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AEmsC L Andreas Gursky FVHEEES/E ML A H0s » {BEE# Michael Fried ¥%f
Gursky 1EfamiJEeRE - fai Fried 2o =AY (tableau form ) HYME SRR E
5 DURERETR B/ E RS RE & Se i 2 Ry & (A 1y 282 1)
oo EoekRt T ERER | IS ABEE ST Jean-Frangois Chevrier > {1505
TR ALLIE T 1970 S R S MR i B B 2 1% > 1 80 FF(RBfAI]
FEEAES > BIEEAWE T EMATEER - Fried AER RIS R
+/\tHaC RHASKELRRVEGY » S AERE L\ B EE iR EE—
f% > B AYIVARIRE RN > HILEEERII R EIE 1 - Fried 225 Gursky Y
e A LE T E T 7 REIGEEEY (Fon R aY S EIGER B e a2
B BRI - ERERE > DURBR P AR CE BRI SR 0
B A PR B R 4B R, (IR SRR RS A AR S —(E R
Fried fE5smE ey - Z RN ES 2R B B S8 2 IR - 5=
A R R EIGM  EEETE B A 2 M MRS a2 i
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TR 22 Andreas Gursky @ DLUFEmals & 4l B B e o Y K 2 23S
Rt EAt RN NS SE - RSB IBHIVAE 2 — - Gursky &H
F A & A ZEEE A RE S TR AR EF NS i LUK R 42 = A i
AR REENE G > BRSO AP S BEWEH RIER A Aes - &
{Eit BEREE EAMENEYE - S A\ AETER R FEBEES > HadHa
FEfiRE—RHVEG SRS E s » BE T DS S B i s a4
BEENIHIE RS0V fHAET - AMNRE - 8ifF » ERETE 8RR - Wt
IR B B iR - (1 Peter Galassi 87 Gursky {FiniV & &P a Kl
[ BAKUCHT LT AR % -

Gursky 74 1955 FEH AR AEEIFEELSS) » SCHIELH SCER /2 R g2 AT © Gursky
15 1977 FE AL IRARAI e 2262 (Folkwangschule ) 22355552 - {E et 22
B2 HAR - Gursky T EEEH S LR e LIEN - E1F > it
K2 FHE(F I PR > DL Henri Cartier-Bresson f9{E S BL&G - JEEVE AR
ZIMEBARE T ERY £ o BT B B 2ET% o Gursky 1Y 1980 44 AFEZE25 K2kl
g1 (Disseldorf Kunstakademie ) - {F8:57 B HE—EABEGZEE R #1981 4
i A Bernd Becher® (1931-2007 ) Fff48AVAIIERTAR - MG RAIHAVER (IAE - /F
SR HART - Gursky B Fysf = UEESZANEY R{71E Becher K ¥ EIT54E
T SIS E AR - MMIevREE LS AT 4G Gursky FYBITERFZELEE - Gursky 7%
1987 FEH3E » PHZEL RIS TE — iR - (EHD Bl 2 aViERS -

t1% - Gursky DAEBRICHVE R BEM » SR AVED g S AR ot
A% 52 - 2001 FEAEALIPRAEMTRE 2R (E 2 0T 5 /2 Gursky SESENTE K2R
TR BIEEE e dHEYRY Matthew Marks SRR EAE i > iHY A REBEZ(RIR
TERION - Sy A [l R S = B E > RIS K > ESniVRE RS
. HiF ) - SR EE s Art Since 1900 47 A 2001 fEAYEEF S > HEZME
TE)S Gursky BRI R | 25 s 52 (pictorial photography ) {7458 Hh 52 & B H #

! Peter Galassi, “Gursky’s World,” in Andreas Gursky, exh. cat. (New York: Museum of Modern Art,
2001), p. 23.

2 HZES KRBT BB IR E S AR S R R 2B S 55 ARG S Ry Bl
FUE I (Kunsterziehung ) Z4fygll{E (Freie Kunst) Wi o Sl AYSRIEE BRI SL - LIS
BEENR AR SiraFRIEF SR R RIBIIAVEMITR - 1EB8E T EigfIR& - B4 HEEE —
i EfE NS > ERIE R A TSR ILAE - F T fth Meisterschler HYEEL
#EH, Galassi, “Gursky’s World,” in Andreas Gursky, p. 16.

* Bernd Becher S BRI 21 (EHEGHS » P IATIESLHEBLILE T Hilla Becher —
[FEIREE ~ AIME > B3R M FIES eV B B M A —i - (HENHIERE » SRR L
(&7 Bernd Becher — A -
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BRI 1% » TP LR - ¢ 2007 45> (99 £ 4 11> gEw % ) (99 Cent
11, Diptych, 2001) {Efm#és = LhE A EiHE & LD 334.6 B3 TAVERRAT N
%o B ER—5REEE 300 EIFITHMER Ean » HIZ - Gursky (S ERSEAlTaEHY
(EEEAET > AEZEE P2 AR E A B -

Michael Fried £ Why Photography Matters as Art as Never Before b7 - ji&f
Gursky ViR iR E =71 (tableau form) f#s2 o £55F Jean-Francois Chevrier 1£
1989 FFEE ettt —sZ A - FHLUPAH R 1970 FMe ARV Brigss iin—
RS ATTE TE SR ER 1% EIRIE T EHEE BUITRER - ° Fried
2 F Chevrier BRI » AR EAEF] /4 k248 (Denis Diderot,
1713-1784 ) FrrigifVEE (tableau) MES: - PKIELE TR = EZ BB M
BIEE A\ VIFEZ it 48 Ry 2 BN B BT EENEY) 2 - A Bk FEE Y
TF1E - © Fried 30 BB Z1EE1 Jeff Wall  (1946- ) - Thomas Ruff (1958- ) -
Thomas Struth (1954- ) -~ Luc Delahaye (1962- ) - Ei Andreas Gursky Z£ A fY
s Eon PR > BlZE T s B R (% - Sy E el L
g \IE B - HLERTT T B E e R o

ASCRIEE S Fried ¥ Gursky {EAnAYEERE - fg(i Fried BT 5 E RS A s
& o ZFTLLEESE Gursky F RyifamiyfEmh - BN BAEATIHYEZR 2 T > Gursky
PEHELZ T BAR T ER L AVRE - MR T RFEHEUS « SRR AT~ I
 BEERHEE UG RE R RN - B R R R AR
FTREMIe RIS > EAE 1980 SR > B RTpEN A A ARHY - B
PR BRTRD R B S B R RAURTE - ° DRI > Fried & Gursky [fy{E
anEUREE Y 18 HHACHY RN SR ER LS BRIk - ERRARTEE S
MR -

