BIUDIC

Ao —=y FRERD G 20 S3EENRIZHED, FHEHLIZKEBY THLH/vIm - My
v T 4O ND, EEEHASEHITHERNL TR MVIE~E A>T, vrva i, b,
A== —2y b HAESMEE OISR SMEEHE, ARYICENEEN DD DIEAH D s
W72 21T Fondazione MAST (X8R R A K LTz, HARMND 40 K23 F THOUWMTIL Y iz
ZEbho, HEBREES, BN~y N T U RERATLNEDDOI 2 —V 2T A
Ya vy 7 TREEIZ 10N GE LG TN, [AENGRELL] LELFRICLEZD
T2 2 CORMICK L THIRFORFF ORI O AR E 7o Z L ITER L0725 9, #Hic A
STOBEENA~SOTY N TV ANOYGED T 7' a—F 1T % 2 $REITHE < ER 7291 & ff
TE=a AV MNBHIGHThH T, TR T =y v a « B =T OEMTHDH Z L3R
BRUCmD 2 L&D, 20 pRRERF - T, BHREL FRFICZDE =2 A SO Z kT,
Fondazione MAST DN~ &[]y > 7=, COVID-19 DFRITIZ K » THER & DFT & BRI
20, ZOFRITIECE > RKEFEOH LHRICE N THENRICREL D T\ D Z &
EERLDE, ZTORIZT V=R - _XRoa7 (ORESFEELICAZ YT, Are—=xD
Fondazione MAST Z§jiv7 Z LITE A H DIFFEIZ L > TWVINZEHER D ThH ooz Bl
FEIZEE LTS, BEICHBEER, 7— FEWIEEDZ LA B2 LEERRE T

HIEESTHoT,

2018 4E7 B 2 AERRIHR W A T ETE LGRS T, 90 FREE, 20T U RT V=T —
N OWFCTHEE T2 HDH L ZFENTE I RAY AT =T 4 A MDD b=~ R « )L T DI % 18
LCarvsyR7 ) —=7—RMIBiTD [ZUDnbDEE] ITONWTEX, HEEITo7z,
ZOFTHRFEL CELZ &1E TBEEEWI AT 4 TOIE] | [BEMSOIE] 2o
TTholz, =R AVTEFAT4TELLTO [BFEZOLO] ZRIOT LT —
v &T DL THEINRMEM AR R LT 2, ZOMEER T RT V=T —hE L

TOMfEAKRE L, 20T R 7 V=T — MIBITHZDOHN AL E RN D& LTE
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7B Z2T, ROMROBLNL, [BEE] Tl ZhtBET 22N END AT ¢«
T OMEEOILRIZ L > T, V¥ UADESRRa T R T Y —T7 — O R O TR
ELEEbDLRoTVNDLENI ZLTHY, [BEELVWIAT 4T ICEDEHAGT—T
AAMIESTHIET v 7T = BRI ENTNDLENWS Z L ThoTe, AT VAT Y
—7—hMIBITD TZOrbDFE] OMMifEdka27ET —< 12T 25 L LTid b—~
AT IV EEBICH LWVEFROT —F7 4 A MEEAB LT v 7T — b BMETH D
LB Z T, RImITBNWT, FREOXG L L TRBBATLET Y — R« X a7 1% 1976 4F
HEENOHEESCHLA, AV AX L—Yar bt nolckkx RERFEERNDT—T 4 A b
Thd, SHICT V=K Ry a7 4132002 A Z—/VKZFICTMA ZBG L, Hv
7 F =T M FF D Art Center College of Design D K¥PeT — b B OHEHIR %
B, AT A N=T RERY BNV AR E G0 < OBEBRBIC CHHZ L 0| Rx
AT ATIWCTHRA N ol ar 7RI ) —7— Moxh L CRIEE# 2 Fi - 72

HmETbH D,

‘Rather than insisting on looking into pictures and asking what they might
be ’of,’ we should ask what they do — or, more precisely, what we make them

do and what we do around them!.’

(BEEXMITO [H0) THOLIHONERH Z IO TIERL, TOFENMI%E
LTWD D0, K0 IEMIZIE, FRAEBREFEIZME S TWDHD0, BEODE Y T

ZLTWBHDNERIRETHDH, )

ETY—R e RyaT7 BRI LES SENMEDO T v A HED “Forward” (2 THIT S
NTWB, £72, 2011 D MoMA (12383175 “Forum on Contemporary Photography” (23517

DR
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‘Are the conversations about photography simply a speed bump in our ongoing
negotiation with what is a transhistorical package of concerns related to
pictorial conventions, and thus is it appropriate that questions pertaining
to representation, semantic proximity, identification with, or degree of
fidelity to an original object or moment in time persist in governing the
discussion of photographs? Or is this anachronistic, and should we instead
turn to questions pertaining to distribution systems, technology, function,
and application, not what a photograph is “of” but how it circulates,
structures its points of reception, and finds form through that
circulation®?’

(FEICEET D561, BUE bt < BESLBEETAY S v o — DI BIFR 9~ 2 R pgtE S & o
BWICBITHAE = AN AT@EET, GBRICOW T Ofm & XAl 3 5 M, #
. EWRBZOEHENE, STOWRLTE RN R 2 Rl — PP B EME ORI T 5
FIVDNT BWE RS D 2 S ITE R DTES S Dy HDHVWE, THUTRRESATH

. RV ITH@ Y 27 A i, #eE. JISHICET 28, TEMID THo) T
HHNTIERL, FENED L ICE L, FRAEMEELL L, ZOMELYEL T

TN AZ BT ARE DA D), )

EIRRTEY, Zhbld [FE] LI AT 4T EEHEAIFT CTE Hlzko Tt 5E
M2 EVIERERDODAT SIS TN DDEE ] ~eT v 7 T—h 52 L%
ELEERIUCK T HIRFEARMNTH D, EERMREIELEC TEMERER LT 57
—T A4 AMELTORRERHOD, —H THERICHT DM REROT v 77T —FD
VEMELBEERE L THOMICB T, BROBEE bIET 55808380, TZhnbo
BE| OMfEEkEE x5 ET, V=R - Xoa7 0097 —7 0 A FOERHEN

i Uo7 ¥ A h&ARTEL, TO/ RSBV IATY Z & T, RUERNICELT 23T R
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F ) =7 — hOWHFICBIT AMEAROOE SO aMEEIES Z LINARETH D LHEE L

