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o]A Y A AlZtdlsdf A Ade EAVF FAE L e AL AFLEA o]y
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A Alzbelu|Rl= Fagh WAl o2 Al E ), auy BEUES g Fee gz 1
3t Ay kddlA Ao rA = it tigelda 27 9vlolA I-MW1(C. Greenberg)=
gl vl E 2e 2d4Fe] 2rES 2UF 580 dydte Aog kst
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Folgta gioke Zolt. ol2d AlZtdEd el oqnrls ¥d s mrilsy
FAERUUZNA AV Fo2H 259 AHFAE 2tuksta a0l Ad 9
olst delrte ndshe Aol & =79 FHolH.

ol2)g m=ejoll ¥A £ Bok & AL FAAHRL on|x| e} w23 9|
E 4AsA dette Aol & AR E AAYHA sl BAo Ad
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FH 5 4% d4AZE FEABE Frsta 3 fele aeld o U]X]T'%"
© A2 Aot} AR AlFolv &1 Qe
Aol =enle &7 Z2addA fFely AUEL 2 Z2a¥o] dAs
O2A dF= Ak gejgitt, aevt 1 =tuke] A ZRte] g AV =
ghute Eepulyd oy 1 mEietEA] Hopdels ghgith Ax|o] A3A
AR S e w2 ZE O E 223 432 9 = gltk 28y Al
AAES Al B2A 2% oln|X| 9] L) AHEn AEAAT, A $g
9] of2l-2 AA| 9} th2 A s FE o] Qlald it Qi) B oln|x]= Al
£ Adste Zeo] ohet AAE Aujdtte 74L& A5EHo] glo] Btk

|k r\

A71A A7 A At st AL o|wATE AAE Aujtie o)t
Aol REE2E A718kaAE she A o, oR|AI7F A A oj| BAE 2=
U ate Holth. 4R 29A Z2ERYU2EET 158 w2t Be nlar)

Zo] edidtn 9t AL olnAZ AAsh Ttk & AL TEHF & Ao
2 23 7kn gk aolu}. ‘r:}f-:ur e Rl e A R
o ,

of|Al 2} (S. Lash) &g 27} L3k "Ho]
A

2 5% U S 242 olF BE BAIMEC] o] ZE olslele] X
Al (self-referential) ¢! Aoz eafsta Utte AL AAHE Hort 9

q_.2)

2) Scott Lash, Sociology of Postmodernism, London and New York: Routledge, 1990, p.
8 F=x.
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2t oA 2o B “olnXE A e} a2 FHeA] gof' = v}
A& TAR 3l oAk A Alole] BAl FFE AT Holord Aot}
WA BB EAERUY2ES] FAste AAYH 114 xﬂ?ﬂ&ﬁm ohvjet
E AL APsitt. ady FAld ouAvt gdE] SYAd £ dFE
(presence)°lgt= A& Q37 TS ot o|AL A& 741?‘3}51 =z
Z9] o}9-2Haura) & 53l & Uitk RUUAEES] ofgo]a} o] o]Qir}.

Agd dzolghe Fzre] A9 BHsle RrU2ESS] 1YL o237
o2e Jbed Aoloy dddozE B3 Aol dustd $Ele
AHrE AdAQA Blo] ok} o]u] Foizl B4 $7 Lol AlZE 7] wjfol
ok A 2 ol Y 98] A7 AAG Al gl 2uat R o
O EF ytel glvk, webd ofuEaoR A 2EyIuy ol evyd
F2ERY A= 48] Fag sdeln, 2] Adouk ohiie] FA

7k ol g AR elnle] Fo] ol g Roluk she AL ¥lm AESHE o] 23
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RAoleka 5] Tt
AMME vlE7tE olF Y2 A= Az :Lﬂiur F3H A4
Z AFEALSL nleAtd] o] ZRl=e] Sl
= ol 24 iFo] H3AaL, 19417] Ax7kA] A
Aoj}.

A2 AHA nlEAtE I EA 2H S 9% JeHEE goshs dE(A,
C. Danto)& °|#3 £33 A& Whate] o9 &=(episode) Bt F-E0},
e st uiRte] (Vasari) = vlao] 238 AFstd A4 4S5
Aoz AAPAT, 3244 A S 22 A1 30l Adshe uirla] 29 )
HEEE £49E Adadle 5973 ssrct 44 AHEE o # BARY

