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Hujd HoJA:
o/ HELHXL olE A Eig9
P43 A9 £ Ak

. S07k= 2

ole7te] Yoot 3P do] ARE= HEHA ofE(performance art)= 7|
£9 d& Yoy d& FEF 1HH 7o ZHNAY d&rt AAET}
A8 H ZAGe BAl Hole A9t "k A&7t &3 12EH
FP== PV 8T HF AojQl HEHA ofEA d&rte gREe &
A9 Aol AAXN #& EUn, g2 SARREH BAHE 542E
o]gsto] FAsHA of7|d AS] EAIU £3F A, IEH THAEC] AES
Hxich ol2fgt 52 AAAHA 2] AFY &3 Lol e AA A=gt
Ar BEES HHyos =r|e gt

SPAT Aol BAAHETL AR = A< 999 o8 BF=2 AHE %
E3tERE EE=7] gt} di& AR 234 A Atolo] Ag R
Zre| g 5ol 1gE EA9 e agol7| Bk AHY] HER o4, 73 &
T oA FZAglo] AL, AHABALEH RHEA o2 =3 5]7] wfjFoltt, o] A
7F FEoke Aget AN BAE 2%t 9 AR A5, A SollA 2

off ml

P

* o] =E2 20199 tighl= wSHel S=EATAEY AU wol sPHE A
(NRF-2019S1A5C2A02082990).

71



Aol & Jogoltt A P4, Aol ATHoln 7
d =2

oA =]

£314 WAAS e A A B SYsHe S HoPRA
A

Ho) & Wgol e oA Hatet A8, Baka Ful <dold FAE A
Syl g8} SYHT AL AL MDA Gk AAZ Lo Fw A
=@

=

[e]
Qo) goom AAsA BelEo] gt AEHoE oL gof o] 7]
Aol7|mTks 0] %S e 2R AR Fof gleld sy, 2
obg AFSHE WYL AL taBdolsts, olgo) Qoor oRFA

25 Aolet. oleist B AhE AFete] wE Ao HEo|HuA

O
T35k 2F9 2o A AF, de A 5ol AA
A EA7F ofBA EfueA], HE2s dA0] ofuHet WAo R SiA =
Ao it Bl AFE QI o2’ B2 20417] TR AlEA R
ol HEHA ofEo]| FH3H| sttt HEHA ofEVF AR Ale A
FIom FASHE A7), o] YIS F=5H dle ARAES Hivkrrt A4
ojith. H/d S AY &3t FolA oAo] T oA s = 1AH
s 1 1 dert AHAE APste HEUL ofEY B2 A
ol gt AZE7] A Aotk TH ofyo] | FAz FYst
g Eohd &4 Kol MEA AT HEHL ofEs 4 dlevt
A2z 5 A4S H42E W AR de AAE 32T
A= Mz 7185 AW Zoldt. ol2et HetolA ddf HEHXA ofE=
od9] FZAol e Zok= A=uAsHA Ao
I HEHL ofEOAM o2 Ted] FavF AR dle AES H
AFFOIsAY | e AlY] 53 F42E ARz AR de
A 253 A FHARA SAY. HEUA ofEdA oy dertE
2 T flollA A4S AAFOEZN TENA Foid Ay St o] &

ot

p



Hud HolA 73

o] A= WA HEHA ofEo] thgt ARtAQl o]sfet HEHA ofET} of
g dlgrtol Qs FrE= A= BESH] I gk yA" AN ZAE o
2 Q7Y A o] ARE 4R HFAad(voice)ol F

