creative
comimons

C O M O N S
& X EAlI-HI el Xl 2.0 Gigel=
Ol OtcHe =2 E 2= FR0l 86tH AFSA
o Ol MHE=E= SN, HE, 8E, A, SH & &5 = AsLIC

XS Mok ELICH

MNETEAl Fots BHEHNE HEAIGHHOF SLICH

Higel. M5t= 0 &

o Fot=, 0l MEZ2 THOIZE0ILE B2 H, 0l HAS0 B2 0|8
£ 2ok LIEFLH O OF 8 LICEH
o HEZXNZREH EX2 oItE O 0lelet xAdE=2 HEX EsLIT

AEAH OHE oISt Aele 212 WS0ll 26t g&
71 2f(Legal Code)E OloiotI| &H

olx2 0 Ed=t

Disclaimer =1

ction

Colle


http://creativecommons.org/licenses/by-nc-nd/2.0/kr/legalcode
http://creativecommons.org/licenses/by-nc-nd/2.0/kr/

H &8 AL BHe R

et A #de
grolSQlTy
— 2% "¥ 34 (Group Material) %
1980 "= A=A HA I3 AF -

202339 84

Agrjstn s
s34 V=3P

s A 4



et A #de
grolSQlTy
— 2% "¥ 34 (Group Material) &
1980 "= A=A HA I3 AF -

A 25 A A E

o] =R & n|&EAA}l =R T AEF
20239 89

Nehstn tjst
sy v=BD

Sk

FAR Y v dd=Es AET
202339 849

9443 2 & A (2))

4% ol N B Q)

A 4 NAEFE Q)




B oerws AR A FA 2AHXW a5 AE Y9 (Group
Material; ©]st GM) ©] 1980t A4 v Ad& =9t GM>
19799 HH 1996W7H4] w&& 7|Hte= &Fst 27l IFo|th o
OJEE A Y dAe #Es 2e = A, &7l
A sl wAYE ARG AR{F FE Fox] wAsh
ArEl A, FAA A FEPL 5 27 GMS A=A wsA,
AAo] ATl == 71489 gk AgE T,
AAF o Z MEsE gt ibs FHOE AY FEAL A Feoll AF
A= vES stz ok a8y 1980d W wl=el At
Argtal GME  EEo] AHAHow wAtEztE A FoA  IE
YHelAdes A=A dA ¥3hE 88k WEeR RS Wt
t}. o] W3l= GMo] 1981 <] =
ofel o] FFAAoAERE ofyet 1980 FRE oY=
Hldidd, 7hd Z=5dlEl, tlop o Ad, Areoja  dr

T

BA" ved T o

o/
e

A

Mo nS
@My (M oox @
TR S O

=)

[
=
o
et
offt
ok |
L
Ao,
&
ot
il
%
2
N
X
lo
[
=
o
offt
>,
N
1o,
o
ﬁ

o

_

= A7} JAdy FEsHA ok GMET o]de, £& 153 )
271 AREL A AL o d#A
oM Al§l, Kol3, 2l

2
& eF AL, tet B EE

A

N
=2
ek
( 01_[-{
ol
-
~
>
=S

e (o

o

=L

2

2]

off

3%

s

=)

)

r o)

o
8o

o

ot

o

RO foorff rlf o fZorlo fuopoh X

o%
o off

o mE o
1 o
o
Jo
ol
O
2
>
=
ot
R
e
1
o
2L
>
il
=
i
of
O
=

ol
ol

[l
<y
2

|
i )

O o o» & op AL X Ho
2,

)

o
“m?‘:é%u&‘i_\“d
4*&
30 2
o)

o
R
d

Mol  HoFEE  1980dd  wl=  ulEA oA
oA AEE vRSAY AFSIA s o AwE
oty it o] Al7lell m= Abs|e| A= FA A wlEdt A =7
e 2ol FAHA dold AR ARSFFoeh Al
ALSIE ol1iy old¥ FAoRF EASt: gFel olol=, &

%0
e ol
N

=)

2> do ¥
! N
1o
N

i

)
_.J'
L1



A, WY BA, AA AAR, 9FY B e
A w=An AEA Aethele W)
Jojibi Folgith. ol g 2 tiA AFE A $17]e] st

o]
Abs] A el A =E vldeks thkst 27 sl A4 v
3k

o

BEAZ O, nEA el vEe AEA g Fx
ge wael Eobgith oleld W K4 FAA &y v

Atol o] BAE AT H 3

N N ot 2

24 ofr ol i >
2 e 1o 2

ol & =w BAA vy A% 7k QEste #AE E5H]
st WiZNAIZA GME AT Uiz ARkt GMo] AxW A
FAME s HAE ol Al&skE ARY ASF WA S
Ay ek g5l AEW A FelA ERWE T OAA AtEE
THAoR HAgtogH AL BEEHAY WA XY Ho|E
st GMe A Zao Wz Ad S deotetaxt ik ow
GMolet= m=7he] Aol st oiyel v 713, FXZA WYY
A= A A EY DA s dAdor 2dstua itk

1960l $HHEE FEY Higlgdds vAEE njEo] R
AlEARE ket W] nleERE 7)Y EHE gHstuAr s
+29S BT 1980d) Fubdle o|~E WX #ge wugo)
nEAd FAE YXE Harta " T, GMO vlERE FARE
FooA FId T 3 vl el 7leEs dolxA @

N

hl7hb A4S ARtk o AAeA GME  WEFe m,
1 aE gk #E, oYF

N oot o ox 4

A o S | B

N/ = N (A o | o/ e

By wadds vs PR gn, 5 F59 Axst Ad
A% AGET vebh GME  (ohlizht) oA
AGA A4 722 BRSUAE, 15 B wA

AT wlEE A S AA7E HAQ A

HE B % Fof| 3ol ForM o]F w9 oo %

(0]
= L

>

Y
ol
ol
rr

of
-1

TR T S U o

2 ofN pf f

980d ] FwEe] olZy w=e A=A HAA] FIrAME
s dAY {3o]  HAHUIY. o] {3 dAAS

St ot

o

ook (0 A
-

— o L
fol
<)
i
itia
v
e
o
A
&l
L
e
ul

2L
)

¢



2

=

2 (m
)

X

o —E‘ =
— &
g

X

1o

_>‘~1_,

2

1

0,

R A > T DS i ()
30
v
&

v}
L
4
Jo
(ot T
;‘: —{E
=
)y
-,
2
>,
o @

15, vlze] el wpsk s AP +
L 7bRe 44T oldel wel FAA wEet Am g &4
Aql go] Hugry S8 Fab AN BE QYL

ZS
kil

>

o .
4o
&
i
rr
=3
l.:([_){[_ll

o
~
>
ofo
—0|L
rE
>
=
ofy
o
o
<
=)

rQ o gQ > 1 M
EN
3
o
2
o
o
An)
>
tohy
o
N
i_"l
iy
1o
_>|i
Hdo
il
Mo
[
2
o
)
)
tlo

12 &

(0]
> 2R ooy 4u
° ok

SO

el

o N N O
O L ¢
s 2
b
2
i
rlo
—
O
(@e)
o
rL
=
oy
(i
tlo
N
X
o
il
~
4
1o,
ok
o
ro
2
N rk?l

T = :
Ty ol AFE AAIER ofdzt ukst  efF g

o

T35 DAY SHARE o= A (olHE| ARty oA A E
wel Ak v)52e weloa] olalEd & Qrd. GME EFuE
| _

W Abge FAYE gA B4
v}

BN N

b1 o
[ )

dy o
o
=
it
Mo
N
)
o
it
J U
o
)
n)

& Aol gEE AR
BH7) 8 Bge Ao sAskE Relgon,
FEALE REW ool sleld A old PAY

rEi
N

L
2L oft Lo
g s o

S

N o
i)
2
>,
ol
ol
=
ot
~
>,
oy
N
o
32
o

1985, 1989
o4 W), AT
1

d
obg-=a g WS A

=

Al

ox, T
& N s

!

>,
rir
2
ki
o
=

RN
&
Ac)
e
L
I 2 o
~

¥ 0 =

N )
T o

)
ot >
1o ok N

o

1o

>
4

dolgick. A% 29
9o FAST 714 A
PEFe o W Ade P

A9 WEwY ohe el

rot
Mo & ooff to o
%

aed

E
offl
tpx
=
R
bt
e o
=
flo
r o
A
o
m

(e,

-
o
R
N
N
ST
>
_OL
¢

U
O

1o

o 32

= 0
)
=)

& (o
g
rlr
>
ot

)
o



w34 AEFodets Ad obdl GM2 &59] 3 AlFE Ao FE At
A4 gtgon Fnl sl ves XA PYoh Ty A3
F53 A94 @A, Ao A9 3EA 2k Al F4d
GM< 314 e AHHox Ay dalAs dgke] Wt
oS AEgsrh oled GMol A4 T WA HF AE ORE
Tt Qe BEVIFHE, As2 vEA CERo|S] Hul of e
sty AEAR s VIvo R ®wste] A E Azt

wEbA GMO veFst ZF AR FesFodE Al w717 SIg
a9 ANdAe FAFS Sk 23 AR 3ol HAX GME

=
AAE, AEd TPEASA 2o

o
T
nE7tEolA 258 #AYE HdEol= % Fuolx
=z =)

Aeg AT s 2ol

=
292 A AARE onjsh

EEE
AL

ANEE

Aol ohet W&o AA, %, F8E AAshs A8 FAHelw
oA 291 WESL Y7ol Thsst

FojlA BEEE A vEd WARaE GME I AR
A wes AE e SEE wA eld oldlE & n
19909l ol¥2 AAH mEe  Fel nE ojgh- w@AHom
AARQ FF AV, wadd, dF 1w A4 AN 4w
e AHSEA AED @ RRelA BAE $AAL RoIFT)
#E AEY el AAHNE AT AN s o3
EAdch o A%, AAEE 159 Aol wE Awe]l ®AH
s AASD AEE AT BF APHelm ZFHow
WRES A @tk AW oldd T AT nE AW Mz
w3 muE Ased @bt GMe thade EAMYeA B &
%, AAA V&S Auite A1 AL WEE o]FuA s TEY
B3 obd] o] §Xelx FESH ot

F20o] : I HEdd, A4 vE, AA 1t AR A

8 W :2019-22320

v



Al 1A A B e e e e e—————eeeaea————eeeaaar—aeeaaaaa—aaeeaaaaaaaes 1
A 1A AT L EE e naes 1
A 2 B AT BT et e e e et e et e et et et n e e et e ee e e ereeeanes 9
Al 3 A AT UE L B e eee e e e e s se e s reenees 12
Al 23 I2F HEZHDY BAE UlE e 14
A1Z2 A Yol E3E FEFY e 14
A 22 FTFAY AYATE BZE e 21
Al 3 AEE DA FY AT} .., 30
A12A AEY AAZE dUy=E AHY FAF e 30
A 23 (FEY wHdgd 1985) o149 (oY) ................. 39
1. (ZEY mjAdddl) : vAED 159 FH3F e, 39
2. orHlg Ty - AR BFE - e, 45
Al 4 F vHF FEZOCZA ATA AA] FZh e, 54
A1A AXF ved SYR odF A ‘B3I AR ... 54
A 22 ol & AFANHY (UFFYAY e 64
1. Yol o= Aek A% 713 48 A el 64
2. (UFF)y : AN o9t AFH FEZ A 70
A5 3F & B ettt teeeeteeeeeaeeeeanaranaatanaarnaaanaaaanaaas 84
B L B oot e e e e e e ee e e e e eeaaar—teeeaaartaeeaaaaraaeeaaans 89
T B it ee et eeeeeeeeessaeasenassnnassnssenassanssennssnnssennssennaes 98
= B ettt ee et reeeet—eeetn—atenn—.tann—aaanaatrnnaarennaaaernaaaae 102
A D S T ACT cuiniinieieeeeeeeeeeeeeeenenensasnsnsasasanensnsesasnsasasanansnsasnsnsnsns 122



A1ZdA B

A1E AT A L =27

7% WYY (Group Material; ©]dF GM, 1979~1996)<
1980 vl= F3td A A7 FFohs ARFF, AAFFo4
EEo AIFARow Ui zrt gEo|tt, 150 AH FEFoFQ

v Amd wpgeld 714 HAAME

o,
B

k)
=
g

lo
ot
o
2

_ﬁ
)
f

= E

AFstal 34384 ek A 252 FxA Py 9 ojgdy o)
AFHo Qe vEA ALY Wie] HEEn Ao W3Es gl 7|o
Sl oo E =i AxA HAA FA A GMY
1980 W& AdES ety stth w=o] AldiA AT GME
gro] AHHoR wakshe Fek e AR thi 159 g4
oy WMl zh=A], o] Wy} AAZQ njg Ao ojwA \kE o
e Wl Ave b 28 vk

B mwolA =Yshe A A vlsold A AR EAC BAS
7EA AL ofe digt wkES F el WEISIAY BESHE vES gt
XA v 1980dd el whed] FHom Fuksh Wk opwh, 714
AAe] wksts #HAAQl A= E et Amsle] #AVE W

0] £THT AEA vEANAE o B 97t ot
olgh e Al7lel EEF GMOIA mEH AR Aol nzHE AT
2r ade BA 9o)n

Sejolgirh. wekd GMo] 1980t) wHolels S

s oAom WA AR Avut AL ATH AAE Add,

A AAA vEd AR Aol QFdke dAE

i Mo
O e
fo rfr

ot & [ > 2 RN
My o Rl 2omy ax
R
=
rlr

s Abdlold, AnErt FAN V& AAE FEa: g
ojolths Feld 159 Wi Foeld BAEE AxW PAF
4 WFAE oA 4 Ut WAt Bk

1 A L) ¢



AAA wed AE 7R BFTdd olsjdAl= 19807t
Hoj ol w24 AZE AR =A7F olth AA AME, X
G HAEE= FAE vEs wAE Bdstke PAFH vES
Aw e AFozRE A AAFHS v HelA
opirt= el A HAE 5 Utk opriEre FAE =uR
A3E A 20417] TNk = 22 w3t Axe] BA )
A N-El aRleh A= B S Qv #ddel= AEE FAgh Al
A (Marcel Duchamp)&  “Uj7} shbe) =do® ¥ Aol 2m7 =
259 g "dxed, oAl 2 aRE9 wFHl ofsuhEel
Aebstar ok 2o 1962ydef] Aske ofirtEErt AW HAalde
Aze] Aoz <Fst= FAd 2dEFSES AP D7)
EH 2 (Guy Debord) & tte}, 2dAF2 22 o]d Ao o727}
HBHAA s Jdd FeE FFs gAY oprtEre AR E
AFEA HI Zow Kk, o&EF Z <}
Agtate] 2ol F3 FHolA Lu|Edutan wjdI. oo 1=
kol T olgke AT YAt A E A € (Internationale
situationniste; ©]3} 1.S., 1957~1972)2 ti¢tA ¢l A2kS A|A| &
dEE Avtew AH dos AT opirtEre] AR HdE
% a8y 1S 19729 59 slAl o]F ol urke] eimvt
olAE Zxpu} FAA AHoz AYaE S Wy ofyE, 1.S.9
AR Ak 5321 A3 7o HANo IAERUYS HE
ol FEdh. A s IE AFsta AHE Aot dE
ks A FPA 1.S.9 TS 71F S o]g A ) FArE

olil7tEZ =9 Au= ol% HE HEA(Peter Birger)ol 2J&|
JALA o=’ 9 Ye-ofyrt2r’ 2= o oty
G233 H2AE 20417] dube] Wojx oJAbA oyt =l o] E
Asstel 20471 Fite T de-oiiriE2rr nE  Ags
Z1gelgta #rh 1o wEW 2 olWrlEti= AlwmstE FEFo}
A=o] SHAIE dolAa st &l AM|Fe|t). oY rtEti=
AA grorFE fElE el AEF XA Hojgown o

1o
rir
o,

abe
sV
il
o
2
gus
N
1o
»
0%
od o
i

! Hans Richter, Dada, Art and Anti-Art (Dada, Kunst und Antikunst, 1965),
trans. David Britt (New York: Oxford University Press, 1978), p. 208.
abnjed UAgkEEol At B A e B 1S.9] ‘dEA A e} opt R 9]
olul ;. T EAAT, |, A3535(2014), A hn]&=AES], p. 144.

2 A 21

| &3
I

'Iu



A3 A H7]15A (Funktionslosigkeit) & =Z&3t1 J&ZHEH ME2S
AAgS FAstuar sior 2 20417] dute] &3 thro| =,
AT, wYF9, HAlol olrE=rE HEAVE FAE)

ohg7t=Ed AW ool et o A epgrtEs
OAbA’ opgrhE el XA ATk %3 A Abele HEe A
FEREA Fon oS A AAT AR ARZA WolEol
Aol WAR) gtk mek olFel $FE v -ohyrtEE,
Me-theh, fobE, viuRuE, Adeles ge Qe #39
HEANAL A4 opgrhmsel Fa wEel AuA o

A ohlEEAESC] BEPW FUL
AEPE & 4 ATS Hae e
qke] A& ol AL A ool HA Eah!
agnhd 9 ARel Al EAE ohprlEe E
o Az FRHAFel, AEW A B F &
8

3 Aele] gz Eeld AXA mae] AL ods

o N 2L Hrff

—

d

2

e

1o 7
o oy boED oy e

2

A& AZe] A -zl FFE)
AThs gulelA etk oE 5ol o]Ab# 129 (Isabelle
Graw) ©] A& A% uFol A GAH v]Ee] HEAol
w7 FAtH o AP HVIRY dEoRA  dedkd 949
ZbIY gy wEd, BAE vFa, 2AbeR, JRYsks
Ml AAdEH Te2 ded MR JHRE ESshe
AAFo] Hof, Ay vedd 22 A

HE ZmelA 2Ee] §H 7HAE el d #g¥nC o
e 71 His #d #Arkse] AVlde ey WAS
AAZ dAsL AR Ror FEoeA dEe HEth
Aol tiet 92 9 2AE (Peter Osborne) 2] Ut
Wl FxskA vk Al el Sle v EAle Bl

Mo o ot oo
R}
i
_C>|L
rlr
e
ftlo
o
1
ol
ol
k]
E
i)
i
s

2 0
=
< ofy
o, of\
2
)
™
o
A
i
rJ
=2

oX

2

2 2 T 40 nS o oo

bR oMy N ol

(Lorlo 1o X orlo ot 1o 2 e |4

ﬁ

3 Peter Birger, ToPl7F2E 9] o] Theorie der Avantgardey (1974), HA
W A AASTHEEA4], 2013), p. 121.

tolgdg, MU ot A} A - & TAE ] HY ¥E2A 8
S FAHoeE,, g, | A515(2007), st=n|8ts], p. 232.

° Isabelle Graw, “Beyond Institutional Critique”, in John C. Welchman, ed.,

Institutional Critigue and After (Zurich: JRP Ringier, 2006), p. 141.

