23 244 Aol
H U HA)/mEHA

oA

BA 3t

| M2

o]&7t2A H SUE(Ann Hamilon, 1956- ) <] We]7] IE 7telch,
AP g2 2, 2 AR @ BAl= 28a 759 o] 141E FA
5, 193 7S] QIzbE 22 Ao}, 483 e A% 5 dAd o
Huflo|=eh thiE e BAlSe] of2-21A ghaoidis A= A w12 dA
o] FE. By A7te] Aol A fiRg Alo] s
27F Zp4do] HH HED performen)] HTE b A2 2719 F AE]
AR, YA A9 2E dRRE e A7) 183 EeujEe] 44 &
AT A4S Tot A7 IR 2 T o710 HAlelAE A HolA]
A A RS T VIeAEH 2459 AR Z2HE met o
8 Bl Al B7H] it olF sidEe dAAvteka 7)ol
FolA HELG Q471 YR AL, RS 7R v|ho] 27te} 3t
7)ells mpllo] v+ 735,
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U A2 HRodledt 2248 AFRoH, AR EE0l8, B3k
3l vt 2.8} AT & ARl 7kA] EEGES QR o] A a4
gt opuje} 11 Q) AZoll= Aot WA, E4o] FHE o] Tkt Aae A
3tk oA BHUE o]F nj&o] AFE tiwsk:s A =
E19] 2pgjo]l gt v H7HEY] 382 FAsHA 14 YIA] mE, Ty
8] EqctEH sdE o] 2ol tigt H7h= ofold
1} o)of] yhetH EAE W UE ol&o] ek Ak
3L Qlch

ufjH[e] EAofl 7[utste] uje A2 £44S FHSHH HHUEY =1
otz F29] ofsfiets EAERTUZ] 7|3] ol E7Fs¢ 4o R Eo
G AL olA o o) FET Wk Aol ofytt, nj&A BRI} Q1AIBh=
o)z} SUE o] Y& FHEH= vith, E3F B UE9 Al 24Tl of
3 57t 22, J7Z 5 e A4S BolEole A IA| ZAERGYE T
o] Fa3t REo|x Fiud Y EAolt}, EAl= o] ZAERHZR]
ao% E3iar sUEQ 2ol dfgt vlgo] 27te] ZHS HAA ol
HZoln 2Uatn nyPH HP R, Yo 3 (nostalgia) 2 AEA|A,
Aol FuAl Al vjdsty E44E 2Yshe FHE AFATE
Aolct?

BEYE9] 2YF9(ranscendentalism) FHo| Eaoht= AY7)E o)H
Az A U 22 BEYF] AIZFAF7E ZAERTY ul&o

1. & =R0M =25ks 2EUS2 MPXt MAUE 01F 0|2 R8BS S0 o FHHTFE 0|2
oz 255 H|H7| SHE J2IHI(Clement Greenberg)?t FEGHS RELIS(CHEX ME AEdHE
Modernism)0i| 3Tt 1970ACH 0|F 2 S26t a2t 19| BHLIAE F|8KModerninst Painting)
0|20 thet Sa2 Hh21} vhdole 2+6tn 2319 2HUES ZAERHLIEFO| k= 7|82
2 A= A2 19 0j20] 2h= FEHof 718kst Zio] otz 22 REHUSES| AlZ4EelFeet 0]
20| RX[SHE HA QRI7t RAEQCLIES HRESE HY¥ste ol Rl HEYS Hel &k

2. Joan Simons, Ann Hamilton. New York: Harry N, Abrams, INC,, Publishers, 20020 A %= sH{A{0) 22X o
2 David Hickey, In the Shelter of the Word: Ann Hamilton's tropas’, Ann Hamilton, tropos. New York: Dia
Center for the Arts, 1993, pp. 123-13601lAMs A EZ0l9} "u3| 22" BQ7|E. Sarah J, Rogers, "Ann
Hamilton: details’ The Body and the Object: An Hamilton 1984—1996. Columbus, Ohio: Wexner Center for the
Arts, 1996, p. 90fAfE LOHFOILE L AEIX|O{ SHE st QUCt 0[2of= SIZE0| EoITH (Quiet In
Land) Z2HE SHO|X|Lt Of SHUE P Xt2E0| U A7t Fal&el 442 XIAGH,
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A ofE7] ol Se WRHI A, EIF 05 AEL dishe U
of HlEst oA mHUZS] TRoRE WANS 2] Sof ds) 2
28 4 9l FN|RE IS AFIch 58] REYAE 33} o] Eoj 1]3o]
2 v, g2 7o) ofslle] 7| 23hs SUle) HHFo] B3] Tl o 23t

