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e SHeth UAE oluAE BGRst tlTte] AN aRlo] AEolE
ARlo|E 3-89 AVl E olsizt Brte] SRR e FHEol] o|n] -9 2A,
23] A% ARld&e] Ao Az 249 2E DoiFE 15 AL
.

3 Woke] ohf-eh T A7 ohek QAL IR 0 R RE Hhgshe FA-
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we] pgA BN M Es e, ool FAlaAo 2o e olEe o
AR T 7Y S8 FRE 55Ul AR-Q1E ~(photo-index) 22 ©]F1L )

o). shele woh AprIeke ojnlA) 1 AAle] $Alo] offeh 1 oA} ohdzaE
OAIEe]E ezt AL ZFA o2 B 1 Ae] 414 A index)ol2he
Aeln Fea) dgoltt, A% tAY ojnlAle oW 2AE 93 Bede A4
£79 wolth, AZIN Fa8 AL B9 LS AFae 4249 A4 ca
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Q59 o|v]A] image 53] A=E Fall A AMIFOE HERE o}
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realism = A9 tFE HFE 7]zl o ArE dAE AR ofn|A|
digital photographic image ©|t}. FA|3IHHA]S] 204]7] St tA|d 2
oln] 7|EgA o ® on|A] APl TEAQ WEE Ak, e5d Y
o)’ QIzte] muto w lskA] Rote AAG k] SAMFY] tAE A
b BT A5 o] £t e A28 HAzEA 9 87 8 Folth
7 A oA fEle HE oPdERI Aldeks g dF, 34, 22 84,
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o2 YR AR PHE F g Ha, T3 AA oYy agla
AAE 7HEolE date WY omAE FAG 7 & A HAUTh
A7t A4 B E s dEs e 39 9o HE wibro A ClEHC]
1a0 oz, ol tAE AR ol e BB oo Sk
435 | G4 ofmAERt ofl e}, Anel Bt E2 WA 32| ol
H] Sk A Gl olnlA] A, R, 2~ A5 7t
Az T FAAQA Jhdo] gk 2 e5d A olmlA
phothographic image @F= 0]+ H|FL 282 A] visual literacy 4 <ol A]
UWHAQl AR folwtt o xEA ol WYAQ ofn|E 7HAA EQich gt
UAE AR olulAle) chiiskel S5 2 B JUAE e ol
53] dlee] AdFGAA 7 PIH]o] new media $-= HE]-7|H|o] multi-media
Gror Fzo] NEE A FolFe A Azl 72 7 gtk
TR EFe TR A olslals 289 S QAL A
SEoltke YFE 7RItk AR BRI Ve dAd T AR, 3,
g, vt e 5 HE of2RE L on|A| o tigh -2l9] g thA] T
“GHe] 7]Eroleke ARl B T tiek UEs SREA R FHAFI oM,
ol& Qlafl gzke] oA AT FAHE, 7|53 24, ZFI BE AloloA

A ARdel gt A FAIE o 1R Yol B[R omlA|e] B3t BAlle
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o Bgt Aolth. IR FeE7t §e =oAMe
/\]—H]F)roﬂ 9= ]r)r)\l l‘EoﬂjﬂL' AR A2 BEq ﬁz}‘ﬂo]: 3= A

JM acte photographique(%)’?)o]li}
O]Q]r o] dgzpFolA HAE AR omjA|7} ofd R FE AR ET
FLatAY E5sithe A9 died 7|7} ofnlA] Qo] EAjgith=
e oA dell e o] o] LA~ B oA ATk Yztsle AL,

12 A AR Folnh. dEs] el ARl 9o dleA THx|=
2] o] 7t ofet # A AR oW oo A "ok A= AR
oA A WA 1;];]1;4 AR olu]R] 9] HAH L o]m|R| 7} RHEolAl & &G
2] “tAd ARlE EAskA] etk ehe ARdolt) diuebd “tAd
gl AR Fo] AR photography after photography =2]”3)°|7] ]
ol gt JAH & ARKlo] WEofA| = o] BAR1 IS B3l £ o A
o7 dolrzl
Ads] daf Aple] whEoll= HY S AR o|n]x] o] AAde A= T
& 283 ME FESshe 7 7 Aol Atk siue =E o] F Y| o
AR olm| 2|7} A o7 T x| & A A fabrication(E)21H], #3174 4
oA dujgt = Tgln dAHoR AWEHe REE d4de ¥y

g RS

=
transformation du réel(£)% ©| /Y= HA AdAdHo 2 2z} 34

_p

>,\J
rlo

L

J“—\lm‘%ém&ll\l
My o
4.404.\.41‘

2) cf. Y Hu}, "ARRIE P90l E D), ARIEH, 2005.