* Hal Foster, “2001: Pictorial Photography,” Art Since 1900 (London: Thames & Hudson, 2004), p.
659.
> Jean-Francois Chevrier, “The Adventure of the Picture Form in the History of Photography,”
Michael Gilson trans., in The Last Picture Show: Artistic Using Photography 1960-1982, Douglas
Fogle ed. (Minneapolis, Minn.: Walker Art Center, 2003), p.115.
® John S. D. Glaus, “Diderot in the Painter’s Space,” in Denis Diderot, On Art and Artists: An
Anthology of Diderot’s Aesthetic Thought, John S. D. Glaus, Jean Seznec eds. (Dordrecht: Springer
Science+Business Media B.V., 2011), p. 143.
" =£H Chapter 2 and Chapter 6 in Michael Fried, Why Photography Matters as Art as Never Before
(New Haven: Yale University Press, 2008).
8 =¢£H Atussa Hatami, Andreas Gursky’s Photography Envisioning the 21% Century’s Capitalist
World (Ph.D. Diss., University of South Carolina, 2004). Zanny Begg, “Photography and the Multitude:
Recasting Subjectivity in a Globalised World,” Borderlands E-journal 4, no. 1 (2005).
http://www.borderlands.net.au/vol4nol 2005/begg_art.htm (accessed 20 December 2010). Alan
Gilbert, “A Global View: Andreas Gursky at Matthew Marks Gallery,” in Another Future: Poetry and
Art in a Postmodern Twilight (Middletown: Wesleyan University Press, 2006), pp. 132-135.
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AL EE ST FVU(EES ST B JoRifetil Chevrier BRI AT ESR > Wik T =
T2 WAUE 1970 ARGy R S Sl A M E M - 5 B = H s
S aTEm Fried BYBTFE - IEWIKTEERAEERF P2 HAVESE S - FHiafi Fried
0 {r 228 P e 5 O B G LA RS2 Gursky BB © Btk - P T Fried HYRRREAY 2GRS
Bz > HER Fried BE AR AVETRS - 2 30R Fried HUGwIlse £V)E] 78
T BB BTV R (% > o fe s 1A R AR HIMEIR L2 B Ay 1185 - 2RI e
Chevrier HySZE LUK Gursky BITEaRACE - S5 A& BB S 2 AR A I A 224
TN ENELERZIAY - Fried {DL-F /208 T HABLEE Gursky Sy AR 2 -

B T S T TR

SRR AT AT LIEE 1980 EQE R EREE - [LHRAE 70
AR > 80 FAZIRFHMRZEE ZHPRIFELED - LB A HralR
AW ER LR E R AR > B B RPN EERRIEFaL > SR
wo B8 H BT RTS8 A PEIRsEr s an SRS | 852
W TR R A S BT AR - ° B R
PHERST EER ARSI R E3T% - EMaay 17 8= HIEHET - R IEs
4/ o BBV Ean H SR ERE B > B EdIET G I R B RN T He DL 5%
HEARRR -

m SR ElES (tableau ) HYEL 2 FE FTE S sz am LY - /& 5 BT am 22 Jean-Frangois
Chevrier - ffl{F 1989 fFE&8FY (#&F ¢ ¢ chE A h*& ) (“The Adventure of the
Picture Form in the History of Photography” ) & Xz H =% (forme tableau ) —zg] -
'O Chevrier f£32 2% 1970 FEARGHALISRE - 3 2% Bl R A SR EBL S BT 8
Ept% > BENE TEENES > BERILFENERER o 2Ll John Coplans

(1920-2003) -~ Bill Henson (1955- ) - Craigie Horsfield (1949- ) -~ Suzanne
Lafont (1949- ) - £ Jeff Wall 12 77 E4fla R R3] » 28 R FTIE A E L Ryl
enf AT EF  RIEMT LB H A ) S & AR R RV EE M R HAE R T EAE
Z¥1, (“object of thought”) HYE(E - i KEEWHE L T ERAVB - /EMAVHER

° Fried, Why Photography Matters as Art as Never Before, p. 14.
O (#EF LY hE A b k) Y Forme tableauw S ERE Ry “picture form” o N ATERTER L
@75 6 Michael Fried [E “tableau form”;EFHHYIETE » {H Michael Fried 5838401y tableau R T
EEEES  BEE T ARSI SEIREY SR o MR E picture ATLUSE RHEEEAY o B
Z85E4 Douglas Crimp Fffg s/ » picture Z5 5@z A% - thm] DA OB SEIISE 2V a A4 2
{EAEAY picture HYRESEAVIER Fy BLAT » BB TARRENE AT 30 - AFESEER ] tableau HYF5%
I —= R TEE | - #£R Fried, Why Photography Matters as Art as Never Before, p. 146.
Douglas Crimp, “Pictures,” October, Vol. 8 (Spring, 1979): 75.
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THRBHL | S R SR A BRI BR A4S » SRS SR AT RET - 1 Chevrier
Fo B U2 SUE R AN H TR T

BEFGAEEIRE D S VPR R E - g RV R T
R IEAIGE R THE AR afpe o RFRAATILS
RiFGe v AL T HARETA R RUITI RRA AL L6 R
B el 2 PR 2 A 2 e F 3 iR b
ABHP AL T PTG BFRERTL AR BT
oz P ePBEAE X 3 & 545 & PR EZ M 1R F B o
et odAEPhr a2 Bivs o AE 72 Lk
Bepp oo 20 BEPRDIGE R E R oA LA
FAREALT BT B B 25 F s B2 g

R B eng e 2R o 12

i)
o

i Bl T ] LUG tHEE BB HY A THEE R > 55— > #fE 2R Chevrier j2 /5379
(ERBAF R RS > SCEF 2] TR A% A5 TR E T A ke i
fech, » HHAER T "REF A2 2o BrR g - Fried TEHTIESCRFEE Rt
FES AR ARREYIE B B AR ¥ R AVEER S HA R/ NI R fneE 5 DA
BT AR 8 E A IS - ©° 55 > Chevrier S8 IE i Br2E 4E BRI EB T -
ERAEERTDR T BRI BLE DR 2 BB AU RV - Y
TR S —BHAA LR DAEENE R AR REHY - 4SS A S B 2 A — e YR
{5 o [P I8 (i B T2 AT [E] 2 1 hn B 2 2 TR RERE - /D 1 S (E5R IR EEREE - (Fan
AL T 2 T A IR PR R IE I e S i i A = R 1

