTAIBHO CYHTHIBAKOTCS, HO MX ITOHH-
MaHHe YCIOKHSAIOT Ha MepBhIH B3I GecCMBICTIeH-
HBIe TTOATNCH.

HacMmeuuiuBsle, UTPUBbIE M OCTPOYMHBIE IOJ-
nucH BpeHHOHA, MapOAUPYIOIMe PeKIaMHble TIPH-
eMBbl, BBI3BIBAKOT 3P PeKT, KOTOPBIM CaM XYA0KHUK
Ha3bIBAET «HEYMECTHBIM BOCTIpHATHEM». C/I0Ba MOH0-
6paHBl TOMHO, KAK M CaMa KOMIIO3HIIHS, HO COiepika-
IUHCSH B HUX T€MEeHT TMPOBOKALIMH J[elaeT MHTEP-
NpeTanuio NPou3BeleHNH He CTONb OHO3HATHOM.
Hanpumep, neyaTHbie H306paKeHUs BHHUIAOBBIX
MIACTUHOK M3 CEPHH «300TOM JAMCK» TOBTOPSIIOT
bopmy 3TO# HArpajbl, HO COMPOBOKAAIOTCS MOATIH-
CAMM JOBOJIBHO COMHMTENBHOIO COAEPKAHMA, KaK,
Hanpumep, «¥KapeHbIH MOLTIOCK», «Hey6paHHas Kpo-
BaTh» WK «I'pA3HOe Aenbuer» (M. 8]. ipyras cepus
«BBIIIMTHIX» PaboT XyAoXHUKa (WL 9], KOTOphIe
COYeTAT TEXHHUKY IIeTKorpadyH C BHIMIMBKOM, CTa-
TY3TKa BbICIIEH HArpaabl aMEepHKAaHCKON KHHOWH-
aycrpun «Ockapa» M306pakeHa PAAOM C KYCTapHH-
KOM ¥ B OKPYXEHHH CTaHUKH rony6ei kak 3abeitas




H 6e3pecTHAd CKY/IBITYPa B FOPOACKOM Mapke. B aToM
KOHTEKCTe CMMBOJ yCriexXa COBPeMEHHOM KYABTYPbl
JIEMOHCTPHPYET CBOIO HE3HAYHTENbHOCTh. HO CKYMIbIT-
Typa He MOXKEeT MCIBITBIBATh COXANEHHH, U T06hIe
CYXKJIeHHS HA ee CUeT BO3HMUKAIOT B CO3HAHHM 3pUTe-
neit. Haxoas BRIpaXXeHHe CBOMX 3K3UCTEHIIHANBHBIX
uaen, BpeHHOH YacTo obpamaercsd K o6pa3aMm KHBOT-
HBIX (MM K 3BYKaM XHBOTHOIO MUpa, Kak B pabore
2006 ropa «I'uexar (M. 10, KoTopas BKIKOYaeT B cebst
3aITUCh MOXO0XKEro Ha CMexX Jasi TMeHbl, CleTaHHYI0
XYAOXKHUKOM B BepIHHCKOM 300MapKe).

CyGBepcuBHBIE, NICEBIOIOHOIIECKHe MHTOHAIHH
BpeHHOHA CKPIBAIOT 3a COBOM 3pesoe MacTepeTBo ero
BHM3YAIBHOIO S3bIKa H 3CTeTHKH. BbIGOP XyA0KeCTBeH-
HOM TeXHHKH — menxorpadum, aurorpadpmsu, Kon-
NaKa M laXke BEILMBKHY — HaMEpPeHHO YCKOAb3aeT oT
CHCTeMBI IEHHOCTEH, OCHOBAHHOM Ha HeNpeKpallao-
HIeMCH ¥ KOMMEPYeCKH MOTHBHPOBaHHOM CTpeMe-
HHH K «HOBOMY», H He YK/IaJIIBAIOTCS B KIHIIHPOBaH-
HBIe NPEeACTaBIEHHUS 0 «MYKeCTBEHHOM» HCKYCCTBE,
Tpadpuveckoe YyThe XYAOKHHKA CIOKHIOCH HA OCHOBE
TAaKMX PasHbIX MCTOYHMKOB, KAK KHHOIUIAKATHI
TONITMBYZIA ¥ TeYaTHAS aTPHOYTHKA «rapaXkHBIX» TAHK-
POKOBBEIX rpynn Jloc-AHkeneca. Ero paborst Hanon-
HeHbI 06paleHHIMH K peKIaMe 1950-X rofoB ¢ cobnas-
HHUTEIbHBIMY MHTOHAUUAMM U ONTUMHCTHYHBIMKA
C/IOTAaHAMM, KOTOPble MACKHPOBAIM BCe HapacTauiee
OTYYRAEHHE MaccoBoro noTpebuTens. CIoraHsl, KOTO-
phie HCTIOAb3yeT BpeHHOH, nepesalT pasoyaposaHue
N0IeH BIPOC/IOH JKH3HBIO, BCKPBIBAIOT MX COIHANBHOE
6ecTIOKOMCTBO M CTPax nepejl nopaxkeHHeM. B pesyns-
TaTe KapTHHBI BpeHHOHA ABAAIOTCS HE CTONBKO KPH-
THKOH MOTPe6UTeNBCKON KYIBTYPbI, CKONBKO H306pa-
*KeHHeMm ee aTpubyToB.

KEJIIM YOIKEP

Kak # Marsio BpenHoH, Ke/uti Yonkep ofpamaercs
K COfIepXKaHHIO ¥ H306PasHTeIbHOMY A3bIKY PeK/IaMBl,
HO OT/AAET NpeAToYTeHHe TeXHUKE PEIPOAYKIINHA, a He
CTHIH3aIMY ¥ IUTUPOBAHUIO, ITpoIomKas OCMBICTH-
BaTh BOIIPOCHI, MOCTABIEHHbIE ellle DHAH YOPXOIoMm,
Yonkep pazpaboTans MeTon M A3bIK HHdpoBoro TMpa-
JKHPOBAHMS, HCTIONB3YS CKAHEP VIS «[IPHCBOSHH S He
TONBKO W306paXeHnH, HO ¥ HENOCPEICTBEHHO C/Ie/I0B
duanyeckux 06beKTOB. ITpH 3TOM XYAOKHUK TIPEATIO-
YHTaeT MCIOAb30BATH MOHATHE He «alpoNpHAaILAn»,
a «pe-anponpHAIHMK», TO €CTh «IIOBTOPHOTO TIPHCBO-
€HWs», HaCTauBas Ha He3aBepUIeHHOCTH ITOTO Mpo-
necca. YoIKep CTPEMHTCS He CTONBKO YKOPEHHTh Ha-
AeHHOe H306paXkeHHe B HOBOM KOHTEKCTe, CKOIBLKO
0CBOGOJUTE €ro OT MPUBEIYHOrO IIHKJIA TPOM3BOACTBA,
PacnpocTpaHeHUs ¥ NOoTpebIeHus, KOTOPOMY TOAYH-~
HAKTCH CerofHs 06paskl.

Jinst Yopxosia «IIpHCBOeH¥Me» G110 OXHOM 13 Gpopm
XYAOXKECTBEHHOr0 BhICKA3kIBAHHSA, KPHTHKON ¥ KOM-
MEeHTapHeM K BOITPOCaM aBTOPCTEA, KOHTEKCTa U XYJI0-
KECTBEHHOH! TEXHHKH, HMUTHPYIOIIeH ApyTy0. Yonkep
e M3yqaeT co3jlaHue H norpebieHue H306pakeHUH
B COBPEMEHHOH 5KOHOMHKe 06pa30B, B KOTOPO# mud-
POBBIE TEXHONOTHH MO3BO/ISIIOT IPOU3BOAMTH MMPAKTH-
qeckH GecKOHeYHYI0 IHPKYIALIHI0 H3o6pakenns Ge3
noTepu B KauecTse. [IpU3HaBas NOTEHIHAIbHO BEYHYIO
WKU3IHB H306paxkeHni, YOIKep OCYIeCTBIAET X pajiH-
KaJbHYI SMaHCHIAaN N0, ECi BpeHHOH CTPOUT CBOH
paboThl HA OCHOBE ACCOLMALIHIA C YIKe CYIIeCTBYoIeH
uKoHOTpadwmet, To YolrKkep OTKA3pIBATCH OT KAKHX-
mubo npas Ha o6nasanue Hlo6pakeHneMm, 1axe co3-
NAHHBIM UM CAMHM.

3Ta NO3MIIMA aBTOPA PACIIPOCTPAHSETCS HE TONBKO
Ha M306paxKeHNs, HO M Ha €ro MOAXOA K TeXHUKe
M TEXHONOTUAM — Yonkep cBOGOHO HHTHPYET CBOMX
MpeANecTBeHHUKOB, TPHMEHSAS X HAeH W HaXO[KH
KaK CpeacTBa As CO3JaHus COGCTBEHHBIX pabor.
Hanpumep, Yonkep nepepaboras MHOrHe IMPOeKTH
Yopxona — 0T nsTeH Popiuaxa A0 H306paxeHuH yuy-
HBIX 6eCTIOpSKOB. B SHAMEHUTOM cepHM «PacoBbie 6ec-
nopsAKuy Yopxon ucrnons3osan dororpadum U3 raser,
HO BOCITPOM3BE/ HX He B BHJ/Ie IOKYMEHTANbHBIX CBH/e-
TEeNBCTB, a B KAYECTBE «IIaMyPHBIX» XYA0KECTBEHHBIX
n3o6paxenui. Yonkep o6paTHACH K MOXOXEMY TIPH-
MY ¥ cZlesiasl IPHMEPHO TO ke camoe, 06paboTas H3o-
6GpaxkeHus ¢ MOMOIIBIO 3y6HOM MACTHI, pa3MasaHHON
110 KapTUHKE, U B 3TOM HAMEPEHHOM HCTIONb30BAaHUH
TMIHeHHYECKOro CPeiCTBa HeTPYAHO YCMOTPeTh UIyT-
JNUBBIA 9POTUYECKHI MOATEKCT. IPOTHIM XYAOKHUKA
MOXHO CYHTATh «THTHEHWYeeCKHM» ellle M IIOTOMY, YT
IacTa He CONMPHUKACAeTCs ¢ H306pakeHHeM — XYA0XK-
HHK HAKJIA/[BIBAET ee IPSMO Ha CTeKJIO CKaHepa H yxke
MOTOM JIe/IaeT OKOHYATENbHbIN HPPOBOM KOMTAXK U3
OTCKAHMPOBAHHBIX PA3BOJIOB ITACTHI ¥ Fa3eTHHIX BhIpe-
30K. CXOKHUM 06pa3om YoIKep CO3JaBaj CBOIO CEPHIo
«IIOKONAIHBIX PaboT», pa36PeIsruBas OKONA/ HA CKa-
Hep, a TAKXKe UCITONb3Ys ero KaK YepHUIa JUIA nevaTy
KOMOGMHUPOBAHHOTO H306pameHus.

Pacupssi BOSMOXKHOCTH TeXHUKH LIenKorpadpuu,
YonKkep CO3ReT «KMPIHYHbIe KAPTHHbBI [M11.16], KoTO-
phle ABASIOTCS MHOTOCOHHBIMHM KOUTAXaMH, Oxy-
YeHHBIMH B PE3y/IbTaTe CAOKHOTO, HA TIEPBbIH B3I/,
nponecca. Criepsa XyAIOXKHHK CKaHHPyeT uaobpaxe-
HHSA OTAENBHBIX KHPIHYeH WIH CTPOHTENbHBIX 6/10-
KOB, CKJIa/IbIBask H3 HUX IHOPOBYIO KOMIIO3HIINIO, KOTO-
Pas BO MHOrOM HanoMuHaeT Gpacaisl 3[aHUH B paioHe
Huxsero Her-caiiza B Heio-MopKe, I/1e JKUBET XyA0K-
HUK. 3aKOHYeHHBIe M306paXeHUd MeYaTalTCH
Ha 06paboTAHHOM THIICOM XOJCTE BPYHYHYIO NpPH
MOMOIIM TEXHHKH LTeIKOrpady U C HCTIONB30BAHHEM




NONYNPO3PaYyHBIX KPACoK, HaAeASONIMX paboTsl
nouTH pororpaduuecKUM KaueCTBOM. 3TOT rUIeppe-
ATM3M H306pAKEHUH KOHTPACTHPYET C NPHUBA3aHHO-
CTBIO XYAOKHHKA K PYMHON NMeYaTH, KOTOpas IpHBO-
JIAT K NOSBAEHHIO CIYYaHHBIX BU3YanbHLIX 3ddexTon
M OTKAOHeHHI. 3aTeM YoIKep BhIpe3aeT U3 raseT u Kyp-
Hanos (The New York Times, The Guardian uau Hello!)
oT/eNbHbIe PParMeHThl M MCTIONB3YeT HX B Ka4ecTse
CBOE06Pa3IHOro HEeMEHTHOTO PacTBOpa. AKKYPaTHO
NpUKIeeHHas CTPaHHUIA, 3aMMCTBOBAHHAN M3 TOTO
MM MHOTO MCTOYHMKA, CIY)KHT 3aiHMM IUIAHOM KaxkK-
J10# paboThI ITOMH CEPHU, HATIOMUHAS O TPOH3BEACHUAX
OHa Kasaps! ¥ APYTHX XYAOMHHUKOB. YOIKep He mpes-
NHCHIBAET CBOMM paboTaM HHKAaKOH KOHKPeTHOH OpH-
eHTalMH, BEPTHKAILHON WM TOPH3OHTAILHOMN, HApY-
maf 3aKOHLI TPAAMIIHOHHBIX KHBOIMHUCHEIX XKaHPOB
TIOPTPeTa WK NeH3axa.

Yonxep obpamjascs K JHAH YOPXOAy HE TOALKO
3a BAOXHOBEHHMEM, HO M 3a CIOXeTaMH. 3HAMEHMUTHII
aBTOP KapTHH, CTRBUIMX HKOHAMM XX BeKa, CaM CTaHO-
BHTCS MKOHOH B ITPOM3BENeHUH «IHAH Yopxon # COHHH
JincroH neraT camoieramu Braniff (Mmeems — rop-
Auce)» [Mr. 22, 23). 9ra paboTa BOCIPOM3BOANT 3HaMe-
HHUTHIH PEKJIAMHBIH TUIAKAT 3/IHTHOM aBHAKOMIAHHH
Braniff ¢ 9uam Yopxonom U BceMUPHO H3BeCTHBIM 60K-
cepom CoHHM JIMCTOHOM, CHAS MMM Ha COCEIHMX Kpec-
Jlax B calloHe MepBoro Kracca. Yorkep nepepabarsisaeTt
3T0 peKJaMHoe H306paeHHe, CKpbIBas M0 Yopxona
33 OTCKaHMPOBAHHBIM KOJUIAXEM M3 NATHKOHEYHBIX
3Be3/l, BEIPe3aHHbIX U3 06epToK mokonaga Lindt. Cepust
M3 ABAANATH YeThIPeX MeYaTHLIX H306paXeHHH pacmo-
JI0¥KeHa B rOPH30HTATLHOM MOC/IEN0BaTeIBHOCTH, Gaaro-
Jlapst 9eMy 3pHTeb MOKeT BHETh MAHHUITYAALMH, TPO-
M3BeJeHHbIE C IOMOIIBIO H(POBLIX TEXHOJIOTHH, M ITPH
3TOM, BO3MOJKHO, OIYTHTH HOCTANBIHIO 110 OPHIMHA/b-
HbIM H306paKeHHAM H MaJHTPe IBeTOB. Boruomas
B NIPaKTHKY CBOM MeH 0 CBOGOAHOM pacmpocTpaHe-
HHUM 06pa3’0B ¥ MCHONb3YH CTPATErHIO elle OfHOTo
OKa3aBlIEro Ha Hero BAMSHHE XYAOKHHUKA, PeruKkca
Toncaneca-Toppeca, Yolkep BOCIIPOM3BOJAUT 3TO H30-
GpakeHHe B BHJIe IUIAKATA, KOTOPbIH Ka)Ibli OCeTH-
Teh MOXeT 3a6paTs ¢ co60i. OGBITHO CTONKA OCTEPOB
JIOKHT B LIEHTPE 3713, U ITOCETHTENh MOKET CaM PellliT,
YHeCTH ¢ co60¥ OMH U3 HUX HIH HeT.

Cpeaun Bcex pabor Yonkepa cepusi «Mac» Hau-
AY4IHM 06pasoM peanusyer 4acTyio y XyAOKHHKA
NPaKkTHKy NepepaboTKH CTATHYHBIX H306paXeHuM
B AMHAMHWYHBIN 1MOTOK 06pa3oB. YoiKkep HaYHHAET
C apXeoNoruM COGCTBEHHON XYA0KECTBeHHOM MpaK-
THKH. B paHHe! cepur CBOMX paboT XYAOKHHMK CTpe-
MHJICH PaCIIMPHTD MPAHKIIBI TPAAHIMOHHOTO «noTpet-
JeHus» U306paKeHUH W NPeAnoyel 3aKOHYEHHOMY
«ITPOAYKTY» B paMKe pasjiaqyy AHCKOB C HHOPOBBIMH

daiinamu, pa3pelIuB UX BAajeblaM H3MEHSTh H30-
6pakeHHs MO CBOEMY YCMOTPEHHIO (CTPOro rosops,
Vonkep COXpaHsuUI IpaBa Ha 9TH U306paKeHHUs Jaxe
B M3MEHEHHOM BHJIe), B CBOMX PAaHHHX paboTax XyHokK-
HMK nTpeHebperaj TPaAMIIHOHHOM cXeMoi npuobpere-
HHUA KapTHH. BMecTo Toro 9To6bl 0popMIsTs paboTsl
B pambl, YONKep pacnpoCTPaHsI JHUCKH M paspemian
HOBOMY BJIaZIe/IbIy AeNaTh C H306pakeHUsAMH BCe, 9TO
OHH COYTYT HEOGXONMMBIM. BOABUIMHCTBO KOLIEKIIH-
OHEPOB He BOCTIOIB30BATKCH CBOGOIOM, KOTOPYIO Ipe-
AOCTABMII MM XYAOXKHHMK, M ITPOCTO PacrevaTasy H3o-
Gpaxenus B popmare nocrepos. Cobupasi ¥ CKAHUPYS
9TH H306paxenus, YOIKep CHOBA MOABEPraeT ux uud-
poBoMy Bo3/ieicTBHIO. [IpaBaa, GOMBUIMHCTBO KOJ/UTEK-
MOHEPOB He BOCTIONB30BATMCH 3TOM BO3MOKHOCTHIO
M NPOCTO pacreyaTsbiBany H3obpakeHus B opme mia-
KaTa. Pororpadupys 3TH IUIAKATHI HA CTEHAX B JOMax
KOJUIEKIIMOHEPOB MM B rajiepesx, a 3aTeM CKaHUpPYs
aTH M306paxenns, Yonrkep ocBOGOMKAAET MX IS HOBBIX
HOPOBBIX MAHMITYASIHN H JaeT UM HOBbIE BO3MOXK-
HOCTH PacIIpOCTPaHeHHS.

B cepun «Macy» M. 16] Yonkep co3jaeT nmoprper-
HBIH PsJI KOMITbIOTEPA Mapku Macintosh, o6pamascs
K peisaMHbIM 06pa3am 13 60raTor MeAHITHOM HCTO-
PHH 9TOT0 KOMITBIOTEPA, CTABIIETO HACTOAIHM deTH-
meM. 3aTeM XYAI0XKHHMK BCTaBAAET B 3TOT PeKJIaMHBIH
MOTOK OTCKaHUPOBaHHBIE poTorpadumn, caenaHHbIe
B IOMaX KO/UIEKIIMOHEPOB, CTHPas IPaHULy MeXIy
MaccOBLIM norpebnennem u «norpebaennem» u3obpa-
weHuit. Cienqududecknin popmar ranTboKca cosgaer
ACCONMALMH CO CBETANIMMCS IKPaHOM HOYT6YKa, a ero
pa3sMep OTCHUIAET K COBPEMEHHBIM PEKJIAMHBIM HOCH-
TeJSM B BHJIe NOJICBEYEHHBIX BUTPHH, KOTOPBIE 4acTo
MOXHO YBH/EThb Ha YIHIaX ¥ B METPO.

HarmosHeHHbIe JOMOPOM, HPOHHEH ¥ KOMIIO3HIH-
OHHBIMM HAXOJAKaMM PaboThl YoaKepa AeMOHCTPH-
PYIOT pasHOOGpa3Hbie BO3SMOXKHOCTH CO3JaHUS M30-
6paxceHHH B 3MOXY HUOPOBBIX TEXHONOTHH. XYA0KHHK
CTHPAeT IPaHUIlBI MEXIY PYKOTBOPHBIMH U nudpo-
BBIM MPOLIECCAMM ITPOU3BOACTBA, CKPBIBas CI0KHOCTH
M3TOTOBJIEHMSA CBOMX PaboT 3a KaXyLieHcs IPOCTOTOM
M SICHOCTBIO NOJIY4aeMBIX H306paKeHHH.

Y3HA TANTOH

«KMBOIMCH U3 MPHHTepay Vaiiia laHToHa eite Gonsure
PasMbIBaeT rpaHMIlbl MEXIY PYKOTBOPHBIM M LH$po-
BBIM TPY/IOM, ITpeBpaliast Cjefbl IpoLecca Npou3Boj-
cTBa paboT B scTeTHYECKHI mpHeM. Ero HccaeoBanue
BH3YaNbHON CEMAHTHKH BOCXOJUT K CEPHH «PUCYHKOB
M3 IIPUHTEPa» 2003 I'ofia, B KOTOPOH HaneuaTaHHbie Ha
IIHPOKOGOPMATHOM NPHUHTEPE KPYNHbIe GYKBEI «X»
YEePHOTO I{BeTa HaKJIa/IbIBATHCH HA H306paXKe s, B3 -
ThI€ Y3 BEIPBAHHBIX KHHMKHBIX CTPAHHMIL.




TakuM 06pa3oM, 3 IBYX CYIECTBYOMMX H306pa-
XKeHHHM — HaueHHOH doTorpaduy ¥ NMONYYEHHOTO
1 poBsIM cTIocoboM «MKcar — FaMTOH CO3AAN TPeThe,
OPUTHHAIBHOE H306paueHne, CMBICH KOTOPOTO ITPeRoC-
XOIUT MPOCTYIO CYMMY AIBYX 3I€MEHTOB.

