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oo AEE EHoR TEA YU d9or 44X %E sbhe #9
AAGR Aolth, WokRle] FEEA &g 1 UdE WFWHoR A3
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22) Walter Benjamin, “Uber den Begriff der Geschichte”, in: GS /2, pp.693-704; “Das
Passagen-Werk”, in: GS V/I, pA47.
23) HAw o, Mg wlopwl A3 2, p. 218
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5) ol ZAt] Marianne Martin, Futurist Art and Theory 1909 ~1915, New York: Hacker,
1978, p. 186; Poggioli, Teoria dellarte davanguardia, pp. 108-1105 X2}

26) #dut o, MEE wlopwl A 2, , pp. 92-96.
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27) Filippo Tommaso Marinetti, “The Founding and Manifesto of Futurism”, in:
Futurism: An Anthology, eds. Lawrence Rainey, Christine Poggi, Laura Wittman,
New Haven: Yale University Press, 2009, pp. 49-53.
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28) Rosalind Krauss, Passages in Modern Sculpture, €* 9, Tddizze &,
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29) Henri Bergson, Matiere et mémoire, %9 4, "4} 7], | o}k, 2005, pp.
236-242.

30) Matthew Gale, Dada&Surrealism, 277 9, Toirhel 28459, | dHolE, 1998
p. 19.

31) Umberto Boccioni, “Absolute Motion+Relative Motion=Dynamism”, in: Futurism: An
Anthology, pp. 187-194 Zx s A,
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32) Henri Bergson, Matiére et mémoire, p. 239.
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33) Lawrence Rainey, Christine Poggi, Laura Wittman(eds.), Futurism: An Anthology,
p. 64.
34) o]2 8™ Rosalind Krauss, Passages in Modern Sculpture, pp. 64-65.
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LR A gae gHoz, o=

o @aolt sx

A Zo]

of AwnstE oldlERrE FIgtozH,
4 FE9S TEeke 719E AR B vde

int GS 1/2,

49 A5y

S Al <]
gtz of
A5 of

pp. 608-6099}

64 ozt olalilT 31y

oo A, )

3] @I} AAQE e FolM efE s QIRbe] E, wH ] HS, AlAe] vzt
sk “dleA ol v fAdTs03} ghulss = QUi B FolE vk,
9ok 2ol sl AAE adE E A dTS AvE 239 27hd HEE w4
g A AA A Wt thigh FAolth v Hal s Watetal, o5
)l IZE Aate] =4S B89y, Aol AHAS #7149 e RdR
thA"sk= Aolth o BEl Sol M= A ake] AFRAAA slelzt2T] vt o4

stehs @@ a1 SR Fdd] AatEa nAgd A fAE /7] Wil
el

=)
T
o MZade] A4 & 44 A mhe) s, wALYe] “AdA &5

PgTA =B o ek 29 E40] BolFE AN oo,
vestsl hAZe] e Aoz Bddelgiha Fa® AR F

o A ARE AT use 01%, aet Agun o 23 gEd 34
ol ZHAE atel gtk Alolth 7 el ) vidn 29 Axg
eulEe] AEY o) B, 7% el HA(elos)el BNE AAX o] Fary

2. Aok FAF: Bt A& FA 3}

Azt Eo A opgAtEEE S AEI A3 FAEY B s A%

36) A o, e wlekwl AF 2, , pp. 92-967 p. 2065 & 7.

37) Mark Antliff, Avant-Garde Fascism: The Mobilization of Myth, Art, and Culture
in France 1909-1939, Durham: Duke University Press, 2007, pp. 32-33.

38) Adrian Marino, “Essai d’une définition de l'avant-garde”, S AT 9, “ofl7t2 =+
oABA A=), Te)Est; | 15(1984, 91 &%), 34} pp. 44-93 F pp. 59-60.
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39) Virginia Hagelstein Marquardt, “Introduction”, in: Art and Journals on the Political
Front, 1910-1940, ed. Virginia Hagelstein Marquardt, Gainesville: University Press
of Florida, 1997, pp. 1-16 & p. 3.

