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2 BAstEE Qo] o7l wEel, 15We AEafsh duelA dolwk

919704 U4 AES AF2 Avugd & oo 2%
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Fogse $Esht, But fuwel 33

£ dxuas dsE AABORA syt YA &9 S5 v
A3t ol Anslo] JEwAE PAEA FEsuA k. 279 @
o AFo] 4 FE Yoot EE o&y WHE ARHYSeE BT
dha, Ul 27 Zdel i AT A4 YAS AAE H g F
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e HEAARE AAFTIL st LS HAZMA AEvtR g osks Al
A e Fu ke ZFst vk SJARS Bl AAY v bk (o) ol

D YRk #Ade dAvyFer A% Fo A= vhed 2 Amelia Jones, Body
Art/Performing the Subject, Minneapolis: University of Minnesota Press, 1998;
Amelia Jones, Sexuality, London: Whitechapel Gallery; Cambridge: The MIT Press,
2014; Rebecca Schneider, The Explicit Body in Performance, New York: Routledge,
1997; Lucy Lippard, “The Pains and Pleasures of Rebirth: European and American
Women’s Body Art”, in Art in America, vol. 64, no. 3, 1976, pp. 73—81; Kathleen
Wentrack, 7he Female Body In Conflict: U.S. and European Feminist Performance
Art 19653—1979, Carolee Schneemann, Valie Export, and Ulrike Rosenbach, Ph. D.
dissertation, The City University of New York, 2006; ¥4 3=, 37 &7, e
Hgol: W A7 oA A7} ST wWAIAg dAdiujse g Wty , d@AESAT
2019; EdolAl 9, AdE &3, Tel&E7tY =1, WA~ 2007.
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4) Carolee Schneemann and others, KAinetic Painting, Salzburg: Museum der Moderne;
Munich: Prestel, 2015. (2015. 11. 21~ 2016. 2. 29); ©] AA] o] ™ FFUnte] 3|3}9}
HEAARE] ARGE F5I ArE 77 B2 FHUHE el AT Abrd A7) vjsd
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t} o] gt AHS AREE AL 19749 AAAIE st ook F3F ‘B 71X (The
Kitchen) 9] st AA] BRgrojox] A3 Ao= 2, 228 ZEW I+ 1978 H-E ‘31
7121’9) Fdlolg 2 FE3 v} 2t} Carolee Schneemann, “The Obscene Body/Politic”,
in Art Journal, vol. 50, no. 4, 1991, p. 31; Jenni Sorkin, “Envisioning High
Performance”, Art Journal, vol. 62, issue 2, 2003, p. 37. (5%, THIEHA o}E;
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Manifesto) sy (1913)°] 7F33 = 7% ).

o el = Ao ‘WgtolojE] &'e] dgor, Al =727F 171l

BAlel MEE e4aE EHE 7 9lov, Fude weow ZtA okgka,
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oF HERE "gshel o, wefel F, ofslFuiel BE wpR A, oA,
A, o Ads grlel olE AR7bA £= FoA Y ERToRA

AEForAMY AU dF Bl =9 S BT

11) ojgg]o} A=& 7 o]ojzxd HEWHAE o]F 1914d7}A F 2037}
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A2E Fdd dA31 AEE A2A HUA obgEbd 2 EFol AEHU|E o 25
A, kel & pp. 9-14.
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2, A7 AYyE dFe F 35S 53 84, Y ok, %n, = N |
E&o] Xt} o] %fa AL 27 oE AgH o7 AP PA N,

& ol5S guretEA A &S Adstux Pd Z7H A o]

WA= duE 29 E} 1 & A= Fhuty BH2= 5ol &L 77k Eok
duo] 1916 7¥ 49 5 @A Atk
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21) 228 F&W, 49 3 p. 24

22) HRAA, AANE u|sts THA A FojollA AZE fof ofyrtEE’s 2 ds
Hopal oyl FX|, £3} 5O ZF Fof Hute] Hgo] rtsdlgd oz, iy g4
oz A ARl Aoy A4 AFE AAHAY AT BHo XV%LO]": 5E ¥3sies
o2 FE&EUTH o] &olv ZUldA AIZIFH E3tel ALHT, ATy 2 9y
AFEER A 1647 ZEA AFEAFS] A} vﬂr’\”] of| (Etienne Pasquler) o ZollA AlF
Aot g 3R U VeS8 AR FAolu 8-S oprtEEta ekl
I, olF oEo] ARSI AP AFAA JFSE F Aoy £ AYAE(Henri de
Saint—Simon) ¥ ZE=# A~ (Oline Rodrigues)ol & o429 Wetor S ALEHUT}.
A& ob7tEETL o4 ELE‘C’J Fejolz, #AFS AAE st WAL AlE
& A&t AYS AR, A& At des vFshs Al A& dA FAE 5
Ak Aol AAgE o]t 7“%% o] % :IF/J‘HZU} oprtEEE noUZm FUA
3171 A7kA] A EH o] of|&o AL Frolel WS x| st W2k koA =olF Q) A
3, Tep7t2r, ve-—olirt2E, AEF AX s opriEE w|Ege] 9iatel A
Wy, TEguEArA Gy, #1344, 2013, pp. 154—156.
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orch. SISl Ofd obtEE wEe] @AH A 2047 A %o

AARYE AE FAL A A Wencs A, A, e FAsE 9

Fo) wata @ AuFe AEe A 1U¥ 14 0E oEow, §7
]_

n)j<o] HAE u|Fe| Loy A ollrtEE sd A

negd &7 S9WE 281 (Clement Greenberg) & AA18] of A o]
Fol}7t 2 =9} 7] % (Avant—garde and Kitsch)y (1939)¢ T =&
2t 2 7S ¥3lo] (Toward a newer Laocoon); (1940)°]A ‘o7z’
N =stel tix Aol S8k, P Absle] FHHA b vEe H#
AE A&t Mder ZEstA AAPY. F 2-W1e opiriEx
20M171 Z=wkel 7 mmolA UEtHd w2, whabE o)A gkl
= 9ret= 2ol oy, Awe] AEdS Sl el AES fAdse
AR E B et ZloRA opirtEER BT
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o % (art for art’s sake)’©] o}Hl7}E2E=29] o]F o0 &7
a8y & =FAAS X717 fE AEAQ 3t 24 vjA e =
St R YFE v]she A3 A x| Wkl A

#
o] 7@ ddsrtEeldAs LR Zoldtt. AAE AFT Al

&

S~

s de7tey @8, 4% A9 e g v Ad 2
o] dlE7tEAAE ALY S BEEId Uy F nlghe] dojs} wiA
7} Asralx] oFgrth.25) EdF AAlo] A S AdE= WAz oAy o

- -

23) W19 ol A FH oPIEE uEe =Y HAeA FAl w& dovEd
(Museum of Modern Art) 9] #7go]d L= g= nl(Alfred Barr Jr) 9 IIE FAE
T At a9 T8 gAEo] FH Az vss vF usAd FHAATE Lo A3t
Uz, 1 FAH pgiie] WA ZEFS EYA AA], AL, AAA @ g@7bE gl
th B3 T olF AFHFFIE AFste FUF ANk Hixpel| wet v 5o o AlH
2 st A EEA, HEFAA] A AET AREHPE FH oftEE RFE

< nojHoz FAFEY, 247, & =7, 2012, pp. 11-12.
24) ZFA, T49 ErUZe £83 A4 FYUE 8819 n&E, , THgrsas
3 {‘—‘rﬁj A19¢, 2003, p. 45.
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& YA R F oues EAFOY, ofF FEAL YALR oyrt=
(historical avant—garde)’ £}
AetHA AA gas vE 42 FHE 5 A0