Bekope FaiTOH nepemresn K neYaTH, ocylecTsise-
MOIi HEMIOCPEACTBEHHO Ha XoncTe. OTAMYHE ero Tex-
HUKH OT TPaAMIMOHHOM THNOrpapCcKo# mevat
COCTOMT B TOM, UTO OH MCIOAB3YeT 06LIKHOBEHHBIN
KOMMBIOTEPHBIN TIPUHTEP, HE TIPHCTIOCO6IEHHBIN
Juist paboThl © NOAOGHBIM MaTepHanoM. ITobsl ipomy-
CTHTh MATepHIo Yepe3 MPHHTED, XYAOKHUKY TTPUX0-
AWTCH UATH HA Pa3Hble YIOBKU — XOJACT HYKHO CJI0-
HTH BJBOE, OTYETO MOAYYHBLUIMECH M306paXKeHNus
HMMEIOT BePTHKAIBHBIN «1110B». Bosiee Toro, l'aiToOH BMe-
IIMBAETCH B CAM NPOLECC nevaTH, Tepebst U HaTATH-
Bast XOJICT BO BPEM €0 ITPOX0XKAEHHS Yepes NIPHHTED,
9TO BEI3BIBAET MOTPEITHOCTH M CIyYarHbIe 3QPeKTh
TeYaTH ¥ He MO03BOJSeT MOAYIHTh HAeaNbHOe BOCTIPO-
u3BefieHne NHPpoBoro H3obpakeHus. Takum 06pasom,
9TOT CTIOCO6 TeyYaTH ATUIlh HOMUHAIBHO YCTPaHIeT
PYKY XYAOKHHKA U3 TBOPYECKOr0 NMpoLecca — aBTop-
CKasl BOIA ¥ HAMEPeHHe NPHCYTCTBYIOT B CIy4aitHbIX
addexTax ¥ BapHALMAX 3TON HEOGBITHON TEXHHKH,

[To3BONSS MaTepHanxy BCTYIHTh B MPOTHBOGOD-
CTBO C NPHHTepoM, TalTOH /lelaeT AaKLEHT Ha XyAokKe-
CTBEHHOM TeXHUKe. Ero TBOPYECKHH MMOAX0 BO MHOTOM
o6s3aH IHAN YOPXO01y, KOTOPBIH MOIB30BANCS MENKO-
rpadHeit Kak CpeiCTBOM, TTO3BOJSIONIMM YCTPARHUTH
WJUIIO3HIO TG HHBI ¥ BEPHYTh BHUMaHHE K IIOBEPXHO-
cTh. Caenys 3aBetam Yopxona, FaiiToH, 110 CyTH, nipe-
BpAIaeT NPoLece B MUBOITHMCHOE CPEACTBO, MOCBAIAs
CBOM paboThI MpoNeccy MPOM3BOACTBA B TOH He Mepe,
YTO ¥ CKPBITHIM B HUX XY0KeCTBeHHBIM MOTHBaM.

TO4YHO TAaK e Kak BpeHHOH W paHee MHAMAHA,
TafiTOH HMCIONB3yeT MOTHBBI, B3ATHIE ITPEeHMYIILe-
CTBEHHO 13 THHOrpadCckoi nevary. Iocne KPyMHBIX
YepHBIX 6YKB «X», Halle4aTaHHBIX M0BEPX HAHAEHHBIX
H306pakeH il B CEPUH «DUCYHKOB HA IIPMHTEPE», OH
nepemen K 6ykse «U», EC/IH «X», 0Ka3aBIIHCh HA X0JI-
CTe, TPO3UT YHHUYTOXHUTH CONlePKaHHe, TO «U», HAampo-
THB, CIYKHT KOHTEIHEPOM WM MPOCTPAHCTBOM JUIS
€ro xpaHeHHs. TPeTHH YacTo NOBTOPSIOIMIHCA B pabo-
Tax lAafTOHAa MOTHB — OTIOHb, H306paXkeHUe KOTOPOTO
OH MO3aMMCTBOBa/ C KHHIXHON 06/10%KH1. B 2006 rony
XYAOKHHMK CIeIal CePHIO KapTHH, Ha KOTOPBIX TIPUCYT-
cTBOBaNM 06a 31eMeHTa — OroHb M 6yKBa «U» (M. 25).
HecMOTp# Ha TO YTO NOBTOPEHHME BCer/a 6bU10 0CHOBO-
MONArajoIIMM ITPHEeMOM B TIpaKTHKe ['aHTOHA, B 3THX
KapTHHAX XYA0KHUK 3KCTIEPHMEHTHPOBAJ C BapHa-
THBHOCTBIO 31€MEHTOB KOMITO3UIIHH paboT.

[1o Mepe TOrO Kak Mpou3BefieHHs l'adTOHA BCe
60o/bIIe TATOTENMH K a6CTPAaKIMM, «U» ¥ «X» TOCTEIIEHHO

TEePAAH CBOM CEMHOTHYECKHe acconualnu. ByKBhI
HAUYMHAKT JKHTh COGCTBEHHOM MKHU3HBIO, CTAHOBACH
OXHOBPEMEHHO NTPU3HAKOM M JKePTBOH TEXHONOTHH,
KOTOpAas ero Npoussesa. 3To 09eBHAHBIM 06pa3oM Impo-
ABNAeTCH B 6e3BIMAHHON CePHH MPHHTOB HA XONCTe
2007 ropa [Hur. 26-30], B KOTOPAIX «X» PasbelMHAeTCs,
pacriafiaeTcs Ha GparMeHTH! ¥ ASTHTCA Ha YacTh. Ecau
NepBOHAYaJIbHOE HCII0Ib30BaHME «HKCOB» B paborax
TaiTOHa MOIZIO UMETH Pa3Hble 3HaUYeHUS — MepevepKH-
BaHWe UIHAYAIBHOTO M306paXeHHsI, OTPHIIaHKHE HILTIO-
3UH PeaibHOTO MIIM JjaXke MOATMNCH XYA0KHHKA, — TO
37€CH «X» TIOXKEPTBOBAJI CBOEH CEMHOTHYECKOH I1e/10CT-
HOCTBIO BO MMS HCKYCHOMH KOMITO3HITMH.

OK0N0 2007 10/1a paboThl FAHTOHA BHOBB CYIIIECTBEHHO
HM3MeHHIHC. [Tpoece nevary 6bUI IOBEJEH 10 KPaHHO-
CTH, @ H306paXeHMs ITOTHOCTHIO 0CBOGOAMIMCH OT M30-
GpasUTebHBIX MOTHBOB — HOBBIM H306pajkeHHeM CTal
MOHOXPOM. B MOHOXPOMHBIX KapTHHAX [Hir. 31-38]
TafiTOH MOKPHIBAET BCK) MOBEPXHOCTH CIOMKEHHOTO
B HECKOJIBKO C/I0€B X0JICTa H306paXeHHAMH Ye€pPHOro
TIPAMOYTOABHHUKA, MHOTOKPAaTHO HaneYaTaHHBIMH Ha
nMpuHTepe. FATOH Ha3LIBAET 9TH PabOThI (ITOKAZHBIMHN»
MOHOXPOMaMH, ITOCKONBKY UX TOBEPXHOCTh BOBCE He
MOHOXPOMHA — OHA XPaHUT CJe/b! TIeYaTH, oMy IHB-
LIMECcs B peay/ibraTe ouMb0K ¥ c60eB MalIMHLL 3Ta 0CO-
6eHHOCTb TBOPYECKOTNO METOAA POAHHUT NPOM3BeeHUA
TafToHa ¢ megarHbiMu pabotamu Pugapaa Ceppsi cepe-
JIHHBI 1970-X. HO ecsii Ceppa o6paiancs K MaTepHasbHO-
CTH TBOPYECKOTO ITPOLIECca M K YeIOBeYecKOMY Tely Kak
MTPOM3BO/ICTBEHHOM cHUTe, [AITOH 3a/IyMBIBAETCH O CTOMK-
HOBEHWH XYJI0XKECTBEHHOro o6pasa ¥ MeXaHHYeCKHUX
cpecTs, 06eCneuHBaIONIMX €10 IIPOU3BOJACTEO.

CTEPIHHT PYBH
HoBoe yTBepKAeHHe XHBOMHUCHOW NMOBEPXHOCTH
M MaTepPHaNBHOCTH, OCYIIECTBAsIeMOH CTepAHHIOM
Py6H, 3HaMeHyeT KOHQIHKTHBIE OTHOIIEHHS ¢ MHHH-
MaJH3MOM B TBOPYECTBE XYAOKHHKA. Py COIHATETBHO
HCTIONB3YeT A3bIK, MACIITab ¥ GopMbl MUHMMATH3MA,
HO ITPHBHOCHUT B CBOM PaboThI, OXapaKTePH30BaHHbIE
HM KaK «HeMOHYMEHTAJIbHBIH MOHYMEHTATH3IM),
HaMEPEHHYIO «HCIIOPYEeHHOCTE» H HEBBICOKOE Kaye-
CTBO MaTepHanoB. B cBOMX paboTax XyAOKHHK CTal-
KHBaeT IPOTHBOIOIOKHOCTH, 0 YeM CBHIETeICTBYIOT
HMX HAa3BaHHUS — «AHTH-KPaCHBbII» HIH «AHTH-TIPHHTY.
OHHM NOAYMHAIOTCS Mobumomy Pybu «3akoHy 6ecdop-
MEHHOCTH» U ITPH GIMKaHIIeM PAaCCMOTPEHHH OKa3bl-
BaloTCA emle 6o/1ee HEOAHO3HAYHBIMH.

BO3MOXHO, 3T0 yBakeHHe K HechopMeHHOCTH
MOXXHO O6'BSICHHTD PAHHHM BIIEYaT/IEHHEM XYAOKHHKA
OT 3HAKOMCTBA C TEXHUKOH aBTOPCKOH KepamMukH Fat
Lava, KOTOpPYIO ITPAKTHKOBAIH B 3anajHoi lepMaHUH
B MepHOJ PaciBeTa KepaMU4eCcKOoro MpoM3BOACTEA




B 1950-1970-€ rofbl. OHa OT/IMYANaCh KPHYAUIUMHU IBe-
TAMH, IPUYYAIUBEIMH PHCYHKAMH H HEOGBITHBIMH
dopmaMu. MaTh XyIOKHHKA KO/IEKIIMOHAPOBA/IA 3Ty
KepaMMKy H cama npofopaja H3roTasJIHBarh ee.

Py6u MCIONB3YeT Pa3Hble TEXHUKH — OT PUCYHKA
M JKHUBOTIMCH A0 CKYABNTYPBI H BHAEO, — HO ONBITHI
C KEPaMUKOH M CErofiHs OCTAIOTCH BAKHBIM S/€MeH-
TOM €r0 XyA0XKeCTBEHHOTO A3bIKa. PaboThl Py6u oTpa-
AT KAI09eBble CBOMCTBA KepaMuKH Fat Lava, meapo
MCTIONB3YA [1a3YPh B IIHHAHBIX Gopmax.

Bo mHOrux paborax Py6u OTKpPbITO OEMH3UPYeT
¢ JloHansaoM JHKaI0OM M €r0 3HaYMMBIMH (HO TIOpOH
CHOPHBIMH) HIESMH 0 COCTOSHHM MCKYCCTBa, 0Tpa-
HKEHHBIMM B «[TOTHOM COBpPAaHMH COUMHEHHI». U3yuuB
Tekersl Jkanaa, Pybu oTBETII eMY aHTHMMHHMAZTUCT-
CKOM cepuell «AHTH-TIPUHTHI» [M. 39-41]. B aTux
paboTax Py6M COKpPYIIaeT reOMeTPHIO H MUHHMAIH3M,
BBIBOJISI CITPEEM HJTH YepHBIMY GyKBaM# B CTHIIE Tpad-
GUTH TO3YHI'M LONG LIVE THE AMORPHOUS LAW
(«1a 3xpascTByer 6echOPMEHHOCTS?) H THIS WON'T
LAST («3T0 He NPOIHTCA») MOBEPX MHHHMATHCT-
CKHMX apXHTEeKTYPHBIX PUCYHKOR. ITpofokas Hana-
JaTh Ha MUHMMAIHCTOB, Py6H HCIIONB3yeT B KayecTse
MOJICTABOK JUISi CBOMX TUIAKATOB MPaMOpHbIe 610KH-
TOCTAMEHTHI, KOTOPbIE BRINIAAAT KaK CAMOIOCTATOq-
HbI€ 06BEKTHI, TPHCHOCOG/IEHHBIe VIS TPAaKTHYECKOro
MTPUMEHEHHS.

TloneMuKa Pybr ¢ MEHHMAIH3MOM ITPOJIO/DKaeTCH
M B CKYABOTYPHBIX paboTax XyAoKHMKa [HIL. 42-44],
KOTOpBIE 3aUMCTBYIOT Y Tpon3BeneHmH kamna opmy,
Marepuan M MPOMBINUIEHHBIH MacmTab. OfHAKO
B OT/IMMHE OT HACANBHBIX MOBEPXHOCTEH ITPOU3Bee-
HUH Jxaana paborsl Py6M COCTOST U3 HECKONBKUX
CJIOEB ¥ IEMOHCTPHPYIOT C/Ie/ibl OTTIEYATKOB NAJIBIER,
NATHA ¥ MPOLApananHble HaJIHCH.,

¥usonuces Pybu [Man. 46, 47|, Tak jKe Kak M ero
CKYJBITYPbI, BeIeT CBOE IIPOHCXOMJIEHUE OT yBIede-
HUS XyA0KHHUKA rpadduTH, KOTOPHIM OH 3aHMMAJICH
B Jloc-Auppxenece B Kamndopuun. padpdurumku map-
KMPYIOT TEPPHTOPHIO, HAHOCS CITPEEM «TITH» CBOEH
TPYIIBEI HAa TOPOACKHUE CTEHBI H NaMATHUKH, TOBEPX
KOTOPBIX 3aT€M HAHOCAT CBOM METKH CONepHUYal0-
mMe rpynmnsl. HacnauBasch APyT Ha Apyra, 3TH H30-
6pakeHUs: CMENIMBAKTCA M MPEBPAIAIOTCS B OXHO
HepasauYuMoe nenoe. ITpu co3zaHuu cBOMX pabor
Py6u HAaHOCHT HAa XOJCT MHOXECTBO «T3r0B», KakK
6yaTo conepHUYas cam ¢ coboi, ¥ 3CTeTHKa MONyYuB-
IHXCH W306paKEHUH HEBOJIBHO OTCHUIALT K MpHUMe-
PaMm M3 HeZlaBHeH HCTOPUH UCKYCCTB, M B 0CO6eHHOCTH
K aMEepPUKaHCKOMY abCTPaKTHOMY IKCTIPECCHOHU3MY.
Oanako Py6u yeTpaHser mo6sle HAMEKH Ha 3CTeTH-
YeCKHe JIOCTOMHCTBA, Iep0 MOKPLIBas MOBEPXHO-
CTH CBOHX paboT HOBBIMH GPBI3raMH KPacKH, KOTOpbIe

3acTaBAAIOT 3a6BITH 06 HAEaNbHOM TOBEPXHOCTH.

TOYHO TaK ke, Kak pasHoo6pasHble CIe/(bl, OCTaB-
JIeHHbIE HA TIOBEPXHOCTH PabOT M3 IIACTMACCHI, GPBIarU
KPacKH B KapTHHaX Py6H CBUIETENBCTBYIOT O pabogem
IPOLECcce ¥ 0 KOHIeCTBe MoTpadeHHbIX 6alIOHIHKOB
C KpacKoi. PasMepsl ¥ BeC KHBOIMCHBIX TPOMU3BeNe-
HUH PybH MO3BOAAIOT MOCTABHTH UX B OAAMH PAJ CO
CKY/BITYPHBIMK o6bexTamu. [TpuMep ToMy — paboTsl
M3 cepuu «AnebacTpsi» (2008) [Mnn.49-54], KoTOpBIE
6aaHCHPYIOT HA TPAHHMIE CKYALITYPhI M KHBOITHCH,
3acTaBAsSs BCIOMHHTH O «<KOHKPETHBIX 06BeKTax»
Jhkaxna. CAeaHHBIE M3 NMOAMYPETAHOBBIX 670KOB,
PACcTIMCaHHBIX KPAaCKOH, 3TH paGoTsl € MeCTPhIMH Y30~
PaMM BRICMEMBAIOT M060Bb MHHUMAIH3MA K HAEaNb-
HOM MOHOXPOMHOH MOBEPXHOCTH. ITH KAPTHHLI TAKKE
OPOTHBOPEYAT MOCTYNATy BHICOKOrO MOAEPHHU3MA
o yucToTe GOPMBI M MaTepuana, Tak Kak 3/[ech MaTe-
pHaJ IPHTBOPAETCS TIO MEHbIIeH Mepe anebacTpoMm,
WM MPaMOPOM, B TO BPeMsI KaK Ha CaMOM Jieie SBfA-
ercsi GaHaIPHBIM TTOTHMEPOM, M3 KOTOPOTIO M3roTOB-
ASIOT IIACTHKOBbIE CTONBI JUIA PECTOPAHOB 6BICTPOTO
MTHTaHUA.

VAU BEIITH

TBopYecTBO Yasuja BelTH TakkKe COCPefoTOYeHO
Ha TEXHHYECKOM Mpolecce co3laHusA n3o6pakeHus,
O/{HAKO 3TOT XYAOKHUK eie 60sbie rumaeT obosHa-
YEHHBIH TPOLECC aBTOPCKOTO KOHTPO/s. Ectm TalToH
¥ Py6u JenaioT BUAHMBIE CIe/iBl POLecca MpoH3Boa-
CTBAa IMIABHBIM 3CTETHYECKHM IPHEMOM, TO BemTH
npobyert eie 6oee nMpsaMele CrIoco6bI BO3ACHCTBHUS HA
cBOM paboTEl, ¥ €ro H306paXKeHNA CO CIeflaMH TEXHHKH
CBOEro CO3AaHMs MOMYHAIOTCA CKOpee A0OKYMEeHTalb-
HBIMH, YeM 3CTEeTHYECKUMHU. [ JOCTHIKEHHUA HYX-
HOTO Pe3y/IbTaTa XyAOKHHK MOAYUHSAET TBOPYECKHH
TPOLECC TeXHOMOTUH, HO IPeROCTaB/AfgeT KIIO9eBYI0
pornb GaKTOpPy BpeMeHH ¥ MeCTa, IacTo 03BO/AA ABJe-
HHSAM OKpYKaionied cpejisl (M 1axe 3pUTeIAM) BMEIIH-
BaThCS B ITPOLECC CO3JAHUS CBOUX paboT.

C camoro Hagana paborsl BemTy 06HapyXHUBAIOT
MHTEpeC XYAOKHHKA K BPeMEHH, NepeABHKeHHIO
B IIPOCTPAHCTBE H 3/IEMEHTaM CTYYaHHOCTH. B CBOUX
parHuX doTopaborax BelITH HCCIeA0BaN 0CO6EHHO-
CTH TOPIOBbIX EHTPOB KaK IPOCTPAHCTB, CIIPOEKTUPO-
BaHHBIX C LeIbI0 06/eryeHus Kpyroobopora ToBapos
¥ epemMelieHns UX norpeéureneii. C 2001 Mo 2006 rof
oH 4acTo GsiBa B Bepiune, rie pororpadguposan 3abpo-
IeHHOoe 3jaHie NocoabeTBa Mpaka. OlHax bl BO BpemMs
BO3BpallleHus U3 [epMaHuM B CIIA OTCHATHIE Hera-
THBBI 4aCTHYHO 3aCBETWINCH HA PEHTTeHOBCKOM arma-
pare /s MpoBepKH Haraka. [IBeTOBbIE «ITOBPEKACHHSN
HEeraTHBOB, MONyYUBIIHeCs 61arofaps CIy4aiHOCTH,
JIET/IHA B OCHOBY XY/I0XKECTBEHHOM TEXHHKY BelTH.




B cepuu paboT, HE3aMBbICJOBATO HA3BAHHOM
«®ortorpaduu U3 myTeumrecTBUii», BemTn cHabxaer
Kaxoe H306pakeH e MOANHCHIO TOALKO MOCJIe TOro,
KaK pororpadus HCnbITaNa Ha cebe LBETOBbIE H3Me-
HEHMS BOIEJCTBHE «3aCBeYMBAHMSY HETATHBOB, a He
cpaay nocse Toro, kak gororpadum 6s11u cHATHL Tak,
dororpadus KHMT, pasbpoCaHHBIX HA MOAY, NOAyYaeT
HauMeHoBaHKe «DoTorpaduu 13 MyTelrecTBHI (Po3o-
BBI#), 110 OTTEHKY PO30BOTO, PACTEKAIOMEMYCSH B HHK-
HEeH YaCTH M306pakeHHs.

ITosanee BemTH co3aan cepuio pabor «IIpo3pay-
HOCTH» [MILL. 54-59] Ha ocHOBe abCTPaKTHBIX M306pa-
KEHHH, MONYIEHHBIX C NOMOILIBIO PEHTTEHOBCKHX
anmaparos IS NpoBepku 6araxa B asponoprax. ECiu
[BeTOBbIe BapHaluy «PoTorpaduil U3 MyTemecTB i
TOAYYANHCh CIYHAHHO, B 3TOH cepuu paboT Bemrmu
HaMepPeHHO 3aCBeYMBAI YHCThHIe IUIeHKH. [TOCKONBKY
XYAOKHUK HEe MOXET KOHTponuposarh 3dpdexT or
3aCBeTKH, €ro aBTOPCTBO 3aKaio4aercs B oTbope, CKa-
HUPOBaHWM H KaJ[PHPOBAaHUM HeraTuBos. HaspaHusA
M306pakeHHI CKIAJBIBAIOTCA U3 MOXOXUX Ha dop-
MY/IbI KOMOMHALMIA JAaT M MapIIPYTOB Iy TeIeCTBHI,
BO BpeMs KOTOPBIX OHHM OBUTH CAENaHbl, H COCTABIAIOT
CBOe06Pa3HBIN MyTEeBOM JHEBHUK XYAOKHHUKA. MacKku-
PYs HPAMYIO CBSI3b 3THX M306pakeHUid C COBEPIIeH-
HBIMH N0e3/IKaMH, BelITH UCIoab3yeT B 3aroioBKax
PaboT MeXAyHApOIHbIE KOAKI TOPOJIOB, @ He MX Ha3Ba-
HHS. 3TO NpUJIaeT HA3BaHUIO BCEH cepuM ente 6omib-
Y0 HPOHUIO, 3aKTIOYEHHYI0 B KOHTPAcTe 04eBH/I-
HOTO ¥ CKPBITOTO.

