creative
commons

C O M O N § D

Ol2XtE= otele =2E 2= R0l 8ot 7S

o Ol == SH, HHE, 85, Al SH L 58 = U
o OIXH MAEESE HdE = UsLICH
Ol HHES del SR 0|8 = AsU T

MNETEAl Fots BHEHNE HEAIGHHOF SLICH

o 7lot=, Ol M& =2 MOISO0ILE HHEZ2l H<, 0l A =0l HE= 0125
S Bt LIEHLHO10F B LICH
o MNAEAXNZRE EE2 3IIE &2 0lE ZHE2 HEL X ZSLICH

AEAYH OHE 0I8XA2 dele f12 W20l 26t gets 2 X ZSLICH

01X 2 0l Ed = 772 (Legal Code)S OloiotIl &Ml kst 23 LI CY.

Disclaimer |:|._'|

Collection



http://creativecommons.org/licenses/by/2.0/kr/legalcode
http://creativecommons.org/licenses/by/2.0/kr/

g xr TAYL-EF X
(Felix Gonzalez-Torres)?] Z+Z9
et 318 A= A

2013

gAe A etm Wt
) & 4513}

o 7] =l



A 8l A ::1221-;]] < _Eﬂ] <

= 5 — —

(Felix Gonzalez-Torres)?] Z+Z9
el 318 A=k



i

Al

M

"l ""l — .
j =
) B LN
i
T U

A-'A e | -7

) B4

b ]

q_]_
q_]_
A9 ﬂ
A9
A9




e
N
i

A A}

AGE= 1988 H-H 19921 7HA
Gonzalez—Torres, 1957-1996)¢] Zr&Eo| A e}

o] t}. 1980

ML

%

o

¥

=]

ol

e
b

S

e
B
o

—_—

ojy

g o)wold 4E

?:51_

=1
[¢]

A7V 7}

T

2

3

BT B

S TMA 7=

oIt b

KR

=T

7
&

o}
i
=

7
&

KR

o)
=
)
Jmo
bz

R SR .

3
=

e

A

o}
Njm

o

e

o
=

—_—

0

il

L

—

T

Al
olo} 7}t st

P
)

Fol <]l

443

=
=

o & FAH wjA

Wl

o ohet 3t

Al

K

-
1.

=
=

ApzEt Al e A

PN
=

Aol

g 1= 7

=
=

HEAT

= A&

AR oz o]

-
=

=
=

Aol =%

14 1980 o] m) o] AlH S

CORE

Bk

o]

o]
[e]

7o
A

A

Atk olrld o o]

il

-
1.

fdolny, BEe) =rjs} 5

Z =2
—=

Folg e

Hj

4 gk,

3
1980 T

ﬁo

oh &k

E°ll

A2, 74 ol A

-
1.

214 5)

ES kK

ol o]

-
1.



-

=

A2 o]
ool BANAN A

AAAN S 2389

aE9

AHge

o zEy o

&g of

3] of

1 7d el =

o] xg;z

hoa
T

A3
A}

W gy EYas
Sa= -

Erdas
R

=
-

Il %

Z

-
1.

il

&A)9)

A,

7] o]
R I B4

]

bol )21 %

443

=
=

HA G Aol v A

—_—

)
"
Ho

Tor

il

P

il

—_
o

Nd

o



T EE
I. A& 1
o, g ZE 243 A dn g a3 7
1. 1980 o) v =rAL3] o} vl 7
1) olo]zet P&+ 1F 7
2) 289 FAbd A A 15
2. BEdla AEd SAH v 2
D vvEasas idvs 24
2) eV =Y 73 97
M. E429 o AE4 2§ A= 4 34
1. ol v|(paper stack) 2}3¥ 34
2. W H = (Billboard) #3#% 48
ZHaritdl
ABSTRACT(% %% 2)

s

j{ﬂ_



* B ~e] 2ES IS B7)SHA FE.
=31, Ex27 8vH(Wolfgang Tillmans), @8~ &g A-E 2, 1995.

it
[
B
A
-
2

A9 3 ool E) Untitled(Perfect Lovers)>, 1987-90, H ol
Me] AlAL, 3HA oA, 1 AP, 2479 A A= A E13%inches,
135x28x%2 3/4inches.

=33 AEH(Act up) E L.

L3 dEY 23 HE Y3 YdE Eds

S35 WA A FE&aolA AFREFE vk

=36, (7158 Ho)FRHLet the Record Show)) A, 1987.

=37 Alg @9 (Sherrie Levine), <FA(l=H= ¢~ o]F) Untitled,
After Edward Weston>, 1980, d&}5l An ZTHE,

T8, Al dl g 2 (Praxiteles), <3’ Kouros)>, 350~325 B.C., BEZ,
129.5¢m.

T=H9. 2 E do]Z A3 (Robert Mapplethorpe), <Z2(charles)>, 1985, &
gE Ay ZTYHE,

T3]0, ZHE Yol & 432 <EvtA(Thomas)>, 1987, d&td AW 2 HE

AP. % 18 7/8 x 18 7/8 inches (47.9 x 47.9 cm).

=311, 9¥ ;Y (Peter Halley), <dlo]Z & 7S-(Day-Glo Prison)>, 1981,
ol dlo|Fela oFa ¥, 53x78inches.

=312, AY & A (Jenny Holzer), <X54 o] Al o] (Inflammatory Essays)>,
1979, X 2~H.



=313, vprtEl 2% A(Barbara Kruger), <FA(Y4= &£3dy a2z

iy

A} 3kc}) Untitled(I shop therefore 1 am)>, 1987, ¥ 2.

=314, ol E2E(Adam Rolston), <y #AYol3it) a8z &3
tHI am out therefore I am)>, 1989, ¥~ ~H.

=315, 1% 728(Gran Fury), <A 57} &o 31& #3]tH(The Governmen

t has Blood on its Hands)>, 1988, ¥ ~¥. 232 A &3} 80.6x54.3

cm.
=316, 2% 7, <& & (RIOT)>, 1988.
=317, W E Y oftf(Robert Indiana), <# 2 (love)>, 1967, 22H =2

E

=318, Z¥WE Zg A~(Robert Morris), <FA (A 71 LA ¥) Untitled(L-
Beam)>, 1966, ~H I A~EH =2 # 3719 %7}

=19, <FA>, AH =] 1991,

T390, BEdl A7 Az g4 =,

ki
[

21. <FA(&=9 7=) Untitled (USA Today)>, 1990, wzk2H &2 7
250 s AZRAR Aol A, T B
Hor.

=22, <FAl(Untitled)>, 1989-90, Folol <32l <14, F3 &5, 26inche

b

s (o] AFA el FA)x29x23inches; 26xx29x56inches.

E322-1. <FA(Untitled)>, 1989-90, Al F-AFXI.

T923. <HFA(ZTAH) Untitled (Placebo)>, 1991, &2 Az @22 <l
AR F8E F ) o)A FAlE 1.000-1,200 8-
=24, Z =9 (Carl Andre), <14471¢ w2454} 8 (144 Magnesium

Square)>, 1969, v}1vl¢ %7} 10 x 3658 x 3658 mm.



=325, <HFA (LA &2 %73} Untitled (Portrait of Ross in L.A)>,

1991, vjokslh AM7zZe] Amgxz &l AMGE T3 TF, o|AF
¢l A= 175 9=
=326, EHE Z~(Robert Morris), <EA2] ZZr(corner piece)>, 1964,

5
Fak, 78 x 108 inches (198.1 x 274.3 cm).

Z(Donald Judd), <¥A(Untitled)>, 1968, oy d = ¥ <
FHl§F, 22 x 50 x 37 1/2 inches (55.9 x 127 x 95.3 cm).

mN'
_|_4 Eol'

EE27. md =

=928, <FA(Untitled)>, 1990, Folol <Al 14, F3 ¥, 25inches,
(o] A Q1 HA)=x29%23inches.

T 928-1. <HF-A>(1990), A F-AFZL.

=929, <HFAAGTAe & AY) Untitled(Vetrans Day Sale)>, 1989,
olof @A I, F3 F5, 22inches, (]2 A HF-A)x29x23inches

CHFAAEFAE 7YY F<Y) Untitled(Memorial Day Weekend>,

1989, <Folo| Q3 Al <, F3+ Fw, 22inches, (o]HA H
Ax29%23inches.
E=329-1. <FAAFTNY & M) <FAEEAHEZIEY FL)>, A

5},
=930, <FAF7IZ Q1sk APE)>, 1990, Folo] A Q4 F3b I,

9inches (°]%4 <l F7])x33x45inches.

T3], <FA(A=3}) Untitled(Still Life)>, 1989, Folo] 2.3 Al A4, F
Sk 35+, 6inches, (©]74A Q1 HA)x11x8% inches.
=332, <FA(#Y¥ E o)) Untitled(Lover boy>, 1990, d &2 Fo] F3 ¥

=, Tiinches, (°]44A < FA1)x29%23 inches.
3

E333. <F-A(Untitled)>, 1990, Folo <ZA <A, F3 2+, 28inches

Vi



(O] %A Q1 F-A)x28 3/4x22 1/4.
B34, H Z#W(Dan Flavin), <1963 59 25¥¢] A}A(the diagonal of

:

may 25 1963)>, 1963, & &%.
L35, <HFA(Untitled)>, 1989, ¥ H =,
L3936, <FA(Untitled)>, 1991, 2 H =,

I}

E336-1. <FA(Untitled)>, 1991, w5l Axd =

)
s

i

37. 24 @A, <dAE /M (Text/Context)>, 1979, P H =,

THA38. AY &4, <etd29o] T2 A E(Time Square Project)>, 1982, #
33,

H

#39. <FA(AZE 93l9]) Untitled(For Jeff)>, 1992, M1 =,

=40, <F AN 2L AE) Untitled(The New Plan)>, 1991, ¥ 1=,
Z#41. <Al (Untitled)>, 1990.

