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ARHIWE £ R EEER 5 Thomas Struth( 1954-) IYFPJRE 251 - BEZ5 46
7Y 1980 > 1£ 199345 — X thiHw (## +- 4% ) (Museum Photographs) fF
andE o ShUEE 17 5RIERR - 20044F (12 # 483 ) WETIAIETE 2 44 5RIBIAR - (HE5H
SEHVER 3 RAE StruthiYIEYIEE 251 th S S 182 EE) - AEREEFEm AR
s aw > YIRERVRR A E — AREER > thABDE NBIRVEHE » LA F iR B
bR - RREROER N SREUTR « 15 - SCEEM EmthEEEE - i
MI-PHR AR FSRIE - ARSI FE - Struth 23RA R AYHIEE S
RIS - SRR M BRI R 7 5 SR E B A

AL —BgRefE 1 Struthiy 4= VB FLr R TR on - 55 B 91RE 251
R ILE) > B =RIREE(F - EIFEE - A - B ZHavag) > DIREN
HINEFIYREEENE « AT PR HY ) EE R R 2 DL 199381 2004 F andi tP AT gkey
R Ry s DGR Gam il 2004 F 0 (2R TSR e 28irHy (BLt) (Audience) %
51> DUk 2007 - A A B A5 e 4 B Bp T S i 2 1) 8EHY (% /1) (Making
Time) %51 - *

—., Struth PHIA— S REHRT ARG RS

e Thomas Struthyy 1954 4 H AE R EA B PR A oaFS (Nordrhein
Westphalia - 2 19734 » B4 — -5l Struthif: A28 e BifiTE R ( Kunstakademie
Disseldord » {F22E —FHVERRIZ R G EEBIT R ERIE - A2 2] Struth{#
SR Ry il 5 - AL AT (7] Gerhard Richted 1932-) E235 4@ - Hyjit Struth8
TR = b 2R R LRV - MBRdaTaRRAL 38 B R IVENE - DUREATIR R 2R (E R
=T REEN2RE G - MEREIRE LK EF2 RN EERES > RGA14E

PR ) RS A BEHHETS Michelangelo Buonarroti 1475-1564) ( + i) S ABF - (&
i) AEFaE 2 Y e BB (S A S AV SR - TEEERI(E 25 - Struth HHFIER E36 24
nn > e SR LB EB B HIIERT)T - ks A ey ks -

? ALHBPE R T R R B P Y B TSN o FOE I Ryt 3 (Dusseldord -
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Thomas Struthen (2 4 4% )

& TR AT - ° F 19764EHYEEE 4 (EfE b > Struth 55— U A SR & -
JE A AT K BT EE AR L - DU 49 sRAEZEIE R 225 m A& > 2Lk
RSB E—E B T O EEE AR - * FERENEEELY
1% » StruthjA 5 —F0YF8H% - #£ RichterfyE Mg =1Ed Bernd Becher 1931-2007) 1
Hilla Bechef 1934-) 4528 EHEs2 » B Andreas Gurskyl1955-)- Candida Hofer1944-)~
Axel Hitte (1951-) ~ Thomas Ruff( 1958-) % A\ —[E[2734 - Struth|§ Becher gy 5
BT ~ 25NV TTESEKEENE G - ERE TR - DR HREE
Ry HaRE b (EA G R BRI BB SR LR - B REE 1 B ARYEER - BUER
SRR SRS BB - °

19774F » StruthDl {52 Walter Benjamin( 1892 -1940 1 (fr¢ 175 % & )
( Themes on the Philosophy of History, 1940) - E2{&E [\ HHES5Z Wolfgang Kohler
(1887-1967 £y ( % 75w 1@ 5 ) (Gestalt Psychology, 1929) — & & /E B&ts 21y
8 - Benjaming StruthBH S AP OVHETEESE » MIEBAIEC AR B R A AE 5 Kohler
RilRgEE Struth> 458 o (EAS AR T 2= BRI - ° 4 Struth H&A/E
o SRR SR Y ER R B B A VRS - — B R B EAVE LA

