O] X] [e )

L BolrRew . o]=]|x]e] A

L A2 Alzke] 2uleke} 1 ol % Sl P K R
|1 9AE Az 2oA 2. olml=) 917]

L 2. A7 s 2 3. AZtEEATo e 1B

Q
v, 254

BV

22 Bof FelolA A5zl AZHEsf ek ol e N ofz}
tEnjAl e Qo= de] ARSE T Qick, AT Eslels F oldEd &
a9] Agte|UntE, 1 &7t XA she 99 w3 IR =98 xEsta ot
AlZtolghz 7H2t7| Hell 7|Wkshs AlZPd (visuality) o] T w=2l= A12H8 9] (act of
seeing), A1ZY7| A S (visual apparatus), A1Zta9]e] FA (subject)ol] 3t A7-=
ole-2t 3, nEAEE deR 71E visAt 388k o]u]A| (image) 2}
A7) v 1 oS vEAE oA 4o sl Fifeke Bt 4
Aol vlepEct, 280 9 sk A AEsf ek YY) o] 748 A
77

S2le o|mRY] AlAle A et BRI o] % $/dalH] E(iconodasm)

lo

W r

* 2 R 20059 B ZhETHE Aol el A7HRE.
ATy s QNS olpAbelst 2ams
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= %Eﬁ’%}l 23S dojet ofm|A|
At

o

a}
9] %ﬂi 23 X HQY mlo|la24x
E (Microsoft)A}e] &G A|Alo]d MS-DOS
7} BEAE SALE 3= 2ol S
HoFQohd, o]dl] vi¥] = <& (Apple)
AFE Q] nfAE o] gl EAS ZE

st EQE-<l-F2 (point-and-click )’

A olmA| 7} 71 35 #Aske Aol
At A wlo|AZATEAPT 9292

(Windows) A]2Elo|A WS w21
=S 283k g Agiie sy, ¥
e o|Ae] on|Ae] FEE tiiske
Ao R 3AHE7 = At
1A e] AL aHe] AT B
ATt AKI] I o] % Tkl
PR HAAlske tAE 7] Ha 3’/} A =r1e] takex] (paparazzi) 3ol ©]
277K, A &5 FEZFECNA FARD oln|A] ALkatzA o] &L o)A
g ol HAXNY SHHor T F e o] ofth o|n|R|e] A WA
S ouEr) 7| AIEA7IEe] BEH A, fele A oATMY &4
Al et a2 Fe = X g Bueizke] oA E vhd & Qlvke1, 3 A
g7]%2 B2 | 7K v Sl ET BAlEe] A4 zlo|E B F
Re AES] 5/HEAE FARIC oln|X]e] tFEA7F T wlopRl (Water
Benjamin)o] o &3} o|&2}3E0] ol 9-2Haura)2] B E 714 04 = AR, H
Aslke olulxE 2 8ol HAdE BlaE F gle T3 S Ao °F
g $27} aBjshe o|uA B 71Ee] njEAllM Thed s o] Gl &3
| gF& okt mjAel AAHERES B3l DolAle AES Eek=T, ol#T
GArke L]0l Al AZHE3A T (visual culture studies)2Rs A 22 Eoke] B4
o= A EAH-

A2+ 53} (visual culture)2Rs AL o o] 19501 d ] ol B ssle] 801d
tholl ZA| AL WS A2 %ﬂ‘ﬂ?(calmml studies)ol|A] H]ZHE AL R nlo| &
uhab(Michael Baxandall)e] 19721 d A AQ1 f154]7] ol&e]ole] 3]st} 73
Painting and Experience in 15th-Century Ttalyyol| A f-2] = Atk gk} !

1 Leonardo da Vinci, Mona Lisa),

1503-1505, U-te]] f-3}

o

fe
aﬁ

N



v 4Es) e AR Ele BAe) ¢ ¥l Esteke gl i
o7} o] FoJR|A] @he- Aol o2 3t WA de] £5F A AT AP
T3 (self-definition) o] A& ot} E3lo]| 27} o2 g
(Raymond Williams)¢] B2 Folol| A 71 B3t ojnl& Ad o] F 3l
Culture’ = AER 0 8 $pdge] BARES 712]|A T2 o] AJZhE HB e A
o] B}E oli== (Matthew Arnold)7} Bahe “Akgjel|A] Azts]o|x] 11 Taleizl 7}
2 253 RAE olgke A2IEAQ F3le] Fejo|r}s b, Q1F3A HAA T
she BalE ae] BE RS =5k ol AlglolA] HolRl BT 5
T3 43T U IAS A Ak

tigke & 1k ‘Ajzbd F(visual studies) 2R WA T3l sjAlM 2=
ol2|gt 7}x| A AlolS I3 AEE, v 1 FHAT dig vjad oA
o] A1t 1990 ) o] F of2] tgty} AHe|FRoNA ARREloisith. g, AlZHE
3} F(visual culture studies) = ©15 5 71§ Ugol 22017] A 2HgE A 02 A
ZtE-se} B AMBME AZHE3H(Visual Culture) 9 E&E]o] 20]7]| =
gths Alzte g AYEE BE FR9 ovAE It ARt tide A
2240l n|&e] JHQl 313}, 2zt 1%, Fofl, AR ohle} o, ofyHo]Ad,
AFE Y, Bol3d, AF, I, WA, 27, 3, 84, 43, 7PEA 55
Gl

oju]] o] 27} Yzl J. T. vA (William J. T. Mitchell)-& 710} =% "2th=
A Showing Seeing oA B&1F} nj&A}, AZHESIA 9] AEAS HESIIT
u)do]] o)sl v]gta) vleAhs FEBA] HEolR, vk 2|7 99
ShollA] ml&e] ¥4, vje3 71X, v&d A7} 55 o5 v, vlsAke vle
7}, &8, vjeek, neAlze v|e7| e B3 AR d3E ohEY #
o2 B o, A2 e tigh o] 25 thFE v|EH, oln|x] e} A1ZHAR] FelES]

