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16) 28gle Fepes T EHYYH AofAe] 22, TRUUSE olF, nlad] &5y, #d¢3]
#, 1999, p. 152,

16) Susan Sontag, On Photography, New York:RossettaBooks LLC, 2005, pp. 5-6.

17) G.-F Sargentis (ed.} “3D Scanning/Printing: A Technological Stride in Sculpture,”
Technolfogies, 2022, p.l.
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AL BHste B2 gy Az g2 AMdugct m3F 2015 ol F F
=z
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2.1.1. 19471 A3 24" : JAY =24

1859 =t A AR 7)o} 227l Z=ab4el Y (Frangois Willéme)2

AR 2B E-1)E& YEHTE Os A HAA SAHE B3 VIAY =

18) A}Zl ZZHPhotosculpture)2 ‘AlZ{photo- or photo)’ 2} ‘ZZHsculpture)' &) FHdofe]
th 1913de] 7|53 ofjd|g AE (Merriam-webster) AlA-2 Al7A 2ZME "=l o]y}
HE g 2 Held Falol HE o FH2 A17E B3l Asdelu FE2] ciefded B3|
G Bae  dudge:  wE & 9E  sdem  geun,
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htips: //www, thefreedictionary, com/Photosculpture UhEef, “B2u} ¢la] z22+8 nhs7)
2s) St ol el shmIetE Abgste] AbHE AMEs 22 TR 1 2nle AydC
https: //www. merrian-webster. com/dictionary/photoscul pture

19) Robert Sobieszek, “Sculpture as the Sum of Its Profiles: Frangois Willéme and
Photosculpture in France,1869-1868", The A4rt Bufletin, December 1, 1980, pp.
617-630.

20) Z& A,

21) 19471 222 A= dege TS v 24 Ao 5L & 2442 ‘v
og’ 2t tfsf AxH E43 iy Atolg] miziA] 4L dte] W) spHe] PRe] HpF
84R ettt 2P AEFY H49) B3 AT AFA Ay GAHG 4S8 7
23 24E& ¥4zt 2 AE Ec(Auguste Rodin)z}l 22 th3te] 22yl 4=
7b 234838 Ao Aol 2pBelA BT 28] o3 EAHEE wEA Ul Angela
Dunstan, “Reading Victorian Sculpture”, Interdisciplinary Studies in the long
Nineteenth Century, 20160(22), p.7.
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22) A 7| B2 ctEAIg, A1 #Hoo A #E FEFA] BA| AR 27 A& 184kl M
49 Nols}t 228 ThL o}, ols AFHQ 27}

A B3 Zolgl).

23) Michele H. Bogart, “Photosculpture”, Art Hisrory, 4(1), 1981, pp.54-65.

24) Théophile Gautier, “Photosculpture”, Le Monde, published December 17, 1864.

25) vl HLEeled (daguerretype)-2 1830y ==lAe] 22 #riedd Feo] A= gig A2
(Louis Jaques Mandes Daguerre)”} 'UmdF £7]2] Al A HHel g waog 2 ghel
=2xb EHof SEHpositive) o|R|R|E ¥rEo| W& WAe=m ‘&b AlgllolglnE F-ETh

o] W& F¥(negative) ©HAIE ARF| ¢47] uiTol| 2971 v olm 2|7} FHAg= L vt
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ofe} L2 v|PE T Aol thY BAX FAES M HAE
Tl 19417 2 ARz SHLE teAs fIPES =zl AR M=
o] Bapst 2fRE, o B HEAHLRE 247EE AL HES =R
Tl theg] dezte2 WFHY =22 28 AA F4E& Fiuet ol
of 2]&stZ ot WS HEI7E2 AR A o] Age] &of ofd Fhu|
2he] 28 AAE ol AR E dle miAlEA JASA] gttt IE2 d=

A AAE FAste AR oA E v aEch

>

& 482 gttt SRR L] AL 24EZ thESolA uhA e A2t
FAEdE Al AN HeEA 2 ZhAE A USdTH ol# T niA) 2
T2 AR 270 o dIcid ofsfolvt S Ao okt 12
AN 242 PEshe thd 22 AR A7) AR 34 24LoR

3
HEd ¢ sl i 71 AH/Y oolth
2.1.2. AH 22 22pe] AR H A4t

Ao glol W 242 AWE R2Zo] £ FY YA +EF AA
o

[ g 2 B e R

of At olm|A] 1A #Hdtct 1830d ZablofAl A2 AMAbH o]f 1851 HFe] 227t
=] A&F ol (Frederic Scott Archer)?] ‘ZErC]2 &2t vhAl(collodion wetplate
process)’ 7} WRHE| [ 7a] @& 2] A AAEAA WE S+

268) x| x| ¢le]=l H]E7lel AkE REH E(Charles Baudelaire)s= AFRlsof tigt
¢l 1859 2] TalZ(Salon de 1859) oA 7A|H oz HHgh =pil2] A&
22 BAHH B3 olgat Adeo] 2 AL B ks tiEd #E S

