A% A5 RS A% FAAE -

LRI e - RS ES EASE

(E2h

. Sl

L 21N o ey B9 2d7] o 9]
T8 59 e Y A=F Roje] HERo|E
e

=8B~

2Zx=

o] 22 oy #H(Anna Tsing)9] Lok e] 7|&(arts of noticing) 7Hd< Bf
gog A9 I AHAE 2] 54 Aol HiF R 4lot &l A
A&7l =] 2771 dMElY F2l(Antony Gormley)et Wl=to] ARIZE AEF
Foj(Andrew Moore)2] $H4dl&o] 05 ZH= AJARET} 7Hs/do] tisiA] At
Hiuz gttt o]f 3 dlerte TAIE Wes| dd EY9] ojfe I¥UAE
Ty £44 @Al WEEZR Ql4sk= Al ofd, QIzto] o]2A QIFAlRR=
Adist B4 oA 29 IZEAA, AT AtaolA "oy o HIQIzE
EQET M2 A BSE s ¢ USA HojFs 4359 GEATAIR o
FHAD(multispecies ecomuseum) &2 HSIAZITE o]st Y& FAHo=
o] F2 FFHoz FEet Fol9 d&EZ ‘T HXAE(environmental
text) & Ao =H T4 Esl/wEsh ERIEst Aol tiS "HAE Bk ofy
2t &2, H|to], X9 ARUELY] Y T HATt HAR opte|HE T
Stazt gt

o

o] =R 20209 iRl mSRel dEATATY  AEE  wob " A3y
(NRF-2020S1A5B5A16084305).
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IINE - K& VRS, 0lE, TA RS, AEL F2, (HOIAEM), HEF 20f, MoliNE CIEROIE,,

ZEAINE, HEFXY

. S07IH

29F IFSH oyt H(Anna Tsing)> 713t} s 45, o
TR ARET &5, AR T 4% A4 SollA EfvRe] Qo]
A3 AukE AdisHA vRE Al71E 47E ARFAl(Anthropocene)?]
AR Qztoldt Fspecies) L AAZF ofdzt He] HolA Gl A
BEAE GAToEN F&oHA F9 £8& 7FsoA vk dd AR
Folo] @'y} 2L o] QAoka FAIED o] AFF=0] QUFA
9] mefot AHEFO] AJARIS] WhHo] A& TgshAl grgol Qlohd, It
siot Ao AuFo] E35lo] SUAE JUFHORE HojFe TAE ]
Aoz Qert= AL AP F23 IAR ok} dushd ol
AL ol A HET &9 ztat vzt ER/E Alel9] ¢
Fl(entanglement)oll Hsfix 27t JAXT = Q= ‘Yo TI&
(arts of noticing)& HiUW k= IPgoleta & 4= Q7] wzolth &
HA(John Bergen® TAY "7t AES He B2 971 o=
A 52 W Aol 9 TS =t ghEd), F2 AT ABFY

P

1) Anna Tsing (2016), The Mushroom at the End of the World: On the
Possibility of Life in Capitalist Ruins. Princeton University Press, 2016, p. 19.

2) John Berger (2008), Ways of Seeing, Penguin, p. 8. & WAL Ways of Seeing
2 Agol 19729 9=+ BBCoIA 45% deuld 2o ARG, 22 o
EZ2 Y88 tE Fo] xRtk WAY TV Z2 I3t e E33} FA0] G4
9] HE7LE, EAEA & $ES dARES Bo o} vleAl g, BT, W
AHE 5 oggt Bopd] Aol Adst JFe FAUTh B9, niEa Ay fEEC
HEE £ HAY gk dedES I dedEo] TEolXd A9 EXg A4,
A B HoflA] SfAFCEH “art for art's sake’g= Wo| HoF= AAYE A&
S A2 o I Al WARE ARE 7RE Ak FA 7 vleAlY] HEE
Ao g AES FRch I SA9] WA= di&e] Ad 179 vF 7HAE 4T
9] E4ZQ Edjolut =3tafjA sidoks 3HdFolo] AFo Wikl Ao disiAe 4

102



A% 7P vidE AT BAdE

A S04 59 xtolst FI7IE HAlOl dish Bz off ‘AHE
(progress) 7} FH oA T8+ Ao7t Holl wet 27t AFAl=
AAE AoZAA Hl QIA] Folkes A2 A FRIA|, 9 AAE
ogt 1gsk= A otz ‘FH'E A ETHloF St=A] MASHA B
t}.3)

°] i 7‘(101 AT AFANE Aok 2599 QFOIA HEAl 2
&2 W¥Whe st o= A Al £ A
E—r«] *]7‘}7“1]9] S Aok w7RAIQL =ARF 11 AEiAIS] A
AlS A dl&(enviromental art)S =34 AwEE A} 3ok 2013¢ E
P El%Z( The New York Times)y= ‘ABVEA di(social practice art)'4)
o] FA& & 7IAIA o] A2 A=) 719 ol ApEsky
o ‘:H'C‘H/ﬂ th3at o] Witk ARAA dlerte eBEA v
7], HEHA, FRH P9, AQAHE] 223}, 9|, BAF Ade
59 AAE AfEA SEHEHL AFHCRE i HAske
S7oIE weh ofE Zz|E|e] | Qloflgt MEA] ¢l 11 HiojA &
olA e o =N “o]A 9 dl&olA]? (Why is it art?)'2h= 23 &
S Adivl&e] SAMZIA] IRtelA WolgRliths =il RSkt o]

_Il')

rr

I3t FAE SIFE. Berger (2008), Ways of Seeing, pp. 7~34%5 il

3) Tsing (2016), p. 21.

4) ‘A8e] dig(socially engaged art) 32 ‘ARS]& AH(social practice) |t FF
E2= ‘ARBAA dl&(social practice art) < B I AHE BHoR = U]ga—h,}
olE ZAYY & A EFZQl UukxQl nj&9] @ZE JojA A7) WA A9 AR
YE7} E %’J/]' A Ao ARE-E Bofl T TEolde oust FHQ) di&olE ol
ZYA AHsk= Bololtt. F34E 7IHe R sk= HEE olE(public art) £k of
o] 22 QAR st ARAA o&2 FoHETH ojmst HR|H, AHE]FH ol4

of oA e (activism)d AL Adohs HolA T4l 399 24437 Z2
AeHAQl Fofleds ApEET Y & 4= Qirh Hoh JAIRE FEE @ HolE F
A A(Tate Musuem)?] EH°o]XE =312t TATE (https://www.tate.org.uk/art/art
-terms/s/socially-engaged-practice, 2025¢ 2% 28¥ H<%).