OJIHOBPEMEHHO ¢ Apyrumu dororpadpuueckumu
onsITaMy BemTH CO3JaN 3HAYNUTENBHOE KOJIHYECTBO
paboT B TeXHUKe POTOrPaMMBI, HIBECTHOM ¢ Havana
XX BeKa. POTOrpaMMa MMPOM3BOAUTCS MyTEM BO3/EH-
CTBHS CBETA PA3HOH HHTEHCHBHOCTH HA GOTOYYBCTBH-
TenbHyIo GyMary. 3ToT Ipolece pearupyer Ha 1060i
MPEAMET, 0Ka3aBIUIHICA B IPOCTPAHCTBE MEXAY HCTOY-
HHKOM cBeTa ¥ 6yMaroi, 1 UKCHPYeT C/Iebl Texanux
Ha Gymare o6beKkTOB. POTOrPaMMBI B 1I€/IOM MOBTO-
PAIOT 3G PEKT PEeHTreHOBCKMX AlapaTos, HO M03BO-
NAOT XYAOKHUKY HENOCPEACTBEHHO KOHTPOIHPOBAThH
ATUTeNBHOCTD ¥ 06/1aCTh 3aCBeYHBAHMA. BelIrTH MHOTO-
KPaTHO 9KCIIePHMEHTHPOBAJI C PAa3HBIMH BAPHALIMSAMHI
ITOM TEXHUKH M NONY4aa abCTPaKTHBIE KOMIIO3HITHH,
CMMHAas, CKIaJbiBast ¥ CKpyunBas 6ymary [Mar. 61).

BelTH MpUMEeHseT NOX0XKHe MeTOBI ¥ 110 OTHOLIe-
HHIO K CBOMM TPeXMepHbIM o6bexTaMm. LIt HelasHen
cepun «Kopobk# FedEx» XyI0KHUK 3aKa3ai CTeK/ISH-
HEIe Ky65l, TOYHO MOBTOPSIONIHE PasMephl KOPo6ok
noyToBo# cayx6er FedEX, ¥ OTIIpaBHA WX Ha azpec
BBICTABOYHOM TUIOmAanku. ITo NyTH KaxAbi# 06BeKT
TIOABEPTa/CH CAYYAHHBIM BO3JACHCTBHAM ¥ IOAYYaNR
TOBpeXAeHHs, 0TOGPaKAIONIHECT Ha ero CTeKISHHOM

NOBepPXHOCTH. [I0C/Ie A0CTaBKM Ha BRICTABKY 9TH HeTI0-
BTOpHMMbIe paGOTHI IeMOHCTPHPYIOTCS BMECTE CO CBOEH
MOYTOBOM YNAKOBKOH KaK oYepeAHas BapHallks Ha
TEMY NMyTeBBIX 3aMeTOK.

B paboTe «3epkanpHsbiit moa» (M. 60] Bce Hame-
PeHHBIE NOBPEXACHUSA NIONYYATHCh B PE3YIbTATE BO3-
BeHCTBUS 3pUTeei, a He ARHOHMMHBIX HOCHJIBLIHKOB.
B Hel BelTy yKIabiBaeT MHOTOCKOHHBIE 3ePKaIbHbIe
TIaHeJIM Ha 110kl BBICTABOYHBIX 3a/10B. IlepeBUTasch
110 3aJ1y, 3pUTENH OCTABASIOT HA CTEKASHHOM MOTY
TPEelMHbl H HapanHHbl H TAKHM 06pasoM CTaHO-
BSITCS COABTOPAMM IPOM3BEICHMs. B KOHIIE BBICTABKH
TaHeaH AeMOHTHPYIOTCS VISt TOro, 4To6B! B AaIbHeH-
1IeM MX MOXHO GbUIO Pa3MEeCTHTh Ha CTEHaX KakK Kap-
THHBI, IOKYMEHTHPYIOIIHE MCTOPHIO Ipollegnes
BBICTABKH Yepes cJe/ibl, OCTABJEHHbIE IPHTENAMHM.
B 3TOM ciy4ae BRICTaBI€HHbIE Ha BHICTABKE paboThl
ABAAKOTCS He MPOAYKTOM, 8 POM3IBOJCTBOM XYL0XKe-
CTBEHHOI0 MpPOLECca.

TAVITOH \ YONKEP

Ecan BemTH cO3aeT MCKYCCTBO Ha IOAY rajgepes,
Ta¥iToH \ Yoskep NpeAnogHuTaiOT CTeHb, Jenas iel-
KorpadMM Ha rUICOKAPTOHE — Marepuane, KOTO-
phiit OGBIYHO MCTIONB3YIOT JUIS OTAENKH CTeH raje-
PeH, a He KaK OCHOBY VISl BHCHIIMX HA HUX KapTHH.
3TOT CYyry60 NPaKTHYHBIH MaTepPHa NepeKInKaeTcs
C «aHTHABTOPCKOM» TEXHHUKOH, HCITONB3yeMOMH XYHL0MK-
HHUKOM, — lenKorpadueit 0TCKaHHPOBAHHBIX H306pa-
MEHM, KOTOPbIE 3aTeM MOABEPraloTes JaabHeHmen
urpoBoit 06paboTke. B JaHHOM CIyYae 3TOT IpHemM
He CTONBKO CTHPAET aBTOPCKHH MOYEPK XYAOKHHKOB,
CKOJIBKO Mpeobpa3oBsIBAET ero NpH MOMOITH UHbpo-
BBIX TEXHONIOTUH.

TBopueckoe COTpyAHMYECTBO Yanjaa laiToHa
¥ Keanm Yonkepa coefuHseT B cebe MacTepeTBO KakK-
Z0ro XYAOXKHHMKA ¥ TepepabaThiBaeT HX HHAHBHAYANb-
HBIHM A3BIK B KOMILIEKCHYIO TPAKTHKY, KOTOPas NMpH
3TOM COXPAaHSET CBOIO CAMOCTOATENBHOCTS. XYAOKHHKH
BBHICTABASIOTCA BMECTE C 2004 IO/, OAHAKO HA4aIH OCY-
LIECTB/IATH COBMECTHBIE TPOEKTHI ellle BO BpeMst yye6sl
B Yuusepcurere TeHHeccH B HOKCBHIIE. 3TOT MOMEHT
COBIAK C AKTHBHBIM MEPEXOOM K HCHONb30BAHHIO
MeHMaTEXHONOT T ¥ TIOSBIeHUEM ITPOJBHHYTHIX MPO-
TpaMM, TPH3BaHHBIX PAJHKATBHO H3MEHHTH popMaT
nony4yeHus U 06paboTku H3obpakeHuIt.

TayiToH ¥ YOJXKep 10-pasHOMY OTPearupoBany Ha
TEXHOJOTHYECKHEe HOBOBBEICHHS, YTO OTPAKAKOT UX
pa6orsl. Yonkep paboTaeT co CKaHEPOM, KOHIENTY-
anpHO o6pabaThIBas Mpouecc BBoAa MHGOPMAIHH, B TO
BpeMs Kak TalTOH IPOM3BOJUT ee BBIBOA Ha Hupo-
BOM MPHHTEPE. ITH PasauMa CTHPAIOTCH B COBMECT-
HBIX PaboTax XyA0XKHUKOB. [TOAMHCHIBAsACH JBOHHBIM




umeneMm, FaiToH \ YoIKep CO3/al0T TBOPYECKOe ITpo-
CTPAHCTBO, B KOTOPOM CofiepxHTCs Goxblne 10oMopa,
geM B MX MHAWBUAYAJIBHOM TBOpYecTBe. Hacnansas
napaniesid U3 HCTOPMH HCKYCCTB HAa CBOM 3KCIIEPH-
MEHTHI € oay4eHHeM H306paueHui, Koraa cKaHep
HUIH IIPHHTEP MCTIONB3YeTCs OTIHYIHBIM OT ONTHCAHHOTO
B MHCTPYKLHH crioco6om, paboTsr FaiToHa | Yonkepa
CTHPAIOT IPAHMILY MEXZY HCKYCCTBOM M TEXHOJO-
THEH, pacrioNarasch B 3a30pe MEXKAY XYA0KECTBEHHBIM
HaMepEeHHEM H OTKPBITOCTBIO CTyHaiHBIM 3dexTam.

Pabora l'anitoHa \ Yonkepa, «Be3 HasBaHus» (2008)
[Mnan. 63] ABISETCA YACTHIO MX COBMECTHOM «HMHTED-
BEHI[MH» W BRICTYTIAET B Ka4YeCTBe «HEMOoCAYIUIHOro»
HIECTOTO AEMEHTA IIATHIACTHOH CTPYKTYPbI BHICTABKH.
Jinsi 3T0¥ paboThI XYAOKHUKH OTCKaHWPOBAJIH HACTO-
AuMe TOMTHKH afimMa, Mapakyio v 6aHaHbI (CKaHep
nepesaeT HIOAHCH! PA3THYHON KOHCHCTEHIUK PyK-
TOB), 3aTeM MOJBEPIIH MONYYHBIIHECH H306pakeHHs
pansHenuen nudposoi o6paboTke M OTHIEYATANH HA
IMIICOKAPTOHHBIX MaHensx. Ha BeICTABKE «IISATh»
TaHeaH BBICTABISIOTCH BMecTe ¢ GaHKaM¥ C KPaCKaMH,
Ha KOTOpbie HaKJIeeHbl ITHKETKH C TeMH e u3obpa-
SUTENTBHBIMH MOTHUBAMH, TeM Gojiee YTo MHOIHE U30-
GparkeHus Ha NaHeNAX GBIIH CO3/IaHb! ITyTEeM IPOKATHI-
BaHMA 6aHOK C HAKJIEEHHBIMY 3THKETKAMHU 110 CTEKITY
cKaHepa Bo BpeMsi paboTEL. B pesyisraTe H3HAYAIBHO
mHIMHApHYecKkas ¢opma 6aHOK HCKaXKaeTcs, npespa-
1Iasch B BOXHHUCTYIO IEHTY C BKPAIUIEHHAMH APKO-
OPaHKEBhIX ANETbCHHOB, TEKCTHIBHBIX Y30POB H I{Be-
TOBBIX NATEH.

Pa6ora I'aiiToHa \ Yoakepa He CTOJNIBKO AeMOHCTPH-
PYeT TOP/KeCTBO TEXHONOTHH, CKONLKO MIPaeT Ha CTo-
POHe Iomn-apTa, Mpas/a 110 Z0BOIBHO CBOGOAHBIM Npa-
BunaM. Yopxon nipuberan K TeXHUKe THPaXHPOBaHUS,
9To6BI AMIIUTHL H306paXKEeHHs cMbicaa, a FTAaWTOH \
Voikep NpH MOMOIIHA TOM e TEXHONOTHMH CO3/aioT
u306paxkeHust, KOTOPble H3HAYANLHO NIPEACTABAAIT
coBoit mycThie «peiH-MeHbln. ITH 3KCTIEPHMEHThHI
JIleMOHCTPHPYIOT, HACKOIBKO HEOJHOIHATHYIO PYHK-
[HI0 MOKET BBIIIOJHATL UCKYCCTBO B HOBOM 3KOHO-
Muke 06pas3os.

«IIATHb»

1P MOATOTOBKE BRICTABKH «TIHTh» 0COGEHHO BAKHBIM
JUIS Hac GBUIO TPEJICTABHTD ee B COIMATBHOM M MOJH-
THYECKOM KOHTEKCTe, HeCMOTPS Ha TO 4TO IpeACTaB-
NeHHBIe PA60THI OCHOBAHBI NPEXJIe BCEro Ha 3CTeTH-
4eCKUX SKCTIEPUMEHTAX M MMEIOT IpoueccyanbHbIA
xapaxTep. Bo3poCIIHii ¢ HeJlaBHEr0 BPeMEeHH HHTe-
Pec K «MaTepHaIbHOCTH» NPOM3BEICHUH MCKYCCTBa
1 dopme He OrpaHUYHMBAETCH NPHMEPAMM aMepH-
KaHCKHX pa6oT. MHOTHE TeXHONOTMH, KOTOpPbIe [103BO-
JTWIH 3TAM GOPMATBHBEIM SKCITEPHMEHTAM COCTOATHCS,
MOABEPI/IM COMHEHHI0 KOHUENIHI0 MOHOTUTHON
HAUMOHANBHON MAEHTHYHOCTH, IPE/UIOKHB BMECTO
3TOr0 CBOGOAHBIN 06MeH H306paXKeHUAMH, HACIMH
u uHdopManue. BoccosaBasi aMEPHKAHCKUH KOH-
TEKCT, BBICTABKA «IISITh» YYHTHIBAET ¥ POCCHHCKHHA
KOHTEKCT BRICTABKH M PasjMyaeT XyAoKeCTBeHHbIe
TpaeKTopHH, 6epyiye Havano B 60raToi HCTOPHH pyC-
CKOro MOAEPHH3MA, COlepiKalieil OTTHIHbIe, HO CTO/Nb
JKe HeIpoCThie B3aMMOOTHOLIEHHS C KYIBTYpoii obuie-
cTBa notpebaeHns. IIpocieRuBas KOHIENTYAIbHYIO
MpeeMCTBeHHOCTh TPEACTABIEHHEIX paboT 1 TaKKe
MOAYEPKUBas UX CIOCOGHOCTH GBITH MPOAYKTOM Mac-
COBOTO NOTpebIeHus WIM HMHTHPOBATD €ro, « 1A Th»
obpamaercs K HOBOM IKOHOMUKE IIPOH3BOACTBA M30-
GpakeHHH, MX IMPKYISIHHA H YCBOEHHIO.
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FIG.1

ROBERT INDIANA
Diamond Demuth Five, 1963
0il on canvas

130.2 X 130.2 CM

Courtesy of L&M Arts, New York

Robert Indiana worked with bold, distinc-
tive imagery,appropriating the style of pop-
ular design and advertising. Indiana’s work
often consists of simple, iconic images,
based on numbers or short words like
EAT Or HUG. His best-known series, LOVE,
demonstrates a strong kinship with ear-
lier Precisionist painters such as Charles
Demuth.

At the beginning of the 1960s, Indiana
paid homage to Demuth’s I Saw the Figure 5in
Gold (1928) with The American Dream, a series
of paintings and prints reworking Demuth’s
masterpiece. Refiguring the fire engine
into the five-pointed star of the American
flag, Indiana added stenciled words such
as AMERICAN DREAM, giving the works
the aura and polish of a mass-produced
commodity. In the 1963 painting, Diamond
Demuth Five, Indiana isolated a golden “s,"
embedded against a vibrant red star, con-
veying the exhilaration of the “American
Dream” through strictly graphic means.

ORIGINAL FIVE
HCXOJAHBIE ITATH
*

M. 1

POBEPT MHAMAHA

Bpuanuanmosaq namepka Jemyma, 1963
XoncT, Macio

130,2X130,2 CM

MTpexocTaBaeHo ranepeed L&M Arts, Huio-Hopk

Pobept UHAMaHaA paboTan ¢ CHABHBIMH
# ApKuMM o6pasamMu, 3aHMCTBYS S3BIK
MAacCOBOro AM3aiHa U pexiaamsbl. Ero npo-
M3BEIEHUS COCTOAT M3 MPOCTHIX, Y3HABA-
eMBIX H306pakeHHH — HQP HIK KOPOT-
KMX CJIOB, KaK, Hampumep, EAT («Emb»)
WM HUG («O6HUMM»). Camas M3BeCcTHas
cepus HHAuaHbl LOVE («/11061») AeMOH-
CTpUpyeT ero 6IM3K0e POACTBO C pAHHHUMH
XYAOKHHUKAMM-«ITPEIU3HOHHCTAMMY,
B YaCTHOCTH € Yapabs3oM JIeMyTOM.

B Hagase 1960-X rogos HHAHaHa 0TAAl
JlaHb yBa)KeHus JeMyTy ¥ ero uieiespy
«S1 yBuzen uudpy 5 B 30m0Ter (1928) B CEpHH
KapTHH M [Ie4aTHBIX paboT «AMepHKaHCKas
MeuTar, [loapHas MallHHa ITPeBpaTHIach
y UHAHAHBI B ISTHKOHEYHYIO 3BE3/1y C aMe-
pHKaHCKOro ¢nara,a HAaHeCEHHbIE C ITOMO-
misio Tpadapera cnoBa «aMepUKaHCKas
MegTa» npuaany ero paoram GabpuaHbIA
BHJI TOBapa MAacCOBOIO NMPOM3BOACTBA. B Kap-
THHE 1963 roja «BpHUIHaHTOBasA NATEPKa
JeMyTa» XYAOKHHK HCIOAb30Bak AU
OAHY 30/0TYI0 NHOPY 5, HAIOKHB ee Ha
u306pakeHHe CUAIOIEN KPaCHOH! 3Be3/1bl,
yT06bI MepefaTh BOOAYUIEBICHHE, KOTO-
PO€ BBI3BIBAET Y HETO HJes «AMePHUKAHCKOM

MEeUThI», YUCTO rpadH9eCKUMH CPeICTBAMM.
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FIG.2

ED RUSCHA

Las Palmas, 1967

Wood, oil on leather belt
121.9 X 121.9 M

Courtesy of L&M Arts, New York

Ed Ruscha has consistently combined the
cityscapes of California with the common
vernacular to express the particular urban
experience of Los Angeles. Encompassing
painting,drawing, photography,and artist’s
books, Ruscha’s work mines the banality of
urban life, with the mass media barrage of
information and imagery. His aesthetic and
thematic elements are informed by the art-
ist’s early career as a graphic designer and
illustrator.

A spare collage consisting of a leather
belt affixed to wood, Las Palmas acts
a pseudo-souvenir of the eponymous town,
located in California’s Central valley. This
work reflects Ruscha’s experience as a gra-
phic artist, which continues to strongly
influence both his aesthetic and thematic
approach.

L. 2
31 PYIIA

Jlac-ITanvmac, 1967

JlepeBo, KOXaHBIN peMeHb, MACJIO
121,9 X121,9 CM

Mpegocrasneno ranepeeit L&M Arts, Huwo-Hopk

XapakTepHBIH cTHAbL Oaa Pyma chopmu-
POBAJICS HA PaHHEM 3Tane ero TBOpYeCcTna
B repuos paborsl rpadpuHecKuM au3aii-
HEepOM M WIIIOCTPaToOpoM. Pyma coeau-
HSJI B CBOMX IPOM3BEAEHUAX H3obpaxe-
HHS N'OPOACKHX nemsaxed Karudopuuu co
c0BaMH M ppazaMy Ha MECTHOM JAHAIEKTe,
49T065I NepenaTh 0co6y ropoACKyIo aTMO-
chepy Jloc-AHaKeneca. MpuauMmas dopmy
KHBOMHCH, PUCYHKA, poTorpadum wim
aBTOPCKOHM KHUIH, €ro paboTsl OTPaXaioT
NOBCEAHEBHYIO KHU3Hb ropojia, HaCHIIIeH-
HOI'0 Macc-MeIMHHbIMY 06pasaMu.

JIakOHUYHBIH Koutax «JIac-Ilaxbmacy
COCTOMT M3 KOXAHOTO PeMHS , MTPUKPEIIeH-
HOT'O K IEpeBy, ¥ 3a/{lyMaH KaK BhIMBIIUIEH-
HbIH CYBEHHD M3 OAHOMMEHHOro ropoja,
PacnonokeHHoro B LIeHTpanbHON J0AHHE
mrrara Kaaubopaus.



FIG.3

ANDY WARHOL
Ambulance Disaster, ¢.1963
Silkscreen ink on paper
101.6 x76.2 cm

Courtesy of L&M Arts, New York

The 1960s were an extremely prolific period
for Andy Warhol. Appropriating images
from popular culture, Warhol produced
many of the iconic images of 20th-cen-
tury art, such as the Campbell’s Soup Cans,
Disasters and Marilyn’s series. Through his
technique of silk-screening repeated prints
of the same image, Warhol posed a critique
of commodity culture and the circulation of
images, challenging notions of authorship
or authenticity.

Ambulance Disaster (c.1963) is part of the
Disaster series,in which the artist reprinted
newspaper footage of car accidents. The
resulting silk-screens are eerily beautiful,
in contrast to their horrific content. With
these works, Warhol comments on the
contemporary condition of image satura-
tion, which dulls the viewer’s reactions to
graphic imagery.

HL.3

3HAHM YOPXOJ

Knmacmpoﬁa cxopaﬂ nOMOWU, OK. 1963
Tunorpadckas kpacka, Gymara

101,6 X 76,2 CM

IpesocTasaeso rarepeeit L&M Arts, Huio-Hopk

1960-€ TOfb! GBUTH YPe3BhIYaHO MI0L0T-
BOPHBIM NMepHOAOM And SHAM Yopxozaa.
3auMCTBYS 06pa3sl M3 MON-KYAbTYPHI,
OH CO3Ja/l MHOXKeCcTBO paboT, CTaBIIMX
«HKOHAMM» MCKYCCTBA XX Be€Ka, — CepHuM
«BankH cyna Campbell», «kKatacTpodsi»
¥ «MapuIHH», XYAOKHHUK MHOTOKPATHO
THPAXKHPOBAI OJHH M Te e u3obpakeHus
B TexHHKe wenkorpaduu, 6pocas BI3OB
MOHATHIO ABTOPCTBA M ayTEHTHUYHOCTH,
M OCYIIECTBIISA TeM CAMBIM KPHTHKY Ky/Ib-
TYPhI TOTpe6IeHHs ¥ IUPKYASIIHK 06pa30B.

Pabora «KaracTpoda CKOpo#H momouru»
(1963) aBasgeTcs 4acThO cepuMm «Kara-
cTpodbir, B KOTOPOH YOpX0/a nepenevara
raszerHsie pororpaduu ¢ HaoGpakeHHeM
aBTOMOGHMIBHBIX aBapuil. [ToryYuBIIHeCH
OTHeYaTK¥ Heo6hIYailHO KPACHUBBI, YTO
KOHTPACTHPYET C UX YXACAKIIHM Cofep-
KaHWeM. ITH paboThl BRICTYIIAI0T KOMMEH-
TapHeM K 06MIHI0 BU3yanbHBIX 06pa3os,
XapakTepHOMY /I COBPEMEHHOH 3IOXH,
KOTOpO€ MPUTYIUISET PeakiHio 3pHTeNeH
JlaXKe Ha CTOMb Pe3KHe XYAOKeCTBeHHbIe
H306pameHns.
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FIG.4

DONALD JUDD

Untitled (Dss 89), 1966

Stainless steel and amber Plexiglas
15.2%68.6 x61 cm

Courtesy of L&M Arts, New York

In the 1960s, Donald Judd began to cre-
ate art using “real materials in real space.”
Rather than fashion a representation of the
world around him, the artist concentrated
on his materials, allowing the form to exist
in and of itself in a style that would come
to be known as “Minimalism.” Judd coined
the term “specific objects” to describe these
works, which he considered to be combin-
ing aspects of both painting and sculp-
ture, By the time of his death in 1994, Judd
was recognized as one of the foremost
Minimalists; his “specific objects” had not
only made an important aesthetic contribu-
tion to American art, they had redefined the
ways one thought about art in general.

In this untitled piece from 1966, Judd
invites light to transform a simplified geo-

metric arrangement of steel and Plexiglas.