£ 5= &9 wEojlle AfEA EE4 EAS 27E SHA
T 54 AAEE EEUle AZLEolR Rt HiEtEel|: stk §35] o4
o] Had= Ao ARl &3 HE QtollA, AfF o]l ofu|shE H4xF] o
o] Ae SA140lx S22 AF|=A QA Eo] . ol2eh WEojA
o] A= ool HaF o] et Ql4o] A £} HE QoA ofEA FAH
I APAE] O] QA HESIG npAgto g 553 B ARREE wiiE Af
9] di& MAE 755 WHY A Y3 (Meredith Monk, 1942-)9F 28] g
(Laurie Anderson, 1947-)9] HEHAE EAslo] o]Fo] AAlo] HAHE
ol HEojlie 553 @4 olsigtth HEoe] Wik, 52 =Y Ed &
42219 384 JiEdS do IddES 7Y RS Efdle HB4AY Y

7I'(voicing)®] #3AQ1 Qqu|E A AT

EHA OlEL 19609 o]% M A&REHAL 7 Rofol A WEEA 7}
BEEE S92 Ago] YoluA FAT o JYoleh.) HEAL of=d]

D) HEZHA olE PY d&e'E HIHAT AddE ok ‘action art’ EFF
P dle’ 2 o] FHolA= o] F Adolrt E&EE= Aol itk Al
&4 d¥rEOo 2 ‘action art’'= ‘YA Q¥ (action painting)S 2Ju]gich
EE FHEAA ofEL AH ofE, AY HIY 52 HF ddf dl&oA P
HEHAE 7251, 1FE AEE 349 JFo8 A= F8Y 7HNE
Fo17] Wil ol e £2ld W7l olEE £ Slth. I3y B A=
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A dle Zxe dert A4 &2 1 99 dle oAt f3ske 39
(action)& S8} °|FoAH F= FHolH= 3}
Zolal T2ARl FA4olA Bloju A7t 53, 47

=2, devte @d 55 B8 AT YA, 30l 2=
A
o

Lk

_114
A HolAY dl&7t AHA9] B ol8ote] HEUAE HoFw I
F8-5 o|Fojdith. 204]7] SRt ZRAEHY &9 F
EAUA ofEL AZd&, FAdE, ¢, F& AT 59 ohet
2 & Fof 719 AV 54 1FH A (inter-discipline)
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EXY d&o] 349 54
Hrow Asd itk 20
U 191099 7HHY EHE
(Cabaret Voltaire)?] ot HEAA 22 FAZHQ A& 52 HEHA
&9 A3d ALYt o2 1" dl&o 7ixet Y =k HE
HAE Holy di& P95 F85HA of7)7] AFelant. ol ZIAE F4

o7 dojut 2FAF(SurrealismHt FE H LS Nouveau Réalisme),2)

ox of
o @ i 18 2

o
e
o A
39,
N,
rd
[
18
>
rir
1o
N
S
)
o
=
N,
[> B

AHAE P19 9oz oF HA H"(Action painting),d EZAA
(Fluxus), ¥ ¥559(Wiener Aktionismus), T (Happening) 52 tjF

3 ol 25 HEALS] Zo] 3 Pxslo] Ltk 059 47 B
2 wgog 19709t o} HEAA ofEL shte) o Jom WS T,

o] &= JY& FESI7] Yot HEHA ofES] ool XES IHE AREsH|2
i

2) 19609} ZgA w4 ofl& v]3E7} mo|2 HAER(Pierre Restany, 1930-
2003)¢}t 817} o]BH ¥ (Yves Klein, 1928-1962)& F402 Yok G 3 of
W72 E 35 25oltt. o8 %9 di FE F 49 Fol EXE &9 A
HAS F27 st I8 I2le 59 ZolE AHS ZFXRot= & 52 %
g D EHA ofES} AZAH

3) EE= ZAYd(Harold Rosenberg, 1906-1978)1+ A< EF(Jackson Pollock,
1912-1956), 98 © FYWillem de Kooning, 1904-1997), Zekx= Za}9l
(Franz Kline, 1910-1962)& $49°=2 1940dtie} 1950 o] EslAl Lo
@ & 5ol
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HEHA ofEOJA dlg7te FE AR IR} HEH, & FRto|th d&
7h Al 1%3]'04, A4 Bady Z2 Am Aob ojHdt P9 BAA

