ot A47d ©2022 FFHSL FoFATL
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=2 #otr & E8on, vpZoA yoA wejFy, W F9
LA, OWOM $El= 94 gotx w7t FAVEE FF o=

o FolH, I R EL Lo|=2&F 7FFHT}E 54 20014 2000Hz HY 9
287 F3 diigol "ot SAY ARRE olEE ThE7] YelAE 4 4F

2] Sl oltek, A4 Fol defit AUl 29 ol

7/1011?%. kA "= A °°*°U EH“ﬁr Chax ﬂ‘“ﬂﬂ“
ved gAdol BRI e ARRE ofEQ =4 didd] Hd Zledtaizt
St

&, SFH EH*J A4 A, A A4 S8 el AR A=
2L on] 204171 2FEHIoU B4 SHolAd 1980dH /A e E=dT
AgelA =2AE AT D d2y olAlE ARk ¥ 244 ARE TFH

1) Geie] A =450 ofs) HAY ulEAsket qAXAY FAHE AREL
OAlL ¥ FEF Hokwh DA vjsh, A AE, ANAFETL 5o HE
g dREEe] o5 42 shasla sl ettt ) g 4%AY
“AGEEAH) o4 (20194 39 239, Foldfehn) W=
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o o] &3 AAFAA Pe AHEE 2FsI& S ddin]eolA
g2 H ol =44 ”Zﬂ Ay EAZ AR ettt AREEAY 2F
AEchs 1 YH, HEAdA Y9 1y QoA 55 = H|Z7HAF o|n| x|}
AYg AR 55, AA7|1H -84 52& o|djx= 55| o}ﬂﬂﬂ AUtk
& AR ARRE otEx 7HAA Hi} B7RAA HR7|aE #ghE 5 gl
=¥ 4T 27E 24 AmnEA R Ao 93 3 g9y g5
o AAAE A= AR JAe 159 £4E, 11 £4e A9
A7)0 52 BHA B F5Y 7Idol wet ddstAY sHA] &
o3t IES QLEAL} Z2 HAARA Y ozt | Hrh= X
-got= t44d(objecthood)& ZHeth m&oA ¥HER
E’(quasi-objects)22 A|7t &0l S H7|1 A= AMAES
JoZ8- A Ho] F7F HIA Z7HE o]F L T3 o|xdE f
tﬂ/ﬂ-/ﬂ—‘%— ‘—' ﬂOiA—] X—L,]E] ]:]—
& v&9] 2 A ARl QEA YW, Aol EFQI ofH Y i
HA9 5&‘%’4 A, AT, &2 4& jle AlE ie(simulacre)ﬂ Z2 Ao
= SHOIHAY YARI FAO] ohEl HAY FEe W EE
AA 223 AEAEA HEUA 5o YAY= E84 2, 1 Y, 3
9l FARRE BHEA FAZA 7HA S3Hvirtual incarnation)& 1 2}o]
SH(self-differentiating)®] 7]=o] EA7} Hth= Q4o 2 o|dst Xz o
ok o]t S Ad Aol BAVE He AL dAE BHEEEE, Bt
A Yt 22 AAZH(graphéme) 715 82 7|H(notation, instruction),

Hax ofujo]x j4e] el Hi AEA ATl
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2) ‘Edd olgk: &ols BFlx 2HFEBruno Latour)o] &8 TE= A3 Zoile]
A Aol Qitky(Nous n’avons jamais été modernes: Esszus d’anthropologie
sysmetrigue, 1991)°4 2%}, HED PYA YEYIE FAZ T fF29)
2% AAEZ 1990t E A7iH ey FEY /\P‘ﬂiﬁ} HEo] ‘H|Ql
ZF(non-human) 9 ZAEFHUE FA7F 545 ol mlsh - nl&AlEtA ofA
Fs] =A=, s FEE qloh

3) Esa Kirkkopelto, “From Quasi-objects to Artistic Components: Science
Studies and Artistic Research,” in Dialogues between Artistic Research
and Science and Technology Studies, eds. Henk Borgdorff, Peter Peters
and Trevor Pinch (New York and London: Routledge, 2020), 34-35.
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ARA 2H52 o A AEHolAdn dyEr. 7HAF AHTHKaja
Silverman)& 234 oujojA AL @A sidst= u|] AFd FAHS
A A SHA 7] v Utk AT AFAY A FHC=E <l
st 198X ZH(proprioceptive-perception), THX| B A|Z-E Aol A
Ad FAAAY HIAAA AT JiEE IFE Aot ASAAA Aol of
S =stal Utk F/4fol BAFE WA AJZY o HAEE o] AHE A=
A4 HZto] vte= AFHE 59 AlEelALRE osfE & Aot A&
FHL B3 B Abo]9] FZ(synchronization)E =t o] xjZo g Ql
Ass o2 vgaE, B7RAA AlEdold I AAE w475k
2o AL oA 2 1 et A4 SHy wrEste] AMAT AIEEE 7

22 "ag Fhd

WL 485 F 549 AB0| ALE olER TuEo] AW 4%
3 meo|yt Bulo] Wasiths) ALLE ofE9] ARl HAEURH AHo
LEoRA AR TEd Leoly AHE TATTL oA A

T U
N
mor

F5 HEAY] FAF94 nEhe] wr]|Eoldd HiA
‘d(medium-specificity)°o] § ol S&HA g= FA7F HE AFES
2 AAF7] A 222 (Rosalind E. Krauss, 1941-)7F TE8]0]A 2]
a0l A Zoj3t 8ol2A T 84 7]&ZF AAAl(technical support)et
T5o FH, BAFOZE RA(fIFE, EidH, graphéme)? HHE9] & 9|5}
(layering)2 ©O|FATEO RA4AZF 7)== Ex Igi2 7)Y (inscription)©] A

24
~~

I'(post-medium)&

L
o

W
=

)

T

ook
ol I

4) olel= "= B. N. &@&d 7BRF Adlo] ‘U{S8AZY ke &AL
(proprioceptive perception)°]2t AFEe ASFAAQ] 259 AZg4o] 4
T Mark B. N. Hansen, Bodies in Code. Interfaces with Digital
Media (New York and London: Routledge, 2006), 18, 57, 76-77,
184-185; Kaja Silverman, The Threshold of the Visible World (New
York and London: Routledge, 1996), 16-19; Seth Kim-Cohen, In the
Blink of an Ear. Toward a Non-Cochlear Sonic Art (New York and
London: Continuum, 2009), xx-xxi, 84-85.

5) Seth Kim-Cohen, “Dams, Weirs and Damn Weird Ears: Post-Ergonal
Sound,” in The Routledge Companion to Sounding Art, eds. Marcel
Cobussen, Vincent Meelberg and Barry Traux (New York and London:
Routledge, 2017), 51, 57.