2 dezA AlZolux]7t FAH ARGl digt A of Lo HeRAE 2
e 234 AP 19417] 9 50] v AAgAdo] A2 Aldloldom
FTohe EHY2ESS] JFAA T4 tide] drt. olEL EeoAAE
oA 7} tidoluk FAl o F&Ew g vETe] A S R 4 gloka 7t
7] miZoltt. ol @ WA RHUSF nrlgo] nle A Aoz RE Y
olul @A ol wiAl AH o] BA4E BAxRde W R ozt AL Bl
=) ek, o)A o] xﬂau o] 1 1% AAE evlste AL AH oz opr}, Ry

olg g 5 E’_Ui‘/]zol 7877‘401] gl 1960 Piu ] FollA]
stk thEAQ] miydeAERl AdEls 2] Bile] B Qe %H\l
o] £ Aolth(what you see is what you see)” 2H= Z7]1R A1 9] Ald-&

iAo FHA A& SN QAgn & X}“*B}B% Fgom, A=

7F H3HY dFH3 AdA A S s l A7 2ol 32HAH S A
== 9T P2 AN AL eSS Adoule] AA, ZVVW@"
Aoz SAZ REAQL det & 5 °‘E‘r.

3) A. C. Danto, After The End of Art: Contemporary Art and the Pale of History,
Princeton. New Jersey: Princeton University, 1997, p. 106 3=,
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A GG AAE a7t 22270 AF FRFEA 219 JHof Eoj4
© A& Anlste, o] W} AFE o % EAskA] & Aer FxFo
W 534 0}%E}(aura)—§— o] Sk AUt ]2 of2 EdAsta A
A WeE2RE vlas LA e A9 2

E‘r. J,d‘/l%—l Olfﬂz sl o Y42 JﬂW HAAAE ?‘étﬂx—i T AA
2 Agstaat 3 Rolw, azlo] &3] AdAHAE o rjatg-2 AR

)

A

A"l FAlol “AARAAIA (whole-referential)’ Q1 ZAeo|t}. Zaﬂﬁ‘rt‘q aRL A
dom 2 AAG Ao] ohet HFAQ AY-g Bt ASAQ Yo r M3
Rol7] Wi ‘AE# A& (inner representation) & & & Ut} o]AL F

oww Aoz ou|ake-g E4o Koz el AdA )
o= ABF Aol ¥ % U
°] Be 2YUS njste] Bojs nld e ¥ (Clive BemoM TJJEZ* 2z

n
2

HERI
= %‘%73: FA) £l o] 4E o|vx]9 Xﬂzﬁ_ﬂv ] =% —7%%@
F2 FE7E AR el e AR Vg, B4, Ad 5 2L
Ll 4/‘19}3 He E53 PA (peculiar emotion)’ & B7]A| Ak a1,
T AH A, = P23 FA s A 2F/A v JE
é}(s1gn1ﬁcant form) ©2A 7Pttt Hgt}h ? o]#fgt 7150 28 1
2l&o| 1 JAMA 7HXE Ad 243kt @A AFE a2z odH 8-S
Mestay A8E dista dAlste adEd =EL VIed a¥
(descriptive painting) ©|&} ¥231 B&3 Aoz 7t
Aolx B2ulid wlgolv} F 9] olFtd|H g slstE2 A
BA7IE Aol A & Qle) vegsta HH A ZeR H-Elﬁ’i_’ a3 &
22 QY 7|eS o2 dFATn st AAE FAE F7e 4

Alelgoly F71QdFe nled Eol Brkgnt”

ot |4 o H
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=
olel gk We] oL o nRE WA B2 B ol dea satd HA
2 AB3 1A} & Aol:, B S AEsla] ztEolm £5814] £ AHEY] @
Qo mHE 222E FBAA BAA AAS Sure Holut et 2z

4) Clive Bell, “The Aesthetic Hypothesis,” in Art, London: Chatto and Windus, 1914,
reprinted in Modern Art and Modernism: A Critical Anthology, eds. F. Feascina, C.
Harrison, New York: Harper and Row, 1982, pp. 67-68 #=x.

5) 2 A pp. 71-72 A=,
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A0 £ Ad LS 243 st ke HollA Fehe vlgte o]
g AdsaA & A b F ohlth, gk o]t Alae] FAde Tt
oWl ‘F=2 AA (ultimate reality) & 7Fgst e A AF

ol

AFSHA| o™
A Ao medhs AL g Aoz TP

E3 2AH O oPIVIEE dgrtEe] tEA S VI8 AkEleke] RE #
AT BEES AT F de AU FHoE YorHA Ha, #AAY F
A HE&S 3 2oz &g $% dl&(Art for Art s sake) ©] &