1 Svetlana Alpers, "Visual Culture Questionnaire,” October 77 (Summer 1996), p. 26.

2 Raymond Williams, Keywords: A Vocabulary of Culture and Society (Oxford: Oxford University
Press, 1983), p. 87.

3 Matthew Amold, Culture and Anarchy (New York: Cambndge University Press, 1932), p. 6.

4 Marita Sturken and Lisa Cartwright, Practices of Looking: An Introduction to Visual Culture
(Oxford: Oxford University Press, 2001), p. 3.

5W.J. T. Mitchell, “Showing Seeing: a Critique of Visual Culture,” Journal of Visual Culture vol,
1, no. 2, 2002, pp. 166-167. AlZHe-3le] thaket Ao Taled= 7Fens], Mmleate] 39, PAgm]
SARE] =23, A2, p. 149= TR v gl

6 & 9971 (John Walker)9] ¥-7oll A1 2= v|t] 2.9} AX|nle-g vsta it} James Elkins, Visual
Studies: Skeptical Introduction (Routledge, 2003), p. 17, pp. 34-36.
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AALE T lerke oln] AIESP ) thiee 49E F3ta e Aelth
ol ZAA A & AlZtESATFIE shiel SHE A A A7
(interdisciplinary study)g}7] Bt} BEAA (de-disciplinary)l AFS2A4 1 %
A& 7RIka FAet 7 7158kRtolz) o|w|A] o] €711 WA E(Micke Bal)
A A7 Aol T84S Avkeh, AlZRESATL SR TFREOEN &
glA7e] AsE wHEsHA frtha B}, EE AT R 7] & A
ZFEA 0] (visual essentialism)E ZAI31H, o[n]A] 2] FAHTH= AL3]Z3s)
Aoz & AlZPel gt £4& S8ints
19900 dtl] o] T2 Eolr] 1}or] AR ATES HROE AlZHEShR= Ve
At Bt miZ iR 2 gkt A7) S3AQ SR A ud =AY, 1
U A ZHE3lE P sk ATAIES] A7 o] 31t 1996\ H|=e] H]sg
A FSEW Octobery @] A Z1Eslol] tigt AE2ANe o] BEYAE 9z os
Ho]FEe Zo|tt AERAL &3 vlEAZ}, dEAY, dstol &7t 3]
n|&71Ee Adls dAZ 3]oFolrt? o5& AlztEsid Tt 83t F A
2] vl o] 71 gle JAK B4 FAISkAL Lo, Alzbgelzt
g W3l o] 711] o] AHQ] 8 AEE FApAs 4ottt st
th 2Ro= B8, oY B 95 B AAESATE Ald 154zt
32 M9} =78 wiEsta otk
2002@ A7vE PR\ ZESAYD Journal of Visual Culturey|\ X AR A 2H&
BA ol Tt = EL o2 = AlZHESIA ol gk 3HEH - W EA ol ol
FolR)A] &1 &S HoErh A (discipline) F *PH & (methodology)olut,
32 A7 (field) ol g 31 AIZRESAT-E 7F2E 7132 (definitional) =
AE-L 3] AgFolt), oy B} fejshe FE-2 A7 A visual

turn)"10 E-& "3 A (pictorial turn) o2t BTl 2] Alth AFo= e

oo

@

&ﬂ

7w, J. T. Mitchell, &t¢] 2, p. 167, 179.

8 Mieke Bal, “Visual Essentialism and the Object of Visual Culture,” Journal of Visual Culture vol.
2, no. 1, 2003. pp. 5-32.

0 BE ol 2Eme XA YRR vise] Azt )] Alrhe Rl 2 Al
EASS A3 FulE FEo| Zoly 2dgo] At ofof] tigt Bt Mg == AdElE, ¢ 2,
pp. 933 3=,

10 Martin Jay, “That Visual Tum: The Advent of Visual Culture,” journal of Visual Culture vol, 1,

no. 1, 2002, pp. 87-92.
11wy, J. T. Mitchell, “The Pictonal Tumn,” Picture Theory (Chicago: University of Chicago Press,
1994), p. 13,
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& Alzke] 91, olulx|e) S5folch, o]g B AlZHEEE THEE welol)
AlZl g THRE TSt 250, PEET te) A WAL A =
2o Azl Ts vl Fa ARER 2Asele A2 (visuality)s} o]
Sjol vl =0} & FAlo 2 Al B sle} vl Te] W T HH e Baskn
7} g},

I AlZpg: Alzte] Selshe} 1ol

—_

AlZEgleRs gAo] LelFE AlZte] AT AlATIAIE] B A7e A
ZRzsid ol W 4 gle 788 Folnh ole AlZFegele] 712 84l BHe
F4| (subject) 2} Bol= thd(object) 5, B FAlol $41& & =2]olt}. 1988d
449 30¥ &9 Dia vlEARolA A Aoy “AlZa} A|ZHd (Vision and
Visuality)” oA n]&A7} @ E2E] (Hal Foster)x= A2} (vision)S “A1A]2 Q1 24
o 2X9l Al (sight)’ 0.2, 183 A1ZMd (visuality)-& “ARS)AQ1 AM241€] A]
A" o2 FEIPH, 11 zlo|E AlAe] et azie] AR HET, £
A2t} dlolE] (data) E7} o] 52| FEH TR E e Aol 2 e}t 12

