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2k of'd(Andras Angyal)o] ofef] AbelE] Aede o itk @ee= aide] d
AR 2@S dor|ife] ool gdl Aof opuzl 11 Hiido] ofujsh= up
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Hi e et geole = olguiRbA]l Hol Jlet 5l AAle] AlA)
off 71t didel disl b= S 7 el Aol & 2, 3tE
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1 Sigmund Freud, “History of an Infantile Neurosis(1918), The Standard Edition of the Complete Psychological
Works of Sigmund Freud, ed, James Strachey (London: Hogarth Press, 1953-1974), vol, 17, pp, 3-123 &=,

2 Andrass Angyal, “Disgust and Related Aversions,” Journal of Abnormal and Social Psychology. 36 (1941),
pp. 393-412; Wiliam lan Miller, The Anatomy of Disgust (Cambridge: Harvard University Press, 1997), pp, 4-6 &7,
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HeZ ok S olot Wefan Mille)] o 2L W, Fo & Tl
E A0} 88 Aojslehs WHERAY] Z1goALt -2 phle] ofg Aol
gl T 71x] F3oly) o] B8 BT ofxo] fulo] TS ulelo 2 Fh=
Aoltt, Zejo} Ae|AEHHJulia Kristeva)7} 25| HASE “BEefent
UAUE"A19] 9] 4-8-50] Lol At Fos 37 ofolAIe)!

12 wfdo] Tt o]l SHeE A= ARAQl 9] A, uldo] 1]
=l sk Wk I AR gpAoln Exlofnt, HidS: TR HlaS
A 7 7R Uss o QU S vied] dEsielt ARRlA 5715 A
= =72 AREshE A il T AAHIE UEARSA Afoldd e Rl

7= Zfoltt. AA7E ARl Fdit ofE AEskels SRl 7]ukst
opdA] et A= H|=e] Wlolrt, IdH AR w2

| 7 7H S1e @A 7HAIAL Qe £ w22 20417] $HE Seflsof
ek WS cge 2] ol A, 1 vl s meE
) 9], X151 71AJ50] AL Hoh ol <o) UekS S 3
o F2 R e b el At o= Tt e,
Al 7 S| vhde] th mefs B teRolts T etk obya}
o] 2ol AL WaBoL} WEBE—E Lol o B Ahse)
2% (Carolee Schneemann)?] (0] = Eue)(Interior Scroll))(1975)LF 2
T] Al7}al(Judy Chicago)?] (&2 Z¥H(1971), o) WitlolEl(Ana Mendieta)

|

=

3 Julia Kristeva, Powers of Horror: An Essay on Abjection, Trans, Leon S, Roudiez (New York: Columbia
University Press, 1982), p. |, 0[ol| {510 Z20|EQ| 0|22 0|20| A|Msl= HIZE #27} Chs| 2 2RO
& Z2 20| OIS=l=H IRIE 20| olLEt BNz aH|=E HEEEC2M HUS uivtshst LEict
= Zo|ch A {7} 1 ciEX ofo|c}, Freud, “The Most Prevalent Form of Degradation in Erotic Life,” Collected
Papers, ed, Joan Riviere and J, Strachey, 1912, p, 213, Miler, p, 1130{|A{ X2l
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o GAPER973) F--& Hulse] Zueld o] Hwst ot
ATEE HEoE B R AR Hyoz bRyl Pt Zuol
91}, o} 27H5o Tk 4=0] ojA] . t=Folals e S Holet,

nEOlEol Cieh =2} piz2{c| 2 A2 Hid

st we 2= AE F 7P {8 Ao) od
gjot 27} 2o = FhxU(Piero Manzoni)2] (1|7}
o] E(Merde dartiste)y(1961)(&= Do|c} &= 7+
30g &2 “AlAstA AL, HgE]o] E’z_‘%% njg 7t
o] F& Ikl F4sk= 7 olefjzjo],
iz 2 O o), 0], Solz #71H ool ot 4
FE Frob At Yes el Ao ARl

o] Soj7t 907l SR o2 At 2HE2 ZIF 9| ok9EhE Aum e 7
Al Fgkell ghafj=ioict 5ol ARk o] 2HEE Aol & AY7) k=
22 3f 129 2591 ¥l HEof|(Ben Vautier)ollA] £ HAJOJA oA H3iict,

Ue BE 1571—01 Al A A 7 E A 2 S ke telE

QA T Aol Yol Fotow 3| AZooPtE ISt ES)e] Moked &

= AT SACIANE B Ee] TR AR RS Atttk AU v
1%

1 S Gk ol AlFolA|, Ect v 2 A ofe] A

2219) ol 7Hg'to] Yol 713 tFEAR] AHgo] iR o) ofr. 4
A7} 79012 vlerte] &, 1 ASISHERDET BSKaLE Bol