FoAQI7FE #dsl Wt oAt =3 WE e 2 (Susan McClary)= HE
WA ofET} “ofgofA QI7to] AMAEOIRE 11 AAte] tiet A3o] FHE
AFE QDL siASE vE Qo WEE 2|9 A H HEHA ofET}F Ko
F= 7H $8% AL derkE HEUA sk SARA XS Aol
o} 19709 HEHA ofEd= Zigo] FHLsHA A-8&3HE ol E A7}
A o] dl& Y92 o7 FHE E3EIT TFetE . FEF T 22 1970
W FE 1980dt] HEHA ofEQ] F7o] o ARl sl FLF itk
Zoltt. AlZtoflgolA mEHA ofES] FQ VAR ofrjs AEY UM
(Carolee Schneemann, 1939-), A4t ¥(Gina Pane, 1939-1990), okt #
tolE(Ana Mendieta, 1948-1985)5 H|&E5tY o] ZA=29] A4AA QA== oA
A= vty otE gk H]X](Marina Abramovi¢, 1946-) S°] ojAjo]ct.5)

EE& 2% YA|(Hermann Nitsch, 1938-)5 H|ESt T4 THE“HQ
&7 FEd &5 HIAT FAdol AR A&t Al '
o foll &2 A1 A(self-representation)& 3 e EIL st 7/1L
ofd HEHA J&7tofA Efib= 523 §/40|th0 o) Ay ol
ofH IR H|X| 9] & A4S AlAlof Akl HAE e F7HE< ﬁ1£‘ﬂ
A5 AW Zo® fHsith o4 mHEWA AertE2 ATet 4,
T 22 RSk AA/do] AR A4 A4S AuzEtstA, ‘Iﬂit =
AQl WAoo g e GAstA of7|d ARS, E3F #goly 7R Ee] A

lo -lﬂé

B A7 ot ROl AE o HEHA ol AESo] St tho]

4) Susan McClary, Tﬁﬂ‘jl‘d A s(Feminine Endings: Music, Gender, and
Sexuality), &3 - 0|27 - UG TG (A& d&, 2017), 336.

5) FZ9 dEFAR Efot B2AEKTania Bruguera 1968-), oh#l ofzFi}
(Abel Azcona 1988-) 9A] oA HEWHA d&7lo]t,

6) SIET UAAH 37| A& HEZALAE AE3 FA derte2 dFEE 48 7
el A71Eth= 159 o4 HEAUE F1 Oq*é HEHA HEHAE HX
TE FETh HEHA ofE9] AAH]] Q&2 tirkert of Jolt

7) A5E, Y BHA B o4 Jﬁi‘:ﬂ/\ OIE9] ‘AEHH A oJu] £
A Ak gt mpEu ofB et H]R]” TR EStelath=3, 23 (2021), 1-2 F&.
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=

oigttt ZetA(Diamanda Galas, 1955-)4 &%t 2t HiEFHJoan La Barbara,

1947-), 1121l o] A7t F&ot= vlEtA At 28 A& 5ol o] Al

710l 577 thEZAQ] HEHA off| AEZO|H 0|59 FEHE 4
=]

o

oF 388 vty ‘BEAE vz AFFHQ AReES 450,733; 22 A&7},

571 Aoth8) Azt dl& &ofe] o WA ofE| AEQ} wixky}
A2 o]50] BEof FARt AL vt A7)0l ¥ERt HuUE % 2
End d&e] 4gxe] wu grge dojit @4olrt. o5 AgHolm
fUIT BA ol AAR o} FHRRA A9 Baele W] AF
5t

oFskat FAE EFEAZI(Richard Taruskin)2 HEHA olEZE ofA9] 4
2 2o AR Aolgts Aol FESHHA T o] &=