TW42. <aral A Z YW EZ(Go-Go Dancing Platform)>, 1991, v, A+, o}

FU

24 B4, g 24 AEe AYAZRE A Haws & dA,
21:x72x72inches.

T=HA2-1. <3rar A SPsE>) 1991,
W43, <FA(Untitled)>, 1991, stor AAE 3] AAH HE45.
W44, <FA (7] 57) Untitled(America)>, 1994-95, & .

H

:

:

45, <FA(F <) Untitled(Leaves of Grass)>, 1993, & .

TWA5-1. <FAN(ED)>, AFALL,

e

H
e

B46. <H-A(F3tF 7@ A]7]) Untitled(Republican Years)>, 1992, & o]

of @A ol 3 ¥ Sinches, (] A2 ¢l HA)x48x34inches.
T=HA7. <A (Untitled)>, 1991, Folo 2.3 Al Q4 H3+ ¥, 7inches,

(o] A=A el FA)x45 1/4x38%inches.

Vi



ZH48, <FA(AAAL ¥HE-3) Untitled(Natural History)>, 1990, 13712 &
WALA S 3HA oY A, 16 3/4x20 1/4inches.
=349, <FA(o]E) Untitled(Public Opinion)>, 1991, A4 Az @\ 2

LN

A Fx AV, FE 3, ol Al FAlE 7009 =
T49-1. <FA(AE)>, AFAZL

TH50. <FA (o] A3 Af) Untitled(Strange Bird)>, 1993, ¥ W=,
W51, <FA(Untitled)>, 1992-1995, 7}&ke} el 4, 8~10%.
TW51-1. <FA(Untitled)>, 1992-1995, A 5-AF3.

H
Gk

viii



I. A

i

Fupo) A Bjold el A 22y A-Ed A (Felix Gonzalez—Torres, 1957-1
996 (=)= 19799 mloo =z o3 o 1981dW FHEYHsH <lydd

E 2HYy 2223 (Whitney Independent Study Program)el|l Fkelsdho] i
2ERH #3 o] 25S HlQULD Zelx o 198749 Feujstme A A}
A& Adedrt2

Efas 1980d el F54dE A 83T o (Neo-expressionism) #h= 7
e wEA i 5y Py F(Minimalism)®] #4& A&k o

H 7y v & (Conceptual Art)oly & &1 (Public Art)-S o|£dt}. o]n| X
U Hi2ES QM3 XAHE FolZd WE Fo|v v (paper stack)AE S
dAg viyEe S 278 REH FARskaL, AAEE wkeel 2 -4
T2 AL Z d=#H(Carl Andre)®t ZWHE Z & ~(Robert Morris)2]
E

z7bg QRAT EE oW A B ALgeA 5 Aad PR o
=z ]
=

.

o Ao ZAA & 2AsE Adu|soA] AAE A3 A
o, 282 A oA A = (billboard)E A 9ol ¢ A7)
Zo A wWFutAl dFFES WoEA sl Ed o thek

1) Edas 9E dokdl(Walter Benjamin), TlA F = (Michel Foucault), &% W2 E(Rolan
d Barthes), &= 3% (Frantz Fanon), §°| ¢ ¥ A Z(Louis Pierre Althusser) 5 Ut
9] gAFoAA FEFS WATIL QTHF gHEE 9}5}. 53] o= “Wirk wilE 01%%% 1ol
A Be A digh AFE AT 2z ﬂﬁ}ﬂoﬁ’it g A By g I
AT e 3L A3 A ]%7}%9] Agke)-S ol AW}, “Felix Gonzalez-Torres was intervie
wed by Tim Rollins at New York apartment on April 16 and June 12, 1993, William
Bartman(ed), Felix Gonzalez-Torres, (New York: AR.T. Press, 1993), p. 10.

2) A~ ZAY A EPAs FA2EH A U8 (Universidad de Puerto Rico)E HU P =
AJNAEFE (Pratt Institute)ol Al AHHo] 2FE o) 19874 FE o5t U} olg =
AARZ A E (International Center of Photography)oll M= 4148 E HE o).



o AEeS 2 A AAew sl

stube Ede A Awks 29 AUR)AAANC] 489 Aom HE
ol & ¥ AH(Hal Foster)= T1900d ] o] &2 n]&A(Art since 199
0y oA Edze] AES vaws ‘Folgsty’'E =3kal vk 2o w=w

g EA8d vl P2E ol g3l sAHNY AFTES xWE A= FHHES
i At 289 2o A E 9gs x4 g7 =(Josh Takano

)= Bl A AAALS FEALNA A=, o] A E

=
b
b
o,
o
o,
o
o,
il
§
S
o
ro

2=(Ted Stevens)7} 719 A#E& A =
=2 9L AL A REEaE 4% F N9 AAVF vEE 2y
AE <FA(SH I A9E) Untitled(Perfect Lovers)>(1987-90)(=3#2)5 1.
3P AR ATt Bulee EdsY 2ol S8

= W8 glo]l @Al Fofdhi= ZhA ol wet tFd o] rhwdtr] wiel
T

3) 2AYE Az & ¥2E 9 29 A, 19000 ol Fof u[EAMArt since 1990); ,
(A&t APEE, 2007), pp. 608~610.

4) Josh Takano Chambers-Letson, “CONTRACTING JUSTICE: THE VIRAL STRATEGY
OF FELIX GONZALEZ-TORRES,” Criticism, Vol. 51, No. 4, (Fall 2009), pp. 571~573.

5) v=et Rela, TaA] vgh, , (M2 AL 2011), pp. 89~114 L.°F

2



wiol v, wheba o1y

Ae Aoz AR B

-
1.

SISO TR R C WA g RO

oo B G R TR I

I N et R

= < ® A [ o L 00 N

ol R G N

B0 T e e = N % o
— —_ E —_

T B = oz T Y
B o~ o " NG S A <
e 0 =T
ThieIhlsr Fza®oe
Ho T N = o I

Hoo 9w oy ’omow
o ) gl o i T oM
PoEow S BEE xodT R
= N = o] X - o T !
T~ ~r S T OB T ®m W OH —
o ML Aal Y IO g (R - oK
r o = o= N T T |
O B T oA ox P
T X
N S L I
=3 =) T o TH . - B
wojow LT E T D
o) o X N = o Mo o A -
= = CRNE oA T T
W & T A o= &
o} Jn o E X s ~ ok = ca
Heoof H M o T UM T
N T w ok W T 2
o} 0 Ty = T o= M 2o X
Jm —_ X_l el _/,A ™ S ~
T F o T x o T o & ¥
= e w9 T R ~
ﬂﬂ%ﬂr%mﬂ_dﬂ%@@%ﬂ
E@.%ﬂ%ﬂﬁ%ﬂ%%ﬂ%
= Uy Y T oo oW %
T o % T AW o ¥ R OF do o

ﬂj s Vol.

).

I3
o

(Douglas Crim
o] || x| 7}

A

divl=At

9l

P
)

7]

[e)

L

3

} & (appropriation)
(Art as Public Address); , T

A

I~

A6 Ve Qv tEds 29

el o

=

©

&) <z ol A
dlo 2 el 1

1 aF
=1

sl
[
($)

?:]—7

-

]

20, (2009), pp. 185~186.
7) #19 =<, p. 188.

1

Hu

Aol AA

8) Douglas Crimp, "Pictures,” October, Vol. 8 (Spring, 1979), p. 87.

pol =

6)



A (FAH 2

St

O
2l

19773 AEEIE 7

ke
T

T

Moo o g

T 9 = W B T =
R« LT _#womw,ﬂmﬁﬁﬁo%@ﬂﬂn
Lf ‘ﬂo—ﬂ vi T_ == 0 = =
Y = o o Mo~ % s X = K = < TR o
%oﬁwﬁmﬁf? ﬂwaar._ﬁwmo@m%ﬂ@a;m.%
S R < Rl - TR I TR )
Tow E Mo F %Mﬂoﬂo%iaﬂﬁwﬂbﬂ&dﬂ%ﬁm
T oz M W e L LA
ﬁ;_uuﬂwﬂ %%7EUQW1%%4§M%W1
zﬂ%frmoﬂ xﬂﬂ%wﬂéﬁ‘m%ﬂeﬂgxﬂﬂ%
o R Lwﬁ wr ) o}J S mm oy T Mm ofp do o gy T o5 E
= T 0 g 0 = o u s T R g W o ogp F o ™ e
i ' ~ 0 - 2 o — I
M,W BT ,UF i do mﬁ Mo o L of o 0 o N M ~
o i o} s 1 = = ~ il JJJ ol W =~ Moo o T
w 5oy B2oH T . S (I I
= FEom oy T T A S P
— 2 T ® w oS oo & ™ on NS W @
< & TS T o+ A = { E
F oo B ol S s ox U owm X o 2R g T
Flfie, 223fries R iiiisc
H il T o A il : ‘M V = X D WU o}/ = 9 ,ﬁu X =
o ¥ -l S NG N EEgE EE o S
n o Ho A T == = o} Ie) = i X0 M o i oF - i
W % o oz YN o T ™
o =m Ho 9 X TR T S M o 9 5 . -
R Ao HoT AR o o X o .3 Mou G
= T om oo O = ¥ _ T 5 oE 0 Mo
%ﬂ%%ﬂgﬂﬂgO%EM@_E}M%ZT%@@Q. !
S N do Pom oy ®oE R 0 O )
T or o R ) B Kooy W oT e o TR ouw N
1o ] R Mo Wy T ) T N = T X o5 w =3
= = EE < o B b dﬂ i) — ™ OE e [} ~ =0
o 5 = o now - SR I O .
oy R oy MM T o om0 P D w
A o = 'y dn = ro — O o el il Hpo© oy —
= & 4 o 5T R g W ™ Sk e 00N
g wm o Jl W e T % & oH T o W al w_o R
3@ O 5w BT ENNE X o o @ 9 q ) o
3} cH~e — N t W ~ NF B o HE
= ~ 0T W /" — e ™ Gy ~
A S O N -
~— i —_— —_
T ook M T oo oW W oo o w T A A



£ U] B 4 gk 24oAE o] Hd o g5 4A4e AL &
0] AEAA o8I FAHOR mefihi=A A
A Edme) Foldv] 4E} Aeje] AAHE Aue FEe] )

B A8 AT 4wz olvh o MURYES Fade] Foluvs

sk, A2a) Az gue @ e oloks B wop wABY 4%

& AR AHY WES BIVE FAR ASPOEH Edst 3
49l Baa Aele WAA At Ad A Bsy H3E =9

as Public Address); oA Ed L9 2ES FTv|ez £HE= A4 A
=Y. Ef A ZFIEgA AAeAT HE A Ao Hylgo 93

A 7k AR, dnele

o
i
o
2,
Bl
Y
)
30
dlo
o
N
X
)
v
[
)
[

AE) AR AL HFeE wAS] aRe TAH

Pa T EAEe] A4 AYs sdda-gds, 89 s, UE 5

A (The Becoming of a Work of Art: FGT and a

X0
rir
N
2
1ied
>
2
i

Possibility of Renewal, a Chance to Share, a Fragile Truce), 92 1<t

9) Miwon Kwon, “The Becoming of a Work of FGT and a Possibility of Renewal, a
Chance to Share, Fragile Truce,” Julie Ault (ed), Felix Gonzalez—Torres, (Germany:
Steidldangin, 2008).