4 Jonathan Glancey, “Merde d'artiste: Not exactly what it says on the tin,” The Guardian, 20074 6% 132! =
22 FS AZX 61 A F0| 2= T $3520 OFf2] EC2 = £18070I4H Z4S Zolstp A Zhe JCk|
HI# EHO| ofRACt 300 Rt ACHH| Zofiofl L2 (0|&7te] £)2 $67,0000] E3ioL 27kl elZ2E &M
Hold= 71Zoldct SA| 232 22 g $37434Ct,

5 Freddy Battino and Luca Palazzoli, Piero Manzoni: Catalogue raisonné (Milan, 1991), p, 144,
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oz Rofdl ZAIE eIsh=t] At X-glo] Abxlol| ofstH 7245 <
o E o2 7%l Soldle Ao deflrt” AEe] gHogs Ui
o] 917] whitol] 2152 Feakr] (il 2
2EEE 2007, REEU9| 24> 5 SIS ot AE|le HdSm](Agostino
Bonalumi)7} 71 439 W8-Eo] ARl 30 T1gH0] Agole]etal ZE2sHA]
iﬂﬁ—% nﬁw
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artista))(Ie. 2)o)g} Wyske] gl ojSajol= 2

=2 IoZ 2kEL,
Ldlo] Fofl Aste] AolQlE ZZKScultura vivente)) — (0IE7Hel &Z(Fiato

d'Artista)), 1960

= AR Bl ARERRE E3ANE 3ol 271e] o]
£ @& ME7H] 9Sangua dartista))ol] thet Al=le Qlgloy 24 )
2 A9 dF-E F= Alolh.

19609 79 219, koA (He 4= Q= A deS 'Yl tie
Sol o3t =2 nj%o éEH](Consmnazione dell'arte dinamica del pubblico
divorare Tarte)) 2h= A2 HAE A Z7h= 42 AlRtoll A4 AlE&
ol AAJelgal HHASA ol tiiRlch #24d 24 wWEdA st

6 SEELO] OHA7t SRIISAIZ SEES MARICHE AMMRL OMHZ|Z} ZE7L0iA| W ZHES SolokEt
AZHCh= oloby|= (Ol&7te] £)0| EFAMS HIASZ ST} Christopher Turner, “Piero Manzoni,” Modern
Painters 21:4 (May 2009), p, 68 &=,

7 Glancey, 2t°| 2 &=,
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+ o] At = Ao Amow HAE Shdh XEmleAEo] A%
Holate ARHAARl &H|GILY, ofla=o] Feh-g ks Al Adubite]
A e e i i = I S
gtk olof Hato] A7) Aiolehs w412
Yoz AH|E= o= vk W xS
of AUAl sh= ofl=9] ARkt oAR} fARRE Wigto g ool S3HAfL)
£ R A= ey g Ay IRES BE A sl vis
7k} AIAIA FibEolu QlEAE fUFolR ?ﬂ%*é«l A= U= 1t
ZU9] A ofte] EAo] 3l LEA| F2 FAReb webrha|e] 4}
FOZA0| njg ZEo| tigh vlEe] Zh-& AlRth, 3HH, nierlrt Aeste]
APget 1 ol A dlsAtEo] E 4 ke =2 U}E%‘ e (Marcel
Duchamp)®] -f"8-E(nominalism)e $APZ|H, 21 v EAHs L=A]

AEARQ] S SlEA B,

£ 3 oHC| 9F, (s} 3|8HOxidation
Painting)y, 1978

Fa} 3] oA WHER) 0% oA uldrlE0] 24 AgE A%
t}, mlEA] oFEs o2 st QY] f1E(Andy Warhol)2 1970t 5 =
F 28], A1) FEEr] 71e] (4he 2]8HOxidation Paintings)) (e 3)
AR=E AR, oks T Sl ZEE o] @5 ol A
SR dEo 2 ghEoftl Jsteltt, (e} deh= AW (2% S]9KPiss
Painting)e} 1 Ee)=t] 1 AR tisfiae ofde] siddr) lmes
S (Unmuzzled Ox); 22 QUEI 7IAbolA] Q1E-2 24Q1e] WAl=ro] Hs|==
ZAR)el WARE A Ho g T RekE vHEIrk TRl 3 &
7l =3ol|= ‘Andy Warhol: Piss Painting, urine on canvas, 46x80, c, 1961°0]
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2har FgAEle] Qlek, 219 AjE 5 =Y FEE(Ronnie Cutrone)= &
o] ZHilofA| 6ol 62 Ate] ARRE At ZAjO] WA =5TS Kol &
o] Qirkal SV}, e o5 W Alol2rt Ah2 AEFEE, i
EE &2 0 AVl =i g Gist F3hE vhs 59 AR Al