27) Bogart, 4% Z.
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H T
3}7] A1 2gh7] uwjEe|tl, 1896 3dl¢l ]3] 8] Z% (Heinrich Wélfflin)2 3

2] ofjMle] T 2ZE oY FAs| ol Sl=7HWie man Skulpturen aufnehmen

soll) JolA 3xde] 245 22 2] A Fol= &7 o4 A& T}
F7] ARZITE 0 2 FZbo] oA HFE|ojo} steAlel th 4EY o

e Awtety] sl 22 wad AES STUCLI F gty %

28) Erika Billeter, Skulptur iw Licht der Fotografie:lon Bayvard bis Mapplethorpe,
Bern:Benteli, 1997,

29) Josef. Adolf. Schmoll genannt Eisenwerth, “Photographismen in der kunst des 20.
Jahrhunderts in EBilleter”, ed., Malerei und Photographic im Dialog, Zurich:
kunsthaus Zurich, and Bern:Benteli, 1977, pp.321-28.

30) Heinrich Wolfflin, “Wie man Skulpturen aufmehmen soll™, Zeftschrift fir bildende
Kunst, heue Folge 8, 1897, pp.294-297%.

31) Mot mlg el kA A (monofocal ity )2} ch2E A (polyfocality)o] tfdt EYAQ M
< WEY ZEgkVerner Hofmann) 2. Werner Hoffman, Die Moderne im FRiickspiegel.

Hauptrege der Kunsigeschichte, Munich:C. H. Beck, 1998,

_27_



xh
2}

o AR

=

o] ofUel, mEwx Eg uldaHo|w Alry

LA

2t

FA e oy P2t ofEel

.‘:
—

T o A oo o T AT m,ee e Hooer
pw e 0 Ngeswe By XX
ol S W W BOF R 0| 3
F ., T Loy B opox — oo ® 5 B @
- Q Lo} - wx [=N) - ﬁL ~ Hl —_
- Hﬂ .ﬂln ﬂ H - .WE _.C._ ._I_LI I#.MO B ﬂl_ Mnc
CUR s | H oon w B of W W o = T
_ =1 _—
mM kX & o mﬁ MO R R o ) X%
o . q o _ .A.._ J_l _ ~=o e} = _ v E*_l
r: o] ® fe} [} % o —
G ¥R o o o A xr oy ™
[ile] N 21_ A_l ..CI i I,NO 11..0 Y
o N ca ') & BT o =
= o= o= . RO o 2 = iy vy _ =
® = B & 7 ™ 1 | S I
W= BT F e oo Mook o P ﬂ,ﬂolJ
. s —_ ﬁr —_—
s oy PR OGN oo 2 N o
dELER T NP ENE T o
— ! - T
= - oﬁ__ o =) o e = J|J FHo WE _ QB X
- o ﬂ — D .L||_ —_— 1..A_| —_ ._A_l [o) —_
X = T 2 U ° <) ®r M
SR W m T oy g™ E e
NEoo J) xo x ne a4y o g Y o =
G oo T e P By Lom ow N
- a7 1o —_— L —_ a1 ==
oo ©X 5 BT 5 BBy p o E
OT\_ .h_.A.v L3 ™ 2 O_ﬁ_ Z.._ == e H__u_ =)
C o T N o ro B UME s
CoRrow o oom W <0 o or A BT T
ke T N 5k M~ J2 o T
= = 3 rea L = & o Kpm o
- ﬁ =) A__I —_— A_E —_— 2.._ A# H o TO  —
I T TN I < = N
oo Moo g B TR o FET R
m..r_n_ ol ol n A ¢ % ® T gy ] E
N B o RN Wy 3 M S )
MoHE e wo ™ ow _ T 7y 2 BN
%) op ) m o B o T T oW %
M W < 3 o) o W W P No - o 1 m O

New

1839 to Today,

_28_

2010,

The Original Copy: Photographv of Sculpture,
p. 30,

York:Mugseum of Modern Art,
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33) Wolfflin, p.294,

32) Tobia Bezzola,

34) Bezzola,
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35) Richard Artschwager, in a video interview with Marlene Belilos during the
installation of Harald Szeemann's exhibition #hen Atrtitudes Become Form, Kunsthalle
Bern, 1969,

36) 1960t A7t el 2244 545 AEs 28 ¢ alvkes Flo] dAE
th off#ic], A 27L v EstE wlF R (Bernd & Hilla Becher)& Apatd $]7]9)
e M AFEES FUALE FA3ln XSS AAR wAT LA o] tfit =
Mo ZrEEItl, Bernhard and Hilla Becher, Jnomyme Skulpturen, Eine Toopology
technischer Bauten, Disseldorf:Art-press Verlag, 1970.
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1947] 81E0] A&} e BAS A7 o|Ertebd, 2047 %,
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Moholy-Nagy)= AlZ&z} xzbe] A% D@42 AHg

