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EAMK] (composite photowork) AA(E 1)Z HAEA HHZ AATH
a% ojgf g2 AYoR oLl @Y ¥E o
ol2{et Alw &F oleo= WHAte]= dojHl= A2|(David Salle,
1952- ), Alds L= (James Welling, 1951- ) %EAE}Ol(]ack
Goldstein, 1945-2003 ) 5 ©]% Altj9] tl&7t=oA & 4= Al &
SAtRAE £5S WA o O olseAd I 1959%?—'51 20074

IRl A 9 MR SR Wit §9) 197099 H Aol

b

—_

oft mfo

=z

R

’

_I

Olt

TAre] 7 o] BUH RAE ’\EEJE Dlg(post studio art)2 27} 3
A FojPH osdnt weHS AAAA UE AEAQ ws m2 I
ojltt. "TAE ARLR UjEolgts PAAE AHA=z JHE I ARY
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Foiet ularte] AdEte Lok studio 7t AYE @iz ARHA
2 A ARYUL UlaAA A oA slojd ddiu]e] g FF=S
ot REAQ) AAE AZ7tAl BrIAY AN er EXfjshe AE
HEAY Ev QEA AAE ISPl SiE UUEE, /Nguls,

1) &'3A], Ftiol&0] 2744 (sh5 HotE, 2005), p. 314.
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elold, ARl A8 52 S5 olgo] ojujxlSo] Warstd YA ATk
si7ThE 9iEo] 91 Zlolck wiebd  :=BoA: ojdio] ojulx|g At
85t QAT WolArle] 1970d0) AYS HAE ARCQ 020

s i=stiat gtk £z wdlke]o] AEo] BAoY £HS
o ApEolA o Yoprt 19 weuAlat ARSI F A3
Zeg dHEozK @Y 0l&oN wHAlEle] RAE AECQ D))

Ad 243 oJg walE 4 g ol

19800 A7kA] HHAte] o] Atg2 5] 7PFal fH{Agh Jlom
9k oJsfElol 129 tle U= ulsAloN Eug F52 v X3t

ol w27} 1970d)o] =Rt R¥E F PR AANTEL 9
AP O 4 Ok weAree] Ao tigt Al AEE 19814

=80 Aol (New Museum of Contemporary Art)oA 8004

2) Peter Plagens, Sunshine Muse: Contemporary Art on the West Coast (New York :
Praeger, 1974) p. 4. ; Grace Glueck, "From Nobody to Somebody : John Baldessari,
Artist of Idea," New York Times (April, 4, 1990), p. 17.
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2]o] HRHAQl dl&AMAlE LASIATHY 1990 2 AN A HAojn|a
(The Museum of Contemporary Art, Los Angeles)ojjA] @& dg|Atg]
of A Wx elufe e 7|t b 2EEA] ZSE LOAr 7 deof
AEF 0]s7H9] HEgEo] @2+ AZI7F HAThS) HA] =29 XA} FA| vt
H#7l(Cooje Van Bruggen) A7te] =E, QIH R WY& 55 =50 &
YslAl Agle ® ofual riopst jAIE ALgs) o]n|x| S mHsiA7] T
oA QASE WAISHS A7k A wWAlo] ofsh AbAIs] 7] ZYCS)
0]% 1990ty FRFEE 2000t o] o]27]7bA] WHAt2] o] §]&}, H|H e
U st AHE 5 259 FBu| AW Hols AT 3m AL A
S0 7ﬁz<4aum wrARQl Weate] ]&of thst 9o uAbE 74gRct)

W ALEo] RAoY WEHo] od 75 3
Oﬂﬁ ‘%ﬂoiur eAtd 55 &M A7t slet, ARl ¥, Fetet
ohA AbGOl A FAAUCHs olo|E Ak 1 ke b ER
712 2 AAY A 7HE] 0]&(Los Angeles County Museum
)o] FZ|5to] 2009EFE 2011A7HA] w8, d=, /Ut = &
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4) Marcia Tucker et al., John Baldessari (New York : New Museum of Contemporary Art,
1981).

5) doiArle] A #iM) I 1AL w89 JEY tlshy) /Ut tjsdsEs <3tk 19904 A
Al o]%, fojeflielMirabella),, "6} A BiAHHarper's Bazaar) o 72 mfjid Al oAb
2lof| #sk 7|APE B ARon, 1993do] HujAr|7t o FelAt 7H(Gap)e] F1 BHlz &5t
71% 3ith Leselie Jones, "Art Lesson: A Narrative Chronology of John Baldessari's Life
and Work," in John Baldessari: Pure Beauty (Los Angeles : Los Angeles County
Museum of Art , 2009), p. 46.

6) Coosje Van Bruggen, John Baldessari, (New York : Rizzoli International Publications,
1990).

7) Hugh M. Davies ed., John Baldessari =@ National City (San Diego: Museum of
Contemporary Art, 1996). : Tracey Bashkoff et al., John Baldessari W Somewhere
between Almost Right and Not Quite (With Orange) (New York : Guggenheim Museum
Publications, 2004). : Rainer Fuchs et al., John Baldessari . a Different Kind of Order
(Arbeiten 1962-1984) (Koln : Verlag der Buchhandlung Walther Konig, 2005). : Peter
Pakesch et al., John Baldessari: Life's Balance (Werke 1984-2004) (Koln : Konig, 2005).
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8) Jessica Morgan et al., John Baldessari. Pure Beauty

9) Hal Foster, "John Baldessari's Blasted Allegories', Artforum, Vol. 18, No. 2, (October,
1979), pp. 52-55. : Craig Owens, "Telling Stories" Art in America, Vol. 69, No. 5,
(May, 1981), pp. 129-135. ; Irving Sandler, Art of the Postmodern Era ' from the Late
1960s to the Early 1990s (New York : Icon Editions, 1996), pp. 319-325.