z

m

I

L ol 7120 mEUET EAETEUS &0 ofgH tyoR
L A9 4 g Sio] AT v Aol the BRAt) S84,
2 ThAZ Tlublimet}t 2YF0)E Wk HEolch BUAL Aol
%2 0|2 SURe] AA/HEVANE BEYAE 33jot FAT 22
A o] 7K5371? RHUAE Sj5te] 7H4ko] AZeOR ojRojx: @

A8 (presentness)°fl TAZE & @bsorption)o] 2 SR &] 2Hdof] LEfLt=
ohefst A2 A= 238 EYS Welishs 2 (awakening) © 2 2183}
A B AL obd7l? 2 =72 UE Y dEH AASS BARe =N
BHYZ o|F n|ed] 3E7 € 2 7R EE—7, E34, AIRM, o,
TR —of ti3) AT, 27ke] AX|/HEHATL AASH 2] A
HFAlof) sl =3t Fte.

I SHEES| 2Bx|/dx|/mEHA

1. 228X

SUE 2 27] 2Ho] Yehts @ HAELS BE QI7te] AIFE vhgo g A
ATt (Z9HA] $]2]3KSuitably Positioned))(1984)& O]4:A| WS &&3] u}
of TH= u}x) HAO|THET 1), (YDA YA1TH- ofizof U sk A
7oA Ao g gy, 2 9 § 7&Y ZREY HY A (Franklin
Fumnace)2h= tiQEERto A 9] HEHAO AMBE QT 1EEXE AYAIF)
£ 97A 254 olFAVIES B AES S A2 = EY B
o 94 d1 Y= HEHW T2 ARt AA2 ZPFY Hya
oA UEL HrhE 2 §lo] & Az 7HF A et A7 & e

AT 2L oRAES 28R BHE SR, oI F8T 27he

EU3} ZHd Aol | o)A 225



ZEh o SHYUE, (YUAH XIS (suitably
positioned)), 1984, T{ZHA AFXl Franklin Furnace,
New York,

ApAlo] “EIH= 9R0) AR 27} Eloiekeka ke
22 3, 7782 E9{d(Twining) Hei2jofA] ARQ] (A=A[A] o83 914
Y7 (the Lids of Unknown Positions))~=- 3 A& 0] “dz|/E}&= (installation/
tableau)’2h3L W3 A|g] 29| A|ZFolthEwt 2). 34=8&10] 1 Q YEo)
AMgBHE TR 8 UhRejalel] ghe AfRte] A3 ANt o)yl WAL §
o THE 7 ol Sof gk 7 GO R 9l IR RHE Akl ghot 9]
€ 9B Aol 5& 7IHa 23 HEE BAfgu] Sof a2 o 2
7te] drgell o5t ol= F 7HA| WSS 7HEFle i o1 4 6l
L 2140 Aol R, ThE Sk 241 2o) 1 o= A2l A]Au 7 5o]ct 4 of
= EZF (53] (Detour)) (1984)] 5735h= HEW7F 2183 w2 ) vid<
Lol dj= AE7|71 Gl sleAlo|y (719 Ato]9] F7Hthe Space Between
Memory)) (1985, &= 3)0f| A F = 21571 A 2] 73] wigs 92t #
Zo]o] A4S T3l RO WSHE AN E FEHOR ehti u}
o,
ol AlAe] apeke- U O (F—2HA| Al Z(Body—Object series)) Th=

3. Joan Simons, Ann Hamitton, p. 34.
4, Ibid,, p. 39,
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(2l T 2-2(9). o SHUE, (YqXIX]
9 EF—”o(the lids of unknown positions)),

