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Welcome to HEART!
Holger Reenberg

It is our pleasure to welcome the exhibition NO! at HEART museum,
in the framework of the ninth edition of Photobook Week Aarhus.
HEART is situated in Birk on the outskirts of Herning a.k.a. "The white
City". It is just across the street from the Angli building where the local
shirt factory owner Aage Damgaard employed many artists in the 1960s
from both Denmark and abroad. Some of those artists left behind their
art works and they came to start the base of Aage Damgaard's private
collection which is the HEART collection today.
For the last 30 years, Herning Museum of Art has displayed its Collection and a variety of special exhibitions that reflected Danish and
international art from the 1950's and forward. In 2020, we started our
collaboration with Photobook Week Aarhus, and have since supported
the festival. We particularly enjoy seeing how this small but ambitious
festival reflects a continuous study of the evolution and role of the medium. And its border with related disciplines, such as the artists’ book
and the multiple, for example.
HEART's collection holds Danish and international conceptual and experimental art from the 1930s until today. The Italian artist Piero Manzoni holds a central position in our collection, which also consists of works
by Paul Gadegaard, Ingvar Cronhammar, Bjørn Nørgaard, Joseph Beuys,
Mario Merz, Jannis Kounellis, Knud Hvidberg, John Kørner, and Troels
Wörsel, among many others.
We feel that our museum is the perfect place to host this first exhibition
of the NO!art group in Denmark, and want to thank the Boris Lurie Art
Foundation for their support in this endeavour, as well as Photobook
Week Aarhus for our great partnership.
I truly hope that the public will enjoy the works that have been selected
to represent the NO!art group’s multifaceted legacy as much as we do ●
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Timeline of early NO!art Exhibitions
1964
American Way of Death. Sam Goodman and Dorothy Gillespie
at the Champagne Gallery, NY
NO-Sculptures, Sam Goodman and Boris Lurie, Gallery: Gertrude
Stein, New York, NY, May 12–30
Boris Lurie NO Posters, Gallery: Gertrude Stein, New York,
NY, Jan, 14–Feb 8
1963
NO SHOW, Rocco Armento, Stanley Fisher, Esther Gilman,
Sam Goodman, Gloria Graves, Allan Kaprow, Yayoi Kusama,
Boris Lurie, Jean-Jacques Lebel, Michelle Stuart, Richard Tyler,
Gallery: Gertrude Stein, New York, NY, Oct 8–Nov 2
Boris Lurie, Gallery: Gertrude Stein, New York, NY, Apr 6–May 4
1962
Doom Show, Galleria La Salita, Roma, Italy, Nov 8–Dec 2
B. Lurie, S. Goodman, Galleria Schwarz, Milano, Italy,
Sep 29–Oct 29
1961
Doom Show, Sam Goodman, Michelle Stuart, Michal Mishorit,
Boris Lurie, Susan Long, John Fischer, Stanley Fisher, Gloria
Graves, Lora, March Gallery, New York, NY, Nov 1961–Jan 1962
Involvement Show, Isser Aronovici, Sam Goodman, Ted Joans,
Bob Logan, Lora, Boris Lurie, Jerome Rothenberg, Michelle
Stuart, Lee Zack, March Gallery, New York, NY, April
Car Event, a protest performance with Sam Goodman and
Allan D’Arcangelo on the streets of the Lower East Side
1960
Adieu Amerique, Paintings by Boris Lurie, Roland de Aenlle
Gallery, New York, NY, Oct 17–Nov 7
Boris Lurie: Les Lions, March Gallery, New York, NY,
May 1–Jun 30
Vulgar Show, Boris Lurie, John Fischer, Sam Goodman,
Stanley Fisher, March Gallery, New York, NY, Nov
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Boris Lurie NOs with Skull and Crossbones, c. 1963, Acrylic and spray paint on plywood, 63.5 × 59 cm

Stanley Fisher Untitled (Help), c. 1961-1964, Oil and paper collage on canvas, 81 × 72 cm

7

Sam Goodman Eichmann Remember (Eichmann Triptych), c. 1961, Wood construction with collage and objects, 99 × 91 × 20 cm
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Sam Goodman Menu / Blood Wurst, 1961, Paper, metal and wood, 29 × 42.5 cm

Boris Lurie Untitled (NO Sprayed), 1963,Spray paint on masonite, 56 × 52 cm
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Sam Goodman / Boris Lurie NO Sculpture (Shit Sculpture), 1964, Acrylic on plaster, 22 × 32 × 30.5 cm

13

Sam Goodman
/ Boris Lurie (p.27)
Burned plastic doll,
signed and numbered
by Boris Lurie, 15 × 6 × 6 cm

Isser Aronovici (p.18)
Photo with drawing,
signed and dated,
19 × 20 cm

Sam Goodman (p.27)
American way of death,
collage on letter paper,
signed by Elisabeth
Goodman, 21.5 × 28 cm

Isser Aronovici (p.19)
Yoruba, watercolor painting
and buttons in a plastic bag,
signed and dated,
26.7 × 30 cm

Sam Goodman (p.28)
CAN, multiple versions
by Boris Lurie, a destroyed
can painted red, signed
dated and numbered by
Boris Lurie, 10 × 5 cm

Isser Aronovici (p.20)
Two photocopies, signed
and dated, 20 × 30 cm

Dietmar Kirves (p.29)
No, photo on cardboard,
signed, dated and
numbered, 21 × 30 cm