Edla gEelA FaE Y S SHs HES =dolddvh B i)
At SRHME B4 Fom dd o] FAd wolok ¥A Eod=e F
e HUATIE =0tk ofAd T Jge FHAL dedE =7
ghal Fod o2 HashA =oHAd A Tl o

= Aotk WA AF B (Nancy Spector)i= ARl o] A A] Fallegs 2
£

of
4
=
rjg
flo
N
i

~-Ed 2 (Felix Gonzalez—Torres)y 1004 B2 ZPS ¥AELR

de 2& oz A& A Bida ANE NHPD 28] AN

E oy =&esod= M Bol Sd&HE ABor. M HIol &34
AMZA F8 dE(Julie Aulty7 AR Talg s 23y -2 2 (Felix
Gonzalez-Torres); W= X F71x 1o B3} =958 HS wigllozm
B0 Qe ek vkt s s mobd ¢ AT fEe B Eda
(Tim Rollins)9t E#Hx9ke] SIE {7 F5d Tdgs 22ya-Ed

(Felix Gonzalez-Torres); 12+ 30 &3 28 sk 19 A7 7%
a B de Ansdvh

T A dd Eexe] AAESL AYs 2FYa-Bdae] HHg W
3 9l ot=do} Z A (Andrea Rosen)¥2] Q{7 FEF5 0o o), =52

B Fre Bdl2 #]de o] FAAE 7hsdl & & s 7IEE Aw

o

A1 Artel AEIEE olddny Fad FuARZ QT oHF
=

dl o) 2§ Mol &A= of

10
11
12
13

Nancy Spector, Felix Gonzalez-Torres, (USA: Guggenheim Museum, 2007).
Julie Ault (ed), Felix Gonzalez—-Torres, (Germany: Steidldangin, 2008).
William Bartman(ed), Felix Gonzalez-Torres, New York: A.RT. Press, 1993).
{Felix Gonzalez-Torres Double) AA =%, (M&: & vleH, 2012).

Db N

6



=3

g}
B o) o

|

iR e g

A

-

1.

-

1.

Foh 1980 T

Al 27 1 el A

T

¥ B a1 Af

Al
=

7 &

A A

ol

=

[€)

Eﬁ cb_ O W o o B =
- - E T = 5 % &
—_— - ; ] U.
KIS wo up o A o e ?
0 < oF 4 T |
il - 1 # T N io io ﬂr
B o B W e R N
N ) > * 3
T e g X
o w o . T AN R
wow W wogp T ETE
o9l o T Ty % & x X DI
PAEl ey il
A S o s < 5 .
oo = = r T
= M G+ 2 F o
ooy T o of oA B
SR TN T R
Do e w T B (= L ®
ol = o L d 9 ,mu 0o g
— .L o )
%0 %e .o or W.W ° ) o ﬂu .
! i % T Sy o = P
7 oxow N ol i = 5
< T = ™) gy ol Eh % :
) noN =
— Mo NN o % o P o
< — b o = o R i
o T 2 = o g X T
W e = < -
EDHT%51M%O ° 5
o N T hom T o 3 eAq
. W T i & n B |
oo, X° =y T S
R X T o) ﬂﬂ K E £l JI,A
Pae B X4 o 5 AT 7
TR o B < oW e
o A @ Mg LA
0T s 2 A
N °oXx o® o) do T 5 v -
Now m Lot o% o oo o o
o -
T P B N7 E B N = i
N o) T L7L e - JWM 3 mm
o

1. 1980 o ¢} v] <=



59, ZAUALE, AL E, B LEWEL 9B A4S F B
of Zt}. oo} 1972de] oyt GEAe|E AdH ] dojyk ofg
Ve AR FE X £A, 2gla 19753 WMEY dAe su] o= <l

A B 59l (Neo-Conservatism)192] At th. vl=o] HAZE HAa Jd

% #o] A (Ronald Reagun)d] “ZFE o2 Zol7lA"s £27148 AA @4

e FAAATYL oE A AT A48 TAASA A 5uy A
=)
)

14) 196019l 1+ FA= vi=rel 397k Wol W e kv, 197099 A= 9Uvt Wef &
Ew=7b AFeta vkal 983 v 2hE e 1960d ] ol visrel RE f{RA oldl F
/35 AAstar gloew, o off @2 ol5e] &Y ovlem 5o AFsial e AR
FAE . ol wet A visddEe] Svbs a5 Ao AME, AAA A
oFgt AAH AYs d4stal a5 AAS Azl AL oo AFAUH. AH
A4, A vlsre] Al EE, , (A<t Hl%E, 2001), p. 281

15) 1960 dd] olef Al FEHF 2FE ST HyFos AR dFd i dztel=A4 B.
HERE 9 Rl 9 (dpalaco) 79, RY & 59 T (dumeso)HF9f, HAE
3 JadE o AFHneo) BaFo 2 Ueth shARE H2e] FFLE o] BFE AR
2 Fgete] Abgem, FadA e ol AR AtE ARFFARE ARSTIT

16) FAA oz dold AR A 4= 9 7ol i AF A &5 2 A5A4E
e AT Aoz v AL 79l Ads Aeshy] AlAstuA Apd
A AAE F&aA =L, 1984del = FRlIEAAe] 88% F7Hstal AUES 7.1%=
dolA = d3tg Ak olFd, g A, "visddAe 55, , (A& ¥, 2003), p.
212.

of

jol o



=
AA AA, AEAY, A4 5oz Ad T A4d EAR 4o A9

of A7 AT 1981 ST AlEHEE o o] =(AIDS)9= drd 9
1

Fol 7 2 JHozA FHAAES AU wEA o5 A RA

Az)H e Wik ofe} ol el Ael Autelse] stelet MEA nmaws
9903, GBI 2en 44 e AR Fus A golgrh o
oJzE 1 ofW WA ARUUE ATFHA dRIAEY 1 olfiE FA

ofol=e] Fadde] it Auet WeHQl AaAlz dHHly] wLe]
| 5RE 7™ ol2A H3la o &

17) AalE- A8 9, Tosg JdrFFodet gFEs ¢rly , (A& A%, 2007), pp. 20~21.

18) 919 A, p. 26.

19) dlo]=&= 1981A vl=re] ZAdAdg 2ol HFo= QT 5 19839} 1984 =
T SAEE d4Ao] AW FEY A (Luc Montagnier)®rAket Blsro] Al A G
ZWHE ZA=Z(Robert Gallo)9tA7y 247 HIVE #A 3T G a o)

20) AR ool =S AHEE] AHostelw T thE FHHol WA 7w ofd Fokolwte HM
o EA7F dasiy, dvisid o]z E AU MNE W 7T FElEA doix BE A}
HoAME B F glE AT 4F 395l @Asta, o[Fo] Aol HAA HE 9y
Z71& AAsHE Hol7] wlFolth & QA WY 7o WA WAAEE HJEHrr A st
(& dlo]=rt AEld), 1218 WA A A dFY Fol dAst A F& o

’
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F 3% 23 gol AL B
AL FEEHY BoR BLWA ojds £T4A BEE Atk Aol

A ARE AREAG dF AL ARG o)z BANAT} obd

4] 1Tk 8kA gk ool== I ApAE FE o
A 5 FAY delzE gtely MiEsm g gde MAKRES 7t
A3 ok AAR7] wEeloh 3 8, TfEAe A, , (A& oF, 2002), p.

o™, olol=e AFA AR dAE AFee & BARE L ST 198649 &, deld
e g olel=rF “g-u AME] dAell” atEon dvkar wR P sA ojd ARSI &
7, & EelEe AWl ool=e] AAE FAIFASHA HAMShE oYl AR E B3 B
ol e, olite FFHom Aol wal W AW dAE FARY dud d=
10 ¢4 e He AdE de 2Ah deld ‘Aol el gldsud. &e ol |
H7P7E Al Lol AL, olAl= AAMTYUH" L gt 28 &, p. 204

oA B dlo]=7h AbskEelAl AR FolY FA L Folle 54 Al A%
AQl o4, g AW AA A of¥l ffuet 2FES wolWee =¥o] dasttil F4
ek ey @A 259 ARES AART R dA 2fE EE ol F s AL ofd
< AAsHA 27 2f5 FEsa, vdetal, 3 sold SHd EEQIA wEolok
S FAYT 224 p 239

21) o, 9@l A, 2kl I, p 234,

L, Tololz=, o Aldel @A wlsre] wlEAAe deAd dEn @ERel wE

ul=ALebs] | Vol 28, (2008), p. 113

23) 9le] = p 114 19824 7} WE@A~zme] AZG R PolA Holy 200 AY ®
d3 op1h FER Qe ATk Aol TSl (Time)s , AR (Newswee
k) ol BEE

