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MOl Zin} SAXQI Z4S HEISiCE &2|0tt B2 = (Giuliana Bruno)= BEHES £35| 29| MM Surface:
Matters of Aesthetics, Materiality, and Media (Chicago: The University of Chicago Press, 2014)0{| A AF2%{Q1
Ao XM EHez, Lot S35 Tl

ARX7E MAGte EtXfRL SHPE Ele 202 S5 AlojofM & SYstd 88E=E 2-st= Zi0IH,
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o= JIS 7 Z7l|M BS0| 222 0120f 20| WAlsk=

X
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gt sE = Z0|c}, &2 EfXet St Ele A
2 OFEZ(recontre, encounten) Q| AEfo 2 E0I7EM FH o2 S0{7H= Z10[2tH, =S (immersion)2 Xt0F
= QAN FHIE RA|otHAM Xjote] Mg Heloh= ZAolC, SU2 MeA FAE FXIsk= 0|1 Bt
Ateb ottt = A2 O 0iFEe 2 g2t HES delotl Meix FAIE E506iH 222 5toig At
FoteS ZA[etct oHH, EFAEF H2 Xk CIXE 7IHe AMEstK] ¥ MEX ofd=21 g Xl
Ao 2 (HE(FIm)(201) HHES SHALC

3, 90|E FEAAALD Lot XEH 2 MNAHA YZSHH, 7|9 2 AU &4IAHE 2HEot= HME
7te|ZIc}, O| A2 HIZ HHO| Z0|Ch Rel= JXA Ats40[XH mustA galol efsi AxXe2 0|1
2HXICE CHSS 2X. Rosalind E, Krauss, Under Blue Cup (Cambridge, MA: The MIT Press, 2011), pp. 20,
128, E35| Olzfet oMM =it & J2|0 MHX|0[&e] At 2 E SitiolEe] SAIUE E210

M= Cies A=, geid, 'ZAE-DCYn TAETRHN: IAEDHUZE 012 0f0j&2'S

AlCHA(contemporaneity),, TO|&0|21t $1&L, 2012, pp, 187-215,
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ThAl QoA AlE 47t gtk RS BAE, HE, FEER o|Rojx|n H]2)
ZPE9l A0 RA BE 2S STo] AAHQ Ao Bk AEL Ak o
Mol 3 oA FRUoRA 4 Wolshe Al-Ftolth Telng EHe
21191 2L A% AT TS affect) B AHETITH
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o] At "EEAT S 2RA P w2 10| HaL ofuf L A%

Aoz jde, & 32 7 e A5 ol= =24 AAIE #%t A
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FA)0) 20t

4, F S=(=, AMUNSH), PENS] 1, (M MEZ, 201), p. 325,
5. Giuliana Bruno, Pleats of Matter, Folds of the Soul’, After Images of Gilles Deleuze’s Film Philosophy, ed., DN,
Rodowick (Minneapolis: University of Minnesota Press, 2010), p, 214,
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472 ) WobY] Walter Benjamin) EHIA] AlAIak, A550] 482
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6. Giuliana Bruno, Surface: Matters of Aesthetics, Materiality, and Media (Chicago: The University of Chicago

Press, 2014), p. 3

7. e Horel, 2IMUHY), T7ISEX| Al olEXtE, ARRIQ R A 2y, (M2 Z, 2010), 145

8 AX EE(Structural Film)2 BH2tH, BEMAL HIXHSIS BYotHM TEC| SH&S Elotr =i of
0|t MAHESI0|=X] Aefeiz/of M FALE OfE|AE HEOI=X| 60HM] 022 ol HEZ 25 +
eS| E%Q\ 2612 Y1 QCh Ea| 72X a1} 0|2l M2 Ms 7ie| EE Z2 dilf 22
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Y, 2o Z2l(oop printing), A0 CHA| HYot= W S22 FEGIRICE P. Adams Sitney, Film

Culture Reader (New York: Prageger Publishers, 1970), pp, 326-349& &=,
9. Tamara Trodd, Screen/Space: The Projected Image in Contemporary Art (Manchester: Manchester University
Press, 2011), pp. 182 &=,
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oo|22 XIg 0] &=7ts A 2|1 XZ3el w7to] SHAe R s2iX U= utAet oj2ie] Ms
et 25k 27|ok= Mot e s Fustet d S2=, 01FR(H), "elnle] =2, (MS: BRI,

1999), p, 51, p, 283,
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11. D.N, Rodowick, After Images of Gilles Deleuze's Film Philosophy (Minneapolis: University of Minnesota Press,
2010), Vii,

2. A2 LojLbs 2 2 AL OfL|Ch A2 SRIEXO|C, 2 #H-S30|Ch ot A2, A1 et
1t ojojof oiREe R F7iolM sntR M MitEl= ZoIn) (A2 "FRE| XLk Ziojn X
A 2 Zd0IX|, Z2 X|47H= o] Okt é‘%i\l (1999), p. 57.