5) Randy Kennedy (2013), “Outside the Citadel, Social Practice Art Is Intended
to Nurture,” The New York Times, Mar 20, 2013. (https://www.nytimes.com/
2013/03/24/arts/design/outside-the-citadel-social-practice-art-is-intended-to-
nurture.html, 20249 12¢¥ 109 H<%).
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S AREAE derEs BAIY w3 BA AHAE 8% AE 9He
2 AotA 259 okl ARFEol AXls 49 HAolRF AFEARI
TA9) IA, @A, wol tisiA] o] s ¢ UEE EolErh
Y&o] doles 27257 Henvironmental writer-activist)’02] &
& o5 AR dlg7lEc] A=2o=® 35kl Qle Aol

1 Wehofla] o] 22 ZAQF 1 BHAE 2o FH A=l Hy
Bog Aot &5k BAH AVFEY deAET 22H (AYAES
FTHOE A9 AFYE 2 BE T s 4= o=
AARERE ZhsAdoll thsiAl A E A} Stk §5], Aol 7Y WA
dojk Hrlet §9 A9l H§- AAS} AltholA FHS} Alh(E2 7]
AR E ARR7E G555HA Hskeh T}, AsAt AR 22§
o Al 52 ol EQE 7|HF Aol FUX|L kA9 &H3l AAo|
A2 yehdAl =gl =] 22171 BElY #2(Antony Gormley)
o =] ARIAZE REF Fol(Andrew Moore)= #Ygle] Edstal
AT 2T ZAokR AR APFEAIY 2 Adsks &1t 28719
LA 5] ou|R|oA ZFet FE wot AFritt. I50A EA] &9
2712t Hol= ©es] Al 289 olF% I1HARE e 224
Aoy HekLzl opd, fE|7} ofEA ARAge A 24 &
N2 TALSE g & AR Holss g9 St = 83tk
ATAR Ade2Ee] AAlEZte] vedoly ARE SHOE o|FofFl
O, 29t Fole 5 i AlRteo] A18le TA 11 AAE
UZt BRIZE EAE0] A2 ThbA tigstal, I o = EE9
HE|ATA|Z o FHAA(multispecies ecomuseum) 0% HSIA|ZIC
1970 Z4t A o] MRESERlolR}t FAFEHE O3] (International
Council of Museums, ICOM) 1, 2t AFFEARI 223 g Zu|o]
Z(Georges Henri Riviere)?t 911 = v}I(Hugues de Varine)ol|l 9

(¢]

o)

6) Rob Nixon (2013), Slow Violence and Environmentalism of the Poor, Harvard
University Press, p. 15.
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Wrol B % Q= A%, EHE7e Toks J129 BAAY AdL A
AqiSo] FAHOR Holslel S Aol 1K §-5F EokaAk
A A% BE}D, A% AsE ARUE BHS S35k Ho] g
L RAY R WA BHAL) B3, IRAYL AdY FEAR
ATt oPYEE AAA, AGeH dabd Ak 5E WE X, Aol
2ogAle] BE B UE FA5H] OE o] 2ok 729 oaf
A Aol ws] Qe 9t FAdo] obd, Qzkwt ml9zk £
S B2 9% UEd B0l i wab] Sle) 1 ol WRARRA

‘HE] AT A Z(multispecies)’

it
M
8
i)
0

8 ool Qo] ofsf wsolxl

shto] FxAQl AFBolehs LS Ted u), ke st ool
ohd TheAel HEe E oleel Mol ARA] Al Aohbls o

E4o] ddidEoA "asgt Az AlZolgta g 4 Q7] wWRolt},
ol TS HFOoR o] F9] koA 2006 AlFE HE]9]

(flo]AETH(Waste Man)) ZR2HES Bof 27|19 =gt 4dq&

< B9 ABlY 334 B disiA =9 Aot} olojA= 29 ¥

lo

HERoME AR AAde] 2 oA B2 AREel WUl oA 4=
gt v=9] ZA] HEZO|E(Detroit)?] BTt H5e BB ZE28H]
T Fol9] ARl HisiA RAstaAt g F27t 1%t FojRee A

sk
il

i

7) 19858 FUIAT(UNESCO)NA Edst Ad "RAID(Museum),0] EES “JIZFAA
9] o]u|RE"(Images of the ecomuseum)ollA] ZH|oj2E ‘OFFA|F olgt “X|FF
g0 11 A4l9 ouxE WS Yo AAE vlfEE AE T2 Aolgta #E
sh, o= “ZpAlo] &3t FES} o SARE ARFEC] st A QU Aol of
3t 2EE gt 809 St EAS koAl BYskiith Georges Henry
Riviére (1985), “The ecomuseum — an evolutive definition,” Museum No. 148,
pp. 182~83.

8) o] FAe A7} HIQIZE REE 93t FA|YPolgk: QuE HWEJAMAIR oIFHA|
Folghs 8olE ARESIGITh Iy 27} BIRIZE A9 oA BiERE FAUO
A olopr|& wol= A= QIZHe] dojet AlnE WA mHsks AES A= <
o op7|Es, ATESAIFele]l FEAQ] Ao g AR 5T 4= glrh ok A
ol FAIAY F8% AT F kRl ARlet el Higt 7|oE QITRES figk A'o]
obd, U7t HIQITF BEE froz dE9] i EAFoEHN Bt tEEd
37t 7ksst @9 EMES ARoks dl I 997t kil & 4= Sl
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5
5t
i

)
b

ofEH|o]7(art-making) ol XA, Fol= U, §
S P EAEE AEA AFAL e =AY WS BES
o2 ZASE stofg AU v A Egol disiA 2

=)
N,

LTI T r.;% I
%
)

Aoz st Ttk ol UES FHOE FFHOE o] F2
glel Hol9] d&zE S T "HAE(environmental text) & 9SO
A e o/ EE) AERIESH AT B 719 gxkekd E5t
HIAE FAo] ofuzt ol&AE, uwldo], A9 ARUE<L] dY &

o

R
clrst iR ool ShgshaAl B9

Il Me7|0iA Ol==: ME|L] Z2|2| M[7| CHA| TS7|

AR R AEet g=9] 27l 4] ve7i]l HEY F2le <
7k} AA|(human body)9t $7Kspace), &t AXH, Ae3 & ]
g AFUEL] U FAR g2 ZIRAES JYPsigit. 199749 9
59| A22H] SW(Crosby beach)oll 100719] Al 2Fe| #4224
& HITHE Pl dAs DET HEY FA Y0 uE 2440] Heg =
WAL ARAIA hoen AFhe 29T A A0 BAES BA
gt (U E&°l2 (Another Place))#H, 0|7} 207]E0]1L Fo] &
2 54vlEo] o= @S @4 EIL Afle AR AR a&e
2 QI Ao A A=t @guiEold Alo|=s|=(Gateshead) &
LoF F=olM 71 IS WBA F SR T (A oF H kA

