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ZIH 1, ol=dl2E 83 (Edvard Munch) (H| SO 2, HRA2| ZICAF|(Wassily Kandinsky) (B&
2 The Scream) 1893 Improvisation 26) 1912
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ZTAT A8 AT BHLOAGE Ao AT 247] 29,

2 ofn| mla7tEolA FE Aol Hlth & S (Pl Klee)2t A5

1. Walter Peter, The Renaissance: Studies in Art and Foetry, ed, Donald L. Hill, Berkeley: University of
California Press, 1980, p. 106.

2. “Some Memories of Pre~Dada: Picabia and Duchamp,” The Dadas and Painter and FPoels: An
Anthology, ed. Robert Motherwell, New York: Hall, 1981, p. 256, Douglas Kahn, Noise, Water Meat: A
History of Sound in the Arts, Cambridge: The MIT Press, 1999, p. 1050flA RHQIE.
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24 ZTE R FIZ7HFuntisek Kuflka)= 93 AJukA%E vl8}(johann Sebastian
Bach)oll EFTE, 125719} AR ohsE ¥ 2 1(Amdd Shoenber)2]
ojzk vt o] FET ofBIHGY HHAE] HH A7 (Wasdly Kandinsky)= &

bl MARA Bske] FHsRS Motk 19 27) 2L 2F EF
(improvisaion) O 2HEA], - Faomposiion) 2+ 2] ASE 2T 9k

(=T 2.
wave 19 dlge WAl A& ARt edjER FATES
=934 FHE Yehtbe S0 22 239, vhE T4 P dumot)
ojc}. o] aFjoPRE FUFS FNI IF EPste F7Iolth BiY]
O HE IFEL BF A7zt 28] 7M. BalolA vl o) &
Hzt 2Aade B § THLle & shshizt AR Kol
EE AP o, v o] FHPEE T vl s Uiy 4z
(inner sound) 2 M ATk, Wh3] AT AHES] R IO Pso] i
= e dHolth, ARG 1A ofd A &9 9
o3k Nk d ot} Fd A7) 9] AR Lofis Enfs = SHEHThomas de
Harooann) 3 2 Ao} FThF-871 dEAbe] ALsHE I (Aldsandre Sakharov) 7} 2
oA ZdA719) £AYSE 7HAAL 2L 81 o] F 08 RS A
& k" AR SHheosophy) ol AFIEE 1ollA| old AAlE A2 B
o, eyt HEZHL BehHt2 7 (Heem Petrovna Bavarky) of| 23] $1F2.9}
23, AEEEFS ﬂﬁl—zr«l = £l W AR 1947
T wH AdES Folgltt. 531 ¥ 54 JBE
I deed Y B 041371—53 EolEAT.
a3 A7) A ol A3 A e A a1t shd &
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3, Wassly Kandinsky, “Whiter the ‘New' Art?,” 19%, Complete Writings on Art, vol, 1, ed. Kenneth C,
Lindsay} Peter Vergo, Boston: Hall, 1982, p, 101,