Herb Brown (p.21)
Color photocopy, signed,
dated and numbered,
20 × 30 cm

Boris Lurie (pp.30-32)
Manifest, offset print,
signed, dated and numb,
61 × 28 cm

Jon Hendricks
/ Jean Toche (pp.22-23)
Guerrilla art action group,
photocopy, stamped,
21 × 28 cm

Erro (p.33)
Color silk-screen,
signed, dated and
numbered, 29.4 × 21 cm

Stanley Fisher (p.24)
Stop Lying! A selection
from the writing and
statements of Stanley
Fisher, booklet,
16 pages, offset-print,
165 × 21.5 cm

Boris Lurie (p.34)
Bleed, collage on a
photocopy, signed
and dated, 28 × 43 cm
Boris Lurie (p.35)
Collage on color photos,
signed, dated and
numbered, 27.8 × 34 cm

John Firth (p.25)
Color photo, signed
and dated, 10 × 15.4 cm
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No Box Box of the Edition Hundertmark, 40 examples, 47 × 37 × 11 cm, Cologne 1996

David Amram (p.17)
For Sam goodman.
A memorial, photocopy,
signed and dated,
20 × 30 cm

Jack Micheline (p.36)
Tribute to live,
photocopy

Jean Toche (p.41)
She was Berlin and She
was New York..., for Lil
Picard, a computer
print, signed,
21.5 × 27.8 cm

Elsa Rensaa (p.37)
Color photocopy, signed,
dated and numbered,
21.8 × 28.4 cm

Gertrude Stein (p.42)
Photocopy, signed and
dated, 21.8 × 28.4 cm

Clayton Patterson (p.38)
Evidence, envelope, signed
and dated, 8 × 4.5 cm

Michelle Stuart (p.43)
Extinct, photocopy,
signed, numbered and
stamped, 21 × 21 cm

Clayton Patterson (p.38)
Suck death, collage on
a photocopy, signed,
dated and numbered,
28 × 43 cm

Wolf Vostell (p.44-45)
Collage on cardboard
with concrete, spoon.
Signed, dated and
numbered,
19.7 × 21 × 2.5 cm

Allen D'arcengelo (p.39)
Photocopy, signed and
numbered, 20 × 30 cm
David, “Red” Rodrigues (p.40)
The homeless are not the
criminals / the system is !,
button, signed and dated,
diameter 5 cm

Stella Waitzkin (p.46)
ARC Tics, diameter 2 cm,
high 3.5 cm
Harriet Wood
(Susan Long) (p.47)
A watercolor painting,
signed and dated,
43 × 35 cm

Aldo Tambellini (p.40)
A watercolor painting,
signed, 40 × 60 cm
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Some
unpublished
Documents of
No!art group
Selected by Moritz
Neumüller, from the
archives of the Boris
Lurie Foundation
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List of documents
Sam Goodman, All or Nothing at All from “Notes”*, 1967, p.50-51
Boris Lurie, Press release draft for Homage to Sam Goodman, 1967, p.52-55
Boris Lurie, ‘Professional’ and ‘Unprofessional’ Painters, 1985, p.56-59
Boris Lurie, Untitled (Anger is the Ingredient), c. 1980, p.60-61
Boris Lurie, Pop-Music, 1985, p.62-63
Boris Lurie, Untitled (On Art), 1987, p.64-69
Sam Goodman, Notes, 1967, p.70-71
Boris Lurie, Graffiti-Art, 1990, p.72-75
Sam Goodman, Notes, 1967, p.76-77
Boris Lurie, Notes from Sam Goodman, 1976, p.78-79
Boris Lurie, ‘The Case’ Damien Hirst, 2001, p.80-83
Sam Goodman, Notes, 1967, p.84-86

*Sam Goodman Notes were both transcribed and partially reproduced
in NO!art: Pin-ups, Excrement, Protest, Jew-Art by Lurie and Seymour
Krim, 1967
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Off Balance
Moritz Neumüller