6) Rosalind E. Krauss, "&doflo]49] 3el: ZAE-tfA] A At w&(A4
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flo

T AY FAIA AR, X3S EEbeh= dlEohy ofu|oA el A(F)71Y A
(archi-écriture) 2714 ARRA | A #2 EF-& Tol7|= St

He JForn, HIZIA FupEl WS 4 Qlon, daZA FAZH
3’4‘ 24 E35] Wolzod o vk AlAlo] Egt ofdH &S Xty T
4 k. Azt SEE X)Zko] ZrAtolgk WefAl= O]-(rjr +

AL A BRA| k2 A FOAA, AFHom Xﬂﬂo}ﬂ i
Aol 714% 534 H-‘ﬂroﬂ W ZAEUAA HEE2 &
o dojtd (FF) A9 &0 =A Fot9 7153}5117) HEZHA
P AT AFE= Wo] Jlon, ARRE otEQ] AA| @AYo AR

J7F ARZE ofE A= 204171 % vEd JI3e] S ]Sokﬁ]'

ol

ru°"

EI

12
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1o

ot —E

S b
10 1 rlor

rir
gy ®

of et AT} 20417 FHE 0] HAH, F
a9 &g 27, ARREAAC|T AP ARE iﬂ % 15*3
2] 23] JILE, AT 7]&S UE A, AJEHE 4(amhromorph1c) &)
ol Arslstat IRk, @S, 94, QA AHskw AE AEe] ASiTh
o]2 gl o] = ofEL Y

2] Sl A FERL Qiok. ey AiF o R =] FAIY AvHE] et
A H Fo}, Fd A

dl
3
%
=
0
)
o,
el
é
Ay s
bR o

e

A ALE ofEL FOI2 ORI YUl BEE BAE 7Hed, HAY

31
ARLE ofEZ} Jelt olu]x, YUY Wilergon)t FAWA? Heltte]

Voyage on the North Sea’ Art in the Age of the Post-Medium
Condition), AAE 9 (A& FAUES} A, 2017), 8-10.

7) Roger Scruton, “Sounds as Secondary Objects and Pure Events,” in
Sounds & Perception. New Philosophical Essays, eds. Matthew Nudds
and Casey O’Callaghan (Oxford and New York: Oxford University Press,
2009), 67.

8) HlEltts "BUE I AAEE IR L IS Eﬂﬂﬂ"ﬂﬂl o] =
it o=t 0“”4 ANE 7‘hﬁ} o= %7‘45} A2 Y, ZY=

(parergon)olﬁ}. eafe = gl E}i =gxos *XH°L itk o=
=2 JA9] e ErtE g4abot, FAlo] 249 9o Akt 1 F 77 4
Al ale BAF ol BA2ARA TABS FANE AL Ted Yol
Al T QE7E ofe}, BEYEAT E@E= 22 WH WE, 128 AAolH
Zojo|ty, Kim-Cohen, “‘Dams, Weirs, and Damns Weird Ears,” 57;
Jacques Derrida, The Truth in Painting (Chicago: University of chicago

Press, 1987), 59.
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2
22hs 229 7S A F VAR o] Eodt @A ARREotE
OFe 7HE ol He 4SS WA 7tk HEUAE F 9
THHEE oA MRS BER o 34, HExysl] 34
(performativity)> 2& ARE ZYE0] AANH FAolge AS HAFE
9 24|, HEUAE B EFAL Hel gl Azt &340 B
A 7153 S ALsHA ot w2ba A= Aol it oo
L

AT A7 FAzele) 2AYE BAFAR0] de 4w &S v

mefQ) o] Sgshs TAA Ugo] ol Ha Aesote A
495 5 neAHoR o Qi BAS AV Adsdt 1
of ATEE 025 @ 4K FAR st EaTA Wt ko2 3
Hg % e £9% FAGH AXolA g AY59 727 e FHe

2 AT AJE 183 & (short-circuit), A, AARIHZE,
e oE e ArEax g

TS 2 o Ry HT Add E Aoje H&H AfES OE
23 J¥E StURE Be o= A% vigte] oz I o] =
ofUet Exket 1 HA 74| 1/t EAIES thFEojof sty Kt &
AEE g7ste] 349 HAZ w|FojHt Y F2 9 JAT A=A
AE EF 1 §HFo] H2d 29 Atae] 7wkt a4 A S
W FEshe =24 A= A AH Hop FEJCE o|A7HA]
Fgoll A ARRECLE s At AVME F40=E ATE ol o] Slo],
T = AVES AFE vlsA 9 A o]29 | A9t A-E A

A
i
flo

o ot Rlomot DY
Ay B
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re

9) Kim-Cohen, “Dams, Weirs, and Damns Weird Ears,” 57.

10) Michael Fried, “Art and Objecthood (1967),” in Art and Objecthood
(Chicago and London: The Universituy of Chicago Press, 1998),
148-172.
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2o]x] F£Z(Louige Russolo, 1885-1947)%= AL7]|A4 RIEYERE
(Intonarumor)E TH=1 AL WIS It AFRE 27ZF ARE A&
7} BA 1) EYoAs REZTF} ¢ e FETHWalter Ruttman,
1887-1941)° 23 252 FA= A <KTAl WF=>(City
Symphonies, 1913—1931)01 AAE o] Brje=z HEE Q) 12)

e 7S A 845 £39s) SogtoH AFH FAoA Eugt
HH25 o]59 o7—31 E‘:ﬂqﬁ 4] FAolA = ARRE Q= S5 7]
Hip g3}, 9 oprtEE HA= AFo] Utk olEHHW HFL
(Luciano Berio, 1925-2003)= #H|AEREA, HIAES Eotat H&EdH 2t
= WA WS AR WgEoA TS FU" AoRlE 5
A(Karlheinz Stockhausen, 1928-2007) 5 FA°tS 2hst A& 2+
T7Fs E3F 949 4o FEFT HlE £oF9] kolx gidle ARV
Atk YHo] oA 4K (Marcel Duchamp, 1887-1968)0] 48 FA|3}
ot e Fy 19 EAXL 2HE HIFA(Robert Morris, 1931-
2018), 2HE A 1(Robert Rauschenberg, 1925-2008), & 24 9
(La Monte Young, 1935-) Z12]1 ¥W'd3(1932-2006) E3F Fof3dd £
A A(Fluxus) 2F0 o5 AlS= At

EE] AFAGONA ol=o] FE3E AR A7t F SturE AE|AF
ot w=do](Christian Marclay, 1955-)°]tt. 19| thaze ‘A& EE=
49 gAlo]l B Aol gAle] &= A(Els, 20104 12¢€ 94-20114 2
4 1399 AA=7E= W KAAS>(The Clock, 201008 AR &
FE A (found footage)1d) FsH=11d], T ofjzo] 1= HAHI FL9

o

NIl

%

ol

11) Gascia Ouzounian, Stereophonica: Sound and Space in Science,
Technology, and the Arts (Cambridge, MA and London: The MIT Press,
2020), 118, 138-139.

12) o] FA)= olgol o3| Fe sl ek BAZ ST, o=, “Heldsi
WAat Bk 2oy g4 3T G2 EAE SR (AAHER HAREY
=5, 2018); Laura Marcus, “‘A Hymn to Movement': The City-Symphony
of the 1920s and 1930s,” in Dreams of Modernity: Psychoanalysis,
Literature, Cinema (New York: Cambridge University Press, 2014),
89-109.