As the light passes through the translu-
cent surface, it swathes the floor in a deep

amber hue, extending the form of the object.

An early example of Judd's work, the piece
exemplifies the artist’s interest in allowing
the materials to speak for themselves.

HII.4

AOHANBA NKALL

Be3 HA3saHus («DSs 89»), 1966
Hepxasewonmas cTaab, Oprerexiio

15,2 X 68,6 X 61 CM

IIpexocTasneso rarepees L&M Arts, Hyo-Hopk

B 1960-x rogax JoHaxsA [DKaAA Havaa co3-

AaBaTh MPOM3BEeHNS HCKYCCTBA «H3 Peas-
HbIX MAaTepPHaloB B PeATbHOM HPOCTPaH-
creen. O6pamas BHUMaHHEe He CTOABKO
Ha H306pa)keHHe OKpPYKAIOIEro MHpa,
CKOJIBKO Ha CaMH MaTepHasl, XyAOKHHUK
MO3BOMHA (pOPMAM CYIIECTBOBATH CAMHMM
no cebe u ansa cebs — BIOCAEACTBHM 3TO
Hanpas/leHHe B MCKYCCTBE TTOTYIHIO Ha3Ba-
HHE «MHHUMAaTH3IM». JDKaAA CTPeMUICH
COEJMHMTH B 3THX paboTax 4epThl KHBO-
THCH M CKYJBITYPhI M BB VIS X ONHU-
CaHHH TEPMHUH «KOHKPETHbIE 06BEeKThIN,
Xyn0XXHHK, YMEPIIUH B 1994 FONY, 3aBOeBan
CJIaBY BBIIAIONIEr0OCs IIPECTAaBUTENA MHHH-
Manu3ma. Ero «<KoHKpeTHBIe 06BbeKThI» He
TOABKO BHEC/TH 3HAYMTEIBHBIN BKJIAJ B ame-
PHKaHCKOE MCKYCCTBO, HO M NIPEIOKAIH
HOBOE MOHHMAaHHE UCKYCCTBA B LENI0M.

B 308 paboTe 1966 rojia npocras reo-
MeTpPHYecKas KOMITO3HIIMS U3 CTANH U Opr-
cTeksa npeobpakaercs 1Moj AeHCTBHEM
ceeTa. [IPOHMKAA CKBO3b MPO3PAYHYIO
TMOBEPXHOCTH, CBET IIPUJAET 10Ny HACKI-
LEHHBIN SHTAPHBIN OTTEHOK Y BU3YAJBHO
pacmupsier Gopmy 06BeKTa. ITa paHHAA
pabora Jikaajsa oTpaxaeT KelaHHe XyI0K-
HMKA ZIaTh BO3MOXKHOCTH MATEPHAaTy TOBO-
PpHTH 3a cebs.



FIG.5
RICHARD SERRA
Untitled, 1975
Paintstick on Paper
96 x132.6 cm

Courtesy of L&M Arts, New York

Richard Serra developed his own artistic
grammar, based on formal reductionism,
site-specific reference, and a central theme
of gravity and balance. His early work made
use of the steel and lead that he had first
encountered as a youth in the steel mills
and shipyards of the West Coast. One well-
known piece from this period consisted of
molten lead, which the artist slung against
the walls of his studio with a ladle. Though
his casts were formed from the impact of
the lead hitting the walls, the emphasis of
the piece was placed on the process: raw
aggression and physicality, combined with
a self-conscious awareness of material and
a real engagement with the space.Serra has
since expanded on that physicality,which is
now compounded by the breathtaking scale
and weight that his steel plate pieces have
acquired.

This work hearkens to Serra’s earlier
period, fixing an attention on form and
material. He applies a dense layer of black
paint-stick that absorbs and dissipates light.
What emerges is the mass, density, and vol-
ume of the simple form.

ML 5
PUYAPA CEPPA
Be3 nassanua, 1975
Kpacka, 6ymara
96 %132,6 CM

TipefocTasaeHo ranepeei L&M Arts, Huo-Hopxk

Pygapa Ceppa pa3paboTan HermoBTOPHMbIH
XYAOKECTBEHHBIH $3bIK, OCHOBAHHEBIN Ha
ynpouieHuH $opMbl, HHTEPECy K CBA3M
NPOM3BEJeHUS C KOHKPETHBIM ITPOCTPaH-
CTBOM, a TaK)Ke BHUMAHHH K CHJIE TSXECTH
M 6anaHcy. B I0OHOCTH XYAOKHHUK GhIBas HAa
CTaZleTUTeHHBIX 3aBoAaxX U Bepdsx B pai-
OHe 3anaxHoro nobepexss M BHOCKEA-
CTBHHM YaCTO MCIONL30BAJI CTallb ¥ CBUHEI]
B CBOMX PaHHMX NPOM3BeJeHHAX. OJlHa U3
M3BECTHBIX paboT 3TOr0 NepHOAa 3aKIK0Ya-
Jach B pa3bpBISrMBAHMHM PACIUIaBIEeHHOTO
CBHHIIA I10 CTEHAM MaCTEPCKOH XYAOKHHUKA
ITPH TOMOIIH JIUTEHHOro Kosua. [Tonazas
Ha CTE€Hbl, CBHHEIl 3aCThIBa/, IPHHUMAN
YeTKHEe OYepPTaHHUSA, HO HECMOTPA Ha 3TOT
bopManbHBIH 3€MEHT, AKLUEHT B JaHHOM
pabore 6bLT C/leIaH HA CAMOM TIpolecce ee
HcTonHeHud. IIpaMas arpeccus dpusnve-
CKOrO JKeCTa COeAMHWIACH B HEH C MOHUMA-
HHUEM CYTH MaTepHalla ¥ ero MHTerpamuen
B OKpyJKaroliee pocTpaHCcTBo. IIpoaomxas
VAeAATh BHUMaHHUE QH3IHMYECKOMY aclexTy
B fajibHelmeM, Ceppa AONMONHHI CBOH
CKYABNTYPSHI M3 CTAIM 3aXBaThIBAIOLIUM
MacITabom U HemoAbEMHOM MaCCOH.

IlpeacrasneHHas pa6oTa mepekau-
KaeTCs C paHHUM MEepPHOJOM TBOPYECTBa
Ceppel, OTMEYeHHBIM BHUMaHHeM K dopme
M MaTepHany. B HeH XyA0KHUK NOKPhIBAET
6ymary TONCTBIM CTOeM YEepHOM KpackH,
KOTOpas MOIJONaeT ¥ PacCerBaeT CBeT,
H OTAaeT LEHTPAIBHOEe MECTO Macce, IIoT-
HOCTH ¥ 06beMy TTPOCTOM GOPMBI.
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FI1G.6

MATTHEW BRANNON

Dedication, Wind in the Sails, 2008

2 letterpress prints on paper, 1 display rig
(MDF, oak veneer, stainless steel)
Letterpress prints: 64.8 x49.5 cm

Display rig: 304.8 x 152.4 X 6,4 cm

Courtesy of Private Collection

For his letterpress prints, Matthew Brannon

makes judicious use of clean colors, flat-
tened forms, and suggestive silhouettes.
Borrowing the silken language of lux-
ury advertisements, he undermines the
assumptions informing the commercial
construction of desire. The artist typically
draws from a repertoire of recurring iconog-
raphy, often tied to tropes of luxury goods
or the trappings of success. These images
of high heels immediately call to mind
Andy Warhol’s early shoe advertisements,
but this alignment is troubled by the text.
Alternately sardonic, coquettish, or cun-
ning, Brannon's text opens his images to
what he calls “inappropriate reception”;
the words are formed with the same exact-
ing precision as the rest of the composition,
but they contain an element of subversion,
with their non sequitur character wavering
between the intentional and the arbitrary.

HIL.6

M3THIO BPEHHOH

ITocsawenue. Bemep 8 napyca, 2008
IeuyaTs Ha Gymare, 1eMOHCTPAlHOHHAS
nasens (MA@, Ay6OBBIA MITTOH,
HepKaBemas CTalb)

ITeyaTHBIE TUCTHL: 64,8 X 49,5 CM
JeMOHCTpalHOHHAs MTaHeIb:

304,8 %152,4 X 6,4 CM

peAOCTaARNCHO YACTHAIM KOUICKITHOHEPOM

M3Thi0 BpeHHOH MCIONAb3YeT B CBOHX
MeYaTHBIX paboTax YMCThHIE BETA, IVIOCKHE
bopMBI 1 y3HaBaeMble CHIY3Thl. OH Yepnaer
BJIOXHOBEHME B perepryape o6pa3os, CBs-
3aHHBIX C HHAYCTPHEH POCKOUIM M BHEIlI-
HUMH aTpubyTamu ycrnexa. 3auMCTBYA
BKPafYMBHIH TOH TEKCTOB M3 peKIaMbl
NOAOGHLIX TOBApPOB, XYAOKHHUK pa3obia-
gaeT X 06MaHYMBYIO IPHPOAY M 06Ha-
KaeT CKPHITYI KOMMEpPYecKkyl crpare-
I'HIO, HallpaBJAeHHY10 Ha popMHpoBaHHe
TOTPeSHUTENBCKOrO XenaHu. H3o6paxenus
rydenp Ha BBICOKMX Kabnykax s pabore
«ITocealeHHe. BeTep B napyca» BhI3BIBAIOT
B HaMSTH pexiaMy 06yBH, KOTOPYIO enan
SHAH YOPXON B PaHHWH NEPHOA CBOEro
TBOPYECTBA, OTHAKO COMPOBOKAAIONMH 3TH
H306pakeHUs TEKCT BHOCHT CBOM OTIHYMS.
HacMeuUIMBbie, UMTPHBBIE W OCTPOYMHBIE
TeKCTh! BpeHHOHA, Tapo/IMPYIOIHe PeKIam-
HbIe TIPHEMBI, BRI3BIBAIOT 3EKT, KOTOPLIH
CcaM XYAOXHHK Ha3bIBaeT «HEYMEeCTHBIM
BOCTIpHATHEM». CI0Ba MOAKO6PaHsl TOYHO,
KaK M caMa KOMIIO3MIMS, HO COoAepika-
IIMHCA B HUX 3/IEMEeHT MPOBOKAIIMY JIefiaeT
HX HHTEPIPETANHIO He CTONb OTHO3HAYHOH.



FIG.7

MATTHEW BRANNON

Lowered Expectations and Bright Ideas, 2008
Wood, paint, hanging devices, yarn,
carved Styrofoam

304.8 X 914.4 X 243.8 cm

Courtesy of the artist and Friedrich Petzel Gallery,

New York

with Lowered Expectations and Bright Ideas,
Matthew Brannon creates a sculptural
installation that retains the precision,
observation, and dark humor characteris-
tic of his printmaking. The suspended lat-
tice acts as a surrogate ceiling, casting sliv-
ered shadows against either wall. The light
itself is cold and administrative, conjuring
up the florescent oppression of office light-
ing. The heightened feeling of claustropho-
bia clashes with the aesthetic experience of
the shadow play.The artist proposes another
moment of reprieve with a hand-carved
light bulb, which dangles down from the
lattice.While not a plausible source of light,
the bulb stands in as the cartoon symbol for
a “bright idea.”

MIA.7
M3ThIO BPEHHOH

3anuxcerHble 0XUIaHUL U SpKue udeu, 2008
Jlepeso, Kpacka, CHCTeMa NOJABECKH, IIPsika,
crupodom

304,8 X 914,4 ¥ 243,8 cM

lpenocrasaeHo XyIoKHHKOM 1 ranepeesi Friedrich

Petzel, Hsio-Hopk

PaboTa MaThi0 BpeHHOHA «3aHHKEHHbIE
OXH/IaHHSA H SPKHE HAEeH» NpeACcTaBIseT
co60f CKYABNTYPHYH HHCTAANALHNIO,
B KOTOPOH €CTh OCTPOTA, HabNI0AaTeNBHOCTD
M YePHBIN I0MOP, CBOMCTBEHHEIE NTeYaTHBIM
paboram XyaoxHuKa. [oagBemeHHas
KBEpPXY peleTKa BBICTYNAEeT B POAH
HaBeCHOTO NHOTOJNKa M oT6pachiBaer
y3Kue TeHH Ha 6AH3jeXxalue CTeHHI.
XONOAHBIA W CTPOTHH CBET B IPOCTPaH-
CcTBe 3TOH paboThl HAIOMHUHAET O TOCK-
ATUBOM OPHCHOM OCBEIIEHHH, HO BO3-
HUKaollee 4yBCTBO Kiaycrpodobum
YPAaBHOBEMHUBAETCH 3CTETHYECKHM
YAOBONBCTBHEM OT CO3epHaHHMA MIPhI
TeHel. Elle OAMH 37€MEHT, KOTOPHIH
cmArgaer obuiee HacTpoeHHe paboTsr, —
BBEIpe3aHHast U3 cTHpodoMa naMIOYKa,
cBHCawIas ¢ pemeTkd. He SBAAsCH
peanbHBIM HCTOYHHUKOM CBETA, OHA CIIYIKHUT
KapUKaTyPHBIM CHMBOJIOM «SIPKOM HJIeH».
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FIG.8

MATTHEW BRANNON

Set of Six Records (Chipped Teeth, Perfect Tits,
Sorry Excuse, Lasting Decision, Unmade Bed,

Messy Affair), 2008

Set of Six Records (Paper Cuts, Fried Clams,
False Teeth, Editor & Intern, Iced Coffee, Penis
Breath), 2008

Silkscreen and foil stamp on paper
Each print 79 x 61 cm
Courtesy of the artist and Friedrich Petzel Gallery,

New York

90

Matthew Brannon defies commonly
accepted artistic convention with his delib-
erate insistence on traditional print-mak-
ing techniques such as the letterpress. More
confounding than the choice of a point-
edly “outdated” technique, Brannon'’s silk-
screens and letterpress editions are typ-
ically unique, eschewing the technical
advantages of the media.

with this series, Brannon takes up
a symbol of success rendered anachronistic
in contemporary society.The “Gold Record”
celebrates a certain number of albums sold;
the particular format was contrived as
a type of trophy, a marker of accomplish-
ment that could be displayed in one’s home
or studio. This marker has become mean-

ingless in a society where album sales no

longer correlate to listeners, as assumed
earlier,

For these works, Brannon replicates the
format of the gold record through an exact-
ing process of foil-printing, a technique
which embodies the vapid fetishism of
the trophy object. He titles each work with
a precise pairing of words, purported non
sequiturs such as “Fried Clams,” “Chipped
Teeth,” or “Perfect Tits.” The combinations
are not without their sense of poetry or
humor, as evident within the outright mis-
chievous titles “Editor & Intern,” “A Messy

Affair,” or “Unmade Bed.”



HIX.8

M3THIO BPEHHOH

Cepua u3 wecmu naacmunox («Illepbamuie
3y6biy, «deanvHble cucbKuy, « H38UHuU,
npocmuy, «Teepdoe pewenues, «HeybpanHas

Kposamby, «I'paznoe denblier), 2008

Cepus u3 wecmu naacmurox («I'nzemuwie
8bipesKur, «Kapenslil MOANIOCK», «BemasHbie
3ybbi», «Pedakmop u cmaxcep», «Koe

€0 bdom», «IbIXAHUE NEHUCAN ), 2008

[Ilenxorpadus ¥ THCHeHME GONBIOM

Ha Gymare

79 X 61 CM Kaxaas

IIpesoCTaBAeHO XYAOKHHKOM | raiepeei Friedrich

Petzel, Huio-Hopk

M3Thi0 BpeHHOH npeHebperaer o61enpuHsS-
TBIMHM XYAO0XKECTBEHHBIMHU YCIOBHOCTAMM,
COXpaHAd BEPHOCTH TPAJHUITHOHHEIM Me4aT-
HBIM TEXHHMKaM, ¥ B YaCTHOCTH TEXHHKe
BbICOKOM 1revaTH. Ente 6onee npumeyarens-
HbIM, YeM BBIGOP TAKOHM OTKPOBEHHO yCTa-
peBlIed TEXHHKH, SBAAETCH TO, 9TO Mevar-
Hble paboTsl BpeHHOHA 06BIYHO CAeNaHbI
B IMHCTBEHHOM 3K3eMIuIsSpe B 06X0/1 coBpe-
MEHHBIX JOCTHIKeHU, TO3BOASIOMIUX MHO-
FOKPaTHO THPAXKHUPOBATH TPON3BEICHUS.
[IpeAMeTOM pPacCMOTPEHHUS XYAO0XK-
HUMKA B JAHHOM CepUM cTazna «30/10Tas ia-
CTHHKa» — Harpaja, 03Havaomas onpeje-
JIEHHOe KOIHYeCTBO MPOIaHHBIX aIbO60MOB,
KOTOPYI0 MOXHO IOBECHTH Y Cce6si B KOM-
HaTe WIH CTYAMH. B CErogHANIHEM MHDe,

rie KOJIM4eCcTBO NPOAAHHBIX an s60MOB yxe

AABHO He COOTHOCHTCSH C KOIHYECTBOM CIIy-
arTesiel, 3TOT CHMBOJI yCIiexa CTalx aHaxpo-
HH3MOM H MOTEPSI BCIKHH CMBICIT.
30710ThIE IIACTHHKH Ma3ThI0 BpeHHOHA,
BHINMTONTHEHHbIE B TEXHHUKE THCHEHHS
donwroi, noBTOpAT GOpMY 3HAMEHH-
TOH HaArpajbl ¥ BOIUIOIIAIOT ee 6e3bICKyC-
HbIH peTHIIH3M. HasBaHUSA MIACTHHOK —
«KapeHbIH MOITIOCK», «IllepbaTsie 3y6ui»
WK «HIealbHbIe CHCHKHY — KaXbIM pas
COCTOAT U3 KOMOHMHAIIMH IBYX C/IOB, CMBICH
KOTOPEIX, OAHAKO, He HMeeT IPAMOTro OTHO-
MEeHHA K H306pakeHnI0. TT033nust H I0MOP,
KOTOpbIE COAePIKAT HAa3BaHUA 3THX pabor,
O4Y€BHAHBI B TAKMX HPOHUYHBIX CJIOBOCOYE-
TAHMAX, KaK «PeiaKTop ¥ craxepy, «'ps3Hoe

Aenble» wiH « HeybpaHHas KpoBaTh».



FIG.9

MATTHEW BRANNON

Adult Education, 2007

Silkscreen and embroidery on canvas
266.7¥152.4 cm

Courtesy of Anne and James Bodnar, New York

Matthew Brannon’s choice of unconven-
tional material and technique carries over
into his ongoing series of silkscreened and
embroidered “tapestries,” canvases sus-
pended from a mount rather than stretched
onto frames.

For Adult Education, Brannon imprints
a raw canvas with the silkscreened image
of the Hollywood Oscar, the highest award
of the American film industry. Here the
statuette stands planted beside some
shrubbery, surrounded by a small flock
of pigeons. A golden pigeon perches atop
the statuette, transforming the figure
into a forgotten monument in a city park,
a former honor passed on into an anony-
mous obstruction. The title wryly reduces
this kind of disillusionment to a process of
growing up.

ML 9

M3ThIO BPEHHOH

Obyuenue 012 83pOCAbIX, 2007

Llenxorpadus ¥ BEINIMBKA HA XOJCTe
266,7%152,4 CM

TIpeocTasneno AHHOM 1 [Ukeitmcom Boauap, Hsio-Hopk

HuTepec MaThio BpeHHOHA K MCIIONB30Ba-
HUIO HeOGBIYHBEIX MATEPHANOB U TEXHHUK
HaXO[UT CBOE BOIUIONIEHHE B IPOAOIKA-
onielca cepur paboT, KOTOPLIE COYETAIOT
TeXHHUKY meJKkorpaguu ¢ BRIIUBKON. ITH
paboThl MpeACTaBAAIOT C060¥ XOACTHI,
KOTOpbIe CBOGO/IHO BHUCAT Ha MOANOKKE,
a He HATAHYTHI B PaMBl, ¥ HATOMHHAIOT
robeneHsl.

B pa6ore BpenHOHa «O6y4eHue ans
B3POCABIX» CTATY3TKA BBICHIEH Harpazasl
aMepHUKAHCKOH KMHOMHAYCTPHK «OCKapa»
u3obpaxeHa PAJOM C KYCTapHUKOM
M B OKPY)XXEHHMH CTalKH rony6eit. OmuH U3
roxy6ei cex CTaTyaTKe Ha roJIOBY, IpeBpa-
1mas TPeCcTHHKHBIN MPH3 B 3a6bITYI0 U 6e3-
BECTHYIO CKY/IBIITYPY B FOPOJICKOM IapKe.
HaspaHue paboThl HACMENUIMBO CBA3bIBaeT
pasovapoBaHHe M YTPaTy WUIIO3HM, KOTO-
PphIe BhI3BIBaEeT H306pakeHHad CIieHa, C TIpo-
L{eCCOM B3POCTEHHA.



FI1G.10

MATTHEW BRANNON

Hyena, 2007

Sound-piece on LP

Courtesy of the artist and Friedrich Petzel Gallery,
New York

This sound piece testifies to the artist’s
enduring fixation with the hyena, an
animal whose bark bears an uncanny
resemblance to the hysterical laughter of
humans. In popular media, hyenas have
been characterized as cowardly scavengers,
consuming the decomposing remains of
carrion; in reality, hyenas are powerful
hunters that live in matriarchal clans, with
a social hierarchy much like primates.

Having taken a keen interest in this
oft-maligned creature, Matthew Brannon
recorded the howls of caged hyenas at the
Berlin Zoo. He designed and produced an Lp
record of these sounds, as an artwork to be
played in an exhibition space. Alternately
amusing, alarming, and unsettling, the
animal’s cries resound throughout the
space, blurring distinctions between man
and beast but also raising the question as
to what constitutes “civilized” behavior
within an institutional setting.