¥ 2El9] Fole A2lehA AZT) ALSlA - AR wige] Alzhs g A
o=, 53] A1Zte] 99¢t 2t (modemity)e] AAlgk SRCdA] o] EE3]d|
9% vlgl A o] (Martin Jay) ¢} Z2ubek Zefl2] Jonathan Crary) 9] =92 gH 4
s}= Ak, Aol Zefz)= o™ g AJZHAA] (scopic regime)7F AU 3L = TRk
gt AL A1 EE skl B2 A7} (essential vision) 22 F3 ks 2ol
A oA = viAl & ZZ3ta, 0|2 g vijAle] FgolA 2HlE 84S EFW
2ol A o]n] A}A3lE (naturalized) A1Z}e] 92 W EA)7]E &t

1. A& A1z} (Hierarchical vision) 3} ZthAd
Aole 2 YBEAD A2 TUH A& Q). Ox 22 3] 92

W3 F419] gHelAdd] B3k 2 H)7F2E (Rene Descartes)e] MM} ox1E
Fdg 24 (modernity)e] oz B, ol HFI2EZA ATUFY

12 Hal Foster, “Preface,” Vision and Visuality: Discussions in Contemporary Culture (Seattle: Bay
Press, 1988), pp. ix-x.
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Barom «Le due regole della prospettiva pratica» 1583
ety i s e

E deach

. . ek conillao D¢ latoes

¢, il lato inferiore

2 Barozzi, {Le due regole
della prospettiva
pratica), 1583

_>.L‘

(Cartesian perspectivalism)2}al Y8} T} 13 A o]o]] 2]ahH Ui $)A1A A)
AE BAH o2 o|23let I 2E|<] 3|8 (De Pittura, 1435)2 AlZA|A<] &
71421 W3k Apeluizd & Aol et
A2 o] 2eM Lu|2E]7} AHshe Al2te] Fgp == BAKviewer) <}
2 Zol] A2 o2 YRk, olW k= A F 0}‘4*— agelMe &
217 (vanishing point)o]®, B Th2 sh= 37 1Hd7te] & on]ditt =2, 5
3| 17} 2534 (the prince of rays)” & 2 WS iz w2 A AR =, 14
AalF o] o]AFA TAl(ideal viewer)Z vl7|opdle] (Machiavelli) 2] Q1 At A&}
2 Ao, Aol Ze A AAIE =evle dHBAQ dvtzs 14 o]

M

A2l A A2 (linear perspective)ol] F-oJ ¥ 824 #2443} ThE-Z& FHs= 4l
Be A7 5 250 A2E SUAISHRE AL 2l 23te] Bilo] 4] olok
718 Agshs MATRAA A2 ] A2 Fheg gA7kE Btol=

13 Martin Jay, “Scopic Regimes of Modemity,” Vision and Visuality, p. 4. ¥5 24)/d2 °]Z4°l]E
HEge TARem 4728 B2 4l sojgek 2eln9l Aok dnaely
(Democritus) = AHEEo] 1 &A1) A& HARE o|zlo] $-2]e] 3ol 50137
A HAA o2 FEIhe Ao B e @%‘ 0}93\‘:} 114]7]1¢] o}gt 8z} LAl (Alhazen) 2]

olEe oldl HAE AMe] HS 7w A usker], e Beke] 24 afterimage)s] <tal
o 99| 3 0 £l A% SN TSl BHIL 23 412 Aels] A2l Bl
L “A)2ke] mghu| = (visual pyramid)” S ket 224 W Azgle] B E BAE A5k @9
= Agauia, ole 2uld2Ale] ]%7 FeellAlE Aldigh @& F3Iek. Nicholas Mirzoeff,
An Introduction to Visual Culture (London: Routledge, 1999), pp. 38-40 %}Z

A2 Fl = 1747] o] @7kA], Wo] R RE o & S0l & A, & iro| Yol
= bgo] AFES v 5 AR ZAL EsAl FEEA] ¥skth Sl A A4E = E(lumen) 2}
9e] odshkd oug Ad A3 L(a divine lux)9] 7ide] F&H 3UATh Nicholas
Mirzoeff, 22 2 p. 38, pp. 4041,




3 La Perspective Pratique
o =

A28 7} o103 AAR LG A Gk I

A2 o] F AP gle] Hdell 2 F& e olE2 HFIEES] MPHE
X Discourse on Methody(1673)°|0t}. 1+ W& Z4E 1 vl =42
F e B4 SHes Ahaitt. 12y 2ollA ol Wol el Zi-uE
£ NS 9 A2 BAS] FUZ ROl A2, E AzAE A
ZYoll F3E Ao ot} (F8H ol 224 Al o3t ot} 8= 19 |
AN SRS, HhZESL e ARl AT B4 Soll EAkehe E
FETRE o]FoiFLt,

ol& AX|oA 2= Ao Akalso] FAEINY A (resemblance) ©]
E5 AT fAME 0] 82 olW|AI7} 1Ee] RSk AFedt Ao &
The Zal=, o8 59 ] §e] 27171 22 AR At 7%, 2 oA o

15 Martin Jay, %] 2, pp. 6-7.

16 Rene Descartes, “Optics,” The Philosophical Writings of Descartes vol. 2, trans., John
Cottingham et, al. (Cambridge 1984), p. 21.