9) AHTY ZHUA(Stepanie LeMenager)?} 2H1Y #(Stepanie Foote) AAMF
o ZEx7t Wufsle Ed9 Hish oA & RS RAlskY, ‘1 AAPTE A
25019 ARl 3 Y7170l AFHeE thigoly] e Ak AT HAE
HAES} d&aE Bt ozt Ity os FAgH wHo], sjiy, ZRAEEL I
A7 87t U FgRITE o] 20X TE AR E 4EAS oA He 3
EAEFEL oA SHAAN HEHR TAESH/ESH dF9 HEE HAE FAHA
ot mdojg gRstuRl ok A9 shuoltt. Hoh AARE W82 Stephanie
LeMenager and Stepanie Foote (2012), “The Sustainable Humanities,” PMLA
127(3), pp. 572~78% s}t
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A% K5 Vg 9% BENE

(Angel of the North, 1998)), =% (Norfolk)e] 184]7] #=el FE
Z(Houghton Hall)9] A} ofz] Fxto] 1009 7ol AFE3Ad= &
ZZARS AR5 ARl (BFJ ZEtol& (Time Horizon, 2024))°]

ol27|7k4| 119) ABel a4 Skt Agdo] BAo] Ther B WehH
o] AHQITh e Bels Q7ke) &o] ¥X| g &4t opy)
AATHE. oSS SHech, oA Aolek SIgte] 25 Hio] ol

A7FO & A A=, o7 EAISIAL Q= 1 F9lof 7T

ol IAIAIY AFAGOlA 20008 AE HEl= AHVE FA=
Sl= T59le ZRAE JofsiA "ot 18M171FE o HSH AR
59 oF FYHANER FEet dd 29 Hinrh uREQl "HAlolE
(Margate)ollAl F2l= (flo]AEM)olgk o] F2] 251[E|0] o]2+&= Attt
2PES AEAEE, oW 1= 679 AR 53t S A|<2e] 287
AYdALt AGFHEo] Qs Hopdl 30E71ge] 275 ol&s) 2
Aset PAE molgee FHOA A At B3 w7 AR
ok T 34 FHolA9 ZAEAHolA o] deEE ), HolE, 4
g o}, A w7), A, lqo}lr- 271" & AEY HolA U=

AAEER e 459 “FEBA9 Ecollective body) o2kl Az}
gt ghelcl (= 1).10 Oﬂﬂ Az o2 F(body)oll thofiA Wt wf
g 7RIS AAIE Qulshs, FHA0|LL AF5] ARl FoE QA4S
= A% 29 F8= ot ARlEe] agEelIlou Ale AT
I'7F Elojyd Am), Ao, g, oz} 53 22 E7E(objects) GA
UE9] “bodies’Z oJdffstH ol& ‘ST FEAE °lF+= st +
A8 AR HiEkEnh 7|4 FEl= Qo) Qs A% ThEoiA|al, AB[E
o, Fglo] MR 2H7E dedEe] A AmE AEEFo =N
2599 AR IHEAS] 7 & d9l F SPUE AFEE= dd A=
O AAA AA" &9 iR B4l iR AEY] ZAIE HEHCoR

\l

10) Antony Gormley (2006), “Waste Man,” HE]Y F2]9] EH0]A] (https://www.ant
onygormley.com/works/making/waste-man, 20254 1€ 20¥ &%)
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TRty 18] ol A77F Ad AR S S30lEke M
Ql SHI} A9 &8 7T WHSHA At
9 BR2Bill Brown) 27} Bao] ARESl= &
A2 A7 A= 5 AREol AldE 755k &
9] AFE4(the thingness of objects)’ol a4l AA|opA] Hrtal &
th 9] W29 ofdH thidobject)S ARE(thing)olZtal HE+= A2
T QI7ke] GEbdl BAGA Aol glow, ol BT FAe o
9] A (subject-object relation)o] Higt olo}rlo|7|x Sjcf1l) H
I} {ABHA ofiitt B =AIA(Amanda Boetzkes)= AH|7]S w5t AF
£0] ofve}t el ARSE QAxe] Bt A v &
Hil oo ARE Bl AAE W== she] AAZR] mig o))
AR 12) olE Eo, Ago| dEsks ALY AFETHE FAo] digh
ABitE ol AAEE FOI7EE uiRithd, Adrgolst idS SAll
FAHo]AE o] AAoA ALld Izt QI EA4ES] £35S W=
Skal Uk Aolok ohA] Tell, ¥ AFAREClA H ol ofFFd 71K
E AYA| Zetar geEo] Ml Ag7e2 I AA7F AREFY] A
AAA &9 AF 7EI7E dAE 289 AAlRI7IE §F Aoty 1Ey
o= olg ZAHV|IE ALESte] deFEoE HHRRAZICEN AE
7129] A o 55 AHIE A7|EoA MEL BEE £
Y=tk 193 olet 9= XY E 1 FHe] AEE, H delt
AUZW} 17F AFshs & Alel9] AAE slEC|THOEN AT AST
o] AE <ol YAgE Q7S (anthropocentrism)E siAS T} 5A]
of 3=, A&, &30l gEEel s &2 BIZt SIS A A
e AR AAH &olA BERSHA e she] e =AY <l
2ol disiAl AEAl QUAISHES o]EojETh

2

=
Yo YA
o

o]
oS
=

=
i
g

o o Mgk o

kil
”

0%

R

11) Bill Brown (2001), “Thing Theory,” Critical Inquiry, 28(1), p. 4.
12) Amanda Boetzkes (2019), Plastic Capitalism: Contemporary Art and the
Drive to Waste, MIT Press, p. 199.
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A% b vl A% e

(&= 2) Waste Man, 2006. S2I9] (HOIAEM)0| E0f EMOl= 252
271906l 201 HEE

Tt Roluch Felo] (gelAEw)S FUIEA WSl Fe 1
7h 2] ARze] ARl B ol ol mEkAvt gk, £mg)

L ogoR oAXE W) AEEe] anRsle] BAE0 Ad7]E o
e Sfat AR AGhehs Holer 9 gtk I 4419 HAeE
‘B(audience) & HAFHOT FoINIHER 2). 6309 FABHo]
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=34 Q1= TRANS-HUMANITIES

O E| I (o] AEm) o] HiFEolA B 20064 99 30%, #HE
27|12 fEoldl AdE A 349 23 deis FHES AREE0
AARE QoA S Y] 47t o zx o] AHEIT FH
< HEtEE AREY Az g & 343 o FHItHER 3-
4). el “FHIo| d&2 LEAY EYYor|s HAPEY Q358 QF
Al 1 AAE o ANk ARl = @7FeA Adsh, 1= &
Al9]  dlezbEo]  “FA| /T /18 (subject/visitor/protagonist)” 2]

e f71F0|E H|7|FolE BE B4 ZAEY I 555 ¥
o7& Hgttha Witth13) &, FH29] (FolAEW A BFS HEY
iAol F a3t SARNER AAHE FHele A (HolAEM) =2