e A FEE, 22AL Zo] eEFIE el 283 At
9] i%x} B1E] $]3(Victor Hugo)] &<l Ak} 35 A2 &
T A=Y AR 59 ARl wol vl AXEES] FF7HA] whe
A=A, 2e] S eFFTIRld, ol $E AR4ilo] aughe|E bl
2 {EYE FAARETY 3 A E5(Jackson Pollock)®] =21 7]
ol gt s2jc]ict, f1&o] diEA7 I W Zebd R [Bob Colacello)=
Zo| ojgelo} 5 Tlof|2 uh& R g} 2|u(Pier Paclo Pasolini)9] 19681 %
3} (Hl2aPHTeorema)yollx] g+ 77k ZF419] 2hEe] @5 = AW
B A AL 250 giEoict ko wicka deitt’ E50] ofgk ¢
o] 72 ofe] ARIES Y& Bl AL v ok EES S50 &
2k A AEARL ) FEPE ofdel £ ZEH(Ruth Kligman)2] 2
of W2H, §&2 & Fdut 50 uREe] QUL o5 AYEe|7A]
TS 74 AEITh e A (fame) o] AFERLE R ol =
2 O] 2Ee AES JA SEEA E ope SEe-E uie Alola
H(James Deanye F/dAIZ = WA ofn]]|9] sloj2o|z}, 19} ulAEA ]

20l 252 PoIsH: N celebriy) 0 2 ZHIRIRLS Holet!
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8 Andy Warhol Catalogue Raisonné vol, 1, ed, Georg Frei (London: Paidon Press, 2002), p. 469 &=,
Unmuzzled Ox 42 (1976), p. 442| =B xi. Unmuzzled Ox= Al, 0, 22, &X| S9| ECtst ojopr|E CiEH
IS ERISICH AHIZ (M3} 2[3h 02| (2F &[3h 7t UKUEAI0| oiol= HAISO| of7d0| ofRIc
Rosalind Krauss'= OF2Z4 = ZI51K| 22 H] ZHA 0| AT} LIS 1961 & (RF 33D S THOZ AL25HH 61
A Hztads IOt Rosalind Krauss, The Opticcal Unconscious (Cambridge: The MIT Press, 1993), p. 275 &t
gy

9 Bob Colacello, Holly Terror (New York: Harper Colins, 1990), pp, 339-343 &=,

10 Victor Bockris, The Life and Dearth of Andy Warhol (New York: Bantam Books, 1989), pp, 102-118 &=,

11 ZZ3 MA Ezof o= Rosalind Krauss, The Opticcal Unconscious (Cambridge: The MIT Press,

1993), p. 2750{A] HZ=IQUCt.
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o] 2gkE glglel= (0% 32h 9| dizir ool E/dSAAelaL 7HE
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ol FEPARE7} Hoh= viE Eafdtt I 108 251 A SR

Aol AAEH "Eds(Toilet) o]t Alo] Mg T35 SolA HAYS &

o (o
4o
5
>
=
2
T O
z

i

&

oX i

SAeE, I AAPE "L FAdel iR A flelat SAdelA ZdRelAd
A 58S B71E A AE 2Pk 9Ee E2at0) 0F) B
Z]

2 oz oo, T FATRTF] FAle] ik $H-2 B3

12 Steven Naifeh and Gregory White Smith, Jackson Pollock: An American Saga (New York: Clarkson
Potter, 1989), p, 541 &z, Jonathan Weinberg, “Urination and lts Discontents,” Gay and Lesbian Studies in Art
History, ed. Whitney Davis (New York: The Haworth Press, 1994), p, 231 &z Weinberge £229| AEZMSO2
CHA 210t ARSEIRAE No, 10| 20{0| 20{Z 2HS Jl27 = 2S ATIAF 7| $ict E12 No, 2'= CHA
olet,

13 ‘Abstract Expressionist Ego'= O|&AFSA} Caroline A, Jones@| 012, 1= Z AH0|X|, 2tME{ 1S 2IAlsH
LHO| OE7ISS FAEHFI| 0FEX0| 1 SHAAOl FA|of CHaloh= 22 CHRHY FA|S CHAHSICHY Bf
L}, Caroline A, Jones, “Finishing School: John Cage and the Abstract Expressionist Ego.” Critical Inquiry vol, 19,
Summer 1993, pp, 628-665 &Z.