4. Mel Gordon, “Songs from the Museum of the Future: Russian Sound Creafion,” 19101930, Wireless
Imagination. Sound, Radio, and the Avani—Garde, eds, Douglas Kahn & Gregory Whitehead,
Cambridge: The MIT Press, 1992, p, 203,
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5, Kandinsky, On the Spirftual in Art, p, 155, lbid,
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6, Piet Mondrian, “The Maniiestation of Neo—Plasticism in Music and the lialian Futurists’ Bruiteurs, 1921
The New Art-The New Life: The Collective Writings of Plet Mondrian, ed, & trans, Harry Holizman
and Martin S, James, Boston: Hal, 1986, p. 153,
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oFFAE MAA FHE HH] wf o] HAE A=At dAo &
g G2 G2 7IAE, FrolAY 2ol S8k TASolopt R a7t
B T B3tolA 7Y Fried ot AUk FreAY &
3t Ao HojAof gtk o] HATE 27t FFofA sl R
AHL" Ado] drht Pt A2k Eof TERAUE AHE 1 of3)
g -’F— Aot 1 shte] “ehdstA 2R ET A& Fotdle «hs flE o
& EF9 2AAE B713 ALAR Ae= BES HER.
01%‘7?— o] uET 23, e UFE 2¥ste] AR ALY
& 7HI Tagithe 7R 20417] 25H B Ul‘i—7l——"\]7ﬂ &
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At ks Hrh AFEQ AEE A2 F8 71ed] JEs|= Pt 8t
& A= Solehs B4 2403} 7hjetet AR difEE 7]
AF 27 olgolx, F3lete miAlls 2 EAEH 2ULE AT 7]
HHtT) AIE Soolu thE Fddeo]l 7R e IR3 E-d0A
ok, o]t ‘FZF|ol= I (motion picures) & F3 H|&-E A41Q] HHEE
o &% 3/ ¢ Y= AAE F715H Aok BRI FYG 9%
TRt AZEY 232 93, HEH dsoves), HZ-H (umpous), HE &
J"}(ﬂidceretf ), AU H 7 (te bps), A<, TEHF 52 T8 5IAAU A
AAL, B2 E8EE 9o A AESA, o 27) oMriEE
A71HE ulerkEd FRlE F71e ol
04171 2, AR} o2 8225 (Hend Bergson) ] AJZEl T W2 ¥
€ 19 TAHENE o] ohyz, whA] RN B A 2L

9 AzZF
o S8 4 T UL s A S ek G AR &
Hol= ojulAl o] MeHl A7) AHST} Bl B3 24 Y
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Bergson, Matter and Memory, London. George
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& =t 221= Creative Evolution, |ondon:
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oML A2 Tl&dolE AN 19119 017} BlRE 7HeE (Ricdoto
Cando)7} A60) &2 AZE G3He 1|$71E AolelA] 7129 mlgol
ABSHE 22k Bl5a, Sokt NG AT ANRE TR 94
3 AR AAE T o] WA R 10dd) T ML udrtEY
AR YL P AR 0lF F S0l 24 ofmjAE AHg3:
= vho]%) o A1) (Vg Bageling) O] L 22 )] ] (ans Richre) 22 T 1)
£7H59) ok gofo] TR F4H A= S sl

10209 23Ejo} o AL GBS THEY] A ATt A AAE 1)
SQ0] URA FEREE B9 296l Bofut 174) T EU= o] F3he]
ulgatel Sake A ER o ARL 11rdelA 9159 Aol Thejo] AEste]
B9 37k 2 (Andke Denin)?} YRAIFOA B} Goorge B G
F WY 14 AANAL P2 o) HEQ AYE Thetolx
E % o} 2 Z(ean Ag), B8 Xeh{Tisan Tam), T2 33 (Mared o)
S} hile] B2 (Chaet Vol S EUHET 288018 WES 23]
The] HERAS AR 19188 YEet WA FAEEY (ol
duving) 50) VA AL B 2HAL Slgte] ABAY L NEE 5
9 oA 0209 vl 7152 oA "y 2eht oA NS £
YU AT GEALE Be 23|Eet JALL BEY e BNE B
2P Ao A =2 G5 % AEdHcs g AER
HEHA FA7) o], AAEo] S TS ¢A) Fak Reltt. of
| A oA e U HEot YA 191 3de] 2 whes
$2:(Baubans) Z41 ofci 018} oL} o]0} (Bron Nicmeyed)®] E:8-& Wo}

st Hal B2 4498 (4hAl HEY Disgonal Symphony) (=3 4)
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9, Ricciotio Canudo, “Naissance dun sixieme ar” Les Entrefiens idealistes, 25 October 19110l= X6
9| o2 AJNET “UEsthetique du sepieme arf 2 Canudo® XA L'Usine aux images, Paris:
Etierne Chiron, 1926, pp, 132601 79] Gl&Z AJHECE

10, 20471 % Dlamt Fatof Cfst =ok= MAtQl =8 "AlZidt oj4of CHEt =F: 19200 TYAE
Moz 2 0|la7tES g3t "MYUDISASIEI=RE 26, AE ALSIEE, 2006, pp. 1421612 &
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| ZA] gtejoll E5& o 271 A2 lEfA
S/h= %k,