This year’s festival theme reflects our attempt(s) to cope with the contemporary condition of global imbalance and insecurity. Climate change
pushing towards a possible catastrophe for humanity, the unsustainable
gap between rich and poor, plastic pollution and the drastic decrease
of biodiversity, the first pandemic in over a century, and a war that has
provoked not only an energy crisis in Europe, but also a global food crisis. These are examples of a world with complicated issues that need to
be addressed, but are constantly faced with political divisions and economic interests. With the theme Off Balance, the ninth edition of PWA
presents these twisted realities in and through the photobook medium.
Several of the exhibitions will interpret the festival theme, such as Endangered Landscapes, on the transformation of the Alpine landscape,
and the showcasing of the books and films of Edward Burtynsky, who
has been working with environmental issues for more than three decades. Ukrainian photo books after Maidan will highlight the country’s
art and culture to provide an insight into a country that is currently at
the centre of global politics, but which has not been widely explored or
discussed in these terms. Our regional focus this year will be on Canada, and the Polynesian Archipelago.
As in previous editions, we see it as our mission and privilege to play with,
and around, the borderline between artists’ books, photobooks, multiples and other editioned works on paper. This year’s main exhibition, on
the NO!art group can be seen as yet another attempt in this direction,
along the lines of our shows about Marcel Duchamp’s valise and the
Fluxus movement in past editions. This exhibition on the artist group
around Boris Lurie, Sam Goodman and Stanley Fisher has been made
possible by the generous support of the Boris Lurie Art Foundation. Apart
from several key works from the three founding members, our main focus
is on the legendary NO BOX, a multiple by the German Edition Hundertmark, published in 1996. In this catalogue you will also find a small selection
of unpublished texts from the archives of the Boris Lurie Art Foundation.
Other exhibitions exhibitions and talks will celebrate the works of
Walter Niedermayr, and Nanna Debois Buhl and showcase Books on
Books on Books. Furthermore, our Open Photobook Market will this
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year be organised in collaborations with the Reflektor platform, and
a selection of Danish photobooks will be shown at the Hong Kong
Photobook Festival.
Crisis and Change
Earth, air, water, and fire. The four essential elements that were once
believed to make up the entire universe are also still the basis of our
economic principles: digging, burning, melting, evaporating, in order
to fill the pockets of the 1% with money, at the expense of the planet and
those other 99% of us who inhabit it, the people who have no ambition
or way of leaving. Photobook Week Aarhus will draw on the poetic cycle
of life and death in the Anthropocene as the background for considerations of the multiple crises that we are facing, the necessary changes, and possible ways forward into the uncertain times that await us.
While the media haunts us with fearful images of our vanishing planet, many artists have developed strategies to leave the surface level
and dig deeper into the real problem of the environmental crisis in
order to reveal who has the real power and how pollution, extraction,
destruction, and negation are part of a fraudulent and dangerous
global puppet show, where a few players pull all the strings, and we
all dance to their rhythm.
In the early 20th century, a fantastical theory about ice and planets
made its entrance into the scientific world of its epoch, in the form
of a book titled Glacial Cosmogony by Austrian engineer Hanns Hörbiger. It theorized that a collision between an enormous “mother
star” (two hundred million times bigger than the sun) and a huge ice
asteroid likely accounted for the formation of our solar system. In his
“World Ice Theory,” Hörbiger also advanced that Earth had undergone repeated cooling phases due to the cyclical capture of moons,
made of ice, that circled the planet, spiralling inwards until they
eventually crashed into it. The recent photobook Glazial-Kosmogonie by Canadian artist Josée Pedneault departs from Hörbiger’s theory, which in its time was enthusiastically embraced by the general
public and later endorsed by the Nazis.
Another astonishing contemporary artist’s book that plays with the
intersection of science and photography, as well as the background
of climate change, is Cloud Behavior by Nanna Debois Buhl. The
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Danish artist departs from British pharmacist and amateur meteorologist Luke Howard’s nomenclature of 1802 – classifying clouds into
cirrus, cumulus, and stratus – and the role that early photography
played in the visualization of clouds and their various stages of transformation. Contemporary nephologists believe that clouds self-organize in fractal systems that reproduce themselves from the small
scale to the big scale through some dynamics that are inherent in the
system. In other words, an individual cloud can be part of a pattern
that is much, much larger than the cloud itself.
“Climate change is the greatest crisis humankind has ever faced, and
it is a crisis that will always be simultaneously addressed together and
faced alone,” says Jonathan Safran Foer in his book We Are the Weather. And he certainly does not have his head in the clouds when it comes
to identifying the immediacy of the problem and its interconnectedness
with the pending social issues that are also the focus of this book: for
everyone to live like an American, we would need at least four Earths.
According to the Global Footprint Network, the end of the 1980s marked
the end of Earth’s ability to supply earthlings’ demands. From that point
forward, we have been living in what might be called ecological debt.
It is time that we faced our obligations towards the future generations and stopped finding excuses – on a personal level as well as a
societal one. Artists are on the forefront of this movement. Cultural
institutions are slowly finding their way into the necessity and agenda
of change, as embodied by the association of Museums for Future, a
global movement of museum workers, cultural heritage professionals, and many others to support the #FridaysForFuture movement.
For those who find it hard to stay on track with the “multitude of often unusual concepts” connected with the environmental crisis, a
recent issue of European Photography magazine (111) published a
short dictionary of concepts for the Anthropocene: fourteen selected terms, ranging from Animal Welfare – “How an animal is coping
with the conditions in which it lives” – to Wildbook – “An open-source
research project with the goal of collecting data on endangered
species”. The terms were explained to the reader, “to inspire further exploration in the fascinating world of science”. The concept of
ecofeminism, which is not included in this list, could play an important role, as it advocates the unification of feminist and ecological
interests. In one of her popular talks, Indian scholar, environmental
activist, food sovereignty advocate, and ecofeminist Vandana Shiva
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calls for a third option: “Neither extinction nor escape. We stay here
on this earth and protect her. That’s the work that we are called to do.
That is the revolutionary work of our times”
In the films and books of Canadian photographer Edward Burtynsky,
themes such as climate change, pollution, and extraction have played
a significant role over the past 30 years. In his work, he also reflects
on the aestheticization of environmental and social problems an aesthetic language to tell the story, “which is very different from belittling
or manipulating the problem”. According to Burtynsky, it is necessary
to engage people with these images, “because once the viewer is engaged, there’s a greater chance for real communication to happen”.
Sweet Sorrow
After years of struggle in the field of politics and environmental awareness, surprisingly, a pandemic has been the key to convincing large
parts of the world’s population (but not all of it, unfortuantely) that
something is going wrong. Thus, art and education must drive and
accelerate the profound and unavoidable changes in economics, politics and science. Changes need to include latent social issues that
have re-emerged in recent years and have been widely discussed,
also in the framework of our festival. In order to ensure their effectiveness, these changes need to be based on ethical values shared
by most of the world's population and which represent who we are
as a human species: the equality of gender, race and religion; the fair
representation (with voice and vote) of all parts of the spectrum of
our societies; power-structures established by the will of the people;
open discussions; and freedom of expression for all. Remember: We
don’t have to save our planet! Mother Earth will outlive us by millions
of years. We only have to save our way of living, or at least that which
is good about it. The Greek word χαρμολύπη (“charmolipi”, literally
meaning joyful sorrow or sweet sorrow) seems an appropriate word
to express the emotion with which we are to be imbued during these
long years of renewal ahead of us and the only alternative to systemic collapse. Charmolipi is composed of the words joy and sorrow (or
sadness) and describes a mixed feeling of happiness and sadness,
such as regret and repentance for past mistakes.
Fear and despair have proven to be the worst enemies of balanced decision-making and critical thinking. Our role as creators, thinkers, ed93