14 Colacello, Z2 &, pp. 341-342,

15 Freud, “Civiization and Its Discontents,” 22| ZH vol, 21, pp, 59-145 &Hx,
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RS 23lo] ol E9l A B K=Y (RAlUntted) - =i 4]

(Purple Squirt)y, 1995

A B52 7. E2o) Weyl} nasel A
Jol HlGHGichE, MEQle] g Bls “F ol ARl X2 E A
ofck” 2p7k7} UcLAC] thd o I sl P18 % dok 788 381
Z v7}A|(Paul McCarthy)©] 43 A A3o] 283R AW} S
Aole] W9 Wy FAE FIRw sHeiciel dere] o] B 2k
=it

HEGO] oAy W] AAE AEo] B AL oln] AEPE UL
1962 FPIEE ol Wl HeA2 Aol WL (Eeis
W) AAES AR ol o Fejo] ao] oFolS Sea
2% A YOIt ARYAS £ uigzo] o Ajatel Al

Vg 7 ARE 238 i ARl A7} Ho] 119 41 b ol
L oim 20 Bk uh £ A1) AREAS ARl o] A 1
uigk nfo|50] FAjola} AE2I} A7) 7he] ] B AlElE sjststol
W Aolgleh, oM Heliio] o= o Ho] Jeigio] Al
A BRES FAOR She 4d0] BAFE] HEUAS AAROR

3 9 AEol HIS SA0 2 Y H] )52 xH(Vienna Aktionists)&

16 ZZ20|E9| “Civiization and lts Discontents™oi|A] Lt =21 slednt ojof| 4F= ZI2ISH HAMo| AT of Cif
ot SMS =1 1ZGH= A== Kraussel kel 2H p, 2762 Weinbergl| 2Fe] 2 pp. 231-2320{|A{% 2 ,—;‘E|°4E|—
17 Amelia Jones, Bodly Art: Performing the Subject (Minneapolis: U of Minnesota Press, 1998), pp. 100-101 &=,
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o] i Aol HE EFEA(Ginter Brus)2} 2 E H(Otto Mih)S &
Hiok 1968 9 ﬂ“’d@l"ﬂ/\i FellRl (7] HamiolA 2
Of o] &S AL, F2 3 BRAe Wl fshar SHgslofA 2[5k 27]
ApE=0] Alehe] o2 $1X|9} 715l thet EE3o] U= 575t His
2 7153 SRS Azt § fejktel] 8-S H o5 mhAlAL, F&
of ol Hstal, e AEdo} 17kE F2r A0S she 5 714 gz
WS A A5 e =71 S SHel HE AZEgla

Ta< gt HiEor ERRch SALE G o]F-o] e AEgolo]
A A, Abele] Fafior A=l tidstes 18] =2 ARt A
O oA, HREAE 19760l MoF AR oF5 mizellAe] Hid
k= vis] 992 ol ARl dfiet 71dArE]e] 7S it =l
= SRt oAl A% ALSA XA ZolE Aol S v

AESI 1 e ARH RS s,

I 7RSS 2 A2| bz} o DEE

ApAle] 2ol AAZE HIAL ARE AL b= A
P} (Andres Serrano)?] (2= 18] (Piss Christ))(1987)
(& 5= Ao, ez 2o Ay 7l =2
2 doxrt 19899 Algtied] 7feldoe] LZsiRF md =
A= (Donald Wildmon) FARS U Eé*!i o] yeHul=]

=5 Ul o] A ofeol et BT Algusg B2
Z= J2|AE(Piss
s, 1967 Zelart Bolw Bginim ARehs % ul=7}5gs]

(American Family Association) A1%20]] 7]218 11, ojojA] &

18 Rev, Donald Wildmon, “Letter conceming Serrano’s ‘Piss Christ” ”, April 5, 1989, Culture Wars: Documents
from the Recent Controversies in the Arts, ed, Richard Bolton (New York: New Press, 1992), p, 27, ZIZIo},“0]
= 23} 1 7|20 MA-NEAS S2i =Ms Z4I02", '|£0I21} #E, vol 4 (5H=30120[23}], 2006), p. 34
oA ZHRIE,
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AE AREHH Alebe Aol A9 =7kl %187 |5 (National Endowment
for the Arts)o]l QFoJoh= HAIEC] 3|2 LobA] Soigit), Aol &