10) Kerry Brougher et al., Art and Film Since 1945 @ Hall of Mirrors (Los Angeles :
Museum of Contemporary Art, 1996). : John Hanhardt, "John Baldessari on Video" in
John Baldessari . Somewhere between Almost Right and Not Quite (With Orange), pp.
39-45. ; David James, The Most Typical Avant-Garde: History and Geography of Minor
Cinemas in Los Angeles (Berkeley: University of California Press, 2005). : David James,
"Artists as Filmmakers in Los Angeles," October, Vol. 112, (Spring, 2005), pp. 111-127
o] Rj4=. : David James, "Hollywood Extras: One Tradition of "Avant-Garde" Film in
Los Angeles, October, vol. 90 (Autumn, 1999), pp. 3-24. ; Bettina Riccio-Henry, "Light,
Camera, Art: John Baldessari, Ed Ruscha and Hollywood Film," (Ph.D. Diss., The City
University of New York, 2006).
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11) Douglas Eklund, 7he Pictures Generation, 1974-1984, (New York: Metropolitan
Museum of Art, 2009)
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3]9](Artists'  Session)o|A]  AZI7F  go]H]E  3F]oj(David Hare,
1917-1992)= U= TasAle BodS WA Xt daerte 4 9
28 ZExfjo|t}’etn wWsion, Ul & FAY(Willem De Kooning,
1904-1997)% “Ube AAEHEO] L27hE 8 Ei AHElE 9 Wet
JReke 0147h Axzo] gAlo] & Yot LA T AFHCH =,
ase AM Areg Alsleh AeE A2 AAglon], slgte] g2t

HA0l Fo QoA AHAIREe] MAIE ZFRslob etk R QIdth F4
EJFOE XX|gid sj=& =AW I(Harold Rosenberg, 1906-1978),
2" E T I(Clement Greenberg, 1909-1994)°F Z-& v|HIIE&
208l AR 2A o] m7te] ojujx|e} AEAIAC] ALEQl AL A

13) Bernard Karpel(eds.), Modern Artist in America, no. 1 (New York: Wittenborn schultz,
1951), pp.10-12. ; Caroline A. Jones, Machine in the Studio: Constructing the Postwar
America Artist (Chicago and London: The University of Chicago Press, 1966), pp.25-26
oA AQIE-
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97, no. 9 (October, 2009), p. 155.
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University, 2001), p. 78.
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Arts, Where the Muses Really Sing," Art News (October, 1973), p. 41. ; Leselie Jones,
"Art Lesson: A Narrative Chronology of John Baldessari's Life and Work," p.510]A] X}
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76) Nancy Drew, "John Baldessari: An Interview," in John Baldessari (New York : New
Museum, 1981), p. 64.

77) Anne Rorimer, "Composing on/off a Canvas," p.74.
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80) David Salle, "The Petit Cinéma of John Baldessari," in John Baldessari: Pure Beauty, p.
144.

81) Leselie Jones, "Art Lesson: A Narrative Chronology of John Baldessari's Life and
Work," p. 51

82) David Salle, $19] 2, p. 156.
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83) John Baldessari, "A Conversation between Matt Mullican, John Baldessari and Tracey
Bashkoff," in John Baldessari : a Different Kind of Order (Arbeiten 1962-1984), p. 48.
84) dojAtele] AlxF o HejFke "I JY Q2|5 u]&7iXY gisich o8 So] £o] 28EY
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87) Dave Hickey, "Still Wrong After All These Year: Tips For Looking at the Work of
John Baldessari," in john Baldessari - National City, p.25

88) Leo Rubinfien, "Through Western Eyes," Art in America, vol. 66, no. b5,
(september/october, 1978), p. 77.

89) John Baldessari, "Notebook Entries to Myself for Work That is Not Yet" 7V
Generation, edited by Tim Martin (Los Angeles: Los Angeles Contemporary Exhibition,
1986), p. 23.

90) Bettina Riccio-Henry, 99| &, p. 158.
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Baldessari: a Twist in Reality," in John Baldessari = a Different Kind of Order (Arbeiten
1962-1984), p. 102.
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98) Coosje Van Bruggen, &9] A, p. 108.
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(2002), p. 223.

100) Hal Foster, "John Baldessari's Blasted Allegories", Artforum, Vol. 18, No. 2, (October,
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(Mg 524, 1997), p. 264-265.
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124) 2% vh2E, TA8tE,, BA $7 (42 ACfolsiAL, 1995), pp. 27-28.
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125) AIX|Y, "% vI2EO] UAfo] “Algl'el Fopalote] F3t,, FEofAop Fate} oz, vol. 4
(2007), pp.8-9.

126) Roland Barthes, "The Photographic Message," /mage. Music, Text, translated by
Stephen Heath, (New York: Hill and Wang), p. 15 ; Adl%, dols 49 ARRIS: & g
giArle] A2 FAHCR ), p. 209 AXE.
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128) 222+ thgat o] defle] njzof o) AEsict. "delued FAe oidel HE
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129) Coosje Van Bruggen, John Baldessari, p. 100.
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131) James R. Hugunin, "Cluing in to Baldessari," New Art Examiner (Sep, 1990), p. 24.
132) Marc Selwyn, "John Baldessari," Flash Art (Summer, 1987), p. 64.
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olth. 1970 &gt Fasjatso] ArAHOR A2 WEs
otel AR S Sefuldat ARl B o|njx & AE ofujxlo] &

siohs olsb shRol  gch A4l Wil(Subliminal
Advertising)o|2t £2]+= o] 7o tist A= 19508 HFE st=AQl

SEol4 Z@AoR AEchl 19749 Y2 Befoldl 7](Wilson
Bryan Key)?] A|A] TZAARA H-=(Subliminal Seduction)s®] &7to=z
autelo] MAlg B doxy W ARLET UsH| AIsYE Qict.133)
19740] WEAtel Aol BaslEe AFgstel <7]9d7] qlak A
7t B3Rt (= o] ¥UWx Zo|t})(Embed Series: Cigar Dreams
(Seeing Is believing))>(&= 41), <7|Y¥E”7] AAh ojolA FH: §-H}O]
9t ¢ A 2)(Embed Series: Ice Cubes: U-BUY BAL DES SARI)>(%=
42)5 AARIG. 2E olF =& 7[Hat olojBey] TI¥e &Sl AR o]
ojxlo] FAHS AA7HHCH 184 oj2jet WAl Fau FAHAMA 5 A

gEle nj2slgoR, Aldel Aztez AAY 4 gk Exh onjxlE
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lﬂ-|>

)

AM=Zoll H7tste] FojAlo] FFFS DA =S 1otel giiolct o & &
o, 1971'd 9% Teto]m(Life) Alof A F2|AE(Crest) R|eFgilof+=

Foll Bolx] k= "SEX'gh= 2AHE0 Dﬂ%ﬂfﬂ P

AolAY G714 He Toled Fad mEAA Ede A2 dEEd *
oMol AF=g DXL FobAt Al X3 FEiIA 54 AlEl olEY ==
S=517] QsiAjo|ct.135) 22]9] o Bolx] Yx= FA} TG &7

133) AR JA] Farof] ofst A= 1957 o]=ollA U SAE dYstd AAA H]72](James
Vicary)?t g8t d¥sts 7tedl ‘37t22te 0pM2HDrink Coca-Cola)', "BE& HojzH(Eat
Popcorn)'2h= WA|R]Q] APEES 300089] 152 w=FA7] Ay}, Zat= 18%, BES 58% Uf
Zo] Z7RIC s ZAMAIIE urnst 2102 AR oich 12Ut 0|23t AkjolAl o] Fulo
et gulst 347F YERA] ol dyielo] il ARIA|LL &eAQl dtso] HEAoR U

£ Fegoh ol2fgt oA 19749 €& Heafold 79 KW TRE 52 o o
Al %_‘HJOJQJ WS 28 doziu, W dFEx EUstA XPE it 1970 o] &71E719]
RNA 2 TIRA G2, Fojojo] AAZ2olHo]Md(Media Sexploitation)s(1976)5°] AUct. &
At olElE, EAA o] gutol oigt At AR YA, Vol 21, No. 1, (1997),
pp. 4-8.