ucators and multipliers obliges us to ignore the distractions, conspiracy theories. and fake news thrown at us, and to vehemently discuss
in our works, writings and lectures. It is true that as a species, we are
still heavily engaged in proactive self-destruction, however, self-flagellation will do us no good: Only if we overcome guilt and forgive ourselves, will we be able to forge, with sadness, joy and determination,
the future of our societies, and our (only) planet.
We envision Photobook Week Aarhus 2022 as an open and inclusive
event that underlines the urgency of action, and the roles that art
might play in the process of acceptance, grief, and collaborative action in the most important issues of our time ●
September 2022
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Endangered Landscapes
Curated by Anne Elisabeth Toft

The exhibition Endangered Landscapes features photobooks on alpine
motifs. It paints a picture of the transformation of the Alpine landscape as
expressed in books from the twentieth century. The show also illuminates
a specific photobook typology and genre dealing with Alpine culture and
architecture. It testifies to the photographers’ fascination with the often
hard-to-reach places, the masses of snow, and the towering mountain
peaks. In these books, you can ‘visit’ places that once were, but no longer
exist. The books tell of small local communities, traditional rural life in the
Alps, and commercialization of the mountains, including ski resorts and
alpine tourism. And they present a number of unique natural formations
and landscapes that are about to disappear due to climate change and industrialization. The exhibition brings together a representative selection
of books documenting the photographic genre, its aesthetics and distribution. These popular books were—like postcards with alpine motifs—
printed in large editions and distributed internationally. Often it was some
of the leading photographers of the time who were behind the iconic images. Photographing in the mountains was a difficult discipline. Due to the
books’ splendid designs and their spectacular motifs, and because they
document phenomena and conditions that in many cases no longer exist,
they are today regarded with great architectural, cultural, and historical interest. At the same time, it is worth taking note of the cultural construction
of the mountain landscape and its image, and to reflect on what importance
the visual mass media have had on this landscape and its development.
The Alps is one of the places on Earth where climate change has most
clearly shown itself. The climate in the Alps, which is of decisive importance for large parts of Europe, has changed significantly over the last
hundred years, when the temperature rise in this region has been 2 degrees centigrade, that is, twice as much as the world average.1 The glaciers are melting, and today they have lost about half of the ice they had
in 1850.2 Global warming has altered the biodiversity of the Alps, and it
now also threatens the water cycle in the mountains. As the commercialization of the Alps increasingly disrupts natural cycles and the ecosystem
of the Central European region, early photographs and photobooks silently remind us of the uniqueness of this precious landscape. The Alps
cover a territory of approximately 190,700 square kilometres and run
through France, Italy, Switzerland, Monaco, Germany, Slovenia, Austria,
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and Liechtenstein.3 The frightfully majestic beauty of the alpine peaks
has been an attraction for mountaineers—and tourists—since the 1800s,
when the expanded infrastructure—especially the railway network and
cable cars—made it possible for more people to visit the traditionally
hard-to-reach areas. In the beginning, it was mainly the British upper
middle class who took interest in the Alpine phenomenon. The mountains offered travellers an aesthetic experience—the encounter with the
sublime—which was impossible to grasp. The alpine air was considered
to be healthy for body and soul, and many visitors would combine their
travels with recreational stays. However, the native mountain farmers
cultivated a different understanding of the alpine terrain—they did not
see the Alps as a significant landscape destination or as a retreat—so
there were no local traditions of mountain tourism or rock climbing.
However, with the development of mountain tourism and the mapping
of the topography of the area, the first photographic representations
of the Alps followed as well. They are daguerreotypes from the middle
of the nineteenth century. The famous Victorian thinker John Ruskin
(1819–1900), who inquired into the geological structure of the Alps,
was a pioneer in this respect, and arguably one of the first persons ever
to photograph the Matterhorn, in August 1849.4 Other noteworthy pioneers of early mountain photography include Joseph-Philibert Girault
de Prangey (1804–1892) and Auguste-Rosalie Bisson (1826–1900).
Aided by an experienced mountain guide, and a large number of porters carrying his glass plates, camera, chemicals, and portable darkroom tent, in 1861 the latter was the first to successfully capture views
of Mont Blanc at the summit of the highest peak in the Alps.5
The invention of the roll-film hand camera and the marketing of the
American Kodak camera in 1888, however, revolutionized mountain photography. With the handheld camera in use, it became much easier to
make photographs in the mountains. It was now also possible for mountain tourists and amateur photographers to take their own snapshots.
The easy-to-carry and -handle Kodak camera was a simple box camera
that came loaded with a 100-exposure roll of film. When the roll was finished, the entire machine was sent back to the factory in Rochester, New
York, where it was reloaded and returned to the customer while the first
roll was being processed.6
The early photographs of the nineteenth century form the backdrop
for the canon of sights that dominate the many photobooks on alpine
motifs of the twentieth century. Throughout this century, however, the
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image of the Alps was significantly shaped by photographs dedicated
to mass tourism and popular winter sports. Notable examples of modern photobooks that embrace the “bon vivant” lifestyle and charm of
popular ski resorts in the Alps are Skivolk (1930) by August Trueb and
Skikamerad Toni: Winterfahrten um Garmisch-Partenkirchen (1936) by
Dr. Paul Wolff. Other books—such as Ein Bildband vom Kannenbäckerland (1941) and Die Schweiz (1931)—focus on the vernacular culture of
a particular region, while yet others, such as Im Ballon uber die Jungfrau
nach Italien (1908), Die Alpen (1929) and Meine Berge – Meine Kamera
(1935), outline the special alpine landscape photography and its genre.
The exhibition illuminates specific aspects of ‘Off Balance’, the Photobook Week Aarhus theme, and it contextualizes the two related
exhibitions on Nanna Debois Buhl's and Walter Niedermayr's photobooks, both of which reflect on the Anthropocene and how society’s
understanding of nature and landscape is constructed and represented through different visual media ●
Det Europæiske Miljøagentur, ‘Alperne’, 22 March 2010, www.eea.europa.eu/
da/articles/alperne
2. Ibid
3. European Environment Agency, ‘The Alpine region’, www.eea.europa.eu/
themes/regions/the-alpine-region
4. Thomas Crauwels, ‘John Ruskin’, www.thomascrauwels.ch/en/blog/john-ruskinecrivain-poete-et-peintre-etroitement-liee-aux-alpes/;Thomas Crauwels, ‘A History
of Mountain Photography’, www.thomascrauwels.ch/en/blog/histoire-de-laphotographie-de-montagne
5. Auguste-Rosalie Bisson’s photographs were albumen silver prints from glass
negatives. See The Ascent of Mont Blanc, 1861, 39.6× 23.7 cm (image), https://
www.metmuseum.org/art/collection/search/283137
6. Mia Fineman, ‘Kodak and the Rise of Amateur Photography’, October 2004,
www.metmuseum.org/toah/hd/kodk/hd_kodk.htm
1.