40) Eric Hobsbawm, Behind the Times: The Decline and Fall of the
Twentieth-Century Avant-Gardes, %<3 4, Folgrt2=o] HH9 &2,  Z P
£, 2001, p. 110014 <1,
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41) Boris Groys, Die gespaltene Kultur in der Sowjetunion, A%+ 9, Tolrtz =9}
Ao -eAlote] B 3, , Foluld, 1995, p. 47.



sAE ¢t Aol o =F(1)/ g0 67

A&Its

rot
ol

2 A A (Alexander Rodchenko), EFEH(Vladimir Tatlin), =]AZ7](El

Lissitzky) 5°] tE3t= Aol FAFoE, 192337 e4ds(pure art) 2 O

ol AWA AAS YT F vty B, 2227 A w5 gRE AE

=
A Qe Agdn a5 dsy @9l B

ol %4 EXF &S AMEES A
ATk “AAE el (production art)”e] WS W3] & Aoty o Fd-e| =A
A gajo] PAFYAE R o5 dFo| HEFo wEs FAE A, o=
dHoR FY oprtEEst fuFY d&9 A&AT AR AFe) W
715 € 23 g gtz Btk sAY v o Rs ATy 1
S0l A opivtEE Altirt ded A7) FHAT FAAEE oldEE A o
3w, aEla FAFYA AEe] 19108t TR A 2T dlojgt] A
Hsl =gyt ol AA K] WAooz Fslel x7tel P HE PSS B
Mt FEAbe] A4S JFdn A ] wste Weolr| e st ¥W AF
glAlo} E3tell& AES F]ste] Ao, Ao FeFe, M A5 o= of
Wrte s Yizal o2y 245k EAldA MR v AIgEe] IIEA i
= oIty ¥ W AT wdye AR "o, Ade 34
oA FTF OE W B O AFE T O AT AL B A A

a
o9 o]27t9 Y olZHEX(Boris Arvatov)el WEW, 1921d 2] AJofell A

A3t vEhES AYAAY AERAN T AAR AF, PAFIAES 4

2 7R A4 BEozd oy Wi
FAAYE TWET AAY) 32 Folss o B
[e]

3
Ask7)=40) et o= BEAY WA &2 2, MEA g2

e T I E
)

42)

Victor Margolin, The Struggle for Utopia: Rodchenko, Lissitzky, Moholy-Nagy
1917-1946, Chicago: The University of Chicago Press, 1997, p. 82.

43) Anatolii Strigalev, “The Art of the Constructivists: From Exhibition to Exhibition,

44)

1914-1932", in: Art Into Life: Russian Constructivism 1914-1932, The Henry Art
Gallery University of Washington, Seattle: Rizzoli, 1990, pp. 15-39 < p. 15.

Boris Arvatov, Kunst und Produktion, Munich: Hanser Verlag, 1978, p.43<
Benjamin H. D. Buchloh, “From Faktura to Factography”, Z@z} o Mg-Ea}o A
FEOFOR ), oFH f, TdduEd RAUFE,, AAFH def, 1997, pp.
3-36 & p. 1304 AAE.
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ABSTRACT

The Configuration of the Visual Arts Images

for Sustainable Community (1)
: The Crux of Avant-garde and Mass Culture

Su-Mi Kang”

There is subject which is of utmost importance in society at the
present moment. This subject is the sustainability of world, human being
and community. In this aesthetic and art critical research, I discusses that
how visual arts are configured with social consciousness and intention for
the sustainable community, what their structures and functions are in this
context. What is the sustainable community? My suggestion is, the
sustainable community is the society without any repression or
exploitation. And the social communities can become more flexible and
altruistic by through our intentions and practices toward the well-being.

For the first step of my research, I reconsiders the theory of
avant-garde(especially Biirger's and Poggioli's) and the birth and
development of mass culture in modern era. Following the materialistic
art theory of Benjamin, I argues the necessary of theoretical structure in
which treats the relationship between aestheticism, avant-garde, and mass
culture and their dynamism. On hand, here we can think of the Italian

Futurists’ desire to chase the industrial progress and to achieve the

* Researcher of Seoul National University Institute of Humanities.
This work was supported by the National Research Foundation of Korea Grant funded
by the Korean Government[NRF-2009-351-G00002].
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aesthetic development by expressing the speed, cacophony, and simultaneity
of everyday life in their art. The other hand, we must to find the Russian
Constructivists’ practice as artistic—political avant-garde. They invented the
special forms and methodologies of art with social functions, and explored
the various media and visual languages, especially photo—montage,
furnitures for working class, posters, advertising, and exhibition for mass.
On the historical perspectives, the visual arts would be configured as
the invention, analysis, practice, and intervention of all contemporary social
initiatives. That is my research’s point. I hope to provide a better
understanding of the larger questions about the relation of art and social

life that frame this study.

Key words
aestheticism, avant-garde, community, constructivism, futurism, mass

culture, photo-montage, sustainability