1984 wisroll A WMo E3E =4 &3} Ab3|stxtolat m| gz}l H H
BN =2A (Peter Blurger)d A4 Tolr}7}=2x=9] o]&(The Theory of the
Avant—Garde)y (1974)> @459 EUUFoA oHAA &dd vl
T, o, grjol 5T T& AT ofrtEE FAs VMK rEE
Frrstdth. 7 AAE ofrtEE JiES AA EYYE v &4
Hl 3, 4He] 9oz o Ade] &9, aguEd gewste] 5 AlA
SO E =oETh ZUldA o]y AINIALSZE Eo] Felw FAH &AL
n & @efol olwl 194171 el “FulF 9] (Asthetizismus)” SHAIZE €4 ¥

4
gtk B ¥EAL O o Fol BT 2047 & ¥ vIEe A oby
=

25) FARATY vErtes F dE A S olFst ol 10HAEY E4F I i 454
ZAA w5 vtk ‘g Adie gad oyt 19503 g A5 Zo] A
= $2 Ade stu 2SS Lo ks WE we = Ao e
£ 9% MEZZ - (Allan Kaprow) ] A7 FARATE vertsd o]F9 AAd o«
Mg wS&HANME & po]E Holt}. Barbara Haskell, Blam!: The Explosion of Pop,
Minimalism, and Performance 1958—1964, New York: Whitney Museum of
American Art, 1984, p. 102. (53, &9 =%, 2012, p. 25, Z=F 46 A1L)
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26) JE W=7, AW &3, Topdr=re] o]F; , AASWEEAA, 2013, p. 33. H=
Aol &3t FulFeE FA A Aol AAF] dwo] 4Hs] =PHor Hid "dAE
AAsh= o=, o] AZ|FE 7healxl s A7|njghe o] oAb oyt vt dh
ok 2o

27) 919 A, pp. 34-35.

28) o]9%, Mo opirt=x: A3 AFA - & EAEHC HE HEA RS FHOR
rojsl; | A|514, 2007, pp. 237-239.
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T OE 72 AFdE7t EHE -4 1 (Robert Rauschenberg) 9F =
HE E# 2~ (Robert Morris) 9 9 HYXWHAE 71k A ARz 3+
th o] 50] AL F&WE S T8O FAo dAEHM 7= A7
=2 FEANN ZAEFS A2 G wEolA ST dojd v
&Y AT EAE nEstaA o

AN o= ES olo] ThA WA Welq Hol F4 FHF
% qo=s e

Wel %, Adu e e 9a5e my
Zolo] e m& ARl Tdd T
8 FAEATI Y WEFOR U aleli, vEAs Eups aw

(Thomas Crow)7} Z3l5=o] 1960dte v&ES oS d=2HA vt




AT FEAE AAY A, v Ao r HAFdA FAEC] St
stiA Qg FA o Folyity Aol FHF WlolH & AdE A
AA ER Sl Hlad A FAZ T Abslel WYsAARE, v AF

A7) ol o] & E} A7) BATE AN A4
ZALES ARoR AT AN Aol WNALEFS v]Fe] AFRY

)

o th&sty A st 5, HHE3SFE5 (counter—cultural revolution), Ht

AR 5 52 AHsleso® FdUEct 60ddo] 1z Al9E3}

r{r

32) QA7) wFo) BT B LT T T AL A& AEH £eF
AAE dol Al & A9 ErtES F2 ol AFHE Aoy £33 AF qFS
2] el 3ol Bl BAN wo] AL, Eo G, vgo] wal Fyolst
T A% ABE, Hol AIAA oy, TN 5 YAV vFe] PAA, FuA
QB ARe Sa0h AT G BHA 8, Sus §2, rAdees Lo
1950—20004 , A9F=&FAE, 2011, pp. 53—54. 1= U 3 ZFofA HQl o2
vAlel Ad &7 2S5 olfE oy Ad ALEHAY. Carolee Schneemann, “The
Obscene Body/Politic”, op. cit., p. 33.
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thoobl BHUE NS Aveta dFES L5l Folshe FHYoA
AAEo] HHUZ RS AN Aol AR 2ES A et
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33) 19417] SHH7El BT ® Al1x oA Ee
AAE R, - 1 dYdE AFHASA =M 2047 ol TEE A .
AN EL 1920l FHAS FA5FoEN Hx7F Abekd e, 2 AA F3ol
A A ) o] thAl Ao Eolzk § 409 o) FuY)E meltl 1960
Ao e Al2xk o dseEol AFEQITE oAl Tuls oA oAb E shte] o
Aty o, SulE#AE, 2017, p. 374.

34) Z+7, ko] A pp. 59-61. E&FA0] ‘bohémien oA HIFH Hau|ete R Al3 2
B M-S AR HAVE Sohe dolglon, olF FEFol AT kA ek vste] A&
e AFEES dutro® ARA HITh
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1958 10€, w=e] diEAQ mEdA (tEFA) o TS E59 f
AF(The Legacy of Jackson Pollock) o2& olAo]|7}F AT £
AbEEA] 2@ Fof] dxE o] & dd NEESTE FARATYY FTA
I T wl=e] AER vgo] FAE Ade FAAL

L2 ol F deopdrtzre] A AXWAsE A ® ds7t2A,
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35) A, & A pp. 61-64.

36) AA AMEF JIERZ FAE TS HE7E He AEESE X2T
vlErkEe]l  F9 FE ARl Hixste]  3xkde #AEE W 1
(Environment Art)’® UESI, o] o]F sy} ojlE S o7 wx 40}%\3;}
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37) AL, g a=ste Al () ZEske] By vetithe] ‘XAE-EE 335l yERS
A Ak &9 o, TuleAbstE | A1399, 2012, p. 66.

38) & x~H 9, & A, p. 520. E5F 35t AHAQ FHYAE BAFY] 3 NEZES
= 196640 =73 19 AA TopEels, 317, 3= (Assemblage, Environments
&Happenings)y 1A S3 Eololz A9 WS wtgd Ho| A A3 A <mid
(Yard)>(1961) ARzlZ} Y20 £5 A0S vats] x| gt

_24_



S AAL} A mEte] oo 2¢H Ee 3oty
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A AAdS vVl o=, 259 A WA =z <64
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39) & xAE 9, e A p. 522,

40) W #2124 AJAAHA dojdt(happen) FAZFRT B AFd AAH, HEY
dob e B AT 22 AW A AT ned@ Fololtk. AT 5H
AFNA Qoldths el AFI A, 1 FEs Uee 874 A =e
ggoleta Bkt EYA L oerted iz dial oM E (event) 2hE §o1& *}%
d, e AEE Ea 44 A HEWAS PERE] 6 GE §olE wE/E 3
th I YRS ARl Hxdsas vluE dF7elgtal &3tk Dick Higgins, “The
Origin of Happening”, in American Speech, vol. 51, no. 3/4, 1976, pp. 268—270.

41) & EAE 9], oo A pp. 522-523.