Walter Niedermayr
Photobooks

A small exhibition of the photobooks by the Italian photographer Walter
Niedermayr will be a part of this more general reflection on the subject
of Alpine Architecture ●
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Nanna Debois Buhl: The Artist's Book as Mycelium
Curated by Anne Elisabeth Toft in collaboration
with the artist

PWA proudly presents the artist’s books and photobooks by Danish
visual artist Nanna Debois Buhl in an exhibition that displays all her
works in book format.
The book is one of several formats that Debois Buhl explores in her
artistic practice; a practice that revolves around history writing, representation, and material investigation. Buhl considers her artist’s
books as mycelia—the root-like underground network of fungi—as
networks of roots that nurture her artworks. Yet, created with great
attention to material, font, layout, and structure, the books are also
artworks in and of themselves. They serve as spaces that allow for
dwelling on some of the materials, ideas and conversations that inform her work; they can explore adjacent ideas and further expansions of the subject matter.
Climate change, sustainability and the constructed relationship between nature and culture are also themes that Debois Buhl discusses
in her art, and which play a central role in her artist’s books and photobooks. In these conceptual works with titles such as Botanizing on the
Asphalt, Palm Tree Studies in South Tyrol and Beyond, and Cloud Behaviour, she challenges canon and normative understandings through
historical photographs, scientific data visualizations, and mythological
imagery alongside her own photographic experiments.
Debois Buhl is interested in representations as tools for mapping
knowledge and for speculating. She examines photography and the
photobook with an experimental approach, where historical and new
technologies are often combined in surprising or quirky ways that
push their limitations. In this way, Debois Buhl creates new narratives
about natural science and its epistemology. In her books, in which
she often combines different literary genres and visual forms in hybrid
montages, she thus questions and rewrites common cultural codes
and connotations ●
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Ukrainian photo books after Maidan
Curated by Kateryna Radchenko

For the past thirty years, Ukraine has been in the process of forming
and strengthening Ukrainian identity after a long period of occupation
and the existence of the Soviet Union. This is not only a socio-political
process, but also a process of restoration of cultural identity. Since
the 2000s, an interest in the publication of art books has been developing. The biggest wave of creating photobooks begins after 2013.
This is also due to the small number of exhibition venues and the lack
of specialized events where photography can be presented and/or
sold. The book becomes a material embodiment of visual stories, an
archive of the author's reflections and a mobile project for presentation on an international platform.
The next wave of author's art book publishing in Ukraine was provoked by the global pandemic and lockdown, which stopped the work
of art centers and museums and consequently led to the creation of
an alternative space for the demonstration of photo series.
The exposition is an analysis of photobooks in Ukraine and demonstrates how private initiatives form an alternative market and platform
for communication. It also visualizes how self-publishing can become
a powerful reflection on contemporary events and a project of archiving social changes documented through photography.
Kateryna Radchenko, Ukrainian curator and director of Odesa Photo
Days Festival works directly with photographers at the frontlines. Currently, Kateryna is collecting and curating photos from the war zone
to produce international publications, exhibitions, events and create
opportunities for people around the world to experience these visual
stories and narratives at first hand. Throughout the heated days of
war, Kateryna and her team worked as an aid for international media
outlets in Odesa and Lviv, supporting photographers who were stuck,
in danger or visited the frontlines as independent artists ●
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The Artist as Author:
Recent Canadian Photobooks
Curated by Louis Perreault

