creative
comimons

C O M O N S
& X EAlI-HI el Xl 2.0 Gigel=
Ol OtcHe =2 E 2= FR0l 86tH AFSA
o Ol MHE=E= SN, HE, 8E, A, SH & &5 = AsLIC

XS Mok ELICH

MNETEAl Fots BHEHNE HEAIGHHOF SLICH

Higel. M5t= 0 &

o Fot=, 0l MEZ2 THOIZE0ILE B2 H, 0l HAS0 B2 0|8
£ 2ok LIEFLH O OF 8 LICEH
o HEZXNZREH EX2 oItE O 0lelet xAdE=2 HEX EsLIT

AEAH OHE oISt Aele 212 WS0ll 26t g&
71 2f(Legal Code)E OloiotI| &H

olx2 0 Ed=t

Disclaimer =1

ction

Colle


http://creativecommons.org/licenses/by-nc-nd/2.0/kr/legalcode
http://creativecommons.org/licenses/by-nc-nd/2.0/kr/

AT 1&s HA A9 EE

A4 A
- &3 4 H(Carolee Schneemann)

19609t ZE oA g7 -

2022 d 2 ¥

Ae&dstm sk
504 v=7

kAl

o&



SREP
- /28 Y (Carolee Schneemann) 1960\

9 AE oA g7 -

Az w5 A A E

o] EEE W& YAFNEFOE ASY
2022 d 2 €

AeTieta gt
A v=dd
IR

G HAEA RS AFF

2022 9 2 €
9 9 # 25 A (gD
Holex) £ A o} (C1))
=) ] AR EF (gD




z= F

H Ro J|=8 FHFUYWH(Carolee Schneemann)®] 60d@d)

EL
o=
re
>
ﬂl[ﬂl
1=
B
i
)
1o
r <]
o2
o
f
)
rl

s 7o AFERyH Aug
3, BAY FUe EoHgE Ae wa AojE, 24, Alex)
G| T SolA olslstant gk,

AF7HA UEe] g =ot UAE BEY WEUAS
ZHOoR AT, Aol ol wuUsEehs Zege 17 A9
oA P 1= meths we R} Stk APATELS 4ol 4
gt mzolEe] AAEASH oz HUwe] HAIWL, 1N
o7t AiAQ ol Hck. BE olejdt AHSS FUHS] Z4E olse
F8% shte] B¢ ATAAW, FA FURS] AFL HuYFoleks
WF ool mAsks] 19] Aol A Al Ao ofgt B o
Pok. G, A 104 Ao] mF AL HEUFOR 2ol ASS

o}

il
>,

7oz FAsuA e AEE AW & Utk olAF NS

oE oulsel Hs) HuHiERAS WRE AYAA FESHAY,

Huoysoe=znt EdiEe e AYsH, Mz 7IgEE SHeE
FASH ti= BRetEAA ot 2 =22 Huyss dAE ¥HeE,

i -":lx_= _'k.l.- 5 '|'. |



<]

A& 7/fdez 17t

frH el 60T

HojE

91O O
RE=

4

5

= Aol Aeol HH

A0
=

il

SAH

o

A A2 Hste] o

olo] &5

Z
Ex

m_.o_..o
ol

NI

oA U FEol AW oJuE

609 wlsALl A

o|J
slg
4l

A

dgor HpetE T

2 0]
L

N
N

L,

S

o] e BAE &g

47

]

[e)

A

1

obgBetol

HEAA} U

e e Aojg

Ao LrepgT

714

R, 60 oh

fIfe)

f

ol
(==

~
o

i3

Sofut

AAY, "aESE AAoA

o] A,

=0

H

A

2 opr}

o|
o
<

A2

FAHGLE  ARS]ofA

o
Ao

Wy

2HE2 A=

olt}, 10|

A
o]

oAM=



SEEES

ol

o] 2] (Meat Joy)) @t (FZ(Fuses))E

Z

L0 <o
LIS L =

et 2

ZpE

. 19

shaA

AE Heb

5

)

el

o,

Ell

St A};

ANA7A A

=
5
o
N

7

T

5

iy

A Al

10]

A
=

s

njn

a7F vleA

Hok=

SR

Fot

7

B53 A= Yozt

WA =]

=
=

72N B

3

ERE

oA

Toa

ol

ol
of
=0
&4
ol
B

e

i3

Nlo

—

I

Toa

el
A

i

A

s
K

o

%

ol

sore] 2t

ZF
A

o=z

o]
=

gt

I

d7]<}

o
R

I

iii



171

27}9]
[e}

1

—

el
JrlUs olgoz

=
hnz

=

AAE A
o 2 Wuyzos o

=

7] diEolet. 19 o

A&7tz A

3H

%S

e Axet

14

e 222 G9AE Bae
7]

&

ofego] uf
12 Mg

17}

&

s

a9 3
1

-

ek
HE

A

Al
714

=R vt 7o

A0z
FAr, el

ool A=

(€]
= —

°

0]

=

10]

=y

11

A
olm|7} Zojz Ao= Helr}

SEY B
AFoket

o

o) HRE AAIY
o 430l 2}zz A 2]

A5 22d ZF 24004 AlEEdsol=

2t

jo

o] xolm

N

s 7]

o]

el

ol

A0 2

1

72472
AT, 297 HEUE

s

o 9T

o sEuezRy
k!