42) AHA AARE FA] AT, WA= wke] gshd AT HEFE
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Ada| o] 150 AFH eEel FA o
& 5 s 713E Awskdd

wot7EQlL Alo] A7} A1z} ofzel]l A4S ZHAl | AV]el= whEA S
(Marcel Duchamp) 8] g&o] Zith. o|dFH A L5 o8 A=

o]&3t= Ao ] muFPY 1= 1942 #H7]  FA8Y (Peggy

=2
X,
o

Guggenheim)©] FF 3t IE|oA FHAFS whbdA], 19 GA4A A Gl
S (chance) fES EAFAF 0T At HHSE AAY AE5HQA A

ozrEl VA FAYS B ke A $AR FIHE Bx

@ AolA e A9 gobe WHA FL A0l HATha

o] ob AFTA o] oAl AFARD AY oWlER Tt wFelA HEE A=" Zo
2 FJI7tE o] gFulA] oWlEe = Atk fA AlE EEShs AIEY A, FE5E
el Z71m FFm devba, dFelA = S-S ATshe el Egol=gt J3Ut A%
Eobzkth o] HEWAS] FHoAELS BT v=e] d¥ds dEdEel £ vked AR
of &3l A HHA 9], &9 A pp. 98—-99; UlF3 A7l 19339 vF G =
27 E 2ol (North Carolina) AR MYzl o] tfshd sty YA FE wa 24
Brol ol FolE e RAQ ot AYTEOeR 19574 HwE7] A7bA
o & ol AFA w§ ZrRIFE MPslor, 2HE wFIoEE 5Y vy
A nlg7l 24 A A (Josef Albers) S A& g WE] 23X (Walter Gropius), ZH
E vl 4 (Robert Motherwell), &= &#<l (Franz Kline), &/ &< (Charles Olson),
SZUWE JdW I, & AolA, WA AW Fol AT AlZF E=THERE ofvEt AL, &
b7, 87, e, Habxp 5 o7 o]Fo o] fshd Fd 1950d ] o] %9 o=
CE ol AT S ATty FriEg A3y, TEY nkewl AR fAik des
St W&o Ak A o5, | TAuEAtEs] =g, Al44d, 2016, pp. 282—285.
A gel AolA el Jote] Azt JFS 7R AL olE= AW E1(Arnold
Schoenberg) & Fo]* F<£ % (Luigi Russolo) 2 &9 £k A G AHY o] At A
=ote ME FolA 2AAH, E4 gEd S5k 92 AfEn EEs &
go] SxE 19 7] &9 Bzt Hla, T S FERY A o< (Art of
Noises)’= Alo|A A golghes vHlSetd a4f =98 ZestA HUrh s AF2
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o |
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45) AW 1o <3A 3)3>= <FA| oWl E (Untitled Event)>ollA AAE2 el o
A7 = ). 33} gdFo] HAEWA AFoF AREH aEAd AT

46) 195641%-¥] 1958Lﬂ77}xl 2’ 9] 1958dHEH 1960d7HA = ‘AdSor A=’
o] 3t 25 Sy #AME FYoldA N, Ao)A = o] Ao Tttt AgHEE
QARG = ?igfﬁ OHETE Ak teFd HExwWA FEHE APSEE AT
vz o] Bkl g 3 nlmro® Ay fuldl sxpsoe] 2ol 1919de A o] 7 A
A5 Ridshs x| Aty Ab3] AHshs 7= 212l gw=E 2] 749k, 1934
o 7g/\1 T;Hﬁ]—oi Q1A t‘g—%l\qﬂr Z4A7, ok o] 2 p. 68.
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Bl S E Eeta, MEZE0 <6F2 FAE 183]9 dxd>e] JEFor A& A]
FHl A elA AE HEUAE BF xR dFeglth 219 A, p. 86.

48) #Fo AR = JEH, A2, & sHAl(Al Hansen), 317124, 0, dl= 152~ [Red
Grooms) 2%, w39 HEel gr]d, Az, 4 HEHUAVF AP ST
= ALY A g ‘Ele] e e weE 84 A <EAY 2 ARl (Snapshots
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= 55 AdAY. A 7]y (George Maciunas), 3l
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p Corner) S22 FAH ZYAA(Fluxus) IFOCE, o] WAL ANYE
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A BFEEHAT. w7 UATE AAle] g-detd AG A elA 1961d 9

o A7) 3% ol 2 7}¢d v o HE E3E olulrlEr Soli
AEstaa S Eitskes FES olofrke @, fiolMde 549 A
A5t AfrtEe] AT BdS IFska YU ol F mpIleuUATE =
Aol ofe] A& WEste] FotAQl S xUATE FE Fx F e Fas
H e Folsti A Fo delgotrbEd wFsh] AlAF A, oS5l

AAdo] sk AAEE S Sl JHEE] EEAAY FeS =AA Q)
TEORE H37] AAFAH.50

1962 9¢ v Aukdl (Wiesbaden) o] Alflvjsdels dd (EHAM -
=A  AlS2t  HAEH (Fluxus—International Festspiele Neuester

Musik)) & ‘ZHMXA HAHS w Hxo HAg/dHo|th 4F ZEeko 1470

49) & x~¥ 9], & A p. 526.

50) M9 uUrt Zgd gAE 5 Ry A3 (AR ofF dAAEE: & Ao
0]% (Kleines Sommerfest: Aprés John Cage)) 9} HALS XA widFFo] 23 (&
o9 v -ttt} (Neo—Dada in der Musik)) At 2% 2o #& Aoy AEH
Ql AF P oA Hlojd HEHA Ao ‘g 30—.}(act10n music)’ & AHAT. A 2=
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o o]X 2, TEHEAAS xAFAFTg-F2, 7, n7s 43 gEFES FHo=R,
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s Aozt FHFE )= 23 3ka NEre o -
Sol AGM obplEry HEE $9 denin vy FUFe, 3

FAQ Mo vgo] ool
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61) 19634d 5€ 99 94€ D.C.oAA €dd & FH|AEH (Pop Festiva) & A9 FASE 7]
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ol A=) olpjo] o2 £3 v Adsis duol AAAT, W
sEle A8 BEb 9] gatad mysolm AAF FAY o]Fe A

& g2A HgHo AMER FLoE YEtEth o Ad] “pas de chat”™ “p
ass de cat(aLeko]E AdV|gh)”’C &, “pas de bourée’= “pass de burry

Al s Adizh "= AL E 076 ofel jal] srunte] "wxlA WA

1963, p. 12. (Elise Archias, op. cit., p. 98, ZF 76)
75) Carolee Schneemann and others, Ainetic Painting, op. cit., p. 110.
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7] (Lateral Splay)>(1963) =3 w84 AHS HojF ZFo|th (k1
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How #Z& F Y. AHHor A

& TAY A, wse] ¥, &

FAE 2dE dolA Al Ha A2 FEol Ad "Wk F4s HA
A% dEe= A o8] wEe] & Fde di=k 3% Jd2 gA AH
=2 eas NE)

o F3rel= x27b7F Z A Z A (Charles Ross)7F A Hola A=
A u A Y Fol rE HAES FFEI Fo Fuo FARE LAY sbA
Ad= ATt o] FA AL U] #HY e £=2, wd, °, dit

oAU, F o Hield d Eefow B

76) 23 g ~EQl ‘pas de chat'v ZHZH Hole 2= AAl, ‘pas de bourée’= UEE
Azdgu] o= o]Fdt= AAT.

77) Elise Archias, op. cit., p. 100.