17 Richard Rorty, Philosophy and the Mirror of Nature (Princeton: Princeton University Press,
1979), p. 45.
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4 Camera Obscura,

1646

Al ] ®le] 3717} Fdatedof dvhe dejnt. old W dl7l2Es oln|x]7} "’
o} ehsHA) AE-2 AjEsl] SsiM e B TrERle A S Blgokeit) 1se)
1, o|n|X] e} AHE-S FYUAISHAIE sh= AT (representation) 2] W& of] ZAl3)jok
gria Feh &AM S FEFE FolRls dIHA T2 dol a3
olmAl= HAFE AAl9] Fejeke tha2A diFdn) We] 277 2L Ave ¢
=] Al ofsf BARE oln|A|dll= 1 L] Hol7} M= thEA Yehbe A
olth. M@oY UojA] oleigt & FAlo] AFE-S S| A28l o] B3
¢l gaolnt, whhA] 2ol Al Fshe B3] AjdA = 2 thu4] (Hubert
Damisch)7} '@ahzo| "FsF FHE BHSEA] e A E Y2HE AldE &
ke Zo] oprt" 1

H7I2EA diFolo] tiste] Ao]7} A Hsle AT viz o2 gk A2}
ol lojale] alel 2wl A zte] fdste|tt. veolr} = H7l2ER 92
HFe)7F ZeuE| 9] AujEQl Al R dolghs HAW o, ZAlo] HEHA A
A o3l Az E AAERE M 2 BT FHoE A Hosioh
€ U FEIT20 LA 2 AZHAA A7) Dot ke v, £
AA el &3t T 7]9] 7o) oflth, a2 & A Mol 2 E 1 BR¥she 2ol
TR vk 2R el B3R AL 77 (peephole) 3h S B3 Eqttie 3
22 YE o, AN AEA| & gbe 99T wolAl, ddd Ao

Skl &l 3} (disembodied ) ot} T3 o= Alzke] mlghu] =ol ] ZA1 -

P
H

o

18 Rene Descartes, ‘Optics,” The Philosophical Writings, p. 63. Nicholas Mirzoeff, An Introduction
to Visual Culture, p. 43014 21914

19" Hubert Damisch, 7he Origin of Perspective, trans., John Goodman (Cambridge: MIT Press,
1994), p. 45.

20 Martin Jay, 2] &, p. 5.
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5 Heda,
{Natura Morta),
1650, Zhe] 2ol 3}

o] X & ARG Al FFAAG TLI AP E S Foishe Aoz A"
ZgFoln] HHEAQ F ol7|x st}

A7} AN E Al 0|25l 2T A1z A4 Qo =
2]l= 7hl e} S22 camera obscura)ol] thal 128 B3] |72 E4] A2
FE FHsAY. 2e e} gaFet=azt "AA ek 122 dA,
ke FAIE A5k dl #A Zlo] AFHAY 1 F745h o) & shue] A2
A2 B} Q12 £4Q1 71Rke 2 71T}, 164]7] FakollA] 184]7] o] o] 2+ A]
7190 7Hl} faehe ARl A A 4Ee 2 & BAska, o9} B3 A
1A 7FsRES sk AuiE dEitdelxt A& 9] sl oz
o1 FE WS ofnlsle FHEl ATl BEARE o RAAI thdE A 1
HE L, ofF 2 ' Hl F3F &l EATt o] WA F1he BH = 2§ (Richard
Rorty) 7} 2|23k vl oJshd, Hi7}2E7} Tohe WA #d Id o] A<l
ToR HELE Fho|th s Figle] 1S 53 Al meldes Adyn
AR, 8202 HFo| 7badt oz oyt wepd Arjd o 4l

Aol o Eehe 2R BAE FAlH 2

AZeE p. 10,

22 Jonathan Crary, "Modernizing Vision” in Vision and Visuality, p. 31

23 Richard Rorty, Philosophy and the Mirror of Nature, pp. 49-50.

2 o] wiA 9] el d7l2ES] tgu) 2o Wl & =2y gtk "olA] U= U] =8 7HS A
olth. W A& 25 3o, Wl AAEE FAF Zlolrh” Rene Descartes, ‘Optics,” The
Philosophical Writings of Descartes, p. 24.
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Aolet Azl oA HIIZE
4 aayFe), e e g
o] 318 BWsh= shte] wol tist
Aol TEA T B2 Aol A
e AAA Alzte] AAAAC] g
e IRl Alo| 7t A A sk 1741
7] 8= 3]8lesor] Holz &
2] BALS $5= g 3w It
Ht2 3 vlge] $dH FRteeo] 1
Aolth s wgAleial ~Hept 4
2~ (Sveltana Alpers)7} o]&z]o} 21|
&2 3)5te] A2 A Ftel| gk o
| e AHEe) A7 9IS 7}
g e 3)3h= ulE Aoz} X

o

Ry

PNt
ol

-

6 Giovanni Battista Gaulli, {Triumph of the
Name of Jesus), 1676-1679, 1% 3}

ol
r

s
o1 4o E o)
= BYsM Al It oS shvte] 4aE 2= sl e
|3ttt Hi7l2 B dHFo|o] F1te] A& H]
b A oI, Hhe S A2 olulA S-S | 2A
& 7]8-(anamorphosistic mirror) &, A]Z}5412] H7I2E.