opgrta=st FE EE WUAA vlgold Ald ol AL AdE &
T3k B AM AT opirtEE dertEe] Ade] 242 FBei F
Azt 239 o33t dEglel mgtae @ﬂé}—‘:— oJuu} FAMY, A&
A7 gaglol FzaA g FAX (given) AW A, F 24 1 A=A 9
ou) 2 e}t ojd g FxgronA 1S Bl sm} W&o kA3
F2] gto g galslojA] wgol} B8 MMt BRIM 1 xH 7} ol
Hols Ao gk FUHRA Rt ay AQloy piEThE FTETE
A 7HAE 2% 7. 047W A7t &710712 7HE 23T
A 7R 2A HgA JlR|elt), o] AL ole| AEEH 24 Rufold Ao B
Wol opet wisd} &3} 2A9 dejot A3 & Bikehe Alo] A 9 7]
dolh. AH Aol AT FAZRE drlEL A BAE %ﬁit}.
HAE A o] AY F43e] WEHA e E Aded deHoln $HAH 0o

N elm @9 Aokl A%l o Asol Btk ARl T EEA 7
Bl AAZ SEAR OB 0|2 A o|v] vzt Bfo] IH AA

1
g 23 o A5 w2 2 Byt REeAE waE S+ gk 2
ol el 1 A} olse) Fal7k Bk

19390 2 o] 2ol - aE opB7tEE el ddE AUgE F7
2 H3t3 ded ddAdolgte RAe FaFeln Al 77 &8 de
HellAl olelxgd 2~Aolztn B33 ot ol ~E = 2~ (Aristoteles) &
<o) BA-8 2 (mimesis) @02 ¥B81L, oo we} o &dkro] ZH o
el d e nld B3EA JtetEA 22 A4 ZLELTL o] F/id& L=A] 4]

=

6) C. Greenberg, “Avant-Garde and Kitsch,” (1939), ed. O Brian John, Clement
Greenberg: Collected Essays and Criticism, Perception and Judgment, vol. 1, Chicago
and London: University of Chicago Press, 1986, pp. 8-9.
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JHoz nagoRd deel SAAY 9o 43408 AR Gy
Tol SJohd cl&e] me mme] 7147 Azl Bt Gl 9@ Aol
A3 EAT sk dlee] e 1 FEAge Yol A 44
Aeish MlaAA T, ols} e FRAYE A7} A4 ol BT 3
7] otk 2 FehEd) 2ol B Azl A4 sl maA 3y
& ANBHE Ao oslgon] AR Bo] A2 FHolA QU Zo] oh

2} AHE ol YA gtk s BT

o] AL BruFoe] FA o Fd viA|o] 5A4E x5 H
Boted w- felsttt. F4 (e, 2, A)ol E-AR] EAE
et A8 (84, 72, P Sl WA ke ol 2E-d 29 F42 15<t
o] Al Ao & T o] AT B FANA AFAH FHBAR 52
27 w9t do] BHA Jidag Brks a3lo] A4 Agste
A ARl Hgd & 7R 27t ok, ol # @ 19 Aol waw,
BA2 AR 243 AAS ZAARL e R AWz jlom, o] &
Fo| 271dd A& AA A7/ (entelechy)dl| o] ET}.

AW 7} oA Aol wiAIAd S AFEsta 13lo] Y ojA o]
HololX e e i gt Alefolut Aol A3 oF Friar & ol
U 9 I A7} ded] FAV o F4L HE E2 B3 Sl A
o2 ZAFolx e olg2EddH 23 JNdS FEstax 3 A W
olg@tt. I= vlEe] viAE BAA Ao gty B WA A FH
A& =lie 3lo] By Ee] A2 et}

A=l e A 1960%3 T4 (BHY2E #1=)dlA o] & sHastsiiA tEE
gt Y E ulEe WAZA BB (immanent criticism) & &3 71
(self-definition) < 63 3le Aolx, aAL Y& nAEZRE 83 g9
< AAste Ae AR J"erﬂi Asktia FjFat® o] e wiw (M.
Weber)7} 23t ‘271274 (Eigengeseltzlichkeit) &2 71U (self-
legislation)’ ¢ /W@ A 2o ', gF FQo] A4l A5EF 714 H71e
FAS FHAT 2, & DY AellX 9 kA= 2 FF <l e E35 ool 2

o
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(DA D)

T) Wi, To1et ol ARA,, PIRIAY, 1989, p. 27.