18 & S, YAE(S), TXiolQt BHE,, (M BISAL 2004), p. 85.

14, Jean—Frangois Lyotard, Discourse, Figure, trans, Antony Hudek and Mary Lydon (Minneapolis: University of
Minnesota Press, 2011), pp, 327-330, p. 356, & S2|x-H2IA DEt2| ZXHONS), FOE| Q0|C|FEA: Xt
2ot BB, (ME: TIZAL 2014), pp, 413-414, oHH 222 2|QEI2 9| TN AlStE AXsk=
7158 B0 ARl Aol fdoz a9 JtHCIX|E 232 MIHAIRICH

O‘H;

1990\ o] & mjtjof HAJof|&o Al LEh= - | b 73



w2t
4 5]

a7, oolE713t |, 5 2vte] AEE Aol 0|25 o A%
2

7F? WA o0y o] % v

L = b B | }\
M Fkeh 412 Agkolet, 44 A Mol Aol o]
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15, Kiff Bamford, Lyotard and the figural in Performance, Art and Writing (London: Bloomsbury, 2012), p. 21,

16, O47|M HHO| 2ELAE HelotH O|ZA| Eot 1. 252 X[E2=2 XM ¢&(connection) 2, AZte] EHY
21, MOl Bt 2-2 SH{A+-0|0|=Zgl(conjunction) 2-3, SA+SA=F2|(disjunction) 2—4, 2|0+2|0]=g
Y, 71 7S P XololM I ERSF HYOIM LHsts 3y 2-5 olnj+oln|oErekE -7t
S-0lnjx|e| "BEHE BzFsiE /5 HAEY ZE) 2-6 0f FxIZH BAL B, of7 o S=Ixo|
25-0[0|X|2t AlZH-0[0[X|S] EFAAIF ExMo =2 MEECE 0]:40] P40 2sHAlo|c,,

17. &2 2 HI2E(Roland Barthes)2| £H 2|0], e #HIOFD I(Water Benjamin)2| 2| 12|2t CHESH A

N

ror

18 H 2=, "alA Jlete], 01-Y - SFA(S), FHetolzt RN, (MES: FITHOISIAL 1999), p, 241,
19, Catherine Fowler, ‘Room for Experiment: Gallery Films and Vertical Time from Maya Deren to Eija Liisa
Ahtila”, Screen, Vol, 45, No, 4 (Winter 2004), pp, 324—343,
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20, o 2, p. 339,

21. Brian Massumi, Semblance and Event (Cambridge: the MIT Press, 201), pp, 17, 24, 73 &=,

22. Daniel Birnbaum, Amanda Sharp, Jérg Heiser, Doug Aitken (Contemporary Artists Series) (New York:
Phaidon Press, 2001), p, 61,
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23, Kate Mondloch, Screens: Viewing Media Installation Art (Minneapolis: University of Minnesota Press, 2010), p.
48,

24, “A Thousand Words: Doug Aitken Talks about electric earth’, Art Forum 38, No. 9 (2000), p. 161,

25, Daniel Birnbaum, Amanda Sharp, Jérg Heiser, “Amanda Sharp in conversation with Doug Aitken’, Doug
Aitken (Contemporary Artists Series) (New York: Phaidon Press, 2001), p, 16,