78) 1963 1149 1993} 20 ol& T A=L F8d FHE #1304 FAH U

79) Carolee Schneemann and others, Kinetic Painting, op. cit., p. 122. FAE2 &
FTEAoR theks ML el vAE I oAztE w7 =EE A dY, dxe W

FEoR FuE Hojuuth
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80) Carolee Schneemann and others, Kinetic Painting, op. cit.,
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Aol71 & Fom, 53] g wAlel #allr= 11 /Al B =
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2R oles =7 33t WE HAHES =kl IIvlE 23 (kinetic
19

L. qrunRke] ool x7] 23te] &4

Ngel suwe w= @AMUolF: Heulsole] EA o] A (Fox
Chase) ol 4 1939% 1@2ule]l Uz elolwth. A oabal ofm= g 7}
AFn ojujy Atolel A A frURe olMlA S meh §Ae AF osbw
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Fol2l BAAQ EAZ ANHES Ak LA oY B e oFHA Y

Jetd A4e At Frgvkn Fahd), ol olF 199 YEAA 2

o}
‘U= Z3st7] A58 29S8l v’ s)ikekxo], 3]st g
S =& 7 /9 oftd Y (Annandale) ol
2 AN ZAegs v

gttt gstue] TE3t7] 1d Ao 29 <AFEA> (1955) (219) ol A]

Ho
ot
T
=
[
)
)
El
(S
Q
=
[N
(@
S,
o
i)
e
=
toky
o
2
ok
|o

A

o 28y ZIE S st digtell A, Y B o] A2 A4 A4
sk AAE A wA ZFPo rtEA L a4 HdYE

A o] H7MHA F43817F FolA~ AA (Louis Schanker) vpA % 317}

2A9 AAAR FHAME IHE AN S, I FUREe] He A=

F #4E Roldd Al = HYFol= (Simone de Beauvoir) Tt

=

E = (Jean Paul Sartre)?} 2 ‘t7Fe] "yds RS A3}

BLA'E AHTE AAGIATSY olF gy E FEHlob the i (Columbia

81) Knafo, Danielle, /n Her Own Image: Women's self—representation in
Twentieth—century Art, Madison: Fairleigh Dickinson University Press, 2009, p.
92.

82) Carolee Schneemann and others, Kinetic Painting, op. cit., pp. 13—14.

83) 1Y fruRte] Ak THAE Aol FERERE M= Ao dEiAe ofF R oloE A
718k4] ¢k9kth. Ibid., p. 14.
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University) & 3|3te} 272t A3 o® vl ZAedor §iststo] of7|A o
9o 33t AdE oloAvtd + Uk

ol A7lel AAFH FAse) dEste FE FARZATYAQ] FFoE
AzE ek, A <vE F 2 (Secret Garden)>(1956) (:£20), <H =4
v J.T.¢F 1eFo]l Al vlg] (Personae: J.T. and Three Kitchs)>(1957)
T21), <A€Y AR (Winter's Fuel M)>(1959) (222)% RS o,
43 = F9 (Willem de Kooning) & AAA|7]= XdZQ HAS Holx
UTH Hol7b FFUREe 33 £ 4
a2 A APS A Ade] kst 1A FxE AAF <ukgksb] (Pin

o
rlr
ko
P~
i
B
aj
1%
o
L
_O,L‘
>

%

o
id

Wheel) >(1957) 2, @7 A3 3 HA]
3pH S 22 o)A AT (223,24)

"
X
i)
N
ol
9
o
o
o

N

N

O

Y A A A9 S AE3 o]yl YN HEoE ©A] 1950
ddl =59t 29 7F stetd Z=2p7b Al A HY (James Tenney) & 9 &Fo]
AT = o]F Fuyntkyt 13Uz AE AFS ooyt MZoA o4

A ozbe Fawgd dAdold FEYR, w9 19 gobd Hre

wuwe] B7h BEE ofn JE QugEeta Yolthen Byt 19504
o)

o,

=)

=5

<

3

@]

]

=
G
B

fifel
ST
)

ully

(polyrhythm) 85 & AFg3Fe] v]=ro] AF oA Hojd A28 & 7

Sy Y ZA olo]H A (Charles Ives) 2 ¥olyx 2olo) =

3, a8st "Hy o #FaHS AJe YT olE A 3]st A 8357
:g_.

Az}, dH o] Z Az (Paul Cézanne)©o] 33} HHo|A HolE

84) 59 FAMEA $13] Thdt F AN AR E FIHE AAFE OF= P, AEE
T E FE= Pt A Rdg . 3ttt Carolee Schneemann Imaging Her
Erotics, Cambridge: The MIT Press, 2001, p. 113.

85) ThRA (M) 2 27) o)’ bE S sAlel ARgste] Aatete 7o, £ s
< Aolgt S UEAA I H5E FEAYe AF ol
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9l Azkel Wiz Fuwel Al BUY gobe Tuel 23] A9 &
& F S7t Jgirhso

Sehmnr ohel wuutel Aol A2 A FFATIEH B 0

el o Al GHgs, T of WAt BelFi $deli o
o 5ol UL AAm AATh 53] AU A= @ @ AFYe A

22 A~¥l B.#)7] A (Stan Brakhage)? o] Q=d, 27F 5090 @&

P FBust EX FXE AT TSR A iR BEEs '
< & 71 (Domestic Film) & #stal ddth tixz4Ql #Zgdo] < =
o}7] &2 %l (Window Water Baby Moving)>(1959)°. 2, H

o 3 oolel WAl FHe Bl b 17 HES HEHA AN TR
oA Hoju FYHoZ ATt o 7|4 B 7| A= Fhdet FHel e
AN S ARJIA FlFow AAste], WA Egh s FHs A A

HHES FEATHS T 4 dem FUwd gUe BEe 298]

86) & Azke ?r‘%‘{fﬂ A WA FARAT 1Y s AAlY des E83 3 A ol5S A
st 31719tk (Cézanne, She Was A Great Painter)s (1974)8t3 A2 4
2 19 33 E‘?ﬂo] HolFE FAQ Tz AL G3E Btk 53] Az 3)g)

BHA Kol 7He F9 % (kinetics) 0] dojuvbs &3t oA AAE = e 79 &

g gotgly, ol FyTte] o]F Al HExAA FES XA Y A=57 FA
o] Tt} Kristine Stiles, Correspondence course, Durham: Duke University

Press, 2010, p. xxvi; AAC wEQ} oAo], WA F& Tol F33 o] Ao A& T

Tto] e EE Al Hoyd “Huist d&rl e vkl o344 st vk
= Aow E_L A7 o]Ze] 9= “anne” S Wl 12 oA FrtE spF Pty st ®
gk o] Aof| T “Allstory)’E S A his’E W FoE2 AFES] 3o
AAE P A gl A Ao E AREstaAl Ptk Carolee Schneemann and
others, Kinetic Painting, op. cit., p. 240.

87) A~ HUd A BHIIIRE= 19509 %= dH (Denver) & AR~ 115387 (South
High) &] 93} FolgldlA] vt & 50d3 XS AAE olof zioh. B7A 7} JstE
571 A&sE 50dde] HYe 19 F3E st S v #=3Y. Eric Smigel,
“Metaphors on Vision: James Tenney and Stan Brakhage, 1951-1965", in
American Music, vol. 30, no. 1, pp. 61—63.
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= e, 6uAE 3k <Ak (Loving)>(1957) (225) ol Abs

of AdetA kgt st S SHCR "oty 159 =7

L= o)A S ‘AteEslE £ (beloved corpse)’olgta B, o]% 74
&

E ol Zepiglth o0 o] gl e AFAHH, v AGoA gHA =
e T4, dEolge 54 S o] FAA R dotd= Aol 3
A HEE At 2UWE & AWAE Ze UAY G AEES &F
ko= 97 Atk 1960dd =458 AXIE "33t -+ 2= (painting -
construction)’ ¥} Z7F giE AR Fgsoltt

~|
=
[~
(=a
o
b
D
o v
>,
3L pu

a9 F AL
AR AL gt 7pA As Ab wEolqdth. 2t el AYer] A,
1950t 51k defo] (Illinois) ¢ #+> A=Y (Sidney) whzol =
A BEvlo] =7 npE S AurbEA 2yt Bau o Jdd o FHS 93 o
o] ATt AFs FUEHA W A FES #Esh W 2kelx 1Y
v ARAle] 3okl 71A (Kitch) 7F AR F#& du=s 3e BA F9dt
A ¥re] FHE oW URHAE AFEA td 1Yole] EEGS
Z 2499 3 RA Sz 74T 5 A" AVI7E H3d

O Ayg R2EE <m)F(Labyrinth) > U] &0z 7 AofA

o
1o
o2
o%
i)

Q_‘{
)

88) NGF, A nasAY F R vs-xs] A3 98 FHoR,, TETIYN
=1, 109, 2012, pp. 161—-166.