TWo,

FE [FEOHFOHOIZ] It TFzapBBETHLT 4 LA - 70y P— (1920-
1991) FEAA T ZHROI L Ea—F—CATHEICENDIZILOTOLEEL L, TEZ
(77 iG] ' NI WA T BTtk RIEENEA T ER E LTEL L, TOER
FIZERMEICEL DO THY | OB LR BIT 2% 7T —~ & Lo h—~X - L7|Z
BLTHZEDEZFZFOICIEZ., F—~ X - L7 OWEETH B 5 Markus Kramer D3
# [Photographic Objects] °% [The Technological Hand] % &MT 2TV 4 L A -
TNy —0DF R HEEITED, Fioly FEOME] | TBEMEEOILE] 2k TE
ENDERMETA NI T T 47 ATV FELT [ZNLDEERE] et Lz,
TY—=FR e Ry a7 42OV THEY 4 LA Ty =D EFEICL > TERHEND
77 JHBICOVWTOMRITANTHY, b=~ A« LT DI EITESTZT T —FIC

LoT T2 DEE] ZHURTIENHELIOTIIRNWNEEZ TS,

FHHIRHIZHEDL TV — R - Ry a7 ODRBIZLOERBHERNEZDT XA DS
H, FABENFEBRICEEZER, HEHLTEZ2200V ) —XZHOWTH1E, F2EL %
o THEEL, FRIZV U — R« Xv a7 4 OFFD [EE] ~OFLEZIUTHESI T — D
(il EEER ) IS K DEWROEEIZONWTEZ [ZNhLOEE] O FEEELRTZE

RO H LT 5,

W 173 (FedEx) 2SRRI PEZED Y & I8 ER OAMAEE K
%1 {Copper (FedEx® Large Kraft Box ©2004 FEDEX 6 5%5), International
Priority, Los Angeles—Hong Kong trk#774671283860, March 11-13, 2019) ft 2 /5 Art

Basel Hong Kong 2019
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T =R -RXReaT74LW0WH)T—7 4 A NOARIDFAD NEITERAN S LIZ LT
DI, 2018 FOELHEOHBROR Thole, AT AT T — NMIBIFDHAT 4T OHHE
PE. AT 4 TBF > TODHEHEICOWTRIN SN T —T 4 A FDRIPO—ANTh o7
LRBLTWD, TOFTHY Y — R« Rya7 1T 1976 FAEFTN L O L HAF L, Y
K h—~ R « LI7HFREZED D EEZZ TR E LTHHEHREVWI Z b H Y RIC

AT —T 4 A K& oT,

20093 H, DU —FK - _Xva7 4 OFEMEEBRIZNEE D Z LT T-DOIMBARIC K
HHDTH-T2, HFEDT-HIZ LFI TV Z DD Art Basel Hong Kong 2019 D2
P @ REGEN PROJECTS D7 — AT 3 DD DMIKk L e -7, Z4is (Copper
(FedEx® Large Kraft Box ©2004 FEDEX 6 5#5), International Priority, Los
Angeles-Hong Kong trk#774671283860, March 11-13, 2019) %#3&te 3 £ (FedEx) "T.

AR U THEHERE AT ) = F - Ry aT 4 OfEHTHo I,

AT URT V=T — hORBFGEFEL THY, —RT5LT7—MELRTHDLINED
MEZHLEDOHNBN OIS 2 Z LR LVER BT LSS AFHET D, ik,
TIOTERRBEOT — N7 = 7 DEERERANPO LD SLRNIZBNTE, VY —F -
T aT 4 DZDOEMITERBELRFEHRIE -T2 bDOTHY , FAE LTI LIELL 22 A
ROMNE ABHERET. ZOT7—2ARbHn bR o TLE o/, A XENWD 3 DD
SO ITEED L 5 IBBOREITEE LI BTV, ZoREICEEEM N5
TUC L DA v X DFREESONDHIETRITTEHEIZ L > TRELMICM AL H Y | 15
IVCERALERBENIEGNZ Lo TEITHOE S IR 2m L L TWd (¥ 1)
Installation view, Regen Projects at Art Basel Hong Kong 2019, Hong Kong, China
Works pictured:, U U—F « X¥ 27 4 DIERIZONWTH 7 ARD (FedEx) T —7 /1

W@ {Copper Surrogate) (ZDOWTILERSCA ¥ —F v M TEREBRE Ri-Z EnboT-
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Z L L HORIOZEN LD ORI EHERL SN T=T A Y ) OEXRZEH T 5 FedExedD
RO Z AN BHERIL, ZNERT Y — R - Xy a7 OFERTHL Z L E2RR L
TR L7z, TEMOBIC Don” t touch) DEFEE DA V74 A— a Tk bnT
WHHOD, TNHIEHE VITEEHICF v 7 U — 7 — 2P fiE I EESE S S 5
TBY, Fv TV =22y 7, b LATEEEERE DR TROMAMEERITHET 20250
MELTLESTLBO LI ICS BRIz, SRR THD Z LITRETIEIH L HDOD, 2D
YA RRBEFIN O — T D EMEMZTOLODOLIICAZTLEI>DTHD, ZHBT —
MERTHDZ LA RE L LIRGE D NEE THMARIXL TLE S O TIERW M E LD
Bl L7228, RRESCEEEM T b AL HERC) R 7 — AN OBER & 13 D s —# & B d
I 0BT K DR A R > Tz, (FedEx) (ZRES L TUVD FedEx®dD T /LT3
FEIETCAS Los Angeles & 72> Tk Y | ZHUEIL Art Basel Hong Kong D433 D REGEN
PROJECTS 7 —RA &> Ty, F¥ TJUANMIZOZ LR TDHE, RIEY Los
Angeles IZBHDHTV Y — R « Ry aT A HEDAZ DANDL Z DT — AL FEEIZ Fedixo
o TZDRRDIZDIZFELTEZDOTHY, VI —F - X277 4 RKRANXZDORG~
R TWRneDZ L Thole, VU —F - Xy a7 X2 ONEES OB EIZIT
AL TN E W BRI AICE» S, ZOFRETHRA 2BV EHEE BN L
Bz, EMAIZHASTND 6 55, 554, Golf Club Tube &\ DiF FedExep sy
DRE S I L CRRE L2 FEER 2 A X, DFEVEENRNRT A —F—ITLo
TV ONTZZEMY A X THD, TOFT T =DV A REPEEE TH LRG3 5H]
BN DA TV = \ZRT DRMEGED T DL O L b0 THY, BHEICHEY
UG 2 6T b VEEL LTEERICE DD THD, £o. ENENOT A XIZEEL
TR D A7 2 = 13 Sk Tl 7R < —RAVZR B2 £ - T Los Angeles 72 b HFUEE
THE SN, EOBENT X DIEBDN Z OHEREO A7 ¥ = PIFZEZ B 2 T Z ORI E
THYENEDT TERNWZ EDOFHLE 25> TWD, ZHUET — F 72T OHRICHDHT