QESIRA ™Al ALZIl, School of Art

and Architecture, Yale University, New Haven
Connecticut, Fall 1984,

CHE3 O SHHUE, (7] Ato]2] EZHthe space between memory) XAJJ QE5}t

of Art and Architecture, Yale University, New Haven, Connecticut, Fall 1984

SF2A FA| AFEL School
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SR 41 N U, (2-08
H| Al2|=(body object series))
ZF0M 1—chair, 1984/1991,
2—-stool, 1984/1991, 3~shoe,
1984/1991, 4—cloth, 1985/1991,

S 4-2 M SiYUE, (Z-28
M| Al2|=(body object series))
0| M 9—stoveplate, 1984/1993,
10-basket, 1984,/1993, 11—boot,
1984/1993, 12—door, 1984/1993,
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A AR TFH 2 e 4-1, 4-2). TF A7) 4
A/HEHL = ST REASE AL F-2BAP Az o7t
U A, A, 227] o] AlAeh Wit dE Aleee A Aadt
A 2910l fAAHCEN GE ARSI F-AREY] FERAIE A3
AR}, Zo] Qlojok & AR E tialshs F2u d2olA FHolu2 At
3 2FAFHQ Wifo] F= ZA|(displacement) o] BT} A AAE T
ol WA R EASN dFIRES FA7t A=E FaTt ol AR
I TRIZIAR shte) E7)A AAE B olth IZk2 71 Ak
I 55 A7 EY YE 2 ohF ofd HE 0] "ot siuEA S
FE A 2702 (Blaine Scarry)of| 2{5Hd "Ik} F23Y e 2B A|<
zot @ BAo] o7t 7k AHE FAE EA/T Tko] R BAIE T
B3 2BA7L AZHE BEE a8 vErte] FEHd= IHE 3
42+ St

2. INHIS-32, B2, 52

YRS 2o wiAIS Azt olole) AZhe e Fel T ARl
Life) (1988, = 5) Wlofo] A= v&TA 71T 71 HA Home
Show)"] Qgho 2 Alzte|gly], ol & We| A7hgo] [Tkl
8t /Sl A XA ke ZRAEgr Suhe 3
Ape) AN Wekth U R} QY o S I SAYEA YR
A2 A9t B YAk Akt go) olrka Yeixl

£3] 5.37] A8 271X 20l B} Qe o2 ST ofo] T3
of A7he o SES WA A1d 27] ABA WAVick's Vapo—Rub)
£ 7Ks718 AT oF WAleh SRUTA0| A4 e Avle} A
A AHY 7192 AZIAPIT, F|ohe 4ol ojnjS ARt At

olF X WAE Tl YA ALS d71A] g2 AR R vty ¥

5. Elaine Scarry, The Body in Pain: The Making and Unmaking of the World, New York: Oxford University
Press, 1985, p, 310,
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22| E3F sUE ] Yol FR3F @20t} AP EA ARG v
o mEA0) LS BEo|T AHo) ASH LA} e Lt e
729 A HE e FHASY TaE, A7 50) 2 A9 d 5]
g AMETE (BB lAE BiAlY eHzt Fledi BX=ES] <}
=929 Y57 0EA HAos ANEUAY, A0As A2 HEE
ofejofl M=o} 28)7t "M 23] S2A WStk $249] At A=
T} HEo], IS 227 U UaRE et e 712 AR A |t o
o 22jeh WA= thEs] AlZH] S92 Wlishs 8ol

IFou AF A Q47 BAJEE AL AR ot ¥ ¢k
dloll= FFelo] Algre 2 ARgshE L HlolEa} A7t 223 HolE
Aoll= mlg] AlEFste] o 288 A= oA avjet 2l F 247 i
of FH& 3] dYol o= FHof A=A Aot 21 80072 o A=
7t ok A5 YRt A2 AR 3 Eo] v EEolgte BE
shxo] A A3tk T A9 ABAE B E8lE ME2ET ol
A7le AR AEE o, g 7] 59 BHEEE 7R A2H
2l ojAjo 2 FHuEQiTt,