L B Hte] ololetis Aol feoletL A HER o
15k 2o B4 Molet of@A 1Y 4 9

SRA719 ofejdt ARL ofHo] FAATA HYHI TS 7] of2]
¥ Bota @43 Bof o)A HEYSH oyolA Role 1Y A T
gol ofs), GHHOR HEHA ofEr} HuUAEY B P o] QY
9 QUL AT Ut BFALL olad EAAH W o AR v

shi § 9lo] WAT o4 AZx7t ojals] Eedthn KAt

8) ozt wlEtA 39 AHS dAolR FeE ety BEeAE|R} &7t Hy
o]z} AHo|X] HAE = thFelt o] 5o R EE= HEu|t|o] ol AEO|X|RE
42 AL AA2E A7 (composen)E A7fRTE 7 FoA9] AE ?_Poﬂ
A o4 Zg7tol tigk Ql4lo] oA HEHE o AITIEA A4l A
& AFoHe 19 Wlo] = AAMIo] Atk

9) Richard Taruskin, 7he Oxford History of Western Music. Music in the
Early Twentieth Century, vol. 4 (Oxford: Oxford University Press, 2010),
492.
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A1 wEd gopug7t 7t AKyle Gann) “HAd
Ao] gob A 9ot AR AGIE" BARENY olFS ¥ o oy
W a9 e olge dA 94T 4 ATHs Aol F
=steiA 1 olgol ol chewt Zol KISk AL MERA okEoA 2
9] B3} B WAL 1@ BF0] Yok 52 HoR(vulnerability)
3} A AE QoA BAS 4TS BRAS Zyehed, 1AL ¢
2 A43]9 gAEo] ofik UR ofMska AN nheA BX7] ojee A
o103 ket o] Welo]H T Rrj gl B2 e Bads @
Ax HEUAS SAYT A2 A2, o2 T vtz ke HoHy, 4L
AZsie BEHOE Xstel ofsfetn itk LT ol £
FEEE o4 E4oz oy glo] Wotgolx gtk A ol
AT 7P Boh GE QoA Qe 5T et o 4ol o
3 pEe ez Seu.
A9 gt WS 4t W] wuold vhE WEee AT
Bojold o4, 1 ol Bol oA BAIslel FA, 1o et 214l
ool A 19 A ol WA ATAA Aol o) thet ol F

b
i1 12
i

of ©

A

o

rr

AT 23l g9 &2 A9 P "daEd el Hder AAA %
o 92 dlEg olE0f7h= FAl(agency in ar)Z 32 ol U
o 23y giAl 94 dlerbeel whEeld S, 9, 9%, WA Ay
glert e &2 ol&stol, oA 52 3 TAAES AtHo
2} 1)

W22 Fgo e 7HAE £5F oA o9 F2 AU o
8019 EA= HAetENeH, o4
oA Iz AAHEA A4 A&7=

10) Kyle Gann, American Music in the Twentieth Century (New York:
Schirmer, 1997), 208; Taruskin, The Oxford History of Western Music:
Music in the Early Twentieth Century, 492.

11) Susan McClary, Feminine Endings: Music, Gender, and Sexuality
(Minneapolis: University of Minnesota Press, 1991), 138.
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=

)

o vlehrl AXs AY BEe Fok 87 Sol4 ool dA Bl
o8] whEol AUees AW £uA4Y B e BEY FARA B2

o Qo] AYH] =S hZup o] Hhe Aol
olo} TZo] WIHelL oo Bo| AEHOE ojwA thystElel A
che} Zo] sy,