=
=1

=y

JEXEY

lal
o~

oA

Fe olct

Ile)
XO

K+

F

oo

—

SERE

=
T

]

Ile]
&

i

=

ﬂo

a4

v



2-9—01 .
F D ANEE AT
TUH, A
}\]OiEi, Ylﬂnlqé , o(SeX), OE_]}E)]_ 7]14]5]
- ] ’ - Oﬂ:—
g]— ‘ LS ) X“IJE‘
¥ 1 2018-24059

i
oY
P

\%
w A 2-1]
, 1E 8w



A1 A A B ettt e e et eeea————eeaar——eeaaa——eeaar—teeaaaaaaesaanns 1
Al 2 7 AL DB e e eeereereeeseeseessseraeeees 15
A1 A FIF-FF BT A e 15
A2 A A F8o Ag A= A AojE e 7vE A= 29
Al 3 3 AL A TEBET] ceeieeeeeeeeeeeeeeeereeeeeereereeeeeseeesesssnees 51
A 1A dAHo) A Add A olUA EE 51
Al 2 A ool TIEE HITh e 80
A 3 A HvyEye] EeE7A A (inseparability)...oooveeeeeeeeeeeee, 93
Al 4 T A B e eeeeee e e raaaaeeerre————aeerat—————aaeaenan 102
A L B it eee et eeeretneeseeennaeseenaaaeerannaaeannnesannnaaeennnnneennnan 108
B B it iiceeeeeeeeeurreeeereerennaaaaseserann——areerennn—aaaseannas 116
= B et eeer et reeretueaetteeeaeananaaaeenaarernnaaaannnreernnaaeennnaaaaren 118
P 2N 0 1S] 5 o= 1) AR 123

vi A1 —=— LH



[Z24
[Z24
[Z24
[Z24
[Z24
[Z24
[Z24
[Z24
[Z24
[Z24
[Z24
[Z24
[Z24
[Z24
[Z24
[Z24
[Z24

L e s 17
2 ] e s e e 20
B et 24
A] e ree e ea 34
D] e e s 40
B e 42
] et 46
B et 53
O] e s 57
L0 e s 68
L L et e 69
L2 e 70
L3 et 80
LA et 82
L] e s 85
16T e e 85
L7 et e 94

Vil



A 1A A &

2 =22 ASY FUHY 60l thiEz (A #H5](Meat
Joy)>, (FZ(Fuses)>(1964), <=(Snows)>(1967)2 HuyZoz 3H A]F
A= 71E9 AF=REH AYE T A4 Fd"(action painting),
A EZ WA AJoJE (Judson Dance Theater), 609 A(sex) E-21to] A
oA olsfstaar Rirh A|7EA] fUWO de2 HuUFE oS
sHer SiMHN 2 9wyt FAHSAT E5] UF A= E(nterior
Scrol)>(1975) ©l% FAH HuUAE:= T 171 dPE YshA
g 19 e AFSTE R AojHrh shAwt ddAos fHuyWS
60t me o&z wmel "ol Sld Wl 1 Rt "= vlso
Hgte] miggstA "-EE ATtolth, U A4l HEHAE 7]UE

@Folet giFshel, A SRS & AP BAAZE. AFHA

A950), deleFoe] AT Yoph IAL SAStRA W) ol
9 dlaute] EES EAolgirty] ek BAY BE d&e] vehdd

=xolth Wty 10 tiE Aze] Age was shiel kdz el



1960} m[=9] AbRleE2 L=Fi1 AgE $ASste THE 9ol
F, A, ANFe, F Sl gt S Zdoh= UAe=R
AN, olep Ze ‘FIpup =HEE Al A 27RO e HoflA
HujuE =o0ot A E3F oefstA A=A o449 ‘FAIAQ AE
Hel o] Aok HH = FeAolAN thE HuEae] Adio] oA
ofde] oleiTAE WA E AT ? & FTT mto]o]AE(Shulamith
Firestone)52-E], “o2El9] gL WL’ org =ZE(Audre Lorde) © <]
As7bA] o] @|ol ALt © FHHA

ol AEA HAE ield ARE 297 e FEE AES

Mo

Az EgstAY, AWUE LIHoR HoFL o4 m&rtEY

AEEo] F2A Wt o590 AUHHY ABSL A vl

@ Carolee Schneemann, “More than Meat Joy”, (Kingston, N.Y: McPherson
& Co, 1979), p, p.194.47H 9] 257 wEo] AFHE “AlAlo] dist B2d ¥
¥"= WIAE o] (Wilhelm Reich)®] o] 2oz E 8w Aoz 7}
o]s| 2] o] Eef wim 5101»191‘43 AL HolFE

@ Shulamith Firestone, “Notes from the First Year: The Women’s Rights
Movement in the U.S”, New York Radical Women, 1968.

9 Audre Lorde, “Use of the Erotic Power: the Erotic as Power, (Place of
Publication Unidentified, Freedom,Calif, Distributed be the Crossing Press,
1978), pp 53-59.

@ Dana Densmore, “Independence from the Sexual Revolution”(1973), in
Anne Koedt, Ellen Levine, Anita Rapone, eds., Radical Feminism (New York,
Quadrangle Books, 1973);

2 "-:r'\-\. ! _'\-\.I:I_ 1_-li



Huys Adow sid= Flow,  rywle] A]] I Aol
oyt 1He A] T AAE =9 P9 FAHCE =oHSly
HuluE  AlZtell  S4Zet olsizb AHfAQl Zo] Stk HuUAE
Ae7t2 Ay FA] FHE(Lucy Lippard)7F +UHES Fof Hujy2E
AET} GARE TP ik o]F e, FUNE “of2rhe” o4e)
Aol gt mATEL gulets HuU2E sbE 1 oju)r)
ZoJHIL® olF o] WL W) sty E#o]A] Y(Tracy Wart
wUTo] 4ol B AFO AREoz HOAE k& ZolAu,
fERoz gAole Yo disl “HAH $ATY el HE AL
AXsH= Aolat 7L gy YEZ(Daniel Knafo)s 47U Ho] mtEL]
Ad2 BY(ames Tenny)et AAE BE G4 BHUD FZ(Fuses)) 7
2ol ARE ol4e] Aol B Mo AL ujeH o)A RARICIL

AFFt. 0 HEE G4 AAE oo AMAY “melFr] A

=
1
)
r ]
&,
__&‘
ku
==}
rel
rek
=
i
I
lo,
£
)
o
>
ftlo

Tl E ool AFAH

ARs ARdgr #HP =8 ot sidEol #Uwe AES

© Lucy Lippard, "Quite Contrary: Body Nature, Ritual in Women’s Art",
Chrysalis 2 (1977) 36; ; Lippard, “Pains and Pleasures of Rebirth: Women'’s
Body Art", Art in America 64, no.3 (May/June 1967), 75; Elise Archias, The
Concrete Body : Yvonne Rainer, Carolee Schneemann, Vito Acconci (New
Haven : Yale University Press, 2016), p. 82914 #Aj<l&, +UH] HEHA~
= =9gsteE A F8A9 g3 Elﬂr Eﬂ(More than Meat Joy)s & HZst=
HAq A <7 #(Eye Body)>(1963) & ©A| #AvUAE 27159 22 {AL
sk s At Ht gt