13) TRRE FEA = 237 93EH AEE, H1Y ¥ 32 AR dEoY HEA
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ZHIA "EolES 1 FYHe|E FFE AFsty QY IR P9
sto] wlsAo] HH Y. 1= B4 HE HZE7F CDE AEEA Fi=
HE A" LP HZEES A7RE AREC] kol2E FAE A AA 3ol &
B2 A AAS Aok AW opptolB HA] LI HAuAL 4EE>(The
Sounds of Christmas, 2011)°1A4 ZZAutA F|E SUHES Rof HA S
NEZ 753 LP Hd HFEE9] oprto|BE ZEqth XS 2HZ AAT

@4 4o CDY LP2 AeeE 7S A9 1 98 Be ool ¥ o
£% o] 1 498 %8dte] WulHTh 1 oI ¥ Eold 4 glo]
AFRA7 A2 TEEET AL DEFEASY o5 4O $F Av]

ol Aol BAA miEel F&of H|-FE o] siA I

o|Z-Z {9 A3l ot opY7tEE A FSte] uiA ' AT &
WA oot 204171 2FH AFE g2 AE=E0|E WEE0| Hikso]| A
W7o oA E= FIE QS AAH o= FEHQIN, a0 AVHES 1T
ot F& AAE A ol Eolse A FASA. olEEH nt1vE
HolZg Azt AiE AAleH AFE viEEel9 K48 ZE>(Sound
Fal)= WA E78/99 W3l 9 AERS 0|25 A7|AXITh At} ulHo] &
2 Ao figt o]d FASE AP S THAHeH AR A F ot
= S FAR, dHoRE wiAo Mok A FAE obyEt HiYEA
(Vanitas)2 AAEH A9 144 HEIL g, FAGe 7o go} 3l
ok uiEdols d4, o7l A% HEUAS B A S 2Ed°l(Replay)
£ OoF71% o fEdolge A= w9 ®dol gt 19 AE=
o], IR A a 27 24408 GEIEAY AFE(indexicality)oll o
gt 7|1EA g FEsE TAERUO ARNA A, AAA 4o ZAEX
EIZE 24 & AL 4 Utk

KBO|E o] Z>(White Noise, 2009)= ttZHo]9] &2 & slo]
ot ZEQ CD 52& 7|51A|9] o] tFEH It FEXA| AL 5

BE9 H2 FIE Y £4E 7o) MR IsiE AeAPAIZ S Dot
Z2@AZ09 LA" QBA (found object)d] P& wHolg & 4 9o}

14) 9E, “2AE REIHTY AR dj@jciddt Aol TZAERE TN A
o] ATt O 48 gHm|Ee&es] AR A A5 (§Hrlst&sts],
20179 34), 137-160.
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W74 ool e seloh e FAH AHE WAL £9F Ho|E Lolx
23 AR, BolE ol xk AAQE okEe] FARA HAX Utk o
shel AHES SIS UE B4 ot 49 ol8% 24 Ve dnkE

AeA(1970-)2 «HEr EAyojgt= Aoz n5vstdyt g

A4S FFegy AT HASH: 5 Aoz EEsta 9

T} O+ ‘320F(chroma), W& A2l E]’ (Mattereality)g= 3

T2 9 AL sttt 19 Ao fHARAEY AT AFTt
I

=0l =RIth. “F=H4l GLARE'R(EEEE ddlxee, 2019)014 I+ BI7HA
4 Re A4S A2 F 1 YA Aol Bt HAEE & <of2

IA2>(Argos)?dr KDEA>(Umpulse, 2018), 37§19 18] BYF 7| AAA
<KIZU>E AAPT KIZuE>E HEA 0 52 HEfF fiE5s o
A7 FHIE ALY B E FolitA JATFo RN AZHe] 8- UEY
Aoy ¢l fRE2A0] gAfololnt. KUEA>E AT QoA &
A= HEgEe A2 1dE FEHo] ARt HEREA Y Aot

O AAof sEE D) FEe HEHAR v 29 s S 7t

rr

ok

JF05 AE oM BolErol2E BIYL A7Hs AW FFmoIA
AROER AT T P29 B YAFo| AF] Yot tojze] u

15) FAL, FF, 1 29 ARY o954 2HE SheAH T, s Eupde],
TR 2ESE v ol SHCR” (TS WA=, 2018), 199-200.

16) 22 AT A dSAE=rALACBM) 3 AR 3% 233
o Sxgu AR Qg uykso] Eo et o] Ak ARl 7IALS
HAt. 7E, oY, T4, vhHE foke S29 S48 b giARE FA 1
= Quso] AL HiuEo] ‘ofphd FF (Habana Syndrom)olztal =
Aot AGske kolz27t 2T 4 Qe A YA He OE AVES vt
ERo] WAl 9 of=E] A9 3 BAAA AdFskL Ak AASE e
ojz9 AH: FEIoH HAUYY? HiAEMord IA7NT gt 38
(2017), 149-179.
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2 o ofmiule] Eelut 2L e FAE S

NE A4 WSOt 3 WSS NEE Qo] ASHIL Yk FEE
29 F2E AEH T 5= Uk AHRFIS AAS 9100 ehele]

A E8A] o welx 2T & gl wpAoa FHo| 5 o]S EAsio]
ﬂ%@ fl\" %‘E O]T:I' 71—18_‘7:%0 lﬂ ﬂ ‘lf—_‘ O]X1§ ]:]]___E :LAL]— ‘EIL'/"-'—\T‘;Q;'
Zrolll= TR (torture) AR WFEOjY= 2 g EI)st 487F ojdA It

= ju
T 429} 2L S| kolzr APH & YA 1L ol S UE F

o alde] WoRE B 4 gl WE £Folu AAwn|A

4 AAE & 5 A A%, old A

AXY =49 FUHA oAl= BA4Aer A Jheoitte A Holgd.
ZVAA, MM dgr Z44 gzte] dulside] met oldde 5 &
YE Y AAY 2EEe AR A9 = A He Aot 594
SETA = AFAZIH [zl AAIE Fdste Aol 224 or g2l A
o opd7} st =AUHA F=, AEA HiFEHe old SAWA Fdsol o
8 ASiFOIEAA, FHe ©F2H PP FHEolFe TE AT

Azt o] A2 HH, &5 ST AY, FAYGo] H3ohe ko=
I 429 EAA B, v B AAY Hol= SFH A 7
AHEEAA O] E(soundscape) & A7F AAY AAE oGt F4A 3
o] &AM BIRHET AL vk 19909 olF AWA FA, # AT
of FolEH RE Zlo] duHEHos 2 Y X9t 4olA ‘Foh
BH e 54 TP BEHOR AT Ao A4lE 55HORE dolF
t HEYI XA o3 FAEL FA AFOIUR ST olFAnE
(acousmatic) SHE ofzh?) 11 2 dddt AR o9 SHolA tii

dt dlo
oM flo 19

ri’ﬂr

17) v A&E ARE ik 2791 A% £eEo] BEUAC R 7scte B4
(voice)2 H|E3 EE3 S3k7]

Aol tfsf ‘ojFAHEZ (acousmetre)ﬂ}—
< 5 QAT S Q= odE AE A

o2 zolsth olTAnES &
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Be Ad LEARA tEth ofd HkEo AlRe 2Rl le] <HA 3ok
(White Painting, 1951)°14 ¥4& Z Alo]A(John Cage, 1912- 1992)
9] €4’ 33">(1952)°ltt. A°|Al= WdEd A =0l F IFE HAHE
o 19 Hrs i Dsr} o] 98kt njgH o g AA E= YA e
Z(Nishida Kitaro, PEH&ZES, 1870-1945)9] ‘& A’ 9 dAFstat HA
o] Att= M4 EZt A K ko2 TR AHET £ZIH1®
o]z AJEL olAH AA AHE, /MEr&d] JT 5= °MFEH &
At A ARREAA | &7 24T mjyojel ARYACIA o] TH A
FERE7E o AAE 7FeARA 7hed Agste] ST Holil 452
Fup9 Jojoln HAIX| 9] SHitolgt T AA| 430 SR REET] Wi
oJt}.