Yok 521 PO B 5 kX

R
ol
N

}.
(&

B

lo

]

}]1

S i A
oBEAL 2

A7)

¥,
ftlo
N
]

rok
ar

X,

o rlo
o
E o
oft
|
t

e

25 Martin Jay, 92] =, pp. 34-40. A|°]= o] 2 712} "HALe] 7)< (art of describing)” 2} “A1Z-e] 3]
(folie du voir)” 2} 2| gk, BAR] 7]& 2 2ERL} 8] 2=(Sveltana Alpers) 7} A3 sh= W€ &
< slgle] B A2 oo FHE Tt 22 FRtel| FAANEES] PUE HARKE A}
H JHE|HE Hohli= o[delol 2l viast 2, Aol BARE FAl6ks HHA 31k
HolFe A vk dv2e vdds 33 of oo} 2 33k vt 2o] RSt
St
oo AR AR tigh T ti(vs.) &F0 2 AFEEC e F5; didellA whatels W of
Sl oJal YAl FolAl= s 14E = B3 HelAe] dide] uix|ieke e8] did
o] 9, = 2 Aok Al e ¥y & A YRR 2 olrjA] of B&sAl & A9 omlA];
B $ 27} B ow]A] of AstAte] Y27} B g oA,
ol TR Ak oz A, J2lu FApHelgn YHE AYES Tk AAA 2
w23 glek. 5 diEst B3 o FUE, FE ol AlAle] A3e L8hke Aol Sveltana Alpers,
The Art of Describing: Dutch Art in the Seventeenth Century (Chicago: University of Chicago
Press, 1983), p. 44,

20 Martin Jay, 9] 2, pp. 17-20.




2. A1Z}e] <44 (Purity of vision) @} ST A]

T, 19417] Zoll Vet A2igk] 7hike] 2U1A Alztel] gt =2 FA] ©)
Ft2ed YTl @8Asd Azt tig wigoz iAd = Qo Al
o th3t E=oJollA AAZF AR FHew T4 Avle 18108 EHE FH|
(Goethe)2] "As)2 Theory of ColoursyE T}, HEle HA oA Bate] 2
(afterimage)®} 2. A s}o] gl FE3IATE o)& AlAAGE O o FA9
gejo] opd AA|9) Yo ol A7)E vlAZ RolYt}. HH) olejol = b
olH)|= BZ~E](David Brewster), &A% Z2}E (Joseph Plateau), 7-2E}Z ¥
3] (Gustav Fechner), 8312 B#](Johannes Muller) 522 o[oJX]& 194
7] Zxke] ek Bl B9l g0l obd AA|e| 7|ukshe A& A2
A& AAIBKATHY

I EA d2 9] Al gale] B4R LR Be S
E vk gy dExte] Ye] Hdo] A4 of| A4 Lt BAglel, T
2o 713 oy A71E4, viF 5 shEiuhgl olsiA gold e
A& A3kt 2AEHA Ald ukgozAMe] AjZkkgo] tigt Aoz He
= X2 2 digel did 53R AL o) FoNAL, ol= Tl o) 7z
FaFere] devgle] fESR Gas AlAR. Felst ol Z|vtele] 5
e A2lgd AlZe o] 21l "AHeA QU AlZHautonomous vision) olgls AE
< o] RoUEE s 232 Bde] A x) o a8 Al
o] 28-S Wb, 9o EAss Uit B2l A5l BAlgle] AFl vk
She 7P A ol 1 BE 3 A Ztel},

23k AAZ o7k A AlZhE 29 A|ZFEge] oA Ve
717 ulsolA] ot AldE &S AR AR Sele BHUAE 33}
(Modernist Painting) ]2 £ 4= gith BEYAE 3)8l= 231 AlAgA o) F
2] 78-S FA o2 YAG 4F FIREF] 32 AHske BAo= v
%7} =9 E 23 1(Clement Greenberg)ol] 2lall AEH AT} 3]} F
20 aav 1] 54k FA wilA 23} A1ZHd (opticality )02 2 8.9k 4= 9lt}. 1

27 e 5hA Alzdol] B =258 Jonathan Crary, "Modernizing Vision” in Vision and Visuality,
pp. 34~40% Fzact.

BReF,p.35.

B W19 o] B& =3t k= A1 (opticality)2 §] oA Tals AlGESIA T A2
Advisuality) o R Hor) glct Ay Wode AN oz FUdsht awoe) A4
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7 Jackson Pollock,
{Lavender Misty, 1950

e vlEe] Z 49o] 7K SRS wjAe] 58S 1 B4R s
TolAE 2 vs Eolo gt wiAAde BAolobl R d&e] Exdn 4
(quality) & A AWE Zo|gitt. 1 d& I8 27} REUAE 3]3le] EX4olg}
3 FAe v Aol WA (flatness) 2 HAA 2] A (the delimitation of
flatness)" 0= 3]3le] GO & Ee]A 2o $PATNE Aoz, Efolut A,
z22}, 1% 5 e ved g9 35A ¥ i) a8 F73 Aol

WA A1 214 (opticality) & 3)8ke] 773ollA 2Tt T oAl 253
EOY2E 3)3k= #A vlgAlel Yehd AZFEY 253 AFe] 553 234
7HA] (plastic values)” & Z2te 28 W3t} ¥4 o2& 28817 135 n|=22)
7}2A 7o) vkdel v A& Z=(Jackson Pollock) 2] 2HE-S & 4= itk
&7, 283 7w L Fske S AlAAEQ ARE B EEAIA
AE) AL Adolu AAL 5 B8H2e] R4S A eJeke A)ZFA (optical
kS Tt} v]=3lr} vlal elA] (Mark Tansey)£ o]218 2w 17} 46
A|ZYe] e S FARs (et ol gk A& mnocent Eye Testyo| @ Z}
S 7= Fotes. 28y A o]d Aol 7Ved? 2 AL

