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(Saharan rock painting), B.C.5000-4000, Tassili, Algeria

1) Jacques Derrida., “The Paragon’ .trans. by Geoff
Bennington, The Truth in Painting. Chicago: The University
of Chicago Press, 1987, pp.65-81.
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2) Rene Descartes, The Philosophical Writings of Descartes,
vol.2, trans. John Cottingham et. al., Cambridge. 1984, p.21.
3) Jonathan Crary. Technics of the Observer: On Vision and

Modernity in the Nineteeth Century, Cambridge: MIT Press,
1990, pp.3-5.
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Pietro Perugino, (The Delivery of the Keys), 1504  fresco,
Sistine Chapel, Rome, Italy.

4) (d2]9] Aol B& A4 Carol Lewine, The Sistine Capel
Walla and the Roman Liturgy. University Park: Pennsylvania
State University Press. 1993, pp.65-82.
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Pietro da Cortona, Edouard Manet, (The Fifer),
(Glorification of the Rule of Urban VIIl), 1866, 160x97.2cm,
1633-1639, fresco, Orsay museum, Paris.

Palazzo Barberini, Rome, lItaly.

5) Crary, Ibid, pp.4-5.

64 Visual



2]

F AT FACE @ FHEATIE ol
7} Z¥9E 23 2(Clement Greenberg):=
o3l sle delE 33 2 gl
= E=EA 7-74-& 71]13_]/\01 3
A (flatness) 3 H=Ae] 3
(the demarcation of flatness)
]l AW A E-& = AL
2 FAsn) AL £2e) gy
2]7] 3| 3tellA Bol= AAl Ax
A AAES o o4 ofua o)
AAY Helx, F3E A=A
) (235) 33 39S
¥ 71 =7)? vEe] oddo g 3
d8 A2 wAE F HEAR
vt 2.9 412 Abale] o]e] x|zt
A #ed o o3 A S ‘{]0‘]11%“7 Jackson Pollock, {white Light),
olmz] 2] A 2L o338 o] &9} Qil, Enamel Paint on Canvas,

th. 272 A 7ke) melelct

re

1954, 122.4%96.9cm, MOMA, Newyork.

3. HH29 F&

Al vt 2ebs viAE Ao E A E A} g
vt o= EgjHdel ez Ao 4 ¢} vt)esly &
A= T3-S oA A43 VHSY DVD, 95, o]
A2zt ofye} §lel 7|ukgk ~Ee J3Z el §
B2 A3 vgeeles A=22 FAGRG. TV 2YEHo)
A, A Hue ZeAMA, LCD RYER Hi= 9ol

| &

rui HL
)j.

4, HE SBAs P 24 dres ke u]e]

B AREE 94 Wk pubsle Bdale) 49 Was
AAFET), Bl 20] dwbg & u}wﬂ wUE, Fe -~
23 geje) gy s)Ee H5E vt el %l 2
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7) Clement Greenberg. eds. Francis F‘rascma and Charles
Harrison "Modernist Painting” Modern Art and Modernism: A
Critical Anthology. New York: Harper & Row, 1983, p.6.
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Bill Viola, (The Voyage), 2002, Video/sound installation,
Guggenheim.
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Jeffrey Shaw, (The Legible City),
1989-91,Virtual Reality Environment,
ZKM-Medien museum, Karlsruhe, Germany.

9) shacetulel tha Awe] Zubst majele) 9o AL Fraech
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Charlotte Davies, (Osmose), 1995, Virtual Reality Environment,
Montreal.

IO) Oliver Grau, Virtual Art: From [llusion to Immersion,
Cambridge. MIT Press. 2003, pp.7-15.
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14) Brian D Amato. "Virtual Kitsch”, Artforum, vol.34. no.5,
35ff.
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Abstract

The Location of Image: From Painting to Virtual Reality
Rhee, Jieun

From the Cave Paintings to virtual reality, the location of image
varies. The space of the image has been subject to the
ontological condition of the medium that contains the image.
This sheerly visual space is also a product of our cognitive
structure under the influence of the social and cultural context
of the time. If the perspectival grids defined our vision of the
world under the mathematical rules, the new visual
environments such as video and virtual reality are rapidly
changing our perception in an unprecedented way. This paper
explores the locations of image as visual paradigms and traces
the changing notions of vision in the social and cultural
contexts.

As Ren!] Descartes aptly acknowledged, out vision is not only a
product of human eyes, but that of the cognitive system ruled
by a mind. From the Renaissance paintings that employed the
perspectival grids to the Baroque ceilings, the images of the
two-dimensional space offered an illusion of a 'real’ space that
transformed the physical support to a virtual space. In the 19th
century, image's primary function as a representation of the
world was challenged by its strongest rival, photography. As
many art historians have been acknowledged, the invention of
photography changed the directions of painting from the
representation of a natural world to its 'art-for-art's-sake’
aesthetic formalism. However, the function of representation
has been always at the core of the images. With the rapid
development of new media, images found more effective way
of representation with the unprecedented quantity of
reproductivity and the speed of distribution.

The virtual reality is one of the latest media showing the images
free from the natural laws of our physical world. It opens up a
new regime of vision, which | would call the 'incorporated
vision.” Different from the traditional media in the visual art, the
new media employ other sensory organs to maximize the
effects of the artwork. The virtual reality allows us a fantasy
world that one can fully immerse oneself. The loss of a critical
distance is often discussed as the problem of this new media.
Nevertheless, with the unbounded metamorphosis of its shape
and medium, the image enjoys its renewal in more potential
forms.
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