=N l\
(ZT 3) Waste Man, 2006. =9 7i& (Eot 4) Eot 39| NERZE
20| LHYE Z0l Qs Azt
SE| AR Z2[9| (o|AEDRM)
9 2%

13) Gormley (2024), “Time Horizon.” HEIY #2]2] EH°]A] (https://www.antonyg
ormley.com/works/exhibitions/time-horizon-houghton, 20254 2% 10¥€ #<%).
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A% K5 Vg 9% BENE

K

e ﬂxﬂ’“ 52 A 35S Aol B
CER & AR Folwt He TRNee
AR}, e upolEe ém—;:»— Zefstel Aale A AURA
Apgo] 637t WA FEo] WE Avie 24 (FolAEW o] 308
A ARE o] 2ol B 3] s BAS WA HlekRwA
27t BASOA Aot WAL T ROl AFRIEe] A
A19) Aol oA SlofHlel At Helsta Ao BASS /b0 (fo]
AEWI ] B o HEAAL 1 AAUOR FE5 A
AHolck, Jeiut e thsEel B9l 7heE BEe (FolAEWO] u
&2 viRkRE A9 A FAO] AP FEAL A HAAS

o w29 (FolAEd) o] AYe SEA1A o disiA g o

>,
filo
i
}_.
r o)
ot
=
el
)
2
i)
9
T

¢

EHAZ FHgslo] olE3) F=9 Fg TGS HE4(Channel 4=
Bl B73Y davA ouAtg FHoR AshAgt TV gA (dar
2(Exodus, 2007)E AEQl J3HKI=E HY &F(Penny Woolcock)
k33t Zo] Wit

oAl E= @A HyY A=E|et I FEA A Tl o
UFYTh &R} AHALL AYt 7HATY] el Zof /R0
2 g AFEo] JUAN, 2007¢olE AHUA THEFole. ¥
7¥A9] B|3Y7] ofgfo] [AFEEol] 3R EX7F Hk EFA Rl AxQl

ojif ohE AAEAY FUHE AED 4= IA SR, HHACIELE 22
SEHY] HREES Thdel HIXA H Ax. AlgEe] A HERH
TEEZ ol Aol ¥ AHAE0] E‘ﬂoﬂ LS o I5Z
Ho|Qls TElo] #8s5les 3 UR Fdd] Bz AGFRIES
ofL7IYARE 52 F1 YIFFIHolA FPE HE U AFNES
‘FAHQIE(Kosovans) |2 EHol8. dushd FAHQIEC] TdA
£ Zof vHAlo|Eo] =2RE A WA EAY AREE0IS7] ol 14)
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A X(Exodus) oo 21A417] |A AAF ¥, vHEEE 283t 4
A4 @k mof Hrd 2 42 Aol diAgFe =¥ (Doven) @S
AY G=oll AR L2 oAt dyl, FAIEES] olopr|et oH
HEt 1998WolA 19999e] A fargeiu]or A siA|ZolA &
gt A2ujotAIRt gHlobA] FHE Ato]9] titE FEAMEY IAE
AAZ(Kosovo War)< oA @2 FAHQISO] F=to] TP oA &
Z5HA E9itt. 2E]al o]ojA] ZARE F5-9] ofrPAERIoL oLy
7} &3l WFEsle] SRlole 159 AFI 25k wigIt AFglo]
I AFES olF BFE 19 FREA WRIQl ‘IAHQIow ERrt
£ olople P AlSlol| B ZA €l QIEFH HAS AYsH] B
offth. 3 J=9 ASEL AFRSEC] E4 Y 1g 39 AR
FEo| E0FE a7t FEAHUA wHAlo|E= ofA| IEYP A=t
| ¥efo] FHlSo] A dua gt FAXE ol EHE o|vixt
HE, 7hde |AQIEETo] "ot e Rl F1to] HA} Elojrt

Aot AAEe] 1RFETHE P $8FY U2 4 7Y & Q=
o =o
T

(0]

i
)
rL
ot
o
=)
o
rL
e
!

i

SEW O] 2o FHols Hge AAEY] H5) ofd £ glo] o7 B
o A Se ¢ 1 & A Hoke ] AL Ysole T

14) Penny Woolcock (2007), “Exodus,” MY &= ZH°]A] (https://pennywoolcock.
com/exodus, 202549 2¥ 109 A%).
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A% b vl A% e

A NS she Afol= TSl E9iH JEjal o] i
MAgE F4E S419] 3 dl wiee= Xl‘lﬂzr o] 1A T2 24 |
F|z9] FAaHRlo] FHUt15) o] ofjuat= HEY F2|9] (fo]AEW

o] AFIER stola AR AR H4oAEZ ofA vHEE 85t okl
=l E’r— Adigt Al 2] 22ME 4479 S0l oﬂrqﬁ\gﬂ o]
DA @5d9] Wl fARIF olRIAEY olopr|9t AAd & U=AE
”ﬂﬂi Hoj&oh o] Tohs dolEY Tls 2 ]ﬂ%‘ okt A
52 o] Akt AEZE o]o] £oli= oMdET(assemblage)©]

]’ gd 2 Y(open-ended gathering) o0& &= 4 QIr}.16)

Aol QIS =89 AR A" Eoll o A Bk 11 3
AE 4 FUA Herle AR 259 2P deapa =07
(Elizabeth DelLoughrey)7} Wol= QIFA| A|tje] Q17to] Z|wHet E&H4
gt ool it “geirF(allegory)’ol7l% Sith17) F=of o ERHY
(FI|AER) 2ZM4e] A HigtE WA FEo] 2l dFASS A F
R 73 BAS7N? Adlso] =W T-5A| HlE(community art)
oA ‘FEAY oul= ThstA| ¢k, =7k QlE, AY, 23 ¥ 5
o] Aol HiFo=E ofEA FHoJstifo] wt 1 AR E4o] EEHA|

]Oﬂ dAdog B3t YA ESAES HRIIth18) =, ofd 7|&E

—r?*— g W3] Blvol webA FsAe Rzt A
U], H2HAA] 1 gFo] gl o vk Aotk #29 (HA

).

15) Fele] (golrEm ML why e S grol £ A, AaEel
Sl BAE B9 At 4 olg, B9 Asi] tojd Beasel 2 At
OHJ;‘_ 2~ %Ei o]— 01&_,] ]61—7(-1 i~161—;<—1 A}i}]o—]_\,} prddeRye: ). XN 6].(})3\1—4-' H]E T_ﬂo]

1ol
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AEW) mEAEL osjHol oM AZo] A5 Zal 1 o o]?% m=
AEZ ZYPPH vHACIE x99 HY A=y ¢ °H°}7}°ﬂ 2017L% 519 AAE &
E Al e 24430 v E}OI(AnOther Tlme)) Ao g AGo] of
°]' 19 X&AQ1 Il o&HQl AP HofFrt

16) Tsing (2016), p. 23.

17) Elizabeth DeLoughrey (2019), Allegories of the Anthropocene, Duke University
Press, p. 18.