T AEE ol Egrh. HMEE ML olEte FX ot AIeE 7l
Aoy A4 Az ABstHe 3 ANEs dFgE

{Aleksandr Rodchenko)?] # Ao} FHF2|37F Lo Eol] IuE| I},

37) FEF{Constructivismle A}Z o] AES PR AR AL ] HAY = ol
| € 4 glon] mebd Yada ciast gel te BAE c + 9
}
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2]%- AH A J@dt= o] E¢)Fsurimpression) 7o & FHSCE o714 o] F¢ldl=
27t AdA S&ojolt}. Laszldé Moholy Nagy, “Espace-temps et photographie”, in
Peinture. Photographie. Film etautres ectrits sur la photographie, Paris:Gallimard
2007, p. 244,

39) Julie Saul. ed., Moholy-Nagy Fotoplastiks: the Bauhaus Years, New York:Bronx Museum
of the Arts, 1983, p.147.
tf®xA e 8 2L 319 A8HRaocul Hausmann)Z} dHu} &] & (Hannah Hochis= 418 #Axe} 2
tfEnfAof ] Al o[n|AE 28 Fol o[t o|nAEI FHAA L 2Tt HEA
th.

_3']_



10

EI X
4, ooltlofel

sto] RZo[42]= ThE3t Hol AFIrh

Fol9} fAIY lstatEol T
g O

jm)
s
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YA 32
£ YBY AT AelAY T @3 ARelAY BA Rk ol A7
T Sqlo] 4tQ3} oA AlThE Eolzol whet AdEel A2l WYl
Tobd Bl AE At A WY Zolth B AU AaHThe

Benevolent Gentlemen)>(1924)(=%F-8)ofA ¥HIH v Z7He] =434

41) Laszlé Moholy Nagy, Fotographie ist Lichtgestaltung, Bauhaus 2 (1928), pp.2-9. In
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land under), part of the happening 24-Stunden (24 hours), Galerie Parnass,
Wuppertal, 1965, 31,

45) Douglas Fogle, “The Last Picture Show” in The lLast Picture Shor: Artists lising
Photography 1860-1952, Minneapolis® Walker Art Centre, 2003, p.10.
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p. 36,

_36_



£7} 2] 2]¥=(Lucy Lippard)2t & ME7 (John Chandler)7} =23t 7
AY A ohAle i WEASSE o AEATha 2 A3t ol
A RBLS BAASA JISHYUTE AMHO AT olHe] A& A
27} thabg AHE olulAol ZIAA AEPIYT

b
272 ® ThE HF2 19704 w& ol olsd(MoMa) 2] MAIRD (AL

d

i

48)

F

]
e

ol ZZ} 0.2 (Photography into Sculpture)} oA B = glt}. o] FA]

)3

=

L O AAE 2402 BFHE ANE AFEe| FEHCE 1960dr) Tl
| HZe g WA, 53 A Fele zze wAne
o} ol FFAIZ S8 2 o wiRTh Aol o EWTh olsh WAl
of A& oluiiolst, F weudd A TANYL UL Az B
AAAEE W ARUTLO Ao BeAd SRAQA AL FL AW
Ade MY Aotk 2 A2 AEJle] SUH AAE AFTsA gk AR
olulA L oz WgT HYY 4 Atk

WA AELS FF olubdo] ARkl HENY RAAT, ok FLA

1o

—_

ATEY oh

warTh kst ARlE 2% Adel FRI £F2 JUHeER ©pE AL
HhE B2k A2 vy Faigdr] wigelth #HE 442 ARlE &8
oz sty AFHoz Fe[Fo] U thE il iles S
T ol3 g HAEE w2 BAE dodMdelc Aty Add 2o U
Th vl ol E7F wE] AERA(Mary Statzer) ®A] ARXE A ”NOE

@t FAEZ oM A2 FiFoletir Byt 50

47) Lippard, Lucy. & Chandler, John." The Dematerialization of Art”, Art International,
Yol. 12:2, February 1988, p.Z18.

48) David Green, “Between Object and Image”, in Creative Camera, Thirty Years of
#riting, Manchester:Manchester University Press, 1996, p.263.

49) Hal Foster, Rosalind Krauss, Yve-Alain Bois, and Benjamin H. D. Buchloh, Art since
1300, London: Thames & Hudson, 2004, p. 531,

50} Mary Statzer, "“Mary Statzer on Photography into Sculpture, New York, 19707
Aperture Magazine-Fehurary 10, 2014,
https: //aperture. org/editorial /mary-statzer-photography-scul pture-new-york-1970/
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51} Peter Bunnell, Photography inte Sculpture, press release and wall label, New
York: The Museum of Modern Art, 1970,
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53) Peter Osborne, “Photography in an Expanding Field: disruptive unity and dominant
form™, in D Green (ed. ), Where Is the Photograph?, Kent:Kent Institute of Art and
Design, 2003, p.&3.
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55) Rosalind krauss, 1 loyvage on the North Sear Art in the Age of the Post - Medium
Condition, London:Thames & Hudson, 2000,
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56) Peter Oshorne, Anvrhere or Not at Afl: Philosophy of Contemporary Arr, New York
‘Versa, 2013, p.28.