134) Tim Griffin, "What Do You Do?," in John Baldessari: Pure Beauty, p. 195.

135) €& Hepo|dd 7], TAAojdgy AAiojmotol, &UF &1 (ME& ZAET Ayt
71,1994), pp. 50-53, 153-154.
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1960de} 70t = ZRje]A] Galof] thgh A ofyet ojroj9]

BA gato] st Arp &s] xsgHE Al7]o|7|= shrt. 1960
Zddog FIIst TVEFEO meat ojAojdojo] #sgt o]&o] tFE|9)
Sl = olo]AXlg0] AA| %
< OlA=7to]l &27do] WH AT 1962H &It
Y FojA®(Daniel Boorstin)2 2Hgo] 1A H T}
o RAE-2 Al 22]a ojujx7h AAEtt o YAS A
ATk A|HsSHH, o|A] “EARel APAES AFAYUAYE Q] ARIETHE
ojZl 7]rte] AgAgtolL A&EE ARKE o MssHA "t o
Ch.136) I ojfolo] 7]50] ©ad| RAS L74dstes 7ol otyet
AAE fHEolUlE Aolatn A|AstY, M-S FohdoF & njojojzt At
2 "7 AF1E(pseudo-events)' & AXot, FQIS S4A QAR 4
StAl o 2x thEE9 Ate|Ee] 7HRE TAAIZATHL F74350T
’lofl oJs A71" oA ojgjojo] Pdut 1
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136) Daniel J. Boorstin, 7he image @ a Guide to Pseudo-events in America (New York :
Vintage Books, 1992) : TJ Ho] ARl Folujx|e} ity e &7 (T3 AFAE, 2004),
p. 37.

137) Guy Debord, Society of the Spectacle (Detroit: Black&Red, 1983).
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138) Christian Metz, The Imaginary Signifier . Psychoanalysis and the Cinema
(Bloomington : Indiana University Press, 1982); Laura Mulvey, "Visual Pleasure and
Narrative Cinema," in Art after Modernism, edited by Brian Wallis (New York: The
New Museum of Contemporary Art, 1984), pp. 361-373.

139) 2= JEHE Wk LE7F B&olA FAE2 g0l fXE = St SARRH B33/ EolH,
YotollA BojRl= A Z2 L2 BiE B 55 AV 29U2 REche o e JHZRE
AT 2480 Gk A0 7P =gt tlee] dls de e 4 o El=d ol ©ed]
Foke] FAY dipolepr| Bk Aers] Wafl o] fAlztol vl 20l 9ol AekE]] wizolct.
Hzo] =H AEAQ0 EjE Aol AR ALY FAIE Sl Be 85 AAStL wo|
A BEAe &5 0e AXA 585 Hojtoam #ho] A2t BHE-2 sfe s ety WA A
AR7F AT YEhd oujR 51} s B UM FARCR etd 55 ThEoiuia ot
1 277 sk Zlolok, R AEG HIE, VA 718 - GEHEAIRA 7188, ol &1 (M
DS IR] AL 2009).

140) Jeanne Siegel, Art talk - the Early 80s, pp. 48-49 . Bettina Riccio-Henry, "Light,
Camera, Art: John Baldessari, Ed Ruscha and Hollywood Film," p. 156.
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"HA A ANdi(pictures generation)’2h= PA2 AT HoH]E Aoz
Holu AAA 325 w0 2eu)d, o3, A, gaet 22 ojgof
o|0|A| 9] &4 ZhUl /d7Fsl 19709 SRt FRALE thFURA o]o]A]
Ur Z1edE AFA0R Apgoto] AJE vertE2 AIFsH] sl Al

g gojo|rt14l) 19779 FLO] TiehEIt ofE]AE Amo]AcA -
<<”47<4i>> Al OJUAl5& AH&sto] Adsts A2 le/tsolAl "=HA-
A M7t 25 2 Qe AZIE oiel & a3t AAIQITH

(HAA) AAE 719309 v]g7t g2eta
AAL MEolA "M22 F72 A #(representation)’©] Ao ZF
A2 AZTEo] Qs gAAcR gRw Qlofu RAFSIC:142) I
27yst MR 579 Mot oju] EXst: oln]AlES YA U
oA FAlA ThA|-FAAiEHre-presentation)st= WA, & ofo

2ol WAlS 9ujsts Aot AE R OIFE9 F&Eol A&, AL

efuld, gt & olnjxlsof o5 miriE T A|AstH, ol={eh HjFol

FH = (Douglas Crimp)%

141) Douglas Eklund, The Pictures Generation, 1974-1984, p. 16.
142) Douglas Crimp, "Pictures," October, vol. 8 (spring, 1979), p. 85
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(HMAy AAY  zFW APIS 5 ERol HaleE5(Troy
Brauntuch, 1954- Jo} A ZEAejele wdAtele] Aatgon], HAS
7128 gAlole wHAtelel 1o £ ohE A& Hojuls Mels FQg
bz DefE AR thotgTt A ARl sutol gigich chAl
dAbels Al ZhERON Fe navtsolr] dgEe ulAl Fad A
hEA AFEACEIS HAE B o Fo (HAA) FA] LY
Ao Atse we uwstsa naAreiatse] Talol thol Hoict
3 o]5g SEYY ChEAQ DlEARSIA 2EYE 22k A(Rosalind
Krauss)= HAA 180 A48, ¥A|, S4wyo] Fefo] opyrizco
Nzgol Bte Eeyn REUFdA oYsle wrEa Bho) & 59
S ceojditts HolA ZAEREUZE S4o] Uepickn FACH140 &

143) Douglas Crimp, Pictures, (New York: Artist Space, 1977), pp. 1-2.