3) A vheH]R), roxE AlRe] 94, 9% 9L, ARG gaE,, FY
2006, p. 288.

4) gale] Hye 27 Eﬂ{effet de réel)2A] 2] “ARA olm|z|= F49HQ] AEol
ofufg} o], thA] el Bl oz sl dojo} o] AAE o) FA7|a, EAe
3, dNske, dekAd Ao Wy =3t dch Y Huh op. cit., p.
26.
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o] 714 247} dEE onAY AAAQl 3

T s o] 9= W E «ZAZPsta ME 7} g2lol=
ZhgAke] Ao S ZFAe tid Ateldl A B ShE “ojW o] 4detA
9l 9% existance(&)” 2412 A genése(E)°|t}. HIE o] AL AFA o]
nze] EAEA ALelA 17t Eo] FAT F fle FFet 1 EAY
Akt trace dlexistance(E) -2 U], o2 gk £ A= IY FH 1}
(Philippe Dubois)E ©]7]#]-3 9] image-acte(&) 22 3 9-A}=} acte-trace
(B)eletar stgion, wek 3| 7F =8 v (André Bazin) oW
19453 2R219] & TAR Ge] A2 ol AFsAAd genése autumatique
(B)elztn Aadtt: “AFom FAAY onA= dA S 2
7S] FZXAY FA glo] AFseE A () BE dee At =4
fJel|A] o] FAR|ARE AR FhaHA Q1zte] FAjellx] Edgch AlE §-
glo 7 mhx] 23w AFAH AR Ao w Yehved], 1 £3
w9 olgthEE AEoy Ade] AR el gleky

o]} Zro] ARxld ol A 27| ] wA|x] 9} 7HX| = A S & o]
oAl E =eA Al e Aol oflel, S A5 AYsta A
U2 el 7t ojn] HAE (S 23H) A2 medle ARE g9
o Utk ARG ARzle] RHEolR|= B oA HAE AR o|n]z| ¢} opdE

L o|mAle] &el4 Aol £r8] EARTE 2eiu o2 E2l4 Aole
H9G o F oA BEoA = T1=A Abe] v el A7t dl=A vAA]

AT Sk BY 20 FALEAY AHHQ o5 A NS

W, U0 “TAE A o)A Sl EAS

B Al @hoz ol Rolek ARt o

FEN BRAHOR “BY o] F9 AR el ol7] W]

. :Law S A el 1 e Az dEdEe Fel
Ok X

|

h

5) André Bazin, “Ontologie de l'image photographique” 1945, in Qu ‘est ce que
le cinéma?, vol. 1, Paris, édition du Cerf, 1975, p. 13.
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Jﬁ.%

Z Sole)ut oz, 9z od, 2HE AES, 59 A9 A1
SHoR ks A AR 2EE, AR, 74 99 o=
Qe WEAQ el gkt YA 7l
Al ok 7P &3k Q] =771 H907] wEelth
nAlE aRo] F o|nAIE HAE AR o|mA|E
oozt Abde] HE Ay l*‘:ﬂr HsIte] 2ol Azg A1 opr1gith
1;]7\]1;4 /\}gl o]u];( =9 o]- ;QE_;GO] /\}2]9] &;Hzﬂ o 7\]742 3
] 7150 glof ] ﬂx}i b, ojvixe] YxE sl digitization
T Tl ARIAQL 7159 279 A9 A S EEUA, 25 tAE ©f
mAel gk =8 Frkek 7S eFetA Hlth a2 2 HEA AR
o LS AT A7|A ke "ARle] TR ARIAE Hole O 9
o] F&o] ope} nE Ao AFEE O o] TS Tk, 1
T2 o2 FT =N 7P AUAQ FEe=A omA7} g et
"7159] A4 ¢a a été(E) ol
olg]gt FHEe dAFom 1839d ARl W o]E Sa}2<¥(Paul
Delaroche)’} "L EHH 182 =tiretn ©gk gl Aty vlwE
T Stk Ag ZRzdM ARlEe] FEE o] thl# L EFYIDaguerréotype
(2ol de] tsor Rasa B sastet Muste] ojn|A] AAGAEL
AR Bt AnE gttt 53] B2 nyolA sptEe o A& o}
HUAY, A5 A5 Sl e vl LB 1 2/ RI7te wils)
Al JAo BA EdtRavE 29 2" 8 f o) ado] FE
gle ddo] B Vs B AoR, AMFe SHoA am7iA] a7l