(opticality)}-& AN w70 AlZ}o] ARk ST Rrkeh W, A2HEsi7e el
AJ244) (visuality) & Aol AZtoIA] B84 - ARSI Al2bbA] 8 i
0 AL o] FHAE w22 FelE ou|gt}(e] ). Clement Greenberg, “After Abstract
Expressionism,” At International VI, no. 8 (October 1962), p. 30, reprinted in Clement
Greenberg: The Collected Essays and Criticism vol. 4, ed. John O'Brian (Chicago: University of
Chicago Press, 1993), p. 131,
31 Clement Greenberg, ‘Modernist Painting’ in Clement Greenberg: The Collected Essays and
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Criticism vol. 4, p. 89.
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8 Mark Tansey,
{The mnocent Eye
Testy, 1981

AEE FFA} #7140 ZFelA o]BE F e T3 7R 283 7}
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32 Clement Greenberg, "Avant-Garde and Kitsch,” Op. cit, p. 28.

3 Clement Greenberg, “Seminar I1" At International vol. 18 Summer, 1974, p. 75.
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9 Robert Morris,
{Battered Cubesy, 1965

A ZASH FEAR ARt 234 7RIES WGt T A FIEL
22X vA Aoz A8 ot o] TR 2 vt =23l 1 &
= f B}i —%’*U]%"] Fehe 284 (universality)o]oh. IA2 4:‘}:;}71] Al
| TS viAI G Tl AV BHARQ] n)A A

fﬁ—q-i E]'ﬂ:% T ke w3 HEA A 7ol

A @ YA Ao 71k A7 282 e AL Erya
EE9] H2Z olo] EA+5} n]q‘ﬂ\ﬂz(Mmlmahsm)A 27|t vy ~E
Z8E 2g|X(Robert Morris)E EC{UAE 2|3lo]£9] F 7]t & gtHo =z of
Aol =214 E4& 51 Pﬂ =i e e sE Aol AxE Bl
3 2 SRS vEAs/EsA e Bed A s @A A s 1‘4'
olofl thgt tete 2, v & AFBE(LUFH, gestal)ol] 23] o] &
stefE ¢ vk Fgttey. REjYAES] £sta HHAQ] AlZ “3% W
st AIHRET} Al gske AL @A 1A (a priori apprehension) 2t #] 2L,
oln] €1 & HEgle W= Hslste 43 ke 5ot

N> &

R S Tt fx]dA, skl 1ot
T o gEgE 2xe0) (FEH]) BAE T

gt (320 A2 APt AP & BRI vk A2l YA o

2 Fele AARE, T a2 islshe Alzte] BT A} o] stdt) 3

=

rl:i

3 Morris, ‘Notes on Sculpture, Part 2" (October 1966) in Continuous Project Altered Daily: The
Writings of Robert Morris (Cambridge: MIT Press, 1993), pp. 15-16.
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Az tate] AHLEES o|Hd| Btd FARE izl 3 ahgollA] 2191
B AHALES 92 Ae AL FZ4-o|a Alne] A7t gl A9eltt. 1y
714 227} FE o} & F-E2 AFYES] ARGt S2EA FAll 2
ulg Huzs A3 o) Adske Folot. o714 9] FPe AT 3 &
A Aol B Tt vFl2EA ddnFele] JeEsty 1d
T, Al Y& ok Al w2 e Al 9@ o) FA]l BHsE A
A, AZke] B FollA &0l Higlshe $H2Q) o2 Eolgith

e 3] A AAde A AT B3 243 &5 A
(pure vision)ol] th3t 32 WelR] ZPrhe vjwhS et AR 71k Azt
o B AFEL Aag}, 7133}, Hu|UF, Alole) =9 AztE e F
°o](queer)°] &, EaRIFo] 53} grEe] teksiAl AFEAT ZeUE o|F &
9317 JehRs o] tldet At B3t nleAle] ATES Ao AES F
Ao 2 sle AFA vjeAld e S A A st tt. @ o] ARl
To HEES 8302 njeAlRs Bl 3Ao] HhEES ek T §%
3 JA 8k EAS BT o]F R Al e] tekste} A7 wlEAt
o] A7t AAle] SEfoll vlREE AlGEslAT o] FAE goludtt 13
2 olnjx]o]] A3 GEEo] v|EA} 1 ATWELE A o £2F (art work)S
Jolx Ak Aute] AlZhA ojw])zhe-g wh|X| 3 glvhe 2S Wit} 23chd
AlZFEsl7} ths o|n]A]E o™ AEU7L.

I, o]m|x|} AfjA)
1. oulR] o] A

204)7] vlgoll A FEAA vehd ¥ F shie A2 mjAEe] 570l
Ak, 22 AANR S 5ol vlze] A Tl e M= v el
g AP dhsEsle] AT A, ol& SR AB]E3 9252 W8
njze] 9H9E AR AAE vjH o] el dig JAS FUzZe A2
ALERES ool AU nlge] AZPAEE Zefsilth. #tiw|o] = (ready-
made), oP¥EelF(assamblage), s|ZY, AX|n|&, HIEAA Ndn)s B0
=, HIY L olE, ] ofE F 7|Ee] njeuAE dole vkt Fele] vise
oln] LAY wl&e) A FE FAdshe ol W & gle 840 HIUc) ol
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TFigel e ARPAHA AEFH o onXE BA5H nleAte] gl B
=7 vnle 7] TE-S SBiA AT BBl AlZH wiAlgf ddolA wiA| 2te) &
&, olmx|] vlEAsl 5 A vl=e] AHE HEA nleAre] Gl ¢ o
¢ FEIHE QAT F =B SAEUT