3 A 21

| &} 7
I

'Iu



AA JHHE FASE AL olUAw, 1 v
2Rt} ek Alx B3 v)E A EE

Y} ohlEEE of4 EA RS FFHY of

(2
>,
O

oo

[t
ol
)
ol
o
k=
(2
)
>

ok
N
[
I
i

r

¢

i_:‘l
gé:
N
N
ne)
>
mf
=
>
SO
>~
>,
tott
1o,

~
=
o
ofk
oy o_>L
o 1%
oy ¥
30
~
=)
Hg 12
o
=
)
>,

2% 19709 W8] Yl -ohirtE =Tt
STEAI7I= S22 ola A AR S
st X AE|(Hal Foster)&= Yl—-op7l2=7F ‘A%
oA E A Aol % T FFAQ 1y
th® AxY dAE AFs wE A
A%, Axet 88 A oAdEe] A4S LFAAIAE I
AR AA A AFE ol uzith 19
A e R otE, mydEs, Y
FIAERWS Sy, 1980-90dtie] o]=2] A}3|A
2 % e e EF wiAe #AYge 25 EA 9
HolFEn, Axe siAes 7|z EAAS dsstiA
el WA S deta, Ak #3412 d o
3 WA Y HdEsa, BE FH O AR A
DA AHEsHE 2SR
o] AZ et d o] AL obw}

o

o N i e

2 3

O
-

O ox {1 k0 Ay o o fH

O ook popoh i e 2 oo 0 3% N
NI

ox
o {0 o

fo 2 p

o2
o =
HEN SN
oo 2
I\
o
> o

2 9o oo
2

a

ox, T
Oft
il

N

2

I

2
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(London: Verso, 2013), p. 159.
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13 919] A pp. 162-63.
" Boris Groys, Art Power (London: MIT Press, 2008), pp. 19-22.
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27 FAl 3= (Lucy Lippard) & 202 “F24X4 JH (free—
for—al)” ¢ 2 o] Al7]o] wl&9 H|EAZ S " Y AAE

A TE mE o] FrEAy] AFFSY  FEH P
“NdozZA2 ul&(art as idea)” ¥ “SYPEOZFA O w©|&E(art as

action)” ol&t= F 1A o gRE & Aowy HoE I

e 0 FAY AFE] @A AAztew ggeizith sl wE o
AAAA o2 FAAR] gAE = A9 UES S8l AHdoR
EEHIE, vdgdeln gAlststd 24 Faes FE A HoE
xdHE ok Hg=s olgt 2E Jid vwEe AFS o
oAl A tdEwrtES AAEA KFEZ) CduAE rlE o
ojmsh wke S 98 FAA dmnzE 8 o = A
AAFSEEEaL W gkeE

AAA wEe] JAE M wEo] ol Ax uF v HEWA
v, Hnys e 5 ogost ve BEEZ EdeAY 257
THE= AW FelA s FFHI Aol ity ¥
1980 o] o128 HX4 r&S 1960d o]F 2 = 3 W WAs=
A=A Al7]E gholdtt), gold H4 FPog tiwEE 1980dHh
sk AREE oo =, Al AR, WYl Ay, AA AJAEL J)dFY 5
IAE BT AAFTe FAZFEE I AstE Abs] EAC

=i
Algdglm w000 Q7)o AHet Ao i)z
HES-st mlsAld A= 714 AFSlY] AA 9l A%
HAee] A7 wes Aol A~y HE

©
7o w ERE GMS o] £ 1980dde] s&o FAAYE A =
s

_0|L
AW
3%
=
—
o
2
of,
o,
td
2
>,
N
i,
D
=
rlo
o
B
wE o
_>|“l_',
r.}
1o
i)
I
2
offt
o

Jot 18 AAAY WHES BT 6% o =
oh wl&e AA Absleh gelok @tk Aelth el wel GME
Tk 7 AR AFE AFEIA AReel tlgetel A e] FA9)
o eiH HAAY WaHE molFgTh

oY GMel ofete] A7h Muks PEHYE e GMe %

ox ek off %O
N offf Jo
Ny

—

5 Lucy Lippard, Six Years: The Dematerialization of the Art Object from
1966 to 1972 (Los Angeles, CA: University of California Press, 1997), vii.
©utse] mEw, AdoRA e uEdAE 7o) Ados AgHe uet
EA2 AREY. 5oz oA “Edo] oA et A &5
BT, 99 A p. 43.
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F3tell QAME TRAA o=
GMKEY o]de], && 153 Hlx %
He 27 A2 Az A% oo dax o= $x 35k %%ﬂ‘ﬂr.
o5 F°, AWC(Art Workers’ Coalition, 1969~
AMCC (Artists Meeting for Cultural Change, 1975~1978)
Aee mlEdoly oA A9, HolRE, gl Ze AA
TS ol Axe Fals 273t} Colab(Collaborative Projects,
1977~), PAD/D (Political Art Documentation/Distribution,
1980~1988) 9 £ élﬂ—ﬁ— ek F3belld e Wl AEe o
Arste] A vlAZQl AAIE JHHstaL, EdEs Tibshe % XﬂE
Hpze Ao FEA B4 Oﬂ e

dH GMe &5 x7|olE E‘rﬂﬁl EEATel Kol Abs 2o
O] A~E Alo]= (Lower East Side)d] wuldl A5 dibzzts 7#sta
Oxs Ao AA #dee IAWIY I8y & 182
o}k
=

>_A
O :9‘ ©

J
Z
ftlo
N
o)
:L

b sk, 1980dd FHbE |doEE Ax 4

AL 717 AAe] AZ Hostr] AZFEth Tz FE -

19964l ZF°] Al = AZIZHA A EAH. 1988H e 1EF

= IE°] HoFE Wt A4 I ulFe wWyol

ofyzt wlsAle] HFAQD Aol wix®E AdS FESHA Foh

“GMO] ‘ﬂl%ﬁl’ o AAAQ B wmpge] HHom EAEE

. e AdEgEges #ds PolEllth
KR

’

olghe Wdg WolBAh web 1A eh-rhd

JAe A BaE gaadr
olo] ¥ EFAME GME AUE 1R wskd uge
wgEh AW WEe ABAL A7 Fg9ow Pt 53] GMo|
2F F/1PEE AR U9 FAS PREA ¢ oF vEwdA s
A4ee AW Fe] FE3pel, oled S4o] FreRd 19809t
GMol % @i v AN Fod AT dgow AgYch ®
wEe GMO AlE Fa Az BESE 2oz mol: ool
A viEd Ank FRD W oW FE FEo] Aok
BAS E Atold 44 BAE gTsaa @k =@ GMY AR

18 Doug Ashford, “Group Material Speaks with Critical Art Ensemble”(1988),
in Krist Gruijthuijsen, ed., Writings and Conversations by Doug Ashford
(Mousse Publishing, 2013), p. 116. Z%3}7] 98] AFAx7F & SHARE &
Al

3 ] 2- 1_l|



A FHHoR 1980dd W vEA Ve AR st
2 Aotz s, Fojel Baes

1 1
A A4 vz dF4s Fe54 ] A wekR s

A 2R AW AT

w =w d7Abe GME AAF ved AxRd AA F3 Y
dAE Hoske d A, deFoe ddel UiE £ #fEEA
el 159 #ed LY F e T AAYE A4
FeFe vee &yFola A A doE dATE rEe
241 (Mario Joseph) 2 GM©] @572 A o= AA e’ s
S8 Aol FEFPT GM vhet A A4 FA19 AAE oA
gfelol  AAlell FolsAd Vg & =S {FER s
AA Aol FHAl HgorwA Ffuelds Fds, AT ST
FowMd A FtE AT 24 1 Ay, GMo] dex
PeFdol MEs HASFS FEYUL P Fdo] 2ol A (Claire

=
Grace)+= GME w7l ArobAd, 80ddl A+ vEAE  Hotdid
ANRFFO  FAe IAERMHUSHE  PEys
Z
2

A ARE FAYG. a#olAE GMO

© o ot
>

=)
H
10,
2
)
Jo
-\
(o]
>
>
DS
5%
x
( ‘{N
10,
o%
3,
ye,
2
o
[N
o
N
20 o 2 > 0 e rlo

>
=
b
[
oY
K-
X
ul
1%
o
HU
=
o
_O‘L
H
Jo
G
i
3
2]
[
|
td
o
> T fo

o 2L oy

=
W, GMe A %) o) =
FAZ ORAAL 1FY ANAd BE/NE Ads:

A
H
2
>,
—
@)
o oMz S
2 2o 2 X

L

9 Mario Joseph Ontiveros I, Reconfiguring Activism. Inquiries into
Obligation, Responsibility, and Social Relations in Post 1960s Art Practices
in the United States (Ph. D. Dissertation, University of California, Los
Angeles, 2005), pp. 104-64.

20 Claire Grace, Group Material and the 1980s: A Materialist Postmodernism
(Ph. D. Dissertation, Harvard University, 2014), pp. 1-307.
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o 2 AFH AU
GM¥% AEE #AE v FHACE ugs A9 A4,
GMe @Fox #Aolgt= Q47 2AXdHE YAte] FEHO
FE3}t oldlo] #E9lo] E (Adair Rounthwaite) = 1980t o
fJo} o& A< (Dia Art Foundation; ©]3}F tiop el HEE GMI}
tlal 242 (Martha Rosler) 9] ZRAEZS AFahdr, F AbgoA
TQaHA Hole A FoF vt e st FEOENE
HAsh HYrdoer Ik tobd] Aol E, GM#ES ol
A wiF o Z dobrk 7] FEAE 94sr] AlFet HdEHE
AP, % GM2] J el A =, 159 (W2
Democracy) (1988~1989) Z=2AE7} v|Ea #AAMA w01
A2 TS vz FUS 45 GMo] A=
Mz FAZA AFUEE 3 o5 ZFxch > oA
T A BRRESOIETE o=, T, A
A 7] A er, PAD/DO] (A AEel dF WA State of
Mind, State of the Union) (1984~1985)9 GMSE (HIFF29]y &
sty Aal #AE = oE BN F4580 T PAD/DE A&7
dFol FTHE £ I5FY AH Atdebd, GMS @A 3o H
st F8s T FF7o Ad AFEE AAFHAG oju olds=
GMe] AtdlelA & F %, 7183 dd9 HFolA 57 v=9
28 TRV dETre] Hwd FAelA #AFEAe] Fol FAOE

AEE NS FEA

s

o
o

r

L
VR )
¥ v o

ot

Lo Ae GMeo] 3 EY njdddde F7HEld AL Fa 5o W A=A
AAD B YoM e AAE AW AE dofiAw, 150 Ao P
Aelel A= g greFebAl A dioh 2kE G e Axd 7]l A
AABH71E AF-Fo =M P52 oA | st ggolE wPdo}
oMol = vldld# Y &4 2HE FEetal AAIE AXAHQ A=ZA AT
stttal FFoh aeolae AR AA 3E 23S et FaE IA
A Aol WHolzl GME] AA] TRAEE A5 EA5A T &
ZAE YHAQ FAA degfy 7 oolE AFHEE dl A7 GMe A A
A ngy A 7)1date] AAlo s F ohEA ekokth
2 Vanessa Adair Rounthwaite, Rearrangements: Participation and Politics at
the Dia Art Foundation, 1988-89 (Ph. D. Dissertation, University of
Minnesota, 2013), pp. 44-99.
28 9)o] =¥ pp. 100-61, pp. 225-81.
24 o]el4=, TPAD/D(Political Art Documentation/Distribution)®} 1& ™ €] g
2 (Group Material)9] WFF9]: o goAe sqsFolt o], | Trgn LAl
g3 =g, Al518(2019), A dn<AEsrs], pp. 183-204. i
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% 2 o o= GMY Axd &9
A5 wes gotstrlels sHAIZE v Bl ES] AT Hof
olg]e] ALY Z|Fold "ol GMO Ee AAE] EAEHA
okorom, o]l A AFTel ZIHksk GMe] A A w0
AL tew XA @ G A4 wid 2 a5 iy AP
A g skAl skt ojw] A F-of (Alan Moore) 8] A7+ AEA
gd5s XTI GMO AAAJA FRE [FrIFoE w45ty St

kY
l-'O
e
S
=2
N
I
<
)

. = GMS ®3H 4

o] 5L GMo] d& AF dFiste] dES Este] dAd
Zlo Al Bl ofEt 179 AAAA i WM E =Ewth GM
e at JxA Atele 11 BAE AHe FHoRA olgIrt
O G NEY EeARl B4, S AP AR A 2449 F
A wEAd Y TRt o g uHA ol AL A BAE
59 AAZA wEe] #V|E Ut Aoz WolEgit ¥ Fo:
GMo] &% Foll A=Y AA] Tt e 23] Zde ARgd d%
At 2= GMo] FAl vlEAL] fF3—FE 76 e 48—
e =E A7tEs & Akl AYIUe A=A Tk HAE RS
A" Aoz Ay 0 dE GMo] AL YT A el
A= dAs oA gou =9 WE) olF GME WFHAL
HEl] A AdelA olafdt ¢ JEF st}

o8 dAgaE GMo] 1980¢tiE AXW  ohgkaziel A
AZA AA oz Fo FF AFE AL AFAJ el
FEYY. a8 A AT AFEEC] GME AT u FEHoE
FE} 2258 FFste, GMY Wl &% AR 234
FeTehs 259 7124 Ads FAstHAE, F5TodE A
7171 st Ao Algae A Tedva ®Hkth o)eh T
HHAE vl AA] Froldt vld B A A AATS ou]stE Flo]
otyzl wlze] AL, f§%, 82 AP As AAlFolx ojd A
Q2ls Yxst= 3ol7ld Zhssith GMe E5s T thE Al Zbef A
JAHoZ Fstal Al GMo] Axd 7@ P AT #A

%5 Alan W. Moore, Collectivities: Protest, Counter-Culture and Political
Postmodernism in New York City Artists’ Organizations, 1969—-1985 (Ph. D.
Dissertation, City University of New York, 2000), pp. 102-37.
26 9o] =% p. 134. )
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A2 25 HEHLY AAH "le

1R A dehe BHE G453
Q9

Visual Arts; ©]&F SVA)ellA & A} 3g& o538 Atolit),

52 A SVAS AW 4 F4 A~ (Joseph  Kosuth) 2
Mgyt e Hgol e AREHE A GFS Wt 25
A AEE vtEoRE ngz

72 Q1 |

Wrtazl dau & 5 FHo= Hdt dAANE R JGET
A Qlso] AAAHA FFFsh7] AZFLE olglA B HAES A3
do Al vl DIY w3), dvys &, Ul %5 ol " EEstar
sty AMZ O] wehE | Abg] YAA HRE Felizth o] 3 Fo
&3 A E JASH @ 259 wele wE o HeAR dAS
AA e AAA ves 935 A= §lo] BT gk ibxal AR
et vl Jles A A Y ZAYeEst FskEo s dSlY
s

= AARO A& Aok ke AlVIYS A ET
197999 10€, ‘2% 9WEYA(Group Material)’ o]t A2
o]Fo] ®AATE o] 100 W <lgor Wi 159

A AS TlEy)|= EAG ‘& 23} (material

. of
(U
R
(HAeA
A
rif
>,
2\

27 ¥l 29 2~ (Tim Rollins), =& # 2 d<=(Marybeth Nelson), g} St s
(Hannah Alderfer), ¥l Ao]# (Beth Jaker), ¥ & A]Z2}(Peter Szypula)7}
3l gt}

28 Group Material, Show and Tell: A Chronicle of Group Material (London:
Four Corners Books, 2010), p. 8.

9 mtE s ARl e GME] BAL oS-I e HA] AbglelA B 5= gl
b (49 ALIENATION) (1980) @il AF3], A4k, kA Atoleo] #E S
Gl AAR mlE2a s o] B4 FEHo R JEs IS Wit (Zg

14 A = 1_l| ol



ALE oL BA Lol FAAoR HITstuat gov wEs FX:
Hloglol Al ol A omAE dEshe el e
BA7E M SRR Qoo Vg o] EElE ARShs
AL Ageta gtk dErhs ARA #A, ARElE AoE H
Hola ALdatAl H7l wEeld 0 GMO] @l 1970-80dH
el ZRHAS AR pAdstel A wlEdl Ante] Aud dF=
AR 71T gt Adgds =gl 72500 sl
wAe #AE dAsE dA B FUITEFE o] 24 o]
ke siAlA WHEs Fel ARRlE bR SR GMo] ®7e]
TAE wlEAY $UFERFAA AR AERshs SR Ha Aks abe
SAAR FAE B e AR AAEHSTRE Aol o= GME
A EA 4] HYlom 152 FEEA Atk AdH e A
LE AL glokal g

GMelgh= o5& e ® T8 Fuids AId =

N71¢=(Conrad Atkinson) 9] 1975-79
Material, Works 1975—79) (1979)& <to 4 GMY FHE
o AL ZEsA @k AAEe ASAHA 7)ol Holddz B,

23}9d) Primer (for Raymond Williams)) (1982)-&
[&7F glelde deld vt ds, GA|, Aol Fofoll A
F7E ol A3 HA A
Jol A GM #IH 5o V1A o =% nf= g 2~0f tis)] 3
o g T 19799 7S F ool ' E7Iet 27
2 & nf2 3259 8t3k(New York Marxist
4 AxEAAR “ALF] T e} mzo] AT GM 1w F
E A #3324 New Left Reviews &
sl A L, E oE 27] GM ARl g A s et 3 1978 F4t
Fo] =L W3 AMCC(Artists Meeting for Cultural Change) T E el &
371% ok g2 o4 F=(Doug Ashford)E =% o Foldk vl glon,
A=A A n&7F vpalb 248 (Martha Rosler)7} o] 115 54 2S T3 nt2=
2 o] 29 tiE] 53 Aol 3t} Grace(F 20), pp. 8-9.
% Ashford(F 18), p. 129.
olE GMY] o8] HAeA ZY= A& FYS B 5 vk (Inaugural
Exhibition) (1980), {Primer (for Raymond Williams)) (1982), {Timeline:
A Chronicle of U.S. Intervention in Central and Latin America) (1984),
{Resistance (Anti-Baudrillard)) (1987) %5). & Ed2E= E3] dA7lEo] =
Ao A A gk FEFS 71 HS5S HE vk Ak RS ZRAETE “AlZEA S
2 A H o2 HF Fa% AES JEsta Azelr] f18 54 M A
FUE S A3 #AAE 2" SHoEYY Sy G Bt A=dinh
Tim Rollins, “What Was to be Done?”, in Group Material(5+ 28), p. 217.
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A 5 EAHE AR AA ol E o
ARAo R TtejAl= dAY FHE FEITH .
718 o %= GME FALA R Zo T T A A =
olE7t=el AMete] U el Mdes SRR ] Bt
g L oAy ZHAe FUFERFAA] F HElokE (Jean
Baudrillard) <= & Akslzgl AA7E AL VZEE dAEHE
AlE et = (simulacre) o AlAIRbaL kit HA9 HA7F A=
AR QEANA Hox %, AlEga=zE 2y AAE dilssE 94
Al Eoll ot Aiola HolxHA © o] HAIE tiido] gIA Hi
A= AAaz7F do] "o olgA AlEgA=Zs ARG o AA
e stolv g d ¥ (hyperreality) &  AJAbstty, 1=itpd A&
AA= AlEEAE, S BEAFE ou|A| 7} Ausles Aol 7t A ™

Iy

‘HEgol2’ = FAFQl oW 89 AAE Fi1 GMOAE
T8 AgEt. % TR Hols GMY w9 fekyzkal

slo]E AP A (White  Columns)ellA (A (FE-HEgok=)
Resistance  (Anti—Baudrillard)) (1987)°]2t= ==2Q1 A&
AAE M. 252 FAA uwgo] HEol=l o5 HIXT
TS Al olE¥ AYE Folof stvtu AsiA Fge,
Hegol=E wgd did o s HA7] fs Ax=
AFEET. YEFdE S99 oM E d9oF Q147 H7)of, ¥
‘Ao g @A Jidel A7 siof okt o] EHW GMO]
st oY AAl ZRAEAN Fo He 54 F stve thgd

% AREES

A=

Ca 1 A3

QA A A 5 e BEE L AXNY FANE
Fojurbe WA vtz W sl fEE AfuRRE vk A2
Ao = F Stk

32 Antony Hudek, “Excavating the Body Politic: An Interview with Conrad
Atkinson”, Art Journal 62:2(Summer, 2003), p. 8.

33 Group Material, ““Resistance (Anti-Baudrillard)” artists’ statement”,
1987; https://whitecolumns.org/exhibitions/resistance—anti—baudrillard/,
2022.10.13.