57) Mark Bolland, “A New Materialism”, Scope: Art & Design, 8, 2013, p.6

58) Charlotte Cotton, Photography Is Magic, New York:Aperture, 2015,
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A, d=d FHEGH X(André Kertész)e] A1 Z2EFEE5 4 AAHE viglR
3 9= FoE E=g2|9HPortrait of Piet Mondrian in his studio)(

-20)32F =E otol2] ‘GAlT EE =2 FH, AR JAYL @ ool AW

= HigtE e EA1Y 4™ o &t FHYTE 5 Aot

L A2 dxlolelE R <ot ((Boy with his puppy dog)>(=%t-21)
= otelell AHE FoAAA dletRBARE o} RAE BA] Us BEAH, 3
= olFARE FASIA| d=th I WEbE s A A Akl
HEE =50 i glvh o]Zlo] HIE FA|TE "126)

zxtk 20, o= FE]2(André zut 21, o= AlHE]2(André
Kertész) <=}2l2] 2ladiloja] 3 Kertész), <Z}olA]{(Boy with his
o] E Z=3a]¢kPortrait of Piet puppy dogl>, 1928.

Mondrian in his studio)>, 1926.
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3 BeY 4 g Fdo] WEoE ¥
oW Zol= glo] FBsAL FUT A3of
Mol GdHol 3 AbAY 4ol THZA Heh.
JAY T $AY FHHA Weo| ‘ST Holk A
AUV T Wi £ AU dAHA AT & + Utk & ‘S

Al7E w2 e A Fel Zele Aeolth o Wil Al S
Ashe A A Add Aol WiHe BAHY Fow

d=d Be&F(André Breton)2 LAY QLHEA ZA Apo] Wi &rtz}
2|5 @AE QA Al BE Jled F&HIL o] FEE tisists A
== 3 FAeL MA T BAS AU 128 3 W(Things to say)>
2] zAFAF AL HER o] A T Tl 2 Zolth o|ZZ 22 Ty
AEE &P 843 5lH €AY &5 Al 4E
gke] adstolA ARAHA whEk A, v=E¥ e
2 A BT o] oju] &2 7}HE3
< ol & Ertute] zf¥eletn E3ith ukstd o] g2 glow Il

Fke] 7)ot 2§ 2| 0] 7] wh-ZolTt

o] 2Fa AIE B3 2AA EATR S, © ol ool EAlst
A e ZHEHY &2l AFA oluAE T WA FASes e WHE
=

APZ Rz tha), R HaE oluF[E ¥ 4 gttt D™=

127) 22 A p 172,
128) Rosalind Krauss, “The Photographic Conditions of Surrealism,” in Octobere, Vol.
19. Cambridge:MIT press, 1981, p.28-29.
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5l 7o) 2%AY ojufule] 24 Abde] tiY BAL AR olulA 7t L2l
.E A

Pz 3 FA43E o <& LH(Things to say)>2] AF
A AR E BEAA AE 3 FAESE A PEULE o] 5EY 7Y
olml=[o] 2]af ‘WEA T 2] A4} 24 Atolof itk 2UZ =HA 7]
ool I Ho) SPHUste] HAY = 7] wizol o Fgol midcis
A& oA odrh o A7 S F3 o] 7IYS Auy Eheuie] Aol

A 7 LSS olshstAl =3t
o5 m@ste itk A A AFA oln[A & A
ATt A=, FF 29 ItE] A Mol xFA gt ARl
P Ao "AE AW LT T (G 272 2FA

i

oAslE wl JIAA =Y FoldBF=olAYE ZHU ¢

129) 3% HlEE, p.76.
130) Louise Bourgecis quoted in M Bal, et al. [louise Bourgeois: Mewory and
Architecture, Madrid:Museo MNacional Centro De Arte Reina Sofia, 2000, p.26.
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AHE2 3RS wel Zehdglot, AdAYA ARRlE Febd 2Fa 283
2 v A 2zie 2 Ze[Egdnh A7) £ B3 AL 7[E HEYE A

=g

A& 10, L A(0dd)>, £o] $lof] YAE B, 13x10cm, 2011,

WA ol AHAY, AL Fehd AFA IYRTH 42T WS TG
Telqdol © FulEHch kst e 7He Lol Holk 2 @AW
ol Holxl gy Wl A, ol R 3 RAW W, uH A3 Ad

L2 7 Aol |l A=olgdrt v|&E 2ol AZ|el vehtes AR &
=gy oz Y ¢ Aty sidels, ZHYe FASke 4 3 AA Y
oo 32d e Fels Zdad 2 EAste 5 7194 fAE FHE

131) Z #{Karl Jung)<

Foao] thsl WAL o4 Mt QLM o Rg 4T
3 2708 Aoko) mom }

-
2 2L mRAE AAZ Rokth A4 T2 $2) ¥E sldel
.