The last decade has seen a paradigm shift in the Canadian photobooks industry. Largely state-funded, the production of books in the
field of visual arts has long been viewed from the perspective of career development and as a promotional tool that allows the artists to
shine and disseminate their work well beyond an exhibition. Even if
this utilitarian vision of art book production persists and continues
to offer historically rich monographic publications, many artists now
choose to give the book a role that goes beyond being the mere container of their work. In this photobook approach, the series of images
is not enough: the relationship between a book and the work it presents is central. The book becomes an independent entity, signifying
through itself the meaning received by the reader, sometimes even
transcending what the photographs can express on their own. "For
these artists, the book, has become the work itself. They have become its author.
This transition from a conceptually utilitarian book to one that, both
in its design and its sequential structure, claims to be a work of art
in its own right, is not necessarily unique to Canada. However, the
specificities of the Canadian territory have favored certain modes of
production and have participated in the development of a scene with
its own issues and challenges. Whether it is the immensity of the territory, the linguistic issue specific to the Quebec region, the proximity of the United States and the distance that separates Canada from
Europe, the Canadian photobook is striving to find its place on the
international scene.
At PWA 2022, artist and publisher Louis Perreault will present a selection of photographic books by Canadian artists who use the specificity of the book to deploy the photographic work they are producing. While some of the books on display are self-published, others
have been produced in collaboration with independent publishers or
artist-run centers. Drawing on his various experiences as a publisher
(of his own books and those of his colleagues which he published at
Éditions du Renard, a publishing platform that he initiated in 2012),
Perreault will provide a hands-on appreciation of the realities of the
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Canadian publishing world, while opening a broader discussion about
the book as a medium of creation and about the logistic, economic
and artistic challenges of its practices ●

Louis Perreault wishes to thank the Canada Council for the Arts for
its financial support in carrying out this International outreach effort.
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Books and Films by Edward Burtynsky
Introduced by Moritz Neumüller

Edward Burtynsky has been working for many years on the subject
of what we now call the Anthropocene. Now that climate change has
become a mainstream concern, does he believe that there is any hope
that people are going to wake up? And will we find the right ways to
counteract climate change?
Ed Burtynsky: I think we are now entering that new period and unless
you’re really good at denial and cognitive dissonance, most people will
make the correlation that it’s not just the planet on its own, doing its
natural thing; it’s being propelled by the burning of our fossil fuels, deforestation, and the transformation of the planet as a habitat exclusively for humans and less so for all the other living things. Thus, I think it’s
a multifaceted problem: deforestation, loss of biodiversity, acidification
and the heating of the oceans. In this new scenario, powerful storms
are happening almost on a yearly basis and the annual forest fires are
raging out of control. It’s no longer a distant problem; climate change
is affecting us now. A ferocious storm hit a transformer yesterday near
my house and we were out of power for almost a whole day.
The Canadian environmentalist David Suzuki has framed it like this:
remember the Looney Tunes cartoon, where Wile E. Coyote is constantly trying to chase down the Road Runner for dinner? There is often a scene where the Road Runner would do a 90-degree turn and
Wile E. Coyote runs straight out, over a cliff and then his feet are still
running over the air. Now it’s us who are out over a cliff, and the question is: How far do we fall? Do we fall 10 feet? 50 feet? 100 feet or 500
feet? The question is not whether we're going to fall, it's a question of
how far we are going to fall. And that comes down to how well are we
able to manage, to mitigate the behaviours that are causing this environmental havoc – which is fossil fuels, first and foremost, coupled
with deforestation and the problem with methane.
I do worry about the effect this is having on our youth, what’s their life
going to be like? I have two children, they are in their 20’s and it really
worries me. It will be a challenging future that they’re entering, with a
lot of existential threats. We are now a year and a half into the COVID-19 pandemic and it’s still a problem. We are going to have cascad102