3 Group Material, ““Resistance (Anti-Baudrillard)” panel discussion
transcript zine”, 1987; https://whitecolumns.org/exhibitions/resistance-
anti—baudrillard/, 2022.10.13.
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https://whitecolumns.org/exhibitions/resistance-anti-baudrillard/
https://whitecolumns.org/exhibitions/resistance-anti-baudrillard/
https://whitecolumns.org/exhibitions/resistance-anti-baudrillard/

19709 FRkelA] 1980t =W Al 78 W&
TE 7Ee ZFer AFAFe AL mlEo] AAHH, GME

e o] 7 AH EF%e 98] EEE A3 A
HtZ2 789 o]AE wWg A (East Village), AF%2 BE I (South
Bronx) & FTACE 9 FAHIL Jd e A= oAl v
=3kt GMS A 4o AFs A AXdsta d o]&9
A e FFP. 1977d EWE FeTY  vwsrt @A
Colab (Collaborative Projects; ©]sF Z3)2 7HA <kolu FE oA
AAE da AE8A e AFA AfE F 3
R e dxgd HAA F syl (FEAat
Estate Show) (1980)°A= 2o o]AE Aloj=of A& 754
279 AES 59 AAS L T34 AT =41 Alge EH"?_ A==
AA BT (= 2). J B A AFo]f] FEoATIE dEs WA
(e}~ ~Fo] HA] The Times Square Show) (1980) Oﬂ e st g
e ANFS dFFFE 24’\]7} T, ArE= AP 3359}
Z; ms, %9} F3}, A A, 2V E S5 AEolm wmix] FA)s}
R= el Tﬂr(Ei 3) O oldbe . (BRI A AFo] HA]Y o
oas) A}OA BHEAX0 tikEzt  ‘#4d Erk(Fashion FHE Moda
HA) (1978—1993), (&t Ay ZHE ¥ Fof o] rE

B 5 FoA IU|FxFe} 7 BHES W= 20 2R Lot m LAl
ﬂx}o]x} Fdolg el gZF82~ I8 X (Douglas Crimp)7} 7183 (IHE
Pictures) (1977) X2ERGUYSF "o A zkgolgts s AHs 7|9
HI ARl AT o] 27tES A o2 tpeet 49 o|n| A& Zhzte] w
AR AFste] Al AAG=EH ol g B HollA] AFAQ Ade dEe
A I oju A ] AR THsAde] AT =AY GME AR A ofujo A= 2S]
oA zg HFS HATa & ¢ ) odE o], 25 vy 2AUEL #4
I gt s 9 S ES THAY a5 7E ok o WAl BH
AR o= ZF AHEES] nE 7|EY HEgo 2Ry g AA A st
= Aol AP AN (A"HE) o AVFES HdEA 33t ujAel A Blo]

; Ut A E &-8sto] ojuA|o] gt =ols AT Mﬂ*i Z 37te

woktbw GMo Al 2FRe gz ol =el ekt GME 8S EaA HE
Aoz AA MAL AA, A3, AXZAH Ere s :rLO}_,__ Eﬂ FotA S

TMQ'

P OMe 239 A ANZE G 8 }5—3—% Bel w0 gk, “99E EE
Al ek Al A EdlEo] Ak [ (Bt =Hof AA) , (F

FA AADY ] AAEE des =Es Hi—or Ay S AxEta 7
d3l7] ¢ 2E 7hsAdS doF v Tim Rollins, “What Was to be
Done?”, in Group Material(5¢ 28), p. 219.
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Afo] =9 Hijkazk  "ABC
GMa} FARRE BHALE &
}l‘__lXﬂ E/\] x]oﬂo /\]—j!/]_ U]f_ﬂ'-

=2 2 (ABC NO Rio)’ (1980-)% X%
T8k ol wEe] AAA JHXHTH=
71 A&t Hekolar F1te] it
GMSe TAA= WAHEY FeZF Yo dFsts mo] o]AE
AFOIE 244 O|AE  13WZIATE GM2 AdQlols F2 AMESe
A wE5AFolA ALEFo] Bl Al Fulol 9x3 A o
ABEOZHEES  Jx}s =9kl #F A oR HdAl ke
o] &gt 7 o]y A YA Ao wFHF ASY F &
A FohEol I e AYes WHolua s Hx7F 94 A
‘EE o)XY xTAEY AT A3 AAE 3 [
w2 AlgEo] 60ddel o] AMsiHY, I1¥ie 1 AMOEHE
Hojuw gHuh, AFL BF7F AE o R A9 o%olgt= el el o
bty wrEstn vk $Els 2EA 4y P GM2 A% wj#E
59 HEE AAR 3t AR ZYEAM I WA HAE F1|5H
“SE7F el Al Fes TIdE FodeEAT gl

PN
BALS Foold Y oW dies Slsl FAYE AAJAT ¢ g
G= Aol "ol 150 FHse AAA ves AR Al
del iz ek

N

= A 1980 10€e] €d (JR#A Inaugural Exhibition) <=
=2 g2 GMY &% JIAE TR 4F9 JiEAa ATt
HAtH(E 4). 10 AAoE= wMuEe AJmWul thokst =7 A9

¢

T Ro] o] ~E Afo|Es o] ~ENEA, #EolHy, AojuEheS i X
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% Gerald Marzorati, “Artful Dodger”, The Soho News, October 1980, 15;
Group Material(5+ 28), p. 19 A=,
% Group Material(F= 28), p. 17.
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1 Group Material, “Detail of handout to visitors distributed during /naugural
Exhibition”, in Group Material(5¢ 28), p. 22. ¥3% <t && AFA7F F7F.
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ofd i, A+ <o, Aol wkelek &2 AT e HATE
AR A B 2E AW e ook 22 =9d FAdol AA
Folstrlels ofd dolont 1960d ek A A1 A 7]el ke
Z1E3 %Y, Al Wdthe WS 4 9FE F FF
HAA GM] AHelw A=
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o7kl AiErts, derts, s, 245, 1931 999 M
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stk Adl oae a7 FEwel o] A5 EUHES Q4
HAh ¥ GM2 AEAZHAE dA|e] @AMz A FA}, ezt 7] =
st AFEES] ARSI oAs EU)stal dolrt dwe] WEE olE At
EEIT GMS AV 7o AFs] EAE EuA Wge s
g ogn AlgSo] EAlo ta] #4e A Axg HUlsla o
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*2 Lucy Lippard, TE=&o]e] ®n}: g% F9] %9 3 Trojan Horses
Activist Art and Power, (1984), A4 3] &7, TSLR AdvE 95, T4
u)=rE 304y (AL A HAL 1987), p. 289.

3 Doug Ashford, “An Artwork is a Person”, in Group Material(5= 28), p.
220.

44

Group Material(5¢ 28), p. 22. &3 ¢to] &2 AFA7) F71.
B9 ZF ge W 23 9k F& AFATL —r7}.
9o 2 p. 23 BT ko] F ATAF FU
Tle) 2 po22. BE ko] 2 AT FU
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GMe #s #H T gl #d oFEE(Julie Ault)7} HASIA
olgte] WU Eo]l ARE AT & A= & IF HEYd o
Show and Tell: A Chronicle of Group Materialy & AEEH=Z GM
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dolH7F ofyt. -2l g o5y #ES AL oA
= W&o A A ABolE d&rtEe|tl. Ashford(F 1
=8 oFFEw Al A digk 19 A BAS Mt derket
Falolg el el i 7S oS o] YRt ‘B E dertEAe] f &
Fo] FelolH e &FS Mgsts AAYE BY F JAIRE Y= oy 7hH] 9]
=2 Us Fdelgatan F22 el 72k Ag|EFofete] AL A
A wiell; FaelHEe] HtEAl FAdskA = & FHAA AT HAS JHA g
st7] el Ay wEkA Aake] gk FHEjEA dAl AES AxsH7] felA; 1A
d<o AL F3st7] elA”. Julie Ault, Remembering and Forgetting in
the Archive: Instituting ‘Group Material’ (1979-1996) (Ph. D. Dissertation,
Lund University, 2011), pp. 2-3.
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715 Hdoizty 137 FuEe A dHo] HHI AEES
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Y AuUlt(F= 48), p. 3.

WVoQle] =8 b 2.

°L Julie Ault, 2% Heggde 1980dd] A 7}#] €% Three Snapshots

From the Eighties: On Group Materialy , ¥3aF %7, Paul O'Neill 9,
Felel® e FAlEs (A& HE2EH, 2021), p. 46.

2 Thomas Lawson, “The People’s Choice, Group Material”, Artforum, April
1981; Group Material(5¢ 28), p. 32¢ AG=.
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GM2 %<& AFE A 1dute] F 9719 AAE 7Hs]
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%, e g o] A
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% Ault(F* 51), p. 47.
° Julie Ault, “The Future of Group Material”, May 1981, in Group
Material(F* 28), p. 49. Z%3}l7] Y& 427 & FHAZE FA. : _
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o FHuE  Fybel ATE WAZ {FAQl ofl&viel Hld&7),
AE7EeE v A AR FEE = AT Aole uladdd A=
A4 g g7l "ot w89 F3FA M)A BolX The
Village Voicey o] A7 AA A 3| A (Elizabeth Hess) 8] =2
olyigt GMe FAIE thHslo] AA T I+ (AMHES] ") &
HEsk AR o] HAAE dEold FATtel digst FHE|H
Mgl &S PR L= 559 F GM<e| w|ghs -3
ARAZF? b= " o]AF Sol& A AL3|e} 3
AR Ho(liberal guilt)o] =AAE= A Fo} 7
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A4 & vF L AT A 5 HuFe oaeld nzw
4

MAoZ, mIFoAE E3 1950-60dW] =< HE=A o4+ &%
A 7lef] EAH o7 =57 AT o] /dS Wl ul=elo] 159
AL 7 98 AF 2FC dist ZFHel ApEA v RO
AL st oF xEZAE g2 Qs ZAS I & I
AAE BIAEE AS o2 gH xR Aol At &
A& o], B shxkql Alb] AE (Shelby Steele)o] A& g%
FHoAe Hu 7EPZTo] UE RE AdE g3 =yzx $IAS
&Aooz FHs] Yl wg€ste wAYUSFAw 13FH 4 Q]
wjFolct 7 FHul Ao wiAoA wWtE Ao F& GMOl tE
H S FAZAQ Aoz Fulslr|= AT, 1Y 7F GMoA 3w
v SRl fAQL, ALST sldste—XsEd A F
nl oA FHE = 5% Ak st R FRte] 2] AR B S
SATt}.

ol¢} #|#HEle] m|LAlstA THWHE A AE (Grant Kester)? &
F7HQ1 SdE Alwsto. AAHO wEW uleErhs v|ggFola
ekl JAoA mle AHE BIoa A wls7l Bl 19

° Elizabeth Hess, “Home-Style Looking”, The Village Voice, January 28,
1981. Z=x3t7] &l A2 &2 SAAZ EA.

6 Julie Ellison, “A Short History of Liberal Guilt”, Critical Inquiry
22:2(Winter, 1996), p. 350.

°7 Matthias Buschmeier and Katharina von Kellenbach, “Introduction: Guilt
as a Force of Cultural Transformation”, in Katharina von Kellenbach and
Matthias Buschmeler, eds., Guilt: A Force of Cultural Transformation New
York: Oxford University Press, 2021), p. 10.
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te2E 719 Bg (Karen Finely), 7125 1w Z - (Guillermo Gomez-
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ol At o5 Y IyhEa HAAHAR Ao m A A AR} HAIAE
Algstt, 28 9o 22 AP ES Hste ANELS Y IAGe 140
Zbxlo] opetar Azbatm FEARe] Ao A AS)E nigtE S 152 3
Sk w9t AAS Y i AR AZSIHAE FAd Zrhel #44] 9f
Ao FstH ZAe o] @A HdAS Falstt), Grant H. Kester,
“Rhetorical Questions: The Alternative Arts Sector and the Imaginary
Public”, in Grant H. Kester, ed., Art, Activism, and Oppositionality: Essays
from Afterimage (Durham, N.C.: Duke University Press, 1998), pp. 103-31.
9 Qo] & p. 121.

00 9le] & p. 129.
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51 Grant Kester, “Aesthetic Evangelists: Conversion and Empowerment in
Contemporary Community Art”, Afterimage 22:6(January 1995). &3 ¢+
=< A2 F7L

2 Stephen Lyons, Rezoning the Alternative: Art and Politics in New York at
the Dawn of the Reagan Era (Ph. D. Dissertation, Concordia University,

2018), p. 178. i
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53 Marzorati(= 38), p. 20. FHW A~ 7} FEA]9 REox H3|E= oy o
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% Tim Rollins, “See You in the East River — Tim Rollins interview Richard of
East 13" Street”, in Alan Moore, Marc Miller, ABC No Rio Dinero: The
Story of a Lower East Side Art Gallery (New York: ABC No Rio with
Collaborative Projects, 1985), pp. 44-51. &3 <to] & A4x7} _—?(7];,‘
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% Joanne Sharp, Venda Pollock, and Ronan Paddison, “Just Art for a Just
City: Public Art and Social Inclusion in Urban Regeneration”, Urban Studies
42:5-6(May 2005), pp. 1013-14.
% Jan Avgikos, “Group Material Timeline: Activism as a Work of Art”, in
Nina Felshin, ed., But is it Art? The Spirit of Art as Activism (Seattle: Bay
Press, 1995), p. 99.
57 Rosalyn Deutsche, Cara Gendel Ryan, "33#93}9} v]< The Fine Art
of Gentrification, (1984), ol&lg] %7, ol9dd 915, AUu&Ee AP H
o, WA, A=A (AE Az o], 1998), p. 490.
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Bals WeIHA wErbl A E3E T olalehA XE A
NYPsts EAE #9s g4stn dss TPt ” a8g aRg
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XJW}X]‘“ =] ol E, W] @& Zd (Mundy McLaughlin), ¥ %X,

& 39 ke] GMell Al ATk
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% Group Material(F= 28), p. 186.
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™ Lauren Rosati, “IN OTHER WORDS: THE ALTERNATIVE SPACE AS
EXTRA-INSTITUTION”, in Lauren Rosati and Mary Anne Staniszewski, ed.,
Alternative Histories: New York Art Spaces, 1960 to 2010 (Cambridge,
Massachusetts: The MIT Press, 2012), p. 41.

6 Julie Ault, “For the Record”, in Julie Ault, ed., Alternative Art, New York,
1965-1985: A Cultural Politics Book for the Social Text Collective
(Minneapolis: University of Minnesota Press, 2002), pp. 3-8.
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AA AR/ W& AEARN FAE 7Hd F AN A M o]
dAA o2 EpgetA vk Fde A FEIM (AAFe) AH
NS Wolt}” | 7T Fog GME <F! therEzr>e ZF oA
MEL 5 AR AT 2759 AELE S 152 vs
Aol <kt npgolgts s FAlY AR sAEFoR
s A& duFrh. old F WA AEY AP, GM2S AMEE
sa MEL AEs Ad v§ g 2o [] $E= w& 132
o|~E 26W7Fet Y Tl Sl AlEE 2 dstuA 5EE
A AA (e IRAES &438] wAsHA] &keh ERE ol AH,

EA 3%, AL, dsaE, AA0 a3let 2 FTFLANY AAE

GMeo] of=] Ao ZaoMd =dHoz aAFEH A od= A

2|
SHAIAQl ZRAES I AL FAYe JMAAEE =olr] fst
Ald A Ao RE HITE  AAIEZ 1980ddlel B HXAF
nE7beS AR UAA A A8 oldlEx7]A Aldel I it
|5 FE dT vwWiAlel Y F3e FAE agst AYES T4
a3k, A Fa, HYe Helxel e o] A A Z+A Q1
&g Fun] AEZ 7k A5 olES ATk E7]e
agFo|glon FFFALe =FH WAAE A&Es AYEst vg
as 23 5= Ak GM oke] 3, WA A sH e Faud
AET FA AWE 7N Aol theFdt %S AR Y o) EH W

gl B, Ze W, #HE 9] F& ATAIE F7

® Group Material(F* 28), p. 57. Z%37] 913 AFA7t F2 SHAR FA.
P dg B9, vlulel A7 ABarbara Kruger)= olnA 9} B AES x3tei=
A9 i 7HES Wy 22aHY HRES AR olg B2 AR, 7IAY
I ZE v Fao] AX ) sk HAE Q5o A4S gt AlY 24
(Jenny Holzer)= F2 t29 AFAS 7|X 2 2o} A}3] EAS asls %
L FHS $EPY. AEAQACT UP)2 dlo]= 9)7]o tigh ti5 292 F%
A713z2} gt A5 HRE 7/HA 2 AE gARlE g 22H, 97,
7t=, ElM = 58 AFda o] AFHdES A9 w &&= A dE A
ZHAQl 2~HE S dxs7| %

0 o2 So] g3 2o &5S AH: (M5) (5th Avenue buses, NY,
1981~1982), (DA ZI BAOS) (Union Square, NY, 1982), <{Subculture)
(IRT subway trains, NY, 1983), (Inserts) (advertising supplement to the
Sunday New York Times, 1988), {Shopping Bag) (Kunstverein, Hamburg,
1989), <(Democracy Poll) (Neue Gesellschaft fiir bildende Kunst (NGBK),
Berlin, 1990), <AIDS & Insurance) (Real Art Ways, Hartford, 1990) &.
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é oL, =&~
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(=5 DA ZI BAOS)Y (1982) A= =2 UixtR 23S 2834

49 {4 F&(Union Square)e]l HAtsd BHEE FoHoR
AAPTG (= 9). AdntEEe] gk v]=o] whof, oA o] Ao ot
A, A AR, kT 283 T4 S 1270 FA g Eddo]
TAQL el WAIH. Aok Toll iEAHA = FAFE 9

213 =

Z9 =E2 s AAAHA FE w7k AR el ol AdTh

(XABAA Subculture) (1983)oM = F& Hskdeol A= 14009

el Fuds ddiste] 1009 #rhEe] #AES WddsT, 229

e}, Axgo], AdA AgAagd AW 5 ZEo wiA9 =

mj} - FFTH( 10). &2A=0] wWidRo] wEFIW Fude
o

=
-
& gHoR Afe AFE AT ATE Bl =gt

- o ~ RE R QE__ %,
FPP, 8 AxNHog Fro] 2AS WYY FFAYS IEsuA
ot

st GMo] Axd AAl F3-S Xdste ‘5Es Ay oA %
e AHE odast AL 5718 wksk AHolth, s G I9&
W37 3 AER ®les eyt ZdAsA ol AR 3 ik
of& AT sl A 719 dibEbA] AFFA 2718 Al
Age ko] 7)el olE AwWd eyt gtk GMS E7HYEH
ALE &lste FFodA o dolrk AR upgeA e AHE
=7Fsstttal 1988d% QIE oA wdsiny,  “AIAE 2]
TAskE A2 Ebsettl = AYEA ofE A& (Critical  Art

ol

Ensemble) 2] ol GM& th&3 o] g5y "dds] 271esi
F2le olgst FxelA FPol ofEA EO]—‘:X]q s ZoldAe

Aol kA e A9t e Rolny ¥ QIE R @Al GM2
1988dell tof o Aol dH MEL HAAE oL AU
1985 S EY Hlddeel F7bsty AFo= tid viadels Ad=
Arolx, 1987d 7 EifwlEl(Documenta) ol  #7FsE o] $9

A7)0

81 David Deitcher, “SOCIAL AESTHETICS”, in Brian Wallis, ed., Democracy:
A Project by Group Material (Discussions in Contemporary Culture) (Seattle:
Bay Press, 1990), p. 22.