(o]
Oéa:‘**—

1.2. AREZEe E87 43
AR} A= TA o FH|E 7 A Al E8d g1 ST 489 #A
g EP;LsH 2 e £ kol2E EREE tEua agEe] Al
7] SulEIE AFAGUE ARREAAc|Zg ¥HEE

=

UL sk Tk B oW 9aE Pesked),
A% AL 0] S8A WA Sl Peld Fnedol BAE B
F2 ojdo] FEgth Wro] AR B4 olm Aok Al @Ak olw]A],
reIEo] S0Pl £7] Aol OIFE BT < RAAONE VIOl

sH= 1tj9] 7igoltt. Michel Chion, The Voice in Cinema (New York:
Columbia University Press 1999), 18; Thomas Elsaesser, Alte Hagener,
Fgslo| 2 (Filmtheorie zur Finfiirung, 2008), 5% 9 (A& ARFYAl0lA
B2, 2012), 254-255°014 A Q1L

18) Helga de la Motte-Harber, “The Many Forms of Silence in Music,” in
Silence and Silencing in Psychoanalysis: Cultural, Clinical, and
Research Perspectives, eds. Aleksander Dimitrijevi¢ and Michael B.
Buchholz (New York and London: Routledge, 2021), 83. @4ys+2 ojt7}
A} oJ4] QloA] thare] Eabg chEchs wolH o) wAMESe] Woldstd o
AR MEWID ¥ S5 slod A4 Az 93, GURL BopolAe] ZAE
A AAF A gix=Ho o] e }_xﬂiﬂ A%E AST Aol AHA FEo|
ANpHs g2e gao] Addet. 4-mdol Ay AS olAT AL 0]
= ujEAp 248 F2keA9 o IAEAA AT
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<A 2PFA >0l olof digdttt o]f A=E2 49 EEAHY HE
= Ho] &8 E/SE AFFstH, Al o8] A ARREAAC|EE &
stie 24 7]9-374& AAIRH.

Y AA| A (Random Access) AlZ|2E 7189 “ARGFF (HEE ofEAl
H, 2019) HEHANAN Ie= ARRE HEHAE B3] ETHA
film)e] A8 WAt o] 3t & A== PA Az APoR
A Z87 93t= viEA HAk H 249 FA&(Fernand Léger, 1881-1955)
ERE I 9FE ZE 5 Y v F39 B2 v AP Y 5%
St Bokz A 1960WH¥E & AkE]Z(Paul Sharitz), EY Z=(Tony
Conrad), €8]~ T E(Hollis Frampton), AU~ ZWM(James Coleman),
g2 ZZ(Liz Rose) 5& B A== =2A oJAHRyoji Ikeda,
1966-)0l C1Z27171A] ARk} Al 749 24 "ol 2 J3F= H A &9
7 Qo= FA AAZE el HAIA F i AR WY Thst
T BHA 849 F50] FRHN. BAZHeTA HE 229 <4
P> (Light Music, 1975)2 38 ¥ &% J3} (expanded filmE
T3t Qo2 A Bt UEs 344 A A7 BAlOl YR
L& sto] FZAQ AT AZAAQl A9 d FupE AR 38 EAE
A3t} 19)

of
391
S
=
o
o

=

2, %0 ol go My

AN 0
g2 L4

ke

_4

3ZE>olA FAdol YRU Sujsto] Abebl, Sjufgt Ayl
o7 Hyuslels 74 & e3d X St & o uherh 249l £ A
UE 2THE A CE T ARRE HEUAE Jr}. o] FEF2 Wof Hpo]
5] HA= FERLR o|FX WigE ofEAIHA FAE=H, 1 AHA
E9A QEGL=EA mhA] oA HAY R/ Lo HASHHAE tfde] U

&of A9 HolA] 9= o]FA A /‘}—3—5 HEHAZ T2d Zolth
374 Pl R ARRE= T17F DA 22 ARollA sty o B
5542 Ad dHEz: &9EY F —711011_']' YA IET ARREZET2
HAe 1 g3k 2ZA7Y = 13 7 =7 eR(Kassel Documenta)
Zhol W] A Xﬂ%l% tpz] oAl A% 7|5 ARREZTTFY AR

_4

mlm

19) ™ g=Ho|Ened EHA,, AAXE, 20219 129 219-2022¢ 59 84.
HE/\]%“THEU]E‘J’ 13.
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EAFo|ZZ 7]

=7
= ©
2RAUFEO7] Qo] wro] sutetrl7h Tke] o, Wol wF gL

.
o
)
rlot
o,
1o
N
Ju
i)
B
5=
N
o3
=
12}
ok
oy
ox,
=

R

\=! fu
T & AP ERE I A olzHel A5 FALP Aol &
A oA, Ao vR gt W &Kol F2|7] I A7 ol &

W AE $4d 2e F1 & 594 g Hgo

K
&
=}
-,
ok
i,
o
]

3 5 5

of ool ol AN Uk 1 ¥ Ae gl WEY o) AEAE U
5

o}

A=,
o|AY HreeE FAUNEY EYA QELE &5 A
oo o]

A 2582 AH4H dozA ANREE, 42
]

Kishino) 59| ‘&3&d4'(Mixed Reality)®} mi7/id4, A9 534 o]
o] TS 7H I 15HEUoA HPske A'd "Horizonso 25 &
g Aol o|Z7to|y, FFTtoA 4Aztet BoldS F= Y /59 1R E
Mot IS AlEsh7|e Frt.20

W5t oflel v A7bEo] A J3HE Aoty itk E9A 4
9] 9Juji= AREEOLES] 55o] EEsto4] ‘“HeE]oF (qualia)E TolA= &5
B3 Q4 (affect), BIGEAQ] AJX|ZHe] &8 ofyg}t WF(variation)2t
HZ(modulation)o] FE3l= AT Idiz2 Z2-35tch2D) o|#gt AFgol=
ztolot BHE 9l A FSto A =AM 349 FE5S FAoHE EF2 F
gto] ol Act. HZH FHFo] Het T =90l AF9 M (timbre)ol
o] S5 X3t o] T2 WA ofsjHt). AlZtf&oA o|AL &£ A4
940 SF24 ol THo] FA e 9 F+E AP FFol At
ZIA = M2HRichard Serra, 1939-) ¥ opi7l2= JSIAIRAEQ] 7Hdu]
&& BAAY HF, A5 0]39 <FEARAY MA> (9 A=,
20219 Z& E#7F 1 oot}

20) ¥4, “Z3H FBH(Mixed Scape): THEAT AIARREAA0]ZO] v
THORIZONs, A& 1538k, 20219 3935, 30.

21) Seth Kim-Cohen, ‘Introduction,” in /n the Blink of an Ear (New York
and London: Continuum, 2009), xx-xxi, 39; Roger Scruton, “Sound as
Secondary Objects and Pure Events,” in Sounds & Perception: New
Philosophical FEssays, eds. Matthew Nudds and Casey O’Callaghan
(Oxford, New York: Oxford University Press, 2009), 58-59.
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EE3EAY AAAJ] BEHAK infinitif)S] AlZ8H= BAAF 22 ZA|19] A
Jojed AARRE otz AAAE FET 2l FEA FolsolA 7 &
T} o)A AL YAl Eots F8A2 A9 AR, 1 EA}zq =y
A We B 3o FAN EAE IR, F Pew HEold F
o= ‘E]7]-A4 (devenir, becoming) 2249 Auldly} 2 IL}X%O
24 BelZch S A £4 AAAT YuEL, F5He G7-olu A
AA, &4 BHE 249 FE2 EFZ(Gilles Deleuze, 1925-1995)9
AT 1 AME I F sl Adsie] 2ol oA g
o] B &0 ARG & AFD 84, &5 FAEY A AAY =
uﬂﬂma} Ago e AT Fck2)

1.3. 2=, 9% & BEA4, HBAE A4
EYA FAo] AAeke A2 TR =Y (4, short-circuit)o|t}. E5
AMEH, glHolz, HUERA7 AFAANZR oA = YA DESe}t HTH ot

T2 T $83% FAlolth o] A= HW IO|EHRES ARRECLE

AA T A8/ A8 T E(Sense Sound/Sound Sense, 2019- 2020)°]