ing consequences as a result of that too: economic problems, debt
problems and inflation problems. Economy is one of the main pillars
of an environmental movement; if you don’t have an economy where
people can survive and are able to sustain themselves, the environmental issues gets pushed back. Governance and economy are key
pillars of sustainability and then there are also the cultural aspects.
The other threat I think we face is a political bifurcation. There is an
entrenched part of our society that doesn’t want to deal with human
rights, or justice for all, or environmental rights. I think human rights
and environmental rights are intrinsically interwoven. You cannot fix
environmental rights in a way that is isolated from human rights. So,
we are facing unprecedented complexity with no easy answers at
hand. Solutions will now have to be as multifaceted as the problem;
from social solutions to human rights issues, to environmental solutions – that also extends to how we treat waste, and produce food. All
of society has to be engaged on some level to solve these problems.
It has to be a global effort.
Moritz Neumüller: Allow me to bring it back to what role art and
photography can play in these questions. A few years back already,
I had a conversation with the American photographer Chris Jordan
and the German artist Swaantje Gunzel about environmental activism and how difficult it is to make people think about these problems,
how to use art to reach them, and how to make this kind of artistic
practice sustainable in the commercial art world. Chris Jordan stated
that for him, environmental art activism as a concept doesn’t make
sense because everybody should be an environmentalist and active
about it. Human rights has been a classic theme of photography for
more than a century. Why are there so few people, then, working on
the environmental issue? And how hard is it for you to sell this issue
in the art world?
Ed Burtynsky: I have been able to navigate those waters in that I have
been fairly careful in the positioning of the work, and I think one of
the interesting sentences that came out of The Anthropocene Project
when we were putting it together was that both the film and the photographic work are attempting to be revelatory, not accusatory. It’s all
about revealing something about our world and allowing the viewer to
freely associate. This way, the work can be read, I think, on multiple
layers and without a fixed meaning. If you want, you can enjoy it as a tip
of the hat to Caspar David Friedrich, Richard Serra, Jackson Pollock,
or all the other influences I have had in my life and that I reference.
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As a visual artist, I use a vast repertoire, not only of painting but also
the history of photography. The notion of landscape has also shaped
the industrial landscape as subject. I am also working with scale and
invoking what I call “a sense of wonder”. By allowing the readings to
be open, and visually inviting the viewer to discover the scale of these
human enterprises, I am not necessarily saying this is good or bad,
it just is. Photography is a wonderful medium for showing “what is”.
I am not using photoshop as a compositional tool, so I’m still always
staying true to the fact that these are images shot of our world, and
oftentimes that work makes us question “Where on our Earth is this?”
Some of the things I photograph are at a scale that is almost beyond
comprehension; they are what Timothy Morton refers to as “hyperobjects”. For example, we’re talking on the internet right now, we engage
with the internet every day, but if you try to comprehend what it is, all
those silicon chips and all the copper cables under the ocean, and
the satellites... It’s almost incomprehensible and that’s the world we
have built. Technology is very much like that, we can’t wrap our heads
around what it is, but we know that it’s there. We are living in a time
where I think, as artists, we can become the conduit to those worlds
that an individual would never go to themselves, through the visual
medium, to help build an understanding with the fact that these are
human worlds and they’re as much a part of our world as the cities
that we build. We just happily live our lives in our city but rarely pay
attention to questions like “what’s happening to the seas when I eat
fish?” or “what happens to the forest when I buy wood for my house
or paper for my printer?” Through books and films, photographs, increasingly augmented reality as well, I’m able to be the tour guide for
people to get a look at those worlds that they would never really have
any reason to go to themselves.
Excerpt from the conversation When Will They Listen?, by Edward
Burtynsky and Moritz Neumüller, held via Zoom, on 19. September,
2021, and to be published as chapter 3.6 in The Routledge Companion to Photography, Representation and Social Justice, by Taylor &
Francis, New York in late 2022 ●
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Books on Books on Books
Curated by Adam Mazur and Moritz Neumüller

This show concentrates on a relatively new publication form, a kind of
meta-category called “books on photobooks”, or simply, “books on
books”. The genre expanded in the late nineties and first decade of 21st
century in the wake of the Horacio Fernández’ exhibition catalogue Fotografía Publica and Andrew Roth’s Book of 101 Books. As Clément
Chéroux writes in last year's PhotoBook Review, it was really Fotografía Publica that “established a genre”, in terms of page layout and
by reproducing double-page spreads from each of the featured books.
Today, “the bibliography of illustrated anthologies on photobooks” includes more than ninety titles. In this exhibition, we showcase works
that we find relevant in this context: publications on and about photobooks, with a certain focus, be it geographical, historical or in terms of
theme. In this respect, we would like to approach critically a phenomenon of books on books seeing it as a part of the 21st century debate
on writing histories of photography. 25 years after the first books on
books were published we ought to ask ourselves some fundamental
questions about changes in our perception of photography, its politics
and geography. What has already been researched, and in what way,
and what should be done in the future? Books on books often stick to
the “rule” of the genre, yet in some cases, they also break them, in surprising and virtuous ways. Being able to look at dozens of these books
together will help us gain new insights into how and maybe even why
they were made, to identify trends and tracks, leaders and followers,
successful design solutions, and not so great ones. The exhibition will
be accompanied by an open discussion with the curators, about these
issues, and others that might arise from the exercise.
In the talk Book on Books on Books, Adam Mazur and Moritz Neumüller will discuss on the bibliography of illustrated anthologies on
photobooks, and the new genre of publications that started to appear
in the late nineties. As these compilations show, photobooks can be
categorised with a geographical, historical or theme-related focus, or
just in the form of personal Best-of lists. Some of these meta-publications have gone even further in musing about the sense and sensibility of making photobooks: how to make them, or how to use them for
political struggles, or to shape society or to boost research, improve
photobook market and help collectors? ●
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Time Dilate
An exhibition of Danish photobooks at Hong Kong Photobook
Festival 5-21 November 2022, curated by Ida Nissen