Struth#£ 1978155 S RIFALYHEER - MhBHLELL Becher &A1t {5
R (large format camera s 22 5 e A IV HTE » DK JRE s R SRl i R
RAEHENBENRSR - ML EE I S RS TR g
HIPESEIERD B A s ot = B4 RENYAER] - Struth /B SEE ST BB ER
RS B B B BE G R - GRS E A G A E R Struth B HEZERTHYAE
Fie T H 1980LEMHGHHEE - StruthiIBAVREIERE 2w - FETRT > #gfE
RZERES » DRt KERZHIE T -

FEHE SRS M T YRR > Struth 7R T AP 5 GBS eI - BRI &
fig s E) BT LR ST o > AL 5 AL A RERRAY AR — IR & 4 S Bl A oy

3 Charles Wylie, “A History of Now: The Art of Thoradtruth,” inThomas Sruth 1977-2002 (Dallas: Dallas
Museum of Art, 2002), p. 1495 BEERIEM AT 1999% 200141 Thomas StrutfJEh sk N &M«
* Maria Morris Hambourg and Douglas Eklund, “The &paf History,” inThomas Sruth 1977-2002 (Dallas:
Dallas Museum of Art, 2002), p. 160.

® Jean-Frangois Chevrier, “The Adventure of the P&tForm in the History of Photography,” Tie Last
Picture Show: Artists Using Photography,1960-1982 (Mineapolis: Los Angeles, 2003), pp. 125-126.

® Maria Morris Hambourg and Douglas Eklund, “The Gpaf History,” inThomas Sruth 1977-2002 (Dallas:
Dallas Museum of Art, c2002), p. 159 1 32 % Benjaminkd Kohler fYZ{EA f%H /142 » Benjamin
[ BRI SR Ry Y 2B RSP TP S R - REE T AURER IR T RESREYRAE |
PRI » KRR TR REaReE iR - A0 TP AR | S8a R R SRAY 5[ © Kohler
(5E I OERER AR - PRI SR 2 BT 2R AR IO AV E RS - T SR R R4 &iE
SEITER o ARV SUR BB O B BB AE A AH S (R T K,

" Maria Morris Hambourg and Douglas Eklund, “The Gpaf History,” p. 161.
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BH - SRR AL o SR AP S B AR - ° Struth [EIREGE AR
K > £ B CHRII A P > SRR R AI1R )T - AVIE B &R
SEIM B SRR - SAamE s E DI SEREiERAaC - ° Mgy
—FAMELMEANFIRE B R R - 1£ Struth it 1986 5 5 it H A Z 1% > RIEH (]
W SRR e - 1

EE T SERE S o B (5 S BT AV A&7 > StruthBRAA SRR & Bl 548 = H 1980
FEAF AR YR 25 - SEE A REZR/D 15007 M ERyREMHEA -
7 S IREN BB EHSE (Plexiglas) BAf FIEME - 1970 F-HGHAEE » Struth~ Gursky 5
s 2 BIARIE R RiEH Y2 F on - JABIEsm 2 Jean-Frangois Chevrig# 52
B T EAER | (the Picture Form/la forme tableau:s 25/F g & T /& B RIMAE »
S e AE B AT T Y B A -

1993 Rl Struth HX AR (& # 43%R2) {Eomde - LUk 17 sRIES - fasnt
1989-19904F 1] » N & K MEYIEENAVERZER] » (Fin P E2H— 28 ARERK - WA
R e B ERVaEE - SFEENTREE BERERIHNFEE - 2 T
IR EZRAGEE - 2004F[IGEThRY (1 # 4882 ) 3t 445R(Fm - BER{Fam
HIFaRR RN £y 1987 22 20034 » fHHEHVH B A M YIEE B R ZUG PN S M ER] - 3
o BRI Gigss - RIEREIR - MY - BRI ERE - BEE - BlEn g
EFHVEELL E— IR R 2o t% » Wk — TR AR S AN S FERZER » — iR E
B0 F FET5Z Jackson Pollock 1912-1956 HYIR{CAE L » Struth4g-FRE13
AVER - MBI R AR TEIEZE N - B BLE(F Rt AH & R E A RSE -
SR E AR > ¥ MR (R B R A BRI B R - IR E DS
{8 A & mTBE g Ea - EIE EEE StruthiE kAR ey -

19914 Struth 2 FFm+—Z AN BBERIZREE » R REi F5 HG T H R B AR
SR o Struth Z T RS BILA - fMERIREY BT 2 ERIRACT e - 3N A e
IR E 2 PR A R S SRR AR « B AL ERY AT A2 B — R AR B 5
fE - P R RYIBERIE TR () (Paradise) %51 - fHHRMNEERE - PR H A%

® Guy Laneff 20084F 11 [ 30 H A48k T B fhEL StruthfJ33840 8% -
<http://www.foto8.com/new/online/blog/742-thomasusirs-family-resemblances-( 2010/01/13%(%&

°® Ann Goldstein, “Portraits of Self-Reflection,” fhomas Sruth 1977-2002 (Dallas: Dallas Museum of Art,
2002), p. 169.