82 Group Material(5= 28), p. 23.

* Ashford(F* 18), p. 116. )
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1993 BA® v]&3d (Museum of Fine Arts, Boston; ©]3}
MFA) oA 4™ (W% Democracy Wall) (1993~1994)2 GMY
Aud=Z, A4 wzo] AZ UFE SolewAs AT F Qe
=gAge @S HojE Atdlolth. fy2 FFelA As ARSI
(HAEY ¢ ‘W™ (democracy wall)’ & GM S5+ A 8| =

shub= A#s o} olF BEl Wi JjReld AR gA AR WA
U3 MFAE I3 & olgith Hue vaed 2979 #ud
AT GMe] AR AAg o] A= mlede R eRE
TehE 71l vReEks A A JRA "Eelgith HEds A

ARg A vl @t Jsel tgk hgol BTk MFA FelolE,
AFACIE, weHAEE oz O DEE
Qe J)ukshe] FA ek theker Az mastng Bk e

A2 71 delME AR Aol wol He Faol AAd wE
3 O

o]
=3s doHyg. #F dAH M AE (Alan Shestack)> #o] #2
Hg2A Ugo d&l EvS #st o] AYLE dsel EsiH
Hsd gl Fdo] glues +AE Wd As AT g9
Huol A7 A= gy AYHJFAE E=Feta,  o]dele
TeAo® QIERe FHAFd wE red AAds2AE DA
AeetdA GM W ES 393t GM2 MFA SolA nja#d]
ool fiFAoxE NEFHE A did Ete =ZE o=
FEPpH

A A= A A el did AEAQ 780 SHelA= o3
AT AFol UAMANE, mEHe] G S TS &85k
e AZe] gk ohzbAQl #AS maHAo=E Frxd st ot
AL RielA A4 njes 7HAd S molHA s 13 =9k
A AR A4S Zodle A9 dEer & 4 s Aot
olA® GME HE+ A% UHEe S BYsHA Tt FAlel
olgidt 7S Hdo HFHor TEalrle, AxE FTH HH9
o ® vhehd 1At Alen|d vjs7lsds Zpol7h itk 7] A=
s JhHE IAdEE 1960dd 2, 1970d el &Y vyd
¥ (Daniel Buren), vlo]E oA (Michael Asher), ¥+ &} (Hans

5T

Haacke) 7} 2 w3tk H&2 AL2A ] njzyo] #fo] Fojshs
A #ES BT, oM e AR A FFrez Ao wEHd

8% Group Material(5= 28), p. 193. .
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712 Ashe FEFPa, sl AdiAlael F59 7ITEAY vs
A% olHE HAbek= H EFFTH 1At AlZn]so] H A=A
MYAL FYvetARt 152 F2 AR <ty wvhs R A=
ol AR Ao R AEA el FAE T FsriH, 1980 )
ol x AT AEvF vErtES 1A AXnRe] A gAs
Assta®E A= o5 H3d A4 JgS gasrt. k=dof
xgo]# (Andrea Fraser), o= =Z-&7 (Louise Lawler), nl=
t] (Mark Dion), 2Z4Y] 1% (Renée Green) GT©°] 1 oAlolt}. &
EXAEE o] A vwEvbEe #AY A Ak g AFE
Hho)” 2HE 0 ‘rEst dxT EE bE JAdeTe] dEREQ
HY” o7 Az FpYh®

53] ‘YU AR de Adste A% F yrolgk= o] W A
TEE A9 ZHolAY FALS AAE R EXskes A
A E7bsettt 1o wE GMeO b 1988dE IHH 9w
AfAoR A7IANAH. ZHolA= 2005Wel Akl digh =AY
7S Ayt ‘AL v]Fo| A v]FEHS A ELZE (From the Critique of

Institutions to an Institution of Critique)” 2= =& F3 27}, #]E 7},
FHele T vsAE FASe vE U AR xds Ailsta
B8] At ES T o] =olA =

T2 oAl ARY Fx AAZE dAFEHASETS ERT webA
AL AU EdEs Fete ARe njiE dAAow Erhss
Hl#e] AL® dolrtel 3 A7I7F & Folnk. 9E & AlLelA
Hojx= 35, B, A4 Ads Ax a3 22 A=l galof
ot “—‘?—ﬂt od FFo Akolm, $E= old 7HAE Axstaei,
7 BAskeE AL ofd A FAolw, St dehe
oju gt WAFQIX]” ot} %0 o]d Azte] we} ZolAE <FA
29 Official Welcome>(2001~2003) A 27}, wg7}, Sl o],
A9E 52 A FUdE JEHAE 5 Y AR vE AR
AFAEZA AAFATHE 11). <FA Untitled>(2003)°ﬂ/‘1}— Fig =g
AdyERY =5 B2 dirtE I8 Ay sl WS vhe=
AAT (= 12). ol& Sl vl A=t Ao A, ]% Aol Eol&
F714 Q1L Aol wE Ale=EE 299 FoE Weks] HojFaat

% Foster(F 8), p. 69.
8 Fraser(F 10), pp. 278-83.
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vl HE7E oAbl I ZE9-(Isabelle Graw)s X #o] A9
<FA AL gk QAR SF <FA>ZE “E7]sk= @Eje] Bl (critique as
a form of abandon)” & 83t 7oz FPv} ¥ 7|s= FE| o nlFo|
‘o= AAQl ARSI AERF Ak od] FAle Thssil”
Aoz, Ao WEHE YuEUA I 5FHS BAse 8F” ok
Jeiy v A% Abole] ATt I ASE AL vlgke] Bl¥
=dgdid s e 9¥8 FHes FRkEn. wsAbsta A
o] A o] ATA QL 2SS Ao wep T FT or
T, ST Sy gyt o2 ¥AHd g
Ak # w3 me o2 Ald= 21$-4Y3] (Gerald Raunig
& & o Fofel A Eo] 7]
£ A¥sts AlRE skA xEoa AP a7
H7le]  =ZHolAe = AR vigeA  H#E AERET =
AZZRE L dEolu o], Axe WY e AFE A #Hx
Zch Y ZgelA el AldlE APy AmrE 21Ws] o Qe AR
H 3 vjz7bzolA Esks dentE fHsth gheysl= 1A
ALHAe A==ZRE AgE FAHHE, 24 = Azl
718 #ejste EAE dEvdn =4Fow FRe vk gk
JEuHE 2Ag7E AAskE s, S oAlRe] ek upgo] ¢ ol
=75l Aol A o)Al Al
HAE AL Aol Bl S 3T = A7 HA7E HAo

N

o
¥0 o ox i

go Nl oXx

fr o wt e rlo

~—

2 (Ko Ay Id

r|

AN

o] GMelAE Hod AR 152 Ag3 Al=4 o7
Arolell A FAlE S QA ¢47] Pl FEd] Y Ias xR IE

FE U Sele (@Auys 2 AAAD AYn 23 44
Aol FHE WRHL Prh FAARY oyt EE Jlwol
LR/ A FE] A & A&E Jlejsol A O olrt GM

87 Isabelle Graw, “Andrea Fraser - HAMBURGER KUNSTHALLE”,
Artforum, December 2003, p. 140.
8 10438, Tet=gol oA w& AHo] velhd ‘F7] oA T n&)
E4, THEAFATFE |, A13935.(2008), FH=FM FAFATFE], p. 142.
8 Gerald Raunig, “Instituent Practices: Fleeing, Instituting, Transforming”,
transversal texts, 2006; https://transversal.at/transversal/0106/raunig/en,
2022.11.12.
0 9le 2
1 Ashford(5 18), pp. 126-27. )

37 -":r'-\.ﬁ-! ':"I—]' 1:]

| &) =

'Iu



=

A wiel Fshe AAE AxHoE wpgtR7|RG 554l H|d
Ao m A &fstazt st gAE HAT s 7)ol 13W7FelA
AR AFRA v A-] wE FAE, AETYE AEE dFoR
AXsle A2 =X Ao E3ebm AgAolA etk <143
2o w ARHIY  YETFodAe EFtdEte] Frojsfor drh
e JEY W] ool vt mimde] AAS flsiA EwE
olyel o IAEES FHAAIIE dWl Ego]l HeE AEZ QA E
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TG oldFA A B AYE —rﬂﬂ sk diEel @1l
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TR sk AAA vie oW AHE FHsop A wdts
FEA A A4E =AY GMO RS =Y ZE
T8k, 1980 FRkel ojEgle W AeFoA ool 9l
BAA wE7h, ol&7F AbolellAls oful ALk HlAEE= G
Atole] BAZE B= i A <3 BErh FeskhAl AeHglsta
Ales AL R HAF 5 Qo A FAYE ISl
Astehs Beet 51 ool gEAoR Vel 7he . ofu W3k
Abslel ZRAARL SR ofdE i)l Wi e wiA ARl WshA|
obErh GMZ PlEAE Alksh wAESs F dHoR sty
ol FAHLY FAE EAFIRG F ggs s v A3

Aggcr ojzle] 159 #dF FFF

1987 #1183 7bd EtwlEl(Documenta) oA dd GM2 (A

The Castle) & A= WFold SEepAw Az A&Estd
FEFoZE Sorix EET 259 HEES yWeEA (= 13).7
A 2= 727 (Franz Kafka) @] &4 A The Castles A
b Aow AH & FRAE Ke v &l Holg A ko=

ZhH AL AlE AESHARE Ao E Tirbe] Tt AgE AL 23]y

2 d
o odes AS flEA weoiHL AvbeS Al HE e
= AT S9 T AE Fed 2d s AL
= 71" Aol oiye}t Alaw 9 a8z AAE
gk 70 Aol AojA Sl Aa AAE A
Aol ofyth ol S FAOE FAE AdHoln 1FS A
A Bl 7 A= Aot
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HolAwk 21t} olob7|E wlEAlel AEshd AT & AgE A
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A 23 (JEY vlddy 1985) olAe (o}wH
7

1. (EY njA) : vAEE v T3

9% Alison Green, “Citizen Artists: Group Material”, Afterall: A Journal of Art,
Context and Enquiry, Issue 26 (Spring, 2011), p. 25.
9% Group Material(5= 28), p. 125
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19859, GM<> (3 EY nljddd] 1985 Whitney Biennial
1985) 9] A& wol (opg sy gt M2 AAE ARA T
(SIEY vldldd] 1985) + &AW vl= vsf AMF s dF=
HoAFEs 7|85t AAGelAs mlsAldA ov A&
7144 A7bERRE oyt digfiel HAA] o] Aol AL HAF
A7h=9 AdE o B 5 ddu(:= 14, 15). AR s
2o Ak (John  Baldessari),  ollg] 95 (Eric  Fischl), A~
Z2 (Jasper Johns), =¥9X= A= (Donald Judd), mfe]l= A7 Mike
Kelly), BEF2 4$%Bruce Nauman) 5°] AAtdA, Zxto= GMY}
AY  AEZ (Kenny Scharf,) 1 d# 78E#2 (Rodney Alan
Greenblat), do]v]= UZ 9= (David Wojnarowicz) & ©|~E
A Aol s dwstd ol=o] Stk 19814, 1983d%
JEY vledds T2 JE ARkst F971 SollA 1980d ] &4

= AAFTE, 1985d =

3% X

o T o

1_‘

AEAolgt= S w7 At ¥ nje HE27F W E F = (Robert

Hughes) = T3 2o (HEY dl<lde 1985) & ek &3l
vldidel= Adseta AAE g2E #Aels =ekar Aol Sle
AFEES] 719 SolM Hotoldthar ool il A FHE o34 g o
TS 159 AAdTS W E oAE WygAR =4 A4
202w L] 3, AZ(camp; EEIL A=24Q 3), FAE,
g A RAMY e, FE 3 A olgte % d&

MAED vEs Ak WH2 2des IEY waddd Fu=
= FPou o UH AxRY &S
AT E o= E=HE Fed HFe] Hout AFdE 4

AAIZA 19329 FE MHE7] A1 &34 Aol 2 718 o & vl

T AN 98 GA] GMoll&= B ofAX =, Zg o}l E, Wy Wy Zd, ¢
EW27F W E QAT
9 David Deitcher, “Polarity Rules: Looking at Whitney Annuals and
Biennials, 1968-2000", in Julie Ault, ed., Alternative art, New York, 1965-
1985: a cultural politics book for the Social Text Collective (Minneapolis:
University of Minnesota Press, 2002), p. 221.
% Robert Hughes, “Art: Careerism and Hype Amidst the Image Haze”,
TIME, 1985. B

40 f':rﬁ-! "T, ¥ 1_]

| &} 7
I

'Iu



] 2 7} 9] A A o & gl 191042 JIEY
Al w&erteEs A5

Iste] vl= v gddE d WlRIE A AAeAM =
oAFTh 1960dU7HAE JEY: AAE dEshs e st
=

to
=
=
—
)
D
<
w2
—
c
o
°
>
()
4z
i)
X o

=
™
f
J

Az FAE AAsIRd, w5 6sd @ JHE 2R 1
gepge wekstel musk: 442 fAdAt AA gaonA
Halof & A7bel A9 fPol wud FFAAL UFA AU
Bl % gl AR oA BA ghe AFelos] wFelth ' Tej}
sEple] AR gHow

[e)

Zbelizkal olsar SEYCA: Akel AddS dAT V1= ofd

k1l

g 3

SNl wE Akl AelMs Arkel A5,

=

1dsto]  AAld AeAol AIEY. vles ATHL 3ske}
5

L.
Hhp-of (John 1. H. Baur)= $12F #2 %ol dsstax A7
MEE olghe FUHAEQ AFE AW UES AYIASSE WAtk
AEYS vepdolets %

ded Zlojvt. o] 4

ol
flo |
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Y
o
ol
it
4,
>
=
l
o
o}
)
rlr
=

T oarRe AAE 9 ol I At xRl
A ddel 24 F glvke Aol svit g% E9sizich [
Azb el 7P ARl SRS 2udods AT Hol= AER
WS AAEE dW FAFEIR (S AAFder  shsd @
AZPt 0 N2 B & AANEY] s JEY F9 =g
HAEE vlas Alx Wz S99 27skes BAor dF oozl
Ao% Hth 1973d5E 7|How Ad dAledA njcdd F4ow
AgE o]F,  olEHW  1975d%E v]dlg#elA = ‘o e
%2 (Pattern and Decoration, P&D)" ¢ 2¢l& ARGITh 19700

1% Michael Brenson, “THE WHITNEY BIENNIAL - ART’S CUTTING
EDGE?”, The New York Times, 1985.

101 Whitney Museum of American Art, 1969 Annual Exhibition:
Contemporary American Painting (New York: Whitney Museum of American
Art, 1969). =317 98 A7 #& SFHAAZ FA.
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SHERE 1980dd = w&S AdeR e P&De FHES
AN FET oprtEE fsoldtt. EE, 7B, A&, A4,
A S FdAE Tled vATE vedA dite A2 AdSol
544 P&D= 1960dd] SRERE vjeAlE Auis] = vy Fel
e Fald AP FReAA AdEHoled RS FZAHCH
g 1981 el = 49 oJ2ld S v (stupid art)’ =
Ak 1P o] wed U gd, AR olux’ Id,
Srelel®T a9, A ofE , WER A2 oeolgtal =Rl
AR 22 AE olFH o 499 AH2 v dHE FHA
T2 3 FeA AAHH, AFE ¥, AUAA sdHAY uSE
WA ok A, Tl zsiAu AbastAY 7] g o|mlA|, o] 4staL
vl =g, FHer A"y ¥ed =4, 957t B3
Fol @ ARm, FF Ze] g dwbdd Az S Aot
QL vl tigh #1983 Hdlddl ML AEHA &
AT 77 o] AE WA AN Fgshs Frld niAT]ot(Jean—

Michel Basquiat), "lo]la 3o (Mike Glier), 712 &% (Keith
Haring) @ & Z7h=o] vlclddel === ol 257 FHY
ZIgul Al AAIQl BRI AFo] dAlY (1980) 9
dgo] AT

Ty BAIE RS Y gR3 JEYS EHS HEh
FEYS] AR AN A" AEEe HEFY] dWielt JEYE
AE] A, A F o w Ao 9AEE Ak 259 BlEAQl #YS
Ao x UF7E RIS, wod JEYI A= MRS
AAARow FFHA g /MEY HFdth v FE7F & oFf-Uohn

iy

by

ro  27hglel

102 9 21m) e TA AN &) A A, | D7)
491.

199 gley nlddde oy vl deie ve vgrr dE o]
(Hilton Kramer)7} 53ttt & 2 WA ZAEZ0 ki HlEH Fo]
olyel 183t v&ES sA43E AFEE & B9 Aoldvta wIkth ¥y
% el vt A gH|FoE uigsliA Ao AR oy
i o]Fo] dgtiar HrFet) Hilton Kramer, “ART: A STRATEGY FOR
VIEWING THE WHITNEY BIENNIAL”, The New York Times, February
1981, 6.

104 peter Plagens, “The Academy of the Bad” (1981), in Richard Hertz, ed.,
Theories of Contemporary Art (Englewood Cliffs, N.J.: Prentice Hall, 1993),
p. 83.
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Yaw+= 1980ddhell ZAHEJAE o A SEY RldddE

Soluv] et gol WL AEUE Az 3 o #iol
At e A oq ARE A £ HE R e 2
otk 3, o we WO thEA ghe @A Az Aol Aol
et 1 offe] mEm HEUE vl vEA7t §YE (melting
poD) e BFE Hmelt AL 7F H9S B waddd] AAe

IR v O SAR g e AvF AF4, A4 vl
NAAA 3] vFFEFS A A cE 1980 nldgde] JAATH FH>
Q1 A7be= v vpAvlobrt fd o, Ao oA ATk 54,
ofAlofel, slAdY, oidE]7l AFRNS FEO FAFT EedolAk
A e e 9wl dAd AU oRkE R AEe =
HEE oMol A EES Teun w=m ARl AYE9
2 = 59 A4S HAFSE <t <& (Duane Hanson) 9
Ql Cleaning Woman>(1980) Z7Z}2 @AY Ao 23|
H| 2 A4 Ué‘uéﬂ% 27 EAE AT (E 16).

A= dAdem zlo] e EARUE 349l HAE vFe T
d°l
| <
2%

fr

off

|
i

JEYS wE3SE AZFo] digt FF+= GMo] Fojst (IEY
H] <l 1985>> M= B UE Fex et vddd Vgs
2 FHOHES  AEsoldeE ﬁ Mfﬂ 4 S S ]
‘LA (quality)” olgte E33 7IXE dAY V|Eo® Xt

Y2 = wpd (Richard Marshall), ®Fete} 8FA~ 72 (Barbara Haskell), #JA}
YA (Lisa Phillips), #HAHE I2EZE(Richard Armstrong)-<

AE|FelA b5 Zo] nleldde] HAE 2 93k mede
FaAolHE T3l A WA Q= ool digk AS wxsta ik
A=7t=S Aw ol3E stal dow o]Ao] 1= Hae AFolnt
(-2 Aoz wo|th) nicldds ¥ (udgments)o] WHA = 42
F HE A F ostdeltt . ‘fEle oA BFEY uddd) o]
A A A Ao R FAY vEl HIE Kol A,
2dvttt HHG oz Haolx b FHEE AEo] s A
Dolx= AR HolZ|E wigth” | ‘U 7 A 2d Fek

Az} PAAAE Axw Gosten Ametn ki AZHT

195 John Yau, “Official Policy: Toward the 1990s with the Whitney Biennial”,
Arts Magazine, September 1989, p. 51.
106 910 & e W,
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ool Rl-) dertee SHE 5 A s A
Eagoly v ofd ZARur FA(quatlity) otk [..] FHols
IS0 oy AH Akl mlES ovdy (1859 HE2-) HIsT
+ AdgE olFx Yk T Ha . FAE ojgte oA
b & omsde] AduYAor FIAS FHE F S 9RO
HolFlon, HAFAH o A wd Sle AEFES vswd F4
ofgf AHEH NS =it

ek 2 A, GME] B FEYA Qo 159 VIEs
oA = Adelld 8 7hed Aor ddHdd X &4

Hlelge] =4 ws 3l
A ds @7 gey 1
olE°] HeFoE HYudo Q 71
i mlddds 7 o= wro x8HQ H=E dAskHi P
M s rhEEge] & A 3

BolatA MEHUARE o] ~E

% olFxm uF viAel 3w S
g gagch aUod e Baksh diebd 49 Aol

e maAelA  FE & dAES UuE
=

197 Brenson(F 100). Z3% ¢t 2o A3A7t 71 Axst7] 98 A7247}h
2 AR FEA.

ojgfo] HA] MM E v o] AeH vf Aot “AAF e HA4L F Tt
Aot} o] H|FA] 7]Ee] #=1tel] HA ATS g Ay A ds EEe
MeE 7153 3 18 A o= Aolt}”. Whitney Museum of American
Art, 1985 Biennial Exhibition (New York: Whitney Museum of American Art,
1985), p. 10.