HIA.10

M32ThIO BPEHHOH

TI'uena, 2007

AyZHO3anuch Ha IIaCTHHKe
TIpeACCTaBACHO XYAOKHHKOM i rantepeeit
Friedrich Petzel, Huio-#opk

9Ta ayAAN03aMHCh JEMOHCTPHPYET AaBHUH

HHTepec XYA0KHHKA K THeHaM — JKMBOT-
HBIM, YbM KPHKH HATIOMHUHAIOT HCTe-
PHYECKHIT cMeX uesnoBeka. B momynsip-
HBIX M3JJaHUAX THeH YacTO OMMCHIBAIOT
KaK TPYCIMBBIX CYHIECTB, KOTOpPbIE MUTa-
0TCH Najanbio. B 1eACTBUTEBHOCTH XKe
THeHBl — CHIBHBIE OXOTHHKHM, XXHUByIIHE
MaTpHapXaabHbIMK CTASMH, CXOXKHMH IO
OpPraHU3aIMy CO CTaei MPUMaTOB.
3aMHTEPEeCOBABIINCH XHU3HBIO ITHX
OKJeBeTAHHBIX XHBOTHBIX, BpeHHOH
3amHcal Ha MJACTHHKY XOXOT 'HeH U3
BepaHHCKOro 300nmapka. [NacTHHKa, AH3aiH
KOTOPO# 6bL1 TaKike pa3paboTaH XyI0XKHH-
KOM, ITPOMTPHIBAETCA B BHICTABOYHBIX ITPO-
CTPaHCTBAX B KAYeCTBE MPOH3BEACHHUSA
MCKyCCTBa. 3abaBHbIE ¥ TPEBOXKHEIE 3aBbl-
BaHMS THEHBI CJIOBHO PA3MbIBAIOT FPAHHIIBI
MEXy YeTOBeKOM M JKHBOTHBIM, TOAHUMASN
BOTIPOC O TOM, 9TO 3HAYUT «I[MBHIH30BaH-
HOEe» TOBeJleHHe B TAKOM HHCTHTYITHOHAb-
HOM OKPYXEHHMH, KAKUM SBIAETCS BBICTA-

BOYHOE MPOCTPAHCTBO.
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FIG.11

MATTHEW BRANNON

Audition (We're writing a play. It starts with
an orgy. With animals tearing each other's
guts out. With sounds of breaking glass, Then
it’s tedious, without direction. More boring
than uncomfortable. For like another hour.
There’s no satisfaction. No closure. No reward.
You can leave after fifteen minutes. It's called
“HYENA"), 2007

Wood, leather, silkscreen on canvas, ink
on paper, director’s chairs, books, bullwhip
Variable dimensions

Courtesy of the artist and Friedrich Petzel Gallery,

New York

Matthew Brannon's multi-component
installation bears a complex title that reads
in fragments, stuttered sentences that nev-
ertheless effectively encapsulate an entire
play. Opening with critical stage direc-
tion, the title progresses towards a des-
perate assessment of the human condi-
tion, concluding with the word “HvENA.”
The director’s chairs, bullwhip and set of
60-page playbooks are arranged to suggest
a producer’s den, elevated on a platform so
that the viewer must approach the piece as
a potential candidate, rather than the pro-
ducer. Closer inspection reveals that even
the chairs are merely props, further upset-
ting the perception of power and leaving the
viewer-cum-audition-hopeful in the same
frustrated state as the speaker in the title.

M. 11

M3THIO BPEHHOH

Ipocaywusanue (Mot nuwem nvecy. OHg
HavuHaemes ¢ opzuu. Co CXsamxu HUSOMHBIX,
paspuisalowux dpyz dpyza wa yacmu, Co 36yKa
pa3bumozo cmexaa. 3amem — MUWUHA, 6ce
3amupaem. CKopee CKyKa, HeMm HeN08KOCMb,
H max 8 meverue waca. Bes ydosaemsopenus.
Be3 3asepuienus. Bes 8o3nazpandenus. Bol
MONEME yiumu yepes namuaduams Murym.
IMveca Ha3biBaeMca « THEHAY ), 2007
JlepeBo, Koxa, menkorpadus Ha Xo/icTe,
yepHHia, bymara,

PEeKHCCEPCKHE CTYNbA, KHUTH, XJIBICT
Paameps! BADbHPYIOTCSH

ITpexoCTaRIeHO XYAOKHHKOM i ranepeeit Friedrich

Petzel, Huto-Hopx

MHOrococTaBHafd WHCTANNAUUA M3ThIO
BpeHHOHa WMeeT CI0XKHOe Ha3BaHHe, KOTo-
Poe COCTOMT ¥3 OTPBIBOYHBIX MPEIOKEHHH
U, TEM He MeHee, nepefaer CIOXeT Lenon
nmbechl. HauMHAasACh C nepesiayy aKTHBHBIX
AEeHCTBUH, OHO CMEHAETCS ONHCAHUEM
06peYeHHOro0 COCTOSHHSA, KOTOPOEe BBICTY-
naer Metadopoi 4YeNoBeYeCKOW KH3HH,
¥ 3aBEpIIAeTCs CI0BOM «THEHA». Cama
HHCTAISIHA BKIIOYaeT B cebGsl HeBbICO-
KMH, yCTAHOBJIEHHBIH Ha CIleHe MOAUYM, Ha
KOTOPOM PAacCTaBJIeHbI PEKHCCEPCKHE CTY-
NS, PA3JI0MKEHBI XJIBICT M 60-CTPAHHUYHBIH
cueHapui. 9Ta 06CTAHOBKA HAMOMMWHAET
paboyee MeCTO TEaTPaILHOrO MPOAKOCEPa,
HO OKa3aBIIMHCA B HeH 3pUTeNh 9YBCTBYET
cebs CKOpee B PO/IM aKTepa, MpHILeIIero
Ha MpOCAYIIMBaHHE, YeM CaMOro Impoaio-
cepa. [IpUbAMXasnch K ClieHe, 3pUTelIh 3aMe-
4aeT, YTO CTY/NbA — 3TO BCEro JHIUb YacTh
HHCTUIAIHH, YTO ente Gonblie 3amyTEIBaeT
T0JI0¥eHHe, B KOTOPOe OH MOMAaeT 1o Boze
XYIOXXHHKA, U OCTABJISET €ro B PACTEPIHHO-
CTH, 3By9allei ¥ B HA3BaHHUU paboThl.



FIG.12
MATTHEW BRANNON
Price of Admission, 2007
Acrylic, variable dimensions

with this work, Matthew Brannon once
again refigures animal imagery to make
a comment about the human condition.
Price of Admission was first exhibited ver-
tically down a span of windows above the
entrance to The Whitney Museum’s annex
at Phillip Morris Companies’ New York
headquarters, where the title reminded
viewers about the source of the funding
behind the exhibition. As both a symbol of
fertility and a cousin to the scheming ser-
pent, the eel makes an ambivalent insinu-
ation about the underworkings of the art
world.

Price of Admission can be executed in pve
black matte vinyl or paint. For this specific
installation, the artist altered the image
to a horizontal orientation, posting it as
guardian and gate-keeper to the labyrinth
in which Brannon'’s works were presented.

MAN.12

M3ThIO BPEHHOH

Bxodnas naama, 2007

AKpHJI, pa3Meps! BapbUPYIOTCH

B paGore «BxoaHas ruiata» MaTeio BpeHHOH
B ouepeaHOM pa3 obpamaercs K obpasam
YKWBOTHBIX, YTOOBI BBICKA3aTh CBOH MBICAH
0 TIIpMPpOJe YenoBeKa. Bniepssie aTa pabora
6bU1a NpeACTaBIeHa B BePTHKAIbHOM dop-
MaTe B OKOHHOM TIpoJieTeé HajJ BXOAOM
B 3aMacHOM Kopryc My3est YUTHH, Pacrono-
WEHHBIN B LIEHTPATBHOM 0dHCe KOMITAHHI
Philip Morris B Heio-Hopke, 1 ee Ha3BaHue
YKa3bIBaJIO 3PHTEISAM Ha HCTOYHHUK GpHUHAH-

CHPOBAaHHS MPOXOAAUIEH TAM BBICTABKH.

Yroph Kak CHMBOJI H306HIMA ¥ POACTBEH-
HUK KOBapHBIX 3MeH ABASeTCS HAaMEeKOM Ha
TO, YTO CKPBIBaeT 3a CO60H MUP HCKYCCTBA.

ITpoussegeHue « BXoAHad raTan Moxker
6BITH BRIMIOJIHEHO M3 YE€PHOr0 MaToOBOro

BHHWIA WIH HAHECEHO Ha CTEeHY Kpacxoﬁ.

B JaHHOM CITy4ae XYAOKHUK PacoNOKUII
H3obpaxeHHe B TOPH3OHTANBHOM IIOCKO-
CTH TakHUM 06pa3oM, 4TO CBEPHYBIIHHCH
YTOPb BBICTYTIAeT CTPAKEM y BXO/a B 1abu-
PHMHT, B KOTOPOM BBICTaBJI€HBI JpyTrue
paborsl BpeHHOHA,
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FIG.13
KELLEY WALKER

Untitled, 2006

Laser cut steel, digital image (scanned
poster) and gold leaf

146.1 cm in diameter x 0.3 cm

Courtesy of Barbara and Howard Morse,

New York

FIG.14

KELLEY WALKER

Untitled, 2006

Laser cut steel, digital image (scanned
poster) and gold leaf

146.1 cm in diameter x 0.3 cm

Courtesy of Manuel Gonzalez and Avo Samuelian,
New York

FIG.15

KELLEY WALKER

Untitled +180 or -180 hue, 2007

Laser cut steel, digital image (scanned
poster) and gold leaf

147.3 cm in diameter x 0.3 cm

Courtesy of Nancy and Stanley Singer, East Hampton,

New York

These sculptures directly borrow their form
and imagery from the international sym-
bol for recycling. Kelley Walker insists on
the choice of the form as arbitrary, although
inherently, by choosing the recycling sym-
bol, he makes a dry commentary on his own
artistic practice of appropriation, reuse,and
transformation. Walker does not conceal the
source of his imagery; the particular sign
derives from the top flap of a cereal box,and
accordingly, the artist constructs several
“skins” from the remaining packaging, cen-
tering on a close-up of granola or the partial
logo for “Cap’n Crunch.” For another skin,
the artist revels in the irony of “gold-leafing”
a recycle sign, transforming a two-dimen-
sional icon into a three-dimensional object.

MII.13

KEJJIH YOXKEP

Be3 Hassanusg, 2006

Cranb, nudpoBoe nzobpaxkeHne
(orckanupoBaHHas adpua), TMCTOBOE
30/10T0

146,1 cM (B iMameTpe) X 0,3 CM
Mpenocranreso BapGapoit # Xopapaom Mops,
Haio-Hopk

MAd.14
KEJIIHM YONKEP

bBe3 Haszsanus, 2006

Crans, uudposoe n3obpaxeHne
(orckaHMpoBaHHas apuma), TMCTOBOE
30/10TO

146,1 cM (B 1aMeTpe) X 0,3 CM
Tpepocranneso Mawyanem loHcaznecoMm i 380

Camyanasom, Huwo-Hopx

HAK.15
KEJIJIM YOJIKEP

Be3 Hazsanus (ommeHox +180 uau -180), 2007
Crans, nudpoBoe HaobpaxkeHne
(orckanupoBaHHas aduina), THCTOBOE
30/10TO

147,3 cM (B AMaMeTpe) X 0,3 CM

Hpegocrasneno HaxeH i Cranay CHRrep, Her-XaMmIrmos,
Hsio-Hopk

CkynsnTypHble 06bexTshl Kennu Yonkepa
3aMMCTBYIOT CBOKO GOpMY y MEeKAyHapoa-
HOTO 3HAKa NepepaboTKH OTXOA0B. XyIOKHHK
HACTauBaeT Ha TOM, 9TO BbIGOP POpMBI CiTy-
9aeH, O/IHAKO B HeH MOJKHO JIETKO YCMOTPETh
BhICKa3bIBaHHe YOIKEPAa OTHOCHUTENBHO Co6-
CTBEHHOH XYAOKECTBEHHON NPAKTHKH,
OCHOBaHHOM HA 3aWMCTBOBAHHH, ITOBTOP-
HOM HMCITOTb30BAHMM M TpaHCcHOpManHH
yIKe CYIIeCTBYIONHX H306paxeHHii. JaHHbIe
PpaboThl BOCXOAAT K 3HAKY NIepepaboTKH 0TX0-
ZIOB, M306pakeHHOMY Ha YIIAaKOBKe MIOCIH,
KOTOpas, B CBOKO 04epe/s, ¥ IOCTYKHIa MaTe-
PHAIOM UL CO3JAHMS ITHX MHOTOCIOMHBIX
paboT, B HeHTpe KOTOPBIX OKasbIBAETCA TO
yBeITHUEHHOe H306pakeH e OTAEIBHOTO 3ep-
HBIIIKA, TO pparmeHT JoroTuna Cap'n Crunch.



FIG.16

KELLEY WALKER

Mac, 2007

Lightbox with duratrans
109.2%218.4 x10.2cm

Courtesy of Paula Cooper Gallery, New York

Mac encapsulates Kelley Walker’s practice
of “recycling” fixed images into dynamic
image flows. For an earlier series of works,
the artist sought to escape the systems of
image “consumption”; rather than offering
a framed, final “product”, Walker distributed
disks containing digital files alongside per-
mission for the owner of the disk to tamper
with the images as they saw fit. In response
to this experiment, most collectors ignored
the possibilities offered to them by the artist
and simply printed the works in the more
palatable format of a poster. By collecting
and scanning photographs of these post-
ers installed in the collector’s homes or gal-
leries, Walker once again “frees” the images
into the realm of digital manipulation and
distribution.

In the Mac series of “self-portraits,”
Walker samples advertisements for the
Macintosh computer company, mining the
rich media history of a much-fetishized
object. He then integrates the scanned
installation shots from collectors’ homes
into a flow of advertising imagery, confus-
ing consumerism and image consump-
tion. The particular lightbox format echoes
the lit screen of a laptop computer, but at
a scale that typically connotes contempo-
rary advertising, recalling the lighted signs
on street corners and subways.

L. 16

KEJITH YONKEP

Mac, 2007

JanT6okc ¢ Duratrans
109,2 % 218,4 X 10,2 CM

Iperocranteso rarepeeit Paula Cooper, Huo-Hopk

PaGoTa «Mac» peanruayeT HacTyio y Keaan
Vonkepa NMpakTHKY nepepaboTKH CTaTHY-
HBIX H306paXeHHH B IMHAMMYHBIN TOTOK
o6pa3sop. B 6onee paHHel CepuM CBOMX
paboT XyAOKHHUK CTPEMUICS PaCHIMPHTH
TPaHMIIBI TPAAHIIHOHHOIO «TIOTPe6IeHU»
H306paxkeHHUH M Npeanoye] 3aKOHYeH-
HOMY «IIPOAYKTY» B PAMKe pa3zady AMC-
KOB ¢ HHpOoBsIMH dailaMH, pa3pelrus HX
BlaieNbliaM H3MEHATh H306pakeHus 1o
CBOEMY YCMOTPeHMIO. IIpaBaa, 601bIIMH-
CTBO KO/UIEKIIHOHEPOB He BOCMOAL30BA-
JIACH 9TOH BO3MONKHOCTBIO M ITPOCTO pacrie-
gaThiBaMK M306pakeHus B opme rrakara.
®oTorpadupys TH NAAKATH Ha CTEHAX
B 0OMaxX KO/UJIEKIMOHEPOB MM B razue-
pesix,a 3aTeM CKaHHMPYS 3TH H306paxeHus,
Yonkep ocBo60XAaeT MX /s HOBBIX HPPO-
BBIX MAaHMIYIAUMA U JaeT UM HOBhIE BO3-
MOMHOCTH PaclipoCTPaHeHHS.

B cepun «Mac» Yorkep co3zjaer noprper-
HBIH psAJi KOMIbIOTEpa Mapku Macintosh,
obpamaschk K pexraMHBIM obpa3am u3
GoraToit MEAHIHON MUCTOPUHM 3TOr0 KOM-
NbIOTEPa, CTABIIEr0 HACTOSIUM deTHIIeM.
3aTeM XYA0KHHK BCTaB/ISeT B 3TOT peKIaM-
HBI¥ TOTOK OTCKaHHpOBaHHBIe doTorpa-
bun, crenaHHble B IOMaX KOUIEKIIHOHEPOB,
CTHPpast rPaHMUIly MEXIy MacCOBBIM NOTpe-
61eHHeM U «rroTpebeHueM» H306pakeHU.
Crneunduveckust popmar nairbokea cos-
JlaeT acCOIHALIMH CO CBETSAIHMCSH IKPAHOM
HOYT6YKa, a ero pasMep OTChUIAET K COBpe-
MEHHBIM PeKJaMHBIM HOCHTENIAM B BHJE
MO/ICBeYEHHBIX BUTPHUH, KOTOPHIE YacTo
MOJKHO YBHIETh Ha YIHIAX ¥ B METPO.
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FIG.17
KELLEY WALKER

Untitled, 2008

Four-color process silkscreen on canvas
with The Washington Post, Thursday,
July 24th, 2008

182.9X213.4 cm

Courtesy of the artist

FIG.18
KELLEY WALKER

Untitled, 2008

Four-color process silkscreen on canvas
with collage with The Guardian, Tuesday,
January 2gth, 2008

137.2%198.1 cm

Courtesy of Paula Cooper Gallery, New York

FIG.19

KELLEY WALKER

Untitled, 2008

Four-color process silkscreen on canvas with
The New York Times, Friday, May 2s5th, 2007
73.7%121.9 cCm

Courtesy of the artist

FIG.20

KELLEY WALKER

Untitled, 2008

Four-color process silkscreen on canvas
with Hello! (Spring/Summer 2008)
304.8x182.8 cm

Courtesy of Private Collection

HIAA.17

KEJJIH YOJIKEP

Be3 Ha3saHuL, 2008

4-1uBeTHas wenkorpadus U razera

The Washington Post (deTBepr, 24 Hio/s
2008 rojia), XoAcT

182,9 X 213,4 CM

MpenocTanteHo XyIoRHHKOM

MIL.18
KEJJIM YOJIKEP

Be3 na3sanug, 2008

4-uBeTHas menkorpadus u rasera The
Guardian (BTOpPHMK, 29 SHBaps 2008 ToAa),
X0nAcT

137,2%198,1 CM

IpepocTasaeno ranepeeit Paula Cooper, Huio-Hopk

HIN.19

KEJJIH YOAKEP

Be3 nazsanug, 2008

4-1BeTHasn menkorpadus u rasera The New
York Times (nsaTHu11a, 25 Mast 2007 TOAa), XONCT
73,7 %121,9 CM

TIPEAOCTABAEHO XYAOKHHUKOM

ML 20
KEJIM YOJIKEP

Be3 nazsanud, 2008

4-uBeTHas menkorpapus u xypHan Hello!
(BecHa/neTo 2008 roja), XoaAcT

304,8 x182,8 cM

TIpeAOCTaBACHO YACTHRIM KOMACKITHOHEPOM



Kelley Walker’s self-described “brick paint-
ings” are actually multi-layered, multime-
dia collages, the products of a deceptively
complicated process. The artist first scans
individual bricks and cinder blocks, one by
one “laying” the resulting images in a digi-
tal composition (which, incidentally, owes
much of its formal arrangement to the art-
ist’s New York City surroundings). The fin-
ished images are manually silkscreened
onto gessoed canvas using translucent dyes,
which impart a near photographic finish to
the work. This hyperrealism is countered
by the artist’s insistence on hand-print-
ing, which allows for slight offsetting or
other unintended visual variations. Next,
he hand-cuts “mortar” from newspapers
or magazines including The New York Times,
The Guardian or Hello!. He affixes one page
from the source material on the back of
each work, in a systemizing gesture. Finally,
Walker does not specify any precise orien-
tation for the works, betraying the portrait
and landscape conventions of traditional
painting.

FIG.21

KELLEY WALKER

Circle in circle, 2006

Cast chocolate with fiberglass, motor, chain
50.8 cm in diameter

Courtesy of the artist

Chocolate is an unconventional but recur-
ring material within Kelley Walker’s work,
appearing alternately as a scanned image
and as the medium comprising that image
in printed form. For Circle in circle, the art-
ist fashions a fully-functional, multi-faceted
mirror ball from chocolate—a material rich
with positive associations, but aesthetically
dull, brown, and non-reflective.

Installed in the Red Hall, the work offers
aneat metaphor for the production involved
in the surrounding “brick paintings,” which
are similarly constructed through a metic-
ulous, piece-by-piece application, mixing
manual and digital.

KapTunsl, koTopsie Keanu Yoakep Ha3sl-
BaeT «KHPMHYHBIMH», NMPEeACTABASIOT
co60H MHOTrOCIOMHBIE KOJJIAXH, HONY-
YeHHBIE B Pe3y/bTaTe KaXyllerocs Caox-
HBIM ITPOLIECCA C NMPUMEHeHHeM pasiauy-
HBIX TeXHUK. CriepBa XyA0KHHUK CKaHUpPYeT
H306pakeHUsA OTANBHBIX KHPITHYeH HIu
CTPOHTENBHBIX 6I0KOB, CKIAAbIBask H3 HUX
U POBYIO KOMIIO3HULIMIO, KOTOPasi MHOTHM
o6g3aHa okpecTHocTAM Hbio-Hopka, rae
JKHUBET XYAOKHHK. 3aKOHYeHHbIe H306pae-
HHS NeyaTaTes Ha 06paboTaHHOM rHIICOM
X0JICTe BPYYHYIO MPH NMOMOIIH TEXHHKH
menKorpagpuy ¥ ¢ MCIOAB30BAHHEM IOy~
IPO3PavHbBIX KPACOK, HAZeAMIOMMUX paboThl
nouTH PpororpadpHuecKuM KagecTBOM. ITOT
runeppeainam H306pakeHuH KOHTPACTH-
PYET C MPHBA3aHHOCTHIO XYAOKHUKE K pyd-
HOM MeYaTH, KOTopas MPHBOAUT K MOABIIe-
HHIO CTy9aiHBIX BU3YaJIbHBIX 3ddexTon
M OTKIOHeHHH. 3aTem YoaKep BhIpe-
3aeT U3 raset u kypHanos (The New York
Times, The Guardian uuu Hello!) otaens-
HEIe QParMeHTHl H MCIONb3yeT UX B Kade-
CTBe CBOe06GPA3HOrO EMEHTHOTO PacTBOpa.

M. 21

KEJJIHW YOIKEP

Kpyz 8 xpyze, 2006

IlIokonaz, CTeKJI0BOIOKHO, MOTOD, LIeITh
50,8 CM B AHaMeTpe

[IpeaocTasaeHo XyAOKHHKOM

IIIokonmas — HENPHUBLIYHBIN, HO YaCThIH
B paborax Kew Yoakepa MarepHat, IOsSBIIs-
IOIMHCS B BHJIe OTCKAHMPOBAHHOIO H306pa-
HEHUS WIHU B KaYeCTBE KPACKH VISl 3a/IMBKH
B nipuHTep. B pabore «KpyT B Kpyre» XyA0MK-
HHUK CKOHCTPYMPOBAJ IeHCTBYIOUIWH JHCKO-
AP M3 IVTHTOK IOKO/Ia/ia — MaTepHaa, KoTo-
PBIH MTO/IOH MO3UTHBHBIX ACCOIMAITHH, XOTH
BU3YaJIbHO CKYY€H ¥ He ob1ajiaer oTpaxaso-
e IIOBEPXHOCTHIO B OTIMYHE OT 3epKaa.