2T AIZESAT] didelgia AARE olRAlE ofd §AS e
71?7 AEAQ v|EAZE 2 AR (materiality)d 44 & Axete] vlEE(art
object)& ATe] o2 AT, AlZHESA 7] tdQl olm|RlE AlZgell
g Zolt}, 1 FL n|gAEe] WFE dolA FEAL o]n|R7} 7Nk of
Ao} A5A A|gto| A v wd] AfETE wERA o]n|R]| = ThedRt s 2.2] Holo)
o3l PR =T 77 ol E B9, rlEA TR A AR EE Sl
= Z2AE H] Z2AECAN 2304 HFHA e A2 AeA A& 7R vle
2}go] ofe} 1 ojmjA|olt}, wiRFIA R AAR Y] Fadev}t iFAA], 2
AE Yol HA(pixel) FHE EAske FarRIEe] Z4= AAE duEr
oA & EAgHTt, o] R R 7P (virtuality)Zt 7 0] (transitionality) & 71 €|
oA gL AEAQA wiARE opet B, AlClETV o' U ko &
duEr $-2lo] ARAAIE /el et

a9 olnjR|e] Fhe oftiY7? Bsht Biste] FE=, Al ol
A2 s A|dsle] Fel 2 vehd sjste] Ajdo] AT AL BHE =Y
A & Holde Al #golet. A= dielth(jacques Derrida)ol] o]shd
Aol B2 Ao upgo] He dFe] da =2 (conceptual schema)” 2
2, 1 E <] 31 227t EAtks EEE 3 FEAIE @A
(theoretical fiction)” & A Zs gk} 35 e} $elE Z2A | o) AL AV
TUE] UYehd GARE SellA® HEAQ 33te] 759} miR IR = 89F
Q1 FZHE 2ot

3lgle] #edA] F7hol slste] wiH| (AW 2)7} 2t A SA93 A (&
F) YA FEITH, A Joln)AE A Fdhe ulA]e] EA)EF 202 Hry o
AAolt}, G d=Ee 7%, EF viv] 28 o) Z(video tape) 2= E81F ufjA|7}
EAgt), ey AA R ezt S Hle olniAle & R38R S e
Q1 AlZpde] Jqel &3 vk, wiAzE Hfehe BRlA 3ol 1A &
lo] ¥l AEZQl nlguA e} s e FEoloh webA miA7t A B

(D

35 Jacques Derrida, “The Parergon,” The Truth in Painting, trans., Geoff Bennington (Chicago:
The University of Chicago Press, 1987), pp. 65-81.
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4 g3e] Alokg Wl olulA) e, o)A A Wy} ojulx|7} Helxl A B
o) ZAlge}. A12kE ST} BAFERA, AR B ol F B AIHAE
Aol Bk BASE olAl oln|x7} Weks WAL A TRk 734
ofl gt A%l o2}, AlZHvision)o] B4 1 AR S AED RS 8
T,

w2 A e 214 ool 7 A A Bo R Q4so]

gt Al o8] Edslo] Axg s EsE AlZRE olnjAjel gk ZHAAA
o] AL F3l ol dHelm Ak MAE AASIATE. WA AH3 A2t
AHojsl= mARo| 7 TPHAQ A)ZH(classical, normative vision)©] H}= ©]2{3F
"]ﬂol‘jrj(’ O]U]ﬂ% 53 394 T2 A FEQl SAl FEE X|$Eof

1A Et) $elE G g euUE%E tHX| (Leonardo da Vinci)e] RUE|AE
0 0 piol] 2 A <o B ofjeh Bl el AR ABAE ¥ 4
ot =10, 11, ¥k ol g} n|EA} FY ol A 2o = ZFo)ale] Z R Aol
TVS371W ICDEYEE B JEYlEe] on|A] oM = Bye]zke o]v|A] 24
HA sl Ao}, T3l o|u|R|= ThE @ HAS} 3 7o) YR BEog T2 A
A2 AFEE A Hslel Fukshe TRke] A3 e WstE Arksint, oA
3 & oA oA = EE 2A R H = Aol ol

e

36 Jonathan Crary, Techniques of the Observer: On Vision and Modernity in the Nineteenth
Century (Cambridge : MIT Press, 1990), pp. 3-5.
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Bt o} olmjA] = AolAH X1 s 55 = 7S sign)th. B9} ¢
719] ELA, ovA] ¢7le misAtEtA} viA E(Micke Bal)?} =uF Hilo|&
(Norman Bryson)o] AFA 02 2|51 7|38k WPHES uletoe 2 ofnjz| ]
A0 LA o] Sl o5 Fe] vleAb| ATt Wek(context) &
oxe] ZEEAL A2 Hehd shte] 3AEWe A ruth) 2 Fshe o
£ 3ta k. vlEAt AeoA], 2 uliA o] He Wg JA] 7|5 = o] FoiRl 3t
L] HlAEo|z} A4HE AupEoluE, ool ulEgt s4e 1 F9AS it
ok Tl o5& A7) FHol thegt 8|7 (interdisciplinary) 372] W
HES B3, A AEH AERA ] vieztEd tigt s4 L A5l Ert
T 25, A9 S FZRZT. mEA o|nRIES ARBIAA BlEAle] WY
£o] o2}, HelE-4H (psychoanalysis)Z} W]2]E-2A] (narratology)oll €]l 3
AT} 38 7] 55k W &2 HGAM ol tigh ¥l e Es] A7 3 vk, a8
U AGEsle] 54474 AI71E - AR oZ Adolgt omIX &R et A2
ol 7]3 A W B0l B2 - oX| 3