24) 57 &8, ekl Y p 217,
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FA AE A 97 BEFe g s &g B doFTh A

e IE2 1970 R Aol = oz A-E H=

(Guerrilla Girls)E & & vk A€yt 2= A-F Ado] e 2499

MAPd aFez, FEd oluAE XAHY Fudoz ALste 1HA3)
A

ANE A e A 296 od

Adol =] & A7+ 1989d (EWHE wo]ZFAx:

i)
£
i
rﬁ
0

i
il

(National End
ME S = Aol gk vt o

Folgirh) ol Eame AEol Wil gl mBHe o EHOE A

Mapplethorpe: The Perfect Moment)y do] =+
=

owments for the Arts, NEA)Q] &3 7]|H2

10090 W+ I AYES 189 HAE NEA 932 A d(Hugh Southe
m)oll Al AE3tHA o]ef e AFO HAdo] Tz XA T

Al = NEA AAl thah 4] abzhat ‘Fvjep &9 tiad &2 7

of A7l e WAL FHom Urold Am vhE Fge A
ANE FaA7)E Re da 3449 Ao R “Arle AHE £33

B
ot} “Hode HAsiME AEd FAVF dasid) Az Ae 9t

A= A4 (censorship)o] oFd 3 U(sponsorship)e]}ir FF|vF26) o] 7] A

25) dutx oz o|#f3 AFE = Mel(Andres Serrano)9] 2EALEZ FAlo] AT FH AR
B =FdAE WolZAiaxe AATS AFsizl2 vk o olFw 99 SelA d#AA
Asta A& s, oloj=4 AFA =2 dA4dsty] ATLS il
Wo] ZA&Z o] HAl= Adwolo}l tge] dAdrledTid o =AU, 37 el
NEA 71%% wol 4" DCo Zad A A 7|2 A= A Th

26) ARlel, TulmEd, 7 7[R MA-NEA(THA=E7a)E B4 =4 FAHoE ),
ool 23 &%, , Vold, (2006), pp. 37~39 £.2F
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Z5d 2 1980d ) vEel Wid Aol Aol wde] Aol
71871 BrkE B #RES SE sl Ad A4} F 7ol HlstaL

Atk Aotk NEAE mite] 749 d&A 07 F2A, Ny o&d
! %

»

5

o}

S Odd BeFo] aF S5 JFHEA . 1980d el 2
T Ao EE w8 $E5 59 ‘F3(Colab, Collab

orative Project)2®)’3} "Z15 WH 2 € (Group Material)’ olo|= F-FF9 L

Fow "HEAACT UP, AIDS Coalition to Unleash Power)' o] At} %

HEZ 4 WHYE F2 dE(Julie Ault)+ 1987 &8 (NYU)o A

A8 v Al Fofstar AW Eul o) AEE Bal oA @4 2t

o) FH A4S =sA NEAS BEE vast 2k 1 dEe] $543 349 Fh el
A2 Aengod =4 Dde AT 3 mE u% FUsdA & 42 7HNF A
B4 0RS] G B RS A ddsha vEska 345 49 A34 A4
6. APARSE ARAR AES ANT F YRS FAHA EFH AAHLE AF T
AW, A8 SR % mwclﬂ g% 2 Anngel dEdse 44 8 FF
FAS A Fa e

oflA vloE8lE A% F7FE A P BAEEAY JdTE AF ol5E, 2
o w5 E3AYAY A9-AFAASF NEA A ¥uE FAe=Z, |, s sk,
2011, pp. 35~38.

28) 1970dd] el 28 FHP L ojde= AAEFHA xHAd, dFHolA] @2 oA F
o] HEFEE W FeA v A& 54, F7E FhdA s Az A
34 #AAAE e Z2AEE Pt ExFQd AA] (e 2o L(Time square
Show)) (1980)= A#wste]l A= ATAdS 43 0t oWE F sudr. o
7= W AVl gFe] AAHY=Y, 53] I~ 6H‘“J(Kelth Harmg) 717] v 2
(Kiki Smith), & u©]& ¥}27]oF(Jean Michel Basquiat), W *ﬂ(Nan Goldin), A=A
(Jenny Holzer) 5& °|& fHAE g7k v} o]T9 EL2 AL A o2& g3 9
Aom gAoli AAAL FAE thFEHAAE FA77r e A 2/HUT. A 29
22 9], kel A pp. 400~406 L.°F
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AT dES Y] HEHE §9
of dEPPrt Eyxr
Uelgtem 1996 7H4] A H AT 2% #EHe 92 A Zbu] %8 (School
of Visual Art)& 2t 93 #HHE FAHoE XAHo uFA, 94, 7]
=2, dd HAely 5 vudd Ase AtgER AN, F8 HHE
=9 95, ¥ ZYA(Tim Rollins), B oA X=(Doug A
Y2 BEda sol vk au WEHLEE A g9 AL ¥
]

e YA Ao, ol AFAsd g FHA AR FHE W

—|~
i
afl
32
i
H
i
-y
£
A)
ne
o
>
o,
o
iy
—
e
~J
el
rL

iy

P>

= Ads & W, 53] o] oloj=d s A
2 X By gs wes oej=rl FtE=
o, sAHe 553 2L 74 desds
T v A2 AgE g v agre
BeFo verted L34 Aake] 228 oidel A9, = 293 A

Absk guhel olvle) o) S /XA HEkD

29) Julie Ault(ed), Show & Tell: A Chronicle of Group Material, (London: Four Corners
Books, 2010), p. 131.

300 25 HEZLe dzAd FAZE (ool= A (AIDS Timeline)) (1989)s #5
g ) 1989 11€F¥ 19901 1%77]'7‘] W=7 (Berkely)ol = R ¥Yo} g &
J&Oﬂ A MEY 2~ A (Matrix Gallery)llA 29 £ #AA & AFE 34"41 A3 7F 9
71el A3l F5gel ts] nldsta, 80dd olol=x=E EHM AES gdgslez
WA H T}

31) Douglas Crimp, "AIDS: Cultural Analysis/ Cultural Activism”, October 43, (winter 1987),
p. 13, Mario Joseph Ontiverus, Reconfiguring Activism’ Inquiries into Obligation,
Responsibility, and Social Relations in Post 1960s Art Pratices in the United States,
PH. D. diss., University of California, Los Angeles, 2005, p. 152, 2} <1-&.
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HEJ(Act Up) olo]=7F ¥y g s 53t ods] &4 A

5o BEE vwse 198795 BEer] AFAT G=qe 249

concentration camp)ol A AtEEHAY vla2E FHdoz A
FAEe Ee) Hu wa Aol vE 448 A%

A AN At Aol mz BEA 4

32) dEQANA FFPdd 2R FA7tES 2% F8(Gran Fury)ehs ooz A&k 1987

G
dvE A, a9 Foe #4@EE ved @vk g= A=A (Richard
obr g
o

[ roh i

Elovich), AA 2~ (Avram Finkelstein), ¥ Z#¥(Tom Kalin), €& %9 (John
Lindell), =% <A (Loring McAlpin), ¥ wi7lEl(Marlene McCarty), =d= =EH
(Donald Moffett), vF= Alé=(Mark Simpson). E¢ o] Aoz wF duSeo] BS
7HAH EESFIL =Aste] AF Al AFY AEs FAATH, 27 FE = ol =4
ZhgsliA, olE UFALRE HIslr] 9T ofoltolE WA AATTE Aol A Ehe
el zret % FEle S EdA olvAY HAE Hue fx2E FI 9E
A ZAGdAct. vleAs olelgr o'k Fale AYS FEe 1989 = Pleidt o
A 71ARS E 5L, 1990 el = WYz vldideol] At A "ok siAR o FEY 5

g d8= ]

)

e mto]2 Q3 A= AGHA 5§ oojx=d td AR @ AAAE ¢
Avk. 2¥d 252 AR vlsdd SeEHAAT AT, 259 FHEH ko] A<l
gava FeEste] 19953, S AE A A Mario Joseph Ontiverus, ¢ =<, pp. 170
~171.

33) ¥ =%, p. 188.

34) QU Wl 19789 MEZ@A s3] i Aolse AFE Faar] g8 A7) Awe
AP, Ane AL FAAE 2elw A @k FAA AAH pelAR LEMe] F7
Hol gtk o[ AL Aolsh d=ulole] TS Uehith 8 M wE, B4 YA
Age, WAL A, UM ARE, @A AU 254 A, FRAL T
e, YA 23%, wde 9ES =ath Qdel 80 A FAYN ARe MEPA
228 ol FHo27 FREUT BAMARE HolA % AdsdE A ok



=]
ZalE gk ARQle] Ho] AtgEE AAde olEFal 18 FHE Y

= m2o] Q. olEe YEmEACl AARE (7]ES HolFA(Let the
Record Show)) (1987)36)(=346)7} 2t}
2) A8 Ak 2 A=k

ole] stAEe] FAA A% A =¥ Aol gle o] HiE E# i

A& dEbbE AEA Aot kel dE 3

Harh sdw A Edsvt 4ES AT i 943 Fun 198
AN ks Arehd, 9 g% Av] $3sE A§e A, e

35) B5A ook, WtMe HAXW FAFAA RFxTY, FAFFAANE, B3NS AL
WAAE, Faae olvla} 9=l =FAE, Hepde 47 AFAS, ALAe Hhaba F
A AMHES AAst UATh

36) 19873 wHAYGe #AFolgd Wl S (Bill Olander)= TlE#e Fsol Ax 2ES A
28 dets ALE st dEJE 089 RIE Vo AFste] REAAHL, 2 Y
S WA= FEHE2a A e ARzl HeE dRAT o] A AAd Gl eel=
Hol'e] AEy] AT AR oAl Aol 7hzh Eeld Al & Sol7f gla, o "ol o
HA S| o] Al AdS WAFE AMAA ATk T RSl Eol AAHW, e
d=s B 5 Qv o A SR DEXRE vy AR AAH A& A7 F
83 98 Ak Argse] AUdysE BRedoe] ofgES g 93 ved FEe
Wl = dupEx] 2ES A3 £ AN, AAE Y o] FHstE B2 AHEE
9 olEE F  UATHE HolA AT Aot HIets AHE Tool= FaAd BA/FE
318 HeFe, , Fof A, Alolwl F @, 1985\ o] 59 Aun& o2, | (A& FAF
o} 2010), pp. 174~178.