144) oy MZ2ieke] QoA FH ehojd= (HAMAMVIAE 7|2 T Hope Al2w
VAR, I oju] off]AE Amo]AdA 1976H0 HAIE 3H7] diwo] ALY 4|
yon, YoAkls 4 A7io]7] mizol tiekaitolels Fai AAlolA gL 48t
UATL AFHTE. tialo] HHAfe] = 19773 «mi%»w L F0j|A] ”Jﬂi J50] 4% 1]
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RAEDY o]2& AMASH= A9 oz Q8% c} Rosalind E, Krauss, "The Originality
of the Avant-Garde: A Postmodernist Repetition," October, vol. 18 (Autumn, 1981), pp
47-66.
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Aol Atge ZAPY BEiUZ oste] Baby ANE g@st Zololt & wAe agns
oS ARlo]l Uehd Al (temporality) TAERClUEC] Sx0 Bolh %, 2L 0%
e ahfel ©AE NAET A48 AZIS] AT oA ol2ojAlE BYASe] Aojel A

S ZAgitk= Zloltk. Douglas Crimp, "Pictures," October, vol. 8 (spring, 1979),
pp.75-88.
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149) Douglas Eklund, 9] A p. 17.
150) Jack Goldstein, "Early Days at CalArts," in jack Goldstein and CalArts Mafia, p. 55.
151) Douglas Eklund, ¢J9] &, p. 47.

66 "':l‘\-_i _'k.:.': ok



L oges WSty SR AEo| ool AFE up gkl X
E

(Barbara Bloom, 1951-)& <3glgd ogF AZ(Crittal Metal
Window)>(1972)(&= 47)5 AASIH. 582 9=9 A=Al 22
(Crittal)o] #3L ZAEZ Agstol o) EAEo] UF P BT
(steel fenestration)"n} 22 245 252 AMR|sta, £|4gte] o]njx|
of R0 Tk AR HLA & o] 85t
o] ofyz} 1920-30¥d) #E J=2u]A(Walter Gropius, 1883-1969)
Jb Oixelst AT e RoUs A%2L 7]bs] 9ls) ML *WOID]
A2 AL3t Zolhisy B2e Wuol o9y e Zroly] ojs) Y1 A
El2 th AbRatol o2 A|PARCH welktelet 2o 2R FRE A
B2 Q5 g AE oS BEsh] EORK WO stoiF
Fal OJulX|E AtA|s] vi2tEA] QFEal, Fao] FH|TA 8o fish A
A2 MAGE T2 uSolr}

197392 1974G7HA] HHAte] 9] % z=uol7|: PH A2 AP
> 197430 <AttE(Men)>A2S ARG D2 FR|A B9t &
S Fstal Qe ulerte9 AMRIOlUR| S Ahgsto] FESHAdH A= o}
FHEEE YIAAZRGY. 2= AF0 'Men'olzb= ©@adt AlSS AMEFC
24 U)$7te] ATbgo] EUR] RS BHEQITh A dolq Ul
21 9= n]&7t52 o3 2A F(Mark Rothko, 1903-1970)9F <
28 AtI O E|(Alberto Giacometti, 1901-1966)0|Tt.(&E 48) A& o
satoz duls HeT ot AYst u]27te ojulxg MAIFoZA
ojgo] ofAlolA Gujet Z2 AFo] AkSh= Ularte] 21 st
ks 2 ALREL drke A YRS YEoIth E3 ofoleUstA
A= HYE O]s7t S ZZ(Jackson Pollock, 1912-1956)9] ARl
oUEE Ols7t AL M2t API(= 49)2 tlerts9] sreist SA

1%

1
%)
rlo
|u
iC)
e
ll
1
o
Mo
ftjo

! O

152) David Salle, "The Petit Cinéma of John Baldessari," in John Baldessari: Pure Beauty,
p. 147.
153) Douglas Eklund, 2te] A p. 38.
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158) Mall&, TEn]E 49 AKIS: £ WoARY] AES A2, p. 221
159) Coosje Van Bruggen, John Baldessari, pp.218-225.
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160) & E*HL 1980\ ARg0]&o] Yt 7]50] st Aol disll "Alti2 ofsiE]A] &
st 57|12 20| o5l o] BE AANL RAF Jisst BalE V| BE, AH] 7iss oA OyE
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161) Gardner Colin, "A Systematic Bewildering," Artforum, vol. 23, no. 4 (December,
1989), p. 112.

162) Leselie Jones, "Art Lesson: A Narrative Chronology of John Baldessari's Life and
Work," in John Baldessari. Pure Beauty, p. 56.
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163) Jack Goldstein "Helen Winer: Artist Space and Metro Pictures," Jack Goldstein and
CalArts Mafia, p.99

74 -":lx_= _'k.l.'\-'_'l'. = |



=

Sl A ARe SRS Aol olopler o girt 00 et uY
Abelo] 1970t EAE ARCe oj&e 0] timelst & 5 ol
1980¥ITho] “BYAA Aoz Lpopbs s|uto] E9l7] thRo] Fast
o} BlrEQlo] £ QotA™ AbIg AHESH AATAHE 19 WA
Aol E 197090) AFo] S7Ql oujA 5 woq Mestel o AA
2 WAISHS WAo] AI&A R Uerdth ey SEAR A
A

9l Jls AQE ATE 7, stejstAl MM gyl AR

ojojo] £sto] WAj7] ¢J& shte] WMo ojjo] ofn]x 2 AH&E
xizte] AMeko] AAlZ w|@A Fute UERfE AR, of W ges] A
202 Jbs & BHL BASLE 270 AL Qe AR g oL
o AZE 4 QU= JhsAL oAs] Folth. 2ei} weHatele] ‘mAE
AECQ 0]% 19] &AA0] 9old EAMow nlrjo] ojujx|g A}
gato] AIshA =l Fad AUt €S B ohje} o2 Eaf o=

Ak} ol&7bEolAZAl 2 9% ulRche Rold Fastt Jdos
275t obAZbA] WolAbeo] LAE ARCQ oj2o] het BARo|n

AR AR Aol & Hofes] YSek HER ¥ sRE Y
o=

. 24w RN

164) Marc Selwyn, "John Baldessari,", Flash Art, no. 135 (summer, 1987), pp. 62-63.

75 -":lx_= _'\a.:.'\-'_'l'_: F;



2%
d
Md
rak

A L=

Bashkoff, Tracey R., ed. John PBaldessari X somewhere between
almost right and not quite (with orange) New York :
Guggenheim Museum Publications, 2004.

Brougher, Kerry, et al., Art and film since 1945 :@ hall of mirrors,
Los Angeles : Museum of Contemporary Art, 1996
Bruggen, Coosje Van, John Baldessari, New York : Rizzoli

International Publications, 1990.