AMEE @ BA[9] A2 WAt DA 755 7 oo 1AIE FHo] A
2% AP} 7Y (Privation and Excesses))(1989)2 & AO|THED 6). 9.3X
0750]512) W BUE NS We AL FALe R BAHL B Hjo]
o}, AA| v]8 8 2 dijFio] FHS uiee] 7k Hl AMEH U o™
549 shiceints B2 7 sddolA E2 229 A/t EA4S
HPAA ZE EEE tEollie daed Srjola &84S di8s
+ jAlolth s B TR AlojAlo|= AmEe| Bl 37+ v FHET
2] 20 JA ste IS ek T4 vt 2 Holle $2oll = &
7F gotut £2 E3L QUnk FHA] AIRE Eet 2ol AFste dE& 9 ot
Al viERT, Hhgol = FA 9 vtk o] = Al of2T|A] ¢
3 AL old WAlUE TEE9 4olth 1Al 11 Alojo jF ARgo] go}

d

o
Y
i)
N

6. Joan Simons, Ann Hamilton, p. 87,
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S 5, o SR, (FE(still
lite)), Home Show—10 Artists’
Installation in 10 Santa Barbara
Homes, —Santa Barbara
Contemporary Arts Forum, Santa
Barbara, California, September
10—October 9, 1988.

g6, o SHEE, (At ot

(privation and excesses)), Capp

Street Prosect, San Francisco, = —
March 10-April 22, 1989, ' r——
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Act. T2l & AL FEU E2 7FST B2 of] &5 93 e AR
2 AT FE, S AA AEAAE vtk s T2 £/ o)),
A = A7HIA A28 HEeIlT AE22AY vEdETe A
317} H R A AdAnE] Z2AEYH (&4 Malediction)) (1992, =
)ollA o= A glolE Aol Fel Fa]d &7 % WS Eof ¢
oﬂ =1 oA S W F gl w9 AN By ol F9tT, vh=
TFE 7HIA U AR B AMEY Folt}, 715 AgFhe)4]
of BlaE|o] T2l ofn| 2 A E7| = Sh= o] HEHAA 9| At
= AR A Tohe 2|AE ] E(H)S §3 Feolzhs 293 A}
ofjz}l ojlx}=tolal= AlH|9] EA(index) 0.2 B3} o] LpeldTh QlulA
= I AAZ A2 FAJo|&}F BAo] Aot YRS B3 5] 7o
gt W2o] SA|S] PE(presence)S AP QA= Ho = 713 B3}
H RA/55Y Ao
St AR E FAEDE B3l o AL ol& A )= o

CH 7, of BHLUE, (M(malediction)), Louver Gallery, New York, December 7, 1991—-January 4, 1992,



co 8 off SHUE (3| Z(aleph)), List Visual Arts Center, MIT, Cambridge, Massachusetts, October
9—November 22, 1992,

Ao nleaE] A% wystE viaE 4 ok, Lot 2B e e
o Mol mEw o) 232 n|$AE] f50l B Aol ks vl
A JA o= ol BT BT ARE AFoH0] (S| B

"

4% RS Jrh (B2 FEHS A] " 2HA19] 2l (Song

of Myself) 2} N} 2o 29 v gi5hd|( Sing the Body Electric) = 353}
=

L =aeg SURITh 298 978 SAR 9L HENE FI ol B
FASE B NES YT P WIS Boel) FAFOR oFEE o

i)

ot} 7hto] t7ht Hzm o] S SRlstarsof v = A 48] 2] L4lo]

7. Chris Bruce, Revery of Labor’, Ann Hamilton Sdo Paulo/Seattle: a document of two installations by Ann
Hamilton, exh_ cat, Seattle:Henry Art Gallery, University of Washington, 1992, p, 34

8 Sarah J. Rogers, “Ann Hamilton: details’, The Body and the Object: An Hamilton 19841996, Columbus,
Ohio: Wexner Center for the Arts, 1996, p. 30,

SR 21 Afo] | o]R]Z 233



SHoo M OSHEE, (Y=
(aleph[detail 1])), List Visual
Arts Center, MIT, Cambridge,
Massachusetts, October
9-November 22, 1992,

EZm7} ofet Hofl A A9AYS oA Hot. 7lAE =
AlZbe A

oJAY Al HEE FFJA F8I FEolt Z2 3 (=
(Aleph)) (=3 8)2] ZA|FZHI MIT FHH9 2| AE(Lis) 22 7]E2] 713 9]
off Ui F2E525 AXFHaL I o] 122x224A1Ejn| 8| 2719 Hukg AT,