89) o] g% FYTE B7IA L <AH (Daybreak)>(1957), <3 & (Whiteye)>(1957),
<a1e%kolel @@ (Cat's Cradle)>(1959) T FEGel  FHIA Carolee
Schneemann, /maging Her Erotics, op. cit., p. 35.

90) Carolee Schneemann and Branden W. Joseph, Uncollected Texts, New York:
Primary Information, 2018, p. 26.
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Bl Alze 1y 33k A2 3k
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=
By
i,
)
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T
f
o

Ak 27 oMETFE <M=
Zow A48 F=(Vestibule)>(1960) (£27), <FHuky AbEZ (Quarry
Transposed)>(1960) (£28), <37 XA A HLUZ H(Sir Henry
Francis Taylor)>(1961) (}229) SelAdxd Fu AelM T8 = 9=
Al e A flol ol S5 & xZha X, HAR X, 2 A, B
MR o] Fard AW AE 24 FFsk FH 3] 3tof| A "ot

AV FruRk 3 A yolrt AR o] AW A sidg FT]el o]
=3 1962de] AAd <FZet=e g (Colorado House)>(&=30) =
vt F2> A A FxEolth A I3 AFS AeAE Ao

Z

Ge B3 o w27, AR Ay W, WA, e QwE g 27}
So] o] AEY FAL o2k FolA HFH o] W& AuES A

91) HEUATE Y3z g = ¢ §lvk 50dd] FHko] ofy} 60del 2Pty
st 71FE dow, AlE ‘Ea <HyE FHE 53 Y (A Journey through the
Disrupted Landscape)>C.2 =¥ wE it} ol& #F Y Apxlolt} AAEe] tigt ARE
ol Q1A &t} Carolee Schneemann, Imaging Her Erotics, op. cit., p. 114.

_5']_



HA 5 ahe] A 5 gror A8 ol ¥ sl sk v
& % AR FxE WA (reality)"E T E = 219§l Zed
oh92) Hok e & AlAE By v (Fur WheeD> (3D el= 717 2
A7y FrbEe]l FAQI AR 247t EREVIE Ak AFe] 1T o)

L
FuURe] BEe meFH, of
e

Al 7v SHA) 5717 (kinesthesia) ©] o gt
© F% A”E TNE d57 AEForRl AYgs dEe 27 &Y F s
Ljo] o}

2
Burning)>(1962) Al2]%<Q]l <5 -&R-A}(Darker Companion)>(%32)
9 <olEx= Folyeo dAAd F&  fste (For Yvonne Rainer’s

Ordinary Dance)>(%E33)99oA Uy &= x4 349 3 ROz H3)

92) Maura Reilly, “The Paintings of Carolee Schneemann”, in Feminist Studies, vol.
37, no. 3, 2011, p. 624.

93) #olyelAl AeE #ate AFOE, dEAA F 7es ARsty ¢4 s59 Ax
s dTstd 2o BEE ek Aol

94) Carolee Schneemann and others, Kinetic Painting, op. cit, p. 18.
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96) Elise Archias, op. cit., p. 90.
97) Ibid., pp. 90—91.
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99) Carolee Schneemann and Branden W. Joseph, Uncollected Texts, op. cit.,, p. 138.
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102) Carolee Schneemann and others, Kinetic Painting, op. cit., p. 31. F+YW2 %7]
Y A AFelN Ay AHET AR Bow b R ‘god Teprw, 3
AzLe] BF& “dE9 &A4 FHYE(a sort of physical palette)”® ”‘37“‘"‘:}_’ Ega=
Samuel Dorsky Museum of Art, Carolee Schneemann. Within and Beyond the
Premises, op. cit., p. 28.

103) Maura Reilly, op. cit., p. 642.
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110) Elise Archias, op. cit., p. 109.

_62_



_
o=
= %
M X ] I o of
o W o e y oo %
ﬁam..mu Mﬂl%ﬂ_%@mg_l
oﬂo%ma A%ﬂWﬂﬂlmﬂ T
o g3 = Lo N 0 )
N 2 B oI ) R B
T HoRe ™ O A o < 2 ° - T
Y N go O IS Ho B — BT N T ™
} o 5 ﬂpg}o ° %ﬂﬂarﬂmi
5 O T o 2 NG L) 2, 9 o Aw
- B on ~ D3 ol o nH off . o s nH 5 <
plo K ~X o —_— X0 o W A m iy o R o i <°
%%i% ] w4 oHoF — 0N
3 © ) I = P = ™= o1 S o N|m o-
T X T w T T X ° % M Ro
T X NN ~ T b e No ) NN . < X < N
T - T ¥ Sog BT ) N T ) H T
4r w T o o ﬂﬁ%% ® = £s
ﬁl:oﬂarﬂowv@wﬁmﬁrﬂwi Mﬂﬁiii
= < blo i W o . w I o B e —. N HoQ w pd = o|
COL ﬂh.@ﬂ}ng 5o oa -
o ™ i o X 57 To ,,,Wll T 3 ol L wf X 5 w:l._ 0| ,Wl 0| ™
U_EH ) Qxar.%%@ﬂM%mvdﬁﬁﬁ
~ %_ T o HOE woE - om W 5 N RS < W v
4 ﬁ%ﬂaﬂlﬂ o = m@}ﬂgg
o _geﬂwé%%ﬂﬂﬂ %W%ALﬂl
o ) Gyl oF = o= = < = el N Ty N~ Z _ of I 0
)%ﬂﬁy@uﬂéo i zﬂoﬂ_d%mﬁ o
o o ® —~— [ i = ™ = O = d S o of "
& o W J =R IS s - o o
N2 :.LO ™ E 0 . " J L.E f_.tﬂ XO ° N S Mﬂl J = 1;1_
70 'S 1) Au_ 0 o il ‘HH a7 if _ o Gy ofr T om. =
I T m —~ ) O oy T —
fVH>gWE_éHﬂ1mﬂHﬁ@§wEﬁnﬁﬂ e
wﬂaﬁ AAOH,A a%ﬁ%@ﬁ@@@]ﬂﬁo
dl. ™ o X | T oo o "y ™ K & o o - e 2
" > o e I o Mo o] oT of %O o
& o o 8 7 oo & = 7 % = o N oo N
0 <% oF ~ = ] o = o I X o | o7 ™ > alci ) ~
) zwﬂmqov%% ﬁuux}ﬁ@ ?113
EO © o 4 — T = —_ — Lf ﬂ_.NU HT ‘mlmi 1 1;1_ R 3
T o = = = N = = K- < = T = E o
£ il o W XA & M o ol o B T o] o
7@1x ~ 2 %ﬂ@&ﬂﬁg%@%
O T ) )
W oo o yﬁ_ T T N ol
A S = T Y ™ nmnﬂ
O#E w juy a _ q .60
T ok

r=
vl A
v

- 63 -

’—?HEE] ™
= TI’QH]_‘H
60T o~

A2 9F ApuhE
E9 A&
)

201
112) 5 pp. 126771
9o w=H b 27.

, pp. 122—
124

7] 0
leby weolth g
. o]

=
L Z

111) °ol&4
=4,

7t



—

o] 91T} 113)

i

el Frunke] WEMA

bol o] o]

S

o] Fi

0

ol
Gl

fuy

T

ohUth B R 279 A

ol

!