® Tracy Warr; Amelia Jones, The Artist’s Body (London: Phaidon), 2000,
p.24

@ Danielle Knafo, “In Her Own Image: Wome's Self-representation in
Twentieth— century Art (Madison: Fairleigh Dickinson University Press,

2009), p.93. .
3 -":lx_! _'k.l.- i



1

-

s

ekl

°

Qo et

[eRNe)

Fe e Apgolt
A 1 oulg 2

T, =2olA

T

Aom wepec

TH

st7] wigel, ¢

—
54

Hol7}

s

O!

I

sl

[¢)

[¢)

‘_(’)_—9_
1]

124
o] A71=A

A0
o]
==

oA Hherolut gkel

ol2E(A. Artaud)]

A

AolEE W

-

o

‘25 (ordinary)’ 2}t

S

A

Fo wEd A
o

o

Hol 2|z, o|Hel AL ghe 3}

o

=

A
—

[e)
7
o

—

sh

o
dre

2
1o

o}

AlofE TS Atolo M FHE AT 60EH

[e]
language)’

oA

1=

°

]
e

o] =Hd A

=
—
X Q
A A
=

=

5

o (ordinary

o 7

=
=

e,
Adolet. sgHelw, 4
7

2y

A
=

1
-

(insignificant)
!

°

Q7
2
gl

0|

1

=

1o -
A7E F5 Xer IFsY. g d3HIAY, ARl Aol 9

W7l dou]

1]
=
) K¢}
HH
A
<]

ol
ol

—

v
o
0

o]J
w8
~
Ife]
ol
lofr
ol
o8

FAd 5 (1990),

QA
=70

FAd AA €

® Henri Lefebvre,

2], 2005, p.62



ofutt. sl I Qtol "B GFHxA) EFo] Mz ZxE YolstEe

3o 0] 9L

z27] otdEStEE FAEIFAY Fed HEolM Hou dAdH
LEAE &gtths HollM 44 dFt QAo EAME Al nler

23 Sojgith. Slmde A BARNE @ 4 9k Ss-T5L 2399

ods Tefsledl 7MY F/AENE g4 Ao Fol' ol
ditRow ‘WA FQ'E ALAH Folz HiHER], AALYR Foé=

AFolet wst WERAY galol, ‘HstE SPULE 1o Tl

o7t Ztmze] sjmgyt Zo] stz RE T|dds] lae stz

9 Henri Lefebvre, $19] 2, p.62.



A

¥

spe] M9

[¢)
O

:TL

S

1

__’1_
A=

A

Sl

S}

s,

[¢)

Aol w2 7o A= 7

=

A
£ WA Ao (Judson Dan Theater)' = &

=

60l o] SolAHA A= H|AAHnon—narrative) &
o|¢t AlA

=

=

o,
A

&

]

-

3

AAN
e A

kel

A

o T °r o o o W ™ o) W T T AT
L R~ | - | R~ s w | R~ il
Hv ir mﬁ S T T F E T % Ho s Y o
oo w ™
- = ¢ 4 T N v owx 0T
W o ® 9 A4 o o W X T o W @w e
! _._m x O® P om 6 T P o oz B
o Tos oy WMo og KT % gy
—_ 0 ) J [
o w2 o E B o Ty T oF g ®OE
- = < @p oo K o=z B B ox o=
X ﬂ_AM T oo R L Iy T
Pwmowoa 5 oo o o5 g w8
~ By % Hie . BL o e
J_wm o Wu o W oF o mu.,__ T mﬁ Hm = % oy
i Q.Tu _' . ] [Q\ ) —]
[ S s J _,._ 0
) 5 T T I~ . )
- T S T R
T W o ox B g omogy B _ﬁom i
B B oA = o T
Uyl [ i} = Owu ,z_l —
_”nW,M - M.M %o z 4__/o| erﬂ A NF it RS
o R TR B Y
x oz X T (- J— CEECCHE e
__,IM_ ™ ~ m Nf- s N ,,_Wl :.l, ﬂﬂ _MA__l m o
,u‘_ul — o# ] W ,_._m_ﬂ_ = o M <A EE (o . = M_M
T B oo % b T
W™ Moy % dorog W m__w o E oy
T oo T A S S RN
T B o~ M % g L A -
W B s o 5 o= M g o g g o
wjn b ®oow o ®ow o x5
ol H N T o =
G o o) T W w W T o R
do Wy w o oW oT O o T T O
o R WM T o ¥ o+ ® & o T ™R

T
Al =

P vehae,

(<]

51

(snows)y oA Hrt t e

g8 G

=
L

3% 28N A

wel Aol W] 7]els)

o]



Reich, 18971957258 & Ae] FBgch? “ao] B=e] dge A

rr
o
it
o
iy
ro
or
filo
-
=
)
]
o,
N
N
D
rr

ol eta At ol
Asle] mHA gl whkstna 4 870 ABet, Aok, WA,
Asld Wge BIAL T gelsle] ol WEE sUde 4 252

AArHe YR St siastEsE ARRAE 19 olEe A

ole(=xAe] &SPt (rr LAE FHols|et SHHE mEFA e 4

sie] QAR @23 B P (Formless) 12131 @2~ 3 (the abject)]

© Carolee Schneemann, (1979) p. 14
© Wilhelm Reich, T4 39 Die Sexualitat im Kulturkampfs (1936), &4
HAA & Y3} 2011), p.25.