© Hans Belting, “Photography and Painting: ThomasutBs Museum Photographs,” imuseum
Photographs (Munich: Schirmer/Mosel, 2004), p. 125. Belti#gigky Struth[HLiE58 v] fE 2= 5| H A sa EiEes
BRI E -

1 Jean-Francois Chevrier, “The Adventure of the etform in the History of Photography,” Tine Last
Picture Show: Artists Using Photography,1960-1982, p. 116.

12 James Lingwood, “Composure (or on Being Stilljy'Sill (New York: Monacelli Press, 2001, c1998), pp.
121-122 R IEFREEANYE » A/ DEESE StruthZIERYZAHE - G141 Rembrandts T-EEE AT E B4E
=T > U ANSE YIS (Pergarmon Museurd)sl] » £ FASIE S -

13 Charles Wylie, “A History of Now: The Art of Thomatruth,” p. 152.
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SRR AR E AR o i Struthil S T # eh A FF 8- i & A 45 a4
MR AR NI L o K F P L fEA P B ‘)ﬁlibk’ié—f7%§@’
- BTG o § ST R R AP 1T O SR - | M 4 Struth

H 1970 AR UG RRAYVET S > g IREGE A\PIRBRAD ~ TRECEAE BT 24
HEER » BB AR B EAR 50 - A RS 2R BT AL PVR R B AR
A FInEGHIREMRAER D ABE S LUER AR B RARAVEA - AR
o Struth B @Y 25 PRV A2 PR RINEE - EF - SRl - B
BAEREE RO E MEMNE - BOREE TR LRI IERARYERET -

Ho

BYMERI—EBEZHRNEEED

£ 1990461 H. D. Buhlohiyghk - Struthgalt HAITEEh% -

ﬂﬂ%ﬁ@%ﬁ#%&i@a’ HA Bdp iz > - B4R S I

ik A B B T - R P S RE
FROAE- AL CRRE  FFAE SRR R L BERSEE
A PRI R R oo iR A 2 F Y 0 AT Aot Sdp iy o A4
+ 5 PR A g ipAZ o B gf IS {i;f'lﬁ *”égmﬁﬁk@
i Padd s 7l B AR AL e 78 F 6 PREFERLE
o ok A S BERT n;aﬁﬁm_wﬂwﬁwﬁiﬁ%ﬁﬁgols

14 K372 Benjamin H.D. Buchlotii Thomas Struth® 1990455 36408% » [FSCHITF -

Buchloh: What, in your understanding, is the essarigphotography?

Struth: It is a communicative and analytical mediTimday!

Buchloh: Not a youyeuristic and fetishizing medium?

Struth: No, not for me.

Buchloh: But as a social convention it is first docemost a voyeuristic medium. And you have tcaoéisate
yourself from that, more or less consciously. thigt another reason why it's not possible to admptain
photographic practices?

Struth: For me, making a photograph is mostly dallectual process of understanding people or<iied
their historical and phenomenological connectiohshat point the photo is almost made, and all thatains
is the mechanical procesBi>C Uz A Thomas Sruth, Portraits (New York: Marian Goodman Gallery,
1990), p. 30.5[FH H Ann Goldstein, “Portraits of Self-Reflection,” pr 1L