This exhibition is the first presentation of Danish contemporary photo
books at Hong Kong Photobook Festival. It brings together 20 photobooks produced by artists within the last decade and presents practices existing within the broader field of contemporary photography,
responding to its shifting and overlapping conditions. Moving beyond
the photobook as a linear narrative or as a container of typologies, the
practices on view in this exhibition foreground the photobook as a dynamic and complex creative practice. The working title refers to how
time is experienced differently across different zones. This exhibition
is divided into four zones taking us from the experience of time, space
and technology, the everyday, memory to transformation, and the examining of landscape and nature. The artists incite a voyage leading
us at different visual paces through personal and collective challenges,
transitions, and wider existential speculations, all with an underlying
sensibility to the specific nature of the book and the the eye of the viewer. Some of the publications on display in this exhibition are the artist's
first artist books and several of them are on view in Hong Kong for the
first time. After the exhibition in Hong Kong, the books will be sent to
Seoul, South Korea where they will be shown next year ●

Presentation and book launch:
WHITE CUBE INSTALLATIONS
A photobook by Jesper Rasmussen
Published by Space Poetry 2022

48 photographs of exhibition spaces from various art museums, with
artworks and spectators digitally retouched, so only shadows, reflections and other undefinable traces remain, as a form of ghost or phantom art still residing in the spaces ●
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Edward Burtynsky is one of

the world's most recognized
contemporary photographers.
His photographic depictions
of global industrial landscapes
represent over 40 years of his
dedication to bearing witness
to the impact of humans on the
planet.

Beate Cegielska is the director
of Galleri Image, a public gallery
founded in 1977, who also
initiated the Photobook Week
Aarhus festival. Beate Cegielska
has curated numerous collective
and individual exhibitions,
and has carried out cultural
exchanges with Danish and
foreign artists and a range of
shows in South Korea, China
and India. Additionally, for
many years she has worked
as a fine art photography
portfolio reviewer at a range of
international festivals.
Nanna Debois Buhl is a visual

artist whose practice draws
connections across time
periods and between micro and
macro perspectives. Through
studies spanning plants and
particles, clouds and computer
memory she connects scientific,
aesthetic, and speculative
perspectives in order to nurture
attentiveness to materials and to
tell counter-histories. Her work
materializes as photographs,
weavings, installations, films,
algorithm-based works, artist’s

books, and site-specific works
in the public space.

Adam Mazur is a Polish art
theorist, critic and curator. His
main interest is in contemporary
photography. He has published
several books on Polish
photography in the 20th and
21st centuries, as well as
Photobloc, Central Europe in
the Photobook.
Moritz Neumüller is chief curator
and co-founder of Photobook
Week Aarhus, and Captain
of The Curator Ship. Recent
projects include the exhibition
Photobook Phenomenon
at CCCB Barcelona, The
Routledge Companion to
Photography and Visual
Culture, and an article about
the controversial photobook
London by Gian Butturini.

Walter Niedermayr is an
important hinge between
architectural thinking and
photographic practice.
Since 1985, he has been
developing projects where he
investigates the space as a
reality occupied and shaped
by man, questioning the
ephemeral realms between
representation and imagination.
This can be seen in the series
of works Alpine Landschaften
(Alpine Landscapes) started
1987, Raumfolgen (Space
Con / Sequences) started
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1991, Rohbauten (Shell
Constructions) started 1997,
and Bildraum (Image-Space)
from 2001.

Ida Nissen is a Danish artist
who lives and works in London.
She has been collaborating
with Galleri Image on different
exhibition projects, such as
Unknown knowns : Young
contemporary photography”
curated by artist Kyungwoo
Chun, and the EU-project
PARALLEL. Nissen had a solo
show at Galleri Image in 2020,
and is now a current member of
its exhibition committee.
Louis Perreault is an artist,

writer and curator in the field
of photography, and a maker
and publisher of photobooks.
In his artistic practice, he seeks
to visually translate what is
intangible in our relationship with
places. His photographic projects
usually unfold around a central
image that becomes the anchor
of his reflection and his visual
proposition.

Jesper Rasmussen is an artist,
writer and publisher. Since
the mid-1980s (after briefly

attending The Royal Danish
Academy of Fine Arts) he
has worked in sculpture,
with installations, graphics,
photography, and film. In
1986-91, Rasmussen was
a member of the Solkorset
group of artists, of which he
was also a co-founder. Since
1981, in parralel with his work
as an artist, Jesper Rasmussen
has published the journal
Pist Protta in collaboration
with Åse Eg Jørgensen and
Jesper Fabricius. The journal
experiments with the form,
content, layout and expression
of each new issue. In 2014, he
co-founded Photobook Week
Aarhus.

Anne Elisabeth Toft architect
and PhD in architectural history
and theory, specializes in
architectural representation.
Toft has curated exhibitions on
architecture and photography,
and she has written extensively
about architecture, architectural
education, architectural
photography, and the visual
arts. Co-curator of Photobook
Week Aarhus since 2014, she
is responsible for the festival's
architecture related programme.
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Thank you for inviting the NO!art group to exhibit at HEART museum,
in the framework of the Photobook Week Aarhus. I know of your great
artists and writers who have been shown and published in the United
States. Boris Lurie who founded the group which consisted of painters,
men and women who contributed to exposing to the public their interest
in keeping alive the healthy confrontation that exists in the current
art scene. Boris and I spoke of the important role Denmark played in
the Second World War. Boris was a holocaust victim who spent four
years in concentration camps and spoke of the great number of Jewish
people you saved. What an act of courage. Your KING wore the Star of
David to show his respect for the victims. This is a great honor for us
and we hope you enjoy the exhibit.
We are in your debt for the past and the present.
—Gertrude Stein
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