2 Carolee Schneemann, (1979) p.194.

¥ Anette Kubitza, “Fluxus, Flirt, Feminist? Carolee Schneemann, Sexual
Liberation and the Avant-garde of the 1960s”, n.paradoxa: international
feminist art journal, online edition by KT press, July 2001,p.20 Z+7}e}e] <l
HAEZ45H we Q8o : :
7 -":lx_! _'\-\.I:-'_]'i:



eholsle] ool 688W ol wEUZe A spe] dutelg

el o] WuUzos sjdsEy Jxdd,
efols|7h AHRAA A pzet AE AL ofgA 4ol 4 HE
AGWEAR A4 weE BASEA thho HEUiESE 1o 4

Y olEe AASAX, I =g A9 AAET 4489 49

|0

5ol dgor WA o Yok ofE ol 19706 o5 4 o

[e}

o]

55 EASIAZ AlolE Wl(Kate Millett)?] #A, A A X](Sexual

Politics)y  (196)7F 2tol5]e] A Ael FAdt AlFolzts HolAHH, 17t

=14

] =l

=

eolsle] ol2e sk lgich

flo

N
ok

rr

o ok 53], "l
go]5|7t TaAl &9 tfE  AelsH(Mass  Psychology of Fascism)y ©flA]
BT =Tt BHE 7SS WEE oHATEr dgdt HEE AHlY
Aol AFAe=w QlEsHH, Ztolsle] F4E 7HA Aokl Hrieioh A
Se-Eo] ofde] Fofl digt E/de) HIAAT FdiglE ¥, ddAo=

ool d2 Z2 |t wpEtEggdE 314 HuYAE FEFHob

E71(Andrea Dworkin)Z2}, 1987d &%= TAW  (Intercourse)  ©flA]

“ Olivia Laing, Everybody: A Book About Freedom (WW Norton&Co,
2021),pp111-138, &3] =3¢ =gnlot Y(Olivia Laing)®] TRE ZA: At
@3k A (Everybody: A Book about Freedom)s & &}o|3d]9] o|2& nig o=
s/dolAte] delek A, #ryUE, ANA 5 T AAY ARE FE 1
EAo #AS aglm Y E3] Mo 4% <3t WA A (In Harm's
Way)>+ 19709t v~ ‘éiTEﬂ gho]s] 7} ofw gt HrtE Wok=AE A
AlsHAl 7]<=stkar 9l



Al
™

=8, A7 el die Y

ftlo

Hojys AlZezqt

r

olafigt A2 ottt Edo]Al (Tracy Warr)= Tol&7te] &(Artist's
Body)y oA UL (&Ae] &35]) 7} sHHE u= 34 (Herbert Marcuse,

1898-1979)7F  F4t ‘dAt olfeziH HHFd dFS ARE

kI

3

ok

ol dgRtth mERAlE 719 AEFY] AHjer AARF
A=o] At A HdFoen, olst ook ALA|(repressive
continuum)”& 7§71 g YT AF(Great Refusal)’Z IS
FHPL.C EfojA] e fydo] Ad HEo] digdshs FEH S

Aegchs Gold B Aolo] Amae Bk olo] uet ofzEd AR

Fog, 7|ES] A dis] FAEFFH ol Al HER
sidETt. 2 =29 3 1Zolle ot {9 =dE HEer (=AY
oot Gr2>E Aol ke Aoz olsfsty, yobrt e A
AGA FEol AtAe (FAY @3] YAl AdAo| 499
=72 siE 5 e AAR.

efefell it sy 271 ¥Aol 4 =HA Arglo] Rt Zo|dttd,
u=e] WEW

A4 AY olFHE 19 PP RE FRE PS5

AAle] AxE oz,

o
R=)
|d
lo,
N
_l
10
Mo
i
ne
rot
ox,
N
=2
fn
ol
)
)
mlm

zAs7|RTte o

0|

zZAQ Afoldel WS4 uEEITh ASHs el wehs

TUHel meAE "ol BRI FEFoet ARlH AT d¥e=

® Tracy Warr; Amelia Jones, (2000), p. 27. 3
9 Ad 2T



of =™ on o nm .
DA U R o - 1 — ]
L_ﬂ_ %E O_U M_Al_l < Ef qblL A > mo O Wf @ 1__.._ 0 .A_l ‘IH _.E =
M N mo o~ (= Jp il xH 0 T ha
ol EENG BEANE G = o N o ol «p
O —_ iy oo fooNp
2 DT A - IR oW
of ML_M t N lo? Ny 150 o %L Mu o o M o| o id M )
. v 5 non ¥ o5 T e © ox Bog T
= 0 N M = B 7o O
= = M im0 o oj = F o X o
= oK o o . - T[] ™ X T
el . <0 10 i hu < 1 ‘__lm.yl ‘_llul E.A |y LL:U ‘DI 0o
~ M TR0 5 T oy W = N I T o
o %9 BT m_n_m o N = ot H_mw i3 A 3 o ]
Y Hp I S o o e o . _
™ E w % P& © T oo %m ST : T ﬂw @_uh Dy
BHoxr T oo = oo = ¢ o8 P mﬁ wq = %o
o § e 2 ) o ox = o z_e <
] _— ~ 0 X - 0 N —_
! ol - % e o}_m > W m% m. o w0 n & iy
oo L9 W& I = g oof MY s T on w
C - S i A W oy
I s ~ .
PE552:z.5: priEgrz 8
~ o < ! o _
T g Mo ¥ B g > o W, e T T R
B N o B X X o W 5ow o o*ow Moo 2 )
M_M;mmﬂamﬂmﬁ@ AN U T - )
N 110 ~ e ) i~ —_— —
c ®om ooy PR - T wﬂ F Al e ME G <
_ Tl B y © X N nm_. = o) T - X
T 7= op ® o B oz I TR R S R T = T
TR T B o~ ® T W z mp T P oo o Fo® )
w —_— Mo — ! .
W X E T IR 1 I mo e i - W
IR S~ S - S - < E]E M— . _AN 1 LT o =3 H ol _
%54@@@L_L@M_wm O T S
,,W ,m._l ‘_,IA_l H_AI‘._ ﬂ.ﬁ” 1 oo — o 0 00 ,.EIL ‘_ﬂAl [l _1_ —_
"R K T 0 B s
o e I W ,ﬁ_lum