Crimp, Douglas, Pictures, New York: Artist Space, 1977.

Davies, Hugh Marlais, ed. John Baldessari, national city, San
Diego : Museum of Contemporary Art, 1996.

Eklund, Douglas, The Pictures Generation, 1974-19584, New York :
Metropolitan Museum of Art, 2009.

Fuchs, Rainer, et al.. John Baldessari W a different kind of order
(Arbeiten 1962-1984), Koln : Verlag der Buchhandlung
Walther Konig, 2005.

Gudis, Catherine, ed. A Forest of signs ' art in the crisis of
representation, Cambridge, Mass. : MIT Press, 1989.

Lisa Phillips et al., /mage World: Art and Media Culture, New
York: Whitney Museum of American Art, 1989

Martin, Tim, ed., 7V Generation, Los Angeles: Los Angeles
Contemporary Exhibition, 1986.

Morgan, Jessica, et al.. John Baldessari: Pure Beauty, Los

76 -":lx_= _'\a.:.'\-'_'l'_: F;



Angeles : Los Angeles County Museum of Art , 2009.

Phillips, Glenn, ed. California video - artists and histories, Los
Angeles : J. Paul Getty Museum, 2008.

Rebecca McGrew ed., /t Happened at Pomona. Art at the Edge of
Los Angeles 1969-1973, California: Pomona College
Museum of Art, 2011)

Tucker, Marcia, et al., John PBaldessari, New York : New
Museum, 1981.

oyl FolAd”, Folulx|et ehids, FEA &4, ot AAIE, 2004

cjetol&@ola] ®, Fojato] & @8} 214)7] Abls A ¢ olafoixirata

S04 2004.

L2E, TAStE, HY 7 A1 dCjojstAl, 1995,

sl2E, Ftjo] Alsl,, ojstoixitist V|t TA $7, Me 5

=, 1997.

2, leSAAYY olertE ARRIY AR FAF 9y, F/dT

=4, A= 4, 2007.

A, TEee gate) BE Ay ol xt A, 2009.

<& Hepold 7], TAAolmya MAaojgu|yol,, s1tE &4, AlE
EAET M, 1994

w3A], O e] F44, o5 §H4orE, 2005.

FE 2 "ddulsy AP g, uiA, AERA 6 B8 9 &
g, A& Al Qlof, 1998.
Zig]m o}l ofE QIAEIRE, TZot= tigh wiutabgy A0 &4, A&

gd=olleSeta, 1999.

—

77 ) 'lm'_..:i "



0o

=nly
=T

=2 2007.
ZAE, ARl gty 2F3A o &4, B4R Fddstn
2003.
Alberro, Alexander, and Buchman, Sabeth, ed., Art after
Vienna: Generali Foundation, 2006.

Conceptual Art,
Alberro, Alexander, and Stimson, Blake, ed., Conceptual art @ A
Critical Anthology, Cambridge: MIT Press, 1999.
Boorstin, Daniel ]J., The image a Guide to Pseudo-events in
America, New York : Vintage Books, 1992
The Contingent Object of Contemporary Art,

Buskirk, Martha,
Cambridge : MIT Press, 2003.
Crimp, Douglas, On the Museum's Ruins, Cambridge: MIT Press,

1993.
Debord, Guy, Society of the Spectacle, Detroit : Black&Red, 1983.
Why Art Cannot be Taught, Urbana: University of

Elkins, James,
[llinois Press, 2001.
Foster, Hal, et al., Art Since 1900, New York: Thames and
Hudson, 2005.
Foster, Hal, Recodings: Art Spectacle, Cultural Politics, Port
Townsend : Bay Press, 1985.
Foster, Hal, The return of the real . the avant-garde at the end
of the century, Cambridge, Mass. : MIT Press, 1996.
Harrison, Charles and Wood, Paul, et al., Art in Theory
1900-2000: An Anthology of Changing Ideas, Cambridge:
Blackwell, 1993.
Hertz, Richard, et al., Jack Goldstein and the CalArts Mafia,
California: Minneola Press, 2003.
James, David, The Most Typical Avant-Garde: History and
f’jx'-i _u::_1

78



Geography of Minor Cinemas in Los Angeles, Berkeley:
University of California Press, 2005.

Jones, Caroline A., Machine in the Studio: Constructing the
Postwar America Artist, Chicago and London: The
University of Chicago Press, 1966.

Lord, Catherine, et al., CalArts: Skeptical Belief(s) Chicago: The
Renaissance Society at the University of Chicago, 1988.

Metz, Christian, The Imaginary Signifier : Psychoanalysis and the
Cinema, Bloomington : Indiana University Press, 1982.

Plagens, Peter, Sunshine Muse: Contemporary Art on the West
Coast, New York : Praeger, 1974.

Rorimer, Anne, New Art in the 60s and 70s. Redefining Keality,
London: Thames&Hudson, 2001.

Sandler, Irving, Art of the postmodern era @ from the Late 1960s
to the Early 1990s, New York : Icon Editions, 1996),

Siegel, Jeanne, Art Talk '@ the early 80s, New York : Da Capo
Press, 1988.

Singerman, Howard, Art Subsects ' Making Artist In the American
University, California: University of California Press,
1999.

Wallis, Brian, et al., Art after Modernism, New York: The New

Museum of Contemporary Art, 1984.

A1 7]17}+3H ED

AR, TE23 "uf2EQ] AAlo] "Algt 9t FoprJoto] &8}, FzofrJol &
319} of| &4, vol. 4 (2007), pp. 29-40.

YHE B, "EA opihu] tlewsy =9 Uasus, TEY

79 "':l"-\._= 'kl-.:'.l.'i o



FORMa, no. 21 (1998), pp. 20-49.

QAof, T7IAR EAIAITS] AL o2 ] <Fa>ef BAIEe] Q7]
AHe]g] . o] =2st,, vol. 29 (2006), pp. 141-161.

Aalls, UEue &9 AME & ddAre AEE FACR, Y
0] &AL, A114%1(2002), pp. 203-238.

ohe=. MPlayboy' /d¢Q1 ZIElX /-39 Algker A, Fet A&
vol. 47, no. 5 (2003), pp. 251-278.

. olElE. "AAQA Fae] Juto] tigh Aty TEAIEE A .
Vol. 21, No. 1 (1997), pp. 1-28.

i

Ha,

Baldessari, John, "Making Money: 13 Artist Comment," Art in
America, vol. 78, no. 7 (July, 1990), pp. 133-134.

Brach, Paul, "Cal Arts: The Early Years," Art Journal vol. 42,
no. 1 (Spring, 1982), pp. 27-29.