A AFAHCE tFHT A=A Q] 7iRlo]l B o] ou] gl v EEY

HEAY 23489 $2A e AH=EA vehdd ARlS Zﬂg}ﬁ} %
1

Hol, Mzo| HE & 5= ug9 °§°k— 7z 51\— %1% AR
StHO R FAA(simultaneity) EA0 thst #AH2 ofAdsit}t, AHE FA
A BT A4S}, MASEE 852 A olu] 20417] 2RE GARY ot

2Eg AYHE A9 RUUAESY BAAGAT o FAL APE 5

=

22) E829] Jstdst TAut 1,(Cinéma 1: I'image-movement, 1983)3} TAY|
b 11s(Cinéma 2: L'image-temps, 1985)°14 T&EZA 77t =8= [X}o]9}
WHE  (Différance et Répétition, 1968), "9u|9] =2|,(Logique du sens,
1969), 729 =8 (Francis Bacon Losique de la sensation, 1981)°A] o]
u] ARAEYE AEE EYE X 1(Ronald Bogue) ¥ ﬂHiﬂAEitH ZuEo| o3
A=At A Aol HA" 5|2 59 °]°'°1 Sk QIESHAIL F3HAof
Aol EF= Aol Gslo|&22 T oj4f Aol B8 AEE A9 HHskHof
A= AEoltt.
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HA: 5A14 <7V (Collection Highlights: Synchronic Moments, =H&
tul&, 2018)0AA " @A dALDsrt e kel oA, 20417
Z ofI7IEE BN A UFH Ades e HAeE "HEEI Q)
ok AIZE A@oll Slo] WI21EA R&(duration) e $8732 XA
9 O FERHE ZAERHYSY ZAEFRFO/0] JFO T HAH FA|
o] Al FEEU= EAE5Y IHE9 ol JEHzEToE B¥Y, &
EAERGEA TOEA (multiplicity)2 Ad F3 L5 3E£O0F 37:17
Helth X glo]yl 2&3(David Joselit)o] o] FAE A2 =
o] AAZRE o=t B SHHO= ‘Foke ﬁ“ﬂ‘% NFT(Non- fung1ble
Token, JAE7FEES) LA EHS Fof T2 ] solgtAY 2} F
Ao} AL, & =7t AA L9 E7HE U2 ]9} A2, T ARl
Azt Shapel ApEo] BAE IS0l ARt

2020L‘1 1¥ #9 Slo]EFHOA AHE ARRE olE HA| 7t 4

Z47Y(Sense Sound/Sound Sense)ol| A= 1960\ L] o|& X|F7}A]
%E OIEQ] JPHE Fofslo] oprfo|B WA 0% AAIFH. o] HAJoA= Hl
g&o] AF FolulCharlotte Moorman, 1933-1991)% 3= 259
AR S, & ARIA Y] B W gl AAEAL, EI @A AW A
2E offAESO] o3t HAL} A APEel Ul Al&(Eileen
Simpson, 1977-)% S}o]E(Ben White, 1977-)+= AZt@o] 4¥H HI=
of7to|HE o|fX 4 THHAE 4 o 9] ¢l AFd £AE F
Astglict BErE Al 94 <49 2E AL Y9 A>(Everything I Have is
Yours), <372 wi>(Auditory Learning, 2016), <3td S3HE ZA>
(Once Heard Before, 2019)& 591} #39 Y mzwAet oA & &
A YgALof|A ule- FR3L olfpF StHE AA =, BlE BT ARt
A APE= LP HFE A9 Fagt BEALH 9 Bof 9= S AL
hstith= Aot o] AFoA = W HZErt ABEE o5 1 Ago] #

F

1>,

3] FEEAR, A2 dE9HE A&e FES ol w29 d4H A &
Aol Heele 7ol 25 A== WA, W ALt TS A 2

23) David Joselit, Heritage and Debt: Art in Globalization (Cambridge, MA
and London: The MIT Press, 2020), 37-39.
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2 BAY v)rt Fds] o &g A& FHE it 712 A7IA
At A52 wadA]o] ] #7to)7| = 3F O AR
H), SEAIXIH.

g2 gAE veo Mg 3= F StUR, 1 183 e A
9] «&teb>(Short-Circuin® R A(Robert Morris, 1931-2018)2] ‘T4
02X AZF290 8 ALYt o] FAl= &R A H] 93 5t &
ofofl Al AMFEAL, EHEek-(Brnesto Laclau, 1935-2014)2} F#H(Chantal
Mouffe, 1943-)°f oJsf x| A5}t FofoflA], o]ojA HAE m|tjoje} ZARE
of =9=ltt. AHoA w2 19 AA AFor|k I AAH #T
' (parallax view)Zt E7h29] A QUth.25) 2 A% AFPNA & &
ojgtil ot AAHY T2 LRo|E HAEASH 9lof At AE e I
o|FE A%/’ (Nachtriglichkeit)203} L2} 7g-S 4Rt U2 7id
ojm, ml&ARRIARRl & EAFE(Hal Foster)7t BAl Fuld SHAQ] I4IA
Adidolet & et "AAS] AL(The Return of the Real, 1996)°14 2t
ZA gu9] AAf(the Real) EAIE vlEAtel FEste] ohFdct. T8 A
Zrat 7ol AA= HEE oot sh=t, WAL ukA] A4l Qo] AR =
oiegfubd AA kol uieA e AX"E 2 AA7E AZP 5HY] ZHEl=EA
3 AAEE Ay FEEHA, A9 B35S AAE qdEd] AWy 29SS

10
b
)
o
;

g
B

24) 2Z77Po|A HEHYE RIAE QHAY} ofd H]AAA gAY E nydEISE
o]l29] Aol 7]t H2A9 ZtolyHRobert Ryman, 1930-2019)9 &Y
2 ‘HAHOoZA9 AlZF(Vision in Process)OZ AYEL St} Brigit Pelzer,
“Vision in Process,” October 10 (1979), 105-120.

25) Hal Foster, "AA9] A%k (The Return of the Real 1995), 0]9% + 25FA -
A3 39 (KL F4NETE, 2003), 20. 974 I 2047 = ZHYUFY
GALY opi7tEE7) Yo oprtEEY U de|Ed T2 EHO0E HHEEE o]
FE 2P3E 9ul9] ‘AR e AR E AFaote] AHsta ot o] S AR o
H AAY AlZgo] JE5tr] Holl 1A FEke] Aoy ke et Y &
Ao Qi YAHE AL AFEt. F7] 2 AX A AAl= FA9
A AY ol Folyoz Yaxn ‘XAH 'S TrET. o] o] Fus]
2= A off AYAAY A, HHE oA EAstY A= AoR
FEHD

26) T2O|EQ] A2 ‘o]f o dojit Atrdo] FEIE AR FARE Al AE
o2 FAEI & I AFo] ‘A" FE' o2 AgEo] o A9 Qulo 4§
Fe = A9 guEA fHE ol
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AAZNA gkt et ke o2A] dzlo] olRAE(LFH) Apel
gt AA F2 didsS 2471 Weels, I3 ou|diM S2=27F Adtte 2
=of, AIcee wet FES W F9ES, AYESet Y] g2l
t}.27)

22 OAYse] 4¥EL Y1 I& AA(David J. Gunke)? &2
Aol #Hstol oM sE2 A4S AASHL % S dofoA = g2
A9 4 HolA HE ghEe] A BAIA dotdel diall, 1 AAE o
A7 o| AA £744, FAHoR ASHE P4, = A9 FAH I
Hit 299 dofdS A4 249 AAe A gl AlAgste] Ko
Zo} olgHd AP & EX I ool AR FY 4 glo] Hol: 7
Bes A=HoR WAAFICEN HFEet UESRD o dHas A4kt
At v R b A2 viz o] e ol FBato] "2 olg ujio]