A 77 e 1DI TAajghdets =23y . 2% =% A3y, 2023, p. 289
132) & EAH, “ézll——l Ay . olds, 2FQ. 9 &3, BECTE 3. 2003,

p. 210,
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Euk 22 el FeolEE=
(Rachel Whiteread), <3 <3

(Study For House)», 1992 (©
Rachel ¥hiteread.

3t 23, 2] dEe & elelol HIEHE n|(René SULTRA &

maria BARTHELEMY), <®]#] 7 (Paysage Turquie)>, 1995,
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olMYE ZEd ¢tel FHEZ FAE T £ YeE AT bl

‘Eztfub(trauma)’ 2F TR (trou)’ Abolg] F&ol22] o P& HE3te] A

8 AAY, AAste A& ¥ Fol(troumatic)’ QLT 133 #o]d 3lo]

E | =(Rachel ¥hiteread)+= <& ¢ (Study for House)>(1992)( =%k-22)0]
MES

A Zpal2] (H(House)> ZEAE

i
., #43 £5, AF2 #AHAY {HHousepoll Z2EE T BAH HEES
CHECTH 134 whzizbxE, =2 A E#} sunfelot vlE=g ] (René SULTRA &
maria BARTHELEMY)X <E]¥] &7 (Paysage Turquie)>(1995)(E%t-23)o]A A}
el R & RIE chAde] FRAE AAIIE vl BB AA FTE T I

e pobdct

SA HgtEo]l FAsts e 7192 FHolils BEIE AR AolA &

= =
et ol wf PHe eHNe FRYOT 7He P

of vz Apzle] & R URR-
= vnF F23 2PN FAlo] 4T AES ¥tk FuRE AL 7H
of FU Aol EAHY FHolM & W, FHE AEX & U FA
o S Uies &Y ZH Y] 482 Trhs Zlojth wabd dF2

133) 2= A p 208,
134) Allegra Pesenti, “Like Shallow Breaths: Drawings by Rachel Whiteread>”, in Reche!
#hiteread Drawings, LA'Hammer Museum, 2010, p.19.
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T EZE duprd PE(lmanuel Kant)2] A Fgbebd w[3k(Kritik
der Urteilskraft)y (1790)¢flA A2 STt oJdHoZ, mlgl=E2L2 ¢
gl PS5 ‘miglpara) 2t RE & 3= ‘o] EZ(ergon)’ & A

o]
B4POT, AE R 0T hFE FAHAD, Filol FAHA, o
=z = o
= = =

135) A2 dla[cl, Tafaly . ZEE @S, Fo&5tAl, 2011, p.443.

136) B xct ZAA 7138z ich: [l est d' abord 1'3 bord: & bordsE 24 5do]4] bort,
Aar o dudz], wje] Zstelld faH Zolrh Beolitd 2lEFiLittré)E 2H ‘bord’
27 G| S £35l5, wje] PEtelate o7 Fd go| BL£E 1 g} oE 59,
AR ghoojrlE A, T BRALT AAZ H3te 2. BdE dHaste 2. gtA 3

Z, 71 Hake] olE Folghe o Eoco gt Aot 22 M po4ad,

q

o
e A

e I

=

137
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UTE O A4y Bl Wesitin Ayt mebd 12 Zde 4F
o) BT dug s, Feols & AYWE(John Elderfield)e A7)
Zalo] thstol “mpal BSAY Rusw A ST Zade) SAA

TREA AbolglE WA | RYTIIBIT AP YT

=5k 24, stel= F2 71 (Howard Hodgkin), <9l% 3t
(Indian Sky)>», 1988-89.

B
=
ztel & dzste] A S FRSIAL PR A2 F2S HYLE

< St=(01d Sk)>(1996-97)( =%-25)0)lq AH&RE Hx} Ze P2 B FA
ol 2AE LAY Bt T o] ZA AMESIE T YL vfF

138) John Elderfield, Howard hodekin, the complere paintings:i catalogue raisonné,

Thomas & Hudson, 2008, p.19.
139) & A,
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=%t 25, 3e]l= &2l {Howard Hodgkin}, <9 3l&
(0ld Sky)», 1996-1997.
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140) Heenmk Liesbeth, Howard hodekin prints 4 catalogue raisonné, Thomas & Hudson,
2003, p.8.
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= ZUY HE L4 HAE UEE = s FUY AUWAE ALY
Tl mebd, o222 2E2 Rt AR, dA4 S, djel 7 A
ol2] o2 F2 i FHHAI= FA HES A= 71A

2A dgE #3sA Hoh deltie ol £ F2 AR 2 &35t
2| QtiT} 141) 3 wEhTT,

=2 EF HEAE SHLE AFUL, AN T8S dHsL Y
Tk | PGAlollM utE ) EEI A o) stz Tt 3§
A 3R xXdhs A5Vt FF AR Few, 2ddE, T uebollA