olnjz)9] 7| Zgk= AEHRQ] v|ze] Y7 vinlEe] HAE
2% QM Eo] gitt. vlze] YR E0| 33}, 27} 1 T B wAE 74k
2 3lo] FEA R, A|ZHEsl] o|nR &L oY ple3tEe o|n|2| 9} Fa
o]m|A| & JE o]n|X| 7t &3} Al ¢} oA & TR A, o] 9| A7 AREE] o]
71 54, AR oA, 7ix)e] 28 Sl tigk & 1R glo] vHehs] vl /At
o}, & A2 A7kl =de] HAW ool o {AAIRA wiullE-] B3t qict.

1980t SuHEE] "M% A2 3 (United Colors of Benetton)” ¢]2h= 7]
A& Wd1 B4 Bde] 2383 Akl Uid olgde]ole] o JdA| v
B2 FXA - ARz =@AEr) E e et o)l AlAElket B
2 ZAH o2 AAEY] ARtk s, 7| SRR Thta I AlAY oF
Rl 2uAA 37t gl 2 (Raphael) ] A REAVY The small Cowper
Madonnayg 2= vlglofe} opy|o| 8 BARE AHE0 R nfj§- A=t Aolvte

AL eir7I= A
=]

37 Mieke Bal and Norman Bryson, “Semiotics in Art History,” The Art Bulletin vol. 73, no. 2 (June
1991), pp. 174-208.

38 22 2, p. 198-199. V|21 E2] (namatology) & E312Q) WIHEIBE FRatal JA & <HA]
55 ATl mMAHAAY AR Qe Ashe dFelth
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UNITED COLORS
OF BENETTON.

12 Oliviero Toscani, {Breast Feeding), W) 13 Raphael, {The Small Cowper Madonnay,
T BIAR, 1989 1505

. 24 SIS vielolsh audel Fll DA FABAY ADE LA o)
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1

rlu ‘1
i T
o%

9] 21& 93 gl Wil o7 2 A E AT fellA o] FartEngE
glo] Zule] JIFA5-E HohkEA o o[ 2 WelEq ™ Aol visi, 1)

Zo] AL o] BuE Ae A& ARt vFe) =S

SERMES
29) fREks B wRe] Wolx = ZANALA S Pelo} I X2 o
AVE S 3 A gk el 1 Al 2A97) dROIERS olulA] el

ojAE FAT| olW|A|e] MiAtRTE O -8R S HFE Erh 22y
olm|x]e] Yito] Ak3lA W2H(context)2] XIS WRLRC], o|w]|R]2] AH] FA

A& o] 322 (the power structures) Wol|A] 3§a]zIc} 4

39 Marita Sturken and Lisa Cartwright, Practices of Looking: An Introduction to Visual Culture, pp.
3641,
40 Mieke Bal and Norman Bryson, 2] & p. 208.
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ojmlAle] gAY, BEAY, ngEste] A9l vieT tFEsle gd
F39| o|ujA|7} F53 A1 752 HER e AlZHEska e EHE‘ e
SAF A7kl A HEhEskeh, Bl Ee] AlZkEstaTte] whE g7 vl o
gk =0 2 v AT, 2 ¥ F-F 2 (Susan Buck-Morss)&= A|ZHR3}o]| thgl &
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ZHo|t}, nlEA} Erla A2.9(Thomas Crow)E A|ZHE3ldG7} L Fut A2
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BA ANE ATE & A= 3907 rlelth# 23T AJZHEshe 21
nle} vv|ee] AAE AIAA-E7?
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flo

41 Susan Buck-Morss, “Visual Culture Questionnaire,” p, 29,

42 Thomas Crow, “Visual Culture Questionnaire,” p. 36,

43 Tom Conley, "Visual Culture Questionnaire,” pp. 31-32.

4 Helen Molesworth, “Visual Culture Questionnaire,” pp. 54-53.
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olN

45W_J. T. Mitchell, "Showing Seeing: a Critique of Visual Culture” pp. 170-172,
6 2e 2. p. 170,
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Abstract

Issues in Visual Culture Studies and Art History
concerning Visuality and Imagy

Rhee, Jieun

This paper attempts to map out the main issues concerning visual culture studies.
Visual culture studies recently emerged as a nascent academic formation that
offers new conceptual tools and ideas highlighting and exploring fields of vision
lodged in our everyday life. The critical issues of visual culture are mainly
twofold. One revolves around visuality as a discursive pattern; it considers ways
in which different discourses of visuality, such acts of seeing, the history of visual
apparatus, and the seeing subjects, etc., negotiate one another.

The other is about image, the object of beholding. In an effort to dispute the
traditional bias held by art historians for ‘established’ artworks or their selected
imagesstead of artworks or the images in the artworks, that traditional art history
takes as the material for study, visual culture scholars challenge the distinction
between images of non-art and art. For example, visual culture studies compare
images in 20th-century advertisements and magazines with that of Renaissance
paintings. This kind of a historical treatment of images from different periods and
contexts is still criticized by many art historians and theorists. While jarring from
the older disciplines across many issues and methodologies, visual culture studies
continue to venture into the neglected dimensions of visual experience and
interpret the visual fields of our everyday life. This paper will explore the scope
of discourses that visual culture studies produced, and delve into the intersections

of visual culture studies and art history.
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