15 “My interest in the museum photos came throughpieraits, which then led to my preoccupation with
portrait painting, principally with that of Renadsge...| go the first ideas for these works in thentre
around Christmastime; it was very crowded and ug that the world of visitors in the Louvre, p&opf
the most diverse ages and ethnicities, were inghgdimilar to the themes in the painting. And mper
conclusion was that | wondered why all people wbere; what were they getting out of it; was angrae
occurring in their personal lives because of itthieir public lives, in their activity, in their fiaily, with their
friends? In any change through the museum visih g@gessible, or is it an entertainment, like watghimusic
videos or the way one needs visual refreshmeneép Krom getting bored.”;s 3T 7> “Interview between
Benjamin H.D. Buchloh and Thomas Struth, Tinomas Sruth (New York: Marian Goodman Gallery, 1990),
pp. 29-40. Uz#%1~ Kynaston McShineThe Museum As Muse: Artists Reflect (New York: Museum of Modern
Art, 1999), p. 116.
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RS At S a2 i ) EE 25 - Struth BUE AR B E 20V E
gy > FEUWVEEERTAR - BE TP - IREEE - BREIESIVE R - 1558 X
X EBZGFERITREET) > MR T ek A BB ha 3 E et dgp
vy MIETESR TR T R AT - SR EASREE T > P - & TEE
B2 o HE U IS IR - 5140 (= % %% 1) (Louvrel, Paris, 1989) [[&l 1] fEEE
WNEARIEASEHTE B > Ththe 1/ (40 AEIE % Jacques Louis David1748 -1825
CERE 4v o) PATTEERAIEM > EED ANY)—FEREEm RN —4) (4G5
74 A& 1) (National Gallery 1, London) [[& 2] VE/EZHEER> HZ4L ~ 4k KARATSE
R > MERE T SE E P EERENIALAR R o I L E R R R BNV EE R L
WEAE R B Z AL ERATRE - £ ( % B¢ 2) (Louvre 2, Paris, 1989) [[& 3] o -
EAA e FHR ISR ATEE R 25 BIIIE TR L EE B -

bR T iEY8E 22 » Stuth 55— Ll th SRRV - (0268 5 A 1 (=
HIBITZ A BsE ~ EEAREE R G @y R P B T ~ S BRARARSFINE KBS ~ SREIRZL
AR AT B BRI R S S EDCR BN BT RSN (E
RES o BUENERE A\ MYIEEHEIE P RSB S R RsE O EirE B EE
FITEUAR » KBRS AiAE e BE i i 25311 E B2 2 B SR 3 e =B > T s T BE (T AR
RETHTRE DEEIE - S HEVSRBOR AR B RS - A EEBEEENOHEARE
J& o BR T ERERAVILRE > SEEETIEIANEE (Chiesa dei Fran #+ A 4B E T
=% Tiziano Vecellio( 1488/1490 -1576 {YEERF |- K& ~ EiE Bl FA]aiZE (San
Zaccaria) &5 Giovanni Bellini (1430 -1516 HYEELEF2UEE > EEIEE F (12
(Monreale) ZEREIEAYEE e 2865 » B NI REE GNE Struthfa iy
T BIEREE SR REE - (T8 EEHIEEET - Struth )3 BB FBERIEITIR
GEME - Bl (4 F 18k # ) (San Zaccaria, 1995) [[E 4) > = 0ve (B Fa =
&1y Bellini 2582 - Bellini fERIE 2 WIHF 5 EEBEENT IR TT H  TE4g 8 B g =0
SR EE S o BIERE A 5 ARYETE » Struth 5 M EIRY e I - B3
MEF R ER R TRIREEHTE & - ERT—HIEERENRZEE - A HRuEE R Ay
R HepmEE R AR TR T 105 ERMmENSE -

B BlE L — S YRR D A A R T A0 EJ[E e (VBT - FIEE
HVERHE < (= % By 1) [E 1] B EAEE T BB ZIEFRE RS
WARFEESEE - BRTEMEERFEEIIE  BEEALEN/NMER 2801 E
IRIEAREE IV B o Struth G 7EEARTHERE] - T F gpend T A 254 A e 37 5 A R
RE s N B bt 0 2 B0 G R Flehe SRR S p S Y TRE > bl4cd A
PHREBRAFESFEL RS THF - FIATRAEFETY  RARY 2 ogs P
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A B R R Thomas Struthe (% #4238 )

250 rmB AL 0 w2 1 StruthirEEngs
FURGE  BERMEAIE S A\ YRIESS - REEEENE  WEESEE R NS
97T By o

B it g ﬁ (O L I e ]