9ra pabora BeICTaB/leHa B KpacHoM 3ane
H CAYXHUT CBOeo6pa3HbBIM HIMYECKUM
BOILIONIEHMEM HUPPOBLIX MTPOIECCOB, CO3-
AABIIMX HAXOAAIIUECH PSAOM «KMpPIIHY-
HbIe KAPTHHED», TAKIKE TIIATENTBHO CI0KEeH-
HBIE U3 MaJIeHBKHX KYCOYKOB.

AKKYPaTHO NIPHKJIeeHHAs CTPAHULA, 3aUM-
CTBOBaHHASA M3 TOI0 HJIM HHOTO HCTOYHMKA,
CTYAHAT 3aJHAM TUIAHOM KaXJ0W paboTsl
3TOH cepuH. XyAOKHUK He MPeAITHChIBaeT
CBOMM paboTaM HUKAKOH KOHKPETHOM
OPHEHTAllWH, BEPTHKATBHON WIH FOPH30H-
TaAbHOM, HAPYIIAA 3aKOHBI TPAAHIIHOH-
HBIX XXHUBOITHCHBIX JKaHPOB NOPTPeTa MIH
Te3axa.
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FIG.22

KELLEY WALKER

Andy Warhol and Sonny Liston fly on Braniff
(When you got it—flaunt it.), 2005-2007
Three Framed Posters

3 elements, each 101.3x70.8 cm

Courtesy of Paula Cooper Gallery, New York

Expanding upon the questions raised by Pop
master Andy Warhol, Kelley Walker manip-
ulates images intended for mass distribu-
tion.The artist champions the notion of “re-
appropriation” rather than “appropriation,”
as the latter implies a certain finality; rather
than fixate a found image in a new context,
Walker attempts to momentarily emanci-
pate the images from the cycles of produc-
tion, distribution and consumption govern-
ing the contemporary image-world.

Andy Warhol and Sonny Liston fly on Braniff
(When you got it—flaunt it.) reproduces the
famous “If you've got it, flaunt it” advertis-
ing campaign of the now-defunct Braniff
airlines. This maverick airline paired such
unlikely first-class seatmates as Warhol
with the world-renown boxer Sonny Liston.
Walker intervenes into the campaign,
obscuring Warhol'’s face with a scanned col-
lage of five-pointed stars, fashioned from
Lindt Chocolate wrappers.

MM, 22

KEJJIM YOJIKEP

Sudu Yopxon u Connu Jlucmown aemaiom
camonemamu «Braniff» (Mmeews — zopducs),
2005-2007

3 aduiM B pamkax

101,3 X 70,8 CM Kaxaas

Npenocrasneso ranepeeit Paula Cooper, Huio-Hopk

IIpoAo/Kast TeMY, HaYaTyI0 MacTepoM mor-
apra a1 Yopxonom, Kexuu Yonkep pabo-
TaeT ¢ u306paXkeHUAMH, NpeiHa3HAYeH-
HBIMHM IS MAcCOBOT0 THPaXKHMPOBAHUMA.
OnHako YonKep He MPOCTO «ITPHUCBAHBAET»
cebe To WM MHOE M306paxKeHHe, KaK 3T0
aenan YOpXon, a 3aHHMAeTCH ero «I0BTop-
HBIM MIPHCBOEHHEM», HACTAMBAs Ha He3a-
BepPLIEHHOCTH 3TOTO nporecca. Yolakep crpe-
MUTCS He CTONBKO YKOPEHHTh HalIeHHoe
H306paKeHHe B HOBOM KOHTEKCTE, CKOIBKO
0CBOGOUTS €0 OT MPHBBIYHOTO LIXKJIA MPO-
HM3BOJICTBA, PACTIPOCTPAHEHHUA ¥ noTpebie-
HHS, KOTOPOMY TOAYMHAITCA CErofHd
obpassl.

Pabora «3uau Yopxon u COHHH
JIUCTOH neTaloT camoneramu Braniff
(MMeemrs — ropAMCH)» BOCIIPOM3BOAUT JHA-
MEHHTHIHN PeKJIaMHBIN IUTAKaT HhIHE HeCy-
nlecTeyomen apuakomnaHuu Braniff
¢ OHAH YOPX0/IOM ¥ BCEMHPHO HU3BECTHBIM
6okcepoM COHHM JIMCTOHOM, CHASIIIMMH Ha
COCEHMX KpeciaxX B CaJloHe IepBoro Kjiacca.
Vonkep nepepabaThiBaeT 3TO peKJaMHOe
u3obpaxeHue, CKpbIBas 1HI0 Yopxoaa 3a
OTCKaHMPOBAHHBIM KO/UTAXKEM M3 MSTHKO-
HEYHBIX 3Be3Jl, BBIPe3aHHBIX W3 06epToK
mokonazaa Lindt.



FIG.23

KELLEY WALKER

Andy Warhol and Sonny Liston fly on Braniff
(When you got it—flaunt it.); 180 degrees of
hue, 2007

Digital Print and Lindt wrappers on paper
24 elements: 20 elements, each

49.2 x70.8 cm; 4 elements, each
101.3%70.8 cm

Courtesy of Paula Cooper Gallery, New York

In the set of twenty-four images, Kelley
Walker fixes his attention from the image
to the medium. Re-using the images from
his poster series, he prints them accord-
ing to the systematic variations of color
allowed for in Photoshop. Each print openly
acknowledges its origins in the digital, with
the particular color setting imprinted in the
bottom right corner, a candid indicant of
specifics of the process. Through this ges-
ture, the artist would seem to forfeit his
own position as author, providing as it were
the instructions for generating an identical
image. He further emphasizes the techni-
cal aspects of the process, by arranging the
printed images as a horizontal procession.
To experience the full color spectrum, the
viewer must physically navigate the exhi-
bition space.

MAA.23
KEJIIM YOIKEP

9mdu Yopxon u Connu JIucmon remaom
camonemamu Braniff (Hmeews — zopduce);
(180 zpadycos ommernxa), 2007

Iudpopas nevarts, 06€PTKH OT WOKOAAAR
Lindt, 6ymara

20 3/IeMEHTOB Pa3MePOM 49,2 X 70,8 CM
Kas/IbIn

4 371EMEHTA 101,3 X 70,8 CM KaXIBIH
TIpegocrasaero rarepeeit Paula Cooper, Hio-Hopk

B 3TOM CepuH M3 ABAJIATH YeThIipex pabor
Kennu YolKep CMeNaeT aKIeHThI OT H30-
GpakeHHsl K CPeCTBaM €ro CO3JaHHuA.
BHOBB HCTIONB3YS 06pa3sl U3 CEPUM TTOCTE-
poB «3HAM Yopxon 1 COHHH JIMCTOH JIeTaloT
camoneramu Braniff (Mmeemrs — ropaucs)»,
Yo/IKep nmevaraeT ux, CleAys CHCTEMHOMY
M3IMEHEeHHUIO [BeTa, KOTOpoe MO3BOoaAseT
nporpamma Photoshop. Hao6paxenus e
CKPBIBAIOT CBOeH HMPPOBOM MPUPOASI,
npeiarasi 03HAKOMHTBCH C IIBETOBOM 1IIKa-
JIOH, PacTIONOXKEHHOH B MPAaBOM HHIKHEM
YTy, COTIaCHO KOTOPOH OHHM 6bUIM CO3-
AaHbl. Kakercs, 9T0 ITHM KeCTOM XYA0XK-
HHK JIMIIaeT cebs aBTOPCKHUX MpaB Ha cob-
CTBEHHYIO paboTy, NpeAiaras HHCTPYKIHK
U CO3MAaHUA MOAOGHBIX H306paKeHHH.
Kpome Toro, oH eme 60/1bllie MOAYEPKH-
BaeT TEXHHIECKHH acreKT ITOro Ipouecca,
pacrnosaras Hane4yaTaHHbIe H306paKeHNs
TOPH3OHTAIBHBIM PALOM. YTOGBI HCITLITAT
JIeHCTBHE ITOTHOrO 1IBETOBOTO CIIEKTPa, 3pH-
Tesb A0/KeH ¢pu3nyecky 060MTH BEICTaBOY-
HOE NPOCTPAHCTBO.
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FIG.24

KELLEY WALKER

1 see a bunny-shaped thing, but I also see two
little he-boys, 2004

Mirrored acrylic / four panels
223.5%227.3 CIN

Courtesy of Paula Cooper Gallery, New York

In this laser-cut, mirrored acrylic work,
Kelley Walker creates his own version of
a Rorschach inkblot, a widely used psycho-
logical test, frequently mandated in court-
ordered evaluations in the United States.
This series of work directly references sim-
ilarly large-scaled Rorschach inkblot paint-
ings that Andy Warhol created in the mid-
1980s, but Walker's version incorporates
very specific links to the contemporary
moment, both by the nature of its material
as well as by its name.

with each mirrored inkblot, Walker
unveils the piece to a friend he had invited
to his studio. Whatever the friend says upon
first seeing, the inkblot shape becomes the
title of the work. In this case, the respondent
first saw “a bunny-shaped thing,” then two
little “he-boys,” a word whose unappealing
and potentially pedophiliac associations
humorously shed light on the psychological
state of the artist’s acquaintance.The choice
of material complicates the viewer’s expe-
rience of the piece; after all, whatever they
might perceive in the inkblot is secondary
to their own fractured image as reflected in
the mirror.

ML 24

KEJIYA YOJIKEP

S suxcy Hewmo 6 lopme KponuKa, a maxKme
Jdeyx MaNeHbKUX MAALMUKOS, 2004

AKPWI C 3¢PKTBHBIM ITOKPBITHEM, 4 MAHEH
223,5%227,3 CM

Tipeaocranneno ranepeeit Paula Cooper, Huio-Hopk

B 3T0# paboTe, BHIpe3aHHON M3 aKpHiaa
C 3ePKaJIbHBIM ITOKPBITHEM MPH MOMOIIX
nasepa, Keutu Yolkep co3iaeT CBOK Bep-
CHIO YePHMJIBHOTO NMATHA M3 H3BECTHOIro
MCHXONOrHYecKoro Tecra Popuraxa, KOTo-
PBIH YacTO MPOBOAMTCH B CIIA INPH NPH-
HATHH CyAe6HBIX pemeHHWH. OTa cepus
paboT MepeKINKAeTCs ¢ KapTHHAMY DHAMK
Yopxona, TaKkKe CO3/JaHHBIMM Ha MOTHUB
nsTeH Popuiaxa B cepe/iuHe 80-X rofios, HO
[IPH 3TOM IEMOHCTPUPYET HENOCPeICTBEH-
HYIHO CBSI3b C COBPEMEHHOCTBIO, KOTOpas
nposipasieT cebs B XapaKTepe MCTIONb3ye-
MOT0 MAaTepHaja H B Ha3BaHWH paboThl.

Yonkep nokaseiBaeT KaAylo 3epKalb-
HYIO KJASKCY APY3bsiM, CTIeIHAIBHO IpUIia-
IMEeHHBIM K HEeMY B MacTepCKYIo, ¥ neppas
BO3HMKAIOWAN Y HUX aCCOLHAIMSA CTAHO-
BHUTCS Ha3BaHHWeM paboThl. B JaHHOM CIy-
yae OlMH M3 py3el Yoakepa cHavana yBH-
Aen «HedTo B GopMe KpoAuKan, a 3aTem
«IBYX MaJeHbKMUX MAIBIMKOB» — 06passl,
KOTOpbI€ BBEI3BIBAIOT SBHO nexodunnye-
CKH€ aCCOIHAINHY ¥ C IOMOPOM KOMMEHTH-
PYIOT IICHXONOTHYECKOe COCTOSTHHE TIPHs-
TeJsl XYAOKHUKA. MarepHas, H3 KOTOpOro
cenaHa paboTa, HeCKOIBKO 3aTPYAHAET BOC-
NpHUsATHE MPOH3BEEHHUS: B KOHIIE KOHIIOB,
TO, YTO 3pUTENb BHAUT B NATHe Popiiaxa,
BTOPHYHO 10 OTHONIEHHIO K €ro Co6CTBEH-
HOMY dparMeHTHpPOBaAaHHOMY H306paxe-
HHIO B 3epKae.



FI1G.25
WADE GUYTON

Untitled, 2005

Epson UltraChrome inkjet on linen
101.6 X 96.5 cm

Courtesy of Martin Harding, Sag Harbor, New York

with his specific requisitioning of typogra-
phy, Wade Guyton empties a letter or num-
ber (such as the “x” or the “u") of its for-
mer semiotic associations and assigns it
new meaning as the central figure in one of
his “printer paintings.” The “x” threatens
to void content, while the “u” acts as a con-
tainer, a space to be filled. This early paint-
ing contains traces of the artist’s interven-
tions into the printing process; tugging and
pulling at the canvas as it feeds through the
printer, the artist elicits wayward marks
and moire patterns,distinguishing the final
painting from the digital image.

M. 25

YOUJA TAUTOH

bBe3 nasanua, 2005

Meyars Epson UltraChrome Ha xoncre
101,6 X 96,5 CM

Ipeaocrasneno Mapruaom Xapasusrom, Car-Xap6op,

Huw-Hopx

Hcnons3ys B cBOMX paborax Tunorpadekue
3eMeHThl, Yol IaHTOH aumaer 6yKBbI
¥ UOPEI (B JAHHOM CIIy4Yae «X» ¥ «U») UX
NPeXHUX CeMHOTHYECKHX acCONMAanHM
Y NMPU/ET UM HOBOE 3HAYeHHe — B Kaye-
CTBE HEHTPaNBHBIX GHUIYD ero «neyaTHsIX
KapTHH». B TO BpeMs KaK «X», OKa3aBIIKCh
Ha X0JICTE, TPO3HUT YHUUTOXKHUTE COAepPkKa-
HHeE, «U», HAIPOTHE, CIYKHT HEKHM KOH-
TeHHEPOM HJIH NMPOCTPAHCTBOM A Xpa-
HEHHA. 3Ta PaHHAA KAPTHHA CONEPKHT
C/IeIbl BMEIIaTe/IhCTBa XYA0KHHKA B ITPO-
11eCC MeYaTH — MOATATHBAN U Iepras XoICT
BO BPEMS €0 ITPOXOXKIeHHS Yepe3 IPHUHTEP,
Vaiia FafTOH CO3AeT CAyYaiHble PUCYHKH
H MYyapoBhl€ y30pbl, KOTOPBIe OTANYAIOT
MONYYHBLIYVIOCH KAPTHHY OT CTAHJAPTHOTO
uHdpoBoro uzobpaxeHns.
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FI1G.26
WADE GUYTON

Untitled, 2008

Epson UltraChrome inkjet on linen
213.4 X175.3 ¢m

Courtesy of the artist

M. 26

Y3W/ TAUTOH

Be3 Ha3saHu4, 2008

Meuats Epson UltraChrome Ha xXoncre
213,4 X175,3 €M

[pesoCTaRIeHD XYAMKHHKOM

FIG.27

WADE GUYTON

Untitled, 2007

Epson UltraChrome inkjet on linen
213.4 X¥175.3 Cm

Courtesy of the artist

M. 27

YW FANTOH

be3 na3sanug, 2007

MMeyars Epson UltraChrome Ha xoscre
213,4 X175,3 CM

[TpeAoCTABNCHO XYAOKHKKOM

FIG.28

WADE GUYTON

Untitled, 2007

Epson UltraChrome inkjet on linen
213.4 X 175.3 CM

Courtesy of the artist

WN.28

VI¥ FAVUTOH

Be3 Ha3saMus, 2007

[Mevats Epson UltraChrome ua xoncre
213,4 X175,3 CM

[IPeaoCTABACHO XYAOKHHKOM




FIG.29

WADE GUYTON

Untitled, 2007

Epson UltraChrome inkjet on linen
213.4 X175.3 CmM

Courtesy of the artist

HIL1.29

VOHA FrAUTOH

Be3 HA38aHUS, 2007

IMeuars Epson UltraChrome Ha xoncre
213,4%175,3CM

[PeRoCTABACHO XYAOKHHKOM

FIG.30

WADE GUYTON

Untitled, 2008

Epson UltraChrome inkjet on linen
213.4 ¥175.3 cm

Courtesy of the artist

HJIJ.30
V3% TAHTOH

Bes nazsanug, 2008

Iegars Epson UltraChrome Ha xoncre
213,4 ¥175,3 CM

npu,ocnucuo XYAOKHHKOM

Wade Guyton's “x’s” have evolved consid-
erably since their first appearance in his
work. In an early series of what the artist
described as “printer drawings,” Guyton
printed a thick, black “x” over found
images, torn from books. This initial use of
the “x” might have wielded certain associa-
tive meanings (the crossing out of the base
image, a rejection of the illusions of the
real, or even the acting signature of the art-
ist), but the sign gradually lost these mean-
ings as Guyton’s works gave way to greater
abstraction. In this untitled series of Epson
inkjets on linen, the motif has taken on
a life of its own, becoming a symptom and
a victim of the technology used to produce
it.The “x” appears fragmented, partial,and
disjointed; its own power to act as a symbol
may be voided, but it takes on a new potency
as a form.

3HAKH «MKC» Vaia TaHTOHA HEMAJIO H3Me-
HHIMCH C MOME@HTA CBOET0 MePBOTO NosSBIe-
HHS B NPOH3BEACHUAX XYAOKHHUKA. B paH-
Hel cepiH paboT, KoTopbie FRMTOH Ha3bIBaeT
«PHCYHKAMM M3 IPHHTEPa», HareyaTaHHbIe
Ha IHPOKOPOPMATHOM NIPHHTEPE KHUPHBIE
KPeCThl YePHOTI0 LIBETa HAKJIAALIBATHUCH HA
H306paKeHHs, B3ATHIE M3 PASHBIX KHUT.3T0
NepBOHAYANBHOE HCTIONb30BAHUE «MKCOBY
MOIJIO UMETh Pa3Hble 3Ha4eHUs — mnepe-
9YepKHUBAHME HIHAYANBHOTO H306pakeHHs,
OTpHIIaHHE HWUTIO3HH PeaNbHOTO HIH Jlaxe
MOATHCH XYAOKHMKA. OTHAKO IO MEpe TOr0,
KaK npoussefienus FaWToHa Bee Gonbure
TATOTENH K abCTpakIMH, BCe 3TH 3HaYe-
HUS TEPSUIM CBOIO CHTY. B IaHHOM medar-
HOM cepuM paboT «MKC» HAYHHAET KHUTh
COGCTBEHHOM XN3HBIO, CTAHOBSCH O{HOBpE-
MEHHO MPH3HAKOM M XEPTBO! TeXHONOTHH,
KOTOpas €ro npoxssena. OH pasbelMHAETCH,
pacnagaercsi Ha GParMeHThI M JETHTCS Ha
gacTH. Tepsisi CHIYy CHMBONA, 3TOT 3HaK obpe-
TaeT HOBBIM TMOTEHIHAN B Ka4eCTBe pOPMBL.
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FIG.31

WADE GUYTON

Untitled, 2008

Epson UltraChrome inkjet on linen
8 parts, each 213.4 X175.3 cm
Courtesy of the artist

Repetition factors as a crucial device within
Wade Guyton’s practice. He produces these
“printer paintings” by printing the same
digital image (significantly, a detail from
one of the artist’s monochromes) multi-
ple times on a piece of folded canvas. Each
work contains a visual record of its produc-
tion process, transcribed in the track marks
of the printer and the scratches and smears
incurred during printing. The resulting
images insist on the materiality of the art-
ist’s work, despite its origins in the digital.

HJIN.31

VOUJ TANTOH

be3 Hazsanua, 2008

Ieuars Epson UltraChrome Ha xoncre
8 3/IEMEHTOB, 213,4 X 175,3 CM KaX[bIA

TIpesoCcTapNeHo XYROKHHEOM

IToBTOpeHHEe — OCHOBOINOIATAIOIIMI TPHEM
B XYA0XKEeCTBEHHOH NMpaKTHUKe Yaiija lam-
TOHA. Ero «KapTHHBI H3 NIPUHTEpa» mpea-
CTapAsAoT cob60f OAHO ¥ TO XKe uudposoe
u3obpaxenne (a HMEHHO JeTanxb, 3aUM-
CTBOBaHHYIO M3 MOHOXPOMHOH paboThl
XYAOKHWKA), MHOTOKPaTHO HaleyaTaHHoe
Ha C/IOKEHHOM B HECKOJBKO C/I0€B OTpe3ke
xoncta. Kaxkzaas pa6ora BhICTYHaeT BU3y-
aNTBHOM JAOKYMEHTAallHeH mpoliecca CBO-
€T0 CO3JaHHUSA U JeMOHCTPHUPYET Clebl OT
JOPOXKeK IMPUHTEpa, HapanuHbl ¥ NSTHA

Ha X0JICTe, MOABHUBIINECH BO BpEMA NevaTH.

TonyyuBIIHeCcs H306pakeHHs TPOSBANIOT
PYKOTBOPHBIH XapaKTep XyJ0KeCTBEHHOrO
TBOPYECTBa, HECMOTPS Ha cBoe nudposoe
TIPOMCXOXKAEHHE.,
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FIG.32

WADE GUYTON

Untitled, 2008

Epson UltraChrome inkjet on linen
213.4 X175.3 CM

Courtesy of the artist

MJI1.32

Y3HA FAWUTOH

bBe3 Hassanua, 2008

IMewats Epson UltraChrome Ha xoncre

213,4 ¥175,3CM

[IpesocTapAeHO XYAOKHHEOM

FI1G.33

WADE GUYTON

Untitled, 2008

Epson UltraChrome inkjet on linen
213.4X175.3 Cm

Courtesy of the artist

MI1.33

Y2M TAVUTOH

Be3 Hassanus, 2008

Megars Epson UltraChrome Ha xoncre

213,4%175,3CM

IIpesocTanIeHO XYAOKHHKOM

FI1G.34

WADE GUYTON

Untitled, 2008

Epson UltraChrome inkjet on linen
213.4 X 175.3 Cm

Courtesy of the artist

M. 34

VAU FAMTOH

Be3 nazsanua, 2008

[leuats Epson UltraChrome Ha xoncre
213,4 X175,3CM

IIpeAOCTABACHO XYROKHHKOM
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FIG.35
WADE GUYTON

Untitled, 2008

Epson UltraChrome inkjet on linen
213.4%175.3 CmM

Courtesy of the artist

HMAN.35
V3UA TAUTOH

be3 Hazsanus, 2008

Ilewars Epson UltraChrome Ha xoncre
213,4 X175,3 CM

TIPEAOCTABNCHO XYAOKHHKOM

FIG.36

WADE GUYTON

Untitled, 2008

Epson UltraChrome inkjet on linen
213.4 ¥175.3 Cm

Courtesy of the artist

MJ11.36

Y9I TANTOH

Be3 nazsanus, 2008

Iegats Epson UltraChrome Ha xoncre
213,4 X175,3 CM

{IpeaoCTaBAeHO XYAOKHHKOM

FI1G.37
WADE GUYTON

Untitled, 2008

Epson UltraChrome inkjet on linen
213.4X175.3 cm

Courtesy of the artist

MJLL.37
YU TANTOH

Be3 nazsanug, 2008

ITegats Epson UltraChrome Ha xoncre
213,4 ¥175,3 CM

[peRocTasIcHO XYAOKHHKOM

with this series of “monochromes,” Wade

Guyton covers an entire canvas through
repeated printings of a black rectangle, dig-
itally generated through a computer pro-
gram. The surface of these works is hap-
hazardly interrupted by printer errors and
irregularities (some the result of the art-
ist’s own interference with the process), as
well as by the folds in the canvas, where the
material had been doubled over in order to
feed through the printer. The agitated sur-
face prevents a perfect reproduction of the
digital image, troubling the painting’s sta-
tus as a perfect “monochrome.”