Buchloh, Benjamin, "Conceptual Art 1962-1969: From the

Aesthetic  of Administration to the Critique of
Institutions," October, Vol. 55 (Winter, 1990), pp.
105-143.

Colin, Gardner, "A Systematic Bewildering," Artforum, vol. 28,
no. 4, (December, 1989), pp. 106-112.

Crimp, Douglas, "Pictures," October, vol. 8 (spring, 1979), pp.
75-88.

Flavin, Dan, "..on an American Artist's education...," Artforum,
vol. 6. no. 7 (March, 1968), pp. 28-32.

Foster, Hal, "John Baldessari's Blasted Allegories", Artforum, Vol.
18, No. 2, (October, 1979), pp. 52-55.

Grace, Glueck, '"From Nobody to Somebody : John Baldessari,
Artist of Idea," New York Times 4, April, 4, 1990.

Heartney, Eleanor, "Baldessari's Hollywood," Art in America, vol.

80 "':l‘\-_i _'k.:.': ok



94, no.4 (April, 2005), pp. 116-119.

Hughes, Robert, "Careerism and Hype Amidst the Image Haze:
American Painters of the '80s Are Buffeted by Cultural
Inflation," 7ime, 17, Jun, 1985.

Hugunin, James R., "Cluing in to Baldessari," New Art Examiner
(Sep, 1990), p. 24

James, David, "Hollywood Extras: One Tradition of Avant-Garde
Film in Los Angeles", October, vol. 90 (Autumn, 1999),
pp. 3-24

, "Artists as Filmmakers in Los Angeles," October,
Vol. 112, (Spring, 2005), pp. 111-127

Kosuth, Joseph, "Art after Philosophy Part II: 'Conceptual Art'

and Recent Art," Studio International, vol. 178, no. 916
(November, 1969), pp. 160-61.

Krauss, Rosalind E., "The Originality of the Avant-Garde: A
Postmodernist Repetition," October, vol. 18 (Autumn,
1981)pp. 47-66.

Livingston, Jane, ‘'exhibition review," Artforum, vol. 7, no. 4
(December, 1968), p. 66.

Owens, Craig, "Back to the Studio," Art in America, vol. 70, no.
1 (January 1982), pp. 99-107.

, "Telling Stories" Art in America, Vol. 69, No. 5,

(May, 1981), pp. 129-135.

"The Allegorical Impulse: Toward a Theory of

Postmodernism,"  October, vol. 13 (Summer, 1980) pp.
58-80.

"The Allegorical Impulse: Toward a Theory of

Postmodernism," October, vol. 12 (Spring, 1980),
pp.67-86.

81 -":lx_= _'\a.:.'\-'_'l'_: F;



Salle, David, and Welling, James, "Image That Understand Us : A
Conversation with David Salle and James Welling," LAI/CA
Journal, 27, June-July, 1980.

Selwyn, Marc, "John Baldessari," Flash Art (Summer, 1987), p. 64

Stich, Sidra, "Conceptual Alchemy: A Conversation with John
Baldessari," American Art, Vol. 19, No. 1 (Spring 2005),
pp. 60-81.

Tomkins, Calvin, "No More Boring Art," New Yorker, vol. 86, no.
32, 18, October, 2010.

Tomkins, Calvin, “The Materialist,” New Yorker, 5, December,
2011.

Wright, Karen, "John Baldessari: An Interview by Karen Wright",
Art in America, vol. 97, no. 9 (October, 2009), pp.
152-161.

sto] 1O

Riccio-Henry, Bettina, "Light, Camera, Art: John Baldessari, Ed
Ruscha and Hollywood Film," (Ph.D. Dissertation, The
City University of New York, 2006.

Soutter, Lucy, "The Visual Idea: Photography in Conceptual Art"
(Ph.D. Dissertation, Yale University, 2001.

ol7ftol Yy

Knight, Chrisopher, Oral history interview with John Baldessari,
1992 Apr. 4-5, Archives of American Art, Smithsonian

Institution.

82 "':l‘\-_i _'k.:.': ok



—_

P

»

10.

11.

12.

13.

14.

15.

=2

& oAy, <o} Addl>, 1987, SHARLIa} A 2fALLIofl
H|Jo|QlE | 236.2X167cm, £EH|5| v, &
WEg|o A R450t & AIAIY AL st dr] Y=
RAGOA ArES dARlshHe 2 Qted

£ dgAte], <0l& 9 #1>, 1964, 20 SAY,
172.7x144.8cm, O}2]oF ol 783ja], L2

<& 4>9] N&

. & gigjAte], <0]& 29 #3>, 1967, 7ie| A0 9] 59} of= &,

172.7%144 8cm, R7}A%}

ob2A FAF, <Al>, 1917(19649 EA1E), o] E(XH7)),
36x48x61cm, w8 JAdf Ulsd, &

& ddAty], <gletel =2 9>, 1966-68, 7HE|{ 20 of2Y,
171.5%142.2cm, B2 € o}E m2do]M, Atelmu]7}

& oAy, <HHA Qo H/dshr]>, 1967-68, ZHH{ A0 of=2Yy,
286.6%274.3cm, 2tsof dof o], Ao

& oA, <aFst Ao gigt 213>, 1966-68, 7He A0
ZEHMY ofZ, 30.5%30.5cm, AH7F AAF

Z dgaty], <Z2H>, 1966-68, At 20| L EHA I} o3&,
149.9x114.3cm, 2 AMAY A 712E] 0]&T, 2 ANAHY A
o=t AR, <2679 F84> &, 1962, n]a7te] AHRIAL,
ZhaAQ ZBeje], f|

Z wgAte], <A m2AE> 1970, AFAl, 50.8%61.5cm, OF2]¢t
T 7B, &

Z wgAate], <gAF m2AE> 1970, AFAl, 50.8%61.5cm, OF2]¢t
=W 7B, F&

2 wAbe], <aH 2 AE> 1970, AFKI, 50.8X61.5cm, OF2]Qt

83 M 2l



16.

17.

18.

19.

20.

21.

22.

23.

24.

25.

26.