HEHo 72 T d&(performing art)olA ool FolA Ig
A SAl(masculine gaze)E TEA17]7] 98] +=Yst= vt AEY
Ao|t}.12)

o gy
]- AN

=

T A7] B 2ok FolA FarshA AAL, &9t ke AT
T2 e 5T de I EAR JFSIEGE FE8E SAE
UEA1717] {3l SAdS Avlehe vy AER fiAdetE =S 29513t
Zoltt. HEH o] e HEHUAS Pt g2 AAY EA44 Sl
A Blojur] ojfe Ao e Hed, Fo flolA ojuet HEHA
HAe 25 A4S HSAE B e SAE AgHEs ZedA 7
molhe Zoltth.13) WiEegs 49 SAde tAeste] vlste ol
g4 49 3 AATT HEUAE Pohe o4 Foe Yoy oe
£ AEHL Hdoh 2o A& FHAM ol oliE Al Sk=
L=2x FAolu 7ed Aoiw T flo] A ojd AL, HAlols F
AE ogRAE T AHoRRE WEAHLERY] o 1Y)
Pt WEE P ol 2 FoF 29F FHolA o

i

1o 2 A r&"
R > rlo —_>?‘4,
iy
&

=

AC)
rr
N 3
o3
oll

12) McClary, Feminine Endings: Music, Gender, and Sexuality, 138.

13) F48 SAI'E ©ed] BAoZA 9 HAo] o9 SAE 44 WE9 g
2 o7 AvE 9uistAl= gttt Fof 9 HEme 5& tidslete] AH|st=
A FAI7] Bt AT FA FHY Z3olA olojA 2 IPo g ARG o]
23 BYP2 Y o4 Bholgt stu g AARE FAH x| YAt F
b 99 HEHE GA4H A SR AH[stEE gheETh E3t40og gdstA o
AL ol B Z2 A FHol o4 dertEe 9T Adtcles 2E ¥
AL 4 ot McClary, Feminine Endings: Music, Gender, and Sexuality,
138 =,

14) McClary, Feminine Endings: Music, Gender, and Sexuality, 138.
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oAl Foid A Fdolvt o] g AisHA A=stal 7] wEel,
ol HEUA offAEVE HEHA FIOA AV ES FxFo2H 3t
, A=RE £E2 AE 4S80 He=

A A ofEolN oy o&TtES Badl FRIb HAT e &
2 RYolA taBdelsAL Suste EHRA AARE THSA e
ok AAlo] A ATYES 21, AA9] B BrelS ARSI, P
B AT, B BEO FAAY GG Anzst YE B 9
o 3x0] thafo] Hoighdl o4 WErL of WEWA oA AHile] B
£ olgstel, YAlo] Fmsta AujxQl B3l HolN HEHOR AT §
Aslo] & BT WASLS FEAL, o4 HEY Adde HYL AU
3 gaoE SRR

oleigt WL Aol HEHRA ol dlerbEo] A/, Fe A
7| ERE B3] dojuth MEAA olEE I AR Baels W 4 9T
3 de7te A7 AR oz Aeist Folch, 17 o] W
£ AdAA oo B2t 51, Anlus S5 42T S
olt}. o} MEHMA olPAET AL ARSHE WAL ths o
olt}. o] AT o4 WEHA ol AEY} B3] Bael's B9 o& B
24, 5o 919 HEUA ofElAERA A4l AL WEolvE WAl
228 B3 ek ol A8 WA Baelst A1 g B4 e, s}
A 8|40 sl Al m At

i

Fll‘

3. A Z3oIA g9 =48

SIRIFSHA}; ofdttt fo]EH(Amanda Weidman) “E48= &84, &
Zgolz}, Z=gt et 159gka HoJgt vt 9t} Qto|=HO] Aolof up
£ I AT ARRE, & 4 4ot E Auirte] RiAe=
H Es EEAAS I ot A Moy A, B4l

o ©

Ho X Md
=AY

My

&
d

i_,‘
j::—)'_ll.u

15) Amanda Weidman, “Voice,” in Keywords in Sound, eds. David Novak
and Matt Sakakeeny (Durham: Duke University Press, 2015), 232.
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A
ol
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o
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fob ¢4 (W rlo o