37) 'appropriation’©] &= G0l WA e wl L, HAR(EHEH), ZEHEH) T2 vz

AW

AREHE AT B =g A& ‘appropriation’-& A-&0.2 W YEto] AR Aot}
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do] ‘ad'eh ‘iLF o) F& QAN G 3= ‘proprius'E AFEe] 2L A
°of Ao RHE WETWE TIHE C‘appropriare’o] HAATH F AEsrhEe

Ae oW dAg Aue Aom WETE =g AT A§AT A8L

'y
2,
o

2oz}

N
=
i
2,
a
Lt
H)
2
o
rlo
=
f
Mo
N
fol
(ld
o3
BN
_O|L
N
Ho
:cl)(j
i)

Wt AR AYEe A%e FANE 94

A A FAEd #e R daw v T daw §lo], E=
=4 F& VIdes e Aol opyF fne yxE Fev S 744

3ok shipols QAL ® T2 88t EA TR

38) Nelson, Robert S., Shiff, Richard, Critical Terms for Art History, (USA: University of
Chicago Press, 1996), EHE S. ¥ A E A2 ¢, AR v[EAE 8 938
3l , (A& olER 2 2006), pp. 252~253.

39) 919 A, pp. 255~ 256.

40) 91¢ A, pp. 268~269.

41) Douglas Crimp, "Pictures,” October, Vol. 8, (Spring, 1979), p. 87.
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Ago] Hrs7) A4S olfmi Adel wud uFAY FAE 5
G oQrh Ade H8E Afse EAduA BAd £4vEg Asse
MAR Aegeltia gAHe] grjslol g, B8 FolEg AdrE 4

g Agste] B4 Bgol P ARS AL AUTS ¥

AEREUZE =0 otoa] ZEo] JRA oL} =] sjdo] FAulolst

!

(Pictures)) & SalAeltt. wpepA Ayxes LI v Ao 2

ol g #AE 7 A dEQ JdEER AT 58 ik

42) 2 Aot "EAERUYUE vlEd A vevhe Agel 33 dF-dHqds JAEAE T4
o 2Z-, oA g tig4, 2008, p. 34

43) A Aga, & d p 378

44) -8 HAEH e o8 F=2 A /A dgHed, 28 292(Craig Owens)d ¢
d 28 (allegory), Tl =2 A J<=(Fredric Jameson)®] # 2~ €4 (pastiche), ¥t} A (Lmda
Hutcheon)e] XA~EZ® ##Hd(postmodern parody)”} Atk L2 “dynzle &
FA2EREHYSEE &3o](The Allegorical Impulse: Toward a Theory of Postmodernism)”
(1980)ell A ¢ nHE, ADLEE “EAERUEYSZ 428143 (Postmodernism and Consu
mer Society)”(1982)1 4 HA2EHEZE, A  THZy o84 Theory of Parody);
(1992), TExeERCYUZE A (The Politics of Postmodernism)y (1998)el 4 sjejt] =
=9k AdAez agze (OEE) ol ¥4 USS & T Urh
edis IAERTYF Fol¢ 'gir]’e fAdo] BAHWA, et Al4E a4

9F AolF] 84F dEAAZTL —ZFXJ@D}. v %Eﬂ—’ﬂg stite] HAEZ & thE H

o FAT F 9= o2 A3} = s drEE=

[o)

= P
w02 gaez dF JfEgoez ddigst @%% AEE AR FAR FaAL 2
& Aotk a2 24, Tdeungd FF5 ERERCUFY o]Eg sk, , fdA 4
& TEUUF ofF v 7, (e Y, 2004), p. 166.



ole] 2 E 2w o] 2 (Artist Space)oll Al AKQl o] HAE AR, G4, HEW
2 % 0% dAE ol&d AEFEE FAHNI, A F=2ERd(Jack
Goldstein), A2 # 91 (Sherrie Levine), 2W E Zi.(Robert Longo), @ H Z1]
Z~(Philip Smith), E&o] H#}& 55 (Troy Brauntuch)so] ZFreddtaivk. A A
of gk ArtEe ¥ V£ ovAE A&l P Aol

oo ES AhES AW AAME A A AR WgsEs wE g

TEElYE AAgel g 29z E ‘adEelee WEs kgl 33

RS AAse ARE oyt AE At A g el 3

2 (ayE) de mEel AR B34, 48, /9
(origin}& FAS I, olrh Eo] fre] wWekdA Yol T A
JgnE HA 4 Aee ANATS 2Pz AAYE o] F fFAH Wete)

AN S0 Holuhit), 198235 ol Eal7A Rusiole) A e T4

wepA deae] = ofnAZE AL Sl VI olu|sh AUbrE o olu[AE A
Al A HElAE Az o7t %‘ HEA 7= A 39 eful A, ejulrh dA
© dele Zde orE WAskA @ wdgle]l thE vz wAHy vasEn.
4, "E2ERUUSH vladA devs deaeld A A% Ay, olstelAds
o, 2006, pp. 51~54.

ru“: ofo
ol
o

ezt BAe A8 i) THHOR BAHE WE Adee ROz AgUrt
Adee WA A ALUAS P, A AT AT A3 Aol A
et FARG. AR ReUFlA AASE dxe] ANl TrEwdYFA e @
Hestrin gt o ol S HEol UL + flv] Wi HrEHAE Fe Ay
V5 wwshs Aotk mekA HiEAE et 2E FAH FE U £29 o
2 gle, 2042 A5l A58 ST Aol ALl ALEAE o o3
Mze FAe Bdol BAY 4 nelF ATk AYE, (EAERUFY &

HiALE] | A, %%9] A p. 69.
)61— J_/\Ei QS 01—/] ., D. 581.
46) Douglas Crimp, OL«] =, p. 5.
47) H«] , b. 87.

48) & i:Ei £13, &9 A, p. 581.
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(ICA)o A 7185 (o]n x| & xE(Image Scavengers))y A3} (EF42] A
el vpakel AR A, Fola Ze, gHE ZyA wpa ' A (Multiple Choice:
Barbara Kruger, Louise Lawler, Richard Prince, Mark Tansey)) (1983)%
o BA A& tiE dAs 2 vkl gk a9

AgE AWk v o|E2E0lA AHHor =ou = Avbe Ald
dojc), dRle AL A7E o =9 = g A~W (Edward Weston)©] 1925l A
gk of 5 0] FEE A F Gt A=Y= 2w o] F) Untitled(Afte

r Edward Weston)>{(19800(=H7)E AWt} o] & E& ¥l F#Ee =
AT AR AR ould] Wi ¥AE ARt AHEEZE 9 2F
o] o9l Y Neilol H3lar U= AAZE adl Zyxe ZEAdyg s

(Praxiteles)7} A 2Fsk Julddge] ¥=2E& Zwsk Folghal X4 31 v}h.50( %

) % AN Hige AFE AL

= “28-8 2837 (Appropriating Appropriation)”(1982)52)0] Az}
48 HyAgl A AHAQ Ao= FEIATEH I A (style)d A&
B

A9l Aoz v A(materia)® AE& AWA Aow HAmswA

49) BEOA AF AAWYL ohe (AUEA, wvieh 254, A= Zdzs(Jenny
Holzer, Barbara Kruger, Richard Prince)) (1984), {TVAHTH(TV Generations)) (1986)
ol vk AWA, TERAHE o g yEhE A4 &4, olgtoixt st
g4, 2011, p. 23.

50) Douglas Crimp, “The Photographic Activity of Post-modernism,” October, (spring, 1981),
pp. 98~99.

51) 574, TA# 299 fExeady AT, TauusAd 5, Volld, No.l, (2002), p
92.

52) Douglas Crimp, "Appropriating Appropriation,” On the Museum's Ruins, (Cambridge
and London: The MIT Press, 1993), pp. 126~137.
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wdol ¥z "9 Fo] % #o](Man Ray)y A== 2dH oA (Edward
Stiechen)®] 2F&3 FAMSHS Zreva weoh gl OF dolE: A=t

A w27de AFEE B TS FHe A8t AR An AFA

AEE GA A8l AN 4EL WEAW, AN dave) 4E o
Al 2R e ASATE AAe 2huy] 9% YRoR s A%
& A8 Aolthsy mebd APE: 1 FAL o g3e] AEAL ME
& olorb: WolEAXE HuAed F3ow, dwe] SPyelas /RA
AE oAl WEE due AuA 432 A48T S/t G

AHHA Az FE2 vUas EWFesn. Ao AA ZE(Jesse

ol A% AFstE Aol ohn guFeln &

53) Douglas Crimp, &< A, p. 129.

54) 19 =, #2 #HolA.

55) A8 oA "EAEe] GE: HuUAEESY EAERTYE(The Discourse of Others:
Feminism and Postmodernism)’-& &3 ¢]#3 59 FTdtol] tisf] F483 &S 39 h
aF A¥EE ¥3ete] Aele W2 o275 o4 AUtEe FES slofule H Hviy
FA NEs o3 AvFvs A2 AA Y. Douglas Crimp, "Photographs at the End of

20



29k B Agolet AW FAe ASHAL 1980 AT
g %

AgEE

A FAe B ALTAW NEHE G wAg e AL )
SEe Agste] JstRAe FolHn HgAel AHE FAUY 1b
294 onE Addn BFHAR aFAo] 4L woldee A5

O
jul
@,
w
=
)
¢}
O
8
¢}
—t+
=
=
=
o)
0
=
2,
o)
n
o,
o
N
ol
ol
ot
o
flo
P
e
2
i
o)
f
ol
[e]
i,

=
<%
IS
ke
o
o,
o
<
D
m
~
=
_O|L
N
4
ofo

Modernism,” Douglas Crimp, &< 2, p. 7.