TE[E—CER HAMEEE S > Chevrier (DI =B & 75 S5 A0 B s2 B 60 471 QG
F] 70 FERHVERE EE - EHEFTEEN 60 ] 70 FEABHEN B S BT R i
HER - fAEs] MoF & Eir i ? PAZR @ AF PP &R L AP
BERORSN X ApE p R ARME R Y EE o ATBE e TEEEE

1 Chevrier, “The Adventure of the Picture Form in the History of Photography,” in The Last Picture
Show: Artistic Using Photography 1960-1982, pp.115-116.
2 J537 ¢ “Their images are not mere prints—mobile, manipulable sheets that are framed and mounted
on a wall for the duration of an exhibition and go back into their boxes afterward. They are designed
and produced for the wall, summoning a confrontational experience on the part of the spectator that
sharply contrasts with the habitual processes of appropriation and projection whereby photographic
images are normally received and “consumed.” The restitution of the picture form has the primary aim
of restoring the distance to the object-image necessary for the confrontational experience, but implies
no nostalgia for painting, and no specifically “reactionary” impulse. The frontality of the picture hung
on or affixed to the wall and its autonomy as an object are not sufficient as finalities. It is not a matter
of elevating the photographic image to the place and rank of the painting. It is about using the picture
form to reactivate a thinking based on fragments, openness, and contradiction, not the utopia of a
comprehensive or systematic order.” 5|H Chevrier, “The Adventure of the Picture Form in the
History of Photography,” in The Last Picture Show: Artistic Using Photography 1960-1982, , p.116.
B3 =x5 Fried, Why Photography Matters as Art as Never Before, pp. 143-145.
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(“photographic paintings”) | - ** $HAE A 991 BHE S Bl 1 5 OB & Bl
FAER » AR R R IE R BCFAE S DU A ARG EA AT -
BRI E i E (e —EE RN NSRRI 7= - DL Ed Ruscha 7 60 4%
BIVERY— 2B 0 R E Bl » 1F (26 A 4cid )  (Twenty-six Gasoline Stations,
1963) =448 H ~ 7 x 5 HHY/NE T - HEHYZE 66 SRS SRAT MG - 58
Ffl 26 SRR BLPHEARINE E B S EEIR TIDHESEAT RS B 4
5 (P ~sgan® ez i)  (Every Building on the Sunset Strip, 1966 ) E {2
P RIRE T2 E » H eI HERASHEER R 897720 K H S R E RS 58
SEEE I > BAEHIFIKITA 25 ¥URE - ©° Ed Ruscha Ay %é‘é?%ﬁéﬁa
HEE - EMAVEEBAENRR AT - iR fERT -

B AR S R S E 2 /Ein » %72 Douglas Huebler
(1924-1997) Y (# ¥ ¥ &) %% (Duration Pieces) FhZ 5% FH S5 (5 251
SRR ALE o BAE R BHER R S BAREN TR, A o Y kR
Hle R W EHE ST E R ER - AAESENAIRZF - B A EHN
HiTEE - SRR AN E— B DA fEE > hmEnEyt s
NEREECERAVR IR < 40 (4% % 5 7 5L) (Duration Piece #7,1969) H& T
14 sRAE AR R BB AR S s - TR FHY Trevi B IR AYJEE » Huebler
b5 30 Fhfafg—sRIE R > DAREDIECERIL — E BARE = I Ry s -

H_ BRI R R B S A S e S W (E R AT E i > A
Eﬁﬁfté’]ﬁ"ﬁﬁiﬁfﬂi TR AT S EIER T L EPRAUR 7 R R S R
B BT AACHE AL 5 B3 e A IR REEfa<Big - 2810 Lt A S H R
sk = Geig e BURREE A R AR T e (IR L A~ EA AR S
%ﬁ%eﬂﬁﬁﬁff&ffﬂifﬁi{h BUFHIEEN - QBRSO R — 1R E T30 B
FPRHUESR E2HI(E&ESE (reductivism) > BLVERE AR LEEREE
BIHERETF - ©° EFENRE WA RGOV T sERBEw s X

Y JH37 ¢ “Many artists, having assimilated the Conceptualists’ explorations to varying degrees, have
reused the painterly model and use photography, quite consciously and systematically, to produce
works that stand alone and exist as ‘photographic paintings’.”5[H Chevrier, “The Adventure of the
Picture Form in the History of Photography,” in The Last Picture Show: Artistic Using Photography
1960-1982, p.114.
5 Sylvia Wolf, Ed Ruscha and Photography (New York: Whitney Museum of American Art, 2004), p.
141.
'8 Nancy Foote “The Anti-Photographers” (1976), in The Last Picture Show: Artistic Using
Photography 1960-1982, Douglas Fogle ed. (Minneapolis, Minn.: Walker Art Center, 2003), pp. 26-27.
7 Sol LeWitt £ (# @4 ##r) (“Paragraphs on Conceptual Art”, 1967 ) — =t » FioE i 48k
THEEAME S > MFRE] : T A A e > B2 ARA LT SR E & aits o § Hjlrpge * 4
PRET N > TR A PR B AT AR AL L RS aRE A - FiE FEE o
518 Sol LeWitt, “Paragraphs on Conceptual Art,” in Artforum (June, 1967): 80.
18 E 5 Jeff Wall, ““Marks of Indifference’: Aspects of Photography in, or as, Conceptual Art,” in The
Last Picture Show: Artistic Using Photography 1960-1982, Douglas Fogle ed. (Minneapolis, Minn.:
Walker Art Center, 2003), pp.32-44.
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RESmdEETR It Ay &8 B - 2 E=E (Picture) - RAERRHITE - Jeff Wall
AR A B TS E R VAR R S BT EAY T2 - tRIBMIAVERE - T
P4 2 % (Photoconceptualism) F#E8 v 4 £ rens e akis- 2 Y
B by 1 R B P8 T B S 4 i AR R A AR ST E S, - BREER TS B
o E AN (HENCE T RIS » WAS T AR FERE S Ay & A2k
iy B R - Rl RIS B FRE R E R e Y T 20 RE
R S R BB MRS e - P BT - S AR R T B
BFAVME L 2 RIEAflo I 2 - BB ENE I ERE IR BlEHEE
VARG - IE— 2B A S AR HIFTHERE IS -

S~ FAEF IO

Chevrier Pt A AUY BEFEA & 15 T BRI E MERTRRE (% ) Fried
I E A RIAE - £74E-H /KRR AT iR  M5R
AL ARER BINE © (R AT Gursky HY/RSHiE
f » LA SR BB AR (e 2 A SRS AT Fried FiTiR
L SR SSRGS o - AL RS SIS O & » DA
# Fried 40T HE BE S 8 (RIS -