¢} =
7 AEAQ 7Ex] S dAIFITES)

o[r(

7) Anne-Marie Willis, "Digitisation and the Living Death of Photography",
Phillip Hayward, ed., Culture, Technology and Creativity in the later
Twentieth Century (London : John Libbey, 1990), pp. 197-208 in #|Zz2] W
A, AR mudt, (A 9), AL, o]z, 2006, p. 249.

8) SRe 53] 24 FololA 1 Ak Alekl el ohel Az ez 2]
Atk Fopabd I el AbdFelE o o] gt dAe ej¢o] oh a3t
It A Al el A A wEske Aok BACR olFsh HAAth
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AE Ad@2A o] AR 1] EEE
2 AR FAR dgk Beg folwEAl =AUtk

A eud 29 AlRANe] AFAES FHe AW 98 tAER
HHE o|R|R| & AHS5E HFe|HA old] nl
“M(manipulation)”¢]2H= FAE 7= @t} Tapapa 22H Azl
591 Aolt}, dukshd HIAFEL o|g/ gogA ZFelyn} ZAZ 3}
o] F AlE Ao gk 9gAS Faejrd = rka AzHelr] wiEo|tho)

o[ ¢ o] & Aelut FHolN FEahe HAAA ko] ohjzt
B3, 3, JHY F A BE ZoplA @A REA FERE PR ofn]x|
23 PR T wEEH] 9SS AR T £ Qv A $Ele
A AAY TR E olnA= & 22 olnR & AZEtn AEA AL
o A afjae] ~Edo|E Aoz Azt Het) oA TAE
 gHo] Apzle] tAg ofn|A| gz AME S DA B SHE

S Aol 7198 RS e Ha, vl R 5 2 FE A
Zlo] BerlE 27l0] Folo]E ARle| 7128 Agk-S wA| ") o] 9} o)
“OAE Zre] BAZQl B4 AFE | 28 o}F A & o5 we] 2%
3kt itk () (R S AR AAzgA W A A dg
AT B oA e WolEo R 10)
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2,

= o g pe

9) Ibid., p. 251
10) William Michelle, The Reconfigured Eye : Visual Truth in the Post-Photographic
Era (Cambridge, Mass. : MIT Press, 1992), p.225 in #|E vl=H]X] op. cit.,
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220 ol ol o] 39l LrlE WA Wt TUTH AF o
27 ARl 2434 oAz £ % Wz dAg ARleE
REYO (%) oln|A7t EAe etk welrk 9us B oxd
OAg ApekE FEae AREe 39 owE A thireel 3% ool
o] Z4p0] et 4] Y /1 Zolo], ARIS GAteN Fel oA =
Aoz g e BEF Be Ahse] FIH02 Aa e B
F724] 71%0] ohlet o8lel Az olulA] Pelolgiths A S wel

= 2 A3}

£ o, ol2igt AAe wed] 71wl SHoRRE F3ket JAL
© 79 WEAQl Add fPolth

AP AR BARE TR|3 ZA T B2 Aolo|A] S opy|ehe 24k
A& tAE oA e} A et Zlo] oyl de AEHS opdr
AR ofm]AJel| ] @Rt AvbEe] AR AL s &8ek 2P &
e} oA daf 223 TAE ofw]A] 9] o] ozt AE AR

deor Fog A 7oy 28 FHE tFyoisked], oy txE
olmA|= olejg A 7leHor UFE 47/ =EHY & WHolth