(3 W £ 2R R 2) (Sanze di Raffagllo I1, 1990) [ 5) #9272 fi4h & vasg®IHY
NBEFTGE - ELHR AR FERL AN [F] IRISHE Y R &5 - BRI AR a] Pk — 2t
BB EEIHVAETT - PIZERT)T — A L IEAEREE T - (RITEAA A BRI E EF S
B ADP IEAE ST Sl AP BL B R - A i L SE R BEACE T T I 5% Julius I
PP RAREE I 1] - 22363 RFE R Raffaello Sanzid 1483-1520 f B T.{FL;
(e BUVUTHRS FAVBESE < IERT TR ERTE By Aoy e+ =1HacryESE Gregory IXPA
Je AR ER A B Justinian b\ B AR TORMABLAVENE - 7oA &R
HER P NEIELE - AllE (Ped 8 B) B (Fdwrn) » &5 B MYiE R
HHIREREF - KL BZEORREDLEH AL B RIBEE B ey - Bt
s JEG LAY AV SR - AR RN AR IE AT R Ry A R BB 22 [ - S HN
HERE - B B R BN LG - Bl miiyEEE KB envE -
T BB B WA (B L TSR -

TILHEALEBDR S £33 Eugene Delacroix 1798 -1863 HyEhn (o 4 + 42 4f
4080 AR B WS RE R H AR T #YeE B R R RS e RS RYRHEEE
FHUSEHS HEE IS - EFEREE R ANEEZ L BEERENEE
FEREE — 2 EAEERST (B 6] fR = A& RIE T BANER S 521 BeEsIn
¥ > EESEUEREEANET B BREEEmr RS R Bl
RRFEIE S & B o Fried 32k Struth 5 FREAT 51 FLEIIRAS o IS T
Bt BN ERTZE RS E 55 - WoREEER > WE ZEE R EE

(disparateness 475kl ( separateness *’

(%% » W3R 2) (Natinal Gallery 2, London, 2001) [ & 7) & &5 HifE——
SROGHEIE ASRIIES > SRR M EN S BRI B IROVIEE » e A
B BEMBEFNEES - SREUR AHEEAEEE - CHEHEER
Johannes Vermedrl632-1679 fy (38 & 4 ¥ ent 3 ) FH—AVEIEER > PEbRELEAY
PR B PR AT RE » BOFNE IR 2 b EEEEEEAE - EOBHVIREHEEE
Rz R R e B I LA B RV E R B T - SR EA SR - AT CE R
MBI - OriFFELE S 7 RAAVREEE - 228 SR o0 M - M =02 B A G R
ARG RS - S R GE T FIE R - B P 2 R R M e K — (s by i T

1% [E3: 15 H 116-“That is why the museum is a place that is essntianprivate. It is not for nothing that
people compare modern museums with train statibhat's a statement which is heard very often, for
example, about the Museum Ludwig or the Louvre; ynpeople pass through and you never know what
they’re doing or why they're there- because ofwleks or for entertainment?”

7 Michael Fried, “Thomas Struth’s Museum Photographs Why Photography Matters As Art As Never
Before (New Haven: Yale University Press, 2008), pp. 128-1
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BT E e R ERvse SR o MR IEEERN L F—EEREFNEL -
Struth fE it —F H 2R E B RZEMIEE > —HHE N REeE RS E > 1E
Claudia Seideffi= » Struthg 1 Vermeer&(EFA A GV SE - ° IS EEE
FHE » EXNERRVEELE -

WI[E Guy Tosattd¥r= » Struthlis A1 2 37 HER # BB BRESORA R 21 B
sty DUS Se R B SO BV IEN G - 2R LB SR IEATE » S IF AR HEE
I EEEIHAE TSR SRS - ©° Tosatto ATsEI ZHEE - HAVEHR
[ G SR A2 EHVHRSS TP et - B = MYEE R > 2R B R B R R R B E B
AEEMMETEEE - MR R EMEITE SR - 55— - AR TAAUEHY
Sffrdn > HEALRVERBYIEEZER] > KR RS S ATl T AR R - s [T R
AR HIACHTFE © IR AR (RS R - 5 H EYJRE Y R St 40 E] fi
fcpe it -