R % Qi AUEC] @)7FsT B Be) AFsioleh) oY

A
ge & o A4uE U FHRe AYES AASHE Adolth B
A

4

U

pu =2

o A AdE7E HAY 27 U wE S QAR g2 AR Y wE
Al 28 lofortt St AATE duHor Y @9l &3t diTt Aoz
A e Bgetn ARE AAZ oEd, BHom Azt SolN A5

A3 BAF R QFFHe WS AT

ofg] 4o LP HZ=9 A SHEAL A spo|EY AY Aol
Thax ofupgof2Ql A Al&7teo £ 253 diske LP Hi=S] 2=
zgo] FAE F71% olojAed], 1o wE 149 Axe= g H
A ke HlSAE BT AL, LP7t SjdstH adA|olE
o7 HAY #, F394E0] HdHog EFivt FHE o] fEd] £t
gk #3o] A "ok AXH fIEoA e gotEo] AFEIT Eu

27) Elizabeth Grosz, Chaos, Territory, Art: Deleuze and the Framing of the
Farth (Chicester and New York: Columbia University Press, 2007),
54-55, 72-73, 83-86. Ronald Bogue, Deleuze on Music, Painting, and
the Arts (London and New York: Routledge, 2003), 55-78.

28) David J. Gunkel, TE|g&=2Xo] o5to1:(Of Remixology: Ethics and
Aesthetics after Remix), E%X -85S - 8 T9 K2 ZAEIIE,
2018), 285-286.
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U= AT éﬂ?l 919, BAsh= AFEY] oA Hole IRI FA
= 7kt Ul 4% AasyoelzEn & o] A=
2 7HASRRE dfo]tt.,
e A OdE <84 2 vHE QoA ofd & WA #E9 &
= ™ FiliAsta Jto] o)A F5] 2w ek A FBtolEoA
Agslel AdsteE sl2 uj 293t A7|o ‘B3l (suture)
HEH 52 BE E7F WiRol AAAE WA, 1
oz 9RE "Wa 7 3K G Av] HHo AFE 1 AAlo] BAE &
HES o w0z olsEct RIS Ea AAF Ao 712y} Aslo]

— =

BH5L AYAL, 1 A3 AHEOI AdLd 4714 BAAT 29 4 9
- ‘
=

e
N
o
ox
Rt
2
oZ:
j;ﬂ

flok

o g FE= 1A OO}O] ‘ﬂ*o}ﬂx}”}xl' *Pﬁ‘rx]
= 7*}7]-Z]%’(self—effacing)«] e 7
5s

Fert.30
ST T2 27REY Bl Ao 92 (gt o4 AuEe 7
q B3 (negative suture)?] £3Fo|th3D) BRoA= om|x|Q} A9 FA/
k) Apol7b F £ 2t S UjR9] Rolg 7|UHH3D R Fh
FAOl ALHA ¥ FiHote 74 245 7IA7IH, o] HEd
1’4 A-&(Michel Chion)o] #3F HAAIA F3F Ujio] AXAE & Qe &

7Fsdt SAlIeE 22 BA gle H4F (la voix acousmatique)et AHEL,

me of
oo (%

d

29) Slavoj Zizek, A% =8O ZTXE,(The Fright of Real Tears: Krzysztof
Kieslowski between Theory and Post-Theory), @A} - A4A - A& - 2%
% T (A& &9, 2004), 60-63.

30) Jean-Pierre Oudart, “B8"(Suture), "AMF59] Js};, ol€d HF (A&
I AAJAE, 2011), 236-237; e EEg(Jean-Louis Baudry)—t— B
ol& ZHolA AMETH

31) Pietro Bianchi, Jacques Lacan and Cinema: Imaginary, Gaze,
Formalization (London: Karnac, 2017), 78-79. & sh= FA HAjeh=
QatHo] o&A =Hedl oA =Y "Mviv XXs(Seminar XX Encore
1972-1973" On femjnjne Sexuality: The Limits of Love and Knowledge,
1975)01]’\1 AFE=, Folzl A AEE e viAE 84 d(phallus)/

71 HE(SD H]*’QJ— gt Bt SARY =8 1ol sl et F

7él-r L5 9F Zo7t YRZE 7|gdh

32) Zizek, "AR wE FE;, 62, 99-100, 115.

ox fd
_L?_Ii

=
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oA IR olk &b FoAA oA(HEE g AT = A =
o} sty FAre] A9 Gk A" A3y IR Afo], E7iH]gh H]7f
AA AF-09 f+E diizo] IHEA AHAL] Fojo] 27| AHlS HEs ot

A tA0 MU= &R o= HAISH Hoh
ST A4S FepEgtol#}t ojw|A] ER{ERl TAYEE [ 5 -olH|A],
(Cinéma 1°© [’image-movement, 1983), TAdu} II: AJ7k-olu]xA],
(Cinéma 2. L'image-temps, 1985)% & E¥= 1HFsol|A g A
7Fed B2 RHFsolA= B ol 7hsohAl gt TAYEE [ 25-0]
H|R o4 AHEIL Sl A2-25 ZAl0] "AEE I AlgE-of ] A] ol A=
o ol 7hsshA] ¥al FEA 1M, &5 AR A", 2Ry} 528
X ok 280 s &F-olRA] AA7F AT T 5 gl 59
sloflA B X &S] AR Zlo] oty wix] BHE=A|9] 7]5AH A
o AHor 23l A7t dEil ol dHoRA AR SE| 27T A4
A g A4 A AAE MBI H L

~ojulxe] E@% TrAYst AF, «

o) rEl
flo 1

AN
olEo]| HIIsjH 1zt jith. A|ZFAFoY} BAFoE AAH & )
- vjwoty 7|29t AAH EZAERHYSH ARt AFEC] &9
FAE33) TP = I =(Michael Fried)?] njUHE]E =00 ‘AAA’

33) mtel Aolo] o5k, Ate] ALF Ao 7|9E & 2AAFTHFO} dAFA
FO = FI|FRFY ol vjHEY dA 9= AR FRE =
< Hdoh @HFAFY A& 4A%EE o]E0] ol AE9 5Y Hsxe
E3] TR, 42 2¢4 FEY Y AL IHAR SWet SA4 &
71'(in itsel)2] AE, olEEIH A4lo] A7) A4l9] HAHE &= Aol HAL
tlch= olE WAt Martin Jay, =9 Hoh: 20471 ZFA HEHY| A7
WA Zb (Downcast Eyes: The Denigration of Vision in Twentieth-Century
French Thought), AQW -ol5d - AP 9 T9 (KN AFAE 2018),
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7730 HEDA AL 294, B FAIA YEIR 49 @A 99
ofE oJmlol A oSk Halth £ AL F/FEFY olF of
3 A4 FHOIA B3] Ueht 29 “URY B2 AYHE nYY 9%

AR TS AFS BRI Tt vgk oAz wske ol
[T, HHomAe) A4S =T WA A9 A AP FA%L, E
o] B4 AXA =ole] Zue G, WAH RIS L 1 NS T
weE B3 SubETh shEoR & 49 AQi5e] whpAA ] 235
o %2 Holt d M3 o] oAl AP AASS A ool Am

AP FET QRS DIt 1 AeH 29S FHAA SUF ST Ue.

L o Lo

;O
o)

on @
Ll

Ol

21. 98A 71 2259 FoRe 99 FFUAE

20204 OlEAAS} olzTvlSTeH HHAl PBA1979)] G 2
4ol ALE ofEL oA WA ALEL 19 Ao Hud HAd
dolet. 19 AT AP HuA AY T3 HI(1911-1969)F 9ol
AR ZAE GHBRE HES] BE>(2019)8 MR M ofrtolnst
ERASOI} 30 YR 1Y) FAR H2AA A FeAA FUA D%

667-669, 675, 691-694.