A

El

5

o} AbEl 2

P
=

ASIRE

R4

3 0]

S
ax

%)
Lrolzd <ai71 e gh3)>

H

o] Hxe 7

)

] 9344 yA7t

t

X O
=

ol

T
T

S

°©

d

FAEAE g Fare A9

]
= -

A A £3F (messiness)

7

M

FETE obd AARFHT

O

=
=1

vAOo% of

el zpe] 7}

=

T

o Fg = AAR THAgSH

o] 3)3}te] g

AFe] e A

el

~

<]
A
oy

ol
=0

fuy

)

o
el

21

.

T

“The Obscene

7o FPRTh
ofAd gtgleA el <ar7]el 3>

=
=

1, Z29H], 2005, p. 26—30

L

[e)
t}. Carolee Schneemann,

S

=

_64_

A o7t EE A7t
re=7

17] Al g

=

S|
<)

p. 31.

b, o] A7]%E

1

30

PN -

ol 7Ivlg A= ¥ Az
Body/Politic”, op. cit.,

Al 2



(Water Light/Water Needle)>(1966) ¥

=
=

wt

=
=

W/

<&

37
st

]

of =%

Bt 7

=
=

¥ E (vaporetto)

YA
s Y

| oAbolE thE

&3

gk

JUZE et

K
)

of
-

Njo
Mo
ﬂyl

xze)
oF

R
ol

4 A 7l

27 =

—~
file)

o (244) AHy of7], Lot f1X7}

;3\}1\

b=

S

B

ol

ojpy

el

g o%

A}o]

bo W wlehe] ghol 23 =

]

=2 o
=

g6 g v

)

ol
N
™
Ho

ﬂwO

ol

olo] Q. 117 (£45)

Nfo

o]
N\

LEEIE R

el el

Az} s

H 7}

gﬂﬁ
i

ofny

A HEA, H

= (Noise

-
R

A7 <x8 Y

%3 b

o

d

1960

ke
T

]

o

o
pu

1{]‘.

U

Bodies)>(1965) (£46), <& =2+ (Body Collage)>(1967) (£47), <4

g x-0] 9] =4 (Illinois Central)>(1968) (%248)

PN
T

ol
f

M A

gut2 3 (St. Mark) 332 394

A F ot

_‘|:"_
=
K3
o]

s

115) & vk 8] (Bowery) el 914

B o
Ho o]
el
=7
W
o]
T

5 9} (Mahwah) &] 3t 9 A 2] oA
o 5
7} %=

o

3ejd 7

[e)
-

3

E2Ne;
=

SREDEE
116) Carolee Schneemann and Branden W. Joseph, Uncollected Texts, op. cit.,

=
=

3L O > [e) = >
2} alog _ O]EH haz] _,_Z =

<

2=

3Tt oke]
sl

p.

139.
117) Carolee Schneemann and others, Kinetic Painting, op. cit.,

p. 160.

_65_



to and Including Her Limits)>(1973—-1976)+ 1Y 7} 372 A A 54
o2 AEstazt A AW AL Ao glo] AAHS ol Aolth. oA
e Bd 35 F4E 59 F97F A4 SdsEHJgH. S vs
71 Y&l AS W& o] xo] stulA(harness)E W A UFE 22U

wgel Prhg ol FUBS B FFEY g2 A" gAEE HE)

244 Aol kA YRS 1970d WY AR AExH
(Filmmakers Cooperative)©] F&3t 8IAlol| A <F A (Tracking)>o] &=
Aoz el FAF 5 AH
#<l vhdel 22 (Manila rope)oll vig®l Rk w5 SS5UA £l =
AdEez vige AWt £2 Axuig
d oS 2= AEY gejdolA 4% FojwH(Charlotte Moorman)©] %

A5ty MFTE 10579 ofHrtEZE= =4 (10th Annual Avant Garde
s (&=

el A o] Mge AL ALk Al

)

FestivaD ) o4 &2# oz MR HUAT (250) vhb7iA =z gt wed
FryRbel B AIZke] AA S bl Eo] B tiE A £4s |
e AXRAE A=, 197t Ry ol e Aol wekk

118) ©] =32 19734 <1Lﬂ4 SHAIZLA] E8Etei>o] o
of el stullxel wigd A fEjRo] FHole EES 2
ekAay ME (Anthony McCall)O] g 3k3i .

119) vpgol] Zd FoloAgt FFold FUTE HAA A4l S8 Hox g
a1, o]Fes HEUAL FF Fel o]de AYPE RoFe I HA AYE FA
F71% Pk 19760 1¢ko]l 717 3l e 719 AAE HEMA ¥ gkl
o] AoAd AHAE HAFIV|E WY, Carolee Schneemann and others, Kinetic
Painting, op. cit., pp. 229—237 &3 Zx.

ME?L-‘.J

_66_



3}

1

0]
i

AR

A
o

o} A7) wETHE ofF
B3 Qoo zA] B

uA

e

—

ol

=
53

)

o A7} =

=
&Y

w o oluA e AFHZ EA =T 1=

i)

L —

T

]

o

el
B

)

il

)

34

wol A 1

]

o

L —

.

242 7] 4

[e)

=

IS

1o =2 Iy gEA, 1Y

Azre]

sl o] wig A7} fo] e

1

T

T

T

S

afed,

+3

Z]

$gEe] ABARAY 10 G

=]
5

A

=

o2 T =0y
=

=

J7F obd Aol Iugo =

A

o

3
o

ol
A

v nko] mpere] w3l

[ A R i s AR

<

T
-

2 Yehdr E3] 197649 F& o9 7

oAb’
o)} o

3N

FA
2

o

el

)

=
AN

L —
L

gaHoE gol

=

=y

of uhet
ARRE ThETE A0 AR oA B

X

=

o

T

of Wge EEAE A4l

=
welt}, ey F o &7 7e)4

.Eo
i

X
<
)

nk

o]
A|m
ol

o}

s
)

#145)

The Museum of Modern

On Line: Carolee Schneemann’,
- 67 -

“Behind the Scenes:
Art, Youtube, 2010.11.22., https://youtube/smo40R3Gvq8 (2020.03.06.

120)



= w3, 47

of dofEal

Con
il
<]

e

0|

7]

. »
L

11 4]

o

“ A
z "9z

Eatel

Z224d= I8¢~ (Rosalind E.
=
. =

s

0

o

ol

SLLt.
o], 1}

<
T

L

~

Sl

X
=

S

]_

AL O A =
Krauss) 7} A4

ijA!

2= 9lt}.12)

o NARE A 8AMA oo ZY 3 B 9=A

G

&
B

jan

ET

S

<]

=
=

o]

ﬂl’

PA

o= Qlol A

-

o]
pal

s

o]
=3

1

-

Blel A

(s

-

R

2

ol

Joh. 14

1/1—_111. 5
;do]

“

SH =

|

Z o
ol g mhet

°

o] 4
o]

=
T

ofi
Plo

oy, =, Adx, 7

~

&
s

0

S

oA HSl 1

<]
)
#
‘WJI

Tue) Y98 =3

o
.