— FEEIZBIT OERMORBEERO VAT A EEE L LT, EROBEIE ZNICBD 5
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OFBOEMZFLE LT (v T TF v L) AT 4T THY, VgL b TyH—
DEIEEIZL->-TELN 177 V] THHEEXTZ, 2V, 20 [BEMED
PR ) IC K DNRBYR T 7 BRITIRIE E WO BT AT LA DA TD R HIZHEFE L LT
v, ZOWEOEM A 47 = REIZTY o b (7)) LESEERIEE WS 2 &72,
TY =R X277 (37— bOjitl L PEREZAEPEOBRBEZ DL D~ET 7 PESETWH
Do TOHEZXIE, VIV —R - X270 & LT, FA2OE LEEEE O RNER CTHURIZ
SNDEIRILEHLHLINE, MBEBERICE > THIMENzarT7 7 2 ho—#E LT

=EATERICNE LS LW EEZ 5,

T OHEELD (FedEx) & OXmEIZa L TR RTU—T — MIBWT ['BE| OfEED

BT EYERDAME T D R0 T o L T T 4 WNVITHATEY | S%ASHRAR « 74 b

% &

7574 2N bEDEE] 12OV T O %5 WZHi=, VV—F - R a7 4
WZCOWTHFEEZIT ) L WO FERBT- 54 A—2 % o7, DF 0 Kok EDOADIZEL

ISNL o Tk & 72 o T2,

- 5 2f  (FedExe Large Kraft Box ©2008 FEDEX 330510 REV 6/08 GP) fthl 2 si H\ 5
KUz g —1 2019

TU—F+_¥a7 4D (FedEx) vV —XLHOKHET DI L LRoTDT 2019 49
H Tonws b —12019) DAL Rl BMER bt 2 —Th o7z, [FREL
DOARBEHE - Z20%] ORI XOIZHOWTHR P CERmE 20 . 2Tk 2P0ET
e LTRIMLTET =7 4 A MebBREBEMICERRZ I, BET 5LV 2BEEORT

ThHoT=,

(BB R —12019) TOUY—FK -« X a7 4 DERIIFEESGO—E2H o

TZHMTORRER>TEY , FEOFRIZ 3 KO (FedEx) OILAEIEM, AR DX ARR
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ERRBHBROEER 2 A £7-E LI ROKRZREEEM (Travel Pictures) 23MT 6
NIEERTholz, £V OEEENLITRBES NI L 51T, R’V GO 7= BIRE S 2%
U B8 SMEITITE > Tz,  (FedEx® Large Kraft Box ©2008 FEDEX 330510 REV
6/08 GP) @ 3 JLOMESL 1T FedExeDfFIE$ % Large Kraft Box &\ ME A XD K LR
— VLY A XD T AMOFTHY | 3 ML bEYA XATED I B 1 GBI AN—
TIT—ITAMDELDThol, TNENT T AMOFITHH Z HIk BB Ao TREE
TifiEZ I L TE 2 FedBxeD X VR — LB REEL LEO LI REND (X 2)
Installation view, Aichi Triennale 2019, Nagoya, Japan Works pictured:, ZRIZA
VHE—F oy NOEBHETRIEZENH - TIZD (Fedix) IZOWTIEE > TWeD R, &
W) & ORI LA RBRITSUTFOmG &N E S IR E RSG5 25, ZOH T AMD
(FedEx) ¥V —XbHIRBUC L DRIHO (Fedix) U —XL[EEE, 7 A U b OE#ERES
TH 5D FedixeDB Y AT LEAFEOR L LTHEA L TELNERTH D, U2
(ZIE ) BRI Z N ZE RO N T A (FedBx) MEREDEHEIC L 5 0VEN DA H Y
NELHLTLEWNE DITRIENTZFR RN T o ANE 26 &N TEY, TT7 AMOFEDFK
5% S AV AR OFE@ OIEBNIHR O D Z N L IXEST-FIREZ T 5D ThH -
Too BTARENTND EWVIPEN/GERNIL Y MR L) SEAHE S, i@k
L5 THEMIZHI LN TWADEE WS Z LR L SET-, 20O L2 0OHOFNCH
DTV =NEVHANTHD L WVWIHIRERICEZ D, KVHAMI R >TeZDH T A
B (FedEx) 1TFLLE L TOLEZETHIY HFTDONDRE, DFVT—FT 4 A MIED
BAETGREDYIE &\ O AN D@ 72 VI E A M obE 5, TE WA Tholzl L
THT7 =7 4 A MOEFIIMEMICERETEMZ D 2 & B Ie BBELRIE TR0 E N
Z L EHEIICH S, ZOMIZOWVWTIZAA AD Kunst Museum Winterthur 0% = L— %
—T& % Lynn Kost 7% [Walead Besthy Work in Exhibition 2011-2020] (2% CT#E /=

T % Ak “On Circulation and Coincidental Matters in the Work of Walead Beshty”

THRBRICHN TVWD,
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‘While the cardboard box, which bears the company logo and affixed shipping
documents, refers to the shifts in context, the glass objects demonstrate
the continuous process of change by means of the damage caused during
transport and thwart the idea of a definitive artifact®.’

(F4 o v = & HEEENR SN BER— VN RO L2 BT 5Dk L, A
TADE T Y [ THEF O X A — T X > THERRIZZE L L T g2 /R L, IRIE

BT —F 4777 e WO AEEZLELTWET)

ZOFT Vi 3 EOERE BT 2017 FITHILTITON L BRO T2 9IT Los Angeles
23D FULAANT T FedEx® CHIEIN TN D, DO H 2 RUTEBROSHIK THRICHE
FedEx®|Z &1 > T Los Angeles ~& ik S4L, 2019 A2 Los Angeles 720 H 4 RO B/RE
BTHDHAERNE Fedix®ll Lo Tk TIHNTZHDOTHSHZ L, BID 1 1% 2017 4
DERIFICHFC TR L7 Y a vy ENebOT, 5RO ZORER~IMO 2 S & ERov
— RN CZOBGBICTTHEELEE ST E VI 7T — MEROTEORIESMMEL DX ¥ 7L 3 iy
iRk D, VU — R« Xy a7 (I 32N DRRDOTZOHDIRIBIZIIT 5 FedExe DB HE)
DFEFREA MBI AL T =2 DX ITFEHRE LTHELTWD, ZOZLnb o
(FedEx) 2N Z ZIZEDWMBEDBEDO Y . 2F D IEHEROT RN TERLLI TN D
TORDIFEERD ZENHEKDLDTE, a1 7y arE8nNbZ LIk THARIZEE -2 1
ALY B 2 L, A bUSInEn= A Z 7 —% & L TOFRRARICE VR —L 0
. A7 AROFKIIIMERNERE LCOBRERM L o TWD, ZHUEOE W BH
IZ R o TN ES Tz ifim & Z AU 2 578 01Tk T 2 BRRFE E bW, Bz k-
TRIMENTZAZT =2 L L TOFRNa L7 var SN mED bE0NE V) FFHEE