2l

T
F -

I7F oo =2 A

s
—

10

|, SgzodEAe] WR

1—01-]';]-_ Es

A
=

A=



AR WASY maHez Fw zem olf 1A% Rt
W33} elSo] werge] Weh 1 out 2oW Aow wel. upg
el 34 38e 19709y HuUE vlese] fEH NE F shiz
£330l (HE 23 =(nterior Scrol)yo] oBA 277t |- HHS

ZrZglst= 7o) HujyZo 2 stYE o] o =28 AnEc)

T vl= sHAME HudEer Zo4d As

ftlo

=

Nzto g

rr

sk St AwE AW 4 ek oled Alw

i
rlo

e

r

Hio wry2iERAY ®WRE AUAA FxstAU, Fnyso=tt

=dE= Ae AGEH, M2 719E

ﬂJlﬂJ

FHo=z Gl e

vhatis 12}

ok

ot o E &°], E2foF Bejold ¥<&(ulia Bryan— Wilson)
s =352 HWEY A Aol S04 AH(Art Workers: Radical
Practice in the Vietnam War Era)y oA FA] gHES] ZFA7|E
LEolEE ZIYEE SAHo=R dojdh © FHE meE k=39 A9
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AlH] A2 A (Sylvie L. Simonds)& 19] BFAF =8 THhA|A 2]
19639E 19709 Aol AEE #umel AuE @3 AEalA
Countercultural Movement: Examining Carolee Schneemann’s Kinetic
Theatre Between 1963 and 1970), o] AlRoA Hu|YAE n|&Al7te}
H]g7tso] UHe AAeE I Aot dHor HFSIHHE wAHS
AFF, T ARAE AEe] HuUZ Mse QAS Hes] 95

HFEeH mA wlolge TIMEE FHoeER fuURe HEWAS

EF BAd g Heds Ade w3 I 2AEE HEsH
2] Mgtk oA onlE Adoh

A2 2to] E(Kenneth White) ¢F HE=Z]ob &(Victoria Horne) 9]
AFEE U HYS FA4S 2 vEEed 3A 715k

sfolei (A9 BEHE EF RE UMY AdE AZo] 70dd

s2 Zyoz olgslojof Frku FAWLH 1k 196449 (89

7 Sylvie L. Simonds, A Countercultural Movement: Examining Carolee
Schneemann’s Kinetic Theatre Between (Ph. D. Dissertation, McGill
University, Montreal, 2013), p.29

18 Kenneth White, “Meat System in Cologne”, Art Journal, 74: 1(2015) o} 57
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Holth B2 o5 1 WAL td Aol d7Ate] FuAQl Asjets
FA7L AAEAw SR, shte] omlz Zojx Al Ao HHS
AAGTEE olels Adrt

20188 MoMA PSIoM= 7HEE U™ 609 mle QA

filo

o2+ EHAR Ind FIUE H<QI" (Kinetic Painting)y< AH AT
ol HAlE 7Pt “Zivg md"g ozt Wt HAEdAo 2He FiL
‘olmzjolz}p ou|z] AAA S| AgE FFsh= ATtel| HFRTh oA H

TUHe e HuyEe sHEaE 2R FEAYEE St wAdeS

E7Fsstth,. mfjEe] B =w2 fUHol A4S mamie] tfshod
AAIsHA 7153 T84 @35]Htt o (More Than Meat Joy)y | 7]%35}o]
AZY HAFE HFo Rz s E9F FYHO AAHE, 1149

=8s A5 (Imaging Her Erotics); o4 IHRE FHAC=

9 Victoria Horne, “‘the personal clutter--- the painterly mess: Tracing a
History of Carolee Schneemann's Interior Scroll”, Art history, Vol.43 (5),
(2020-11),p.986.
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1960l SoIMHEA = A2 mlevls AeldAe dee

yde 1961 deleo] distollq wle HA HHMFA)2 mhA|L
TEOR AXE H71HA AFTAQ] Qe gystaa doh slstolA,
3]3}-=(painting—construction), 1281 dEPoz  Yopk FUYH]
e AN v Fd2 dertsd g2A A 1dHIIA Y Az
PAEE 8470 AAE dAE olEw Nz de’e F7AG) 1
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P2 60ddle meAtd WIS A= ZIfEE FHo=E

20 Goldberg Roselee, “Performance Live Art since the 60s, (New

York:Thames &Hudson), 2004, p.16.

21 -’r\r‘/]‘?i-% ylettol~Eg dHA, A~ E2~(Jasper Johns)9 ZHE 2}
A Z1(Robert Rauschengerg), 32 9] AlZS &ddl AW 72 2 (Allan
Kaprow)S’Jr ZHA 2 (Fluxus) Z5H “AH A opfol2x” S o]ojukgrtt
Allan Kaprow, The Legacy of Jackson Pollock, (1958), [FEssay on the
blurring of art and lifes (Berkeley: University of California Press, 1993),

p.5-6 ;
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7ol Be o] wler FHEA I BERARE £ Al0IAE ESto]
AL 22 Ad mleried ol ded dA Aol EEwsid

BAE A dPott obrlEexn Ewoz WolEdd ¥ 60Wr
2

2 zAw e Al FodM AHHor EE9 oFS AR &AL
59 “AEL "= 3o fis] “EAl domR A= WEg =einh
SRz wesl B3 pe olhel <dols Ed A7 AtE 5o 548
Ao ol F2d AL Skel B BAIYA, 1 Az ol
a9 ZAAE ol =43t} Harold Rosenberg, “The American Action
Painters”, in Charles Harrison and Paul Wood eds., Art in Theorym 1990-
1990:an anthology of changing ideas, (Oxford, UK: Blackwall, 1992), pp.
581-583.
2 Clement Greenberg, “Recentness of Sculpture”, in American Sculpture of
the Sixties(Los Angeles: Los Angeles County Museum of Art, 1967)
Battcock, ed., Minimal Art, 183
3 L AE, e A~9JEE, 2314 % Rocording: Art, Spectacle, Cultural
Politicss (1985), 44 theh=24-, 2012, p.43.
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aHE UW A o] Aol 35t AmelA didela, HloEH<
Azel w& B "= vEAEA okeel 2td2l(Maura Reilly)&=