THAS2 I =2 2 WA= gof 2829 FA YL 45 2
e E vieisiA "ot 2o R Q) 427t &= A Hiv "ok
9] & Fol AR 22 v e EUFAE g4 TS AU S &
A e Yol ER2YHIL, E50] FRAH e 230 L=de 384
ol S32. dHElE = slEof Juhl A SAt9] otk 2fn|7} of
d F712A19) 48 g, v oo 5% o & 7SS a2 Al
2 E EskE ettt A Ao AFelME G RS Alefet
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oAoje] Hzbe Zre o= Y,

3. AlZH
U S AE AR 2B TER SRS Aol 44
A 87 Zolth, (LI (2 o)l B2E HFE Yy 7g0] 5
R T I

ji:9 ‘“
rH
o

7K5 e A HAH FREABCIA vlo| 2R UES whET A
olt}, L W S A Y T T 7o} Axze]
2 AYoheS got Sezrh, Zlze] M2 Ao PEol £
Slspopulzt h2 2 e A 7o ik, EO 9% Bl A4 glof Ao
259 FUS AYA FHF $22 WL HUL S Ao o
A7 YRR 63 $9 7keu $aRA WAY AL/fels
F A 0]°ﬂ Skt
Aee E5 AR1 W 2ot veEE Aolt) o]F EA2E We

T

N

2,

r]o 40 Hr I
e
r g
12

2 i
30 flo
__r; i

2
o
o

S 10, o SHZUE (QlCcim E2(indigo blue)y, places with a past—New Site—Spesific Art at Charleston's
Spoleto Festival, Charleston, South Carolina, May 24—August 4, 1991,
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AeS Hot g Z RolA stajs A & v Qivk tut M= ad
=9 237} ALo) HA= A T Eo] HolA 5= Ao] ofz)
Azolehe WAl —f2le] S 24 I8 43 A9 WIS =o'
o} 720] AR xﬂ‘@l(represenranon)oﬂ Y, o5 A|Aste f2l9
F4e HojFe 22 AdEe diidoel 71 A 4G 29 =D WAE
Eyi= Aol

It EF(ndigo Blue))(1991)0]l4] Holi= 47183 HO| AP EL- AT

& ’\‘J°4 o] 2pEo] YYo] £02 FHol ot &8 AoltH=d 10). A

A Zp4Ql b3t Y ZAE (Chadeston) 9] AFHAIE 7]gls A Z2AE )
Ygto ll}% Qb £ AAF7HE 9 guiE Bt g4
on, du} A7 = 452} TR 2o|d ot FaojA d
ojd dFol F= EF Zd, =FA AFolzhs 94 olQo= AF A
&5& H%«l F4:91 45834 7HPinckney Street)of 71013t} WA 2=

AL 1847 BARo] Azsld A2 YelA 2714 WA (Fliza Lucas
Pinckney 4] HIESIgIE), BLE 140 Qe BRSHE QRS AT
£ B4 uj3o] H& Sole Aol

sfuele] 228 Yo GYREL nE FREoR AT THEY HY
o[t AUFEHO 2 ) B4 B ABoIT. AAR 2AYE uphE, v}
o2 5 o] BH} 35 AYBEL Tt ofmofelr e shite) 914
AS Hshe L4 ot old AABES Hop Lol UL wehy A
AS HEY 2HAYT SAT AAoIYT}, FA BETAES AN
Atet LT U ofSojEat Hare] £ HEol Aciet Hojo] B
#A0] AL WA T o] Wt AR A= YA} walk,

b QT FIAHNN A BAS 7l WS Zeby TUc
Ao] el A olx] Az Aoz TAolE ko] AE sHd FLAT,
B ob =l shs FhAlolA Wel & Rolth, BWE x| gudt 2

7N Bl Ae 28 710 M3 T & o EX SAE EAEE = B

9, Joan Simons, Ann Hamilton, p. 89,
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Aglo] A4elm %er A7l Lol SEEEN A Helol 5
o o] BejH o dith HUtle] ofshel oA ALH L B AL}
of GAIE Th BhEE WA O R Y|4 BAlE BAES Bo| AER oA
S} ZRglolck 10 uRE sl W9)o] Aaks AEE 2BA 9] koIt 27}
L Abdolt Ak AMle) YR A4S St ohet B B8 ARO
2 AYEE Aol FEHAL o) AW wEA)
BMAE BO2 72l Zolirt