RLTWD,
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‘Objects have no meaning in themselves, rather they are prompts for a field
of possible meanings that are dependent on context .’
WIRITZENBRICE®RA R, T LASURICIKAE LI AIREMED 7 ¢ — /L RORER

ThHD)

EUV—R R aT7 4 BRT LI, 7T— MEEOHRIBNAZ <> TW\D T
WEPEBR ) OFENERHT LT 7 A T (Fedix) OH T A DBIEPEIRIZ & - T

Ko T ZEEEMOF ¥ 7L a VORAPHE ST ZLIZE-2TRATSSZ
e b, fEMEBHICAAAEN TP IEBE FERIZZOER O a7 7 2 MIT — M
W J o TSR SN AFT D 2 & L7220 | FICHEIT R ORER R T Vs

b & UTRRITZE (L ZRET D,

= U OREB AT 5. EEMELEZEV T LV o RICERTIUEX, DY —F - X
Va7 I ORAWEME TEEREEOIRR] ([CXE > TEAHLIERL TS EFE RS,
ZOWINIT A NTTT 4w ATV FTHY, DEVNIEGFEIELEEZD L0
5 Z &, EMICHIAENTIEINE, 7—T 4 A RO/RT A =5 —DWIEN L T2 HEN
Tk, 58 (L LKEFFEOMRICL>sTEENTZ T N T T T4 w7 ~F TV =
N 1E7 =74 A MBRLIEMIOFEETHLINE W) Em bEEE 25| @, £0OR
BN XD TR OB E T ZEMAY, FFHAICT — RREEEDB Y AT L L LTI 5 FedEx®
WAy b=t BT A—Z—KFEL TS, ZRIEOEY, FEEENGEAE L
TREBITMMPERL TS LW MENLEEE CTHOIREbOEREBITIE DL L
ThHhHEBEZOLND, ZHUTERERLNRGIETH R LA LW D b OO A BT
Wil $EBET 5 &g SEMICRL DL EEE O, SEICEL Thnb bz —

VI 2RER N, GFF L TERRICOZ VRO Y TR ZE 23 2 & Lo,
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- F3HI (FedEx) WRLIZZ &
COVID-19 IZ & 2 2 RFER 2 BB OFIRICE > T, A T4 TOT—F 7 2T RE
iss, BEXSNEE SN, 5% T VX Mb, AT 4T 7 — b~OBITRERE RV T b

T2 UNRIDLDTHAI ZEITEZLNDN,

‘Artists today encounter perfected logistical and information systems. The
enormous apparatus, which makes the circulations of goods and information
quickly and ubiquitously possible, also creates norms and independences.
Only when a work travels does it become visible, discussed, and evaluated
both in terms of content and material, and sometimes even sold. Apart from
physical form, circulation is the second prerequisite that a work must
fulfill to exist in today s art world'l.’

BROT =T ¢ A M, EEERD - FHIEEISIE L T D, £/ RHHROE
L)oo B Z X IZT D ERZREEE T, BECMNI L2 S A LT
Do TEMDBBEIL THID T, AEICOWEMICH BICAR, #amS 4, Ml Sh,
FRHZIZROND 2 & bbb D, MBI LTI, 1EmA4 BT — F O CFE

T H=DITiE, BN E ORISR L 72 D)

EHTHO Lynn Kost 285¢) % & 912, 2020 FOHKF AL TIXASH TS L BRI O W T
— MIWERY T — MEML & L THREPTRER T2 2 E N RIDERNER L > T D,

COVID-19 IZ K> TEERHIR SN/ &2 XV, 77— FEXEOMEDEZE 72O & SOl
ThoO~v—ry NOEBIEL R LT = 727Xy 7V —OR ENHEHL72Z &£137— |

PEENTRB LR E VD IBEIEKEL TWVWA LW A HRICR LT &2 5,
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TV — K« Ry a7 4 [ FENMEOREILT — MEREWI ATV =7 FTIEHZRLS, A
DITAIZ L > CTRBT 2EMEME L, 7— MEROME L EKR L. 2 OFEOREICK
FLTNDEBEXTND, DEYVTY =R Xv a7 11 (FedEx) 2L > THAH DML
Th27 — FOjiiE L PEERIZ K - TIRN 5 RSO Z ATE LT — b EEZE ORISR
IRREREE~ L EI VAL TV D, (FedEx) v —X&BELTY U — K- X a7 s HPRL
el T MBI AREROEREOLO L ITEES, MIRAE LT ST — MEED
AU HE =T 2 A ATHTDHMITHDHZE, DEVETHY, ERICT — hEEDO2KG
37— hojftdA 7 T L LTHRIEA TR LS TS LS 2 THD, VY
— R R_va7 3 BPEMEOIHE] ICXo TP — FEERISE TV OIREY AT L%
AATORIRIEEL LTHEH L, A STV D 7 — FEEDEaREIEN OB E) O
R ) A X e LT, WlOERICED a7 7 A M ERERORAZ T —42 L LT
AT AT L THDHH T ARLHFRBORITIEN & L TELIETWDHDE, Zhlck-TA
A ENTA TV o TMBEEREZT U N T A b LT EERETE & Z OWREZ 70 O Es
HbEs, MEETHIRATELLEDIET — FOWBIZED LT XTOT LA T —REBKRD
HAEZETIERL, EEHEOEEEL LTHA T I v I RIATLORIINDEN) 2 E
RL TN, V=K RXyaT7 4 OT7 — hOKREIIERZ DL OO0 BRME TR #E

L OBURMEIC L S TN L TWADT,

W5 2 7 INDUSTRIAL PORTRAITS 237”9 PE¥EM) 727" — F LA | Fondazione MAST
2020 £ 2 H, COVID-19 WEEHEE BAZ L E LI TH - 72 Z ORI A &
DEREZMERT DTDIZAAL ANAND RO TEZMEL, NETHDTOALZY T ~D
ROITE ek ARn—=y & L, REQRFVIEEZTDH I LIT Lz, FVEDHBIX 2020 4 1
RAE0A2Y7, Ro—=xIT& % EHMfE Fondazione MAST ([Z THAfE S Tz
TUNTFORM INTO THE WORK/OUT OF THE WORK) &9 AR— kLA h&EHF - EHEENO—