8) C. Greenberg, ‘Modernist Painting (1960), ed..O Brian John, Clement Greenberg:
Collected Essays and Criticism, Modernism with a Vengeance, vol. 4. Chicago and
London: University of Chicago Press, 1986, p. 86.
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P A9 mAE Tl ek A Sojgtnuel met D gitke RS o]
gt} g B g o]&4 JGelA g HAl9 7= 3lo] AAE ABAEE 4
T g &Holzm 1 HAE AAE7] Y&l o)A D E(theoretical

discourse) StollA AEE AR = =57 FA T & He AL Aol
T} 9

24 (S. Lash)E RZEUZ & 872 B39 ato on S ARstq sl
ozx BAY BAAQ A FFE vl Ha A delAie] 7= 4
Aete A& A A7 ofe}, 27 AU E AME Foi4 1]
2 Ao EAste AAYH S AAF R A58 + IA she Aoz 20
e B oEY RoYEov ARE X2ERHYS o|BolA A
AHEElE AR (self-referential) 1 A ELE &Jn]7t ofehes S
ARstn gttt 2 AZIAAAL L 24 2(F. Saussure)7t B3 R0 E B
oJu| a8 oA FE gt BRI T, 242 o]lF Be EAIEc] o8 AR o
sttty it & 29129 FEUR oqu]Ee] AAjeke] #A7} okl 7
EE Alol9] ApolEol ol AR drhe AL AF T striete, 23] 7%
ANA A E enfste AL ofete Heoltt. ol& 7[R Eo] OE A9l o F,
Z 7195S AAE F e TEHE 18 ARIE Aol Aol 59 o3 AR Erh
€ AoJA], aRe] dF Fasivte A& duisiAle ¥ethe Aot vz}t
A2 2 2UYF 33l glojd 9] WA (flatness) ©] A71AIAIAdS]
Md& AA AT, ghef aA0] A|A|AA olgt = ZEUE 33k 4lv]
2 Aol EAA Ae A S AAE F e s e
Aulsir]= ghon, Ao 2R nA JHATF 222 E AAE F e T
23 stk AL viste A A9 oflgn FF7TY

AA71A 7] (self) 2t 2 SollA =9kl EFAola 22ARI 59 A
o] ozt Aol Y}l Holgt ool & AolH, wWEo ol MA
W& ASAQ A2 AHE Fo|A] AFE AAS A & AL oA}
ol EFeta 2def As e vy 2ESe| APP]E EFA Ao

2

—_—
( (
== F-.-«

AL
=P

==

9) S. Lash, &9 & pp. 8-9 =,

10) 22 &, p. 922, C. Greenberg, ‘Complaints of an art critic,” in C. Harrison and F.
Orton(eds), Modernism, Criticism, Realism, London: Harper & Row, 1984, pp. 3-8
Zzx,

11) 8. Lash, &2] &, pp. 8-9%=.
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AFstn BEUES A- AAY derid ez ofafd AL BejyE

2o )M e Axlolrt, o] 59 AW AAL =¥ I8 AHEstE ST
o AAvtel F84 qmutA wiAEo2A Zel=(M. Fried)7 A%
d

&S ddAolu SEA (literalist)Ql o] o224 EFAFR 72

2EEL 2R 249 ufH A EAA A

=
ol Als Utk ole]l~Ed# 29 A& A Hold At a2y oA T
wHo] ZE 1 olfrE oY A ZH H S FLAEL 2L A
B Aoz AEAUTEH vk oAl Eal Az Aavel] Adagle] o Rel
d£ZEo] H7| Haire BaFExo] glojof ta FFH R "HE d<e
e ARo7 PV E BAFIH HrE st oldelzA EXFF D3}
£ ARt dAtA FA7 @A H o 2gdrde E7FsE Aot oy
O 2e BHU2ES FE ol 27 BrMed AAE ¥ (flatness)
2o A Aoz AEXAged Atk

I T2ERHUE 1 433 AQ A 'e/48 A o2

F2ERHUEE o|H e S0A BaFelsh GAbg o3 2] (F2)E 2

A}iL(identity thinking) ¢ 2F& v]5dA (o}

=

%
f
X

u
f
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>
ol

fr
offt

o

ox

= £ Aozye WA ool BHUEY $usn
239 ool FUAT Ak Auigs AEA S54e] FEate] Alish <
A4 gre] vesl(slt 2E)o] FEE) Hi ol folth ALFFAL olgel A
Ao PP o s LE A WAolw FUA SRS oo Y R
2 Faa A}

o0l Al HL(H2E)T HaEwe) o] AEE o] frolth, YAE

=349 Ae] AL ohlet 2A7F BERE 20| H4loln
2 52 2183 S0l %
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Hojelr|Hey T7lo] AAtEE W] B33 okgt 93t BAE I
(discourse)E°] B4 (figure)oll F&3] MAEF 2N 2A] £ &
AL BT FAQ 3o gk Q14 o] Fo] TAERY T34 FF
3 Abz) e GH A 718 oln| A Eol <
AEt ok, o] gt ojn| A& &
sl skAl gL, 7]&9] o]u|A] —‘?—
H e 422 Adt}. o714 27te] %Hj*t N 2F Fx7} ohie} 7]
ol gt B3} 2o}