198 Ault(5* 51), p. 48.

)

44 A 21

| &) =

'Iu



Hidgd] =4S Fegla o2 3l HEYSE A v ojifo]
H7|= Pdop F AE Myg)x] Ho]A The Village Voices 9 #
AW (Kim Levin) ol Al oprl 2|7y & HE7]o] =dAo|Ant A=
Hldlddeh= A=dS 918 Holrt & oldu. “GMeol AEA (e
Ax7] LBADE 7 I EY FHolHE2 35 A= Pd A

T AEIAH HE I A Ee FEolHES A HeEw 4= o b
IR 7 YA Fojry 1

gy GM2 dRle viss gduow whdele 59 AAE
UE Areld Auvtel & dode FAIG. A enNle oS53
22, GM= SIEYel & o]g&=3et Zlo] oty m= maE
Hllide= ojwsfol vk AZst=A BlEA RES AAE] 98

[
GMe] FEY Fo Ad¥ 7S ol &g zlojr} | M0 ofofA
Cobwilefzivty =  ° "sh, w3, xRAk 19a vs FAR gk
gulo] dH = FEe T e wIkE s Age
A% shtel #A2 A9 e AxR M AR T]elA] oA™Y
Cobvllel7ht) = d94 AR Estal ook 44w
e ALE EFT JopdE oA AANY 2u O He
=A% GMe FEFAH wAA= HE2A BEEs 1 B
v Zdds s S30

2. oY) - AxY 2 A

3|EY vy 21] A28 (Lobby Gallery) ol $1x3F (o} g 71})
AAEE GMeol AXAsk @3t oflE FHslorvt Fold & Utk
=Y AFe A At A dytel= AMERICANA’
‘GROUP MATERIAL o]gh= 2A7F FA93tA AAA A=
17). vl dUielA st 538 oz A dAS o8

~

o
Age] gow wA st Edch AAF WRE WY Aus

o
P
)

199 Kim Levin, “The Whitney Laundry”(excerpt), The Village Voice, April
1985, 9; Group Material(F 28), p. 96 AF=. &35 ¢to ZF& AFA7}t +
7},

10 Group Material, “Letter to The Village Voice”(excerpt), April 1985, 16;
o A & Ho| AQHE.
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W] A 4ESE ta Egsddn. d8, 27 A3 59 0%
AFwnr ol ARA HA TAT 5 Q= AA LT
AAEE @A ANEJT(E 18). ©] ® q

AR et GMe] e A~ 9]
AA BeEle 289 27] duolAiH 2 & F Utk ASoE AF
2SS ALY AAE (AFEY AE) (198D °o% wE HEa
Ul FUEAAA TP 228 Frhet EEFEE AAE HHEe A

o] T2 HiAE HAES FAEZ JdFsA FEE wEolel
o] wdsts SolE fFHO HAAHUTE 18M7]4C wAdYH
A AE AA(Salon) &b A AT 1750 Wi -E]
17709t 7bA] ZA AZde 2de] 3 WA Hjddy FAow
A s F=e g, 274E AAFL, FES #AAE]
A= o] obErhy dEws sl S RoEnh o] A7) AEde
ZFAs dEse 3 deE PAERA Aol zdh P ey
Aee] Zekao Ao gy 3 Aumog2A e gHE e
At AT s} ofztdn]F 2] AbECIUTHE, GME AE AEY AAE
Aol gt Q]

FoAAe EE iy =95 EEdor)V] g A
A& AFEs] Agelddnt. =8 of2EE olds AA dEs ‘v
g QyEel x3S AFs|4  AlAl(social bodies) 241 =243} 3t

g o4 =+= o]g 3t ko)

A =1 =
SHEA FEAS AAH Aol mE FHE £ YE g 2A

SR g WA A e glo] Bl FRle] BT Fojrp 2
ddoldd (A= Ad") & A AAe FoF Ao Ao
AR, oy & A AAl= =dola vjEA ]l Ao
3l & F ot

ol WFekx GM  (otHgsty & HAd A (salon  des

12 Group Material(5= 28), p. 94.

3 A8, Tzedx 239 7193 9AH1667-1799) @ 1. AHE A A 3]
o wjEnPrtE, |, TZgaEstdTt , A50d A15(2021), oz ~F3)
s}3], p. 318.

U Ault(F 48), p. 13.

5 Doug Ashford, “Abstraction and Empathy,” Writings and Conversations
(Graz, Austria: Grazer Kunstverein, 2013), p. 30; Grace(5 20), p. 281l A
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dyA~E WHAHI FE Yo} (cornucopia, =22 )7l A= =dA}
Hrl #eo] Wxe gAT(E 19). 'Y AHs Hd Ao #HA=
7hH e AZATE A glo] Al AA7FA] Lol A WA=
sfolE fFrRg= 24 AA] FeE FAstHE Axd de
< =g with

u=9 F3h4 AHES ©e A
tolzt  (opd gy 7F @A mleE A ER
ol olyegt= HE SAFY. A AE,

g ol = 3 EY wgolg

o

4,
o
1o

AU
i",
i)
H
)
o,
= 8
it
lo 1o

=)

iy 7

~

>

=

K3

°

=

=)

Hl

1o

Hl

N

0y

—_>‘4—9

2

i

e o

i £ =

R R T
g o 18 (o 131

£ oly
B o
P o ox
0 W
» rr M P

W
iy
(0]

THIE GMe] f8 AAPD AN =

A T1AFE olEVIMA AAEE
o olmAE IREkees H o FH3

HElH A2 (oblg7)y & d7HA 53

ol A& ARGStAY 1ol REEShe M.

RHojF= i AAE vies S . 3.

TRAAREC o] 2Y7HA AE AR v=o ofo]FeA wAE m|

=
[t
rlr

3%
oo
ftlo
ke
2
AN

= O
H:
T

Bl BN
z Eﬁ
3%

5

2 fo iy lo

o
1
5N
iy
w
o
ol .
dlo
U
2
>

& 4N (" Ho

U6 Group Material(F= 28), p. 91. Z4x3}7] 93] AF3A7F & ZXAZ %
/\]_

U7 Group Material, “Two pages from the proposal for Americana’, 1984, in
Group Material(F 28), p. 95.
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EQF AASEIL A ke AgE ALY AAE HFFHTE g
3 2 drolZ o XA AU A H o
o A= #Hold AR A7)
H] Aelo] A2 iAo Zhrh
g7y AAE dFE SodAs 7 el A9 ARzl
2L GME 718 s Addtes AN AEd Akt v
= = g
EvlkA AH<E(Thomas Jefferson) o] 71@H] AR whx] 19 7}
e F3=e] WHE oA =8 =7S Aohfrl: k(& 21).
ey 71an] & =79 rE wolEE AR o] mYyojA Fste
Arlel A FE d ARt Ad ofeldyE  FxEstn AU
ZI'dvlels v 22 77 AAA Add uhE i A

i S

fol oF,

e MRS F3 sk AbEo] ofXRE M AlEE QIZE FA1S] HH 9}
g 7ok Sk [-]7 L0 EEl AlvEo] 1816l & HA| A
sk o] E e WY @S 1FH o] ofygt Wstetal sk
ZAolgty FFeE= vAIF94 (non—originalism) YA oAz}
Hl Qoo e dAH 42 A Edol Ad ALY ouE 3] ok
st Zlold, Wgtst dAS aEste] 259 oldfd 7IxdA AW
s A stojof dtrh= Qo)

o7ty & AHEY vdgF94 E75 AAFE T
dol i1 & AX FHYASH AtuaS miojFo® B|HH
i A QAR AAY] X®eL A Thep Felk ETstal
= mE A AFe Al ®stE AldiE wkdsiAu
Aldef] ko] Mgtk o AXo] FAYe FFE dAlgl
Fa wjgAbskal FElo] o] A (Claire Grace) =  “W=& HHA
A fslA =R (Let” s make America great again)” , “ThA] w]=r2]
o}xlo] vker&Uth(It” s morning in America again)” 2} 722 #o]d9]

i AR 2d2 dold AFFIE mmo] ool ' Zle

120 National Park Service, “Thomas Jefferson Memorial Features”, March
2021, 29;
https://www.nps.gov/thje/learn/historyculture/memorialfeatures.htm,
2022.11.30.

2L g, rayaja2oma “Aolglx= @ (The Living Constitution)” 71
o dAet o9, , sty , A2l A235(2015), =AW E3], pp.
79-80.
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3k olAHolw AE €
At 122 golAd FARY 29 “Egd A (The good—old—
days)” <FAFSHS A w4 9 FHed), o]g 3 939

o] (prelapsarian)” & 7-2Ql u )
oMl g7y &= HAIA S HAH A o7 A
g =

o,
==
(

], A 3] HAl & vddt U= H A
TEHOR o] XE A2 s AAes A olFAd W ER
TEE UEs d dxdn o] viey FAHE FOARS
sl A TFxEbd, AAe sleel ZHRAY FESer &
oot} w&e] A, AAE JEY wEd 2 oy 7oA 23t
A=l 2 A dFH o4 #AYF Ee &8 EFded Wl
ot e A, viee Addety Hdste AR A4 F4olth
A A, AAs 1980dd FA =7Ee A vEE v
AT =mQ EAE RES 5A A4 A 2 2 uU9d S,
BAA F=3ke] ddE gurmd ddojr. (ot gy = s
AAE 28t AAE dEFozn A 2 =zt sk
AAE g or AP AA, A=Y AvFedl HEs dF
~EF S ARl A dHel FE sddorle AAEoE
s3tEol st dEE S95 IR A, FAld AAR

=
A BAE, AY e AR gL
£ UeEe 292 g4 BAe A% deEns QA
A Sl FA e s AAE Aedds #7 g%
1

lezhh & 98 7ol #ge vE ARS ssAY
aRRE gESE g0l ohieh Axe £ f73

AAE GAA, wdgde gerd

122 Claire Grace, “Spoils of the Sign: Group Material’s “Americana’, 1985”,
October 150(Fall, 2014), p. 140.
123 Claire Grace, Art Demonstration: Group Material and the 1980s
(Cambridge, Massachusetts: The MIT Press, 2022), p. 51.
M, FEA, a5 AEA A gk Bg 3] Ao tiEiA e 2 =
o] v el A AAE] ST Aol s :
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2FE2 GMe kA .
uf2 A HZERA (Marcel Broodthaers) @] (&@div|&d, S5,
194171 A Musée d° Art Moderne, Départment des Algle, Section
XIXéme Siécle) (1968)olt}. HZEAE 19 oldfEc] A=
neEds e S55E Fdo]l AR SRS eBAEE oA
ol ZFo]l oty 2= Waiel A AAFOo R d, H]@ﬂ%—%
TEshe vedd #ss AEIH(E 22). BEERAE v
TAARY AA] 1At el wlsmo] Wxe] VeI o gl ‘ﬂ,ioiur
=3t AnstE = QS AF ] A 7] vl delA] A
MHss “dF9 &5 & WAtk ™ 25 neEgolgie n&Ewl
W7 Age oluewse ¥o dvehs BE Sy A% HHow
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=
MEE A9AQ 87, A AstE whE Alo|t). mAletAl H g
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U]%J")r(faux—musee) ojgtal It 7}7“} Rl ats
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M=
Atololl A & Wi
a9 328 E£9 E (Gregory Sholette) = 199OL5|EH o] 2 =
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oA AU EHEe] m=d, B A% A= 53 9
ZYEHE, IF 53312 W e ZA7F Awk AfolelA A EO]%
Al A ﬁslzoi ;1]1:%4 T+Z= U]—x] 1;1-61 _/': o] XHE_ r= uH;(]O]
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12 e, vl BRelse] ned, | Y EAEs =g, |, Al13%
(2000), A Fv=A1E3], p. 162.

125 7] ZAde] nyola] BAES ewnlFsle] AAE Fe~ 9 1(Claes
Oldenburg)®] ("} HX149 Mouse Museum)y (1965~77), 44 A& 3}
HE FAAA AAg gy A 25z of 2] (Daniel Spoerrd)9] (AlEdY w3t
Musée Sentimental) (1977) 5= ¢ WA 2HE 4 v} Terry Smith,
Thinking Contemporary Curating New York, NY: Independent Curators
International, 2012), p.106.
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5] : A, A, AW, 553, 1A T2 JMRoIAR FF
Ax a9s BIe|% S xﬂ‘:ﬁ A L5 olgste] 719], BAY A
A A, = 7Eeb e AA A A 7| ste

gy A3 O35S A AY B AR SRE A9 AAE
e dH HuE FA geth 2o Ax A gFFoz A
H3LE AHs) Y&l mere ag&Aola {d WAoot
‘A9 7S FxEx 24 FHE gxEY. gopgE de vAy)
AaA v AR = e BE A FESU dAEAR ZEbA
£ =AY "oty | ¥ 1980dd olgl®  AlAFF] 9

= 2
AA 2 Gakat A *}ﬂ i TAEXOE, 7Y9T9=
A=At olgt FAlel A oS B, AEE it mprkE
) 2] (Margaret Thatcher) &= ‘AF3] 22 A2 %iﬁ‘r(There is no such
thing as society)’ 1L ¥ 3AdA3A 2
RO 7HEE olAle oy AR 3 @
2 AP ForA EHOLXAO]E "a]ﬁéx—q.?l /\}ﬁ &

Ao 2 7&—;—
ANHoz FEAA ek F WA 9L TUS HAR 9
we AomA v APgEta, Fasel Aol wF mEo]ofof
drta AlQksha, uhERet e /1% oA TF Jo] o4
BahE RWAsE FHoRA AT TR

AT NS AHEA GUHE AR AP SH o gt me
Aw Aol BEFE vl% A §54 Ax d=sk A Aok
ot o FA Mg 19849 2L Bd FAPD Emol
Bl o) g AW BEG A 2ol Fv, o ALY L8t GMo)

et 9

126 Gregory Sholette, Dark Matter: Art and Politics in the Age of Enterprise
Culture (London; New York: Pluto Press, 2011), p. 153.

2 Ao ‘B AR el AR AbEVE FRSH Zﬂf\]%ﬂr. A= =
TM(Tactical Media) SJALO|EE A 8IA 717 B% 218 Wfs}% W2
o7 F7F % 719 Aol FaAstaat sk wro] wjA| 7]‘[”«1 2

. 9el A, pp. 11-12.

T 91o) A, p. 161.

25 gle] A p. 170,

29 go) 3, e W,
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1980ddh ZellA 1990t %, v=& thEsks ofe] A=A AA
e ] Abs] AA A FAE A olgol dAE JHH A
74 v v]& 3 (The Museum of Modern Art; ©]3F Eup) o] (<14
@8ttt Committed to Print: Social and Political Themes in Recent
American Printed Art) (1988), €2 R. T3] uv&3#(The
Solomon R. Guggenheim Museum)® (Ydist f-E3 0o} The Great
Utopia: The Russian and Soviet Avant—Garde, 1915-1932) (1992),
JEY u&EH9 (IEY  wvlelddl 1993 Whitney Biennial
1993) (1993)0] 1 et ¥ ZollA FoatAl =2o)stuat ek o}
e At (WFF9) (1988~1989) ¢ (FAlo] o17] Agkopd.--- If
you lived here---) (1989) =3t | F3ic}.
A A wleo] v ul=AY] FRAE XA titjd oz Tt A 7]
Alzret st disl] deT2 ds FEEHE PAD/DE A E deId
At (A Adstt)y ol%
T ovsd, Ady 9 £33 el d™
4 A 5ol Mzt o5& EUth AERA oA
A ARZ YrolE: Aol w& mEAdA #AY] 3P 1P
© e dRlE Freps] FEFT ‘EZolA KHW I AXES,
53] 1% wEEd, PAD/D, A" AA(Guerrilla Girls), ¥
72 (Gran Fury) ¢} #& FEUEBEE o] FE 3& A7s AloleA
dojt ALt 7o 34 AFToel st AFeE digoldd
AoZ Holy” 1%

S E7F Wk Aleg Ao AFI gis ol A mEATL

%2 Sholette(F+ 126), p. 51. 4 =37 Y& AFA7F #& SIHNAZ BAL.
133 Gregory Sholette, “Merciless Aesthetic: Activist Art as the Return of
Institutional Critique. A Response to Boris Groys.”, FIELD Issue 4(Spring,
2016); https://field—journal.com/issue—4/merciless—-aesthetic-activist—art-
as—the-return—-of-institutional-critique—a-response-to—boris—groys,
2023.01.15. Z=x8t7] #18) ATA7F w12 SHAZ RAL ‘1B
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e Ad Ak MEael did AU #d AolE: & Stk of4
THEE A e FeFoH = ARl 24 B E o
A AAle] AxAe olFa ke Zlojrh shARE kA FEY
o] Al AV RS MRS tha REgh X 7F @
A o dud, AxF A AFE s o] Al ARl
ALE1 A AFEke] whgshs wHg o dekoleles

. AT o AR eSOt Fast &

< U= AR Eeld diER e HYe bk 1980dT] el o
Foehs AAA A HelA
ZIds=2let AEGyAClA AstEozta Wh(anti) Al E L] J] Aol A
s A Atele] Au 3 AEd 19889l wEHU FEow

N

o Hl 2 o g
fll

H

d
o

N

ARIES H7 A FHEQl ESE o
A7l Al EFolEhs X Ao HigEHE JRZAHA FHUAL
FEHAA YEw FARTE 1980dd el A9
‘£33 % (melting pot)’  AR3|elA  ‘TFE39) (multiculturalism)’
AE 2 msr AR AAGS P Ale Adist dejtiglo]l o]stY]
Ao oo uwhel W= FRH sl wkdst &g kel ot
AAT wiAE v#sty 259 wskel FAAES dAsoF stk
a7 ARl gxE, Zfole] diEl] mobxl @S eoflo]= fV]eh=
Sget Ay wakste TiQle] AdA AAAgC #A-¥E =9E
7FEA

B Zalg a9 gold AR E 1981 &Wale] 1989 1€9S npx| 1t
o2 97E v

135 Zo] o] 2E Alol= FAld 9AE B~ 2 o] FL(Tompkins Square
Park)& U8 5oz Qs Z2AY AAFVE] RojEo] AA %S 3

WA AA~HA v E s A9e] FAAZF HAoh 23 19884, A E
23} AN ET dxetd AES vl 3L Al " Afde AvE
S ZEHo R A7) 7] AR A E] [t ol B Ado] FYS

HIEZgk 1 F3be] WEY HA AU A9 B A 42 9
S99 AL F7] Y ol FHS HAAANH =, o] A= 199137}
A ALE Ak vk, 11970d ) o] % &0 AED Al AR

At thEAl ] &, TA e, | A1895.(2009), AR H AL, pp. 346-47.
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e Ao m FAPu AN I AER =98 FATHEe
=Ads FEetr wed GA9 ErhEd #AE S 2y
AAA mlE AAY FHS AAoRE HAFYH FFFogsS o
dAds FAdoR, F2 HAs AAG & AoxE FFn. o529
= 53] AL 7# 59 AAAQ] drx] BAE A3 dedS
A7 AEQACT UP)E W=z &5t F =, vls FE7)
22t~ IHZ (Douglas Crimp) 9t AF7F oY EAE(Adam
Rolston) 19902l  =olA  “thfe]l w4 njs A9
=7 ex  ‘mlEArE ol wes XEAst FEEE & Qo
A& AP 25 o] T AR dH WA Ty AbER
HEQS] s ZEEHER TdH FE AANFT I FEeE 259
Zh}jo] F7 mlEAY #HAH s BYSelE =Tt o]y
AE FASY  wWelzolm HolE: Fe AMREY &S FF
FojEglon” 5 AN AEys AAS g Y A"zl
EAEC] AXR Uil Qe AAF ved aYys vHIoE,
njEAtezto| 2L BEFoAtE FEdt Yk ®AI(Nina Felshin) = ©] 9]
el A HAHS J|UstdR 85 A9A] uHFe Axe
1995d e ZelA  “deTe odwrise]l BFHskA &a H|#AR]
AdE E7tEA AT ¢ A3, ZFEY deE AA d 7 U9

=

olg deAY FE3 Aol nFAHQ o Ay digk FJ9
7127t ol As THA X% a0 fu A&

1988doll Ewmpellx A= Q1o ddsity: FHE vs B35k
A8, A A& A4 Committed to Print: Social and Political Themes in
Recent American Printed Art) & A= 9 A=2] A &S doJAA]
e A AR 7|HE Agd wE A<l AA] FEleR HEs
whokdl oajolh Y B dAl e AtE AXAH 2% FHoRAM AuE

136 Douglas Crimp, Adam Rolston, AIDS demo graphics (Seattle: Bay Press,
1990), p. 19.

BT 9o 2 o W,

% Nina Felshin, 18]t} o]zlo] %2712 fEFo)Z Ao %44 Butls
It Art?: The Spirit of Art as Activism, (1998), Whv]l &3, &#] 95,
raam %, (A€ £l 2016), pp. 466-67. =37 Y& A7A27F & 2
ANAZ FA.