W TITONTWEY U — R« X =27 ¢ @O TINDUSTRIAL PORTRAITS| &9 - R72, H
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KD FAAL R L TREDOF 22— v BEIZAD | 2FFEDOF 22—V v Eli{EOD L,

BRAZEFAL CRPORn—=y ~Lfhotz, RHORo—=xfRERTHOI/ 1y
YT F— 2 IE R EEDE N L ITED, KRB B REANK T bz, AR%
o THE 40 FEE 2T T D Fondazione MAST ~DJiglL COVID-19 D= L B0, 7V T A
ThoH I ETAERIILED BN Y LRWEA i, BEIHIC COVID-19 ITEEYE L, FEEL
TH—FT T 7 42850000 DIELRWIEA I NRET T — R« Xy a7 4O

(Travel Pictures) %> (FedEx) 72 EVRIEMESR. BLSBROBEMT & o 72 MBEICBID 5 2

LEGE Lo TEZRNLDETH T,

TUNTFORM INTO THE WORK/OUT OF THE WORK] | Fondazione MAST DEENDFEC)N 2
DD L Z DD AR—A LD AR %> T 44 N\DOT —T 4 A MZ LD 600 A
UEDOR—=F LA MEREZRRLIZBESTHD, ZOTDOUVY —F - Xy a7 1 DR
% TINDUSTRIAL PORTRAITS] |XZ DOPEE ARV & oL IEHMOERZHE N7 2@V k7=
BOANR=ZZHY, ZORKEROFTTH X —J@OFHIRAZK LI EDL D TH-
7o, BE L FI4 @ (INDUSTRIAL PORTRAITS) 1ZV VU — K - Xy a7 4 DT —7 4 A L&
LTOXxx U 7HHITH S 2008 FEITIX LD B, 2020 42 F TIZ 12 4ERFHT TE TV L E
FEHITEOEED Y Y =X T, T—T 4 AR, Falb—F— FLr4— Xl ¥
¥7V—A AL —F— FXYTVRAL T TV —F—F— abr7¥— T—hF-
N RT— TYREZ U NeWsle T — FOFERICE D HEFITWEFT 2 AW & Gih ik
HINEbOThsd, R—hbA FOFELHLITT Y —F - X277 4L INETIMEFE
LHELTELAT, T— FEENCHLIHF DR a v DHLRELFT. DEF
el mICEAn, 2FE B L LR — LA MIXE->TWD, (INDUSTRIAL
PORTRAITS) 1ZZALEDR— kLA FEFLIT, HETRORI, REL W7o b DDA A—
UVHEO THET D THR SNV ) —XE 2o TnD, 4Ee> TINDUSTRIAL

PORTRAITS | BIXZFE TITES N/ 1500 5L EO S ODOH NS X 2 L—F —D Urs
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Stahel IZX » TR &N 7 F—T7% 52 HODFE 364 DA A—T D HAERK ST
RTHoT, THUEERE IRV 14X 1Tinch FAE DO A RZFEIE SR A2 L'/ %
BREEDA A — I3 Z B CERIFRICHENT Hiv, BE—mA &S (X3) Installation

view, Walead Beshty: Industrial Portraits at MAST Foundation, Bologna, Italy,

2020 Work pictured:, {EMZNZNIT/NE< & B 364 5LV D EILZ DRRELNITE
RELER—EEHRTFE LT L, b—v R - L7 OREFEWRERLFR— LA b EILE
ST AFEKE R, IR A A=V DO TFIITENRENDA A—JIZFE L& T
HAE (EES) BT —FEENTEZLNTVWLIRY Y a Ly, DFED ENENNFFOR
FEBMRE SN, AR EHFETREEN TS, FRRICEZ 2R 3 o ThHhoT
b= MRICELDTLELSTWRNWEZAERD & FEZIIKGIKL oo N2 BEHFD
RYTarELTURLTWDbD, DEVARNCHER ST LEI DL LTVD LD
WX, BRLH SN2 A A= T D ABEIE, o TNH AR A TE S
TWLHD, FEETONRELHY, ZOLITHICABTENTH Db OO, HEE®
XENZENTHY, BT7—DHLDOHE 7 Db O IR LIRS CIEERMICHRE Sz
HLOTHDH, [T ONTZRKNERE LIZGEORRICENENDIE DI OHIT T2 & TIE
IEFWIZIETHY | PEEND EARISGD N T > THBIREA KL SRV —FR22 ik
HICEoT, BEMRAT v T7EEOL I BRA— LA FeZpoTWD, —RA¥T5LEN
BIFT =7V — s Ny F = Ry 7EE LI L RIEEER] (2TS 250

MUTHonWER] PIZRZ S,

ZDOR—hMbA FDOFRA A=V OLEY 51336 HiRY D 35mm 7 4 /L L&) E—
VT 4 VBN HOREFERIR ST A —Z —|ZKAF L T D L Fondazione MAST DREIRIZ&H 72
DIELNTENENTY U —R - X a7 0 TR Z LTl R— LA MIZEAER
PREET DAEEORTICZOEEL TR L7z 130 AR &5 BV 2R H L Ok

IR STV D b O T, IRENEDIIET SITELIZA S DOEFICE-> TV, Z0
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(30 oK) &\ 9 BRI SR O FEO RO —BEOYIE T 5 & [FFFHC (INDUSTRTAL
PORTRAITS) (IZHBITF DTV — R« XvaTF 4 KGR DA TR L — 3 T KD EME
RAIDOKEH & 72 > T D, DT ORI /1 L72Z & Dd 5 Hans Ulrich Obrist (2 X
X ZORFIE Te— 7 0 VA2 Ky ORI Do TR Th ool H M, Zo
EF LA FOGRIAES NI A OR ORI OR S ZBUET201E TH) . T4 Lvo
TZRFBIDBALIC E D b DO TIH RS Tr— b7 4V L2 K5y L) EFENT A—F—|T
Lo THEINKRIE 25, [a—L7 (LA 2K LUy 9 FE B3
(INDUSTRIAL PORTRAITS) (25 LS A3 J A T ORNCNLOWMZHE L. Thil
Lo TS, RS ORGICHNZRE, 27— 74 b X ) 2Bl v T«
VT EAREIIESEP, a7 R L=y a VK DHMEERIREDS LORE TIEARL, VU —
Re_XvaT7 g bOMEFEORPTOAT Y TRELVIEL LZDOGEITEV IR LE S
HRERBIIHBHEE G2 5L L72oTVD, 364 ROFEOHIZHRTI Y — R« X
T A OERERD Fx T U X MO, HRANICEARF 2L —F— VU —F - R 2T 4y
DIEGRB B IANTND Z L35 CTHEE THLMEFTEICHI G INIoA A—U~E
R, DXL DEANHIR AT v FEEICEITS [FL) 13 ETHV U — R Rz
T4 THoT, BEETHD FL TV LT SIZAShEaND, VY —F - Xy
27 4 & L TCIEHE &2 Fondazione MAST TORERIZH Tz > TESL N BE Tk~ Ty /e
EoZ, DIV —=F - R_RyaT7 4 3IEANEHRE LHT TWLRETROTH D, £DZ LIk
F L LTHBEFOERE Z0RIEN: I THRVWER] OO AT <5 23Rk
FTHEELEVILOICATEED, ZHEAT vy TEEORRTHY, ATy THEEL N
IMTREFAEPEFEL TVOIRBRICL 2D THHZ LTV =2T U — - Ny F =
[(2Fy 7HEE FEAf & RIREERREM ] YIC T~ TnD, ZOEKRT, VIJ—F - ¥
2T A DR—=F LA MITTIT AR - FUHL—DR—F A NREDT U T AR - P i
—DR—=F A FMREFAMTEROFTEFE B % 20 il OB A v Ly e