Fried £ EOHFE 2 - /e ARy AR M R S0% =T | (anti-Rococo )
HItEERLS  BEMEEES - IEWSSENEE B eSS VAR ARAME - EfE
Mo WEEFBZE TN - G REIESRATSEER AT - 2 (e SRS
G2 E F} (Jean-Baptiste-Siméon Chardin, 1699-1779 ) iy A& E » E @y
NVEEUEME TN E SR - 8% BB+ St AmEiL
REe e H B EM IR B 2 AV EY LN - BfEE R sg s 2 RIAVEE -
(AR BRI B R DR AVER R » WAL EE P AV Ry T8 R A k4%
Rl E Rl e ISR - I H A ERRYRRL - EfEaRL S E K e S EEE
S LR BB E AR RHEEEN RN 2T R RigE
AR LR AERE BT AR - 2

IRIM > —E.F1] 1750 FAChHHER 1760 44X > $kfZ2E ( Denis Diderot, 1713-1784 )
RSB =R i 218 - B BUEMEE S RIS RER AL - DU SR R RTR
FH TR A SR e iy s e - e ERIatEss - HmERIAY)

Y Ew £ H ¢ “Photoconceptualism was then the last moment of the pre-history of photography as
art...” 5|H Wall, “‘Marks of Indifference’: Aspects of Photography in, or as, Conceptual Art,” in The
Last Picture Show: Artistic Using Photography 1960-1982, p. 44.
% Fried, Why Photography Matters as Art as Never Before, p. 187.
21 Michael Fried, Absorption and Theatricality (Chicago: University of Chicago Press, 1980), p. 35.
%2 Fried, Why Photography Matters as Art as Never Before, p. 26.
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FRIFLHAHZEMEENCEEHME - MM E FER RS LN AR AT
BUEENES) - CENEEN =T - BRI B BN R
%5 > e MM T RIE — VIR A S s R SE e S AR A LU
A B BB L% - 2

P isEZg B [EHF(C/ESZ » 41 Caylus ( Anne Claude de Caylus, 1692-1765) Eil
Grimm ( Friedrich Melchior, Baron von Grimm, 1723-1807 ) 2 A - L BEZEAW
{EFE LA S A R RERG 3 IR B M e R - P E SRR T #
Bz g AORGo BE T - R T el i A ¥ LY K

(episodic) & Et&eh a4l Lst > e | * EEFHEHE AL IEMGE

B - BUE R ERE SO S AR BRI R - R B R B ERY)
fF » NREAHREFEMEZRNAVRE S B HAA AR F i - Hi B — BT
HYFFIE - & ] DA B DRt e BB - T g E4e E A DEERET A [EIHY A
ﬁﬁ%’ﬁﬁﬁgﬁir%—%%ﬁééﬁ%ﬁﬁﬁﬁ%ﬁﬁﬁﬁﬁﬁ’%*—
%iiﬁiﬁﬁﬁ&Wﬁﬂﬁ?’#{%ﬁﬁ”Jﬂﬁéﬁﬁgﬁﬁﬁ’éﬁﬂ
DA B =2 i B PRt P 2t B F A B A 2 — o

BB n] RN B AR S AR VE R ¢ o BRIl S RO
H 5 YR BN RSBl IS & EE - BRERA EHEN  REEMFM 2%
SIMEa T H —(EOTER - WINEEAEE TS MR HES - Gursky B —({FanfY
B FRl A (AR > LA d 2 [T B % R SR Sl R DL RE R 1 frm m] DA
R ZSES > BIAERREE R S FTAVIR R B & TR~ B8 4Ly by »
FHERF TR RS S - (R A S5 15 L35 = T AR RS - (HM AR S LR 5
FLERIEAZRS - EMER D FER IR - AR RTE S
K > Gursky HYSESZELE RSB - B A SEERGERES - M —FE
(site-specific) HYEanE R E R ZE I EHY > HEZ R AR (FSn iz
[EHIEE (2 b - AERTERARMEDT I > BA I 5 SRV S EEE Gursky HY XA
s B AR AR A P PR A T RE  ELop e S Y R AR S E P a2 A A T R
R BEEREZAVEESENIT BRFELT B AE rHEy  H
T B Eh AT DUES S DA -

% bid.
% Ibid., p. 27.
% Virginia Adams, Illusion and Disillusionment in the Works of Jeff Wall and Gerhard Richter:
Picturing (Postymodern Life (Ph. D. Dissertation, University of Maryland, 2007), pp. 32-33.
% Hr$:H 0« the portable and sufficient picture that could be taken in at a glance, as opposed to
the ‘environmental,” architecture-dependent, often episodic or allegorical project that could not.” 5[H
Fried, Absorption and Theatricality, p. 89.
7T [H3r 2 F 0 “Une composition, qui doit étre exposée aux yeux d’une foule de toutes sortes de
spectateurs, sera vicieuse, si elle n’est pas intelligible pour un home de bon sens tout court.”#&5 [ 5
Fried, Absorption and Theatricality, p. 90.
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= ~ Gursky 1 & ¢ &k QI3 T

Peter Galassi 8 ( 5o % 2% v ) (Klausenpass, 1984 ) 175 Gursky {F i fEFE
HYEERET - HEIFERIFmBALS - Gursky #¥f HZEgE - [FifrviEEg 7= -
=i s PR HI BB EL - Michael Fried RIJF248 I —HURG - WRF 2 245 fth—
H LUK B FE B 5 £ R/ - k2 1F oo B R 2 [ /Y BR (% B S B 355 1k

(anti-theatricality ) - Fried 5%/ Gursky A& — TR 7+ /4 X
TEgR S Al SB35 » ARIBE (UE N R LIS - HAF AR B HYTE
FEA TN E RN BERRE - S8 E EERYH: -

AUt - AE (& &% 0 ) Z1& > CHEEME 90 FRAIIEanh > nIUAHS R4S
CH A {18 1 BT RG © 5B — > B RIS B R A R e S Ay T Tk - BN S
LA S RE B E T PRI A ETES > A g AR ERE S - 0 fF
s AT AIRE @ AR R (FRE R T8 S 2ESH
IS TEE - ° EER B IER AR R - SR AT HEENTR
EAE T WEMELERAATEENE - 6 TFH4E , (severing) BEHBLAY) > HhItF
BRIV B - DU By E EMEEE 1 -