O

ze wml AZHolE TAT A S
9] oAE (H2A faiwon 2R,
T 5 FhR)e] 24 S wET oy
olg gk LulX|o] §74 o Wl e, &
3 A WBkE Zof doj yoit}, 1 st
Uehte 244 dele] gRede sy AE
3 ml2o) HEe 2FA0IRA P3| 7
4o wolzth qAYL (Tzh Asmel
A 1) gotg W & A Regn o)k %
Ao] gslol M BeiFs 34F olmAIEo] o]
o Ul AZE gotomA 2B SlEUE B
S 4 HiolZ ol A>(viking Eggeling) _zr_ o

oirly1 wiod oo 1 LS o
o A Foer Arkn 7] HRolt, Tk g of

024 7mn & 8 AT Bo] T3] Soto] By e YHAE
o2 Holz] g7t gy dee
19259 59, AR AlE E F G HE- U UFA FaRielA
23] 8], Hp-p3he-2 E410] YE FETHWalker Ruttmann), 2 |4 (Femad
Légen)®] G531} E7A ch5ollA F7H= et
$Hd ol AxgFo] 37} €2 ¥t 5 2R 23 (Theo van Docsburg) ]
FAoZ 19219, G3tAtolA BT 302 F=9] B WES (YuE
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11, of 2ol LSt =Of= Wiliam Morits, “Restoring the Aesthetics of Early Abstract Fims” A Reader in
Animation Studies, ed. Jayne Piling, Sydney: John Libbey, 1997, pp, 2212278 &=,
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& I AEAolA 3k F3F UF B7) el =B}
7} %73‘% S Apolof 1k AFodo] Eut Bl Aojrh” wolE Mg I
THA AlZHE 2]8H 9] (Bl=m 2 Rybmos 20 A W 2E] 30%

° 9401] 192587} 19271928\, W] 21 18FE (Werner Gref) S} o A7 0] 2
™ Ydo]ojd] =goz GE 23 Peto] & uiel 3 dolz &
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AES 239 FAY 9 Fordal @ gl AFskaL Ut
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=& glole Az € 935 vhE & $E 2egoltt, et oA
SIS = g BN sk s 71916%1“ AAE A} Fog &
5L €99 Rd olu YalejojolAl: AAFh 44 FHE 58 23
AT A YE AR o]5 Yo e stRYZE S dREo
obde M obd AR HHE] A, o5 AES FF 7}
o] grok= g LALERY HFL ol AT Ao W AEE it
Hl& &Zo|1 QAT AE] 243 AL 285 )& A 248
HFaha loirt,

3HA 20417] 24t Eore thRd wjertE - whEA F 4 (Marcel Duchamp)

of AA sk HAE GA ATHE A7 e Aolsitt, 2 vierts
of oA F2AQ FAY e AR Yt o4, REde
Hahe 24 B4 o, SIS A5 dAolYolEtErt 43
g 2721 Fef Foll th3h viEhy =& eyt oA vjEeFEL
aA 0] 7)o AHA viFjol A 7ol 271e] Smqhe 2 njsak °lﬂ+~
7he|atg]o] Z3HE 7)o SR Aolrt, 19148 FHEE “Fuk 3|3 puinting
of frequency)” 2h= AL IUAT}, Fapedt &3] L7 A4S ES Y A
Ashe At IME vt2 ‘Fukpo] ZE(frequency moduation) ] AR
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12, Roger Manvell, Experiment in the Film, London: Grey Walls Press, 1949, p, 223,
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13, Craig Adcock, “Marcel Duchamp's Gap Music,” Wireless Imaginatior: Sound, Radic, and the Avant—
Garde, pp, 105130 &=,

14, Marcel Duchamp, Nofes, ed, trans, Paul Matisse, Paris: Centre National d Art et de Culture (eorges
Pompidou, 1980, n, 183, H&2 X0 Y2O| HlHA ZE2 |F6l1 2 729 Z22 o AEER
H ¥ ool 22 EHE CsiH =7 E2 4 e Aol R