BAY WA E TIE Ueteld AMBAU EE FUY olu[AE F Ul

ol A% Wrh BTHEAT ADE FUY oluAE AL Aol
© B7etm. 97 Ashavl AgSHE 8], A, AstRAle] wlet %
24 Aol7} wrlh webd AR WA Abgol mpat 2] ThE ApEe] gl
o},

ol W s 2 AU flol HU TEG Tal Hul g Rk}
ERPoT BQe A BBUL HAAT, o I ZHYE F shlE
2@ ok Zeld flel &8 RQTh (2E-11) Taiat 28 Qo S ol
u[x|7} Rl 2L BlofAl o 4d e dogrh ohE A

3

= e 72 Zoth FAlel oulx[el FRolA ¥ XH &Y x3e= @

Aol A AL o]u| 2] 7} shute] EE]H Q) thatolels AMEE AxRFTH

141) &2 7de] oejzta] dzivtzt A gl 2 Wi §52 0] 7] o] LH3tA 2= el
2 &gl HAER 7] mldo] ExstA] ectnytr] #WAwt, 2Row 3t Ex3%)
o ARE PPl @delienergeia) (| EAoloh ollAEEA A P2
entelecheia®l dynamis S QA A AF= 2714 7)) 2 =T 5310 o= 2ele] ®7)
of &= gojrth. T}, p. 469,

142) #2pF(passe-partout)s YU O T Hap2pyy abzlof|a] Fepd ofg FEge] F ufEhut
& 7hd’ & 7)usich
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A 11, <FFH{Untitled)>, AF2 3%, 20xl5cwm, 2011,

ARzl g atsta} =] vf 3 (Geoffrey Batchen)E Fzhzba] 7]

e
pt
o
N

(Each Wild Idea)y (2000)0]4 AR&Hd 2 g Taf Al ofujo)] @

i)
d

Clorgl Hull g & (vernacular)13) r13le] 22 4E thETh wdE 53 4
Zlo] & cTiA# LEle| 22l 23k, HAEZ ¥l ElJ(Tintype), AM- o O
FelFe vl Hle 28, £ 9 E23 &4¢E ddsi 4% 3
2|2 3= 53] 3AE2 “He&"4), & 2AEe ¥, FR, 29X
F4L e {ASE By, FEE WA olu|AREYr ol el I tfalol A
IES QI=gkcty G ERiTt
143) Buj @ A1EE HdA BE A3d =23 gelatd B Hr)2 7lle] =3
P A SO S D A B

*}%ﬁ}t EH A Fol'olvh. ddFa #AAE E2IE AYSH(Snapshot)E HLVfEE
At72]  F g 3efolvl.  Vernacular photoggraphy, The Museum of Modern Art,
https: //wsw. moma. org/collection/terms/vernacular-photography

144) Geoffrey Batchen, Fach ¥ild Idea, Cambridge'MIT Press, 2000, p.60.
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‘THAlE 2ElU o] ZHAAE FHEStEE &3 Eol shubrh Elejop rh

Z, olulr]e] LS I BEAAMY w7 A 2T}, "145)

b= 12, (¥l Z{Road Closed)>, A}z 123 =23 #ol &
19x13%0. bem, 2012,

A

(%l Z(Road Closed)>(2012)(ZHE-12)= T2 T &
ARt 2P A 117l 2FA on]x &S 8d 7, 2AES

ry,
g
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K

A FHAANA TFA 4L ZEY ol = ZEIY Yotk #2 #
wol A BT ulel Zo] FH ZH Yo FHHE FE oA &2 2 3
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145) Geoffrey Batchen, Photography's Object, Mexico:The University of New Mexico, 1997,
p.3.
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& Fo|ad BFe] A HUHS A A[FA Tl 146)

U EE A2 FHe FHIHF AR VA ZHdE FFPHTEE
=23 ZEoILt BAE HASIR de=rl
HoE BASIAU S8 4H 43
L

2e NE, A, BHOE o

AZ el Bl 2ul= Hlel a3t 719 IHd F2E
S TE olHF 7L olFel AFETE BAALZL E¥EI] wedd, &
o 82 584 918 AF3E WAstAl "ok 2 A A gA,
kil

Aot mehrt BAlo]l FHEE 2y TROoEHN DAY AROT sjMY

=zt 26 {Ad(Dissolution)y AA] HA  olmlA  Aajg
([mmix galerie), =}2], 2014,

146) Lynne Cook, Bice Currier and Greg Hilty, “Notes on the Artists and Biographies,”
in Doubietake: fCollective Mewory and Current Art, London: South Bank Centre and
Parkett Publishers, 1992, p. 221.
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=3k 27, {A1F o|&7tS 14/15(Emerging Artists 1441
A, #adl  oe  AgHLepsien Art
AT EZ 2014,