B9 R =g AFAs iy AAZL 7|EHor 2Ee] ALE QX F wEgte] 3
EAA L ol& HiF o R 2ES oA PAS 2HetaA sk ETF AR
thar 2o} wheba] ol gk A AA] HAE aElste] AAEESE HAE o,
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AAL #3kel dgs 1960t e 1980t 74 o] == &Ar) v]=9]
Aeb wgels AvrE SRIYTH(E 23). esk cdes dA 9
oldd FeE 1Fdgd Erks AAHA dEe "2 AAE
Awgitks Aol sAE Eedozin. sHAw FFFo] Artsel
T ANE A4 = ez BEdth AAE F 6740 FA—
R B AR R 8 wE Ay, Ay gl A
A "R, AA A 54, ZEa oplExt ER R
ol FAEA=T, AVIA FAL = ARSlel A g AR ARSI
A T SRR cllolz=el] e = mQlFvhe Aol g A
FA S A REES FEoAnUEY W] ¥ A9
EFRAR FHNA AT Es olol= VIE vE AU
AR olel dis] FfelelEls @A A UFUAR A&
7] 7}

‘6‘%]0]]:]' = =77 A3

By AY2 (Aol ddsioly 7F Fest JX4 AdgdS wrpd
v a7 = @ & 7INke] R4 AR Fdes 93kA] Ty
Aztole8]el The New Criteriony < “Erl= 2pAsty = A7 (Is

MOMA attempting suicide?)” 2= A=A Q1 7|AF A& o, (212
Agsiay & “ds AAIE” 7F oty Fuk F9 AXH AHET 9
sttt wel Rulrh Al dimAdel AU kAl AAF HAHE

=] = 142
Fa AEsta vk FgHvh

gy A dA 7189 FAQ BEeke B OAATE Fosks
A9 Fwe % ofdl Fa Iy PR Ao mar
BubE w58 FAIY CARS] F X A<l #3) (social and political printed
art)” o =dS Y T AEAJA AF vEAY ZE FelA
Arsty T E FXF ves RuysFd g2 &F ded &
‘Print’¢} ‘Printed Art’ S Z+z} ‘912'9} ‘w3z AT ‘Q'= AXA ujsd
idehe AeiEel 4849 Sue dxsy) 15 welelw], Wi st
e FERA g5 i A vt SHE Fxshr] 913 woeltt
10 Crimp(F 136), p. 16

Lo A b 17.
142 Roger Kimball, “Is MOMA attempting suicide?”, The New Criterion, April
1988.

57 A2t H®



el AAAZ T, AAl AMEolA= ARl A AL #3he]l Ve
154171 FHoz ALy et @Ay AlFS Sl 2 YT A
X2 (Hieronymus Bosch), 7}~ A#h}3s (Lucas Cranach),
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143 The Museum of Modern Art, “Press release”, January 1988, p. 2;
https://www.moma.org/calendar/exhibitions/1762, 2023.01.20.
Y Deborah Wye, Committed to Print: Social and Political Themes in Recent
American Printed Art New York: Museum of Modern Art, 1988), pp. 7-8.
15 9o A p. 8.
16 Qo) A g W,
Y7 The Museum of Modern Art(F 143), p. 1. 5
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‘o] F] (torpedo)”  Tholo 18-S AAIZITE 1933W X9} 1941 =9
AdE 7 Re] ofE B tholoji®e ZHzt 1850 ol #H v,
20417 FHe F7] AAFAE AR AAHow Fi AYHo,
troloj 1ol g Toel 19509742 ulFe] olZeA= ml=
MR FEEWH(E 26, 27). ol Bt Ad 5% F Ui 1

Ry T
BHUZE v £82 B % s AN FA o wrE
wolEth wie 59, &d § od #E wEsY wAgow
ANFE BHUE ohtZE o&e AL olF W% 2]
EHUE 9 ovE R e gade FRse o gsas
AEH 23 9 F el aBAA AR £ A% AR I F=
oS FHOE @ AfelM A BAd & mue] Az v
PTFEE e 7122 Agths ARe B FAUG S Ay
e ARE Ao ADGowM v vEe FAL YA
Festnad B wekd gae Foelw ofds slud #3749
AFow AFs (el AW oM W Sey gow

Holth
(Aol Adsh) & Axd Al F1t
O

A oAy AN we
A7 Ad 5 Qe dEAD wHoR &

&3
=

A< (solipsism)’ I}
=

‘EAYE (tokenism)’ & oflAlgtth wT]ofs} sb2  ATeke
fdojul= Ed=(David Trend)+ 9 7Id<= &3l w= &3} Adnlke]
Q3] EAsE w3k IS R = ol A=A FH A
v AA7E AYE @dAE oloXith folEolsti: A=
EHAES T FAC EFE FJdo] tE HuEE st BAEFE
sstrh, wQl, o) dell, TAS F AFE AdEHE AE JiEste =
HulyFo]l ofds] Wl o], TS T *+FoE ZdHo
St Zlo] 1 oot ol9f e Aol ofHs] AF A, AA A
54, 540 o, @A Al AFo] Ay Qo ' @A
EaYsoldr @A E3d 2XE FHAFoEH AAZAJA 39
EdEs A &S A IHAA EdERts vERE XA
s 3t BEIUSEeS 1990ddel wEAlE wSAlelA

148 Benjamin H. D. Buchloh, “From Faktura to Factography”, October
30(Autumn, 1984), pp. 82-84.

49 David Trend, Cultural Pedagogy- Art/Education/Politics (New York:
Bergin & Garvey, 1992), p. 22.
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g5 (equality)” ¥ “Hg Fof(empowerment) & FEd= A O]
FsHHANE OS% wHI FHE ded, SHAFERE A9E
st A7Es}E shakzo] Ao TSk, Me Acksta, nFAS @7
AZPFE EFst 183t A Atde o143 UH-OF AL e
AR Qe AHEE Gz 5 gk P o (A
Avdsioh) o g, Algst AR EAIAE olol= 21715 Al9)sh A
Aets FAE o8 A, SAg v=2 A AAH ves FE
nlEARe] AR QXA wse] HEAd I FAA Aol
AgAos FHREE 9 FozFE EAFY EaYFY A4
ol dE

BAAA v AAE fFS Sl #FE @dAE =Tetal v= e
ARR) A s Al AA] FRRe] oluleE7|7E drEem sheelb
HEA] Ge Z255 AP 29y ojdRY dgFdd =

Eolx 7] AZE FA A w&e B3 AR (Culture Wars)' O]
A2 el gk gk H ool d Al =] Tt 1980
2k 1990t dolgd &3} WAL us, T3} 4
AW 5 thide] A n=e] B9 MR o]l HejaA oy
Abeiich P glolA @A, HAl FAFREE ekgAd 1980-90dH
e By AGeAs FAl s dlEYE FRE vse] ois)A
S o] AolA] kg o9 B VxR FHoA me
AAE Hojxl Fo|t}. w| &

A gAA Ve 3

(L It ol 4l
N

= 20

Aol o o] da) Anets AVE

=t
nEA Y] w3t AL = AMEtw (Andres Serrano)@r ZHE
=3 (Robert Mapplethorpe) 8] ## AAF & F+FHO0Z Fi(%
28, 29, AAAHx  wXHA wEel ¥y V=Y
o525 7] (National Endowments for the Arts; ©]dF NEA) 9]
ALdE ol MFEE= Zo] A eFstA 7t Fd =AUk NEA
wo HAH ARge]l it ®go BEe HHAdoRE A9
AR S0 AV Hloew, SEAewE a5 F4

1 Y
2 vEo]l Ty VIweR w A AAE Adwevd o

20 91 A p. 21,
Plelg Bof, mBAEe] AX, wgrRl ] ST A £, §
HﬂﬂA%kmaﬂw,%ﬂﬁﬂ1%g6&%%ﬂ%ﬁ%%zbw@]mqwq
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HAl W AZolzF A A|EE]
= U] B8l BEE AE oS
AAE zE7eE Ay TG Bgo Aol o] Abde
2% ColdlElFtYF (Americanism)’ o2 thHEE v oW
ALE A 7EA 7 PR Ao g HAFET

= As old EAE & m=E UEX E3E o2&
ot g7t S kst FA1Y olviztER 7" =7FY T
AANE A®ske oldd 9&s FdUT. 28 oty Fa
yAEe dEd HA—Fw, 7MY, FEA—= 1960dd $HE o]
HES Bbd 25, 52 UE %, dvyAE %5, 734 3 &%
s 4™ AHEE AAT gdol 7l AR 1976l v

e g AEQl oy

AR T A

AC)

= (Irving Kristo) 2 1]=F AL3]
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=
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El A=

oA A& e WHEsHA] 54 dS vkelR e oju] gkt %<}

HfE RSt ‘O QIERFFIH S AFE 7Hx e FHaS RN

A7) e | o JiRle]l & sFFoe dried dus AdeA 2

Zlojetal Wtk 252 JQle] ARAINES] ZHAE F R stal IS

AT A A o BRE  ltke Al tiEiAE v

AFekA] ek JHE AdEY ZA@CA HEREHY AdEY 349
A&E thx3 lﬂi‘ji 7WA= AT oy AT o st
Z0] oty [ P AEe] FoA A\
—E—E‘i}—t— NAE dA= S dol A13]4 Ad&5s
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Aok #2 WA 2o, 3t A B By 2199
= q_oo/ao %o]ﬂ 28k le Acg_
.ﬁ_
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_‘

stz JlE WA (Carole  S.

= A =] (symbolic politics)” &
AALstOo ZH  WAS FHsE d° AAES o]g&35ta, olu| X7} ALS
H3lE tHsSEAY FAeths delA AHY Fo] FAe A
R = T L R P =) Ass ElstaA Eke

rlr

152 Trving Kristol, “What Is a ‘Neoconservative’'?” (1976), in Gertrude
Himmelfarb, ed., 7he Neoconservative Persuasion: Selected Essays, 1942
2009 (New York: Basic Books, 2010), p. 149. &35 9t =2 AFA7} F71,
Zxst7] fEl AT A w2 SHA R EAL

153 Carole S. Vance, “The War on Culture” (1989), in Philip Yenawine et al.,
ed., Art Matters: How the Culture Wars Changed America (New York: New
York University Press, 1999), p. 230.
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BEFAREAA HolEax Ao #FEE 718 YUE
NZHo R HoyFE Fgdel Aoz Ak 1992d 3 1996
ul=r tjde] F3td on] R JEY FAd (Patrick Buchanan) <&
‘Foet w3 s gl AAbska, Fush e e EskE
ST (MEbee] AF 32 Aojuzl vz, J3}, A5, AT A S
HE Atele] AL Mooty g oy AFEZ] qFe] Y4
ARG S FESI & 2184 AFE FEPG

el FAQl 9gEds EYAY A Ae AL By 199
HEAA =23 =] R4S wleE HEyrE YE Ad ol
(Hilton Kramer)+ NEA =42 ©@<3] o& 252 v]d 7px] st
ALD An7E obdS FAL Aol wEw ogo] AMY FHE
gojel ol Sl 3k &AFEol oW FAS UEs "1 deAE
EAEA etk 28y ARl died MaeE 24" ¥4 7w
THE v 27 AES 33 999 THA A ot B ofoF gt
Aol = wo]EAxe] A ol glx = A2t (Richard Serra) 2
<I1€olxl & Tilted Arc>(1981)E <X Z A& 30). AA+=
AgAoela 7pstAQl A4 HEFS Adstths HollA, Tk AdelA
S A v o5 A b AAA HOE FASTE
delAd, e F A 2T digelA gd9E 5 %l AT &
WolEol =2 sta Qrin Tk P giFe old oo dis
FA Aol YAl HrtE UHOEN RFARS| S ARICEA
2 (we as citizens) 7} 71 71€o1d AL, & ‘s AEs AF

xAEe] TS AAE ARIA AAHst=E Wl HiEE do] 89
©]& (our name) ©. 2 AZF3E" A7 doS AP O
T AR B 219o] A&EHow A =
APEZEE =R Otk obd =] Aol sk Eo] itk ARl
F&afop Fhrh. 1980dd] HHE] W= ARS]oA EAFE ARQE—

thesto],  ool= 97, AMEGIAM, WIFF  F—olA
TEAOFE T3 NI ‘Aol (difference)’ Tt = 7F, WIS, QA

154 Patrick Buchanan, “Losing the War for America’s Culture?”, Washington
Times, May 1989, 22; #1zlo}, wl=r &8}, 1 7|2 XA - NEA(S Hel&
AE7IaH)E 588 =4 Aoz, , MEol&3 |4, , A4A(2006), =t
o] &85, p. 48914 A&,
15 Hilton Kramer, “Is Art Above the Laws of Decency?”, The New York
Times, July 1989, 2.
0 91e) Z Az Y8 AFATE F2 FAAZ BA. ’
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=AE B P oHdE dd wa BEFoe ARSS AdE
HAYZF FFskA K3t Ao =94 Adgrs Foste 35 Al
A5 EFAglel #vlEisteh. aEla olyd AT meEs tEE

WA s FAabE Aow Helt
1980 ] $Hbe]l AX2 wm&d] JAAET} Asetes &, FAF
oAl ZdEE FAA gk 1o gAY o) upE} o)A
ettt By WG] Ae ole dlEes A% TYZdoln mEA<l
gty ghekgby, MR AR w75 A9 ole HEol & AAE2
A E FEIsty HIE Fyets A3y AAF o]t =&
o=, 1988l tlo} o& Aldtelx Ay GM2 (WFF) &
Hehe A fFovlsith A=A vie V139 Hop o vk o
Aol 98 Sle mled ¥4 Jlde]l AAHom FdE AUt
7189 ZAF e Ay wj Ay 19809 SHHE 71 o= olF 71#e
TAQ A ot & AT HE3 AAS FAIE o]ofA
1980t Toll= A3 A o2 wEo] A Ao gt 77t FolAE
ALl 7RI AR f8o] Elnt o]

kol veEAds A v
= WMol S48 A (dEF) 7F AR = A

Al 2 2 Yo} dg MY (UFF9)
1. do} d& Ad: A= 7|#Y 33 A

1974, Yot ¢l& Ad(o]st Hop2 Hgvt = vid (Philippa de
Menil) ¥} 3toly 2] =2]3] (Heiner Friedrich), Uul&EAFskz
Y4=2] (Helen Winkler)o] ®o ZSHAT %7] tol=  H|S
Aoz z7ke] A& A et ol AFEE otk 19759 %

¥

O ofd g AL of
frookl HU o

713 3 wA A BaAe] wEw AR 54 g3 5t
A MA FAI DA AR, AE 2 B A28T 5 Qe
TRAES 718, dd % fAs 17 olgiet 1Y Az T

ftoee ©

N
nyde]E Zdow 93 d4ed =YX A= (Donald Judd)e vyt

159 Irving Kristol, “American Conservatism: 1945-1995”(1995), in Gertrude

Himmelfarb(5= 152), p. 178.

1% Bob Colacello, “REMAINS OF THE DIA”, Vanity Fair, Septembej 1996.
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ZZAE (Marfa Project)E FEIH (= 31). AT+ HARA vl
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Aol itwe] TAA AF MAD
Ao ZeAEE WA A% AR} G YT B ohiet Tl
A9, FuE AARD AFEEL PR pel, §4, BT AYL

figtes

ojge= Yol FHUst #AtES WA ZYHl(Dan Flavin), &
AdHA (John Chamberlain), €8 X wlg]of(Walter De Maria),
AL~ HE(James Turrell), ¥FYl FH (Barnett Newman), 24
HolA (Joseph Beuys), Aol H52 (Cy Twombly), it 9= (Andy
Warhol) & &t 159 #E2 dAZ vydas, diAvs,

Ao Zale FEHOl Y ANF Fme 55 FaE

oz P M ATomre APH A3} FAd FrHoR

AE BRoE we VEE d9dd stold ZYEgs|vl e HEe
A

=1
THET AEIE AAZ AdRole AW AAl T #H
e AR 10 gty xYets ZE FRe A4 ZFAaY A
3
<7 X+= 53 The Lightning Field>(1977), of#l %
Zhedlel  fAsE AdA HHEE] &Y 239 Roden
Crater>(1979) A ¥ tol7t EfAgstAY HAAste #AE52 #A4Y
28 HFdol uig w2 ol SAIRE #E o] E4% >
ZE0] olo)el FA A HAE EHA, ZEe] tidstel Hojug o<
20l 2 EAe el vk A FTh
T WA RS A ek totd] HEw AR AE AR AA

: 8 4
TR nAAQ WAz AFHAt. 2R wAA UFS B
A&d S APFHow Adsts HEolth AHon vEwe
SO AWEEY AAE w3 doli} A% Ko Fhahw A
ARAFAAE gl mew AR 4TS SR ok A7
MERE 5L AWSE A7 FozA HolA gouf, vEwe
DEAHA W@ REFele HAFE Fus stu ¥ AT
S5 @ AFL Ause FA A% Bk P AR

161 Gary Garrels, telephone interview; Adair Rounthwaite, Asking the
Audience: Participatory Art in 1980s New York (Minneapolis, Minnesota;
London: University of Minnesota Press, 2017), p. 3504 A <l&.
102 qpo-8], TAZH|Fol| A ANAZFoR: o&7tet Falole e g, | ey
HEANA Ty, AI335.(2013), AoinlEArSHS], p. 11 )
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1986y, Z~ #o]E (Charles Wright) 7} tlole] =%
oWy 7]l HA|Ao] o]F FAOF HIStE= o =
th. JlE] NE A (Gary Garrels)7F #0]o] 273 t]dE
HA golESt MdAAes 2EF Hobrt AlEsHA] okd WEk
S AP

tirdo=s 1987del= ‘dd £33 EFE A= (Discussions in
Contemporary Culture series)’ 2= &9 aALS d7] A &3}, o]
Al Zze 75 HA AEZE (Mercer Street) 155HA| oA X3yt
dAd AxEAY ZrgHEew AL ), HEIbESs =S v
TEAE A% EI3E grdu. Fa golEL: 1987d 224E
39714 xE FH HA dd £33 EE PAFE R & o go
AL oJo)E AYPE o] ERL T2 A odE AT HFE
Sl A HA Q1 A A %%% g3atr] 91 tote] A WA =9
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Hi o% I

10 > b =2

Mook b by -

(€ o g
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o
I AT E AbolelA Thest o W
= e } P25 Aggny 19 gale BHA
< ol% H|o] IEﬂ}\(Bay Press)ell 9Js] H&E A==
ST GME (UFF9) o Aol ZEAE FTH o|F, A
& dAl 71z = i EY #JEE, BRuE 531 F0] FFE o
Ao w3t EE AR #ow ZdHQh ojute] EE Alg =9t
el JNFH =7 Al A A Al 9171 Algl*(Readings  in

163 Charles Wright, “A NOTE ON THE SERIES”, in Hal Foster, ed.,
Discussions in Contemporary Culture (Seattle: Bay Press, 1987).
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Contemporary  Poetry  series) & #7249 FoAsE =9
2ol glnh
% Hspdo=r wWRstr] Alze 713 dHE AAJA LR

FEYAT 19873 6€, Z2x go|Ex Yol AR A ZZ g
et 2dS A7) Y&l Ao w A dEx 57 ol U
iy Es A, 152 3¢S Alvk(Harald Szeemann), 7FA~3)
F Y 3] (Kaspar Konig), 7WA] Hgto]A] (Kathy Halbreich), °©]#:-
2lo] (Yvonne Rainer), #]* = ®2h0] (Richard Bellamy) St} Y ol=
ojelAl dHelrt AYT ATtE AdsFIE 2P, oAETkelxk
qz AFRAel @Al FEY mEd JIYAPE AHY
3 2 7% (Independent Study Program, ISP)2 7AW o]E -
gholyrt Fd GMI wiAb 2EH 7 FHF AEEo] tofolq dojof
AA Z2AES AdgsA HAh GMI}F vpab Z2&E8 ] tol A

ool F4 Age HAACE HAFe Aor of AEoA
ZHE . vE HE7 W 2E} /\U]/\(Roberta Smith) &= t] o}l A
dd GMe AA7E “FACdE O A=A ola ekl A AR AA
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Aot 1980t FHbell Ut 7]
ol A= kst 249 7w gR7F s daFd A :
n) g Ab8kafo] 2 &2 el 7k obH] A A (Jan Avgikos) = “Tob= 1417

A Fds ZA = Zle] ofdnk iR 249 wstel wizk Aol A
T AFoeme AHgow gy FAH Aol Sli=(publicly

[e)
2agow 4% Besk AT g ALYk
of lojtd TF A4 A7 HelF%, w&ol
"

LN
e YFde Ae FF 1EL

responsible)” 3L

1980t $-RHE FA]7]
= (e} =a=1

A7) 91k sk F7E VlEe] HAH. s wSol g NEAS

, 8% 71% u|% w4 (Discipline—Based Arts Education) ¥ 22

164 Roberta Smith, “GALLERY VIEW; Working the Gap Between Art and

Politics”, The New York Times, September 1988, 25.