EHAE Aol 22342 oln] 194]7] X Z2EFY calotype(E)°] K
HaleHA] B3] A2ElE 23| (Gustave Le Gray), AHE2 W] Z12(Charles
Neégre), 53 22 AE 299 45 S ARFo] Age] Faet =&
oA S 93 AR EFE I3 St e de] AAHTE 1 F o]F
w3, A2A, duA, 27, A, 327 5o S35 e kY] 2243 4
< &lg] 1* Z"<(Henri Peach Robinson), 247} #AAEE gojdi=
(Oscar Gustave Rejlander), Z2]o} vi71l 7™ (Julia Margatet Cameron)
s ARE dAolY FAstE g o= BlEgjo} Al B2 2PARIZL
59 a8 AR HE A AT oR ARl A e e AFgPd
¥ E2]g ] F(Pictorialisme )2 A, 2047] ¢XE| = 2Bl 22| 2(Alfred
Stieglitz), =9 = 9|28 (Edward Weston) *él ol Z(Ansel Adams)
TOo& olojA|= &9 Al AEVHRl AR HE(ERIgEE S A

p. 294.
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it E0hd, 204171 wi=e] f wE7IQl SE= ZAIM I(Herold
Rosenberg)7} AF12171 B]H = o o] H E(Richard Avedon)e] Z/3AF o &
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11) cf. Herold Rosenberg, “une mediation sur la ressemblance,” Portraits de
Richard Avedon, Paris, Edition du Chéne(trad. English), 1976.
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12) Allan Sekula(1986), “Reading an archive : Photography between Labour and
Capital” in P. Holland, J. Spence and S. Watney(eds), Photography/Politics
: Two, London : Comedia, p. 160, 7}l B 2~E, oA E Algje] ARZl ofn]x|,
(ot o), A&, Al o], 2000, p. 35904 A&

13) Ibid.
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14) slo| 92L& o|n]x] & 3D G4 o= Alelw 7PdF7te] el 7had
M A Heejop=e] fofolt.

15) 28y o714 dete AACER)E ] 27 a4
Tz, o]2le EAEAQ A ZA ojsfEle AE
e t2r.

16) cf. ibid., pp. 285, 286.

17) Ibid., p. 16.
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18) cf, o1&, "dd] AKIn|gte] olall,, A&, AFIHHE, 2006, p. 144.

19) Qe 714 Aahe 25UL W Aelanke vgA0R Aol At
Azare] Al A9 S Dtk gle)ant Al BXE S8 of-el el o
23t 258E HARAYE =H fAeltt.

20) Ibid., p. 150.
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21) LE wolyl, r7)& EXAIY] d&EE,, HF 9, op. cit, p. 92.
22) A=) WA, op. cit., p. 253.
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23) e Wokl op. cit., p. 101.

24) o3t A& ° el Bz19] o}-g-2F B o] A3 cf. Alain Busine, Eugéne
Atget ou la mélancolie en photographie, Edition Jacquline Chambon, Paris.
1994, pp 115-122.
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28] A7, Atelw) 3h, A ﬂwwﬂol & Xt 7PIERA
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26) WA &, TRk vl o AskY FA sk AAA @A, in v 2 2E,
op. cit., p. 303.

27) Ibid., p. 304.

28) cf. Ul &Y, op. cit.

29) Ibid.
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% ABSTRACT

The Paradoxes of Digital Photographic Image and the Aura
LEE Kyoung-Ryul

Digital revolution in the late 20th century brought about fundamental
change in the process of image generation to create ultra-realism with
pixels which human eyes can not sense, and the change keeps going
on with new technologies. As a result of development of such digital
technologies in presentation, synthesis, copying, simulation and 3D
composition, we can not tell an original copy from a duplicate with our
eyes.

But a downside of digital technology is "death of photograph", which
means that such amazing development of digital technology has shaken
the foundation of our belief in conventional analogue images such as
photographs, movies, TV and video as methods of "recording reality".
Development of digital technology has raised an issue of credibility of
original copy, and authentic record and fabrication, loss of aura of originals
caused by unlimited capacity of duplication of digital technology, and
disappearance of artists and their originality and conventional meaning
and conditions of arts.

However, development of digital technology does not mean the end
of arts or death of photographs. Digital imaging, as a means for a
photographer to make images by straightforward way or synthetic way,
may open a new horizon to conventional photography.

And aura of Benjamin is not an object itself but a production of
relationship between a subject and audience, and such shift of point of

view to the relation between a subject and audience is the essence of
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the theory of photo-index which is one of the most important discourses
of our time. Because a starting point of modern photography is not an
analysis of an image but the fact that, analogue or digital, photograph
is a direct index of reality.

After all, digital image is a means of reproduction for a certain
purpose. An important thing here is credibility(ca a été) which stimulates
imagination of audience, in other words, photographic realism

(analogue) which makes audience believe existence of such situation.

Key Words

digital, photography, index, Benjamin, aura
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