=
&3t olF Fizte] TiZle ALV Ee o ® A HiztEIZ]E RIEF
T}, 147){ =%}-26, 27)

o[ A(Immix) ZAefe]2] A {AH(Dissolution)) (2014) A AL
A FeEely HER FEHo[(Bruno Dubreuil )= E2j2} F2j, Kol Ro]
2l e A Abole BRAFE AAUTE e 2Ye TEIY FA 22 &
A0 2AFAHPE HAE AL AEPAA gog2A olvtx o 2 A

s
& HA HE Zolet: MBYUTH IS FEL ulFote WAL F oA T

147) Marks, Laura U. “Video Haptics and Erotics”, Screen, vol. 39, no. 4. 1998, p.333.
148) Bruno Dubreuil, “Statement of Exhibition Disseclution”, Immixgalerie, 2014,
https://immixgalerie. fr/dissolutions/
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149) Rudolf Arnheim,

1974, p.239.
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4.1.1. #e}{Chora): BH S 1§ =

A AP EgERol AN olnz| = AP FEE FIMARE = drt 3§}

A9 ¢hes] @AE APt deth 23y FAHET O B2 AS Hof

Z 2o AA Kol F& WX 28E Lot whebd 2o 3§

UE A AL G @ ¢ glo] RAFAR U2 A FEdel mzi

' 1stlolt), ubyl WakE ofmAl ol gle
o, APY 4 gt WP Y Zolth oA WIS ARE SUs:
x roln], “ZlTMH W EHAY DEF Yot &4, FHo

= od
= Q

S ¢ g 84, IEU FEoA AR 8FE FUsts SAd HFE
_7'_-_

£ R4S ZA T QlTh 1)

(d
X
kit

=g FHE HEE B uE AYY TS EHUIETs 23]

150) Roland Barthes, [ ‘obvie et [ ‘obrus:Essai critiques 111, Paris:Seuil, 1982. p.54.
151) & 2 p 55,
152) 2248, Tofle7lE 21§ ol . wl&ah 1999, p 363



? 2uE RYE = Qe FAE =V Zolnth whes] 2urt gle A

of olt]e}, FZrol 2ulo] F& FEF dl= Zolth W3t o]n[=|oA

VEREAME ‘Koz e /¥ & ZHYLE =Hue 2, 23

ol B Zeld o] E TIE =AY ZEdes €1 U FRE A
A=

Y 4 olth oY Teld ol TaAYS A&y ey A

Heltks of 22 W 3¢S ‘HEekchora) 2 G2t} Helbs RE

S

ol A== F3, Jhedel Felth. ZEehes Tzl ZEEAM ZHA
< ZAoz18), FehEe] Elnfe] A (Timaeus)oll A 72 7|43 AEY &
Azret AES TR oM FHUTE S Rels d4Ed 2

=

= AHY A AYsls iy, “RE B sEATB[T]
b

153) Z2}=e] mpE2y Haps “Ex) (Eire)stn A {devenir)E= 712 A(chaos) &4, Ef2]
EHo] PEE7 o]He] Bl @ eln, “old] I Ko S & 2452 A FAA U
o HEE g Eimatrice)o] = REfinourrice)”o|Cl. Pel¥ TZEz2lo} F2|AE|ule] &
by, ol Flod i) T & F A, 2003, p.253-254 zol&
154) &b, Te|mpolosy (AYndEA S8 HY), 2HY &4, obzhd, 2019, p.85.
155) 7= A,
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AA R I/ §4E AR FAl A" Jor® FAFA 42 A,
A& AT BE A2 45 wolsdrt
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156) Jacques Derrida, Khdra, Paris:Editions Galilde, 1993, p.45.
157) Eolo] gl dzlvizt A2 2E 7fE2 R ‘Holzt vl ¢ ‘A7|3tet & Ajfelo|rt.
24 A HdAE AP 4o gl A& AR
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‘B2 WU ol FAE U A4 RS AARAE DETL TEIQ
guleld, 1§ TEo| WY RoE AT Eotz 4 ¢k Al AL
AmE A2 B3 AFE =89 Zolth olFA FY

=
o WPE W7 SolthiE E3hY s1Be BeY Aol mATh 1)

U2 7 Abete] ARkl el miet Widte 7Y E IR MAE ol F
gths 2SS o). olmt= |7t F2 AL LS FAse

A st ¢S A4 Fetn FEE A Zolth ulatEs B

22 13-1. <Addle] FHSunday Car)>, Z3eiA|, 140x334x97cm, 2012,

158) Papastergiadis, @& 2, March 2006, p.18,
159) Bl&3tE, p.79.
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22 13-2, <Addle] FHSunday Car)>, Z3eiA], 140x334x97cm, 2012,

25 2F E]3(Tico)16002] Hef2} @x|ofx UAY A4 A9 AFEE
<ddlo] FHSunday Car)>(2012)(ZHE-13)& 2Z3 o|FF ‘Ale]’of Qlr).
ol BE7} WolF 2 ZTetAg) Sd& ot [] #E AEBE oldlle
HZ olF¥ = AN AFH = s AFAE] Jled A
Zoletx APt 6l FulFA® o AFA F2 AFA
AR HAY F2 FU AFAE BABIL Qs ®olth162) o] ‘Wl &
Fo RFa 183 o] 2] Alo] BAE FREYLL

2

<8} (Bagneux)>(2014) ( 2HE-14) A
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168) Jeff Walpas, Heidegger and the Thinking of Place: Explorations in the Topology of
Being, Cmabridge:MIT Press, 2012, p.164.