=, BYENGEXE—20E TN REISHE

BYIRE R ABH AR AR ~ BRI ~ DU AAEH i B S &Y
S B B S ENRSRES - fetan it E BT T - 5 (Bt S e
FEREY/NFEE - ° Carol Ducans |FISCAb AJEEM RS » 50k fF AR 2 th S8k
frabEABRE > FLAIE ST 5 E0  RHE A B IR ATEAY 5 B8 0 H A4S At G i
R o EY)eE DUA IR Iy ZE IR R IRy 225k - #E1HC IR B SR a2 Fy4
B > A0[E P ECHYRBCEY) - SR B T [ E FIRU SR S IS S e AN > (25 E
(B T ARYTREUE « LS HBIE ST  BIEEEATIUEZ StruthfEsh
AR - BEE ARy AR E b T AR
ST ZZAYIRRT > B AR E Y -

Struth fEAIE > 47 - EIEHIRBAUAE R E R 578 AR08 - LIS T
N \PICE R EERNEE A RS i 0 bl R F R
Pl 0o B F SR ER A ST ARMES FRIF - BL RS F -
SEEEN I T SRS SRR L FRESE RS BRI UL

18 Claudia Seidel, “What Will Remain of What We Resat?” inMuseum Photographs (Munich: Schirmer/
Mosel, 2004), p. 137.

9 Guy Tosatto, “The Time of Photography,”sill (New York: Monacelli Press, 2001, c1998), p. 15.

20 Carol Duncan (= p it chik % @ 2% % p ) FREREE (AL % > 1998) > H 19+

2 A ERE o H 23-24
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Thomas Struthen (2 4 4% )

2 fp g B I B B T A S EIRf% » Hans BeltingsZ % Struth (s e s
g5 > P &35 ( consonanci Sa A ] —BISks] » RN H B R RITE
B R U 58 - T Struth B PIEBEE (Vision) » — R BT » —
IREIE RS - 2

TEEE 2 B Tl 2 EBR B F #EFF Théodore Géricault 1791-1824 (#4437 2
%) WETA (18 8) MW AfEER A T HEA » ZFEARIL L ~ IREINERY B L EEE
ERRAVZNE = N — R e e ayEnES - B i A —E A E i
HIRRAE5E - BRI RN IREE S R iVEhEs > SEAERINY AN EAH N FE H g
& AR Z EF AT B e ey T /L 40 ABIE SR Gustave Caillebotte1848-1894 (&
% e Ky ) BT [E 9) —HEEEEEN A EEE S AYIERHE > &
URI T AL B AN [E M T A S YA EEE L - Belting 32 5 Calillebotte( & = e %
W ) ERIZTIALKR > i TETPAYRKENEE > (FEEEEE MR R
SIS o R EREE AN AT AR - 2

TERR IR B {5 E AR HRET > Struth 1b[E 2R HERTEEBE TR AR - £ (&
= 5o e 4 $ 42 3) (Kunsthistorisches Museum 3, 1989) [ & 10) # » — L ZEEEE
BRI AR A IEEEEH S22 Rembrandt van Rijr( 1606-1669
FrE—4REE GBS > BAERERTIZEMT > EFFEEHFREE  ERN—Ee
HEEAVEIEE T - 240 A Rembrandfirég#iny R FEE (G E - ERMILUIERAY A EE
Ef > EPNBTEUEEEZEE B - ay3#FRIe A E R ZE stk -
Struth 12 Wik —4HAY B 22 E G DURAHN A S 237 HREZEHEBE T EHGEEN
J71a > (E S ET B G R A E R R (R i S TG ERIE RS
HAEFET - WEE - EFEE - BBlE 2 MRGNEGACE - Dt 2R E
EEE - i BE S —EE RSB T B ENWAHE BRI - SERITTALA S TE R
REMEZLTEGIEE  SOES AR ESRERIER - b T 2WE
EAE

EEE T AYEWE R AAE it eEPiIeEE > 2+ /(Mg s
BRAR] > EMEERIR T ARG E E B REATER » FialE+/ (el AR E
fizz Jean Siméon Chardii1699-1779 HY{E&: » DL Denis Diderot(1713-1784 (1Y
EHILEEETS - 2 Michael FriedD &I (theatricality) B1k7 &35 (anti-theatricality)

22 2 15> H 116- “From there arose the idea of bringing these tvingsto the same level of reproduction
through the currently appropriate medium; to makemoduction of a painted image and at the same ti
produce a new image in which real person of todews. That's why, for example, in the museum photos
you see exclusively figurative paintings, no aldtreorks, and few sculptures.”