7] W&ol 71 A=

R

Njo

#7o]

t}. (£52)

FXS

0

{F
Y
i~
o

Iy

u

I=IR=]
T

o, wpAH o2 T FEYAE

o
=

1l

ol
PN

= Hl

|

% A%yl A

i

o]},

(i
=t

K

X
ol

s
N~
o
!
28
el
Nm

et
oy

0

o] ¥

X
=

]

i

Ak
=<

el A

[e]
j=

Zol7] WEelt. v

o =7}

=AA wAlE G ool YA o

W
aig

] A
&

A
=

==
5

A

w4

) i )
-

AA 1=

=
=

HeohyrtEs oy

= =
—

o
el

aljal
)

0

i
%

<
5%

oo

X

)

_68_




g Mol U 44 dAsrhe] el dha FEd #y
ATE ASFHAUz T ARl =2 A w5 AAAHA AAS= ol A
FEEE A Al U R stow A9 FAolEks A Akel TINke &

ARS AYFEZ Pk ole TUsk B w4 MechilEs A71Es

TE SHE Bl AR ol folr, o2 the AelA AAlE Awnz)

(Eye Body: 36 Transformative Actions for Camera)>(1963) (£53)9]
Aok, #Ze & AFHE ¥ Ao 2y AEE FA(Four Fur Cutting
)

Boards)>(&E54) 5 ¥33t 1089 33l-Fx&=S Aoz

F

)
i
[-‘lj
flo
>
>

W ogehe] mES Aol gethizy A4 o)A FE AT o=

122) <dl 719 23 225 32> gef AMEH 3sl-FxrES A AFHBGE FEFESolt

FrURko] FEoA EE FPAL o) RS Adstd ol Wzl Ryt 7+ V)
REEo] 719 el AFEE 5 A w3 a9 AZA E8sled> AR =
el Al 1 9] YA Abgo]l SAE =, Aol Fol At Aud W Hd
A A9 7] wWEolth wEkA 7] HEHAAE HATY 528 ¢S A T
F AN, PR <HadoME YA 24D 4 = Bdto] UTh

1% o

fo o o 2

i 1>
g =

_69_



SR EARTE

(..

L

s

ok Ut

%]6

3

O

T T T OWOR o o R N
T T F O T T O = b BN "
< N _ B N X g o} B N R - N3
oy o g WR o m T @ onoe P o
- —_— s ‘.jl —_ ) .1_ - # R =~
) @y@ﬁ%%% AT TR e
o %o y ®o o dm OF N oy 7 J A o ‘W m T Ma
B L BN S oy 7 =
z,.f :.L \_u‘IrVMﬂ O# J ~ T E.D ) gy 0 S O#U ST M.A_l o e
u 2 P R TEST L Z 3 i
) ™ o N o W
© o °oT N N A & = b R
,m.o W EE i” vaﬂ dﬂ HA_...* ‘;HOU :I _ ,ﬂﬂ jo ‘W ,UI _ﬂ MO,A i 5 orl
—_ ; ey iE z
o m« " Y 1& = o| J) Xo & i o5 oz OF ol
W5 TR TRy W P oE E R R
T GG C I A GO R )
B I N TR Bk w ¥
W oMo oy = oro L ° To < 0 -
e 7o —~ i
T oo B X wo@m BA - du = =
—~ X —
T S E X gy T A
— a e
M 3 % M.m = T o - ol = % L/W_ .b - o T MP
\.__,M_Aw o HL = ‘UI '~ ) e X° Of E: \\W N M__E cf -
L E SO TR T . GG
. _ < sy o =
X o LI o of o E._, < o 50 - o ™ a
] — X —_ =]
o O @ H 5 N 0 — N B X qu % ™
E T o W oo = 5 Y NG T = U]
#E ;01_ == [y T
L2 AR = S 55 T %
0 T ) R = ;
mn mm ot s nip R 0 o oW 0 AR o o wuﬁ
. o mp ) HOXO® W o Hom 2Ky
_XO OE el it _L Z.L q VY o ‘a T —
) T b G oo &0k X OGS
BT I = W o TN N WoE W Ow
T W ﬂﬂ_]ﬂr#ﬂELﬂﬂ%ﬂﬂn T oo ® T M
o Xoof w om A M TR T o

p. 55.
p. 52.

_70_

123) Carolee Schneemann, /maging Her Erotics, op. cit.,
124) Carolee Schneemann, More Than Meat Joy, op. cit.,




Azge Adst nHH A RN A shok Ak () = 1A
A2 1 BED G 22 FFE AAES BAEL7) AT 0 &Y
o A9 FA9, 2T FAYe] BE Rolgdth 1 e @A Wt

A3 A AR ARE Abole] Hol SolzbW of@l o] WejAx i A

125) Carolee Schneemann, /maging Her Erotics, op. cit., p. 28.

126) Danielle Knafo, op. cit., pp. 93—94. f74"to] &{F3}7] A1t 60d ] %29 ulsAl=
A-ds] F dsrtse]l Tl @ Eol FE olFL, 4G A 25 FAolAY
SAAE FFehe Aot FFTE ¢ AT = o4 A&7t v go] vnd EHUd
ZYMAY I SoAME FURLS “AF vlAFE (cunt mascot) "ol E3FE o] FxpA <l
AR Ay wevh, e 2 99S 2Ry A ex2A dsty W] &
A S vlEAe EAEA Yl Rebecca Schneider, op. cit., pp. 34—35.

127) o™y oAl (The Great Mother)<2 7HFA7F A& 5] 7] o] 48] At3|oA] Fustdd Al

A A= Zolr), QIFEAES F47]18 A7) Aldels FHEY AFe F97F HA

o o] 73 = Q7] wiel AFE @Fdstd 48] Afe P visAY =

Row FAM, wH& S wulstd B P& A A I fAbet R B

Al walAlE ofilolyp Balo® gigle Agtn Erf 2y olEgt FEo] YA

FAAZE SHEEA, FAFHEA AFoA A A ZHE QAR JIFY YA

Stk FAsit Al 2 A", BeE &3, Tolwye sk, 7kA], 1995, pp.

ol SR x0 M o
o wu
oft

_7']_



2l oloprsh mRolE el o]gg Fa A AFHe BAF A4 FES 60
Ao 2FE APRE Tus QB wg A el el e wel 7)o
Jut 2Ee AEAATH(55)129 W o RE 2R Aol oy

o,
r_>|1_:l
[-'0
it
1o
fol
ullf
=
-9,
!
il
2

(
ofo
K3)
)
o
1o
1o
[l
>
3!
r,
1o,
o[l
o
2
[-'O
ot

S A= FEE AA 129
o]g]3t oAl olu| A} A FUWE <% B oA AFAEA S A A
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b 1 AAE s A sk 130

A FUme] AER o4 WAl JRHoR AFAL vEo} %

2 gstold AYEE ARG o4 A otk WAL A

A et #9 TEU =EHOR med SR, Ak AAsE we
29—-39.

128) FA] =, 39 &4, Fewel: | HA0A X7t 585+ WAIR e ddiv<
of dist gy, AT ﬁ:rL 2019, p. 99. FUWHE o]F I el £l Wl oAAS o
ToHA EHRA ARAle] <F B oA BHPW ozt A#AAdS ¥ WES uHsHA
At zEv FURe G =AY AEE A" A sl AlER 3y o180
v g AEHE E, :/_H A2A2E Hauo ouyz e g opygty weldith 1
WE F=71 olyel ojdd Molglar =3} Carolee Schneemann and Branden W.
Joseph, Uncollected Texts, op. cit., p. 140.

129) vwiglok AFEFA, BEA &3, T dofy , A, 2016, p. 121.

130) Carolee Schneemann, /maging Her Erotics, op. cit., p. 4.
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131) & WA, ¥4 &7, "E wow »r); 939, 2017, pp. 60-61.
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ok QIzke] Aol AJAS BF AAS LA FHHEE T FAE AU ol 52

Folg gt AldE EFel RoAFH s AlAS AEsgith 538 A&

aoFol e BGEe Izt Atarel WAHSA dAEE WA - 98 F Aol H

3kt

}.