1 Gursky HyEAffrHh - [HABE RV I A & A A T » FERIEGED 2
% > Gursky HITE i & AT TR E /G S EE - 5 1993
TERE - Gursky FEAEFHELE R £t - 22 a3 B R ol sE B IRV S [EIES
WAL TH R AVES M (indexicality ) - [SEfE 5B A HYIRUAISS B e AR PR © BEZR
FIRIE MBI RAIRE AR — (AR EER » EEH TRIGASHETEFHR
HIAR 2 FE YV 4S FE AR FRE) B EH K « MILEANFEGRAE L2KE - £/
N m NEEZE SRR s TR A EE TS Y FAEEYINACE: > Gursky
BT PR | MR B S EI A HER T 08 ) BlRE W R B s - 2 (i E 4
HIVE A% P E AR M A S R AR B e 2 S0V A > B wETT BsrE
FAIIE R R 2R N FEAIR RN A gEBEIRVEE - flan (= & - 5 vy 2r) (Paris,
Montparnasse, 1993) [[& 1] - SLEKZRIGR A PHEE —LAEER - BLERE
TEAGER > A e 25 P A ISR EE AR R o] sEFARIfE AL FFa i R 2 5t > 28 A
HESYNIEEAAEE - B EmIVE A= S

Gursky &% 5 FIl FHEEFRET ~ B - TSR ImmE S T - %0 (=
#®fx 0 4 %) (Bundestag Bonn, 1998) [[& 2] FiE —(E4S & L alitE SRS #2
Fr il BATREERCR AR BRER G+ B TR BE VRO DISN  BAEE

8 Fried, Why Photography Matters as Art as Never Before, pp. 156-157.
 1bid., pp. 165-166.
% Ibid., p. 166.
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E/KSPHYSIZR S FER 2 Y HD'E - (B B LUR A RSP EH R > A
REFIXIE T AR i D (EAE T TS 38 © #8 Gursky A APTIL > E5RIEM&E S 1 i
FE A KRB R AVIR R - IR 202 B RN vaE R BT EE
REIANERARAE R EFERRAY - R ARG > R EREEDEIRET - A Redy
HERMAINETREANNRG  EBE L =0 R BEE EEE T Y
st RIVE - B2 Gursky BIEE T 520G BIILLERRATER -

(L 2ss g®% ) (Hong Kong Stock Exchange, Diptych, 1994 )
[E 3] DsRHE G ok 2GS RS H T « (EEMRIRR T Bl LUEE]
LSO 2 =1 AMASES A DI—EIEE A SRR 1T 5 = HE1 -
e RS 22 4R PCE - U FSRIE R RN =APLE 2 —E22 A Y2
[ o 2222 O Y2 HA I MNESHE AL R B e i) Ry - dkE BRI
HIEE R AESIE B L iR HY B - S R EIRH A8 T B RS 0 [E
4 R S B (A T REAE BB B P A BERE - ¥ IZTRIB A R &S s
&Rk A= R HYAE 2 P S b Ry B EL IR 22 [ 58 R [FIRVEERE - e HiE
FEE FREAYEEIERBE - (4 #% %2 % #) (Hong Kong Stock Exchange, 1994 )
[E 4] - BtrlDAZE3R Gursky $Hf[El{5 A5 1 fin RaSoRAVES) RS =(HY
o PG T it 9 Bl P 2R A STHBRER E BR IR R R E I -

S EISHIR RN E YN A b - {5572 Gursky fYid A > AMI=2
BRHHEENCBBEBING A XTI R ([ERHIEE T8 ) T -
Fried 585 Gursky {Eiusf AVIRVEE " R-ERY ) BURMIIERY 5 B Al
F AW EA ] — BRI ARSI E R - ¥ RPN EE 25—
SUEEI B S Em A E AR E R FEL - KZEL Gursky it 90 AR A i -
Y ANVIR AN B IRFT SRS 8 SUE AR T — S I 258 - DAC e = o
v 278 ) (Siemens, Karlsruhe, 1991 ) [[& 5] #1¢ 5 > 4% = ) (Nha Trang, Vietnam,
2004) [fE 6] Fofol - Fitgras i AU S TAAES B AR FSEEETAF - i
Y TAF B A B Sl > — (4 17 2 A Y B s 07 22 SR B A e = ~ BB 4
G DU ST ASE TS BlE e EF M EA B E Rt MR EE) - (7 &
A% a ) AIZ—5RIE B M TR S Bk m 22 TAYPE o - M ZE i ey
Ak - FE3 RS R REREE T M+ P A — (B2 T b E AR AR - Hiqth
NEREERF EAV AR - HEERTPUE R EISIRE - SUBEE R - B REH
PHT R N YE RS E A T B WEDEE AN E LN FESERABE  BEEET

31 Gursky fI{ELEHisK E Le Centre national de la photographie, Contacts (France: Arte Video;
Chicago, Ill.: Facets Video, 2004), DVD.
% =¢H Fried, Why Photography Matters as Art as Never Before, pp. 170-172.
* Ibid., p. 172.
¥ Ibid., p. 173.
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RO RN A 8CE (b 72 B A 2 8 Ut & S 2L E R R A
s

[E R AR R Ry S A2 Y — B Y Jeff Wall ft 3R AYF0E MR Gursky AR
FHIE] - Wall ZIE A Fan vl LA B S8l s ERY#A0E » SRS ARG
AT IKEZR PSR EDEME o e (Adrian Walker » # s 7 g B £8 5 I +
B89 %% 2Hm1E+) (Adrian Walker, Artist, Drawing From a Specimen in a
Laboratory in the Dept. of Anatomy at the University of Columbia, Vancouver, 1992 )

(& 7] - 2P EAEER = —AE S HEFEIEA - FEIEA
155 NARBRIHY AR VERY 55— <HIE o Wall {F R B0 AYREACE AR =
FHIgADE > 40 (& t% #5 ch 4 4 ) (Young Student Drawing, c. 1733-8) [[&]
8] - WEZBREFH AV REE - BOEMAE e R L - BPAES A
VIBEE O BN ATEE - ERMREREEER - A EEE NMESNLIE -