76



8rpo]ch o|zto] ERolA 0] &5/ 24el0] Qe o)A T AR
7172te] u) Apvke 2 Sojzitt,

FQIFL o] 43 Bk AR EE ol JejRE 2180 §7]
2 AAoh A7\ Al B7REA 1 Eiet 2, AAEl Ak A2l 2
o] H1HE7Hs 317 o] Algtoln|x]o] AR -oln|x|7} FTt o] uf n}zex]
A7 thagsi wolsiet, 0AIE T, Bk A, 2 FhE
Ag 7], WA e e, M) ofd 71AIE, S SAekEL,
BEA BAskE Y| RE, PuAR)E 7kEE, AR R, A
s 2 ﬁaw 230 oA 5714 ARk AFR-7 A0 Tk e
A, TS 2 B (AT Apoloh Faket B)o] 2§ St FES F95tol
Aol Bl Aoleh o] RO Sekot Aol o
o] H2 offo] £710] BofTAL SHz H]eAr7] 4] AZke] AeY, 2 ok =3l
251 AZEATolE}, o174, ofo] &aion)2] AI7ko] BAYEE Zo]e. ol
szRle AR np ASAT WelshaA AEsta glrt 714 AR}
71 A2ke] m o] 2 T o] o] FAE o] R Folt), ofol=
olefet thXI S MG A AZhE AAISE] Sig Aolekar s oA Eagct
U Q7IATHE B7H50) AT BAAIZ, dukshe Ui AFel A

& FABHE dlolliz Talo] gl7] mhizolTh™ ofjgt ujx| o] A\t efel=2]
o BRI Molh FAAA T Attt TeH oflef Az
Txbo] AR BEIL Al o] S DN, ZEAL “Bro] AREOR £
w0} g7k} Agbo] A AR ol ofuf g7k Alzke] el ofs) A4t
Ao HOlE Aol Hir BTHE o oA ShEY] A7hE | oA A
311 gk diAlel so] Theret A5 Helol ofs) 7hzA|2A] ek of
#fat ol oo]£219] Aol oAl o] Th- Fxstet ol o] 3 A

j2>im

n

71e

IS % =, RTINS, "Ador 1 28-00[X],, (MS: AlZkat @104, 2002), p, 242,

27. A O\D\X\ o] EZof| thsh M= Ch=2S &l DN, Rodowick, Reading The figural, or, Philosophy After
The New Media (London: Duke University Press, 2001), p, 172; & S2|=, 0|™5K), TAld|OF 20 A|ZH0|
0| Xy, (M2 A2tk 2104, 2002), pp, 143191,

28, “A Thousand Words: Doug Aitken Talks about electric earth”, Artforum 38, No. 9, May (2000), p, 161,

29. DN, Rodowick, Reading The figural or, Philosophy After The New Media (London: Duke University Press,
2001), p, 171,
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Aitken), (17| X|7L(Electric Earth)),
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30, & SE|= (2002), p. 242,
31, Gilles Deleuze, Cinema 1: the movement-image, trans, Hugh Tomlinson and Barbara habberjam,
(Minneapolis: University of Minnesota Press, 1986), pp, 109, 117,
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32. Daniel Birbaum, Amanda Sharp, Jorg Heiser (2001), p. 16.
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34. Kate Mondioch (2010), p, 48,

35, Dominique Paini, ‘Le Refour du Flaneur”, Art Press, No, 255 (2000), pp, 38—39,
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Abstract
The Relation between Surface-Assemblage of Screen
and Spectatorship: Doug Aitken and Tacita Dean

GuAn

This paper examines operation of work and relation with spectator which demonstrate
in Electric Farth (1999) of Doug Aitken and Film (2011) of Tacita Dean. Doug Aitken
secks to develop the self as constituting a whole with the other. Besides, the artist is
asking the question to the meaning, In other words, his work is coming down to a
surface. It is the one that operates as a surface. Tacita Dean expresses the world of
analog, She regards analog with the shelter of life. It is analog and the shelter of life that
designate the sphere of surface. In my reading of the two works, I have attempted to
explore the elements of surface as movement, time, “figure(in Gilles Deleuze’s theory)”
and event. Figure is a fundamental factor which operates surface as generating time.
Figure enters into relation of nonrelation as going around surface and encountering
other figure and meaning. The relation of nonrelation unfolds connection, conjunction
and disjunction. Also, Operation of connection, conjunction and disjunction are
concluded in figure again. The works of Doug Aitken and Tacita Dean eventually are
Figure. Each works as figure encounters spectator again. In the last chapter, my paper
argues the way figure and spectator enter into relation of nonrelation. Figure attracts
spectator. Spectator encounters figure. Spectator stops consciousness and operators its
body. Spectator desites outside beyond the self. It is here that thought begins. The birth
of spectatorship is appearance of thoughtful spectator.
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