195 Avgikos(F 66), p. 113. y
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A i de 1% ZEIF PR AbECdAE At E9U1E
A= T UASUTH

AAE tokz GMI mRAb 2&ei7E 47 Z2AES dfow
FHleke BReul" ZEIO9S A der] 98 NEA Abste]  ‘Ajzt
o <7t ¥ (Visual Artists Forums) & 7] Ao
‘ofl =77 A2 oo AE Y A dis TR dFy &A%
NE=F 7] Qs 7w TR Fgetr] f& tote] Ve AEAE
Zzagaol Ao s we AFsA ZAAgs Flow wmelrh 19
‘e v)Ed el e, ada veA, B ARFYE, tF Alo]e
A, olFAHA AFUEES AHMZ ddse= Aot uwEkd Fo
AALE HEA s TR 58 vlE ARYEAR, dAFFOR
s A7hEd veA, 28 A8, £33, 1S, X, A S5l
ZI9bE F AY ARBlER #ACEA Thset & wol FojeiA =
Aolty 107 flete] mz g Oy sz MEAE NEAY 758
QAT Ao Eewd 2 B oy Za9e g4s] fEg
AAE s 7hsAdel Adas At AT A Wi7F NEA|
AQAS 2 u, 8= ICA, 7 FAY9 New Museum), MOCA £
e de 71#Ed vlaEe HrkE vtk L] v 9]
T2 AE (BLv|8) 7} 7BEelA ®Hu F A FEAd #wshe
Wetsl Hr)E 3ete, dertel dissEolAs 250l 7oA o'
A& Z1dslok shsAel B W2E) Hr)s ggsin 1

shAIgE Holrt 33 71EE FEl wiE S tole] Al Al el

166 National Endowment for the Arts, Annual report / National Endowment
for the Arts.: 1988 (District of Columbia: Division of Publications, National
Endowment for the Arts, 1988), pp. 197-98. F=x3}7] ¢ d+A7} =& =
WA =2 FA].

157 Dia Art Foundation, Visual Arts grant application to the NEA to fund
Democracy and If You Lived Here---, Group Material Collection, Fales
Library, Series V, Box 8, Folder 21, “NEA Applications 1989-91, 2 of 2.”;
Adair Rounthwaite, Asking the Audience: Participatory Art in 1980s New
York (Minneapolis, Minnesota; London: University of Minnesota Press,
2017), p. 31914 A1 &

168 “Town Meeting Introduction Discussion” transcript, Fales Library, Group
Material collection, Series I, Box 2, Folder 19, “Other Drafts for Book 1,”
consulted July 2010; 99| # pp. 62-63°14 AAE&. &35 <te] F& AFA}
7} F7h
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S HEE AA Ptk FelA, 'Y tetrt oldrt FF FgH
olm| A& FHotHI =¥HIW olf= NEA % NYSCA(New York
State Council on the Arts)E o]2st @r|HQl HdeEFo=znt dAed &
itk Tok 571 wkek A2, tob= 1980dd] FHbel] AW 7]ke]
HA olFEE FEY] FE Ads V9o L2 HEE HHAY=
Zolth. QIEFrelld #ZA glolEgt g JfdAs, Holrlh A7kl
aso] AR F Sl AFY Bds vE Qe 5EE AdES
Agataa Foks AelA tote 7] ZRAES  (UFF9)
(FAalo] o7] /\]-O]-]:].Uﬂ...>> r}oleol ed&AJo] 9ithar _er(;@y\u}.lm Bt}
?LXJWOE golEgL MdAe dd w3 B A= Fo
F) o AlEeME viEdI Ay oA ANt o R A Al Y
74&‘1} g AR des "tk AVEEe Adls Adshy] 9@l
GM< AgstA =SS w3ty 2E5dd w2 GMe| TR Eo|A
TARCR AE Tkt vsty, maeAREdd TS FARE o
AAR=H, “migd 539 7S =7 RFFe Aol dfst
w=oE Zskstr] 9% kA E AdT wgolgleh !
A7 A Hote ¥4 Mg = & S FSFME 7 Ak
7HAE Ad ples gotelAl Q1o 13t viEAlelA
18H4], wlAbA] 7RIS At ARst & 7 gle vEd A=

it
e
o
i,

LA
(¢}

X

d

1991980t Futel QAW Tlope] T 24 o]|F, FA golEg 19 HE
& unlo]F mWwF(Michael Govan)e F& #dd A e (Lannan Foundation)™} 7+
Fa% U7k ATy A NEAZEE (PGS wgron 7| X9 XY
A AQ v} Rounthwaite(F 22), p. 77.
Aoz vokz b mgel, o B glolU, GMo] TAE 1d 7|7 Tz
AEl “Ee MRy BdE ) B2 BAHE A golow
$10,000€ w2 4 AAT. National Endowment for the Arts(5 166), p. 198.
10" Adair Rounthwaite, Asking the Audience: Participatory Art in 1980s New
York (Minneapolis, Minnesota; London: University of Minnesota Press,
2017), p. 50.
ZIAF I el A s grolEw dElagr FEUE st 7] tlofe] i
ajA FHetE s Hol7lk Ful “1980Wdthe] o3& Al7]e] Eol o]
A= ARl Eo] Elof & Ao did)] o= AE ool QI%lal, 1AL tiofe]
2 AHEE Fdete A2 ofynt AR JAlo] wigk(nial IR A E)e]| 7}
A, <H17H A= F¥>E AFegd, stoldet Eurt A &2 4 Yot
= AL EHA . Colacello(F 160). 235 oto] S AFA7} F7F.
"I Charles Wr1ght, Gary Garrels, “A NOTE ON THE SERIES”, in Brian
Wallis, ed., Democracy: A Project by Group Material (Discussions in
Contemporary Culture) (Seattle: Bay Press, 1990), xiv.
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M E FEShe =z AYE Zox Hth E olH|IAE
‘Tol= A3 dstd AS Ioth ¢ =340l FAlA1 Aty
njgolth, 53 Aol Hie 7HXE Folste AlFelx GMY
AAEL Foz w7 Ye AFOIAL” g A& vp Qo
o] Abs] FA A Qe tishk o2 Fujel HAR AXZH wEo
A S7PE dolua Sl Sl tioke Aldlel] werEE 7]l
AR ®WgtE APt sAlel mls AA] MR THAE
Faskaah 3 lom melh AAR 1990de] 5o Hok=  ‘Hob
o< AlE (Dia Center for the Arts) = 7]|#HES wASHY 1E59]
Fsta Qe vhFet w3t Tz WHs Haxk P, 1992,
1993del= o= zrIads sHHer Adsr] AR

78 A4oR PPE QA9 Aol ZAH &g odHoR
ETaE AbE MBI, Hot AR PN vlES slwe A0
web fes olgetad @ APl Utk ekt grxow
TS PAS AR BEslel GME Holld ZAA vES
1 5 Qe V188 22 5 Atk o7IA GMS “AEAY g3
A o] ulwAl el el ek FLole] 7127 b obd e S ol
Ak 1 ZAH vze] o oy AL ug Gelew Wy
ARstn AT dfE A=ZHom duSo wE AAE H#AY)
AASEARE, FAA wzdAs d¥e xA EE FAd o
Hopgo] MARow FwrEglty XA wEe Ao Adw xA
Aole] 21gEE ZEY] &AM mwA nE WA G4BT FAL
Adsior Ak GME 1Eol AZete FAH vEe] $HA A, F
Ased AAH vzl vebtor & WEFE  mMEFY e FAY

S A et Eol Wi

2. (RIFF2]) ¢ B Fojet FFHA #EFY 49

' Avgikos(F+ 66), p. 113. Zx38k7] 918 A7zt w2 SHAR EAL

173 Dia Art Foundation, “Dia Art Foundation Changes Name to Dia Center for
the Arts”, September 1990, 21; https://www.diaart.org/about/press/dia-art-
foundation—-changes—name-to-dia-center—for-the-arts/type/text,
2023.02.24.

" Felshin(F* 138), p. 467.
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(UNFF9Y & & £239 $AEH AEPE(Wooster Street)

7TTAAZE AR Aol MAHYTH T GME 2 T2 AEZ FH|8A =

MAcw wWEFde u@ AL A/ oaHow
WEFos A4 Aol Fel Q= AAdelTh BE Aue
SE Bt FEdE 4549 22 A/dEe X #ge
Hagon goavh ey 1987de ol tEHel Ao F
971 vhA I e AL Sk Brhe A vE uEFe e et
As olgHolx vk o] RusAD . " 19889 9RE

19899 187k4] Aldd ZEAES] HdA] 7k 29X dold o]F
Mz e B el AALAA988d 114 8%) B HAJIA1989d 14
20)% A7IHow PR Al AU FHE AT Ui
FAstaAl ohs ZRAES] HA= fudgHt GM2 ZRAES
el f171el wkl W] dFAE FAskar ol digh =99 FS
ntddstaar o

4NE B d™ (UFF) = F 4/ sk A o 7]
0 AAE o S E sk Ao R A EIT W § e
AAE W] $71E AdAst ue Abs|e] "HES AAI R
Zkzkol AAl AT AAl 713 v Zskrh (uSd vFEFe
Education and Democracy) (1988. 9. 15.~10. 8.), (A&
Politics and Election) (1988. 10. 15.~11. 12.), (&34 3o
Cultural Participation) (1988. 11.19.~12.10.), (eflo]=%} QlF=5=9]:
Abel A AIDS and Democracy: A Case Study) (1988.12.19.~1989.
L 14). FAZF Bdisk vk (OF590) © 2 dAg dde dA
A7 gy AEd R Qs ZRAEJY GMS Z47te] dAjvid
27, vlE7E A2 Fo] EQl gt HolES Abde]l Xy
O|ZFH FAol thst AR Ao thd S Atk AAl 7R
ZFole B2V " (town meeting) & Ao #AE0] AA FA
Gl

A4 olop] vy # Ut ALE v

N

.

[¢]

5 AN 7 99 G GMoll= Yo oA X =, £ oL E, dega 2y s-
Ed &(Feélix Gonzalez-Torres)7}F W2 AAT o] AFEEH GM HWHEI} uF
2 Y A-EH 27 1987d 7S Ad 2 I §FIa, 29Tt
MR Aol JFshr] A vlzgk Al7le] 158 gEh
176 Group Material, “ON DEMOCRACY”, in Brian Wallis, ed., Democracy: A
Project by Group Material (Discussions in Contemporary Culture) (Seattle:
Bay Press, 1990), p. 1. 5
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B 712 sqt d3vvE e e rlE e ol Bt HolE,
A, ERpuE oz olojx = e e Fe 77 Ftde
et o2 FAE v AR U BEe b 7)o i

AAZE A= st AA el miW Aoldh Hxiele] Adx7)e)
HAo] HAAFAY. Axrle UFEFE AHY A=A ded m=
ALAFT-E FAlsks SAlel 448 AAZE =staat sk AR
JAE BRI (S UFEF) M= wAdA FE Zol=
22 kel Azr7E Hel ARy dAE Aol 49= HAETS
A E AT (= 32). AAES v AdgHA wdd v FASHA
AT A AJER Apgo] 7hgA Rl A Hidde HER
AA AFol 2o UGtk GME HAAE S3 BAl vle FuSo
B35 w89 A& FAASY nSy UFFo Abse B
wAE gAstA Fo deld AR usH Ay 49
H] Ul (William Bennett) < ‘WH 4 & (Anti—determinism)’
Tt F=9] (anti—relativism)’ k= °]l5& WAl$H s 1A
o] ofel =2 AbEl AAA, w4, AFH W@ AolE aLehA|
okokth 1T olefst AselA wmlEle] {FPAELS Aol HR WFH
AHrE Reshe d oldws Ae Aotk

(BAI} AAY A= Ads Ax=717F ¥4 shvs 7H5 Ao
1 Sell #ojx Kol (La—Z—Boy) 3AtS] 11& A&97F sl o=
33). ¥ A= wgo]e] gsf AujEo] Jhe= wl=m X AEE
syt 19884 w5 dle®d AAE Hst T wmpolE
F7+71 2 (Michael Dukakis) &} &332 =% H. W. A (George H. W.
Bush) 7+l Aghe A2 2] UAERE A TV A &gHo]1
e AFgHA AFAEFE FJAHAG P AL AT FH E2

Aoll= Fo A HES= TV 9ito] Ads 1 it shgtol

_

whgel
Wk S wrh "ald e B4 SRS 1 HE Hol:
wel gxsle @ 4R mold vk gAele] A¥ss A
o <15} =

A .

st o) oA e LERROIZE ot 18 % AAZ7]( ‘outlaw
biker’ flag)7} ®eol A& va4YEg gHol&E3 X7} 9 X HTH (=
34). B AAIGA GM AH] E37F v]=de &b F3bE A e

T Deitcher(5+ 81), p. 30.
18 Group Material(F= 28), p. 145.
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oo =9} WFEF9: ARl ATF) Al += vlo]E A ZIA (Michael
Jenkins) 2] ZF* <1986¢ 6€ 309 June 30, 1986>(1988)9]
AZx71E st dAlER e Hbes AYsts ZUE o=

Aol oz o] H7E FAT (R 36). vhAE AAE = wFFo
d5as FALE HAFYW ooz SlE FAR Akt
AAe= @] B=e] < A=, 9 AFEESE 32 3w
NEE T2 AYEe] ATk <19861 6€ 309> AfH FE
sk ShqE Weol ol el e it Al 9 EFERE w2
Ax7] 3= Wi (& 37). o] Zldel 13719 5497 ofd
9Mel EFH7F AR A, 2 dAe] Sl AHAE 2Al Ao IF
FEE At vkl 19869 69 30 #AF 9% uRlHEE
AU AN s AA AEAZE 2 Hels fels HEE
AE] Awdt FuE A, FEFY AL AAF, fA=o]
AT

vl 99 WA Fek GM2 thekst 229 AYEE AR o=
[del dRd a5 w2 AAs fARE Aol glh. A A

AY  &A (Jenny Holzer), wtola A7 (Mike Kelley), oF=ggk

o] (Adrian  Piper), F°]2 & (Louise Lawler), upvtet

%7 (Babara Kruger) 9t 22 4% Z7159 23}, 84, Ao 13

GAe} 2 HAETFEY] &S], 2y ddARl AbEo] gl 41Sit
3

OB ol (WFF) /b wQl thade Ay Ade] ojw
FAHQ WAz W FAH A Aol FF, AT WFFI w4
nEvlol=el gEtElA 9FE AR Aol BF & AAHow
TAR o YL T viEe v $m S welHe] s

19 Yyonne Rainer, “PREFACE: THE WORK OF ART IN THE (IMAGINED)
AGE OF UNALIENATED EXHIBITION”, in Brian Wallis, ed., Democracy- A
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‘AT A" ARE A wEtelq Hloju HAl ko] EAF o=
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ge)ar, s FE AT, 2 =, xviil.

180 9 o) =, xviii.

181 Elizabeth Hess, “Safe Combat in the Erogenous Zone”, The Village
Voice, January 1989, 10; Group Material(5¢ 28), p. 1539 A=

B2 o1e) Z ZAzety] Y AT FL2 FANAR BA.
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S 37t} Kim Levin, “It’s Called Denial”, The Village Voice, January 1989,
17; Group Material(5= 28), p. 1549 A=, &35 ot F& AFA7F F7F
Az el AP A FAAD EA.
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A= (Donald Judd), <FA] Untitled>, 1984, <(FEY H]d<d

1985 Whitney Biennial 1985) (7%, 3 EY ul&#, 1985) A X
A7,

=% 151 AY AFE(Kenny Scharf), <F=ZA #7 Closet #7>,
(B EY H]dldd 1985 Whitney Biennial 1985) (7%, 3 EY
n<=¥ 1985) Ax] AA.

(=& 16] < ;<= (Duane Hanson), < 43dt+= o9 Cleaning

Woman>, 1980, Z&nld, A, A= A7].

=% 17-201 2% WEHY(Group Material), (o g7t
Americana) (77, 3|EY vlddd, 1985) AA] AH.

(=% 21] 1% WE 2l (Group Material), EvlA A& 7]1EH] AR,

(o2l Americanay (7&, 3 EY nlddd, 1985) A
A7,

(=3 22] w=EA B2¥A (Marcel Broodthaers), (@thn]<s,
=85, 19417] A Musée d° Art Moderne, Départment des
Aigle, Section XIXéme Siécle) (HF A 1968) HA] AA.

[=2 23] (#el A8ttt Committed to Print) (7€, 3EY
u< 7k, 1988) Al AA.
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2~ ofdl=(Mary Beth Edelson), <&&sh= w9
g oA Z71E Some Living American Women Artists>, 1972,

uz]
=
Hep 2o 92 Aegtg AW ZdE 3887 JAHE AN, dAE

’

Fololl Btolg, ZepA EHlojZr 2Ql Folol| BRo]Z I, 71.8 x

=3 25] 4 =% (Leon Golub), <3©o]E A7 White Squad>,
1987, Folo] A3, 75.2 x 103.2cm.

(23 26] &= 1‘: H. w1} THOi(AlfredH Barr Jr.), “5EW
“ ( L/:g 7 }\:1 EJ-—,_}\_‘I”

(=2 27] 4= = H. ©v FYol(Alfred H. Barr, Jr.), ‘%4
A Agael colg]” tholo] 1’ 1941, F & A &y,

=3 28] ¢t=49 At (Andres Serrano), <2 |4 Piss Christ>,
1987, AvtaE ZHE A&, Z9A =24, 1524 x 101.6cm.

(=3 29] ZHE u|o]|Z4 3 (Robert Mapplethorpe), <Z#oAHZE
o2& 29l2 Wz Man in Polyester Suit>, 1980, Aztel A
X HUE 50.8 x 40.6cm.

[ 30] &A= A2t(Richard Serra), <7]€o]x & Tilted Arc>,
1981, steel, 365.7 x 3657.6 x 30.45cm.

(3 31] =¥9% A= (Donald Judd), 158 ¢ FA 2%, 1980—-1984,
ZAYE, @Ak, vkt 22 A7,

[ 32] 2% 9Ygd9(Group Material), (&3 wWFEFo

Education and Democracy) (7, flo} o& Ak, 1988) A
4.

[ 33] 78 HE Y (Group Material), (3dX¢ AA Politics and

Election) (774, Hot ol A, 1988) ©Al 4. 3 _
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[ 34-35] 1% YEYL(Group Material), (&34 Fo
Cultural Participation) (7#£, tjo} o< Ak, 1988) HAA] AA.

[ 36] 1% WE 21 (Group Material), (olo]=9} RMIFF2]: Abg
A+ AIDS and Democracy: A Case Study) (F&, t]jo} o< Awt,
1988—-1989) #HAA] #A.

[ 37] mlo]lZF #171 A (Michael Jenkins), <19864d 6€ 30¥ June
30, 1986>, 1988, (eflo]=g} WFF9: Al A4+ AIDS and
Democracy: A Case Study) (7%, tlo} ol& #jk 1988—1989)

CEE)

=3 38] <ES3¥ Question Marks>, 1988, (w3 wHIFF2

Education and Democracy) (7, Ho} o+ A, 1988) A
7.