NI > Gursky FTAEHAEAE LI — OB ARV EAS » [ClF] 7 R BV ER
JFREE > BREET Fried Frig AV RSEAVED R o #EZRIS LOE AV I ARAERT R
AIfgE 2SI ANal R aaREE A 8 i IRIET R E 5B TR 55 8
FIT ARG » 2 LISl fy L e e B L B HANE - SAREER - (+
% # 1) (Cathedral I, 2007) [[& 9] Bl@—f - B+ - JUREEEENELH
HE—FHER » 1572 Gursky (SR - PRAEFRAALT A [ a3 B pr
TERHIEER » MR EE AR - FEE DAV R EEE MR T BT S E
Z o N AR E R TE B R S R - B 1 A BN A
REVEED > (51 B O R IR R — e - BEEEaETE—
T TUARAN SR A T B e B A\ 2 T LA (T TE R R s E 3 7 B
TEE A B B L A3 AR BE A (0 R ? B AN X2k 2 #8 Stefan
Gronert V5245, - SRR HEENEFFAIE (Chartes Cathedral ) ## >
B IR 255 Wim Wenders FEIRL < % 141 - BTRIES IR B RS
Mgy - SedR A e = IR Y = N 22 ] - B [EEARET ERIR R - e/ _EE
FHEBRE—f - *

(& ¢ & XVI) (Untitled XVI,2008) [[& 10] £ E2HRKEGNEE 245
& B IR R Iy —iREin - RATEmP Ay ARlE Gursky A A Bifil e {F
H/DEEIAR 5T o TiE R LA S IRAYREESEES (Cocoon Club) 5 FRERIIE
Z— B AYHATE I NS UR— O K RS N 2 E R 0 2 3D

% Stefan Gronert, “Photographic Emancipation,” in The Diisseldorf School of Photography (New York:
Aperture, 2009), p. 55.
%" 1bid.
3" Nancy Tousley, “Andreas Gursky: Interview with Insight,” interview by Nancy Tousley, in
Canadian Art, http://www.canadianart.ca/online/features/2009/07/09/andreas-gursky/ (accessed 19
January 2010).
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SRS IR TR - HAAE A RIER Gursky B TAEE A - i TIEEEE
FEAR (R I R - i B B AR S SR o & Y & 75 CD 2 Gursky
E ORI © BRI AAGME] - AR AT Gursky B 2R HilE_EARHY
S B HEE - DUZN B SHVEZEE)UE 2 - Gursky FREEAEREE
HhhEil Wall 7y (Adrian Walker) #0H—{ » {5 EIEZEAE AR U152 - 75
TR IEAE S SR Lt R PHERS_ERVIEA 4 - 150 - s P H A B ATy
PRIRAE(E - TR EE BRI AL ) R - BE2R (X & & XVI) AILUEE
& Gursky 1y " HEH ) - HAVHEREME —TOEA B CIFMATIRF - AR EE
> LEAZZRREITHZERE  EUAFEENREINES B
FET M A 2 T P A BN B SRR S R R

I~ F4 % ER

ARSI R S BRI ELEL Gursky SRs2AVELRETR - ILIR (e iEffe 24 R (E
MNAEBSRE SRR IR 22 - S mE AU STl 24 Michael Fried HYBTZE—f% > A
PLsESEM -/ \ taC g S Bam e fy B (N BT s SR B2 HIE - fE Fried AYBTSE
BARFam AT o AT HIMEIR £ 2l I LARS MR RIS R AT - )
BB ST EAIAIRES: © ZRif0 - 2E#E%T Chevrier HYBHEBLLLK, Gursky #E&(Fin
Ao > R BB R A E R T 2 F I S -

Fried DIBIS B RIS ME E TR 1\ HaC4gE - Bl =&y UKE
REEIINE - SR EISEIEE  MIKEEERIN B S g E TR
s AT AR 1976 LEAVE A EGE( 4 4= 2 )(“Art and Objecthood”, 1967 )
o EHMERR E /A E F F(minimalism/literalism) LA T & - Fried SEEE
m LRIRE R 1% - EWREEEE T 5 EM: > Fme b ABI S - HEdl
EEAGREMSE s LEEREEZNEA 2RSS - EF 20 EE S mEE
VB RIRE - i/ D TEIEA S fEmEVEiTEERIAF T - 3 RE
R EAE > R EREEBENEEGEE YN il 2 BEE s HE
S o BGEEEESEEA > ERRSE T RESE - BI5NY (theatrical )
Bl (pictorial ) 2 RIAVERTE - PHILTIA - Fried JEHESR £ S B0TELRI5 M
HigE > DI AKEEEE Donald Judd (1928-1994) Eil Robert Morris (1931- ) % A1y
e » R AT B M A BT R B B AR B - %

IR Fried WEARZHYHEY - SANBISERZMONFSOE0 - S48
R RIS T B S i Y R U R (R R iy B EMEAVAREE - 280T0

® Michael Fried, “Art and Objecthood,” in Art and Objecthood: Essays and Reviews (Chicago:
University of Chicago Press, 1998), p. 160.
¥ Ibid., p. 164.
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TEME B E R % DURAE B ZE EHYRA (% b {E By Fried HY55175 > Chevrier
G Fried —HE » SE2HOATB BTN E IR RAIF BRI R BT
ZKHF > Chevrier 88 © T & 4 wojc 1 1960 # R4 Fpwani 5 i L
TR NIRRT R dre 4 AT — B IR BB o s 2
Foeg ok oo 0 AL > Chevrier WEBERIBEEAIE AN IR Fried B BRI E
FHNE - TERFAE A 22 2 A B - a0 R A s AV 1 TR S 2 H R
B 0 EoREHtEERE Y — - MEE ¢

S B L BRI RS ERE TR R 2 R
P RHPARRH R AETRE TR R PRR TR
b AREOR TR RS FRER R 7 - TR Y
s BB P AR IFL A - RRFFIFIFREE P AR
H AV Mg St Rk E Y o

[}

= v &2
o 0‘\<t N
I R R

—_

B ] DL H Chevrier fY#IRLEL Fried iR [E 2 fE - ARG A 2B
S S EA T Y S BB R > HOT Y R R 2= [ Y EOR B IR £ 2 M2 B A K
LL[ETG - Fried FUH] Chevrier Ay EF A R AL H CHVBRURS R RO EHE IR AfrHY 5 >
HrpavhEAs — A g 2MHF 2R -

PR HEARHIRNE > Gursky AV SZ L HE R MY R ZE M P R - BRI
Jr B ZE R - 0 T BRI R B IR R BT B AL E SRR —ERY
PERE > M BLEA R —[FIEUE - (A BRI R 2 IR AT R A U (B — S — AR
HRETIHR - FEEIREUE Gursky AYPESLES - BB S HIgR (5 7 i > 2
R R R AR 2 > BDLE ARG | - {F A S ERHY RS i
FHRRE > A Rei R A FIHRE - BEEERRED - FRIER BiG1% - 4l
HEEFREFH T HIAIET - NIL - BB G HE R FET(F > SEEFEETEN
ANE - (HERFAHEE R e A S B S P HIRES > $RE ] DU 1B IR
e EIRYE S o B PAYAHERSEMEIR S A - {H Gursky HY 2357 7 2 # fi
RS EE IR EENES - Geoffrey Batchen gESE R Ry Gursky {ESRARSHIA/N -