AR A2 A me]l &z g Ags AYAL ee & 7 AUk
56) &8, "1980d o] HH AR g A, AR g, 2007, p. 54.
57) «dAl, TEdmlee 74, , (M F4okE, 2005), pp. 332~333.

58) &4, ¢o =%, p. 42.
59) 919 =+, p. 64.
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Dol AEFAE ARSAY. S8 5L xaEE Al AolA 19704

tf FRbE-E 1980d tf ZREAI= &4 8] 2ol VW = (&=12), 19804
d 2ol s 2FAY AES ol FaPrpeon(mti3ld) HEJAA &
F3dd 22 Zrlee 2% FY(Gran Fury)d@lis ooz ZALdo] 1987
G5 5498 Hol7] AZ gD HEQRLS P Hon uiF HlE]
2s 7HAY EEeal =A4ste] A4 dEe e FAAUY, 2
F e oy =R JhgetHA, ol & ded oz distr] g ofolt
g

HE 21t of L} (Robert Indiana)?] <# H.(Love)
>(1967TN=H1TE &3ty SA wAs gEolh. oy FEe A& A
e S8l AbgHElA AR @A HZskal dotrt miHel2 Qe AR
FaR= s B = FAo] AT

agxe qEgoly TRl AESe] Ao 2 Aol A&FH
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(ld

FEoA FAAoE AAseE Frtse] o3 dAY =

2EQY. o F S9o, 19700 Y] SHERE 1980 2 Fotdle AYEA xAHE I3
5 & [ (Inflammatory Essays)>& HStt} o] Q73

AXA wdo|gl=d, divteld T8 At rledda] RAFeE AwFolu; AMEES
Al 58S 7HA L ATk FAEHAL 1980\t RS uke ubulel 2 F Ao o) A=E
= vt AFAE TG AF oln|A, AL F2A9 tHH= 5

ol g LS =357 93 5 vgo] Sl =278 AHEdnh
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Y& sl & 05
ol g} ofF FARSHAl AZBNA At wale] A 2AS BHE
Ontiverus, %< =+, pp. 190~191.
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Fury’s core members included: Richard Elovich, Avram Finkelstein, Tom Kalin, John
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64) James Meyer, “AIDS and Postmodernism,” Arts Magazine 66:8, (April 1992), p. 68.
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I S FEAREFY AUHEY AdA, FHAolar Hrid wFel tE AN
L& Hhgoz A3 mlwolth s 19654 2 A= &3¢ (Richard Wollheim)
o] A& AW &9 MY EIEFLS F4aH A A HiAsd UESs
7tz o ZAES ou s B3 nyEygFe +9s FHA4Y ddy
ol=¢} o= #}AJEE(Ad Reinhardt)e] 2hEollA #a Qony o]k f-AFSH
T2 vute} Z=(Barbara Rose)] Ao A= ZrolE 4= QIrh67) mjvd
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MuEelSe) oot TAR AR BES B AFAL 2749 FYol
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65) Frances Colpitt, Minimal Art The Critical Perspective, (Seattle: University of Washingt
on Press, 1993), p. 1.

66) Richard Wollheim, “Minimal Art,” Gregory Battcock(ed), Minimal Art: A Critical
Anthology, New York: E. P. Dutton, 1968), p. 387.

67) vhHleE} 2= Pl AEH A9 AAE FUHE"- FJAY dddol =g e 533
ol #de AR v X (Kasimir Malevich)9] 3 wl Ao AL A}zbgo] vlU=E
o HAlH =& o|Ertm B3 Slvh mpo]E obA, T1960 o] &l ml&E, , (A€ Al
o}lE 2007), p. 53.

63) e 3], TulgEaFE, 1967, , T Ful&ALsts], | Vol 3, (1991), p. 16.
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69) & E£2~¥ 9, o9 &, p. 494

70) Robert Morris, "Notes on sculpture 1, Artforum, (Feb, 1966), Part I, Artforum, (Oct,
1966).

71) Frances Colpitt, &< 2 p. 95.

72) A3, &9 A p 170.

73) Russell Ferguson, “Authority Figure,” Julie Ault (ed), ¢ & p. 91.
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FAdE 2, , (A& ddelE, 2002), p. 4.

Y z=xg gl A pp. 7~8, 346, 395.
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3ol A GrrE s 98 AzEol FEAU st vd gAY T
2ol FQl ds so® AYdu. oY ouirt geAE olie ¥4 T
HNEEZo] AZ thE ZA(organization), 7| (institution), <1=(race),
(gender), A& (class)ol W&} thE E4AgE W7 Wo|th9 ueps F&
e Althe] 553 ALE, A, EA e wrt guE WEA7E T

Shov] 80 19600 T & 7] H o8 FEul%o] Fuks] =9} s

g FAold=d], ol AARAVIEoIW FALF AAVtEAA HAAe 73E ¢ BWol
AFEE s aFsAY HED A g 43S £93] AXEYE AS 84 94
of SBAST. A%, TvleAde Wk vsre] 19689 Jdvlee] S FAHOE
Fo] kA At |, Vol28, (2008), p. 163~164. ©|213F A H = sFFoAA5H HruluE 2+
ol 259 ddoly FAGeA AeEsty Y @A g AFete = E5s & A4S
2 Aqdrch
78) ¥ Ul & (public art)o]l#he -Eolv 19673 & €3 (John Willett)o] AA TFmA] £ 7
= (Art in a City)s 1A AL duvd Aoz, Also] FA EAIFIoR Yolrtr] A%
st A AR ST
79) Michael Kelly, "Public Art Controversy: The Serra and Lin Cases,” The Journal of
Aesthetics and Art Criticism, Vol 54, No. 1, (1996), p. 15.
80) @A vld~(Malcoim Miles), Tol<&, F3F, ZAly , (A& &34, 2000), p. 28.
olef 2o FH4L WA FHdAE ol ¢ gtk FFU=Y A4 gu= FAH

RS -
WS obg-23 AlZhe] EZolu} Aate] Fad wa Wilsled o FEvuee AA
2 FZAAT el obE Tkt ¥ e AT FEAS Sg Aol BiaE, T I
ul=A 7ty (A& 3FaLA, 2006), p. 87.

81) B &L Axd AAE Pof BAsH =Y, EFHAd AP ZEagdoz e 19639 F
FA A3 (General Service Administration, GSA)o] GHAE A3 ul&9 05%F T
Zo] gFsv|z 3 AE Lo He Tz 19679 YA EAEANEA)Y “FFH
A %9 vl%(Art in Public Places)Z 223, 1960dt) #uke]l A= Tgs7] A=3 ‘H
AE otE =& a¥(Percent for Art Program)'5 ol vt Aol &9 (AL A
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Tered TeRAde A A VAR Zassd, e Se ve(Art
in Public Space)’, ‘&A= A9 w4 (Art as Public Space), ‘Al 2 &3]
Zlojuhs) g4 e wEe 1960dH F

<

% (New Genre Public Art)o] =L
H 19709 Y Fe7bx] =od FEuEs HEHEA, FEdaid 914

plen

MEs Wt #ASS viEddd A FUEE e A 7 AN,
Fo|matA A7t AA JFE=2 U2 gl ‘EF olE(Plop art)8ehal EH
Alks otk 7 A FEHQD aEA e PlEe SF ofEd diE whd=

o O =

FaPlee FAAL 2 o ol E AT HlFel A FEuIEe] neEH7] AlFE A
930d R AL 87t 52 ARANew Deal Policy)oll A 719 #& 4 o
193513 ol dHE FFAH A E=(Works Progress Administration, WPA)S] adbo &4t
(Federal Arts Project, FAP)2 d<s715S A& tided =000t maA vl&7}
T2 ARV AT FIAFAETTS B8 2 A7 veE Z2ado] &A5EA H
i, B2 Hlertse] e & F JA HUT =AU Nancy Lorane), new deal art
during the great depression, www. wpamurals.com &, BFaka  ¢kol A p 112, A¢l&

shAIRE olHl RAUS y|Hom A @ o, IAol FFu &l dE Aol ofyz} 7
7S AA oA FAAATIL HAE Ago] ofd Al HrE FAHez A9
7] wiFelch ALA, TFFuE, & st HoW- TdEste &3 AlEE 4=,
AR EAA T, . Vol16, Nol, (2004), p. 229.

3 gavls dWEY FAAEE FAes, , TAdPEsE, | Voll2, (2008), p. 67.
=
1

ep FEUES 7 oldeE SANe] UAAT, BAHY et o] o8 Fol 7t
Ag g, ARA AAE B 196090 E JFoR ),

82) A5t e BRE AU JFo) mE Holth AA FFv|Ee] e =ty dx AN
U =g uu oldd JFe wHAe R ASHI Atk webd AR W 2w BRE
Fgaa 4T AQe AT B9 B bre #ds pgds-mdsd FE0|Ed 4
Ae o] AFolsldl, Bdsrk Y viFe FEv|Ee] 24 T ok mebd 2
o A 9] ol

o
Z7F Ad2 9FelFE(James Wines)oll €] 3l
712 9 wEolx Fagid A=
of XAsl= Eo] Ryl 4] ALY =
= 2ZpFo] a9 wEozl A T w-A
en.wikipedia.org Z%.