18) Adl& (2022), "=AY Aeulee] AN FEA 715k ABH vE Al A, T2
A&}, 15(1), p. 59.
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O|AEM)S F3] FZto] ofd, 4% FojX|(Suzanne Lacy)7t Wok= H|

7L A9 ARUE, B PPRA F oeR SR Y

(collaboration)’& &3 €3 F3&AE A3IE19 (fo|AEWM S &
Zol7] Aol gF o] 2ol AGFlES dH FoA A2 tigkE st
1, M2 A HE/IE FAo) ith F29] AR E de

LA

Rl EAeE B9 SEset 2 FAARRA ZAIRRE ofyzt IFA
£ dohe kb9l A&, &34 Ve BF FHHeE tEdow
A BASE stolg D59 AREATE oEA BT e 7HA
I YEAE AT £ Qe AFI B9 A S AlFelch

Il T3 0] MEHE AMMRL: =S 20je| CIERO|E

n]=e] ARIRZolRL thdlEe] F3ktE]l HER Fol(Andrew
Moore)= & AMAYE T4 A5ES B AU 7E9 BHAAF A,
HERO|E Z2 tLA|RE FHl, Ao}, FolH|g]7} thEU(the Great
Plains)20), vl]=r G5, 7P FHZole =< e (Hudson Valley)2D7t

19) &% #olAE 149 AA TR A= Z3ule AFI7] (Mapping the
Terrain. New Genre Public Art, 1995);°14 vl&7tet A|9 AFYE 7He] “@H"S
FEoPAA oS3t o] Wilth IFHoZ AlFo wet Ud 8o TA9 ulHE
Hr} Zo] 9lu, 3|FYHOoZ fdoh= AL d&riel AFVME dolAl diert, dApL
IR, FEFYIR B2 AFFEA] AH|IA AFAHA] o|2= ot} olg Y
SZHAQ1 HJ9] FQEo] 9s Hilo] FoiFth P2 AFREES A9 AY 52
7ol digt HlFo] s diske & 4 U=E Fh” Suzanne Lacy (1995),
Mapping the Terrain. New Genre Public Art. Bay Press, p. 138.

20) EoiElzt diEY &2 JFolE EF Uit ETE ol AHS EIAIHI &
A ARGt wl=re] ARRA, YBERATL LA TREEL ARSA THEE A Y SHE R
et duEiset AAAAIRSS, U EHEY] gRol o|27|71R] A #o] Sl= Hok
A9 ol

2D "= 7EF BRY s W(Hudson Rivendt 1 QI ARUEHES AAsHH,
19A17] S5t duele] S ot o A|99] ol fH FI=L A9 HEH =
7149l T4 F& Y2 EutA E(Thomas Cole), ZF| =2 AX|(Frederic Church)
S 22 V=9 9T ¥4 PIEE /8T Sl=<& #Y SHHudson River
School) & ¥i&ESH Xo|7|= st} A=F Foj= HT HAFRI (27 ZRJIES} ot

114



A% 7P vidE AT BAdE

A oeket A9 F4S e A 9 5 ZAdsiseh Io1A A
Zlolgt ASET} GAF Afe]9] wAo] tisiA "ok dold, 53] &=
A9 ASFES ARICRE e A2 1 TAZE Ad JAMS- A7l dis)
olmAE Bl MEA AEHEHZ o= Aozt L3kt 20109l
S5 9] ARl ARIZRI oAl tERC|E(Detroir Disassembled)23)
+ S| vl= AR 4RI HZE oy AREAt 4o AE9f obAl A
H ZARl HERO|ES BES AASHA HolEth Foj9] ARl &of &

gus HERCIEE ok, {, 29, =M, =3, &F 5 &A 33

4 AEST BHE YR 929 24 AP QxS0 S v
Jela zolo] odfEl EAl HAY Rtk ABX ¢ W me
A

A

(Henry Ford)7t 1908 AlA| 2x= ApsA Zd T digf B4k A
Z5F olg] AE HEA(General Motors, GM), A&to|&&(Chrysler)
S "= F8 AsA A BAPIRIEe] BE AYE HERo|E:
AT 15529 1A, wQ(suburb) XF9] & 5 ul= AAQ F&3t
AT A AsAF Aol HA ALY 60%E AAE =R 84
k. "HE AlE(Motor City) & HERO|EQ] o2 o]g] ARAoA 7]
Attt 11 FA| HERO|E HWiRly} BR19] B 33 7|HofA 9 £7
S FslsleE ‘A A2 H(im Crow laws)'24)0] w2 QlEadS 1ldf

FHolM 5RE gz o]t 59 A ofER =HE %ot

£ o|o/|E(Whiskey Point and Other Tales)(2023)°l|4] 31=£& #H slafo] £75}
=2 Qulssl F2 TAY M FAES B9 27FlA Hlolu 2Ades X
A3t AZFS] TAO oA A TSI

22) Andrew Moore (2023), “How Photography Can Tell Stories of Lost in Time,”
(https://www.youtube.com/watch?v=tIb3Gp6iHOO0, 202549 3¥ 2 H%).

23) Moore (2010), Detroit Disassembled, Damiani and Akron Art Museum.

24) ul=9] JdE A (American Civil War, 1861~1865) ©]%o] wdaule &3 352
2 HHog AR Fo| HUZONE 19417 WRE 204171 FHlol o]27]|71A]
RO B2 Fox= F IAZ H(im Crow laws)olZtal £ stw, He, g5
o8 5 FTFFA0NA wWRlF =91 719] Aol FFASHA o|Folt. Eo], ¢
Aol E94 o HAL(Plessy vs Ferguson) AFAolA “BeE|o] glo} BE3S
oF("Separate but equal’)Ztal Wsh Wl B910] FFAAcINY] RS ARt
o224 204171 B4t o]F dojit wl=r9] WL E(Civil Rights Movement)oll 2Jsf| 3
2 Ho] HXE 7] wl=r WollAQ] FAIeE QISAPES A& o] =9t

ro

}:Jn
R, ofm HJ i

|

J'LI
o
==
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AlA Z¥Aoll A oldl & 7hdgt oldIxtEolA BAE AT 4= U= A
gE AFsFAoH, TAE ol e AER Qs 4 SH%th 1
U AAREH|S] ApEstet 196799 HERO|E Eg(Detroit Riot)29),
19709tie] F5 Afuts, 1980WtHe] ml= H7|HA 52 ZAoWA
UEZOo|EQ] RpFat A2 Hap A4S 24 =t 1 At g v
oM Y] HAZE 2 =AQY, FAE WERust Bel)Q] HEZQ] £A]
£ AYsiFd e AL, FREGOE QlE] FE2 ARFEO]
RS Y3 A7) AGATE HojsE A =Qieh20 ml=e] {rEeh Al
H|B7} oEQE S|4|(Edward Hirsch)7b “Arkgar JHZQI, 4Hi9] 4
59 JEW(Whitman)'olzt B7I5E HERO|ES waA A &4l
AlelQl ™¥ ZMI(Philip Levine)279] A] Tdo|gH*What Work Is,”
1991) /2 A7k 229 ot &of| RS ot o TS A
& AAsh dui= ke AEY EEH 5] At o2 49 M
ofF AMAH O R HAlSto] KoLy,

Pejt BE SolAs H9A]
Hgo] 71 Z2 ickeln A . 2L 9.