169) Alastair Bonnett, The Geography of Nostalgia: Global and Local! Perspectives on
Modernity and Loss, London and New York:Routledge, 2016, p. 6.
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of Michigan Press, 1997,

- 100 -



o|xt¥] 2} ZFE}(Izabela Pluta}= 20061 217} R4 A(Island of
Mauritius)1782} g]¢]L]&(ile de La Réunion)17ef A HF3l37 I 3LojA
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2ele g 7FRET} Jacqueline Kndrr, Creote Identity in Postcolonial Indonesia, New
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https: //en. wikipedia. org/wiki/Jakarta

183) Ulf Hamnerz, Cuftural Complexity: Studies in the Social Organization of Meaning,
hew York:Columbia University Press, 1992, p.264.

184) Hall, <¢] 2, p.31.
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185) Stuart Hall, “Cultural Identity and Diaspora” in J Rutherford (Ed. )}, Idenrity:
Communtity, Culture, Difference, London:Lawrence & Wishart, 1990, p. 235,
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186) Marsha Meskimmon, *“Making worlds, making subjects: contemporary art and the
affective dimension of global ethics”, #orid 4rr, 1 (2}, 2011.

187) F2= #Hu-£E&2L Topde] atany , 38 d §Z4, §P 4 199%, p 71
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189) Wendy Knepper, “Colonization, Creolization, and Globalization: The Art and Ruses
of Bricolage”, Smal! Axe, 11, No. 1, 2006, p.73.
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ABSTRACT

A Study on the Placeness of Diaspora in

Photoscul pture through Frame Transformation

- Focused on the Researcher’s Works -

Sunyoung Park
Sculpture Major
Department of Fine Arts
Graduate School of

Sungshin Women’s University

This paper began with the chservation that the photographic images
in my work explering diaspora evoke nostalgia for the absent Other,
the homeland or home, while simultanecusly functioning as a site of
opportunity to discover existence, This is because in this process,
photographs, though deveid of inherent meaning, can acquire unique
significance in the present through sculpture, further expanding
photosculpture  into a field of artistic practice for the
post-colonial nomadic subject,

FPhotoscul pture emerged from the interaction between photography and
sculpture in the 19th century, Several theorists and artists

experimented with possibilities offered by new technologies, despite
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constraints of the times and the fixed roles of wmedia., While
photography and sculpture are separate concepts and categories, when
the expression of sculptural work creatively replaces the original,
the boundaries between the two can bhecome blur, This convergence of
photography and sculpture, of image and cbject, hecame evident in the
1970s when photography moved toward sculptural objects,

Contemporary photosculptures appear similar to those of the 1970s,
but differences exist., As major contemporary art theorists and
critics note, photography in the 21st century is rapidly changing and
expanding through technological, cultural, and economic forces,
Additionally, the coexistence of different image-based photographic
formats - chemical photography, film, and various moving images - has
led to the collapse of the existing photographic medium as a single
technology, Consequently, contemporary artists are questioning
photography’s ontology and what it can and should be,

1 expand photography to contemporary art and culture through its
sculptural qualities. In the process, the concept of ‘frame’ plays
an important role in examining the nostalgia of diaspora. This paper
examines three aspects of frames based on philosophical discussions:
first, the square ‘surface’ from which the memory of the Other
emerges via Jacques Lacan’s mirror theory and Roland Barthes' gaze:
second, the ‘border’ that interacts with the memory of the Other via
Jacques Derrida’s parergon: and third, the ‘folds’ through which the
memory of the Other is re-remembered and created, through Gilles

Deleuze’s point of view,
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The post-colonial nomadic subject, known as Créole, allows for the
absence of the Other and accepts the uncertainty of the present
place, creating cultural identity within both culture and the world,
Conversely, the wandering tourist creates a mirrored place of
alienation, This place of alienation amplifies the desire to stay in
the past and reclaim the lost place, The accelerated glchal movement
of the 2lst century forces us to live in transit, producing greater
solitude and depression, reminiscent of Marc Augé's concept of
non-place,

In the final part of this thesis, [ examine how photosculpture works
are delivered to viewers who experience them, focusing on the ‘other
place’ between the past and present locations and cultures of the
post-colonial nomadic subject, 1 define photosculpture as a field of
artistic practice, Additionally, through <The Oscillating Wall)
(2023), which represents the cultural identity of difference, I
attempt to complement the content of <{Housed> (2006} and present the
form of photosculpture representing a post-colonial nomadic subject
My main peint in this paper is that photosculpture becomes a site to
discover the subject and an artistic practice that attempts to

overcome contemporary alienation,

Keywords: photosculpture, frame, diaspora, nostalgia, placeness,

cul tural identity, post-colonial nomadic subject, alienation,

artistic practice
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