Baelof, 5.2 o4 Baelopetn AZSHEA 54 i, 54 ZAAT 1
Bae8 92 FE Aol YA Baelo] a4 B4, 1 A4HES T
Ho] B4 £ Z7Hor 1 Baejel AAE Bo) ZA4E Holety
stk st ZRol A Bae AANT AZY Sy itk g Y Ba
22 JHAE, ¥ Baes Web ey Be o, ok 14 498 ke Bk
A, W] AL Welnel u Y2 HEY Mtk AL LfEIE o
o el weld B2 Aoje] XA, A7) A7 maw 449 5 ok
5

A 5L WAL 2 Abgo] I S AL £
ofF AAAYIL BHAHQ AL & 9UY] WRolh. Tt dol=w
2 Y 8 53 249 1 AR 3

ofg Baby JuloA] A AREL 5 Yk 105 FA dol=He] B
o S
=

16) Weidman, “Voice,” 232.
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EololA FAEE 1, IR A5k H E3 AT
st=lo] vepdth Aol FolAast, floF Q
A& #EsH, 1 PR agency)= FAYE 2=t
ot I2RE Hage e A7 24 BSohe s
o} o2t WO RRE Hagls Aot} FAGY EE ok ALY &
428E Z= A'(having a voice), & LAAS FS5Sth= gn7t FZHA
of " AR, 23 oA I 4, & F4A9E U dddES 5% S
Ae G0l 17)

olo|E2 A HehH, Aojsha] Afao|A olEgt ou|stE, ALY EA
Z](authorial voice)?t AIA|F o] BHAQ Eiel Ato]9] olRHz Atart
B89 Aol 59 AT P9 AHE] Z2AES} UiotA A= o] Ut
Horrh Sfol=dol WEW oA AT dA FA7F 1 AAZ O FA|
e 5t WS TEAola ujilFQl 1Fe lojet A9 Qlols
St Zolqith ol#gh FE2 Bttt o AR olE Ast Ee £
(purifying)otal EHZQI /g Hd o FH Qlojet 1Egoz
# o]FojFtt. olE Aot AL Aol9 oY 7HA] 7|5 HolAe,
019 Aol EAL FE& Aolrh. sl AAH ulE Zhs Eid,
= 499 Aol O 9o e AAFH| BRI EAg Afo]o] o]&
ol AU F ool gt AAHQI ulE = Fage IAS &
Zui= AAHol EAAQ B4, HAE Afo]9] FEo| HAG 74013}
ol2fgt o]RH2 AL3], &£3}o] of7] olEHA iy, i At o &
Aol of &<k, FA of A4, <Az o 714 Soll RiEFHo= 3= o] %75.5]
9T} 19)

e
rr

>

TER M 23 oA o9 i TAdS FASE oldF el
el Fa] 52 IAE olopr|ste AAAQ Qul] Fadolr|HutE
AR FHo| 1 B A A= BEEE, e A4S UotA| ot &
= =o] Aot FEse F4Te] A2 54 daHEA A4 9
Hol et olHe A2 T, AT E3IM 2F;EY FAE AR o449

17) Weidman, “Voice,” 233.
18) Weidman, “Voice,” 233-234 Z%.
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=

Z48E = 943 WH(masculine aural bias)?] Z3d 4 Aot <
g2t 423k F&(Suzanne G. Cusick) HA #2719 H2E E3}ofA
o] e 5 49 AHE EASHEA, 174171 29 = olgEor A
YE FAE0] 49 FaE v B A A vt

o RAE HUE W o159l Anels ocw -aaw P {A]
.ol 2T & ¥ BoA] @ LA BeoR ekt
AT olge AR BAS B A8 A A%