15, Anne d Harnoncourt & Kynaston McShine, Marcel Duchamp, exh, cat, New York: Museum cf Modern
Art, 1973, pp, 264-5 AR,
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16. Craig Adcock, "Marcel Duchamp' s Gap Music,” Op off, p. 119 &X,
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Mol mZEHA FHOH,
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l, AS/EEE/Noise

ol 222 7S A Qlvke AL W% A, He-2 gAY BEs S48
ol& F43lslaL Au|E & ftrth L2R] FEro] 3L

— 2} o} (Jacques Attal)”

12} Al A Aol Eel™ 19161, AL Haf FHTU 2929 Hed]
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17. Noise: The Polifics of Economy of Music, trans, Brian Massumri, Minneapolis: University of hnnesota
Press, 1985, p. 3,
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18. Richard Hulsenbeck, The Dada Almanac, 1820, ed. Malcolm Green, London: Atlas Press, 1993, p. 20,
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mEFol= oAl mleAlel A 7P MRS wol Wl Abz7} E9ie)” gt
H olggole] dleg-gol Buht HAXL che} ghejof A A&e A=
oju|AAgsict, BAl gl a1 ot sal AR ARRTE Yo dle
i Fare] A9 AgAeldtt. ol AFeHd v EE veAE £
0] t= old oprtE ] ks 2Fe R W gtk 17t vl
o] S0 i o2 wE| & HEL AL FAg Agol gt

s I olgol EHthe tE 7P | ARl Apxo
Ak, A ZE 2ol diaf g8 Ul Al &8, £ F ol
waEo] st AEo 32 AL FHYH, *Eﬂ 71 A ol o2}
5ol ARt doig el Aol &AYH 1A o L A P
 dziol 22E Uelle Aole d&sxte] #do R 254 2
53} ZZof| vEhgth 242711913 THE njgFe] 2o HE, ‘4
=9 of&(The Art of Noises)” & 0] 5] 0|24 vj7o] H itk 14} A
uhak 24 AbE 7SR 71eHCaro Cam) Q) QY20 AEQ] Pl B (2T §)
olxle hH o] IVMEHIE FHLE ¥E 1T Eovke ERHER Z=
dHE & ¢ o} Atojdl AE BARBH: “3-3-3 HU-HU-HU &
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g3 Ao g SIE ojoiAm A EY A& & gl LHE 9A
t}. ol ot AR HP 9] U St Art gl

A &TAE o wEF9 EE Exdtt Jeut Ao
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20, Richard Hulsenbeck, ‘En Avant Dada” 1920, The Dada and Painters and Foets: An Anthology, ed.
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&7k50] 19 S EAY 19 ZHEE B RS ded e
AR AN 2 Thg A Y-S 71F .

0417 24t A2 vlETkRee 299 $AE F2E F3Ak sy &
72 vl Yoo Foleo] FANAE BEstLAL ST ol&d} vl
st Aol A thE Wl ool HIHH 19339 21419] Yol 2
257 A 2719 AZp7E | Aol Al= dut AuA] oot A4lo] st ot
& HFE sk 250 A8 Fr7t fls= A =i 2rEE 11
7t A9 Fotoll A F83F 7l2ass AZR Aol vz S3t & Abold]

tlo

of, A

o

273 4% AjuigelHe) 47 | 0)xe 329



1 Jencd)0| 1, 7120 Sotoll ] FAL o3} & FEI] . L
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Ao WA 7 Hg%mw M2 9F 6, olojEe U
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AolA= 194850] o] Bt AAl0]
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2 QlEgelst A EHch olYf 17} B3] 54 9 AL oy 2
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23, Peter Gena and Jonathan Brent eds, A John Cage Reader, New York: Peters, 1982, pp, 169-70,

24 Stephen Montague, “John Cage at Seventy: An Interview,” American Music, Summer 1985, p. 213
Douglas Kahn, Noise, Waler, Meal: A Hisiory of Sound in the Arts, p, 167014 XIQIR 7t Jnpata
o] HA| 45t QS| AROIMT} OlLEH EOIA OFFUIA S Ji=E] AlHIFO0| Hare ur
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710 M XHRHE,

o

of &

go

TEI AR Adfulao)a o] 9] | 0)212 331



Ae 2 ZBEE SHRE Aol9th
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t}, 24 B E(Geome Bred), & FHAI(Al Hansen), & ]3] 2~(Dick Higgins),
B 71329 (Alan Kaprow), 2F 2] %9(La Monte Young) 501 7L, %