34) Michael Fried, “Art and Objecthood’(1967), in Art and Objecthood
(Chicago and London, The University of Chicago Press, 1998), 148-172.
o] 22 F A HIHY FHAYAT o E o] gloh. AREA ol Mg
A4E ol ok WA QAR @42 4 o) THEH EXA(Das Ding)
9] 7 gddith. rUEIEE Y8 =S OE 252 o2 Fo 9¥ |
A%it}. Michael Fried, “dl&3 A, Tadujeu|gAT,, o|ldz o (A
& FYLEA}, 1987), 126-137; Michael Fried, “tl&d AHRA,” TREUET}
Au&E,, olFE 9, o1FE HA (H&: A4 o], 1995), 161-186.

35) Foster, TAAY] A% A5 Y, "= A9 FAksh (KL E8hsUl, 2022) I,
Lo|2E o|EHW FAEASH P2 ‘AA (the Real)oll &3ttt =34 A
e FA7E dojF A Jdstr] s T2 BEATE A viEEs A4
(scopic field)o] s Y8 AF oz AAFHAE NP2 1 Fo| &
dAg 24 AEt olEHYW A2 FIE F= e AAD)el HRE 5= 9
oh. Aukd SGstelA et Ftell A = Aol Aot &go] 4l
7 Hle A-] HA-, AT A AelY] dAlE 1l BYdAL] HAHER
9] AL FeE Eohs AHF9 A AL Agsit

36) FA2, THHRELZE], FHoid, vAY: AW S=ulE @A Aste A o]
7, 29, 93k, ARl A FlojHe] AL TARFAEA; 24/1 (2022),

F

fo

o:
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& FAHor FFFon FIY YR 11 2| HE &L Mt
29| F=rFE WA TRAVZTERE,(1958) s At @3t
£3)9] oS 37, AA 71 M2 JEZHAS 55 I5 A&t} of
EAE= #23] PAA optolE 7Htor Agste AVtEE AR gt
F5te] 58] FA oppto|B 7uk AQfoA At EQEAY ¢d BES
HojFE &35 945U At 539 & A F8&o= Hekst
Z740] & FEHAL} A ‘of7]ofR}.. Hio] Zhxt
<Aid> £ wlg st dy 22 e got &

WZotEAIEOA A “HEY v, st dojrt ARM &7
(20209 2€ 279[4€ 8Y]-8Y 30370l AAlE AF HHE9 WQE o
FHEHY Fgoz Y= A7 AP E sfHEe] A HE s
7te 87 1189 Ab}lo] 53] ol Hlok Zo] tE A2 “HHd R
(HFEotEAE, 2019¢ 7€ 5¥€-99 21¥)9 <MNEHZAESI®NA =
27(1973-)= Aol 3 |71AENA B7IeE AW LA f-3Fstd of
F718E EdEth. FZ4HTh= $7o] Wdd] Sl7lol EX £ JfE0lA
5] 997 E8Fe AVHY Eg2 AV Wap|EoE v T8
A= J5t <}, FE)>01D)NA I8 F714EY A4 A
ojgdgt X3t FAF o] EEH o] HAA HHF B2 F&, AE 9
& 48 5 &9 AEY FEL I e FFAY 1= A7 A

[e]
22 H)A7t FYAHnon-human actor)E 53435 BQAY FAS 4=

63-100.

37) AA AES HojAe] AdoA 2 AolH A4 7|8, AEH dYo= 7:1—1— 2,
ZHA d(Lawlence Lek), 2AA OFEEQ(Laurence Abu Hamdan) A,
Hdel7t HWAE|(Angelica Mesiti), A, ©lF% & olF%, AAl 7‘K]esse

Chun)o] Zrojgict,

38) 743}t 71822 golA HEQY AAHZ SYHRAR, A8, &97), &5
AlEl 35, gr9lst, ghArl, wigE, opylojAa EEﬂ(Anaus Tondeur), X9, °]
A2, Ad 71(Jenin Kii), 22A7F FqFct. HRIZY 2 BHF SHF29] Y
AHEYNT o|&23 A== deg ‘miHsitt (inhuman)= o] otlH A4
EE29] A4 Azt Qo= u|FE, HiolHAet T2 FU|E, Aot T2 Y
7\}# O]X‘] o]—l:]—
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<Fo1d FEA>A —E-—Cﬂ 229 AAet Z2 SH|EE A8EY H7h=
ohdE ] Gl mie e g Fofdith39) el (1971-)2 FrdelA
T FARE HET} E‘?l‘:]'. “A17] 2000¢ 0] LA REREAAHT, 20192 EA
AY 2L AGA7IE HAEEE (tupsy-turvy world) AXF I HE2 =2
HoE F371Y 48 Fert XA AA| glo] 304 EejEo] HE
= B4 #4S 7HA 1540 H2tA(Marguerite Duras, 1914-1996)9F
Aol &t ol of7tolHo] 7|utsto], JAtet Eot A S tREHA A
Z7|5H ARE 847 A%t AAES iR < TFY M+olA <&
g U= 1 3orE>(2021)S AR £50] 47 ¥ & e B4R
F AAdogA Fof 2-E3f *111]9]'94 THE AET L&aF e 95>, &
ol WilE AAL}t HA B <48 U= 7HEEY)>(2020)09] QG
ojty. A3t siet go] H Fol'Y AT} FolEs T FAHANAY
S A 25
oA ket B E(1974-)= 2019¢ “EXIS: A =AAE GSHA o
A G <RFEEAIL>, «3hxolgy, nAFAZ AdEY2Y(Michelangelo
Antonioni, 1912-2007)9] <ABE|A7] ZJAESE ZA7}Lo0] Hol Q=
AR WP w2yt KAHZ AT ZJIEDS, KAFEEOI>E AHEA
O KAFEEOI>E EF0|Te IRTt =9 W& dHE ofjie®r £
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(New York and London: Routledge, 2017), 385.

40) o|A3], “Akxg} YAtslolA” TMMCA @Ak Alg]= 2020 F8F - 02 &
H20, (A& =gd@dnl&, 2020), 19, 22, 23-55.
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ojmA| #Fstez FHPrt. 1o W= o Foh= ARE-olnA el
ol AlZE-oluAl= @dE e FAETE FEEA e 2FAA ouA], Az
A Yo v|-eHr}; A|ZF-oluz] FIEL mlx] AFRE d|&ZEo]
FAAMRNA AdEE & 442 ERoFE FEdx HWEHEE Yoy
© %] et TIAE W B AYsAY mEstEY, Feled 114
o wnAslT 45 42d 48 259 Uo] 5 AHZ AP o
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AL TRAYIRIE ALAAE wiBAolE AT FF34Y 29H 5
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ZZ 7HE o =" ARRE ofE HAIY dE 20204 HRFAFe] HA]
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Ut ‘e 2 QA=Y 1960-70dH9] A¥H AF WEE, AF
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01_,_311] ] ol= uH 2 H29 A ]xl—ggo] Qloj A Arg A2 A oln =22 9]
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BojA Eee 13719 4, @EH 719 TAFANEs, 20209 6¥ 129,
https://www.khan.co.kr/culture/culture-general/article/202006121020001
20229 29 20¢ H&L
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Has Been), AAIAR, 20208 9¥ 3¥-2021d 29 14Y. ASAHEAETE
o, 11-12. F9Z7t= 7R vtAFFE(Gabriel Mascaro), otg, E-85,
ttoloit} AMloJ€l(Diana Thater), @ F#H(Dihn Q Le), F+XBA, ¥4, & H|
22Bill Viola), $413], 419 YAFE(Shrin Neschat), 98 42HAnri Sala), &
S%9-5F=A8FJun Nguyen-Hatsusiba), TtH]9) 2|1 H|Z(Fabien Rigobert)
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(2017), 181-192.