#Umeo] %7] ZEEo| = AFH)H]Z|(Richard Stankievich)©] A=
o}E (Junk Art)2} 2h-9- Al ¥ 1(Rauschenberg) 2] 2%,
ZdH 2 (Oldenburg)e] H=x, £ AYHEHA(John  Chamberlain)2]
otERFet fAtelt . FAS 2 (Ru HE Fur Wheel)) (1962)=

HEA Aolth (2 1) o] FEL o] A9 eHUdS Hzw

migol REZE Eopgte] wEh fHZIE SjHs, wWAAZAY "HolAe
714 4255 AR e Y FWA & 5 de LEAES
AR At Aoz deo 4o AFAY AELS FoFH
ol wt FuURe z7] dekE A" Al HIfo]EH|A(Sabine

Breitwieser)= 19 otAERIEE ‘mjd R AMFEES dAFH FETo]

2717 w2 dEs AA=

% Maura Reilly, “Painting: What It Became(2010)”, Brian (Wallace), ed.,
Carolee Schneemann: Within and Beyond the Premises (NY: Samuel Dorsky
Museum of Art, 2010), pp.27-28.

26 Sabine Breitwieser, “Carolee Schneemann Kinetic Painting” (2015) in
Sabine Breitwieser et al., (Salzburg: Museum der Moderne; Munich: Prestel,

2015), p. 18. e
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Aoy, AFAM=E  siide Hzz  AXFdH g8y dH
7tz 2 (Allan  Kaprow)®} ©<S IHEE X Holgh 7 7lZgE
FopyEets, @4  I8]lal sZy(Assemblage, environments and
happenings); 14 @die]  “Z7](throwaway)” ES7F ojBA &

Aol BAo] AviSQEAS 4% ¥ Ii ‘U wh2r] @Ay

7IZzE dedt Hldes S8 Urd AAE 2EIHE HHe=E
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=
N
>
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=
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o

s wEL, “Hgls A4S ATVTT TR ut ek ol
B QoA A&E BEoR, daT Q4 Aol mEH A Ho
27

o dlge] oulE T AlA BAS ] wmEIte Fo|t. =,

DA LEAE Mrze d49 dez A8 2 5 a2 7€ ded

i

Pt A gl AL et

2T Allan Kaprow, Jean-Jacques Lebel, Assemblage, environmental &

happening, (New York: H.N. Abrams, 1966), pp.260-263. 7} 2= ToliE
g, 874 a8l1 = (Assemblage, environments and happenings)s ol A
dAdle] “22d|7|(throwaway)” w37F oJ9A o& zpe] EHd A EEA
£ Zledtt e g wEA WY 2 77F FHET A0 AR vhE
of| & ZpFo] “dFFHola Aate] 2317 deHth uS Al EAF 4 ¢
Atk Aot

28 Allan Kaprow, Jean-Jacques Lebel, Assemblage, environmental &
happening, New York: H.N. Abrams, 1966), pp.260-263.

29 Alex Potts, Experiment in Modern Realism, (New Haven and London:
Tale Press, 2013), pp.346-347.
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Xz THS d&9 &4, & 9¢ 2 I+ (Autonomy in Post—
War Art, Quasi—Heroic and Casual); oA F-& FAo] diHst=

Moz A £9 d<(art into life)S FASIE X 1960WTHe]

OPIZIZE T Yeopdrt2Erl AR AA gl H A d&A

FHOREH YHE o, oW omdd: H W 484

A7 9 Aok B O olefd Exel el UH

o] H85 BrEe BES AN dge] obd 2L W, Y,
o fUHe] QYo B ©ed PHA YAZ bt

60 mlEA9] SFo WHEe Zolepr|He, HEFAQl JERFE
deo|zt AfEE oAled BIOSR Yoy 9% Aoz oiMd &
ATk

UHES HRIEZL il mHlo] d4F QBAE HEolal oA
HRIEE  FEA  Hst=  FAY  HAYE '3 F-FF(painting
construction)°]g2t Bt} stte] E2 7He & fle, "dojd I8k =
OYE7e] ARTE 22 I3-TE2 MEAQ] Fdsed FAAME
=HAPA MEAUT FE-FEHL FolX Ao FHES vrEo] AEE

MNP E= HolA myd=lEse] #des e 4+ Qo AA

30 Alex Potts, “Autonomy in Post-War Art, Quasi—-Heroic and Casual,
(Oxford Art Journal), Vol.27(1), 2004, pp.45-48.
SLo=9e ZA] ~nj= e ZdHappenings , A43 %7.(4e: d31d,
1993),p.23. A0
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3 Tuk(Four fur Cutting Boards)>(1963) & & &+ Ut} (O™ 2) AlA|
=1

Aolzg Mg W] Aol WE U gl 4k

R (shape)ol A @A (form)ez, A F&AH F3 52 (gestural

action) 0.2, 121 Ze ©eje] AAANN HAE ofgEL AAH=

%2 Carolee Schneemann, (1979), p. 10
3 Carolee Schneemann, (1979), p.33 %
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. Essays, Interview, Project,

3 Carolee Schneemann: Imaging Her Erotics
(Cambridge, Mass: MIT Press, 2002), p. 47.
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% Carolee Schneemann, Cézanne, She was a Great Painter (Springtown:

Tresspuss Press, 1975),1.