A4S 215 259) A A ofof itk A7k
of7lefl A2 0 52HE L L AF 07)S

ol 9t ot W vk 218 e Ao} Sof
ShA] AR A0 Fo| Wolsta Aeha A 4}
49| FH 71K ARG e Fo| REUA AT
7HEA T o] £opt U AT BYASL v
Got ] e} iete] o] o2z HojA 4
22 goz 9A ot ol moAELt Ao}
2SR T L L oL o] e ATE
Aotk

ol

4, doj-2nt 2

Aololl gt AL FAL LI HAE FZ
A FAl o]FALE (&9 53 (The Capacity of
Absorption))(1988)014] o]l B-S Lo Au(zyr =P U IS (=

19| s8(the capacity

]1)0]1,]— <_x_(ngmgS)>(199() H]];]_Q_oﬂ}\-] CQ ._._o-" L= l:l of absorption)), room

one of three, and
o] Y= 2 (e ut 12), (&) 9] 4x521%]2] 1]—10}5‘]' detail(video), Temporary

Contemporary, Museum

EI/]EIOH EO]T‘:‘ :F—ETE iHT—]ﬂ 0‘:](511“_}- 13)1_: E‘Aé?i of Contemporary Art,
5 Los Angeles, December
019 £5-2 A8 LA AA7IWA A AZ B2 13 g0a revrn 26

Zog vhgfgto 24 WL ajhdlich ojoj= QHAo] 198

10, Joan Simons, Ann Hamilton, pp, 105—7. Chris Bruce, ‘Revery of Labor" Ann Hamilton Sao Paulo/Seattle: a
document of two installations by Ann Hamilton, p, 25 &2,
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Sg 12, o SHHE,
(&(linings[detail,
video])), Awards in
the Visual Arts 9,
Southeastern Center

tor Contemporary
Art(opened at New
Orleans Museum of
Art), Louisiana, May
5—July 1, 1990.
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2|2 Aol ofs] AL A= ouE AT A

ot 4d

2
(AR

o

T %—1}010101] o 342 2ot 7R3l Al
EP oA B3d A AR 2= 9
E R I A(Tropos)) (1993, =3 14-1)0]| 4] Q== €]
AAE PHZ olojWt. Tropos = 1A o]
o19] ‘tropism(Z/d) ¢] ofo] Hrt. o gt
YU ApARfe] FL A5 tlokDi) oFEAIH
4 ke W7y 98 291 ME M Add 99l
cﬂama— A7) e BRAASe] Wo| Fh
02 717|131 A Ach 3|8y dlo] £Lolx]= gg
AAR, T o] AL AXA AHo s mAe =
ol o] gt Gl Alhe AR S B2

£ ol AR, 19 5 F2 metuet wof
22 3 27] A7| A e WAjolh uhx A

Sjo} & 20| B 5 E, WEAL AFR Y &

N\
e
a o5

>
A~

m
fja

f

o

ool o
o°1‘

l‘_.u

O

)
2

floi)

4o,
R
$o,
rr

Azt Z7to] HHAE HolEE olftH, F2
AR Bom et A Sht Y S wes
of S|l mAL AAe] e RFE Azt 2
of 9ick, VA S el WS AuiAo
= d5A A7 Lululisithe Alphabetization of the
Popular Mind);2] 7-80] B-28HA S22, o] &
2 1992139] (L) 9| A2l S FUE 2
B9f off=Afolct, “@2 Yupdlivto] ‘UofL} ToE
A2 L 7K Tojs T3] (ZAR) HA7] A
o= Holz] 7] fZoltt. AAHprehistory) = 5
L7 APAE T 1 2= gAY B 2

30,



Co 13, o 2E, (Y| =(aleph[detail2])), List Visual Arts Center, MIT, Cambridge,
Massachusetts, October 9—November 22, 1992,