¥ —REOIAR =L BB ST LD THD, 20 HAICEX D FAY Nebz LD A%
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OEMETITZ2 <, BEHE(L L2 TOR— A Mg 352 & T, B A Y Ot
WZBWTHBREN TR T DT A — 2 s & LTEIPRER LR TORT U7
A b P —=DR—= LA MES (20 FED N 4) TH Y TUNIFORM INTO THE
WORK/OUT OF THE WORK| (Z &E A DIEMD RSN TWTHERT 5 Z LN AgElZ > 72 (¥
4) Installation view, Fondazione MAST, Bologna, Italy Works pictured:, ZHEh
DANDFEPETIT /e <L L WD ZEICEBBMITONTEY . TOBEKRTY &4 —DR
—hlA MI20HALDAL Z 12 BOEMEIIASTT LI EE AR LM THoT2 L
B, £, "obx—0X AR 32 CRILTHLT viF U AofhEEy FOZEh
TNEIEEICBIZL, WL CTZOAMEIND 2B & 4B DEWVC, HID T, B OEWR E
EWVWIT 4T 4N EEBREMTSELELRTHDL, TV V=K Rv a7 DR
— hlA MIERICOTONTEXF Y 7L a v DOFEZXDOEVO LI IITENENE Y T A
STT DRI SN TR, V=R Xy a7 fOR— b A MIT T T X
Fe o —LRIUL 12BROEHELELTHHITI26aHD L VI ZORIZITH RS
NTVDHOOEEEOERIZZD 12 A2 AN TWH Ry =V bivd, DFED
DG, VI— R Xy a7 BEBRHEES T — FMEECMITTTH D, ThEho
BENEII Ry =V TH IFEEORE LN T DO L DOER L LTHRIEEL TS &)
ZLTHY, FLHINTE AN S ERBIROEMKER OO L O~ EXHZ OND, T
WZEoT, ZORTRENBEDPEXOHEELOLOORE LTS ERY, EELEWI D

DOR—=FLA FERDESTHolz,

AF T EER AT v T EEEL LD TWALDIZFOMETHY . FOEBEOE T

A AN

LT — e RyF o PR L 92, ZHIEFEET 13m da—L7 /LA &N

D EERRLMIZ I DEERI RN T A —F —ITRUE SR ORI K> THEER AT
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T BEICLANESThH D, THUCL > CTHEEEENT-BICMEZLT-51LTNAD
M, FEERTIC L DBENEHICMZT 00 N) 2252 U T L ST B
BETholz, YRIZINOIZHI A TIMEST=T 7 e TH D), 3bm 7 A /LLEVNH

RMAEY LI ERE B L LT 727 7 ViR L b EA D EBA T,

| PR D)
EFEEWT S laesthetics) 1 TR T D) 2k RRICKDHRICE#ET S &

WIHZEEEMLTEY laesthetics] 1TH RN AV RER L 7-RFICE R 2B LTAEL D
HfETHY . TO-OERHIBIIM S TIE R, WOMHRINE L TEBY, ERNEHRIT

[fREE9 5] OTIE R W2 OFER E L TELI LD THLHET Y —

[5ede)
KRy aT74FZ LTS, 2F0, ERISHEOLIICEREZEAHTLOTIH AN E

DY—=F e _RyaT7 A FFEAT0LDOTHL, Wik, >£0 7 — MERZUBEKIZIZMO
EWH <, ©LARIHEAF LIZERDOAREM D H 55 TH Y. 7— MEML L LTOA

TV = OFRIIHAEEROT, FIZEALL TS HDTHL E LTS,

‘Objects are given meaning through use, and over time certain uses become

naturalized'.’

(/bbb Z itk TEREHZ B, REOREE & HI12H 2 RN ER
fELTWn<)

EFITENRFEE ZITITEOCIREZE L TR T 2aIa=r—va VOFRBROD L

DTh D,

‘The most precise thing one could say about art is that it is a discourse

about aesthetics staged through aesthetics, and thus has the capacity to
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both examine and enact the production of aesthetic meaning. Therefore, art
is capable of interrogating how aesthetics produces a distribution of the
sensible, and is able to intervene in that distribution, while also
speculating on how this distribution might be transformed or expanded.'?’
(FNCHONTHR B IEMHICE ZIE, SMEEFEE2E L TEESNLLFCHET 50
ThHV, TNDXICENEROEELGEL, FITT 2N EZFF>TnHLns 2L
Thbd, LIeNRoT, Zfild, EERED XS L TURR O & EA T D)% R
ITENTE, ZOHFMIIIAL, ZOFMANED I IITERELIZVIERLIZY T2

DNEBERTLHLZENTELDOTHD, )

LUV =R R_RyaT7 4P LTWD X, EFLFAERMMEShAAIEbS TV E/
B E 2T, BOEROARREOSGZPE LI b0 RDTHD, WELENRS -7
KON T KWL Uiz b & ZOKRPIERIORE & & HICEI b STV < REEIC
BENT, TREFEL LTKEOFTOKREZHOEOETAHE L, TR, SF R
WX T DRI L DR AR S D 2 ERERITITHKRL EVWHI ZEEF-TVNS, U
U= R a7 413 2 OMEYRREIEIS 2 (EmFlEICR BIAALTW LD, £z, T —
RNy aT A FHYOEFENICF = aDBBRET 4 LA - Ty —OfmLrbas a
=r—varyOEREGIM L, RA MEEFERORFEIT MBEEIMTIERL, HRICH

Ll EWHZEEBMIHL TV D,

‘The strict sense is: a process by which a system is changed by another
system in such a way that the sum of information is greater at the end of

the process than at its beginning®.’