Qo] Hojolx] AAA|. o] 2L 2L U Lol mgjrid,

25) 19679 79 234 28Y7IA] F 5YU%F XPH HYERo|E E59] A AIFL2 5%

—Oﬂ o5 FFEE F57F &4 Wl AFEol 5 F E@Oﬂ Ad BRIEE A

ﬂo}-t-] = H]—Aﬂo]— UEﬂ\%J,]— ;ﬂd— EH_T_O] ] }- /U/LJ—O E/\] LH,] EO_TL]- BHO]
7]'-4 Ada WS, Fo| Ax W FEujo] 713] 5ol oA &A%t o QIEA A
A9 ER1E50] tigk FAPEA Z&o] abdo] EojA ZA| A ZY AQAFIE
SAtE i}, oAz (University of Michigan)®] “Detroit Under Fire” ZZAE &
Ho|z] L.

26) Amy Padnani (2013), “Anatomy of Detroit's Decline,” The New York Times,
Aug 17, 2013. (https://archive.nytimes.com/www.nytimes.com/interactive/201
3/08/17/us/detroit-decline.html, 20254 3¥ 10¥ H%).

27) v1=9] AAQIoIRF A HPulitzer Prize) 43AQ1 9 ZX1(Philip Levine)
HERo|EY] gjAJobA] |l oA} 7HgollA] Bfojiba] opHA|7F AFgSE 144F o]+
B 2AH0o= ARICEAY AZjolE AIRRE 20t S8 A7l 194OL“EH-|—EJ] 1950
Ao 287HA] ApsAt EEFAY] L EsAREA 01—9?131‘4' O JA F A2 pde =
Al 5 At Ago2AY AL Pl s Aldolzt B xR 19 /\] AA gt
o 24 IA FJ=A =t
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A% 5T v A% BhoE

A g7k, Bl Ay e A2 geAEe
wRlef. ol ZIHe] diRtAok,

Eig-les E}% e &71H.

Zh=rtt g2l MAAHY

w7t ] 2oL, Aok 32

4 WA 22 A B 470l & a9

A9l SRk= HEIZE Highe £ ok ' IARIE Fsh] Sldl
ZE AEAe] 2HIA0] 3= sloldE Ao YkA e RS
A vE HowA 71 5 AA ZId"oh “For work,” “what work
is"th 7-Eo] A% WEEEREA sRRE A" 2o digh delet 4AS
Y520 HolF=d|, o714 e “work'E “waiting’ 2 Zo] HA|A]
A HolgomH ‘ot A= o VH' S FWohs oj¥Eil sA
2l IFUS Rt ojojM A2 et 71 Vv St SRk 1
7t A e & ool v ALY FAE Bl s s Ads
HBARR=E|, ol & 79 g@A FAISCl BF ARt Hol AAE
Al E2 ot o 2 S ok, 9l 25 &S ¥F
Yth("No, we're not hiring today.”)" 2= @& ¥HEH082 =11 Ad
S FOEAE AL stlel 71 Hl fls HERCIEY ofFR
AL vt 2819 A& B TIEHE= TJERo|EQ A7|AAet
APASE FAU= =5 AL v=old =71e] eAw 23l 2%t
TR Al wiel Adgle] Fu EAds] kEshd Y
o= otlEt =7 A 7ol HisiA SAEE sl B HE

A Tt

=ylo] o2zt =-9] ofFe dHolgal & 4 Q= HEROIES]
AFdhe ksAEY e 94 AlE

s

g

&ml

28) Philip Levine (1991), “What Work Is,” Poetry Foundation (https://www.poetry
foundation.org/poems/52173 /what-work-is, 20254 2% 20¥ &<%).
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24 A AEIFTRANS-HUMANITIES

5 Folt AEA AJ0] Aok} S SRS ARl W & AA] 2
7] 1/30] BlolA gl W7t © w9 ouAE 19] e B4

AT Folo] A o] FAEL Aol ofet | ¥l mAl9] W3]
2 Aol g A AlACNA ﬂﬂ A7 wpaA] Bl 2ol ¥

S 4539 BYT H=HE Y] FY ALY ol F& VI AgEo
W HeF Hol UUTER 5). 9 B Ladas o

P}

(=™ 5) Former Ford Motor Company Headquarters,
Highland Park. USA. Andrew Moore

(=T 6) House on Walden Street, Detroit. USA.
Andrew Moore
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A% b vl A% e

REES B4 ofT glo] A=A A AREe] i & w=d 330t
< Z2 259 A2X(Chernoby)d] oJHAE AGAI7l= Fol9 ¢
ERo|EL 84 EAE $S3tAY HFTHo ATk 2 H50

a7k 9] {3 ARIE &of ATMES ST A EAek 9l
o ddiE 2T AEA; =HE] W AP *E %—Erﬂl‘fr He o]

’\Hiﬂ] T E1 QlHh BA ol #7Fe] Wk HolglE 234
FEH T G252 AF o FHA oAl Fo 243 JAE H
ol ZohE &7t glom, A == AAE Urd HAE g=9 4
At o FUA WY1 JAoHER 6). e AAAsY A4, A9
So= Qg QIxkEol AR AR, mREA] ZAE ofmZYA HH(post
apocalyptic fiction)?] T FH T2 ouX|E AFA7|= TERO|EL
H5| &oflA AAL AAIREY] o B0 7 A& AJAstal s Ao]
=g

QI7to] B iEAR] QIFER] A ShEwoA WAR= A &
S 271 ZA o™ FolRI7tel gk e A—RA[oRE Aoll= &
Alo] o2 29kE EedoXitt T12jal o] ofjufH e g Foj7l HER

o|E9] H§| AEES 119 ARIoA R o E Aln|gstal dnt 71|

I F7o0A SR AlEE, &2 AAIR A 1L #H99 IA0A AF
Skal Q= AFRFEY EAIE AReEHA HIGARoR YHETH: BTtE
Uhﬁ'o} Qltt29) = HEY gojg|(John Patrick Leary)?} 22 H|H7/1=

< HERO|ES H§E HiFo=E XTo A2k, Folo Tojxd HE=

o|E,o} T2 ARSI RAE ofxZYA Fo| IS “HE EEL
(ruin porn)’g2fal H29 o] E3HH AYAEES WIS I Ao of