F9 Aele), 8

= WA, <ebg meAlEs, 1970, A5 YW, 24x41em,
ofejeh 2 B2, 8

& dgate], st m2AE> 1970, 55wA4], 25.7%X20.3cm,
ofejet 2 B2, 8

= WA, <o ol AlRY 02g 9
of2 4| A]of] W3}, 57X76.4cm, =HAT
thet, wuta Ao}

‘o ol A2 1&g WEA YALE Hn

fun

Al 7tk 1971,

lo} 0% 9 cjafel

S~

e]

b
o)
rr

tubaFAloh chstal SHYS

& oA, <ot 2155 TZARE Al ulerb, 1972-738,
30%rQ] ARRl, 7+z}b 8.9x12.7cm, XA 78.1x84.5cm, 029t 2o
2efe], 8

E EEAE, <d2=2 oE fete> F Ulee st M 2
o, 1971, Folo] AMlEF 2, AR 20.3%25.4cm, 2
27.9%21.6cm, QM2 WTIALY 2AAM, oo} bl

z= digjAta], <o]ZL wol|7] 93t #o] ofycl>, 1966-68,

i A0 L EO|H A} of3H, 149.9%X114.3cm, ZACHAIZ|A
dd sy, AP A

= wtgate], <@g} U5 olofr]>, 1973, A, 16.8x17.4cm.,
Uiie Aeje] AA| =S 43

AL, <=2]7]: Brolol>, 1972, 679 ARl AI=7]AL
ZF 40.6X61(AHA]), 16.5%25.4cm(Al#7 A, AUERE ZReje],
ze)
& IHArY, <247FR] ®719] oJopr]>, 1974, 24719 ol 967¢9]
AR I Zolof 13, zHzto] W 42.6%30.2cm, AA] 188.6X200cm,
A7 2%

& goAte, <get A& BE: 20} ojopr]>, 1974, 67)9] o
1979 ARRlE Folofl 43, 57§ 3 21.6%75.9cm, 17]9] &

N
~J
Q
=

P

P

r i3

B

84 M 2-1H



27.
28.

29.

30.

31.

32.

33. &

34.

35.
36.

37.

38.

39.
40.

21.6X52.7cm, AUHE 7H2j2], &

<= 26>9] A&

= woAe, <9 LR ST AR £2):
wWZHARo] FATHERO|A] AJ&F>, 1978, ol 367F9] Abdla} Aid,
77.8X93cm, B8 LUivp AN &

= AR, <EAIRQ/ZAIR A7k chatof: -9l -,
-ofefoll(Rlofet & Al)>, 1976, 672 ARAl, 73%70.5¢m,
FAMI A A 0]2Y, RANDH A

& gAY, <FHA Fb ¢ F2 AT gHo| sl 74l
= AA(ZREIRIS HsH)>, 1976, ARRl $fofl =25,
61.3x91.4cm, 9<& AFIA O]&, THARA

A3} <Efojepd>o] AExAl

= goate, <Alzks gl gt 249 Aoj-2RAYeed
AlA)>, 1966-68, i Aof of3 ™, 172.7X143.5cm, ZACNAY A
St oj&sd, 2 ARG A

weAte], B0 Q. <ol = e o)A Chekst ARl So] ojn| st

P

> 5

= wAte], vl Q <= @irdo] 9st Aue]es
AAsick

= wAte], 98t <x3des> 5

E wate], dsh <A23ye> 5 uelse 29l Hel Eu)
%17

= wite), st <23YE> 5 doju|s Aejet Uzl

A7t Eo] 7]

< 291, <o €Y FEE9 =E2Ye st BA>, 1974,
Folo S =, 33x30.4cm, FHIE Ulsd, ZUEA
Fotajobx], 1955 7935 ®HA]

& LhAtY, <o] AqALE dAfsliEet>o] B7, 1973, HEo

7AF0] AMAl, 7k7F 17.1X15.9cm, AH7F ARF

b

. SEESE



AN u

a

oA, 719271 dAE Al7be SR (Be o] Be
ojth)>, 1974, ¥ =0 BK*Q 1\}7\1, Z+7F 50.8%40.6cm, XA
AEDF 2| ARl BFEY L

£ el ol AR ofolx Ru: govto] o A
2]>, 1974, B=of b5&9] AL, 247k 35.6x50.8cm, A7t A%t
19719 99 Tetol= x|of] A FAE R|ofFdal

L OJTIE S0 273t o]0]x 5 Rolt YA L

A ZEAERIO] Hof £0{&2 o|ujX| 5

. dlojv]= B2, <jdlo] o>, 1982, FHHLof of3,
284.5%218.4cm, HA|Uot O]&a, R|2E

Cohelel 2E, <22Y ol FE>, 1972, AIATA, 22
86.4%60.9cm, Ego]A] A2dA 7helg], H&

Al A Y, AFES> AR § 2AE AFEHE L1974, S5,
24.1X19cm, A7 AAF

CAYA DY, NS> A% F Me B2 M A2t 1974,
2otz 19%24.1cm, 91 Ha7t A%

AL A, <FA(ZR]AL sloF gteh)>, 1974, Feba, 47
12.7X17.8cm, 12.7%X17.8cm, 24.1X19cm, A7} A%}

. 1950 THo] YAE Tl Fal

<& 5059] AE

- glojvl= A2, <FAI(A oRA= AFFS)>, 1973, 4739 2td
Al m EQF Iy, 77 50.8%40.6cm, W2 & 72,

AT AW, <BA] 93t AE#21>, 1978, At Al 23
19.1%X24.1cm, %8 3 o=, L8

AR T2, <TA(ZS $FS vltET Qe ul Yol oji),
1977-79, Yl #A9] cle}Adz] Y E AN E, 50.8X61cm, viute}
FR= 2™ AR, 8

CE WAl <m7F @Al 1982, BE 9Jo] 1179] SuAbAlw}
18r0] Zrepatxlat of5d 2 2 "HAE 1fd, 213.4X182.9cm,

+>4 22y

86 M =2



AE =94
= 57.

ofuf®, 121.9x152.4cm, 2AMHE =

T 59. <& 58>9] M+

<8P DARBO] Alg 2 AQl Fet A”RALR
T 58, Alme] wHA <E7}9] 2>, 1987,

87

=

78~ Qo] gafe} ofa 2w
< 7], AR Y7t



1 E

7,
THESE CutMun msTaNES %
N

i AT

Y %

5 o
Ao A 223 ARt T 4. & gAY, <ojs 24 #1>,
T 3. AAA NEE A =

1964
7 e

88 ; xﬂ 2T




\
’u’,‘it ) 1A

& b <EW 49 AR & 6. & YA, <Oz 2 #3>,
1967

PAINTING AND DRAWING

THIS PAINTING CONTAINS ALL THE INFORMATION
NEEDED BY THE ART STUDENT.

TOLD SIMPLY AND EXPERTLY BY A SUCCESSFUL,
PRACTICING PAINTER AND TEACHER, EVERY PHASE OF
DRAWING AND PAINTING IS FULLY COVERED.
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COMPOSING ON A CANVAS.