0 JE37 B2 ¢ “But they have also assimilated the propositions of the 1960s: the problematizing of the
body and space, of context and perception. They produce object-images and explore both the space in
which these images are perceived and photographic perception itself.”5 |5 Chevrier, “The Adventure
of the Picture Form in the History of Photography,” in The Last Picture Show: Artistic Using
Photography 1960-1982, p.116.
1 JH#EEE 1 “The photographers of today who consider themselves and manifest themselves as
artists—taking into consideration the public spaces in which they exhibit—can no longer merely “take”
pictures; they must cause them to exist, concretely, give them the weight and gravity, within an
actualized perceptual space, of an “object of thought.” They do not necessarily have to “make”
them—much less leave their trademarks on them—but they must, before producing them, plan how
they will be, where they will be situated, into what narrative they will be integrated.” 5|H Chevrier,
“The Adventure of the Picture Form in the History of Photography,” in The Last Picture Show: Artistic
Using Photography 1960-1982, p.120.
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DRy T AR S M 57 by B ey S - W 0 A S e B S
TR BRI P b o BRI T R E E R R R RT > Bl
A IS R PR © TIENS RIS S » KBRS o Bg % s 2R 22 R RE R >
ELIEHOEE R a1 e SR AR TR R I o T WRIE S B g e
w | FR SRR AR R - R BT KRB S
i Ze R e B R - TR DUA RIS S A AR R -

WIRAE i R 22 RV EE K 0] DURF Gursky iy s2 BT s figAH 2 4s - HAF
i R TR 2 B S8 HE A 9 1 o oA 00 BB 5 B il g 2 2 ) A S BH R o
24 o Gursky FHAYE SLi%E<2 Bernd Eil Hilla Becher fERIES (“typologies” ) HEEs
o8 iR Becher RIAFIERZIE R T ABUSEorY DR 2 F > (E R Bt
IR —Mlmat S EUERAVETE 2K BAEE L T PRI S A A TR RS -
MAFIEITE Sl # AN A BB Y FilE - FIZIE PR e T AL S~
[d] » Becher KAmH IR s I0AAENRYS - (EmAVEEREERA] > LRSS - )25
HUftE - Haf AR AP DR P01+ - SHE TSRS T
ERH o GRIAE - KT - R EEYIE s A B A ARG
TEMMIEEETEV BRI 224 2 H > Bernd B Hilla Becher ji T2 EEI4N 7T R fIE T
AE ~ EEEHI -~ SRR > BUREEMRIE AR - F I sase U A Y
FER o R TR EUEHI SRR -

FRER BT B — 25 2 S AR EEA SRR R 5 - B 7%
¥ 74 M) (Winding towers, Germany, 1972-1983) & FHIELUHE A E iR
NEIEHZREVAEE - EfTEAHEENDIRE » AR EOE S A MM ERE - &88F T
BT RS R S EYT (anonymous ) FVEIZET) - EEFRARER - FAVER
TR BN &R ~ EEFENINE > DURIR R HRAVAHETEDE S - 12t &
L RTIRETRECEUE ; S— (A BB B E S T 22 7] DA 1F S5t g gl
LI AVR &« JHRIEE R R — G R T AR E g A HA B o DU > A
R BT T SRR R LY T EEEE - Y

{1 Bernd Becher 7% 1976 4 A R/ SR » Becher AT RSP
SR - HE RS ATRIE RS PIRISR A R % - A PTEE (R
A2 8t « “HER I » Becher AR RSB BE LM » B
A EERATES:  DVEBIN L ETIIEE A0S, - B SRS
ACHITRIGH » RAFRAFFIORE - PRI 23T R A P R T -

2 Geoffrey Batchen, “Does Size Matter?” in Konsthistorisk Tidskr , Vol. 72, No. 4 (2003): 250.
“ Ibid., p. 254.
“ George Slade, “Typology”, in Encyclopedia of 20" Century Photography, Lynne Warren ed. (Boca
Raton: CRC Press, 2006), p. 1563.
“*Becher Fe#F ) E 4 f1FE Thomas Struth ~ Axel Hiitte + Candida Hofer ~ Tata (Roswitha) Ronkholz
Thomas Ruff » B Petra Wunderlich ZE£47f7 5% -
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TRE IR ERT (R 5k v DU SR HIAME: - R iy (& N\ BURE 0RE i
RAVEESE - f 1% > R E AR AR E MR E BRI R - R AR RS B R -
BRI - B — 2SRRI R M 3R R R
AVRERA - LA ZIfF et R HUEAL - AR E2REIRF 1R - M4 GRAZ5
— (] -

i#E A Becher RIgHIBLAR{Z > Gursky thFRAGHFIIAIER J7 74 e Al /2 & g e el
HIERYE AR - HREAFEHEAS > DU A KN RE ABFELE L - fHY
FE(Em (< &/ ) (Pfortner-pictures, 1981-85) » W& /N5RIEM - JHAMIIEE
BT ZE S RIFF AT A S A AR R Y R N B EERE A & - 5 LR R AT
NVIBAEIE P > (EA P E e R AR - M52 B M PRy TIEERE - Sk
M E EEAF it PR 7 — A AR EHEMESHZ T > AEFAEEE
ITIEANE DU ESHEA RN ARG TR Gt e S Fantt B R LA
BT O (5RO BR I

F'7 1990 FAX » Gursky FYEEZIRIAIRA B Becher Kim iz H15HIR o kg 48 ~
T PrE R EAS - S Tems | A —FHFAIEE RARET - (¢ s N EEs i
fod E R TR DIE iR e R = o it SR AR
% RIAFFER I RS MR - BIREAEE 2 TR - Gursky HYMEamEER
VB RIEIIHEN 251 (LR E R TR Sy T AUBSAH 2 E 251 > 5]
YEE AL S ATt e 558 52 ( Tokyo Stock Exchange, 1990 ) ~ & # ( Hong Kong Stock
Exchange, Diptych, 1994 ) - #rh#% (Singapore Stock Exchange, 1997 ) ~ Zhi&f