9] QAE&ZoA FAL AYE HA ARloA of4d9 HAZET} H2HA
A=E 4o7= 4Y=E JAAHATE HE AASHAA, ol=et 4] wF
g9l ANAZAE JAE olopr|ste HAGRE AlF ¥A] Folal v
ASols A7 Ao Holsol7] $31E Aol Kokt A= ol=jt &
gol] o9l koA By 7|ndole NS EUl= BHA, 049 Ax
o= @9 Aol AL SAFEE FPL Aozt ==351ct o]HT
do] o] ALE AYstie 49 MIES 75k ZaF HeE
gsto] HRHA 3ol A il QoA A&H T =3t

J™E Azt HY o9 Fago] tiet o] #et HeE A4S At 1Y
2 Algtel THESHAE o PR oA TAHE. A3t & o] o] HZeEol
5] 73t FA MZ(Charles Segal)2 ARE 4 Y& W of5the utd
o] I YL r Zotde /5, AYAA Y Aol9] e 7HA|7} o4
9] HAdof o=ty XAt A2 11 t7AQl o2 eHAold u

= Aoldll 3 7124 $& &1L Stk AfelHlY FEadls ARY & Qe

o) FoR QU eAR soiF ARE Yot FoE BHES $3319

=

-
oft

|

19) Suzanne G. Cusick, ‘He Said, She Said?: Men Hearing Women in
Medicean Florence,” in Rethinking Difference in Music Scholarship,
eds. Olivia Bloechl, Melanie Lowe and Jeffrey Kallberg (Cambridge:
Cambridge University Press, 2015), 74.



Hud HolA 83

A, QUASAE AE AL, 52 7ol I 9715 B Uittt & 712A
QUASAY FPAES A9 Jor {I5te], wPHY k2 Ho] FER
WolA stE 1 9353t A E3 149 ol2the LAlAT YT} o] T Al
A FED TRE A o] Faof Fojd f3lo] Radd 2447 Uy
StA AAEo] ZAFdthe Zolth. & Aloldl9] R4 70 AAR &
A wgt Al 7152 Stk 1 92 5 3AV|EE EYAoR i}qéﬁ—"—
o sjxE 4 AT olg v AE FESte 7IEA =39 mEF
T2 ool okER ololg B BlAlSH ot 1 #3H 9 038}0#

l‘°" r)v

_II'

1:

 of gttt 20)

Algd< 04"3-4 Eago] gt Alsky weEpx]7E 1239 QF(cry)olyt t
olgAYY &FZAZ(lament)X e & Yepdthil Agsict A A5t
A 2L, FEAHE o449 F4S St U= J—]E(demon)o]‘:} 71 o]
20] =o AN BAFEASE v]Y(shriek), & (roar), &2 13Hshout)

< 9u|gtet.2D /}li]@ﬂ/d 12322 FE, ofgolt. AA7t %ilf: FEQl Ao]
A2 ol YEoA =9 & W9 = o HETHE,
AL of4g9] Oé% ojm|A& AYAIZH. 1 11 A
o]a1 oulAQl ojXAl(demonic femaleness)S H-ofgt
71 0|9 urt I¥% 12329 JfEHTL F4E 9
g B4, & EAYEHE SdEth= Aolth. /Y 122 v A Z3]
ol gt YojA &obH Yo xa, 1 C=2YAY 52 ANETE 2
58 &l 77he Agoth. By o3 FEH0|Al FRE ETYL]
ARl 2= o9 EARE, & o4 F4d
AAH =IO ofu|XE ool —roﬁ 11 o] ofmf g
StHA 17 vhEojlis 488, RS FoigR o4 AR ERA

[_21
of!
o
3
)
i gl o
Mo M °-|~

[

rr
)
gl

2 Am

20) Charles Segal, “The Gorgon and the Nightingale: the Voice of Female
Lament and Pindar's Twelfth Pythian Ode” in Embodied Voices:
Representing Female Vocality in Western Culture, eds. Leslie C. Dunn
and Nancy A. Jones (Cambridge: Cambridge University Press, 1994),
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21) Segal, “The Gorgon and the Nightingale: the Voice of Female Lament
and Pindar’s Twelfth Pythian Ode” 18 FZ.