FI1G.38

WADE GUYTON

Untitled, 2008

Epson UltraChrome inkjet on linen
213.4 X175.3 cm

Courtesy of the artist

H1.38

Y3UJ TAUTOH

be3 nazsaHus, 2008

Ilevars Epson UltraChrome Ha xozcre
213,4 X175,3 CM

[IpeoCcTaRIeHO XYAOKHHKOM

B MOHOXPOMHO#H CEpHH CBOMX paboT Vauz
TaiiTOH IMOKPBIBAaEeT BeCh XO/ICT MHOTOKpAT-
HBIM H306paKeHHeM HEPHOTO TIPAMOYTONb-
HHK&, CO3JRaHHOTO C TIOMOMIBIO KOMITBIOTEP-
HOM MporpamMMelL. II0OBepXHOCTS 3THX paboT
JAeMOHCTPHPYET ClIe/ibl HeYaTH, BOSHUKIIHE
B pesyabTare OmMUO0K U c60€B MANIHHBI,
BBI3BAHHBIE HAMEPEHHLIM BMeIlaTe/Nnb-
CTBOM XYAOKHMKA, A TAKKE 3a/IOMOB X0JICTa,
KOTOPBIH MPHIIIOCH CIOKHUTH B HECKOIBKO
C/10€B JUIS TOro, 9TO6BI MTPONYCTHTD Yepes
npuHTep. HEOAHOPOAHOE NOOTHO HE MO3BO-
JSieT MOAYYUTh HACANTHHOTO BOCIIPOH3Be/e-
HuS HHPOoBOro M306pakeHus, 4TO CBH-
JeTeNbCTBYeT O CO3HATENBHOM OTKa3e OT
COBEPIIEHCTBa KOHEYHOTO Pe3yIbTaTa.
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FIG.39

STERLING RUBY

Anti-Print 1, 2005

Tulip Print and marble blocks
119.4 %188 cm

Courtesy of the artist

FIG.40

STERLING RUBY

Anti-Print 2, 2005

Tulip Print and marble blocks
188 x119.4 cm

Courtesy of the artist

FIG.41

STERLING RUBY

Anti-Print 3, 2005

Tulip Print and marble blocks
188 x119.4 cm

Courtesy of the artist

In his series of Anti-Prints, Sterling Ruby

overtly decries geometry and Minimalism,
with the black-lettered graffiti LoNG LIVE
THE AMORPHOUS LAW or the assur-
ance that “This won't last” spray-painted
over “Minimalist” architectural drawings.
Complicating this assault on Minimalism
are the placard’s marble supports, which
appear to be specific objects requisitioned
for practical use.

HIL.39

CTEPAMHT PYBU
AHMU-npuHM-1, 2005
[leyaTs, MpaMOpHBIe 610KH
119,4 X188 cM

[IPeAOCTaBACHO XYAKHHKOM

HLJX.40

CTEPJIMHT PYEH
AHmu-npunm-2, 2005
ITewaTs, MpaMOpHbLIE 61o0km
188 x119,4 cM

TIPENOCTABAEHO XYNOKHHKOM

M. 41

CTEPJIMHT PYBH
AHmMu-npuxm-3, 2005
IewaTs, MpaMopHbIe 610KH
188 x119,4 M

TIPeJOCTABACHO XYAOKHHKOM

B cepMH «AHTH-NIPHHTHI» CTEpauHT Py6u
COKpYIIAaeT reOMeTPHI0 ¥ MUHHMMAIH3M,
BRIBOJS CIIpeeM MJIH YepHBIMH GyKBamMH
B cTHne rpaddUTH TO3YHIH LONG LIVE THE
AMORPHOUS LAW («/la 3apaBcTBYeT 6ec-
GOPMEHHOCTHY) M THIS WON'T LAST («310
He TPOUIMTCS») TOBEPX MUHHMATHCTCKHX
APXHTEKTYPHBIX PUCYHKOB. [Ipofonxkas
HanajaTh Ha MUHUMAaIHCTOB, Py6H HCTIONS-
3yeT B Ka4eCcTBe MOACTABOK /ISt CBOMX TUia-
KATOB MPaMOpHBIE 6I0KM-TOCTAMEHTHI,
KOTOpBIE BRIISAAAT KaK CAaMOIOCTaTOYHbIe
06BEKTHI, TPUCIIOCOBNEHHBIE ITPH 3TOM IS
NPaKTHYECKOTo MPHMEHEeHHUSL.



FIG.42

STERLING RUBY

Cop Cop Cry Cry Cop Cop, 2009
Wood and formica

6 elements, each 457.2 X 61 x 61 cm
Courtesy of the artist

Cop Cop Cry Cry Cop Cop draws from Sterling
Ruby’s exposure to graffiti gang-tagging
within the Los Angeles cityscape. The
sculpture is “anti-beautiful,” in a style that
could be described as “Unmonumental
Monumentalism.” Unlike the pristine fin-
ishes of Donald Judd’s specific objects,
Ruby’s formica surface is scratched and
smeared, rather like a public bench in a city
park or an abused table top at a fast-food res-
taurant; this deliberate “dirtiness” contrasts
with the monumental scale of the piece.The
individual components are stacked in such
a way as to suggest building materials or
children’s toys,while retaining a pretense of
use. In its installation within BAIBAKOV art
projects, Cop Cop Cry Cry Cop Cop integrates
and incorporates the existing architectural
elements of the column hall, both claiming
the space and conforming to it.

FIG.43

STERLING RUBY

Big Grid / Solo Tear, 2008
Brass

213.4 % 213.4 ¥91.4 cmM
Courtesy of Private Collection

Sterling Ruby’s Big Grid / Solo Tear makes
explicit reference to the work of Donald
Judd. The latter artist had proposed the
term “specific object” to capture the essence
of his work, which he considered to exist
somewhere in between painting and sculp-
ture. Ruby’s objects reproduce this ten-
sion, but he pointedly breaks away from the
immaculate surfaces of Minimalism. Rather
than preserve Judd’s rarefied forms, Ruby
makes his work accessible to the viewer
through visible fingerprints and smudges,
crudely-etched inscriptions, and the single
tear, which adds an irreverently anthropo-
morphic character to his Big Grid.

HII1.42
CTEPJIMHT PYBH

Cop Cop Cry Cry Cop Cop, 2009

JepeBo, TepMOCTOMKASA IUIACTMACCA

6 IEMEHTOB, 457,2 % 61 X 61 CM KaM bl

[peaocTanieHo XyAmKHHKOM

Pa6ora «Cop Cop Cry Cry Cop Cop» OTChLIaeT

3pHTeNeH K MCKYCCTBY JIOC-aHIDKETeCCKHX
rpaddUTIMKOB, K HHCITY KOTOPBIX KOIAA-T0
npuHazanexan CrepawHr Py6u. 3tom
CKY/ABNTYPE, CO3JaHHON B CTHIE, KOTOPBIH
MOYHO OITHCATh KaK «<HEMOHYMEHTANIbHbIN
MOHYMEHTANM3M», NOAXOAHUT ONpejene-
HHE «AaHTH-KPaCHBas», YYUTHIBAsA 1060Bb
XYAOKHMKA K YACTHYKE «aHTH». B oTIHYHe
OT H/IealbHBIX «KOHKPETHBIX 06BEeKTOB»
Honanbaa JIkaana MoBepXHOCTh paboTs!
Py6H MClIapanaHa, HCIauyKaHa ¥ HaTlOMH-
HAeT CKaMeMKH B POPOACKMX MapKax M
HEePANUTHBbIE CTONEI AeuIeBbix dacT-dyaos,
4T0, 6e3yCcI0BHO, KOHTPACTHPYET C Mac-
WTabHOCTHIO CaMoOM paboTel. OTaenbHbIe
3/I€MEeHTHI, Mpe/ICTaBlIeHHbIe KaK CTPOM-
TeXbHBIe 6I0KH WA JeTalH AeTCKOro KOH-
CTPYKTOPA, COXPAaHSAIOT BHJI YTHIMTAPHBIX
06BeKTOB.

M. 43
CTEPJIMHT PYBH

Bonvwas pewemxa / OdHa caesa, 2008
JlaTyHb

213,4 X213,4 X 91,4 CM

TIpenocTanneHo YJacTHMM KOANEKIHMOHEPOM

«Boabias pemerka/ OxHa cne3as CTepIMHra
Pybu ABHO UHTHUPYET TBOPYECTBO JIoHaNbAA
Axanpaa. 9TOT KJIACCHK MUHHMAaIU3IMa
IIPEIJIONHI HCIIONb30BATh TEPMHH «KOH-
KpeTHbIe 06BeKThI» ISt ONMCAHUA CYTH
CBOMX MPOU3BE/IeHNH, GaNaHCHPYIOIKX Ha
IPaHH XHBOIMKCH M CKYIBLITYPhl. O6BEKTHI
Py6u TaxKe nepefaT 3TOT HaNPSKeHHBIN
6anaHc, HO YXOAAT OT 6e3yNpevuHOCTH POB-
HBIX MOBEPXHOCTEH MHHHUMAIM3MA K HIe-
ATBHBIX XYRZ0KECTBEHHBIX dopm JDxaaaa.
Ha nosepxHOCcTH paboT Py6H ocTaBieHbl
OTIIEYATKH MaNbLEB, NATHA, IPolapanaH-
Hble HAAITHCH M OJHA CTeKAaKuas Karvis
B BHJIE C/Ie3bl, KOTOPas NpuaaeT «Boibioi
PelieTKe» 4e/I0BEYHOCTD, He CBOMCTBEHHYIO
MHHHMAaTH3MY.
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FIG.44

STERLING RUBY

Inscribed Plinth—ip v7, 2008

Clear urethane block, dye, and formica
Base: 121.9 X 243.8 x121.9 cm

Urethane block: 76.2 x 48.9 x10.2 cm

Courtesy of Private Collection

Inscribed Plinth—1p vy combines several

strands of the artist’s formal interests
into one work, consisting of two compo-
nents. The first is a vertically oriented ure-
thane block, whose opulent patterning is
the result of the artist dripping dye into
the plastic in its liquid state. By placing this
piece atop a second, formica base, Sterling
Ruby revives the pedestal that Minimalism
sought to abolish. In this case, while the
pedestal may have been restored, it never-
theless bears the marks of its debasement;
its austere surface is liberally smudged, sub-
jected to a staged vandalism.

FIG.45

STERLING RUBY
Dihedral, 2006
Video, 8:02 minutes

Courtesy of the artist

In this eight-minute video, Sterling Ruby

fixes his camera on a clear, contained lig-
uid. The title, Dihedral, connotes the bent
angle of wings, which is suggested by the
dispersal of brightly colored dyes—blood
red, indigo, pink, green—which drop down
from the top edge of the frame and then
slowly spread throughout the screen. As
a droning, almost incomprehensible voice
reads snatches of text from Caillois, the dyes
mingle and mix, with the original brilliance
of the hues eventually giving way to a dull
brown.

The artist has used this technique of
dropping dyes to create sculptural work
(such as Inscribed Plinth—1p v7). Dihedraliso-
lates the beautiful / anti-beautiful aspects of
the process, rather than the product.

M. 44

CTEPJIMHT PYBH

Iodnucankbiil nocmamenm — 1P V7, 2008
IosuypeTaH, KPaCHTeb, TePMOCTOMKAN
racrmaccea

OCHOBA: 121,9 X 243,8 X 121,9 CM
MonuypeTaHoBbIH 6/I0K: 76,2 X 48,9 X 10,2 CM

IpenocTapieHo YaCTHIM KOMMeKIIHOHEPOM

Pa6ora «[TOANMCAHHBIN NOCTAMEHT — 1P V7»
o6pepuHseT B cebe HECKONBKO Halpase-
HHUH XYI0XeCTBeHHBIX WHTepecoB CTep-
auHra Py6H ¥ COCTOMT M3 ABYX 3JeMEeH-
TOB. IIepBBIH 3I€MEHT — BEePTUKAAbHBIN
610K M3 OIMYPeTaHa, HACKIIEHHbIH 1IBET
KOTOPOTO ONTYYHICS B pesyabraTe fobasie-
HUS KPAaCHTe/IS B PaCTUIaBIeHHBIN MIACTHK.
Tomenias 3ToT 610K Ha APYTOM, BHITIONTHEH-
HBIM M3 OrHEYIOPHOH racTMaccst, Pybu
BO3BPALIAET HCKYCCTBY HOKO/b, OT KOTOPOIO
0TKAa3a/1ICd MHHUMANH3M. OTHAKO, HECMO-
TPS HA TO YTO LOKONB BO3BEJAEH, OH HeceT
B cebe CJ1e/Ibl CBOETO CBEPXKEeHMSI — ero acke-
THYHAs IOBEPXHOCTH NepenaykaHa, 6yaro
HaJ HUM HaApyTaJlHCh BAHJABL

.45

CTEPJIMHT PYBH
Ilepecexaouuecq naockocmu, 2006
Buzeo, 8:02 MUH.

TIPEAOCTARIEHD XYAOKHHKOM

B 3TOM 8-MHHYTHOM BHJIe0 CTepauHr Py6u

(bHUKCHpyeT CBOK KaMepy HajZl eMKOCTBIO
¢ NMpo3pavHOoH BojgoW. Hassanue paboTst
OTCHINAET K MEPecevyeHHI0 PasHBIX MA0-
CKOCTe#, KOTOPOE BOILIONMAETCS Ha SKpaHe
B BHJIE CMENIEHMA KPacOK PasHBIX I{BETOB.
Kamim spKux Kpacok — KpOBaBO-KPacHOTo,
WHJIATO, PO30BOTO M 3eIeHOr0 — MafaT
€ CaMoii BepXHeH TOYKM Ka/ipa, MeIeHHO
PAaCIUIBIBAIOTCA 110 IKPaHy ¥ CMEIIHBAIOTCS,
Tepsisi CBOK IPKOCTD H ITPEBPAIIasiCh B el[H-
Hoe 6ypoe MecHBO. BHIe0 COPOBOXKAAeT
e/1Ba CABIMIHBIA T0J0C, MOHOTOHHO YHTA-
IOIMIT OTPHIBKH M3 TeKcTa PPaHITy3CKOro
dunocoda Poxe Kaitya.

XyMOKHHUK UCIIONB3OBAJX B 9TOM BHIEO
TEXHHKY «APOIITHHTa», KOTOPas IPUMEeHs -
JIaCh UM TaKXKe TIPH CO3JlaHUH CKYABOTYP.
Buaeo «Ilepecekaoluecs MIOCKOCTHY
BBISABJISAET KPAaCHBOE M «aHTH»-KPAaCHBOE
B PasBHTHHM,a He B TOTOBOM ITPOAYKTE.



FIG.46

STERLING RUBY
5P62, 2009
Spraypaint on canvas
317.5%470* 5.1 Cm

Courtesy of the artist

FIG.47

STERLING RUBY
sP28, 2008
Spraypaint on canvas
243.8 X213.4 CmM

Courtesy of Private Collection

Sterling Ruby’s paintings, like his sculp-
tures, owe a debt to the artist’s encoun-
ters with graffiti in Los Angeles, California.
There gangs habitually mark their territory
with spray-painted “tags,” which are then
covered with counter-claims, eventually
accumulating into an indecipherable image.
To create these paintings, Ruby engages in
a one-man warfare, tagging the canvas with
spray-painted claims, but also allowing the
“accidental” aesthetics of the works to sug-
gest recent art history. In its scale and com-
position, sp28 nods to American Abstract
Expressionism, while the five-meter-long
SP62 makes explicit reference to landscape
painting. The work is bisected with a hori-
zon, suggesting a lime-green sky over man-
darin fields, with the addition of black rein-
forcing the impression of depth. As a last
act of aggression, Ruby liberally spatters
the surfaces of these works with additional
paint,interrupting these potential aesthetic
allusions and returning the attention to the
material.

HAX.46

CTEPJIHHTI PYBH

SP62, 2009

BaJIOHYHMK C Kpacxoﬁ, Xoncer
317,5%470%5,1 CM

IIPesocTanaeHo XyA0KHHKOM

ML, 47
CTEPJIHMHI PYBH

5P28, 2008

BaJUIOHYHK C KPacKo#, XoJICT
243,8 X213,4 CM

TIPEOCTABACHO JACTHAIM KOMLIEKIHOHEPOM

Kusonuck CrepauHra PybH, Tak e Kak
M €r0 CKYIIBIITYPBI, BEAET CBOE IIPOHCXOXKIe-
HHe OT YBJIeYeHHs XYA0KHUKA rpadpduTH,
KOTOPBIM OH 3aHMMaJcs B Jloc-AHIDKenece,
Kanmudopuus. I'padPUTIHKH MAPKHUPYIOT
TEPPUTOPHIO, HAHOCH CIIPEEM «T3rH» CBOEH
IPYTIIEI HA TOPOACKHE CTEHBI M MAMATHHKH,
IIOBEPX KOTOPBIX 3aTeM HAHOCAT CBOH METKH
ConepHHYAoUMe rpynnsl. Haczausascs
JPYT Ha Apyra, 3TH U306paXkeH!s CMellInBa-
IOTCA M NTPEBPANIAIOTCH B O/IHO HEPA3THYH-
moe nenoe. IIpH co3laHMH CBoMX paboT Py6u
HAHOCHUT Ha XOJICT MHOXECTBO «TSr0OB», Kak
6yATo conepHHYan cam ¢ coboH, M ICTeTHKA
MONYYHBIIMXCSH H306paxeHHH HeBONBHO
OTChUIAET K IpMMepaM M3 HeJJaBHeH MCTOo-
PHH HCKyccTB. KapTuHa «SP28» 6amu3ka
CBOMM MacIITaboM M KOMITO3MIIHEH aMepH-
KaHCKOMY abCTPaKTHOMY SKCTIPECCHOHH3MY,
a pabora «SP62», JUIMHA KOTOPOH paBHAETCH
NSATH METPaM, ABHO 06palllaeTcs K mensax-
HOH AHBOITHCH.

B KayecTBe 3aBepIlaero akTa TBop-
YecKom arpeccud Py6H 1meapo noxkpbiBaeT
IMOBEPXHOCTH CBOMX paboT HOBBIMH 6phI3-
raMH KpacKH, IpepbiBas BCe BO3MOXKHBIE
3CTeTHYeCKHe aJUTIO3HHU M BO3Bpalllas BHH-
MaHHe K CAMOMY MaTepHaly.
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FIG.48
STERLING RUBY
Alabaster sR08-3, 2008
Acrylic

121.9 ¥ 243.8 cm
Courtesy of the artist

FIG.49

STERLING RUBY
Alabaster SR08-4, 2008
Acrylic

121.9 ¥ 243.8 cm
Courtesy of the artist

FIG.50

STERLING RUBY
Alabaster SrR08-7, 2008
Acrylic

121.9 ¥ 243.8 cm
Courtesy of the artist

FIG.51

STERLING RUBY
Alabaster SR08-8, 2008
Acrylic

111.8 ¥ 210.8 cm
Courtesy of the artist

FIG.52

STERLING RUBY
Alabaster srR08-9, 2008
Acrylic
121.9%243.8Ccm
Courtesy of the artist

FIG.53

STERLING RUBY
Alabaster SR08-11, 2008
Acrylic

127 x127 cm
Courtesy of the artist

HJ1.48
CTEPIIMHT PYBH
Anebacmp SR08-3, 2008
AKpHI

121,9%243,8¢cMm

pexocr XYHOKE

HMIN.49

CTEPJIMHT PYBH
Anebacmp SRO8-4,2008
AKpHn

121,9 X 243,8 CM
TIPeAOCTABACHO XYAOKHIKOM

M. 50

CTEPJIMHT PYBH
Anebacmp SR08-7, 2008
AKpun

121,9 X 243,8 CM

MPeAOCTARACHO XYAOKHHKOM

M. 51

CTEPAMHT PYBH
Anebacmp SrR08-8, 2008
AKpHI

111,8 X 210,8 CM

[IpeaoCTaRNeHO XYAOKHHKOM

HAA.52

CTEPJIMHT PYBH
Anebacmp SR08-9, 2008
AKpun

121,9%X243,8CM
TIpeAoCcTaBAeH) XYAOKMHHKOM

M. 53

CTEPJIMHT PYBH
Anebacmp SR08-11, 2008
Axpua

127 X127 CM
[pexocTanneHo XyAMKHHXOM



The Alabasters are yet another embodiment
of Sterling Ruby’s formula: product plus
process, mediated by chance. They like-
wise allow the artist to dig further at the
theoretical foundations of Minimalism;
if Minimalism triumphed the “purity” of
materials, Ruby deliberately exploits their
potential to deceive. For his Alabasters,
Ruby introduces tints and dyes into a col-
ored acrylic to create sheets of faux ala-
baster, a pedestrian replication of ostenta-
tious ornament. The artist further confuses
context by presenting the finished panels
framed and mounted in an elaborate display.