83) olEMl(artnet.com)el] WE=W Z&E ofEx A
19691 EAAHY, FF olEE AFLU FF
|e-& Hdsle n@oltt o folv F3FAL
2 T AT oA REe AS
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HER Y WdEly] AZguEss A A2 FEr e’ 3 Y o] A(Suzanne

18] 7] (Mapping the Terrain: New
o]

Genre Public Art)y (1995)9 4] A A| gt ojt}, o wEH A A= F
TrlE’e] 7]9e 1950l ] ko] Al ZFeE & Y (happenning)o] ¥, 2 &

oz 3k A7) 1980 diol Tk, Bk AlVE ol PR A & 4 dth

AA R, 19809 B3 A@oR Q] AFAEe] FrhdvkE Holv. &

A, BEFAE2 QIEAHET opve} AR s, 53 449
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85) A A= FFueolile fole vle vHH7 &d o] E(Arlene Raven)e] T3 £
% Art in the Public Interesty (1989)ol 4 A}-&3+ Ao ZRE H]|E5H Aot} Hol&
el Fo £ ded FIFAHALS FaoA

A EAH A v &(Site-Specific Art)ell o g+
Zelgen ey, 2009 p. 75.
sHA R = =2 A A2 FEve, ‘FeAd Vs F Ade’sY udFd &
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89) When I started doing the stacks, especially the early stacks in 1988 and ‘89 the
buzzword was public art-huge, public sculptures. One thing that amazed me at that time
was that the difference between being outdoors and being public was not spoken about.
It's a big difference. Public art is something which is really public, but outdoor public
art is something that is usually made of a good, long-lasting material and is placed in
the middle of somewhere, because it's too big to be inside. I was trying to deal with a
solution to that would satisfy what I thought was a true public sculpture, and that is
when I came up with the idea of the stack. Robert Storr, "Felix Gonzalez—-Torres: etre

un espion,” Julie Ault (ed), &<l A p. 235.
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92) Robert Nickas, "Felix Gonzalez—Torres: All the time in the World,” Julie Ault (ed), %<]
)
2 p. 40.
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94) Russell Ferguson, &< &, p. 90.
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0)>(191)(=%23)%= # r=d(Carl Andre)®] <144719] &AM (144 Steel
Square)>(1967)(=H24)& AFAI7IH, AAe-e ZA g F2 <FALAY =
2 %A Untitled(Portrait of Ross in LA)>(1991)(=825)= ZHE Fg A
(Robert Morris)7} 19641 ~19951 18 22 2] (Green Gallery)ell Al A 1.1
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96) Suzanne Perling Hudson, “Beauty and the Status of Contemporary Criticism,”
October, Vol. 62, (2003), p. 127.

97) Felym] JFEFEL £ =X dud A5 oldelx thdg FH & o= &A%
A2A "ol 7tedleE F248 i Jv <FAER 7] d8) UntitledNRA)>(199
1), 8F¢kR WA <HA () Untitled(Passport)>(1991), Zo] A A=E <HA (A
A #2) Untitled(Passport#11)>(1993), 982 & A2 A7F A48 <FA(Untitled)>(1
992-93), o=z FE& QA3 <FA(FY) Untitled(Aparicion)>(1991), F N AH T
245 ez <FA(o]F ¢ #4) Untitled(Double Portrait)>(1991), 3|4 ®|F#]o] 7}2-4d 7}
sl Aol <HA(FgM AL)UntitledBlue Mirror)>(1990), ATA Y 3Z20 2 = 2ol
<A (Untitled)>(1990), 243 sk oz FAHH <FA(EA W) Untitled(Sliver
Beach)>(1990) ol dth o] 3 Folyv| EEL M=o ZET FAT A FHg &
T Yt

98) Nancy Spector, &< A, p. 15.

36



g Al o] Aldel Ame AL AFHE weg AX: 9
A Azeol g@ ol ohde, F7b o e A% gEifelr s

1

SR § grha Az

Relal A 448 0H 4EG ARSAR Aol AW 2V

o] BB 5 Uk FHRAE o §3te] GFo] 2 Y NHE AHD

o
N9
>
o
=
_|>i
o)
=
N
rie
=
L
e,
Ak
i
lo
i
o
o
)
oo
o
X
¢H
to
ot
X
o
i
¢H
do

i
flo

HOhE QAR gFelq4 ggd vUdeE
Mdnes AR Azecy olde] HEES HaA7|w, 2T
7

o ohe}. W7t Az el

99) “I always thought that there was nothing new under the sun. Except that it is not
about being new, but about who makes it better. 1 like that more.” Robert Storr,
"Interview with Felix Gonzalez -Torres, Part I1-13 Dex. 1994”, in Felix Gonzalez
-Torres, Roni Horn, Munich: sammlung Goetz, 1995, p. 32, ¥4, 'F7|7F+ZF95 &
) 2 A egua-Rds Ao BEA ele|Fz, , olstelduista B, 2009, p.
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100) Robert Storr, “Felix Gonzalez-Torres: etre un espion, Art Press, no. 198, (Jan, 1995), p
24~32, Julie Ault (ed), &< & p. 229.
101) ATLANTIC CITY, April 3 (AP)-Thousands of gamblers, angered when the opening of

38



Adg Fue BAE AgE] ARG $AHY) @A BEL AP
e AGU W= W telat et wol waTh A

a7 A 2en AAdEe A A

o) ek, kst asle

rir
o
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W ogvh B8l F A4 wge AN AN, AE BAG @ e 5
& 9] ol

At & oE ZE <FAAETAY & AlY) Untitled(Vetrans
Day Sale)>(1989)(%=%29)¢t <FA(A=3E7|EYd F¢) Untitled(Memorial
Day Weekend)>(1989)(%=¥29-1)%= ‘Vetrans, ‘Day, ‘Sale’ 3 ‘Memorial,
Day, Weekend #}&= wol7l 1A E& 71 Fo] srbtlel A8 dtt. A
1o 28 11¥ 1Y =, Al 12 AARA FHPE vk BALS S FEH
A&l AAQE Aola, AEFE7IEYE g FA AE vwe] AEAHS F
Eshe ddelt. ¥ <FASeE 7dd el ‘Ad(Sale) ¥ FE

(Weekend)' o] g}= @ol7t Zolgith 7 dols FREYE AT T4
al

the gaming floor was delayed for six hours, milled about outside Donald Trump's new
Taj Mahal Casino today, clogging hallways and chanting, "Tell Donald to open the
door!”

102) The enormous scale of the problem makes it difficult for people to grasp. "Small
corruption is easy to understand and, for politicians, usually fatal,” said Ted Van Dyk, a
longtime Democratic strategist. "Big corruption is seldom fatal because it is beyond most
people’s comprehension. People can't understand a $200 billion loss.”

103) Ef v o= & 78 gYAE BHded, 2 S AFgarde & A% Add Ad
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b ompeba ZAEE S RS ARqIwRke] Su 2 s skA Ak <FA(Y
¥ xo]) Untitled(Lover boy)>(1990)(=332)= E#29 ofdoldwd =~V

i

Zolgldl Mo AMH Zolth of Wl FAske] olFt AN B

F37t YT ‘v olE Ed 39 & Foto i gA A4 RA HAEdY, s
% I gA gk, 9A &£9S sk Tt
, D 22.

FA(Fe2 2] d1E) Untitled(Republic

AMow FZo whA JFAAKY FHE AN
AT AR glo] EWF 7o = o] & MRAA o mE AFAAH o ZE e
e 7 U olAHF EdAE ARSAAAQ o|FEEY of g} AN olofr|ERE A
A5l Hoi7t BoFi s & F Atk

105) Red Canoe 1987 Paris 1985 Harry the Dog 1983 Blue Lake 1987 Interferon 1989 Ross
1984.
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106) Anna c. Chave, "Minimalism and the Rhetoric of Power,” Arts Magazine, vol. 64, no.

5, (Gan, 1990), Francis Frascina and Jonathan Harris (ed), Art in Modern Culture, (New

York: Phaidon Press, 1992), pp. 264~ 278.

107) William Bartman(ed), &<l 3, p. 20.
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108) Miwon Kwon, &< =(2006), p. 294.
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(Certificates of Authenticity and Ownership)E 7]F22 s EdAct o}
gA A S0l FolE BWol HAVHERE FEAE Tl #Fdslel AMAAH
b8 AR A etk Edas SHAC AEo] TR o] dA]l Eol, 2
7], FA, A Folo] TR/, rA T& AAE HAPT LElal Qe Eo
AES Bl Ade] A Aol wfo] sk weE ol Juh 110 iyl o}
HAE A7 Ao AAAEY TEEJY A4S Addvlee s v
= Fe] oz iy anjdd el EEFH AT <Al (Untitled)>(1992 ~
PV)E = F vk <FA>E= Fheet g4 (Carrara marble) 0. & W&o 3
el el AHFA EAE -FWol(poololth 1992¢de] R FHAAAE g
a2 A Al e F
FFA=Hl, o] Aol AdE Aotk Aol FAoHA Az A&l s 4
heel e oz FEEJATHID FHA = &

]
Ha BYAT7E 9Es FEetdas FAd dAs = 3oy S A

Golg AN Sl Helo WA AAAE

o4A BB Sa wEold old ARE MUBYF I NdrE HrhEe]
wolE Adk ok MU AtEd AdvEtEe FBAE B
8

& AFE 7ledta e, Bdlie olH e dEea ofofwal Stk

110) 9= 24 oAl dete=z
AAAFQ BAE o] Fojxith F WA
A HH sl A gE g o= 5 z+ 2 o] Al=Ht)
vl HA wEel A= A o]zl of &ol Zoller, ol AEE T A Wl 7]
2l Aotk mpAY w@eel A= #AFo] Al AYAE A, TEd i B 7 s
o gl AFYTW. Cushwa Anne Jennifer, Untitled(a dissertation for Felix
Gonzalez—Torres) (Cuba), PH. D., The University of Iowa, 2005, p. 115.

111) =98 = o] $7F Ava @ YAR, UF o ohd AFelolx 238 #7450
THAE & €AY @0 2 £o08 Sorte Y AeES RS Aol A4
ZHEe FEHEEe A e AASA grdxn ©@d. Betsy Ennis, “Felix
Gonzalez-Torres to Represent the United States at the 52nd International Art Exhibition
of the Venice Biennale,” May 16, 2007, http://www.guggenheim.org.
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112) Miwon Kwon, “The Becoming of a Work of FGT and a Possibility of Renewal, a
Chance to Share, Fragile Truce,” Julie Ault (ed), &9 3, p. 308.