>

—
w

rr

1
WA FAAZ olHE & ek Byl FA% A9 YA AYBS
2 ool EAlstel AT} QI3k ApolE olol FEAE, Q7o) e
oFole] & Fa Ae] A BEEL Wasto] vt FHo] BT =
Eout olgsl AnelPEE B AUA)n Ae o|HERsIEo] FHY wEA
2 A AT §6 T8 e A g g2 dR
%, AAE o gdtel dAlzE Bd A olus
g g WA AAg, Lok 99 44 84

—
w

d

Lo 5

lo fu J
o
o
6 o

_74_



(o

BHUE AVAAE o9 ruel ARRE AU AT vEAts

2 12

HoAE olgE oyo] A4ae SHE WHS FW AFOE Sed uo
L ogE uge Btk AR oy o%d A% Ay ey 37t
Hi FURE s oheld g oiRe wBd Fr lEES

|

<FZ> A "l 1 E YEAA AE (narcissist) 2FaL E 3
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2y, g8+, Zi]26;‘4 2005, pp. 397-399.

135) Rebecca Schneider, op. cit., p. 35.

136) Al = ®¥ol=2 olgyd %7, TA29 M1, , 5A4E34}, 2018, pp. 328—-329.
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137) Carolee Schneemann, /maging Her Erotics, op. cit.,
290-293.

138)



of 234 97 AR T A FAL o HEW2eNN 2L 2] o

Ay s dad

|
1
e
d
=
AL
il
4,
32
2
[-*El
td
<
2L
&
o)
)
A,
=2
2
}«
g
ﬂ
i)

(vagina)oll sl Egdoz, Mddez, 74 Fu=, A
FAQl dAG e, dae A4 dHew, 49 FEE, FEF T
T A2 kst SHeA wvietRa A7 140 g AT o & ke S
W4 (interior)” #1219 dxom AAFOEN 7]EY 55 HoAHUE
g, ulgAleal ofdglol EA (Amelia Jones)ol 3hd ol RUUE o
=7FlA A9E o8 FAd AR F FAA A Wi 1] A A
)l AFol e Aol shr14D

e Frynte]l fdsE FERuRE>elA oo F cbel ZhE W
(interior) & FFrteeles, £WsA dotry] f& 2= 7 Fol9 9

A4 (exterion) 3 BFAATIL FFah olgA “HEIF P4 FE §
=
js

.
Am)
rlr
i)

=
Uuke, ZHEgA Abe] &elA A g
2% BHoE Edto] WEh = AgA 5
]_

=
298 o] okl @A WA e Y1

139) 19759 & o|~E #IE (East Hampton) oA HHE (AF 9719 o445 (Women
Here and Now)) @AM Hagw 3 WA T TAZE, 1UE Qs 3719ty
off A e =& ARSI AF7HA AW sk, s AHaior & oA e At
H 3 %“é"%]oﬂ gt s FEASANA Fete dEdd, 22 ATl Ao A0S
Agety shA ga Gale] =7l RS AdEtet AAE AFEe] dastet g vk
st & ’A 3de 1977d FEHET 2RO A dd (ERFolE YJIA
(Telluride Film Festival) ) oA 3Rt olul= DA Zhdsta Jdd AFdG3} <71x] 9
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others, Kinetic Painting, op. cit., pp. 2560—252% 3zt 7.

140) Carolee Schneemann, “The Obscene Body/Politic”, op. cit., p. 33.

141) Amelia Jones, Body Art/Performing the Subject, op. cit., p. 3.
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142) Amelia Jones, Body Art/Performing the Subject, op. cit.,

143) Ibid., p. 5.
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B JAFAE, 2o HWEEA e wif JAME Hele qRE HS
T} 147) (262)

1967 1€ 29U%E 29 547kA AWPS Faoz - diifte WA
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147) AAd AWCE 79 T2 v&#59] AF, AAEE dA] g9 e o3&
HETE A% X]ﬂo Hlgketar, ml&#e] Ay Wty ARE F8e 37 €S 3
3t 9 &S HTE 19709 AWCS AWPE v 9] 2= A& wtdshs 2o
A 35 % 1]7k4 (Pablo Picasso) oAl & #Adn|sde] A49 <AIZY7HGuernica)>&
AFAAG = 278 3 FH7E e, A5 AAEF XA F 265679 vl&
7kl Z7bEo]l ot ¥ GAAGE °oF A ¥ o] uj&EA FAAEY 4 v A
HRAE At W& Ay 5o FE AYIES w82 5/ FL vEde] FY9E F
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gohglar, AF8A $171e] i o Beyel viEA Al nxH
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HIEW Ao thgh 1
(Martinique) =3°A FAE thaula] H>EAA 2Eo|th. (£63)
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o7 AustA] ge AddA FAAES I oAE AdATIE sAYE
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148) Lucy R. Lippard, A Different War. Vietnam in Art, Washington: Whatcom
Museum of History and Art, 1990, p. 13.
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151) Carolee Schneemann and others, Kinetic Painting, op. cit., p. 180. 3t#H Y
W o154 (Bell Telephone Labs) <] %é&i T2 9d My WE A AElI 2ER
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153) Carolee Schneemann and others, Kinetic Painting, op. cit., p. 51.

154) <HMEG-—x25>9 AFels 52l guj7h @A Ut o]F A3t EHE
(Robert C. Morgan)°ll W= ‘flake’ 7} EZ#o]39] ‘flake’Z 3= 4 o], T4
oz AZTd F JEF FES vF TVuAlY S agste] A9 34
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EFiTt e FAsE vj=elEo] wiAZE AlF st oA = S5 Fu7F HAUAAT, AAA
AR ABp#AA L B3 dsiAe AA A X3EF Rhe dE8s 2t AR
A @cta ¥} Carolee Schneemann, /maging Her Erotics, op. cit., pp. 86—88.
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ABSTRACT

A Study on the Features of Neo—Avant—garde of

Body in the Works of Carolee Schneemann

Chang Solye
Department of Art History
Graduate School of

Sungshin University

This paper is a study that examines the aspects of the body
presented in the works of Carolee Schneemann (1939-2019)
through the features of the 1960s neo—avant—garde art of New
York. Joining the art world, Schneemann was an artist who
presented experimental art through the use of her body; from her
early abstract paintings to her later various works in performance,
film, and installation, Schneemann’s projects reflect interpretations
of neo—avant—garde characteristics that stem from her own
perspective. Unlike their predecessors, the new neo—avant—garde
artists, who were in opposition to the abstract expressionist art
tendency that led the contemporary art world, faced the complex
sociopolitical situation of the United States while rejecting formalist

modernism. As a result, art works that introduced elements of life
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or attempted to communicate with the audience and were difficult to
discuss through art historical studies had appeared in various forms.

In this regard, this paper attempted to analyze Schneemann’s
early major works produced around this time with neo—avant—garde
as a singular thread. In addition to previous studies that were
mainly feminist studies due to Schneemann’s usage of female nudity
in her performance, her early representative works were examined
as a chapter of neo—avant—garde art characteristics that had
expanded from painting. Schneemann’s works of this time were
largely classified by three features: the exploration of the physical
body, the expression of sexuality of the female body, and social
criticism through the body. By observing the neo—avant—garde
perspective with the feminist perspective that was continuously
expressed in Schneemann’s works, this paper intends to further and
deepen the current fragmentary studies of her that tend to be
limited only to the problems of sex.

Therefore, this paper, especially focusing on the body, first
introduced the background of the formation of neo—avant—garde art,
its developmental pattern, and its main features. When analyzing the
developmental flow of neo—avant—garde, which is studied as an
extension of European futurism and Dada art of the early 20th
century, often discussed as the first performance in art history, the
purpose and characteristics the artist's body intended to express
through performance are discussed. In particular, this paper closely

analyzed Schneemann’s process of creating works that collaborated
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with the dance world, where she had many close relationships, and
the representative works of such collaboration. Thus, after
observing the works of Schneemann from the 1950s to the 1970s,
which were the main period of her formulation of her own artistic
concept, through the lens of contemporary neo—avant—garde that
rejected all pre—existing value systems, including modernism, her
works became capable of being illuminated in a more comprehensive

context of art history.
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