% Hans Belting, “Photography and Painting: ThomasutBs Museum Photographs,” imMuseum
Photographs (Munich: Schirmer/Mosel, 2004), pp. 112-114.

24 Hans Belting, “Photography and Painting: Thomastss Museum Photographs,” p. 115.

% Michael Fried,Absorption and Theatricality: Painting and Beholder in the Age of Diderot (Chicago:
University of Chicago Press, 1980), pp. 107-108.
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AVBIRAR AT LT3R BIS e 2l e B S EREFER G5 EE]
B > S YRR B B IS - KBS ERIIE mAl 8=
BEIECHBAEE  *° Bh AW EEEMFRRENEYE S > TREREES
HRETTABEHNEH - Fried Sl AET AV HEEEH BHVEY) - S EEAE
B b BEDL— S B RS B SR AR T A o Y

Struth LAYIREBRER & FENNEIGNE  RifFinll— 2 BV 2N - 15
VRS AL AT R - DM AR ERCHVAEZSR - RIERBS RHRIE Th STl & B E Ay e 5
Rl Ry (E%ERG - Struth{REEBE I ZSFL - & B E SRR by &l |

AFEACFRYERESFE LI FEF S A UFRE Y RN
PEGEE 0 do S R e WY E S N L A RDEER RS v P R
Ao ARLAER e A R FTE N2 LR L L eniT R BB A TR AT
Bl RERLRA T HRA B (TREE AL - fiA0 00D DR
FAER TR AEE o Mg ATFEY BER p e A AR
R e PR CJRITRRE (RS TR Bl 1
LR RS R R E AL f PN BT R
Aon oo 28

WA E R ERTEAE I ML R —(E5E A - RGeS ATV & L3R BT -
HFEFREE C e M E R FamEA 58 > EEarlaEEAEZTHIER
DRI E Al Mt IR AR AT AV E - (R N B E e
e > BMEEBHFEARTE T > —FSHEEEEENRLENEFNE -

Struth A & S M AR B EmAVEE R - £ (B R 2 v R E e p &

%) (Alte Pinakothek, Self-Portrait, Munich, 2000) [ [& 11]) §* - fit 5 St AgREE » ¢
REEINE S - WATELEEEFEE T F AL fEE 24 g% Albrecht Durer

(1471-1528 #yEE 1 > Durer LUEHMEHZEREE AT & SRR 7 - AR S mEevaHl
A2 FECINENERE - EEDFE T DU T 2EE S8 AIE - BRI EERED
I > A RIS B T IER AR - /i ERF EEREE &4 > & Dlrer LUIE
EME RS - ERBTRIALAGE - B Ry Struth RIFE T 3058 21
WEAE )8R B B S SR LRYESL - Durer B Sturth iy B (5 & BI{E I 4230 1Y
®FEERE HS5-
[ R H 149:
2 53k 15> E 116-| felt a need to make these museum photographausecmany works of art, which were
created out of particular historical circumstandesje now become mere fetishes, like athleteslebuges,
and the original process of representing peopldingato my act of making a new picture, which isain
certain way a very similar mechanism: the viewethef works seen in the photograph finds him/heiise#
space in which I, too, belong when | stand in froftthe photograph. The photographs illuminate the

connection and should lead the viewers away froganding the works as mere fetish-objects and teitia
their own understanding or intervention in histatielationships.”
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30 “Taking a photograph is a curious act of selectirgm the outside world. If you can believe in its

depictorial quality, a photograph can be a valualdsns of a thesis, antithesis, and communicaltidras a

clear language, one that speaks openly not onlytalis subjects, such as people, architecture, and

landscape — which, in a way, can be dislocatedbaodght together visually through a series of pbphs-

but also vert much about the attitude of the phe@iplger toward these thing. In this regard, a phajoly is

always objective.”[[ i 3CH]E A Artist's statementCarnegie International 1991, Vol.1, exh cat. (Pittsburgh:

The Carnegie Museum of Art, 1991): 12@#;> Ann Goldstein, “Portraits of Self-Reflection,” p6a.
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31 Hans Belting, “Work of Art or History of Art?” irArt History after Modernism, tran. Saltzwedel and
Cohen (Chicago: University of Chicago Press, 20p3),53.
32 Michael Fried, “Thomas Struth’s Museum Photograppp. 134-138.
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