% Carolee Schneemann, (1979), p. 12.
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pAo] AN Fsh-TEe] GFS wADT TP T dws] QA

oreth dRolw Bsta 19 Fah-7ES AR Al AA7t FAle]
Ak Hold B Aol pRMS Ze 4 otk WlERFH: 7z
ojale] Fyol X ARGl FEETh LelA AR FA, Az AA

TARoR A= A@olth A7t ZEAHQ FARM AA= FUH
AA, Tg4 el &sHtt t{(More Than Meat Joy)y oA o3t 4=z H

w7t let.

o 1wl S, Ao w2 A2 AA #f71A 9F= UG
W7h #gAste e Aol W &l &43stdn. HJE FA(Ee A, Fol,

e

)0 WAE A =0l WA S2dY e AdstE

dEe Aoz AoH. w2 FHE YEs HEe mERit. JHE

ofl

TEse o o@ Amsl ALHE Awglth WAE Ade] 7 FEe

SabFo] 29 AU (dimensionality) S7FA1Z1THY

0

Hobh @9 @4 O A4l Wol Wik Mg FHom

Ol

?7 Carolee Schneemann, (2002), p. 22
% Carolee Schneemann, (1975), p.1.
% Carolee Schneemann, (1979), p. 9
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ol 75 FAE/m ¢ 36719 ¥WE PLl=(Eye Body: 36
Transformative Actions)y(©|sl, <{&=/#w))2 @] 484 oz 2&3

5ob AAE HolFi HEAQ oelth (1Y 3) (/B> HUHel

qeoz ANY AAE ol§F AFolct I ARG H7 olRAR
Aye) B AAAZS. AE] WA o AY 2o muprt AgEt,
wUHe wjFel SAsHe mw), Fol, Fy Berge A4 Bof

BasAY, AT A4e) A4S Aedel £ ARe JAG. ol wat
‘HQlE BT AL g5-7Ee] T st mgth E/EHolA
#FUR] AA= a2l 4o HRE qaold 27t &olA @),

eHAleL BAE We Aot &, UM FACIAT digoe] =i,

it
i)
=)
1pw
N
2
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r ~|
)
i
\:1
l o}

WA AA T AR EAs R, 77

T84 ol eEAR AY 7] wioldt. T, M7t o]t (Rebecca

40 Maura Reily, “Painting: What it became”, Carolee Schneemann : Within
and Beyond the Premises(New Platz: State University of New York Press,
2010), p. 28.
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sretEekeh ojnf ZUS Wre A2 B A HTE

HigtE =219t FoA 2Wld(Judith Rodenbeck)2

Freg—
A=

o]

F719} HIZE(Madness and Method before Theatricalityy o4 sl 2]

0] O ==
oS FATH

7tz 2 9}t who]Z AH|(Michael Kirby)e] o]\d2 JtdsiA

Avgst, o =Aof dish AR Tt es 19619

FE @Fo)A dojut: smy(Happening in New York Scene)) oA

41 Michael Fried, Art and Objecthood: essays and reviews (Chicago:
University of Chicago Press, 1998), p. 125.
2" Judith Rodenbeck, (2003), p. 57.
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de “thert Eed a4v) drdes 14W 9Fom Folsis

filo
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ol TAE FHel= Aotk 19 AMolH sjmye] WrAe

3 Allan Kaprow, [The Legacy of Jackson Pollock, (1958), FEssay on the
blurring of art and lifes (Berkeley: University of California Press, 1993), pp.
1-9; pp. 16-17.

Az RE 229 fAks B4

+ "E=New Art)] “91dig A lj(great failure)” %

of Fo BAYL. AT} Bali o] Ase F A o
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A 7VESHA] Eate FHA Aoyt @A cE Allan Kaprow, "The Legacy of
Jackson Pollocks (1958), TFEssay on the blurring of art and lifes (Berkeley:
University of California Press, 1993), pp. 1-9; pp. 16-17.
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Aol A HFEHJUGT HitEgTh © OHohd
FHHEE  omet PRIV fURe A4l “gH (environment),
Sfj g (happening), ™ 3ZHA/FA|2Hconcretions)” & w2]ol& F4to] U+,

A%o| “s|ats AT A'olet FAUTES B 1k Ar2E “Fetn

SUwel 27 sshs A 109 Abeld] FEw] Alagch
sUwel slste] g mheet Bale AFE 9] dge] WEFO mER
Gotz shsAe ANFT 1050t FHRE 1960d iR
HUgel Age aFste AdY AL olets AP AAHE Y 1
sUgel sjste] Ueht: sjshd Sqoz § /S Beked, shit
HUdo] s AL MWeA dow sgeleln do i e
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¥ Michael Kirby, Happenings: An [lustrated Anthology (New York: E. P.
Dutton & Co., Inc.),1965, p. 21.
6 ZUAHe 22 HEHAE “concrete” @ A A T} Carolee Schneemann,

(1979), p. 10
47 Maura Reilly, “The Paintings of Carolee Schneemann”, Feminist Studies,
37(3), (2011), pp.621-625 ;
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9] F4olth 20109 AMFE =27 Bl (Samuel Dorsky Museum of
Art)olde U e 27| FAR|stet oMt ERtE Ade THeR e
#UH, AAEE dolA(Carolee Schneemann, Within and Beyond the
Premisesy 2t= Al=2] AAIZE A2 = A, Fole] Betolql A2~ (Brian
Wallace)= wrHH 9] s HEHAR HIsks W0 Uz #29]
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= R I o 1
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A2d A5 F&9 2, A= d=
AleJEl(Judson Dance Theater)9} 718 &A= (Kinetic
Theater)
19614, A2 &l fAAPA Bl A4
ASs. 4o 48 ZutAAZHblow up). ZZE ZithEolzt 11 How,

=l

‘Hmdel A cbedm 4ok ¢ a4 987 1e

2

1962d%E EAHOR st BAAL FAE W2 BEARE
AREo] HASET 39d FACR FRFWL Y FUES A

AANA FE HxdE “7IUE A= (Kinetic theater)” o|2} THT3tTt.
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A= 1 JE2E(Gene Youngblood)Z, 1+ 1970¢¢] &
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T

e
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A s J8H(Expanded Cinema)y oA fFUHE 2

¥ Carolee Schneemann, (2002), p.5.
¥ Tracy Warr; Amelia Jones, (2000), p. 193. ;
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A7 44E Fg HEG £ Ub IS PRYL oSS FEY
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ol2Z X (Antonin Artaud), HIZEE X2 S|E(Rertolt Brecht), ¥xi=
2] (Alfred  Jarry), Fol]x] @@ =Z(Luigi Pirandello)) 3 T
WAz W AAiEe] AES Q69 150 279 A3 ode

olofpzlct. AFAQ A4S AL GAoZ AR H2E LA

%0 Gene Youngblood, Expanded Cinema(New York: P. Dutton & Co., Inc.,
New York, 1970)., pp.110-120
51

°2 Ramsay Burt, Judson Dance Theater: Performative Traces (New York:
Routledge, 2007), p. 111 %
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Abstract

Daily Life and Sex

Rereading Carolee Schneemann’s 1960s work

Shin—young Park
Interdisciplinary Program Art Management
Graduate School

Seoul National University

This paper aims to distance Carolee Schneemann's performance in the
1960s from the previous studies that approached it from a feminist point of
view, instead of understanding the relationship with the Judson Dance
Theater, daily life, and sex discourse, which were actively discussed at the
same period.