PaboTsl M3 CepHH «AnebacTpei» CTepIHHTa
Py6u nipecTaBAsioT co6oi ente ofHH npu-
Mep peaxM3anHuyu TBOPYECKON GOpMyIb
XYAOKHUKA: CMeNIeHHe ¥ B3auMOieHCTBHEe
MaTepHANOB MPH YYACTHH 3T€MEeHTa CIy-
YaiHOCTH. TH paboThl MO3BOMSAIOT Pybu
NPOHMKHYTb TTYy60KO B TeOpeTHYEeCcKoe
060CHOBaHHE MHHUMATH3MA. OTHAKO eCau
MMHHMMAaJIHU3M BOCTIeBal «MHCTOTY» MaTe-
pHanos, To Py6u HaMepeHHO MCNOoNb3yeT
MX MOTEHLMAA IS TOro, 4To6b1 06MaHyTh
OXUJAHUSA 3PUTENeH, CBI3aHHbIe C BOCTIPH-
ATHEM MaTepHaioB. B cepuu «AnebacTphi»,
A06aBIsAs Kpacsaliye ITATMEHTHI B L{BeTHOM
aKpHJI, XYAOKHHK NONyYaeT HMHTALHIO
ajebacTpa — PeIIMKY XapakTepHOro OpHa-
MeHTa. [IPOJo/IKas CMEeNIMBATh KOHTEKCThI
H enle GobIe 3aNyThIBAs 3PHTENEeH, XYA0K-
HHK ITPE/ICTAB/ISeT F'OTOBbIE NaHeaH B paMax
KaK MPOM3BeIeHUs MCKYCCTBA M B eIHHOM
aHcambre,
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FIG.54
WALEAD BESHTY

Transparency (Negative) [ Kodak NC Color Film:
May 8—July 18, 2007 LAX/FRA FRA/JFK LGA/
IAD IAD/ORD], 2007, 2009

Epson Ultrachrome K3 archival inkjet

on Museo Silver Rag paper

175.3%135.9¢cm

Courtesy of Wallspace Gallery, New York

FIG.55

WALEAD BESHTY

Transparency (Positive) [ Fuji Provia Color Film:
April 10—April 16, 2007 LAX/ORD ORD/EWR
EWR/ORD ORD/SNA SNA/LAX], 2007, 2009
Epson Ultrachrome K3 archival inkjet

on Museo Silver Rag paper

175.3%135.9 cm

Courtesy of Wallspace Gallery, New York

FIG.56

WALEAD BESHTY

Transparency (Negative) [ Kodak NC Color Film:
November 4—November 10, 2008 LAX/1AD
IAD/BRU BRU/IAD IAD/LAX], 2008,2009
Epson Ultrachrome K3 archival inkjet

on Museo Silver Rag paper

175.3 X 135.9 cm

Courtesy of Wallspace Gallery, New York

ML, 54
VYAJIM/L BELITH

ITpospauxocmb (Hezamus) [ Kodak NC Color
Film: 8 Mag — 18 uion4, 2007 LAX/FRA FRA/
JFK LGA/IAD IAD/ORD], 2007, 2009
Iewats Epson Ultrachrome K3 archival
Ha 6ymare Museo Silver Rag
175,3%135,9CM

Tlpesocrasaero raxepeest Wallspace, Hsio-Hopk

HILA. 55

YAJIUJ BEIITH

ITpospaunocms (nosumus) [ Fuji Provia Color
Film:10 anpena — 16 anpens, 2007 LAX/ORD
ORD/EWR EWR/ORD ORD/SNA SNA/LAX],
2007,2009

IMevars Epson Ultrachrome K3 archival
Ha 6ymare Museo Silver Rag

175,3 ¥ 135,9 CM

TlpenocTanaeso rasepees Wallspace, Huio-Hopk

HIL.56

YATHJ BEIITH

ITpospauHocms (Hezamug) [ Kodak NC Color
Film: 4 Hoa6pa — 10 HOR6pP], 2008 LAX/IAD
IAD/BRU BRU/IAD IAD/LAX], 2008, 2009
Ieuvars Epson Ultrachrome K3 archival na
6ymare Museo Silver Rag

175,3%135,9CM

[IpegocrasneHo ranepeeit Wallspace, Hsto-Hopx



FIG.57

WALEAD BESHTY

Transparency (Negative) [ Kodak NC Color Film:

May 28—June 29, 2008 ORD/LAX LAX/JFK
JFK/LLAX], 2008, 2009

Epson Ultrachrome K3 archival inkjet
on Museo Silver Rag paper

175.3 X135.9 cm

Courtesy of Wallspace Gallery, New York

F1G.58
WALEAD BESHTY

Transparency (Negative) [ Kodak NC Color Film:

March 24—March 29, 2008 ORD/LGA LGA/
ORD)], 2008, 2009

Epson Ultrachrome K3 archival inkjet
on Museo Silver Rag paper
175.3%135.9cm

Courtesy of Wallspace Gallery, New York

FIG.59
WALEAD BESHTY

Transparency (Positive) [ Fuji Provia Color Film:

March 12—March 16, 2008 ORD/LGA EWR/
ORD], 2008, 2009

Epson Ultrachrome K3 archival inkjet
on Museo Silver Rag paper
175.3%135.9Cm

Courtesy of Wallspace Gallery, New York

HA.57

YAAUJ BEIITH

Ipospaurocms (nezamus) [ Kodak NC Color
Film: 28 Masa — 29 UiOHS, 2008 ORD/LAX LAX/
JFK JFK/LLAX], 2008, 2009

Teuats Epson Ultrachrome K3 archival

Ha Gymare Museo Silver Rag

175,3 ¥135,9 CM

Ipegocrasaeso ranepeei Wallspace, Hpio-Hopx

ML 58

YATHJ BEUITH

ITpospaurocms (nezamus) [ Kodak NC Color
Film: 24 mapma — 29 mapma, 2008 ORD/LGA
LGA/ORD], 2008, 2009

Ieuars Epson Ultrachrome K3 archival
Ha 6ymare Museo Silver Rag
175,3%135,9CM

Tpenocrasreso ranepeeit Wallspace, Huio-Hopk

M. 59

YAIMJ BEIITH

ITpo3pavrocms (no3umus) [ Fuji Provia Color
Film: 12 mapma — 16 Mapma, 2008 ORD/LGA
EWR/ORD], 2008, 2009

Ilegars Epson Ultrachrome K3 archival
Ha Gymare Museo Silver Rag
175,3%135,9CM

Tpeaocrasneno ranepeeit Wallspace, Heio-Hopx
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Walead Beshty incorporates chance into

the technical production of his camera-less
photographic images. The works from the
artist’s Transparency series are the result of
multiple exposures of various film stocks
(Kodak, Fuji, and Agfa) to airport security
X-ray machines. Asserting artistic intent
into an otherwise arbitrary process, Beshty
crops and selects sections of the negatives
to produce seeming abstractions. Each
image is meticulously titled according to
the journey that produced it, using airport
codes as shorthand documentation of the
artist’s travels.

FIG.60
WALEAD BESHTY

Untitled (BAI1BAKOV art projects; Moscow,
Russia, May 21—June 13, 2009), 2009
Laminated glass and mirror

For a series of site-specific works, Walead
Beshty installs multi-layered mirrored
panels on the floor of his exhibition spaces.
Upon entering the space, viewers partici-
pate in the work’s production, as they move
around the room, occasionally cracking the
glass surface. Over the course of the exhibi-
tion, the mirrored floor accumulates more
and more “damage,” forming intricate pat-
terns in the fractured glass.At the end of the
exhibition, the panels are removed so that
they can be displayed on a wall; in this way
the panels both imitate painting and act as
a document of the exhibition’s history, told
through traces of the visitors’ presence.

Yanuz BeuTy BKIIOYaeT 3/IeMeHT Crydai-
HOCTH B TEXHHYECKHH MPOIECC CO3RAHMUS
cBOMX GoTOM306pAKEHMIT, CO3JaHHBIX 6e3
ucnoab3oBaHus Goroxamepsi. PaboTsl u3
cepuu «IIpO3PaTHOCTbY — PE3YIbTAT MHO-
FOKPaTHOTO 3aCBeYMBAHMS PA3THIHBIX IUIe-
Hok (Kodak, Fuji u Agfa) B peHTreHOBCKHX
anmaparax JUis TpoBepKH 6araxa, ycTaHoB-
JIEHHBIX B asponoprax. [I[pHBHOCH XyA0Ke-
CTBEHHBIH JKECT B IPOH3BOBHBIH NPOLECT,
BemTH Kagpupyer u kom6uHMpyeT dpar-
MEHTHI HeraTHBOB, TOTy4as H3 HHX 11CeB0-
abCTpaKTHBIE KAPTHHBL.

Kaxmomy m306paxeHHI0 TIPHCBAaHBa-
eTcs noapo6Hoe Ha3BaHHE B COOTBETCTBHH
C TIOe3/IKOM, BO BpeMs KOTOPO# 0HO 6s110
CAleIaHo.

MIL.60

YAJIHJL BEIITH

Be3 Hazsanus (BAIBAKOV art projects:
Mocksa, Poccus, 21 Mas — 13 Wi0H4, 2009), 2009
CTrexJio, 3epKkano

B 3To# cepHH paboT, BCAKHUI pa3 co3ja-
IOIIMXCH JUISE KOHKPETHBIX MPOCTPAHCTB,
Yanuj BemTH ykaajblBaeT MHOrOCIOM-
Hble 3epKajbHble aHeJIH HA MOJBI BhICTa-
BOYHBIX 3a/10B. [lepeABUradach 1o 3any,
HAcTynas Ha CTEKJISHHYIO NOBEPXHOCTH
¥ HEBOJILHO TIOBPEX/1as ee, 3pUTeH ITpeBpa-
MAOTCH B YYaCTHUKOB TBOPYECKOIO MPo-
necca. B reveHHe BHICTABKH 3ePKATBHBIN
NOJ1 AEMOHCTPHUPYeT Bce Gosblle MOBPeX-
JI€HUH, TPECKAACh Y MOKPHIBASCH 3aMBICIIO-
BaTHIM y30pOM. B KOHIIE BBICTABKH NaHe
AEMOHTHPYIOTCS AJIS TOTO, 9TO6HI B Aa/lb-
HeHIIeM ¥X MOXHO 6bUIO pa3melaTsh Ha
cTeHax. B TakoM BHjie paboThl XYAOKHHKA
MPeACTaBASIOT o0 OHOBPEMEHHO Tpe-
MEeT MCKYCCTBAa, MMHTHPYIOUIHH XKHUBO-
MHCh,  NAMATHHK MCTOPHH TIpOLIeAIIeit
BBICTABKH, 3a/I0KYMEHTHPOBAHHOHN Yepe3
CIe/bl IPUCYTCTBUS 3pUTENEH.



FIG.61

WALEAD BESHTY

Beshty Walead_sox1zo-left_Highgloss_Ligh
tjet8inchesbtwnCropmarksTop&Bottom.tif:
26-Feb-2009 8:55 Paper Type: 50.0 inch Fuji_
FLEX_SuperGLOSSy (w:10000 h: 25179 cr:
0,0,10000,25179 N 134), Beshty Walead_s0x120_
right_Highgloss_Lightjet8inchesbtwnCropmark
sTop&Bottom.tif: 26-Feb-2009 6:45 Paper Type:
50.0inch Fuji_FLEX_SuperGLOSSY (W:10000
h: 25179 ¢cr: 0,0,10000,25179 N 134), [ 20090113
cao_beshty oz3b.tif, Three Color Loop (cMmy:
Irvine, California, July 16th 2008, Fuji Crystal
Archive Type C), 2009

Two Fuji Flex Super Gloss lightjet prints
386 X254 cm

Courtesy of Wallspace Gallery, New York

Concurrent with his other photographic
practice, Walead Beshty produced a sub-
stantial body of work based on photograms.
Developed in the early 20th century, the
photogram technique consists of exposing
photo-sensitive paper to different degrees
of light. This direct processing records any
obstruction between the light source and
the paper, inscribing traces of any objects
placed on the paper. Beshty has experi-
mented with multiple variations of this
technique, creating abstract compositions
through folding, crumpling, or curling the
paper.

To produce these particular works,
Beshty first photographs the photograms
tacked up in his studio. He then opens
these digital images through a word-pro-
cessing program. Unable to read these files
properly, the computer program generates
a fragmented composition, which the art-
ist prints out in an enlarged format. Beshty
then suspends these prints from the wall,
so as to recall the scrolling paper in proto-
type computer printers. The title scrolls on
in a similarly systematic way, listing the full
names of the files used in the process.

M. 61

YANHU] BEIITH

Beshty Walead_soxizo-left_Highgloss_Ligh
tjet8inchesbtwnCropmarksTop&Bottom.tif:
26-Feb-2009 8:55 Paper Type: 50.0 inch Fuji_
FLEX_SuperGLOssy (w:10000 h: 25179 cr:
0,0,10000,25179 N 134), Beshty Walead_sox120_
right_Highgloss_Lightjet8inchesbtwnCropmark
sTop&Bottom.tif: 26-Feb-2009 6:45 Paper Type:
50.0 inch Fuji_FLEX_SuperGLossy (w:10000
h: 25179 ¢t 0,0,10000,25179 N 134), [ 20090113 _
cao_beshty_o23b.tif, Three Color Loop (cmy:
Irvine, California, July 16th 2008, Fuji Crystal
Archive Type C), 2009

Ilevars Fuji Flex Super Gloss lightjet

386 X254 CM

Tipenoct ranep pace, Huio-Hopk

OZHOBpEeMEeHHO ¢ Apyrumu dpororpadpude-
CKMMH OITbITaM¥ Yanuj Beiury cosjan 3Ha-
YHUTENbHOe KOMHYECTBO paboT B TEXHUKE
doTorpaMMBbl, H3BECTHOM C Havasa XX BeKa.
@OoTOrpaMma MpoOM3BOANTCS Iy TEM BO3/IeH-
CTBHS CBeTa PasHOM HHTEHCHBHOCTH Ha
dorTouyBcTBHTENBHYIO GyMary. 3TOT npo-
Hece pearupyer Ha 10601 npeMeT, 0Ka3as-
IIMHCS B IIPOCTPAHCTBE MEXAY MCTOYHM-
KOM cBeTa ¥ 6yMaroi, i pUKCHpYeT creas
JNexaimux Ha 6ymare o65eKTOB. BelTH MHO-
FOKPaTHO KCIePHMEHTHPOBAN C PA3HEIMH
BapMAaIMAMH 3TOH TEXHHUKHM M MOJyHan
abcTpaKkTHBIE KOMIIO3MIIMH, CMMHAs, CKIa-
AbIBAs M CKpyumBas Gymary.

Jnsg co3paHusA JAaHHBIX pabor BewrTH
cHagana pororpadpupyer pororpaMmel Ha
CTeHax CBOEH MaCTepCKoOH, a 3aTeM OTKpbI-
BaeT MonyuMBIIMecs HHppoBsie H3obpaxe-
HHS B TEKCTOBOM pefakTope. HecriocobHas
pacmosHaTh 3TOT THN Qaiina, mporpamma
reHepHUpyeT OTPHIBOYHBIW HA60p CHMBO-
JIOB, KOTOPBIH XYA0XKHHUK PacIiedarsiBaeT Ha
MPHUHTEPE B YBEIUYEHHOM pasmepe, bermu
pa3BelryBaeT 3TH paboThl HA CTEHAX raje-
peii oco6sm 06pa3soM Kak HallOMHUHAHHUe
0 BpeMeHax, KOrjia B IPHHTepax MCIoNb30-
Bayack pynoHHas 6ymara. Hazsanue 3Toi
pa6oTsl uMeeT GOPMYy CIIMCKA, COCTAB-
JIEHHOTO M3 HAMMEHOBaHMM Beex daiios,
33/IeHCTBOBAHHBIX B ITPOLECCe ee CO3laHu.
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FIG.62

GUYTON |\ WALKER

Untitled (intervention sheetrock panels), 2009
10 individual printed panels of dry wall,
10 individual paint cans and lids with
printed labels

Dimensions variable, each panel

121.9 X 243.8 cm

Courtesy of Greene Naftali, New York

This set of ten printed panels were commis-
sioned specifically for BA1BAKOV art proj-
ects, as part of Guyton \ Walker’s “inter-
vention” as the deviant “sixth” within the
exhibition F1vE.

The work continues in Guyton \ Walker’s
series of silkscreens on dry-wall, a material
more commonly found in the make-up of
gallery walls, than on them.The deliberately
“base” nature of the material layers with the
anti-authorial nature of the media—silk-
screens of scanned imagery which are then
subjected to further digital manipulations.
The process does not so much erase the art-
ists’ hand as digitally disguise it.

The dry-wall panels are propped up by
paint-cans, whose labels are simultane-
ously echoes and origins of the imagery
on the panels. Indeed, much of the imag-
ery depicted on these particular panels was
produced by rolling the labeled paint cans
across a flat-bed scanner as it was operat-
ing. The result distorts the cylindrical form
into a wavy stripe, emblazoned with a lone
orange slice, textile samples or swaths of
clean, bright color. The bananas, limes, and
pomegranates —conspicuous elements
from Guyton \ Walker’s installation in the
exhibition —reappear, traces of the “real”
interacting with the virtual.

M. 62
TAWTOH | YOXKEP

Be3 Hazeanua (UHmMepseHyus naHenamMu

U3 2UNCOKAPMOHA), 2009

10 TIaHesNei U3 FHIICOKapTOHA

C TIeYaTHBIMHM H306paXeHHAMH, 10 6aHOK
C KPacKoOM € 1MeYaTHbIMH ITHKeTKaMH
PaaMepbl BAPLUPYIOTCH, MAHETH —

121,9 % 243,8 CM Kaxjas

TipeaocTanteno razepeeit Greene Naftali, Huio-Hopk

Cepus U3 IECATH MaHeeH, COCTaBAgIomas
3Ty HHCTRUIAMIO, 6bUIA peaJiH30BaHa Crie-
IMaJIBHO VISt BAIBAKOV art projects v sBs-
€TCH YacThi0 COBMECTHOM «MHTEPBEHIIMM»
Vaiza lanroHa ¥ Kesumu Yoirkepa, BRICTyTIas
B KayecTBe «HeINnocJAyIIHOro» MeCToro sne-
MEHTA NATHYACTHON CTPYKTYPhI BBICTABKH
«IISAThY.

9ra paboTa MpPOAO/IKAeT CePHIO IEeNKOo-
rpaduii l'aiiToHa \ Yonkepa Ha THIICOKap-
TOHE, KOTOPBIH CIYXHT 4allle MaTepHazom
JUISl OTAEIKH CTeH rajaepe, 4eM OCHOBOH
JU1A BUCANIMX HA HUX pabor. Cyry6o mpak-
THYHBIH MATEPHAJ MePeKTHKALTCS C «aHTH-
aBTOPCKO#» TEXHUKOH — INeIKorpapuen
OTCKaHMPOBAHHBIX M306paXKeHH i, KOTOphIe
3aTeM TO/IBEpraoTes JansHemen uudpo-
BOM 06paboTke. 3TOT MPOHECC He CTOABKO
CTHPAeT aBTOPCKHUH NMOYEPK XYAO0KHHUKOB,
CKOJIBKO MPeo6pasoBbIBAET ero MPH IIOMOLITH
U PPOBBIX TEXHONOTHHM.

THUIICOKaPTOHHBIE NAaHeIH NOCTABIEHbI
Ha 6aHKH C KPacKo#, Ha KOTOphIe HaK/e-
€HBI 3THKETKM C TeMH Xe H306pakeHu-
AMH. MHOrue M3obpaxxeHHUs Ha maHe-
A9X GbUIM CO3JaHbI ITYTEM NMPOKATHIBAHHUS
6aHOK ¢ HAKJIEeHHBIMH THKeTKaMH 110 CTe-
KJIy CKaHepa BO Bpems paboThl. B pe3ynb-
TaTe U3HAYATBHO NWIMHAPHYecKas dopma
6aHOK MCKakaerTcs, MpeBpamasch B BOJI-
HHUCTYIO JIEHTY C BKPAIUIeHHSAMH SPKO-
OpaHXeBbIX ANeJlbCHHOB, TEKCTHABHBIX
Y30POB ¥ IIBETOBBIX MATEH. BaHAHBI, IaHM
M Mapaky#s Kak 6pocKkue 3/1eMeHTHI 3TOH
HHCTA/UISIIHY NOSBASIOTCH B KaYeCTse cle-
JIOB peayibHbIX Belllei, KoTophle B3auMo/IeH-
CTBYIOT C BUPTYaAbHEIM MHPOM B paMKax
XYAOKeCTBEHHOI0 MPOU3BeeHHSI.



FIG.63

GUYTON | WALKER

Untitled, 2008

Inkjet and silkscreen on canvas,

4 silkscreens on drywall, 50 paint cans
with digital inkjet prints
350.5%518.2X 91.7 cm

Courtesy of Greene Naftali, New York

Enlisting a digital flat-bed scanner as
a camera, Guyton \ Walker create multi-lay-
ered imagery that oscillates between artis-
tic intent and indifference. Collaboration
between Wade Guyton and Kelley Walker,
this truly integrated practice absorbs and
obscures the artists’ individual contri-
butions, functioning instead as an entity
entirely distinct from the artists that com-
prise it.

For this piece, Guyton \ Walker loaded
a scanner with sliced limes, splayed pome-
granates, and bananas—some still tucked
in their peels.The resulting images are sub-
jected to further digital manipulation and
then printed or silk-screened onto drywall
panels or paint-can labels. These paint-cans
surround and support the panels, quite lit-
erally elevating the very materials used to
construct gallery walls into high art.

HJI.63

TAMTOH \ YOIKEP

be3 nassanusg, 2008

TewaTs ¥ menkorpadus Ha xoncre,

4 wenxorpaduH Ha FTHIICOKAPTOHE, 50 GaHOK
€ Kpacko# ¢ THNorpadCcKoi nevaTsio
350,5%518,2X91,7 CM

Ipexocrasnero Greene Naftali, Huio-Hopk

TBOpYEeCKOe COTPYAHHYECTBO VYaiga
Tanrona 1 Kennu Yonkepa coefiuHaeT B cebe
MacTepCTBO KakIO0ro Xy/IOXHHUKA U nepe-
pabaTeiBaeT MX MHAMBUIYANbHBIN S3bIK
B KOMIUIEKCHYIO MPaKTHKY, KOTOpas Npu
9TOM COXPaHSET CBOX CAMOCTOATETbHOCTS.
Hcnonb3ys nudpoBoi CKaHep B KadyecTse
doTokamepsl, TauToH \ Yoakep cospaioT
MHOroCIOMHbIE W306pakeHHsd, B KOTO-
PBIX XYZI0KeCTBEHHBINH 3aMbICe/ BKIIOYaeT
B cebst 3eMEHT CIy9aifHOCTH.

Jinst 370 paboThl XYAOKHUKH OTCKaHH-
POBaH HACTOALIHE IOMTHKH JaiiMa, Mapa-
KyHI0 1 6aHaAHBI, 3aTeM MOABEPIIM MOaY-
YHBIDHECH W306paxeHUs AalbHeHIIeH
uudporoit 06paboTke M oTHEYATAIH NPO-
CTBIM CTIOCO60OM M B TEXHHKE IIeNKorpa-
$uM Ha rHIICOKAPTOHHBIX MTAHENSAX U ITH-
KeTKax Ha 6aHKax KpackH, PaccraBleHHbIe
Ha 1oy 6aHKHM OKPYXKaIOT U NOIEPKUBAIOT
TIaHe |, TpeBpalas CTPOUTEIbHEIe MaTe-
PHaIbl, MCIIONBL30BaBIINECS /IS BO3BEAEHUSA
CTeH rajiepey, B NPOH3BeeHHA HCKYCCTBA.
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