T3 39] KNAFAk: AFE] 9499 o< The Interventionist: Art in
the Social Sphere) (MjAFS=A= ddn]<, 2004-2005) A
A7,
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(£ 1] Y= A7 (Conrad Atkinson), <1968 Holddl= —
19754d Ho]dl¢] Northern Ireland 1968 — May Day 1975>, 1979,
Ay THUE, Bo|Xg AL ANE Tt Aty el olE HAx A,

(ZA]: https://www.artforum.com/print/reviews/198001/conrad—

atkinson—and—victor—burgin—67524)

=% 2] Z9(Colab), (F-&AF ©AA] The Real Estate Show) (74,
deA] 2ETE 1980) A AA.
(%3] https://98bowery.com/return—to—the—bowery/abcnorio—

the—real—estate—show)
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=3 3] Z#¥(Colab), (EFA~ 27 o] HA] The Times Square

Show) (&, B} A Ao], 1980) AA] AA.
(3] https://hyperallergic.com/58439/why —are—we—revisiting—

the—times—square—show/)

(= 4] 2% YEEd(Group Material), </l Inaugural
Exhibition) (&, 20] o] AE Alo]E 244 o|A~E 13 W7} (o]3} 4,
1% WEEY), 1980) WA WA,

(%A Group Material, Show and Tell (London: Four Corners Books,

2010), p. 20.)
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GROUP MATERIAL OPENS OCTOBER 4th

Our first show is a survey of the cultural activism emergent in the work of
artists, collectives and non-artists in the U.S. and abroad.
OPENING 12-5 RECEPTION 5-8 DANCEPARTY 9-12 244 East I13th

o g H o
S 'Y ~
b : &
=3 5] % YE8d(Group Material), <(/l¥d  Inaugural
Exhibition) (775, 1% WEZ Y, 1980) &3 dF
(Z*: Group Material, Show and Tell (London: Four Corners Books,

2010), p. 21.)

ON SIOUP MATELIAL 7 M0 ALE THELR AUDICNCES ® CROUP MATERLAL 18
3 Smnic pesiantns. ¥ TERCRERE. X Wartacss, 4 cutrocaahuta, Tuo THXTILE Setioeeat

OF ARTISTIC AND POLITICAL THEDREES AND PLACTICES. GROUP MATERIAL IS COMMITTED TO
0N, ORCANIZATION ASD PIGWOTION OF 4% AT DIDICATED 70 4OCIAL CORMINICA

TION AMD POLITICAL GANGE.  GROUP MATER(AL SEEKS A BUMBER OF AUDIENCES :
MORKING PEOPLE - MO REALL T THE FINE AKT THEY SEE [N MOST CALLEALES
:?“dmn Staxt ITELE Ricevamct To THE SWCTAY LITERESTS Al

ey il wmmﬂ:lm o —

T SIKTOLOGISTS, JWRMALISTS FIOLE WMo VORLD"LIXE TO Liamx
T BIVEICILE SinL i iials CaR be CORARY IESFIGATED Ao FRE
SENTED THROUGH ARTISTIC NEARS.

ARTISTS, § CRCANIZATIONS - PLOFLL WHOSE WORK (6, DUE TO iTS JEXUAL, ETHNIC
_'Mlumwm NATURE, USUALLY EXCLUDED OR UNDER-REPRE-
SENTED IN THE OFFICIAL UORLDS GF ART AND ACABGHLA
DEDIATE COPUNITY - THE PEOPLE OF MANMATTAN'S LOWER £AST SIBI THE. IW ﬂ
WILL 7ASS AY CUR SToR

. THE PEOPLE WO
TO SOHE EVERYDAY ACTIVITY
\HI'IA'I'.= A

BIAL'S PROJECT 7 IN OUR FIAST YEAR, CROUF MATEK[AL aialT I T OF CRRE
RERIE, CORINITY AR 1STS . NON-ARTIITS, PACBUS AKTISTS Saods VILL DXITIATY
OB P s WAL LTV 5 COMROVERSLAL PEnEs. Dot AFSTCTICS Of COPSUNFT
A m Pl e r ety o AL e oF ALYEEATTON, ik, TH CeLIotkL
SICALFLEANCE OF FOOD, AUTHONITY AXD 4IGH FaSACoN, FOLITICAL IAT B¥ CKILDAEN OF N.¥
Exaepiel.  RELEVANT FiLfS, Lus PITETT, TITERATORE, XX PERFORE
AMCES WILL ACCOMPANY EACH EXHIBETION.

IS CHOUP {ATERTAL
&1 EXST TR

i3 Lic 1
st ™ Y R LOCATION (5 AT ONCE PHYSECAL
A SOCTAL. B 'oUR ART CXMIBLT(ONS, CROUP SATERIAL EILL BE DIALCTLY [aVOLVES
IN THE LIFE OF OUR SEIG) OF G.N.'S WOKKING RESPORSIBILITY IS TO THE
MDA THAT SHAPE THE §PEC CTER OF THES PLACE. WOUSING,
EDUCATIGN, SANITATICN, COMMUNITY ORCANIZLNG, RECREATION : TMLSL ARl

P GLVE_ OUR ARTISTIG AND THIOAETICAL WOKK SUSTERANCE AND MEAN
MG, THAT 55 HIGHT 514 TO BE AN UMLIKCLY §ITE POR AN ANT SALLLAY MAKKS
1T THAT < BECIN TO WCTWINK THE PURPUSE OF ART AND THE ORI-
ENTATION OF ITS IKSTITUTIONS. CRoUP AATERIAL WANTS TO EXPLOOE THE i
DICTATE WHAT Al ART I3 FOK AND VHAT AX ART EXHIBITION CaN

L Ly, Y —————
115, ll’.laﬁ A BUSINESS. 5] T  ORILNTED TONARD PLO! O T WORK, WE
12 wumun NOOM TO 10 P.H. ON SATURBAYS AND SUNDAYS.

A3 CROUP WATE-
BlaL oscANIZED @ ciOUP MATVALAL VAS POUIDKD AS 4 COISTRUCIISE MeSPOSS

TNSATISFACTORY WAYS [N MICH ART JAS BEEN COMCEVED, PRODUCED, DISTRIBUTED AXD
TAUCHT [N ND YORK CITY, [N AMLAICAN SOCIETY. \:nwv CATERIAL' 15 AN ARTIST-MTI-
ATES PROJECT. WE ARE DESFERATELY TIKED AND CAUTICAL OF TNE ORAMM-OUT TRAUITIONS
oF CONSLRVATISH A 5% AT DONENATE THE OFFICIAL ART
38t 8s TNTAGS COITROL OVER OUR WK, OIRECTING
OUR ENEIGIES TO THE 05 OF SICIAL CODITIONS A3 O0PPOSED TO THE
AXY MARKET, Ll T anl (GSTITUTIONS \FALATE ART FRCK Twr ueuto, NEUTIALLZINC
ANy (VE FORMS AXD COXTEXT: 3 [AL ACCEATUATES TE CUTEING EDGE OF AR
E W OUR WO Kot 16°A BOABCR CULTURAL ACTIV

0SS CROUF MATEAIAL PLAS TO INPLENEXT ITS WORK
MTILL W stascus o PR IRTTSTS, O MTISTS . DIE HEOIA, THE Sriects-ron
ERESTED 13 PRESENTING SOCIALLY CRITICAL INFORMATION [N A COMMUNICATIVE
AND I!MML CONTEXT, WI(ILE GUR DIRECT APPROACH IS ORIENTED lllllll mw [ NOT WELL
ACQUATNTED W1 TH THE SPECIAL 1740 LARGIACES OF F(XC ART, Wi EXPECT TWAT GUE Suus
VILL 35 VERY REFRLSNING FUK AX ARDIDCE THAT HAS A Lo -STAXBUNG ¢ smum uwu’-

THAI
0K OF ART THEORY AXD PRACTICE. [N OUL EXHIBITIONS, GROUP 3
RRTRICITY OF MuastGS TUT Sumouio AFY SR SOt oS00 53 THAT PEOFCE AN
LXNTIOOUCED TO A SUBJECT, MAXING EVALUATIONS AND FUATHER TSI ion or TReia o

OUR PROJECT [5 CLEAR. VE (IVIFE EVAMYUNS TO QUIST (0N THE EXTIRE CULTURE WE KAVE
TAXIN FOR GRANTSD.,

[ 6] 1% wEZLD(Group Material), (7H#d  Inaugural
Exhibition) (&, 15 wE Y, 1980) &R 4+
(Z3#]: http://www.dougashford.info/?page_id=37)
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(=2 7] 2% ™EHYL(Group Material), (AEHES A= The
People’ s Choice) (7%, Z& WEH 4, 1981) dAl AA.

(Z*]: Group Material, ShOW and Tell (London: Four Corners Books,
2010), p. 33.)

=% 8] 28 Wy a Y (Group Material), <F2]! thek&7H CAUTION!
ALTERNATIVE SPACE!> &% d%, 1981.
(Z*]: Group Material, Show and Tell (London: Four Corners Books,

2010), p. 56.)
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(= 9] % HH¥EEd(Group Material),
BAOSY (¥, Y& ¥, 1982) AAl A4.
(Z*]: Group Material, Show and Tell (London: Four Corners Books,

2010), p. 64.)

(A2 DA ZI

(= 10] 7% Yy (Group  Material), (M BAA
Subculture) (74, IRT x4 A&k, 1983) AA| A7.
(Z*: Group Material, Show and Tell (London: Four Corners Books,
2010), p. 78.)
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[=3F 11] <t=do} Z#d o] A (Andrea Fraser), <521 &<l 34 Official
Welcome>, 2001—2003, vlt2, Ay, A=, 30&.

(Z3A]: https://www.moma.org/collection/works/143751)

=3 12] ¢t=doF 2 g o] # (Andrea Fraser), <¥A| Untitled>, 2003,
HiY e, A4, 5, 60 .
(Z3*]: https://whitney.org/collection/works/45058)
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(=5 13] Z2F HE 39 (Group Material), €A The Castle) (F}A,
A|83] =FwlEl 1987) WA WA,

(%#]: Group Material, Show and Tell (London: Four Corners Books,
2010), p. 122.)

=

[=3 14] & Y3 (John Duff), <E7F2& 3%t 7| Irregular Column>,
1984; =YX A= (Donald Judd), <%¥A Untitled>, 1984; T¥=
A = (Donald Judd), <FA| Untitled>, 1984, (3EY nlddd 1985
Whitney Biennial 1985) (7%, 3|EY wn|&3, 1985) X H74.
(Z*: https://whitney.org/exhibitions/biennial —1985)
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[=% 15] AY AFEZ(Kenny Scharf), <E=ZA #7 Closet #7>,
(FEY vlaldd 1985 Whitney Biennial 1985) (£, I EY n|&H,
1985) A=A A4.

(4] https://whitney.org/exhibitions/biennial—1985)

[=% 16] < ;<= (Duane Hanson), < A3sk= 99 Cleaning
Woman>, 1980, Z2H]d, A4, 4= =27
(%] Whitney Museum of American Art, /981 Biennial Exhibition
(New York: Whitney Museum of American Art, 1981), p. 56.)
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(=2 17] 2%  YHHLY(Group  Material), obH g 7t
Americana) (77, 3|EY v]ddd], 1985) A #A.
(Z3*]: https://whitney.org/exhibitions/biennial —1985)

(= 18] 2%  HHgA(Group  Material), ot 2] 7}t
Americana) (7+&-, 3 EY vleldd, 1985) dA] A4,
(Z*]: Group Material, Show and Tell (London: Four Corners Books,

2010), p. 93.)
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(= 19] % YL (Group  Material), CobH g 7ht
Americana) (7%, 3|EY H|eldz], 1985) A AA.

(Z*]: Group Material, Show and Tell (London: Four Corners Books,
2010), p. 98.)

(= 201 2%  HYgd9(Group  Material), ot 2] 7}t
Americana) (77&, 3EY v, 1985) AA] AA.

(Z*]: Group Material, Show and Tell (London: Four Corners Books,
2010), p. 96.)
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[=% 21] 2% #E 24 (Group Material), Ert2x A¥E 7)dn] AR,
(b2l 7h Americana) (75, 3 EY nlcldd], 1985) Ax A7.
(3. Group Material, Show and Tell (London: Four Corners Books,

2010), p. 91.)

(=5 22] wl24d B RFERA(Marcel Broodthaers), (@un|&H,

=5 19 A7) AA Musée d Art Moderne, Départment des Aigle,

Section XIXéme Siécle) (MF A 1968) AA| AH.

(%A http://marcelbroodthaers.be/departement—des—aigles/)
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23] (A #HIslt Committed to Print) (78, IJEU

(=
4, 1988) A A7,
(Z3]: https://www.moma.org/calendar/exhibitions/17627?)

=3 24] Wg WA ofdl&(Mary Beth Edelson), <3d£3t: w9

Hw ofA] 2715 Some Living American Women Artists>, 1972, Ze}

o] 22 Agdl A i?lE, Ad & AALE ARE, dAl® Folel

Elo]sg, zepA Ho|Z 2 Z9Q1 Folof Elo]xX 4 71.8 x 109.2cm.

(ZA: https-//Www.moma.org/collectlon/works/l 17141)
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(=3 25] #dl& =Y ((Leon Golub), <3}olE _ﬂ‘: White Squad>,
1987, Folo] A% 75.2 x 103.2cm.

(4] https://www.moma.org/collection/works/71853)
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(=32 26] ¢=#H = H. vk F4o (Alfred H. Barr Jr.), “RRZ<1
A folE]’ welo]1d” 1933, & dd vied,

“ ‘}\"—A_] ﬁaq]ﬁ’ ‘]ﬂ.—]——lxi ” .
(& A :https://www.moma.org/interactives/moma_through_time/1940/

twenty —centuries—of —mexican—art—at—moma/)
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(=3 27] <2y = H ¥ FYo](Alfred H. Barr, Jr.), “EHZ<e
A Adde]l oy tholoj 1Y 1941, w& AU vEd

(A https://www.moma.org/explore/inside_out/2009/12/21/at—

play—seriously —in—the —museum/)

=3 28] et=# A}t (Andres Serrano), <2.% 9<% Piss Christ>,
1987, AlvtaE ZHE A& ZHA 24, 152.4 x 101.6cm.

(%A http://andresserrano.org/series/immersions)
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[E% 29] EHE do]&A = (Robert Mapplethorpe), <EZoAHZE
Y= 42 PA Man in Polyester Suit>, 1980, g}l AH ZHE,
50.8 x 40.6cm.

(% *]:https://www.sothebys.com/en/auctions/ecatalogue/2015/photo
graphs—n09405/lot.144.html)
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(=3 30] @A = Agt(Richard Serra), <7]&°]%z & Tilted Arc>,
1981, steel, 365.7 x 3657.6 x 30.45cm.
(Z3]: https://www.tate.org.uk/art/artists/richard—serra—1923/lost—
art—richard—serra)
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TAYE. YAz, vk 47 47,

(%A https://chinati.org/collection/donald—judd/)

=% 321 I+ YEE L (Group Material), (oS3 wWF

T
Education and Democracy) (7%, to} d< Ak, 1988) A AA.
(ZA]: http://www.dougashford.info/?p=3778)
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[=% 33] 1% ¥l d (Group Material),
Election) (77, fo} o+ ek, 1988) A
(4] http://www.dougashford.info/?p=3778)

2

A2 A7 Politics and
%l

[E3 34] 2% "WEE A (Group Material), (E3F4 o] Cultural
Participation) (37, t]o} ol Aok 1988) WAl AA.
(Z*]: Adair Rounthwaite, Asking the Audience (Minneapolis,

Minnesota; London: University of Minnesota Press, 2017), p. 47.)
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(=3 35] 2% WEE A (Group Material), (&3}4 o] Cultural
Participation) (7%, to} o< Alet, 1988) HA] AA.

(Z*]: Group Material, Show and Tell (London: Four Corners Books,
2010), p. 149.)

(=% 36] 1% ™ElEd (Group Material), (elo]=el W52 Al
A+ AIDS and Democracy: A Case Study) (7, o} o= Ay,

1988-1989) #AA] AA.
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[ 37] mlo]lZ A1 A (Michael Jenkins), <198649 6€ 302 June

30, 1986>, 1988, (olo]=st wWIFFo: Azl A+ AIDS and

Democracy: A Case Study) (£, fo} o+ A, 1988—1989) A A
7.

(3] http://www.dougashford.info/?p=3778)

[=3F 38] <EESF¥ Question Marks>, 1988, (w3 ¥

=
T
S

7]
17

- .

Education and Democracy) (7, tlo} o+ A, 1988) A X
(ZA]: http://www.dougashford.info/?p=3778)
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T3 39] NdFoAb A 999 o+ The Interventionist: Art in
the Social Sphere) (FjA}EA= A in|<, 2004—2005) HAA] 274,
(%3] https://massmoca.org/event/the—interventionists—art—in—

the —social—sphere/)
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Abstract

“We entertain the idea of
galleries”
. Group Material and the
Transformation of Art Institutions
in the 1980s United States

Chaejung Song
Interdisciplinary Program in Art Management

The Graduate School

Seoul National University

This dissertation concerns the political art of Group Material
(hereinafter referred to as GM) that embraced art institutions in the
1980s United States. As an art collective based in New York that was
active from 1979 to 1996, GM aimed to make art closely related to
real life and focused on social and political issues arising from the
neoconservatism and neoliberalism prevalent during the Reagan era.
In the early days of its activities, GM ran its own storefront gallery
in order to display and perform art directly intervening in the daily
lives of the Lower East Side community, distancing itself from the art
institutions and even alternative spaces that were deemed to be
stained with commercialism. However, in the 1980s, GM moved away
from its hostile stance towards art institutions as the social conditions
in the United States and the group’ s activities continued to

intertwine. GM closed its storefront gallery in 1981 and, particularly
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since the mid—1980s, actively showcased its art in outdoor public
spaces as well as at major art institutions like the Whitney Biennial,
Documenta, Dia Art Foundation, Museum of Contemporary Art San
Diego, and the Museum of Fine Arts, Boston.

As GM demonstrated, for the political artists in the 1980s art
world, there was not only a consciousness of criticizing and rejecting
the art institutions while being located outside them. During this
period, political art and art institutions became closely intertwined.
Socio—historical conditions facilitated this odd interaction. The
1980s witnessed numerous ideological debates concerning various
problems such as AIDS, urban maintenance, poverty, gender issues,
election systems, and corporate capitalism. Such social crisis allowed
various groups of artists to criticize the existing social order and
system and revive political art activities. Interest in the social role
and political function of art increased both inside and outside the art
world. It is in this context that the relationship between political art
and art institution was reconstructed. In this newly coordinated
relationship, institutions proved to be flexible rather than fixed, and
showed the potential to provide a stage for political artists to exhibit
their work and carry out criticism and struggle.

This thesis focuses on GM as a case study for exploring the
fluctuating relationship between political art and institutions. By
examining the background in which GM began actively showing
exhibitions in institutional spaces and by analyzing the exhibition
cases they presented in those contexts, the study aims to
demonstrate the legitimacy of GM’ s change in activity space, which
might appear contradictory or apostasy. It seeks to investigate the
situation from not only GM’ s perspective as an activism artist but
also from the viewpoints of art institutions and political parties, to
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gain a comprehensive understanding of the circumstances at that time.
The current state of political art in later generations can be
understood through the expanded relationship between political art
and art institutions, as observed in the case of GM. Since the 1990s,
political art has gained traction in global public commissions, biennials,
and large—scale institutional exhibitions under the name of
‘participatory art’ . Meanwhile, political art that aims to exist
outside the institutional sphere persists. In such cases, artists aim to
eliminate the possibility of their practice being assimilated by the art
system and confront social authoritarianism more directly and
immediately. However, these two trends in political art do not hinder
each other’ s efforts and impact. As can be seen from GM’ s various
activity spaces reflecting their trial—and—error process in putting
activism into action, political art operates in its own positions under

the common goal of achieving big and small changes continually.

Keywords : Group Material, Political Art, Exhibition Space,
Institutional Critique, Activism
Student Number : 2019-22320
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