FeFDOERTAI 2= — a VEZHAVATANMO L AT AL TEEIN
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L7t AT, HFROBRN T ADOER LY L 7 ADK TERO TN KE L

% XD RGIETATOND)

ZOERT, 7T FOEFHHEL LTOEKIZIT =T 4 A FOEVDONHTYH, fEmZED
LOMHIESNEBE T, ala=r—var, 9%0 HFE & (S OkE
ko ThEAHINTZE R, 20T 7 A MOMINCE > TEBRIND EWVWD 2 LIThD,
TIEN T a2y VO THDL LT 4 AL FIZBERGOFRFOEE L Sk & E
BATA R, ROWSEEROKEREZR T LR LB TEREEEFT L OXFEE VD
Al 2= —va VOB ELEEDOL~EBITSEL L ThoTe b EXD, VI—F -
Ny a7 4 OFEMFAEE LTHERMESAARAHESATLES> TV il EfER] O
VAT LRI H HEERINT A= —EFIA L, ERICHOLERRHERT 4 — L FOHFT
TEM A I RIE SETVD, TIUTMEERE L VOBV AT LE LT 0 AL RIZK
STT— MEGMD AL T 7 A b OEFEKGEOY, EREHO LHEOG~Lv 7 FEfiL
HEBEZ DD, T — MIWERINCT — FEE L RAGIHEODNTERY | (B OEFME
DAERIET — MEGMOBHE), B LIERE VO HEOTTEZLNLHDTHDL LWV T
EERBE LS E D, T— FEEL W KO OKEFHNELE T W EfER) &l
b7 &id, R7ebs Tl EPEER ) 12 & 2 AU B O A RE T3 L CRGERAY I PR
THZ AL L, MEETHIRTELLE AT I v 7 RIEERDEFES AT KON

WD Z B EHRSE D,

ZDEIIT, bORKRA REHEN IR NT A—F— TaL T NOHERRL VAT A TR
77 MIAKLUARAIEIZ 2 0 22BN ORI b OEEHRRICHIRZ N Z, ZBlbx 525, %
DFEEN T A—2—OFH GEIZE > UERAA) ICX s TREGRIZZR > TR D
~DOREEN ) A XL LTI, WRICEEDHFENTND, FLORBRNSE 21X, B0

RO B0 D IRBERCHHALL D LR E b 2N H 2D, AARTIET T u ko
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— BRI T o 72 4:3 L) RERIE, 2003 FE DT U X VEEKIZ T TERA ST
HD @ 16:9 LW HHERILL L WD b DT o7z, ZHUTT LVEERE L WD bDOBNIRDIZNT
A—=H—T, EHLL ZOMED 16:9 &9 RN HOETRICES LBl o1 X
LWV HEDThHoTz, TD%, T VXN A =T DGR E %D OEALD WREM: & Ff -
TeBA I TIEDH ST b DD, RENZ2ZIL iPhone®Zs D A~ — K 7 #  TOEhE
HOBRKIZLDbDIEAD, A= 74+ v EFSLFOZDOEELEDORETT A 2 E2E
NEPTITRE L2 9:16 & W) MEROEIEX A~ — b 7 L pE¥E L ZHISAHE L 72 SNS @
77U (TikTok®7p &) (T X o TERRIC—MIb. BALL. 72 b OBYEI K 2 5T
WRE =BT, TUXNIA F—VOBERHCEBHON A 7 2@ s Lz
D, 7L Ea—HOE=F—IZHEENR N I TOMED B ZZFENTWEHET NG,
MEEDBNEIT —RIL LW E B TR, A — 7 4 VEEDNRT A—F—HREIC
L DRI HADERA~DONANFTZEDORNEH S LWV FIIZO- DIRL THAET, £,
HD BB D4k & L CTBEG L7z 4K & 5 b 2 BB OFMEE O A X712, 54 01%

4096 X 2160 &9 BUEFEZEDOHET DCT 4K LD b OB 72 Z LT Tlo—RINICITE
T o TnD EE D, BIE 4K &0 20X 3840 X 2160 &) 7 L EFEFENHE L7 4K

UHDTV & WD DR FER L 7> TWD, FAMEFETE S W XA T DON—BIIRHoTn5
ZEHHY, DCI 4K TOREE N ATRETS, Z OEAFED 4K UHDTV OEFHIZ L 0 B o5
5 DCT 4K & 4K UHDTV & DZEDOHF THRIFEH TN o 72 256 X2160 &5 A A—VDHIZIE
STV STEWAIRBE S TNWHDIEAI N2 LT — R Ry a7 ¢ OfEEZE L TE X

HEOCbleoT,

KEIZBWTHY BT 7B » BT U —F « Xy a7 0 OFL R EERO B a3
FEfR-7c, TOOLOOFGMTEELCMG RO (o) THDHDNER D DTIEZR
<, BELPBGMEROPTE i@ L, bR ED L IICTEOMB LY, #ins

NTOLDONEW D MEERICK L, BEERRLT — FMEEL VI bOAEE L L THRAL
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T, HATDOEITHHIZET, 74 NI T T4 w7 ~F 7027 NTHDHT 7 /g%
EO T 2L Tholz, ZHIFHFERBO BEMNOBEEE~DOT v 77— Th 5, 5
HIFEBEICL>TAIGNET 7 Vg ThH D, ZOT7 7 /7 BifRITE SICERL LTHRbR
ToHERE L DBURMED T NG AEENDL LN 2L Th D, ZHUTE-T IBE] Lot
VI NAATRT =R =T ThHhoTH7— & LTORMERIT TBIRME] oF T4
HAHEINDENSI 2T URT Y —T — FOFULEIRME L EAAT Z LN AREE 72 D
D, VI—F - Roa7 s OEBICRZ T2 b05E ] X, B & RIZH S

Bx gV AT A ZTOHHBONRT A= —% @ E LCHIA AL - TTRAM)

L. Uabh - Ty =077 JERIZED DI LWFRBEO RN 22 S8
TETIRRWEAINEB X T, O TH UWFEEOBENT ) 13572 B DR 0 /546 2 fi
EL., FRx v 27 L OBERELTZBREZFRGEL., £ BRI 2B RO AERE
DL LTHEET D, TORDOMIEE N T, AL —a BRI ERN T2
LbOHFHE] 27— MDORBE L TEALANTZEOUOES>OHAETHY . TERELT D