Until now, discussions about Schneemann have been centered
around performances using the nude, and the frame of feminism given to the
artist became a tag that followed her whether she wanted it or not. Previous
studies approached Schneemann from the perspective of women's sexual
liberation and Freudian psychoanalysis, such understanding was dominant.
Of course, these interpretations provided a wuseful framework for
understanding Schneemann's work, but at the same time, they fixed her
work within the category of feminism, making it difficult to access the

multifaceted nature of her work. On the other hand, over the past decade,
% ey |
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American academia has attempted to approach things that have been
solidified by feminism from a different perspective. These attempts,
compared to other meanings, avoid overemphasizing or being read—only as
feminism and try to flexibly look at the subject around new keywords. To
replace feminist lenses this thesis pays attention to “everyday life” that
appears through her various artistic genres as a perspective, which in this
case Schneemann's daily life, which is unique in 'sex—related daily life'.

Schneemann reacted sensitively to the flow of art change to the
extent that it would not be an exaggeration to say that she was in touch
with all the artistic aspects of the rapid changes in the 1960s. The
performance she named ‘kinetic theater’ shows that she has grafted
contemporary art into her art with her own unique art concept that
combines the characteristics of abstract painting, minimalism, Judson's
dance theater, and happenings. Schneemann's work in the 1960s challenges
formalism, authoritarian elitism, and vague hopes for new changes, which
are related to the thinking that existed among young artists in the 1960s.
This thesis is a process of restoring the meaning of Schneemann's work in
the '60s art world orientation’, and viewed its unique orientation as 1) a
movement to scatter the boundaries between daily life and art, and 2) an
oppressed sexual daily life.

In Schneemann's early assemblage called 'painting—construction’ in

the early '60s, the logic of everyday life appears by the use of everyday
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objects, or in the performance of the Judson Dance Theater and
Schneemann’s kinetic theater, which are characterized by chance,
improvisation, body—to—body contact, and repetition. Like Antonin Artaud,
Schneemann said that her artistic ideology was based on, adopted ‘body’ as
her language, and like in experimental plays in the 1960s, she tried to escape
from text and representation. The audience not only feels unfamiliar with
the events happening on the stage where the meaning has evaporated, but
also asks what they are watching and where they are, which is a way of
moving forward with new communication.

Meanwhile, this paper also paid attention to Schneemann's unique
concept of "everyday life". The point is that, for Schneemann, everyday life
includes, above all, sex, which society has tabooed. In general, her works
contain the experiences and bodies of moments of sexual fulfillment and
desire in everyday life. Following Schneemann’s argument, the sexual energy
of her work was transmitted from Wilhelm Reich. Existing studies on
Schneemann reveal this fact, but in most cases do not clearly explain the
theoretical relationship. Therefore, this study focused on the spirit of
resistance revealed in his works while supplementing the limitations of
existing studies focusing on {Meat Joy) and <Fuses). Schneemann resists
the sex—suppressing society by totalizing the most secret, private, and taboo,

sex in everyday life. She acknowledged and encouraged sexual impulses as a

natural act, and tried to convey the sexual sensations she felt to the audience.
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If Schneemann’s early interest in oppression was on a sexually moral
society, after the US intervention in the Vietnam War, her interest shifted to
equality and hierarchy in all areas. The change in the object of resistance
suggests that she has come to speak as a political activist beyond the art
world. This thesis focuses on the daily cruelty shown by Schneemann
through {Snows», which metaphorically captures the artist's views on the
Vietnam War. Schneemann showed the horrors of war by contrasting a
normal but peaceful daily life with a broken daily life instead of guns,
swords and death. She represented the voices of anti-war activists at the
time who suffered irreparable wounds and trust lost in the ongoing war.
{Snows) is a good example of Schneemann's hope that the artwork will be
able to mobilize the audience with the belief that they will work as a part of
political resistance.

As the 1960s passed, the enthusiasm of the anti—war movement and
the cry for peace faded. Rather than unite toward a revolutionary ideal,
people focused the energy on personal values and experiences. In the case of
Schneemann, she has made works of everyday experiences she has
experienced as a member of the art world and as a female artist, taking the
system and history that cannot be separated from masculinity as the object
of resistance. However, Schneemann's nudity hindered the artist's continued
efforts to give herself a historical voice. This is because all attention was

focused on the nude woman before understanding the multifaceted nature of
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the work. It is difficult to view Schneemann's work simply as feminism. This
is because she used her own body and nudity even before it was read as
feminism. Her art seems to presuppose more universal human equality than
simply “for women” art. Rather, the feminist aspect, which has been
centrally discussed so far, is inevitably accompanied by as she shows her
personal experience, and it seems that the meaning has been solidified as
criticisms and logic supporting it have developed.

It is undeniable that her kinetic theaters laid the foundation for
female artists to actively use the body and develop into a description and
form that can raise the voice of women. Although this thesis started with an
analysis of the work that took a step back from the existing discussion
interpreted as a feminist theory, the limitation of maintaining a
psychoanalytic approach to women, nudity, and performance can be
pointed out. Nevertheless, this paper argues that the movement to rescue
Schneemann'’s practice from the category of feminism is intertwined with the
global study of Schneemann and the attempt to correct the problematic
framework of feminist research, and it is argued that this is meant to
broaden the path of interpretation of works that focus on the spirit of

resistance.
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