I 141, O SHUE, (ERX Altropos)), Dia Center for the Arts, New York, October 7, 1993~June
19, 1994,
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EOb 14-2, o SHUE (ERZA
(tropos[detail])), Dia Center for
the Arts, New York, October 7,
1993-June 19, 1994,

7139 99 GA Z3ct AAlA 2 4= UE Aol 71 Ed =
22 H7FAEQ] 2T M ek o] Wokk Ado(anguage)9t 24
(voice)®] TH L (U Y Z) o} (ER XA O] ZFH K|}

HAES Yadie /\P%“’ AojFof el A Uule & BF(Tom Curlew)

ot teA e, Fdoln go] Yeirte & 4 & A Y82 BRYs
3 i —ﬂr°¢6}71 FET HolFe Ho] ERFRo| RAolu Ao 9
3 &4Eo] o= FAth dolE AR o, I EA% ofm|et 52 A=
AZA7|A Zshs Rolet, weta] dojFol 29 v 52 Aof
H A5 27 A2 A Zeha JEe dolu #Age o8 W3st
I gt} ARFo g gio] Hedhs 2 BT, 4 74, 4 2o %
o R7p guuby Bsly| YE BEHT A2 YA AL 2L 91

]
o,
F%
4z
EN

sict,

E2}2lo]o] tFt P E ofwFrL, UL W] Be] ABo|ut 2}
Ao] ABo] 3 A2 e A :
T AR WS she Bt B
o} A0) ABE B, BAE] th3) /AL FEL T W] gl

11, Ivan lllich and Barry Sanders, ABC: The Alphabetization of the Popular Mind, New York: Vintage Books,
1989, p. 7. Joan Simons, Ann Hamilton, pp,140—144 0Of| A {21,

=
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& Zolet eafshe 2 =7] gigtol et AEe] vl WF FEY AF
e A3 EAE EAS B3 Wotm At FAo] £2FA7|1L, ojulg
stase, Me] B2l AAS WYsi] E k2 B2H AAE UJ_h 2
014 iam“hﬂ T °l 7&7}%4 ﬁu B0l ASTHY, A2 e ot
gEa 2z d T Aot B 2o Be)A AA =g
ﬁtn}.

I, 22X E@in 2Hy Ao

(ERT2Y(EH 14-2)0] HED] S| oA E 2H4l0] 2Hehe Solrh
ALt e HlEIshe BeRlolA] Rukgo R gy dEee] AEolA
ARFE WISHe AHEY B, A3 247} BX) gt 08AL 5, Algw
S5OA B YRE AT Bojet, o5 4P 72 Foj YR, T
o E2E YR Aolth, 2 FAo|AL BEAel Fhos T4H Y
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Abstract
Between Absorption and Awakening: The Installation/Performance
works of Ann Hamilton

Rhee, Ji-eun

This paper studies Ann Hamilton’s performance/installation works, which employ various
ready-made and found objects and humans engaged in seemingly mundane activities. In
straddling between performance and installation, her works tend to blur the boundary
drawn between the two distinct artistic practices. Hamilton’s creative efforts can be also
considered as a critique of what can be seen as the dominance of sight in visual art
by allowing other senses such as smell, sound, and touch to participate in the making
and experience of her art. These qualities, the blurting of genre and non-ocularcentric
treatment of materials, can be called postmodern in the sense that they take issue with
Greenbergian Modernism, which has championed the visuality and the purity of separate
artistic practices on the basis of their own material conditions.

Ironically, however, the reception of Hamilton’s work reveals that viewers take her works
otherwise. With all the aural, tactile, and olfactory distractions that draw their attention, the
viewers of Hamiltons work tend to take a position that has been primarily understood as
that of the beholder of Modernist painting. Far from being “awakened” by the work into
the surroundings, the viewers are submerged into a state of absorption as their aesthetic
response. Many critics duly note the contemplative aspects of Hamiltors work, using the
terms such as ‘meditative’ ‘nostalgic’ ‘religious’ and even ‘sublime’, that have been the words
describing the traits of modernist painting,

Reading in parallel with the receptions of modernist painting articulated by Michael
Fried, this paper will argue the unique qualities of Hamiltons performance/installation that
challenge the binary opposition of modernist and postmodernist aesthetics.
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