T —7 4 A NOEEITIZ W EBZ D,
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W52

(] 1) Installation view, Regen Projects at Art Basel Hong Kong 2019, Hong Kong,
China Works pictured:
Walead Beshty
Copper (FedEx Golf Club Tube 2016 FEDEX 158667 REV 5/16 SSCC), International
Priority, Los Angeles-Hong Kong trk# 774718917105, March 15-19, 20189,
International Priority, Hong Kong-Los Angeles trk#775232784927, May 17-21, 2019
2019-
Polished copper, accrued FedEx shipping and tracking labels

50 x 9 x 9 inches (127 x 23 x 23 cm)

Walead Beshty

Copper (FedEx Large Kraft Box 2004 FEDEX 5 54%5), International Priority, Los
Angeles-Hong Kong trk#774672361246, March 11-13, 2019, International Priority,
Hong Kong-Los Angeles trk#775244030439, May 17-22, 2019, Priority Overnight, Los
Angeles-Los Angeles trk#776869252917, October 31-November 1, 2019

2019-

Polished copper, accrued FedEx shipping and tracking labels

23 5/8 x 18 1/2 x 14 1/2 inches (60 x 47 x 34 cm)

Walead Beshty

Copper (FedEx Large Kraft Box 2004 FEDEX 6 54%), International Priority, Los
Angeles-Hong Kong trkZ774671283860, March 11-13, 2019, International Economy,
Hong Kong—Schlieren trk#775390146969, June 6-11, 2019

2019-
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Polished copper, accrued FedEx shipping and tracking labels

23 5/8 x 18 1/8 x 18 1/8 inches (60 x 46 x 46 cm)

© Walead Beshty, Courtesy Regen Projects, Los Angeles

(X 2) Installation view, Aichi Triennale 2019, Nagoya, Japan Works pictured:
Walead Beshty
FedEx Large Kraft Box 2008 FEDEX 330510 REV 6/08 GP, International Priority, Los
Angeles-Tokyo trk#778608512056, March 9- 13, 2017
2017-
Laminated glass, FedEx shipping box, accrued FedEx shipping and tracking labels

24 x 24 x 24 inches (61 x 61 x 61 cm)

Walead Beshty

FedEx Large Kraft Box 2008 FEDEX 330510 REV 6/08 GP, International Priority, Los
Angeles-Tokyo trk#778608484821, March 9-13, 2017, International Priority, Tokyo-
Los Angeles trk#805795452126, July 13-14, 2017, International Priority, Los
Angeles-Nagoya trk#775638964044, June 21-26, 2019, International Priority,
Nagoya-Los Angeles trk#7770426569542, November 22-26, 2019

2017-

Laminated glass, FedEx shipping box, accrued FedEx shipping and tracking labels

24 x 24 x 24 inches (61 x 61 x 61 cm)

Walead Beshty
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FedEx Large Kraft Box 2008 FEDEX 330510 REV 6/08 GP, International Priority, Los
Angeles-Tokyo trk#778608488323, March 9-13, 2017, International Priority, Tokyo-
Los Angeles trk#805795452215, July 13-14, 2017, International Priority, Los
Angeles-Nagoya trk#7756538963956, June 21-26, 2019, International Priority,
Nagoya-Los Angeles trk#7770426569450, November 22-26, 2019

2017~

Laminated Mirropane, FedEx shipping box, accrued FedEx shipping and tracking
labels

24 x 24 x 24 inches (61 x 61 x 61 cm)

Walead Beshty

Travel Pictures [Tschaikowskistrasse 17 in multiple exposures *
(LAXFRATHF/TXLCPHSEALAX) March 27 — April 3, 2006] *Contax G-2, L-
Communications eXaminer 3DX 6000, and InVision Technologies CTX 5000
2006/2008

Chromogenic prints

87 x 49 inches (221 x 124.5 cm) each

© Walead Beshty, Courtesy Regen Projects, Los Angeles

(4 3) Installation view, Walead Beshty: Industrial Portraits at MAST

Foundation, Bologna, Italy, 2020

Work pictured:
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Walead Beshty
Walead Beshty: Industrial Portraits

2020
Chromogenic prints and black and white fiber—-based photographic prints

364 pieces, each: 12 x 8 inches (30.5 x 20.3 cm)

© Walead Beshty, Courtesy MAST Foundation, Bologha and Regen Projects, Los

Angeles

(] 4) Installation view, Fondazione MAST, Bologna, Italy Works pictured:
August Sander Herdorf, Germania / Germany, 1876 — Colonia, Germania / Cologne,

Germany, 1964

© Fondazione MAST, Bologna
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(X 1) Installation view, Regen Projects at Art Basel Hong Kong 2019, Hong Kong,

China Works pictured:
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2) Installation view, Aichi Triennale 2019, Nagoya, Japan Works pictured:
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(4 3) Installation view, Walead Beshty: Industrial Portraits at MAST

Foundation, Bologna, Italy, 2020 Work pictured:
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(X 4) Installation view, Fondazione MAST, Bologna, Italy Works pictured:
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The "photography of the future" in the thoughts of Walead Besthy

This paper examines "FedEx" and "INDUSTRIAL PORTRAITS," two series
by the contemporary artist Walead Beshty. Specifically, it explores his
interest in "industry" as well as the accompanying production of meaning
through the " distribution and circulation" of art, and seeks to illuminate the

horizon of "photography of the future."

One such direction is to not ask what photographs or films are "of, " but
rather focus on how photographs and films circulate throughout the world
and how we relate to or are moved by photographs and films. This allows us
to regard the photography and art industry as devices akin to cameras that
create technical images which are photographic objects. This is a
transformation of photographic expression from the realm of the autonomous
to the relational. Photographs are media comprising technical images that
are created with devices, which means that they are born from their relation
with industries that function as devices. This idea makes it possible for us to
arrive at a central proposition of contemporary art, namely that even for
object-oriented artwork such as "photographs," aesthetic value, i.e. meaning,

1s produced from a site located within relations.

When reflecting on "photography of the future" as conceived by Walead
Beshty, is it not the case that he has appropriated (or misappropriated)
various systems in the world around him as well as their mechanisms and
parameters as devices to create photographs, and bring about what Vilém
Flusser has referred to as a "new kind of magic"? This "new kind of magic"
re-envisions the relations between various systems and us, re-evaluates the
distribution of sensations that have been naturalized, and approaches these
"relations" as sites from which meaning is produced. I believe that
developing a strategy to achieve this goal and enjoying its operation is one
way to give rise to "photography of the future" as a form of artistic
representation, and is a role that should be undertaken by artists involved in

photographic expression.
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