N

26, BYMAL 7] M 7EX] A7IE TREC, 24 F71 B2 MAProlo-Fluxus, 1961-1964)7F UCH, 0]

7= Rt 0R0M MEoR dals S2MA HAEIY, O[HIES HEHAS 52 YK
ME7H 0| BO} 641 0|SRE] 70E7IKQ] ERCRE BAXOl OF #59 YEo=

olM20| MEE=0 o|nf SHATEFWKNZIT E2le SEF2A ZE9| HOi7t E\:ap:#

bkl 313 Mal7|E 22 K8 0189 HE2 O35 o

e NS Sa oiRE0| BES0] QI 01F 34U &Y

Aol rgdcs BUTH BE 01F0E Ll EZMA ZTIS0 sl EHMAE TE

e Zrio| nl&AE0 XIthEt FEE 7KDL AT

e
=
3._*

Lru

CIEZ0IEMN Al AHTKSiverman) &

HAQ| BEL 4FO0IE nm-%u

m\u

t

1]

&“ﬁlgr,oorlrzmlu
i

r
i—_l

of, &g, 1P A5 AorigolA e 47 | olAE 333

o



= &’» - Ny §

S 10, HIX{2] BEJ(Beniamin Patierson) (0|22} Paper Music) 1962

B 1, XX BEGeorge
Brecht) (&2|7| 2} Drip Music) 1962

SF 13, HLE (HIOISRIS /8t BILt One for Vioin) 1962
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L RE % 93 (Yoko Ono)e}t FAl 19 EHO|Y W FoAE o]
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27 Marin Jay, “Scopic Regimes of Modemity,” Vision and Visualty, New York: DIA Art Foundation, 1988, p. 4,
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Abstract

Music, Noise, and Silence : Sound in Modern Art

Rhee, Ji-eun

This papet chatts the short histoty of sound as part of the 20th—century modetn
att. In particular, it seeks to explote ways in which sound functions in the realms of
visual att. From abstract paintings in the early 20th centuty to the 2007 art biennale
in Venice and Muenstet, sound has taken a small yet distinctively important part in
the development of modern att. The putity of painting in abstraction that painters
pursued in the eatly 20th centuty was compared to the non—descriptive quality of
music. Time and movement in varying thythms and speeds also crossed over into the
visual tealm as the artists discovered new possibilities in film as ‘motion picture” In
an effort to depart from the old tradition of representation and narrative arts, many
artists thus adopted music as their ideal model, expetimenting with its forms as a
means of broadening our visual expetience.

Futurists wete those who blatantly extolled machines and their noise. They
exploted symthesthetic functions of sound and the visual by employing words and
sound in theit paintings and sound poems. Dadaist also fused the visual with the aural
in theit performances duting the Fitst World War. Marcel Duchamp experimented
with sound in his <Music Etratum> and <With Hidden Noise>. Noise was
evetywhete in the art world, signaling the end of the dominance of the visual in art.

In the mid—20th century, we come across John Cage who once again brought the
noise into out attention. His famous <4'33"> inspited many artists working in the
visual tealm. Those who wete active in Fluxus and petformance art admitted to no
small extent their debts to Cage. Including George Brecht, Benjamin Patterson, Paik
Nam June. these artists made artwotks out of the sound of everyday life.

In recent yeats, we frequently encounter sound as an inseparable component
of visual expetience in art museums and galleries. Janet Cardiff and Susan Philipsz
can be found among new artists who putsue so—called ‘Sound Art” In an attempt
to challenge, if not do away with, the hegemony of vision in the expetience of
‘spectators,” these artists try to immerse their perceptual fields with whispering voices
and music. By discrediting the visual at the heart of visual att, they decopstruct the
ocularcenttism and seeks for the incorporated sensoty expetience in att.
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