‘STLIDY THE COMPOSITION OF PAINTINGS. ASK
YOURSELF QUESTIONS WHEN STANDING IN FRONT
DF AWELL COMPOEE!J PICTURE. WHAT FORMAT

IS USED ? WHAT 15 THE PROPORTION OF HEIGHT TO
WIOTH ¥ WHAT 1S THE CENTRAL ORIECT 7 WHERE IS
T SITUATED ? HOW IS IT RELATED 7O THE FORMAT 2
NHMAT ARE THE MAIN DIRECTIONAL FORCES 7 THE
MINOR ONES 7 HOW ARE THE SHADES OF DARK
AND LIGHT DISTRIBUTED ? WHERE ARE THE DARK
SPOTS CONCENTRATED ? THE LIGHT SPOTS 7 HOW
ARE THE EDGES CF THE PICTURE DRAWN INTO THE
PICTURE iFS!lF 7 ANSINER THESE QUESTIONS FOR
YOURSELF WHILE LOOKING AT A FAIRLY UNCOM -
PLICATED PICTURE.
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SEMI-CLOSE -UP OF GIRL BY GERANIUM
( SOFT VIEW)

FINISHES WATERING IT - EXAMINES PLANT TO
SEE IF IT HAS ANY SIGNS OF GROWTH, FINDS
SLIGHT EVIDENCE -SMILES-ONE PART IS SAG-
GING - SHE RUNS FINGERS ALONG IT - RAISES
HAND OVER PLANT TO ENCOURAGE IT TO GROW.
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A-d1. THO SHOT --CATHERINE AND MORRIS

(CATHERINE i very conscious o her feet, and she,
oo, IS counting under her breath, Ve see her lips
move as she does %0, MORRIS looks down at her, )

MORRIS
You are looking a your fet,

CATHERINE
Yes, lam,

e siles reassuringly, and she sl bk at hin
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Abstract

John Baldessari's Post-Studio Art
: Focused on the

Strategy of Appropriating Media Images

Jeongah Kim
Department of Archaeology and Art History
The Graduate School, Seoul National University

Supervised by Professor Youngna Kim

John Baldessari (1931- ) is known as a conceptual artist
who uses language and photo image as his major media. He
started to appropriate and reintegrate media images in the
1970s, since when he has been active with his works. Today
he works on "composite photowork" with still cuts from
movies. In addition to his works, he has received much
attention as an educator who has huge influence on artists
of the later generation such as David Salle (1952-), James
Welling (1951-) and Jack Goldestein (1945-2003). The
"Post-Studio Art" led by him at California Institute of Arts is
very interesting in that it not only was an important point
when he started to appropriate media images for his works
full-scale, but also allowed him to have great impacts on

artists of the later generation. However, it is hard to come
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across a study on it from the perspective of art history.
Previous studies on him have limitations by not taking his
critical viewpoints of media culture and his influence on
artists of the later generation into account. This study thus
set out to discuss the works and intentions of Baldessari
specified through "Post-Studio Art" in the 1970s and his
influence on artists of the later generation. Taking a step
further from the previous studies that only focused on
analyzing his works, the study tried to examine his methods
of teaching and influence on his pupils from many different
angles and investigate the importance and significance in
art history of his "Post-Studio Art" in contemporary art.
The term "Post-Studio Art" means a trend of
contemporary art that is outside the traditional studio art
work or "art after the studio." Its examples are found in
minimalism, conceptual art, and site-specific art in which
the artists created temporary works or gave up objet
creation. In the 1960s, many American artists grew out of
the romantic perspective of isolating themselves in the
studio for creating a work and introduced a system of
commissioning a work to others and an industrial
production method. As artists changed their perceptions of
work space, a need was raised for a curriculum reflecting
society and reality outside the studio instead of the
conventional practice training implemented inside the

studio. In such a situation of the times, Baldessari created
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many paintings while teaching art in school. Those works
reveal his viewpoints of education and major strategies that
were reflected in Post-Studio Art in the 1970s. His paintings
usually mimicking an art guidebook in the 1960s induce
viewers to raise questions about the academic norms that
were conventionally accepted through common art
education. He declared the cessation of his painting works
through Cremation Project (1970) and was appointed as a
professor at California Institute of Arts, where he led
"Post-Studio Art" classes, in 1970.

As indicated in the title of "Post-Studio," the core of his
lectures was that everything happens outside the studio. He
recommended the students to "select" everyday images they
usually came across in surroundings such as the photo,
video, and film media for their works. It was during the
period that he started to create works by appropriating the
replicas of various mass media including newspaper,
magazine, TV, and film full-scale. He directly took images
and rephotographed them instead of translating images he
collected from mass media onto the canvas, thus
minimizing his intervention as an artist. Unlike pop artists
that changed media images refined in their paintings, he
separated mass media images from their original contexts
and reintegrated them unintentionally just like building
blocks. Fragmented images leave obscure and ambiguous

meanings to viewers and have them complete and interpret
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the meanings of a work in a more active manner. He also
carried out a video and film project to see how viewers
accepted images in mass media and analogized their
meanings in cooperation with his students. The students'
interpretations of media images in a series of video and
film works demonstrate the profound impacts of media
culture controlling the thoughts and minds of people and
show that the interpretations of viewers facing his work
cannot be free from the illusions and expectations built
through mass media.

The images he borrowed are important in that they are
images already made by the media industry, which
produces images and creates an idealized stereotype in
order to coat people into purchasing products. Repeating
themselves under the goal, images work as general beliefs
of society or modern myths. Baldessari disclosed the
artificial and fictional nature of media images and made
people deliberate media reproduction affecting their
consciousness by overturning the semiological semantic
system of images naturally produced and consumed
through media. His intention was to have the audience
reflect upon themselves accustomed to the passive viewing
method through mass media by inducing them to interpret
the meanings of his works more actively. At that time, his
pupils in their early twenties highlighted the method of

appropriating and reintegrating media images in their
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works. His "Post-Studio Art" helped artists of the later
generation called the "Pictures Generation" face the reality
outside the studio or the society dominated by the media
and consumption culture and inspired them a lot. The
"Pictures” exhibition at alternative Artist Space in New York
in 1977 has been regarded as the first exhibition to inform
the world of the appearance of the "Pictures-Generation"
artists. However, Baldessari and his pupils appropriated
images from mass media and tried to talk about the media
and consumption culture before the exhibition, which gives
some room to reevaluate the significance of his Post-Studio
Art in art history. The study introduced a new perspective
that he criticized American society of the times, especially
the reality dominated by the media and consumption
culture by using the strategy of appropriation beyond the
old one that considered his works merely as "light concept

art.
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