84 A7 3

g Zoltt. FxE Eydorls B v, v, 1% 59 BEAf9 &
3L oA Hojd o9 EagR AustE 1 gl Aol

S YolgAYY A= AF EI 4449 EaEe dZFX|o] HAME
ok u|He-A0] THAlo|ok7 s (Metamorphoses)Olli= UPIBAYE ®AIRH
L2334 olopr|7F 2tk 2 I FHo|A BL5h] 99 ofE olglAa
£ Fo GHIA I AHE 9A o9, 8 HESAE 1 AKE 91
Aesto] ZeIYE FolHAL St I AMS A | AleLs 22T
£ A2 HAAA HEt YolgAYR He T2 3Y= okso tigh
7 EQlE £508 B4 of59 o]§& OJHA, oHA, oA &1
A9, &£F3 vEo] o] Fglo] ¥FAH Z=2TY|9] of7Klamenting
cry)= 2 YolgA Yol x]xﬂqh A27F ok olopr]olth. Yo|gAY
o] AAAE 4dE, Efle &3 HE fAHEA 5= oA, ofHy,
a9 oY BAgE 9} AA= T Ur}.22)

Apoldlst 7279 s HolwAE RAS LA, 2T BHsL
BARAGE 93 Z2 oldAL o2 ofHRE AXW 2L o4

Bz g gt o]FA 2 FA T4 Al AlL"o] AEsle A A
SjollA g vt olFA e} grgot Sttt AlZdo] wEw i) Af
oA g2 H2e o9, g, FAAML daHE AYT SAR EFA|
3, BARHE QI olghs B or oo Bals A7 ofdgsty, 1
o] Qs 159 Z4E BAMEA ke vhie 9 JARIES YA
SAthe Aolth29 Iy o 7AYo g9 Ea7t 2k A2 AE 9
Abshe fozA7E ot HME ASotal FEEoEN dojxl= Ao
A ) oA AJRHE o] FaEof] tigh ofiet Alehd A2 A7

£ 7AH AT 9 FAY 29 A FolA EFe AHEHL BHdE W
oo} ¥R os AP A

Aol E5F Z2YA QoA o4 FadEE o]

ot

%l

=
x~

1o

o

=2y

A

i

22) Segal, “The Gorgon and the Nightingale: the Voice of Female Lament
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and Pindar’s Twelfth Pythian Ode,” 17 Z%.
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Abstract

Feminine Voice:
Performativity of Voice and Deconstructing Gender
Role in Women's Performance Art

Kim, Kyoung Hwa

Would it be just a coincidence that most of the modern
performance artists are female? It is not just mere chance that
performance art is a creative musical scene which is dominated by
female artists. This performance art insists the performing body
including one’s voice. Traditionally, women have just played a
performing role given by male artist instead of being an agent in
art. In the Western music culture, creating art and being the
objects of display have been separated by gender binary. Displaying
corporeality such as singing and playing musical instruments on the
stage has been considered as a women’s role for many decades. In
this sense, according to the stereotypical notion of gender, modern
performance art where artists become the material and the means
of expressing art can be something that a female artist can
approach easily compared to male artists.

However in performance art, a female artist is not just an object
of display. Instead, they exist as an agent of art who creates
themselves as an artist using their body and voice. Eventually, this
makes the female artists to challenge gender binary by exposing
their body and voice. This study focuses on the way of using
female performance artists’ body and voice as musical materials for
self-representation, especially the vocality. In this study, along with

the sonic and material characteristics of uttered or sung voice, the
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performative meaning of the voice revealed through ‘voicing is
considered. This study analyzes the performance of Meredith Monk
and Laurie Anderson who created their own artistic world using

their body and voice.
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