113) ol# gk Edae s 483 #4249 dolg deEste] vdete 243 dFelM=E 2
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114) T didn't know how these pieces are best displayed. I don't have all the answers - you
decide how you want it done. Whatever you want to do, try it. This is not some
minimalist artwork that has to be exactly two inches to the left and six inches down.
Play with in, please. Have fun. Give yourself that freedom. Put my creativity into
question, minimize the preciousness of the piece...Lewis Baltz, "(sans titre), Felix
Gonzalez-Torres,” L'Architecture d'Aujourd’hui 306 (September 1996), p. 12-15, Julie
Ault (ed), %9 &, p. 215.
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115) =vh A, T ol&, |, (A& Fd&34) 1992), p. 55.
116) HAe ATl LAEwd AATE PR Ak 2o BEw S A dgets

(e}
goz HHIYF o] qotE dHFH4S /AT Uk I E o o= Axe AFAHE
Aol qrle] =AY oA FFA etk AR & Alele] Avy Aol EXAE
yZ9 ofo]H Y7} FA(closure)ol} Azl (distance)E &3 2SS ddsids 29y
4 g AFstE o vk EAEERHUFY HASAdE AAY dve| o] ukHET
Aolth At} sH, TEAERUUFZY of27 e, , (A& duiv[ A} 1998), p. 166.

m o

v}

17 dv 817, "Z2eRUUF] o3 &, , (M2 fdivshAl, 1998), p. 157.
118) "} s, 99 A, p. 159.

119) #1e] #, p. 164.

120) #1e] &, p. 167.
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123) “Felix Gonzalez-Torres was interviewed by Tim Rollins at New York apartment on
April 16 and June 12, 1993,” William Bartman (ed), 2Fe] & p. 23.
124) HIRE=E o]&3 F oz <FAH(Untitled)>(1989), <FA(Untitled)>(1991), <F-A|(o]
Jgk Al) Untitled(Strange Bird)>(1993), <FA(AZE $3}o1) Untitled(For Jeff)>(1992),
<FAN 2L AEF) Untitled(The New Plan)>(1991), <FA|(Untitled)>(1990)7} 4t}
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off o] AR 1985 A& ZF=a9] 1969 o~7F A= 1895 tiH 4 1986
shA] W= 1977 94" P 1987 ~=d A 1969 125
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125) People with AIDS Coalition 1985 Police Harassment 1969 Oscar Wilde 1895 Supreme
Court 1986 Harvey Milk 1977 March on Washington 1987 Stonewall Rebellion 1969.
ool A7l AYE 1985d, &S FAHo] F4H 19694, &H7F 247 I =T)
TAdNE HiE Y 19859, i de] Hhpels o st=da &S 3 w4 A
of B2t w45 W 19864, s AN AALTS HIW spv] D27t deefedo]l H 3
Q1 1977, HAdEAA] Aol d21E 13 AdE A7 dold 3 19874,

126) David Deitcher, "How do you memorialize a Movement that isn't Dead?,” Village
Voice, (June, 1989), Julie Ault (ed), %2l =, pp. 201 ~203.

127) Felix Gonzalez-Torres, "Statement on Sheridan Square Billboard,” Julie Ault (ed), &l

A p. 198,
128) David Deitcher, &2l =, p. 203.
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129) Robert Nickas, "Felix Gonzalez-Torres: All the time in the World,” Julie Ault (ed), &
o] A p. 43.
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SRS AR Bl WA FAE WA H@A, mdae o o4

Hpe2 o]gdt Arle Ed A o]don x4 FI5~(Joseph Kosuth), A
Y A (Jenny Holzer) 5°] ATt 1970 F-¥] F3aaolA 23ES AMHold
FFEaE dopyle] F3u|E JE vlA Z Al (Peter Mark Roget)9] 7FH| 31

of the Al Al Z(synopsis), &&°lW A 5& AF&dto] RHz2 A|A )19

130) B3, Tu=dw}Ad SANAe] B2 Romer AHA ¥ LawrenceAbd AEE 402,
FEREEBEWLE, , Vol22, No.2, (2011), p. 207.

131) Someone's agenda has been enacted to define “public” and ’private.” We're really
talking about private property because there is no private space anymore. Our intimate
desire, fantasies, dreams are ruled and intercepted by the public sphere. , Robert Nickas,
"Felix Gonzalez-Torres: All the Time in the World,” Flash Art 24, no. 161, (Nov-Dec,
1991), p. 86, Nancy Spector, &< A p. 25, A A-&.

132) Anne Umland, “Projects 34: TFelix Gonazlez-Torres,” The Museum of Modern Art,
New York, exhibition pamphlet, Julie Ault (ed), $Fe] A, p. 245.
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ABSTRACT

A Study on Appropriation strategy in the Works of Felix

Gonzalez—Torres

Park, Ji-Min

Department of Art History
The Graduate School
Sung-shin University

Supervised by Professor Jin, Whui-yeon

This study contemplates the appropriate strategy which appears in the
works Felix Gonzales-Torres made in the periods from 1983 to 1992.
Starting the creation in the late 1980s, he made his works using such
materials such as paper, light bulbs, candies, billboards and pictures,
which can be produced in bulk. Especially, Many duplicable things
comprises his works. He intended to draw viewer's attention by making
them take parts in the pieces. In his works made by billboards and light
bulbs, in addition, spectators played a role that produces various
meanings considering either the environment or the way of display.

In fact, spectators’ participation is important factor in Torres’ works
but we also need to consider his attitude towards the form. He
appropriated minimalism, which was an influential trend of art, then to

make paper stacked works piling posters on which images or texts were



printed. He also made public art by approrpiating public materials such
as billboards. Through these attempts, he re-interpreted the works by
making differences between past and present. He didn’t continue existing
trends in his years.

To look deeper and understand the whole aspects of Torres’ works, I
looked over American Neo—Conservativism in 1980s and a AIDS - a big
issue in at that time. And then I studied the environment on which his
works were based on.

In 1980s, people became aware AIDS was recognized in public and
homosexuals were socially suppressed by people. Homosexual artists who
were conscious of this situation were rather eager to express their
sexual identity. Unlike them, Torres didn't want his works to be
translated in the identity. He didn’t hide his identity as an immigrant
and a homosexual but avoided revealing them on the surface of the
works. He appropriate past forms or styles to say various range of
stories from public issues like socio—political events, problems between
art—history and power, love and death, individual versus public and
sexual politics focusing on homosexual to private essays. This thesis
lighted his appropriation strategy which appears on one his major works,
billboards and paper stack works.

Ultimately, T intended to find the attitude towards form which have
not been studied enough compared to other arts in scholars. Especially, 1
focused mainly on his style that he appropriated past forms but

minimalized their power and opened them to public making variously



interpretable works.



)>, 1987-90.

=

=

T

2l

i

oy
W)

o



ﬂmn:tirtmt &3 ﬁfmﬂgc

fmubfaﬁtkrﬁmuyuhm

Pl Nrstowor €agrne Dot Seasirul  Rvisions Rt

"""""""" VVVVﬁVV

B O] .

”””””” ~VYVVVVYY
%VVVVVVV

vaﬁvvv

Belondere Abseichen

Ao A AL

A -

.
7. Al E,
<A (ol =9 =9 2% o] 5)>, 1980.

6.

1=

KeN
=

Hof

=z

=

Ay AR,



o]
fu
z
m
=
ed
il
B
I
A
ot
[>

> 1985, 10 ZEHE #o]&EAx JEwpA>
1987.

DON’T TALK DOWN TO ME. DON’T
BE POLITE TO ME. DON’T

TRY TO MAKE ME FEEL NICE.
DON’T RELAX. ’LL CUT THE
SMILE OFF YOUR FACE. YOU
THINK I DON’T KNOW WHAT’S
GOING ON. YOU THINK I’'M
AFRAID TO REACT. THE JOKE’S
ON YOU. I’M BIDING MY TIME,
LOOKING FOR THE SPOT. YOU
THINK NO ONE CAN REACH YOU,
NO ONE CAN HAVE WHAT YOU
HAVE. I'VE BEEN PLANNING
WHILE YOU’RE PLAYING. I'VE
BEEN SAVING WHILE YOU’RE
SPENDING. THE GAME IS
ALMOST OVER SO IT’S

TIME YOU ACKNOWLEDGE ME.
DO YOU WANT TO FALL NOT
EVER KNOWING WHO TOOK YOU?

11. 9g &g, <do]&= 7L> 1931,

12. AW &4, <dsd oAel>,
1979.



therefore therefore

Iam

’ shop 1 am out

13. whte} 254, FAE S-T q14, obg 2B, <yi= Aoled
o 2 r2 &3> 1987. o ez

15. 27 8, <A77 &4 98 &
3| T}h>, 1988,



17. 2HE Qe <3 H > 1967.

|4 =

19. <% A>, 1991

18, wels, <EAAAY LA >,
1966.



21, <HA(S Sk wa)>, 1990,

20. EF 271 AZFe g =,

Xomemberr  betier thes G plade.

22.< ¥4 > 1989-90.

22-1.<5-A>, 1989-90.



23. <FA(EFTABE)>, 1991.

[

24, #Z Qb=

Z+E >, 1969.

A, <1479 w1y

|




ATLANTIC CITY, April 3 (AP) —
Thousands of gamblers, angered
when the opening of the gaming floor
was delayed for six hours, milled
about outside Donald Trump's new
Taj Mahal Casino today, clogging
hallways and chanting, “Tell Donald
to open the door!""

® The enormous scale of the problem makes
it difficult for people to grasp. ““Small corrup-
tion is easy to understand and, for politicians,
usually fatal,” said Ted Van Dyk, a longtime
Democratic strategist. “*Big corruption is sel-
dom fatal because It is beyond most people's
comprehension. People can't understand a $200
billion loss.*
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