( Chicago Board of Trade Il, 1999 ) -~ FlE#5 (Kuwait Stock Exchange, 2007 )
A RSN E A T R A (Atlanta, 1996 ) ~ B#fCEEES (Times Square, 1997 ) -
&db (Taipei, 1999 ) i 75 (Shanghai, 2000 ) F1EE{#4% ( Séo Paulo, Sé, 2002)
R SRR A B A 2 e iR A (99 Cent, 1999 ) - Nike ER#E (Untitled V, 1997) >
F =4k A Efian Prada (Prada 1,1996) -~ Dior 4% ( Dior Homme, 2004 ) % - 158k
(R R R ) BB TR E o - A FREEE Becher I IFan—1% - SE&0E
LA REFH R AV R RE R BLE R © 281 E MRS T AV - Bt E2BUP L
HUFELME: ~ TARRARRAY T - DU A4S REAYRIME » Gursky FEIFREST 5% (=]
B EREAR B 25T A B > BN T Zaifraf " S 3l e H s iR B
F ik HYRERE - Gursky MIME MRS BB » Al AT LA AHES & - [ERIE
o 1] DAHR 73 B R [R5 » S E T RE AR 4N IRV REE » BB 0K [FIHT RS E
T - BEE— I AR RV B - 12 tb R a it 8 - S8 i a0 HE
FIERE AR E4E% -

*® Galassi, “Gursky’s World,” in Andreas Gursky, p. 16.
7 Ibid., p. 34.
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R ZAH FEHY R B e B R R s 8V R0 A sE R HU2 4k B i
1= Pl > Olivier Lugon Sy KA tafgss et 1 55— (K B R R AS B EE 5 /Y m]
IR Ao o e = L R SR 7 N = o AN = ) N N AN 3 2 s e o=t )]
¥ 1rmE > R EIVE TLE BN S Fried TS S AHEIUEVEE -
MRy T RIGERMEET o BGRAK  siAvEREEdlr - Lugon RS ERY
FRAGETAE Mg 2 H SRR 2 [ - IR AP AR R R » BsghEE
(photomural ) - [IFEIIAVEE ; FE B R 2@ N R THIEM - BESS
fifi /N e 2e B EE S S A B FHIDAE - R TS B sy gl i - B R
T IRAERT S E AR AR TEEE R A Fried BT S » 2E PEER T EIE A g = E
SE—RRAR AR AR - EBIBAR S EEEET R E R ERE L — -

FLAEH Fried FEER B ARV AARMEAY) - HEHE A BAEIFn P a2
stafstagERry Jeff Wall » HoAF 5P 2t A U E pi R B S5 HU L - 1978 4 > Wall
FE i BFEAY R AR &S - R L il 55 — iR R RS » (At sk 0 % 7 )(The Destroyed
Room, 1978) > {Ea AN B B AR ARSI 7% FLAY (fEE 7rsg 2872 7 ) (The
Death of Sardanapalus, 1827/1828) -~ {Histie | Jiplka /s > fRIEHT EESE > WRHE
feEs 2 PR - iSRRI P U E P B PRI S5 EAE - £ Wall EHf
AYSCEE (3L ) (“To the Spectator”, 1979 )t > frfE FIHF SR AL E F8c (40 -
ARG ~ AR~ EER 0 BEE) HUREN: R MR AR Ry e PR ey —
#5y - Lugon 5B R TUR R LAS | AR E A - RFIRE S - e > B
BEASHYRITAI D77 > s E M e R - I8 FE A @€ - HHItbPa R A £
{E D7

Aol %

H 1990 FEAFE4E > Gursky AIfE T RIEE KR ~ SRABLE R Fdfrdy/Edn > (8
E AR R EIE P oS R E IR - ORI ERE R T BRI, 0 A
H5cH Jean-Frangois Chevrier £2H > 58581 1970 S VB S & E a1 - ##
o olErsaE IR CETTRIE - #5HH HIEL S A E T4 (O SRR
B IIRGE) - WIERREOEE B - > BB R B LU RE S
=GRS RS - B T REER RSV DR #EZE
BUEUR T 8 S BV E &5 -

“8 Olivier Lugon, “Avant la ‘forme tableau’,” Etudes photographiques, 25 (mai, 2010),
http://etudesphotographiques.revues.org/index3039.html (accessed 20 September 2010).
9 Jeff Wall, “To the Spectator 1979,” in Jeff Wall: Catalogue Raisonné 1978-2004 (Basel: Schaulager;
Gottingen: Steidl, 2005), pp. 437-438.
% Lugon, “Avant la ‘forme tableau’,” Etudes photographiques, 25 (mai, 2010).
*L Chevrier, “The Adventure of the Picture Form in the History of Photography,” in The Last Picture
Show: Artistic Using Photography 1960-1982, p. 116.
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Michael Fried PEEEIEMES: K BURIRRIEMN 2 -1/ (&g th KT8 2Ry 22
st o IKFEEESRIE = e e M N B T - S P ey N 20
BB STEAERCENEY > > (TS NFAEIZ)S - © Gursky K
T &K T #IEE /MBS R R E R B L E T i
BT 2 - faimEREE A > MG Rk b - (GBS ERE F R LY
BREANY) > ZIRLEIGHIRER - Atk > EEREIRE RS /b > A
= P AP AT SR R BT -

BT BIE AR EAIRAREE o Chevrier 42845 1 BRI SR Ir = H
B ERATE - (Bt ssi SR R T 1960 A SEHYE T - it
T i SRR ZE MRV EORACE - IR0 Fried P AV —R% > (RaoAIZE
A AERENS o 10 Gursky {E&APBRIHY ARSI EUR 8 SR S A RS - &
74 Gursky A 2\ B B B A RS > (EMEEE DAREIEY T AR EA
BEIhRERYS 5% » WifedE B[R TR Ein - AT b s B B A A

52 Glaus, “Diderot in the Painter’s Space,” in Denis Diderot, On Art and Artists: An Anthology of
Diderot’s Aesthetic Thought, p. 143.
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[[E 2] : Andreas Gursky, Parliament, Bonn, 1998. C-print, 284 x 207 cm.
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[ = 3] : Andreas Gursky, Hong Kong Stock Exchange, Diptych, 1994. Two frames,
each 191 x 263.5 cm.

[E 5] : Andreas Gursky, Siemens, Karlsruhe, 1991. 175.5 x 205.5 cm.
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[[E 7] : Jeff Wall, Adrian Walker, Artist, Drawing [ [ 8): Jean-Baptiste-Siméon
From a Specimen in a Laboratory in the Dept. of Chardin, Young Student
Anatomy at the University of Columbia, Vancouver, = Drawing, c. 1733-8.

1992. 119 x 164 cm.
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9] : Andreas Gursky, Cathedral I, 2007. 237 x 333 cm.

[ (=

. 237 x 506 cm.

2008

Untitled XVI

: Andreas Gursky,

10]

(
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