4> thikE (Alphonso D'Amato)i= HISE HieofA] tha EatutElRt A
AAR (F A0 BEARS Hom “Aerekal ) Fojof
2570 A UAUES Yo Hol TA| NEA O tfee il Q| & Ad
(Hugh Southern)ol|]] NEA 7|50 AAE A4ot=s els Folch o
np3 Flojo] 6¥of| F¥l EHE m|o]E A3 (Robert Mapplethorpe)2] #1173t
wE=E A HAES AYolY E3H A{UE Fal B4l 2RI
7ro] “B3FAA Culture Wars)-S Z451A e} ”

=TS A7IA AR 9Bt A9 4] o] A 1997 104, Allefeo] &
Z S|4 37HThe National Gallery of Victoria)2] HAJolA= QZ o]2 of
olF Slgo} vhae|Eo] dojiit), eAltf =uke] & ol o] ¢-=(John
Allen Haywood)= A2t (2% T2|2ke)E Bojli wlojje] Wha Hojxt
AL, R o Al Aadse] A AR YRR sleleEe A
of sl Algt BE AL 2] daES g of FHOR AL Atk

sl o Stk ARGl ekt AUSe noh Aol 184
3} 164, % o] Fz7} H o[5S T ol WA 2 Ao BEE A%}
IR Kl K] o A2 92 2 401819] A4 2515

7} ot o158 QIEAEIE ARES Aalshs A et gAee
A3150] W9t = 4@ = Agahe T, 2 Bold Hua w2

&% OME R OPHl (Avignon)o]] ARE 18A]17]0]] Z|ojx] A&
19 ‘culture wars'2t A01‘— =N |g§}g+ CHE3 S EAH Patrick Buchanano| A3 22 1980 ZHEE] 904

0[gtct, James Hunter, Culture Wars: The Struggle to Define
%
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20] 715 AEL At AF AT 250) ARl Fg-HEo)
(Puy—en—VelayMl thet HALE B olauelsoln 9wl HEs
HGFSEIL LAl Zlolch, “E2.210] A9lelA 715 THauEe
ST —

%
m

S~

o
o,
m
|
s

-{m

20 Angelique Chrisafis,“Attack on ‘Blasphemous’ Art Work Fires Debates on Role of Religion in France,” The
Guardian, 20114 42 182X} 7|A}. http://www guardian.co.uk/word/2011/apr/18/andres-serrano-piss-christ-
destroyed,
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Aot =& S| Ashd ARl ol
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£7 o ome| Y2 ok
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Collection)) of|A] ol bl FESE F7)2] & Al HolE s Skl Wsst
th(= 7, = 8 o9 5 FR2Ye 22 FARIE] et |
e R e B e et A = A 24 gy < W | A et A S
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Al AlAlolde Dol Aol thell Al F78A] APdeld 52 Eejoh
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Abstract

Excrement and Subversion:
Challenging the Authority and Values through Excrements in
Contemporary Art

Rhee, Jieun (Myongiji University)

This paper briefly charts the history of excrement as part of the late 20th-century
art and explores ways in which excrement functions in the realms of ‘High'art. From
Piero Manzoni's <Merde d’artiste> to David Hammons’ performance <Pissed Off>,
excrement has taken a small yet distinctively important part in the development of
contemporary art.

In an attempt to challenge the hegemony of ‘high'art, on the one hand, and
resist the commercialization and fetishization of art, on the other, Manzoni allegedly
offered his own “shit™ preserved in a tin can and sold it at the price of gold of
the same weight. Andy Warhol took the legendary Abstract-Expressionist painter
Jackson Pollock as the object of parody, simulating Pollock’s dripping action by
pissing onto the canvas that had been primed with copper-based paint. Warhol's
urination produced splashes and stains of iridescent colors just as the patterns
on ordinary abstract paintings. In contrast to Pollock’s masculine action, Warhol's
pissing alludes to the artist's homosexuality.

Excrements in art also provoked controversies, debates, and even acts of
vandalism against the artworks. The works of Andres Serrano and Chris Ofili
infuriated many Christians for the blasphemous use of excrement with religious
icons. Politicians engaged in the heated debates on the use of public and national
funds in support of some of the ‘politically incorrect’ contemporary art. In the
midst of media sensation and criticisms, these works challenged the conventional
understanding of artistic beauty.

The preexisting artworks were also targeted. African-american artist Hammons
assumed the role of spectator in <Pissed Off> by urinating on Richard Serra’s
sculpture in the street of New York City. It was an act condemnation levelled at the
racist pattern of the way in which large portions of funds and commisions of “public’
art tended to promote established ‘white artists, whose work or creative process
often failed to reflect the actual public.

The use of excrement in art is not unusual in contemporary art practices. With
its subversive power, excrement plays an important critical roles in the shaping of
contemporary art.
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