44) AAY, 9, fldohFHAed,, 20208 5¥9 28¥-69 3Y, http://www.
sidof.org/program/movie_view.php?mv_idx=1288&cate_idx=&pro_idx=&s
ize=10 [20224 2¥ 13¢¥¢ H&]

45) HAE4, "4 374 oA €7 B 4979 A4 e A =T
39 (2018), 131, 139; <&, AEA, HAYG 9, “Ako] FZF(in-between
space)olAY] 28], 7k, o5 A AT AAFTATYY AHE FHR
FZoH=th; 43 (2020), 77-225; &A%, ‘mtaet x| Azk Y 7o =9
T Aot A RGO EAMY ARRE” - dlest Ay 40
(2014), 41-74; Norie Neumark, “Mapping Sounding Art,” in 7The
Routeledge Companion to Sounding Art, eds. Marcel Cobussen, Vincent
Meelberg and Barry Traux (New York and London: Routledge, 2017),
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20189 11¢¥ ofEAMAIE A EHYE 21719 FY HEHUA <> &
Zlop EX(Julia Wolf, 1958-)9] &9 <> (Lick, 1994) A FF A9l
=4 qZoA &9t Aoz "dAoAE 29t 2¥YHRoman Opalka,
1931-2011)9] (1965/1- oo)(F3to =] Alk)7} AFEH AT T4 =229
A 5ol AZE & AFo] AAEHE FAGFAR)= olF 1 9ol HE F
ol &A7E "ot FAE A XKoot W 4 wEbA ErE 471 4%
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E

A G&se 259 2 AdsS B "o 25t T% A= 7}—%
Hl vhEE ol AR SRS gEle 9H9 Hxusged gesti %
£ B = AL L2 W TR ARk ZHA (WA Ze)e] e
Ao = = A, sk 101
U, 5.0 528 Fqlo] gEFA W ok &3k ¥ 7t
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oleu] BB S AR AA HEAS A HolEE g
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WA A] e AT HolAA| gt e FALE ABAUL. o] Hxd

25 B9l PAAES 7HAAQ] A 7ked ®Boh F83%F ol7] WA dA= &

et g, BI7HAA S (spacing)E AIARITE & 1HA T} Aol 2 A
383-385.

46) 29 9 Y Edxt= AR %‘?‘i’—, AN, w7, &719F W, Ald&, 417
4, A4, olAl4, o]kE], o]dL, oJEE, Zc}EH}\ ABE, 7"‘1]11 3/3(Joseph
Fungsang), &7, 374, —?—_L/ﬂ Solal 20189 11¥ 24%, 259 <FU7t

HEAAZE JPEQct. EX-E olEA HéﬂEi EH°lA, http://artsonje.org/
search/artsonje.org/ [20224¥ 29 2¥ F%l.
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47) Georges Didi-Huberman, "SFRAE9] Z&,(Survivance des lucioles), %7
g (AL 4, 2012)°] tiEZ o[t}

48) Richard T. W. Arther, “Material Theories of Time,” in Chrono-
Topologies: Hybrid Spatialities and Multiple Temporalities, ed. Leslie
Kavanaugh (Amsterdam and New York: Rodofi, 2010), 50-51.

49) @Rl "TRBARL, FAAE, 2387 (K2 AGARE, 2020), 18, 74, 116.
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A2 47
9] olFo A&othe SFH BFE WA A LA ool AE THA
oFzollAl VS Hafl & dojollA B oz, 12 thA] Yol
L 59 9lojg Assle FAJL gttt I 290 £ AdA B £k 9
£ A0E BEF 4 oial of7|Ed], oA 59t IS FAE, tol
o] 1A o g AlAS}St= Rl X (phonograph)®d 39 3 BHo7 &
+ 9on, OHy FHE FASHE AAHELS A2 o2 459 uPtH

o] 7]0fd 4= QlTt.50)

< EHZIZYY " ZEY>(Heterophony of Heterochrony)= 2021
| Sy Sol9 AVM SRR oAl 9 AT ARRE A
A& AIZka} olmlA], Wit A29] IAE HEett SHEEXY = s A
&5 o8 Aol BAo] AFT o AFAmTY] Aeo] F&Eshs AH o]
o5 oAl A A3 ™ AAlE Y ESHA AAET52) BEAPE & upsst
Al =He Avkst Al 719 239 SolA M & JaL kot Sl o442 &
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Ao] Zi s Sl TARAQl o4& vl E}% 2 259 etk 1199
AT vl Y] gt M9 M= 2a4 WSt HA9] WA= S5t E2
egolA A ol FRE7MA] AAe] ¥ 1% Hojm 7hvzte] 233t

50) Robert Michael Brain, “Genealogy of “Zang Tumb Tumb”: Experimental
Phonetics, Vers Libre, and Modernist Sound Art,” in Grey Room 43
(Cambridge, MA and London: The MIT Press, 2011), 95.

51) 241, “JHEI2YY HI=EY,” T&a9 A7PF 2021, AAAR (FHEH

]E-‘J'. 202149 10¥ 20¥9-2022¥ 3¥ 209), https://www.mmca.go.kr/
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53) ", Tl (A ARYACIA B4, 2016), 34-35.

54) @2 HWHYE, “Horror Immersion: A Critical Dictionary of Virtual
Reality,” Okulo 008, A& mtjojHA, 20199 393, 23.

55) Salomé Voegelin, Listening to Noise and Silence: Towards a Philosophy
of Sound Art (London, New York, New Delhi and Sydney: Bloomsbury,
2010), 15-16.
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Abstract

Making Sound Art Sound:
Contemporary Sound Art in the
Post-Medium Condition

Choi, Jeongeun

In this article, I tried to map diverse modalities of contemporary
sound art as a post-medium practices, especially in view of
experiences of pure audio-visual affect and performative practices.
I'd like to suggest a frame for understanding based on art scenes
and issues. I have dealt with sound art phenomena via the several
subjects such as noises, objecthood, short-circuit, synchronism,
after-image and its palimpsestic layering. I researched the works of
Yunchul Kim, Bona Park, Seongsoon Park, Byounglae Park,
Cheolmin Im, Min Oh, EunJi Cho, Woojin Kim, Hwayeon Nam,
Hyeghue Yang as Korean Sound Artists and I brought up foreign
artists such as Christian Marclay, Anri Sala, Eileen Simpson and Ben
White in connection with their subjects. Sound Art, with radical
practices of contemporary art practices, unfolds potentiality of
post-medium at a boundary area of discourse. Although it does not
exist as substance, sound art temporalizes and materializes
différance, deals with it's objecthood. It suggests quasi-object and
intermedial transitional space with performativity meanwhile
maintains past experimental attitude. It also arouses considerations
of filmic images in which totality is supposed to inhere while
conjuring synaesthesia, streams of information and noise. It
contrasts to past modernism’'s optimism and attracts the

post-modern discontinuity and disparity to a point of recognition.
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As a contemporary art practice, sound art frequently problemizes
simultaneity of non-simultaneity, short-circuit which expesses almost
co-incidental opening and closing of particular system, the liminal
realms where acoustic specular image of proprioceptive-perception
could appear, the traces of absent objects and synchronized
coincidental occurrences which have utmost minute differences.
Sound art makes them to be heard and visualize their indexical
traits. Therefore sound art redefines the meaning of the experience

of ‘acoustic space’.
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