29) Mike Rubin (2011), “Capturing the Idling of the Motor City,” The New York
Times, Aug 18, 2011. (https://www.nytimes.com/2011/08/21/arts/design/andre
w-moores-photographic-take-on-detroit-decay.html, 20254 2¥ 10¥ &<%).
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e AR "Helel TestAl vlelsial, AA| o3te] AFsie AlE

& = Fd=t, 2=t Aol AFske AFES %LE—:%
= g & Ao HAE WA= East A4
ol AHARI et AXSHA] ehettal AldsHA BlwRich30 oA &
3, HE=RCIES] 5|7t AYSHAIE ARelH- A4 alsol Hiet 42
ARIQle] A olF mlshAo® 4H[SIAL 42 QFRle] ZUHY WSS
o %L 7] A TA1Y) HIET 158 ApEZE0] 4H|ESlo] AL
Hohs Zolth ole} Bt wWigoA F HEE|(Connor Pitetti)
AA] Fojo] HERC|E H§] AR AA| AFste ARFEY EAE A
o= HGABHE AFA(ahistorical Nature)& TEal, AW AHEF
o] A15lo] Beke Aloks TA|9] ¥ ¥l Z7h o]u|X|E ZERFFoaH o
dFos Mz AR oot =AY Feit LS FEeRital £
A5t} 3D

T2 Fol9] 5] AR SojlA Q17ke] EA7F A A e EeuA=
@A el I8 &2 33l "ot sloH, 23]8 XAIY] 5
ojujz] & QA+ EA9] FAle SAEER stolw A AFEEC] ARHEA
of dish A2 A dXL, A @WRA| oAl AS sl 2
Zolzt Azt Adf Ao AlAES] £ s ATEES o0&
Fr. Fole] ARy TeiAld HEROIE,E Afske oMol & HE
ZolE AQl ERI HA] 23] Fole] ARglo] QIk zpelo] BwetE=
374 oM BoFe ALTE S8 ot =RUla, o ot
| HEZC|ES] H&jo] oA 23t IS MAETL EIITh3D

114
-ln
o

_4

>

FIN

H

[¢]

30) John Patrick Leary (2011), “Detroitism: What does ‘ruin porn’ tell us about
the motor city?,” Guernica, Jan 15, 2011. (https://www.guernicamag.com/lear
y_1.15_11/, 2025 39 159 H<).

31) Connor Pitetti (2019), “Returning to Nature, Dwelling in the City: Ecological
Imagery and Models of History in Detroit Ruin Photography,” Configurations,
27(3), p. 375.

32) Levin (2010), “Nobody's Detroit,” Detroit Disassembled, Darmiani and Akron
Art Museum, p. 117.
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A% 7P vidE AT BAdE

||, ode Y ol FE 49 FA Kol HiEE A4 1 AA Y of
SE= oA AAsHA sisal, B vobrh ZA9] He AR B9
QIZko] gl AVdE et = A2 AFA AlHE Aok oA
<o} ASTold Bol JATt ASAFYIE A= A== 5
A 4= Qi Foy } e ik}t AH1E 71s5H @ EHE(Fordism)
o] B I EE ARFAe] F9 Aol Aol ofsf HEE !, Al
2L A BHAY dRE st s BES B2 AE ol A

A4S & tEyiEnh
o|g] Wl o AeiTelR}, SHRMESARE AtolollA AMEA &
Aok 7id S ol AoR¥SHrewilding) & 583%F AAKEE AA
gttt ot wigA(Emma Marrishs TARHES AU ZAE-QQIE
MANA AA-S B S8V|(Rambunctious Garden: Saving Nature in
a Post-wild World, 2013),014 17k 7Hdolvt =& glol: &41E9]
YA F5Z ol Aeohs 54 FHAE WUE= AL FHo=
Sk= Aop¥shrt o] &3 Hoo] thifor AdAS g, QAXSAAR
A AZ-AATS] TAE Hop 2|1 tEAoR WAL
Rl

\l

9 shto] FAAQl &ZQog B 4 9ty welth 1990dt

o] QI7to] o KTt AARTE QA0 PYztole u|=o] FRFQI 7
AETHAQl ‘oA BAEI(Barth First!) 9 35 AHARI glo]H o]
W(Dave Foreman)oll 9Jsfi At Aopdst @& wl=r £319] 34
8491 opg9] AA(wilderness)o] ARFALL Qth= 717 =71 &4
HIEAES SHOE Ag FAEUL3Y ol BEA H0|9) &4
HSEAEL A2 AE(Yellowstone) =HIZHo tiA] et &
7 22 g SA5ES A A=y 4 YA HAd-g4
52 B3 opx| 9] Ralof 72 AL BRItk Iy ARAIE Aot
£ o599 oA QF=A] F2 £t oYY RIS Aok A

33) Emma Marris (2013), Rambunctious Garden: Saving Nature in a Post-wild
World, Bloomsbury, pp. 59~60.
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F HPAQl SPEOEAEY] Aoplst A E= oo tigh drt
ofg AR & e AL UxZske 5 o2l HolA HezHo|oh3d)
¥2ld F2=(William Cronon)°] A|&seo], Q17| &£of o5 F=
HAY AR g2 op¥o] AAS oMtk AL QX Al A
C2RE A= LRFE AT B9 ofygt A/ ol & A<
AR QIS eE5d B2 AFREC] ASFShEA kEelal Qe 49 33t
QU "ZA] QHofl Sl AAS &4 AAE FA4ok=s PF9ol7] HEolrt.35

o ZHoA ot} A9 ‘UokARlY] 7|& 2 Fa5HA thkeh A2
o= BAR HEY At 227 (Oregon)F2] €FH A8 WE, F
= FARY A, A=l SREHto| o|27|7HA] 2T AAYR
QITt--FolHAT o BAO disiA FAgT 19417] T Bl ‘11?—7113
Aol @25 FHAA 0| E(Cascade) &l EARE 7j-AE0] A2 4

At AL AYgt Zh|2AF AU (Ponderosa pine)E°]3=d]|, ©]
Z|2AF AU AEA JHXE golE T 1980 o] o]27]7A]
o] HES AlE olojuzith. 18y o879 e SREES T
%(U.S. Forest Service)?] BAIE ®7] wiEo] &9 AR
A7 HA, webs FoiH|E]rt YFHlEe] AEAoRE <9 4
OFdE A Sl ARERE 3 HAS ARE 4 glAl =3I
A Wl RS EERE EHEAL AUEE0] A woflA Aehd
T AT A UFE= Hojd Ao HES 4lgloy AHA oA =
A RIE £ollA EHEAF AURESS B5F ARAA HUoh 4o