E3Z(G. Deleuze)d BAH e 28-S 18]7] oA o]n| zle v
gl &ol|, S AF), S8 3Hd Qo] B AFEA ARAE A1 Y
o A2 3t 7193 &4 a3 A, 43, DA 5 Z4E A
BEEY 42 ou|RE 23t mabA grte] AR ol g AFHQA A
A Eo] e A AL 2RE ¥t of" Ao] FofEo|x
g0l He ARME #Aske Aolth® ey azle] AR E = il
He Ao] olgte AL Eap] Yl shrhe FA7teke] 289 28 23
Zhett, aA2 Foi3 o]m|A| & At ThE AE Dot} sh] wEe] &
2 A& (metaphorical representation) ©|& & 4= 1ot

& (metaphor)< 3hte] SJu|AAIE FAR o] &3l ThE 2on]A| 3
AU Bgs] goEx et FAV He A WA griAAQd EA 99
(source domain) & o} A Aol & olsd % z
&3 AL B3 v walax ste olxe ‘BEE 9 (target
domain) & XZ3}7| olg 31 BFEIH FA4 dGd| gty Folge

ol& ola¥7] o H ¥ Holth. AP EMN 2R

o2 gee =38

S 214
2 oA 714 Hol wolu}

olei BHNN BE opgrlEE dee A LAY B4L AUH, 28
SERE mnmz-s- u} 3 22A(T. J. Clark, 198208 39 24% B
b Qiek. 3 g 2am7) B4 s 930] "oke $7] 2dW oA
4L wolselx] Pn, oprlzEe] AHoeN BHUZY YawdE B

12) G. Deleuze, Francis Bacon: Logique de la Sensation, Paris: La Difference, 1981 s}
B8 o, el =2, WeAl, 1995, p. 57 22
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28] A A (practices of negation) &2 3tk o oty A= A5
¢l EXo| ol B H oleke] A4 (the site of negation and estrangem -
ent) ©]1 IA& ofH AL A AR Ao} it
Fata9 718 declw &5 A 283 ofd J|ES % 2 5,
azl# S—% B3] el AlS slAlgte 98-S Ao e Aot vt
d3 e AL & A 2ASA] GsivtAY AT 1
]"1 ‘5301‘/} doke Aol ol ‘A B4 AH o] A ke A
= A E]ar’/]zoﬂi/] EHAE 97
2 218 AR Q=] don, ozl 95) AkdS
ojms} = = (constraint)& AAY leigte
o] o]#3 Ao] gloje oW WEIH AE FHE UL F e Ao
o} ol wj&e o]# g ALS A Ao el 272 TAC Aot 2¥ 9
nlolA 2% “RHUZE Fsleld Huy O] Sfroll g AMgolgtn & ¢ A
g &§ gloj: o3t AT ZABkA gor, BEAQl ojugee] ujAE
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W Abstract

The Semantic Function of Representation in
Contemporary Visual Art

Choi, Kwang - jin

What is the semantic function of visual image in Contemporary art?
This article proposes that representation is semantically still important
in post-modernism as well as in modernism. The semantic function of
representation has been changed by keeping pace with times. In
modernism the ‘outer representation’ changed to ‘inner
representation , and in postmodernism the ‘inner representation’
changed to ‘metaphorical representation .

The ‘outer representation’ means that image indicates a certain
object or subject as the classical realism. In this case, the meaning of
image is subordinate to an object, and a one—to—one correspond existed
between the image and the object. Because this ‘outer representation
is focused on an object but subject s intention, the indicative function of
meaning is definite and singular.

The ‘inner representation’ means that image exposes the
fundamentals or process of an object. In this case, the meaning of image
resolves itself into an absolute fundamental, and one-to-many
correspond existed between the image and the object. Because this
inner representation is focused on essence and substance but an
external form, the indicative function of meaning is inclusive and
general.

The ‘metaphorical representation’ means that image critically relates
social constraint and condition as metaphor and allegory. In this case,
the meaning of image is not subordinate to an object and a subject, and
the image and the object indicate interactively. Because this
‘metaphorical representation’ is focused on interaction between subject,
object, and interpreter, the indicative function of meaning is differant

and ecological.
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This article focused on the representation because I believe that
continuous thinking of totality can be opened by cognitive mapping,
even though we never understand the world totally in the chaotic post-

modern age.