OJ

f

|

*“gm
rﬁ#Jrlom

oX, 1:12
)
_?L
X

m{n
_1011
_Bi

34) Aopdste] et =9 dA E3lAni, Aduitt defetA APET k. g E
o], opj9] X}ﬁg Boledl 28E 9= Hu] A9 ndy ‘ﬂ’a e nEe 71
7, FRAAE A7l 98 FrEolFHov 3 ERt YA EHAY oH TﬂtEJ 299 2
A AHAE 293}, Aot shEla gtk SR = 59 lel-/x]-qjo]a}% A9 o]
A Ao AE ol 34, A tikdol e £ MRS TS
IRt HolA 25 AJARE HEZF At Jamie Lorimer (2015), Wildlife in
the Anthropocene. Conservation after Nature, University of Minnesota Press
=S

35) William Cronon (1996), “The Trouble with Wilderness; or Getting Back to
Wrong Nature,” Environmental History, 1(1), pp. 16~17.
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A% 7P vidE AT BAdE

e A AR SRl wet 2ol A EHZAR diAl e £ER
RAE 24FLodgepole pineyg°l S AAISHA =37 WZolt.
Iy A oA I3 AER] SolHAlel =AE auret A5
A7) ARt 2 o] B HisiA HdezAfe] eTolEaL
Agsi, SolHAe dFEA I AT SHH R AEsAY 4T
T ARE G oA nd[ES FSHL ol AUFolA ddskes g
< doeH T AEAY 340l Zhssixintar wiith30) Mz o] dzql
Wit RS9 S A HEE 2900 QR AR IAolH,
A2 ol “2¥% v (contaminated diversity)”ol2t £t 1211
2= stoig Al SSolA adAl 31 @de MR olle 1A
AEFS] APGAA|, AWFe] JAl S EsHA H4S Sl
ol Tohs Yo Ve At 2%E FEl BAHE oF

tk=A0l A (multispecies relation)S XK= A} theo] gl

(1

oo N o o

ol weioly Hlehw Folo] tiERo|E #5 A ojA Hol
ARIL Qe o7, YR, W2 53t 2L He7t 2SS o 2o

92 £8) SelolA Aze 7MsAT Se] sl oloplshe o)
ZA7}h Gt Fol A YERIECIA It w5 Abe FolA
SRS F3Ho AUk WY WAK] el cheat 2o
Fch, “tEROEE UR, 22, Z ol7], BEe] th A Fuh]

ol

BN

, !
A7t et ol Hlolgkge HEROIES vg 9t AT F
2490 o2 el dhel AL, A she zrfolz. s

36) Tsing (2016), pp. 28~30.

37) Tsing (2016), p. 29.

38) Moore (2010), p. 119. Fol= AARE A&7ty A= Lot &
d HEROlE, AA4olE YRS HEROE AAFUES HOR AR /HES
Bl AE 7197, sES Aok S TIEAL K& 7hed WA s ws
o= 59 AR d E5S HIHoR s H|Yge HTAR] (HEZO|E A5}
371 (The Greening of Detroid)®l 7188 dlal A& oz AUt AML-S 1133 )
D33} 49 ARUES] d 19] 2L BHL viFo] WL > Uk
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V. LI7HH

AF7HA] o] 2ol A9 I AeARIA A3t e ot Az
252 e = F Y AW derid AHY F5E9 (felAE
W) D2AESL R Fojo] HERCIE HS| ARlE vlil Z45te] H
otk 294, 23H4 viFe As o2ARt ARl 44e Ads
T AR SdlE AE2 A7 AR o]l 9= Sk FIA oAl
O|ES} mj=o] Rt AJEA] HERO|ERR:= A ARFUE/O] digt 4
< W8T TAe v R g A A &, JAR A ARY
Eo A EdHeE = Uigth # H&2 =3 EGlow
violence)oll #ofdttt= A2 “ofF 59 AA|Y o Hdshke A
ojgfal With39) Yo mEw -ErtE e At Ee E
oA AY I AALo] v Adist] f-2l9] Ao HARe A
T Qe SAAEES HEE B9 AT & =S EoEthi0 =4t
[BAE] =0l A HolAu LAXA] o= BAEEACl diek <14,
B2 Aol Eohs Lok e 9 952 Y AEES B
IFE o Aok ol BRI o] & HAel 2AHAM eESY/ 2} &
AT AT oplolEE &5 HAES} T2 EAHE e ERt
AlRerA] a2, ARl 22 wFEd EHlAE(visual tex)2 I HF

=3
& 9 L = e S99 7ol diezEdl iRt 24 B3

A&7 & dEdEY] AAle TE

I AAE 5HoR she ASA nedd Ao AAS HolHA
g, 0 v EAE ARl
AET S5 Adstal HIbt 20
=0 olg] FIjolA HEne] 4

N
)
K9
I
I
I
®
N
s
»
)
i)
i‘q"

[\ )

[\

e

oo

e

é_‘:

H

[H

1,

ol

2

>

we,
r _hj
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39) Nixon (2011), p. 14.
40) Nixon (2011), p. 15.
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A% 7P vidE AT BAdE

o ‘disolA €9 A, HZ 7P—0PE=1 iﬁ@‘ﬂ, wxl?é% ot
A& 7R HH°1—6PE}” el AXY, 2599 de2 tFd T A
& 1SS 293 7|9eg An °1E}.41> Cﬂ{hﬂ A, &2 ARHA

e AT A 9 ofd EEd7y wel o) TAY BEA
(precarity)?] QAFAl AthE Hoke £819 45 A9¥ste $8% A
Al 27dol2hd, [IZEF HIRIZE EAISHS] A et v B e
oAe BAE7IEY HEHAIAZ AERAY L SHES SAEA
%= 7P (unruly edges) = Hl2{thErt.42)

o fio

41) ICOM EHo]#], “Museum Definition,” (https://icom.museum/en/resources/sta
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Abstract

Environmental Art for Sustainable Futures:
Urban Ecologies and Multispecies Ecomuseum

Kang, Yeonhaun (Sungkyunkwan University, Research Professor)

This essay reads an environmental art inspired by the city and its
material afterlives as a crucial environmental text that bridges the gap
between humans and nonhumans in the Anthropocene. As Anna Tsing's
notion of “arts of noticing” reminds us, environmental writer-activist
helps us apprehend the causes and consequences of environmental
issues, which are often unseen but inexplicably tied to the cultural
specificity of local areas and ongoing political and social problems. In
particular, I analyze how their environmental arts work to revitalize, or
remake, the stories of cities as sites of community conversations and
multispecies interactions, focusing on British sculptor Antony Gormley's
Waste Man project (2006) along with American photographer Andrew
Moore’s Detroit Disassembled (2010). By closely reading the city as a
living multispecies ecomuseum where humans meet and engage with
nonhuman others such as trees, shrubs, moss, and even waste, the essay
suggests that socially engaged environmental arts bring us close to the
“unruly edges” of the Anthropocene and opens a door to a

more-than-human democracy.

Keywords: sustainability, urban ecologies, Antony Gormley, Waste Man, Andrew Moore, Detroit
Disassembled, multispecies, ecomuseum
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