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Postmodernity is a multi-layered concept that alerts us to a variety of
major social and cultural changes taking place at the end of the
twentieth century within  many ‘advanced’ societies. Rapid
technological change, involving telecommunications and computer
power, shifting political concerns, the rise of social movements,
especially those with a gender, green, ethnic and racial focus. [. . .]
But most people who have encountered the postmodern debate are
more aware of the cultural dimension, seen in the arts, architecture
and film. (ix, 1)
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over painting Foucault 2)¥]& 3& HQlth

&3] F2ERHUSFS ks BEAC] MEARRAE HotE(Pop Ar)
b AREL vk 195090 b wEhd folEs dAd] A9 ARle] 549
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s8] vlazlEe] AEE dAstke AR HolE odel 9, F AUA
387 ol IAERAF 38l Fa& IAT S g)lew, ofd Al
oI WS Fde Hole WIAES rlagES vla BXsle AV|E %
1Tk

A7 ME GOE A2 S 7] SPAA d9E 759 2 A
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BetESleA] BelEal gtk 3 e RAEREUES] S P 7R
shi’l AAlel B AAdel F derte] 2E oM WA Ee EAle
o= Yehts A& AuEaat g vpAT 430M = vl B HAE, 7
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U 27Ee A P4 AL AFolnh ok el B S 2271
b U aA S aAZH AR EASE BAlE, ohyd 3 So £

Zoltt. webr 23ke] g Ad
(representation)] ¥l F “71% £ 4957 (an agreeable cheat)o| A} “d

AL HE ﬂl:"’(the window on reality)9] 9&-& 23] Wi Gablik 77).

olgg LS 194171744 oofAH, FAY WeAESS “dojF Thg e
| A]”(an illustration of verbal concepts Steiner 42)# o] x| AH5t% <Adoj&
#3849 AF AZI dAHe FAAQ e R 15 AAY F
W AR Fzte] Ao ARBAE 7P SUsTE dFA Ald A
< Aol & + Stk

o g Qs BbE Hlolol, 25 @ 2% © vebt Sk A7)
Aol ek Aol =l Ag Tevin Heldt

24lo] 419 8 F9| Ul o Fol2 3 (Edvard Munch)7} 3 Th& ©]
o7l B Mz dEs & AH Fe Lotk

degtE e WA Y& 4 Sloh/ dlsold Azke] A7} vt
& velst w8 Tl @dE oA Felolrt/ AL w7 2 F 9l

ol oflel AlokE Weld e &9 A oA ez

A work of art can come only from the interior of man./ Art is the
form of the image formed from the nerves, heart, brain and eye of
man./ Nature is not only what is visible to the eye-it also shows the
inner images of the soul-the images on the back side of the eyes.
(Munch: Karl 30)
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2 3% <& E7Fs>(Not to be Reproduced 1937)3 7+& o] Al&Zo
lﬂ% e AtE ) Ax ZH?'EQ] %}QiﬂrE %71”7} %4\%01 Elg‘j;i%}ﬂ] =tk

3ol ojA| ¢ o d
SHA xspAl el mel, Blgket azlo] ek thd Alele] 2 HHE
WA A G o] AL < gioint oidt AE ARk Ao
nlge] FE FACINT. olA Bl vlasEe] A& o =AY
gl sk deh 42E Bl o 34 WAE d4de H
RS 717} oln] 29| A5 Foll A0l g or ox)H

T FRAoR tus 9] Al df nlee] ded #ol

oX,

P @A AAS BAZE dofus AldE 999l Aqde

=
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v
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[Olnce painted surfaces were no longer the restricted arena in which
duplication of the visible world took place, the well-defined relation
between a painting and that which it represents was no longer stable.
To reconstitute this relation became the focal problem of art.
Magritte’s work in retrospect presents us with  astonishing
philosophical insights about these problems. The dialectical crisis
which has caused a complete reversal of the illusionist premise was
prefigured both imaginatively and pictorially in his work. This partly
accounts for the increasing relevance of so many of his pictures to
contemporary developments. (77)

SHE Sof| Al 2akd F GAAR] 3 B3k A T & mlia
ZEY F WS o]F IAERUUZY nle ARSI HolEdA AAY o
BAE 3| Abgete 7HoR et "ok dE S0 ZHE gAML
(Robert Rauschenberg)s <A t>(The Bed 1955)% 2hEoA v~ $of
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HE agle WAl Eew Aok AA AdEE Aojegton, Ay &4
(Jasper Johns)& <7I4t ’54>(Flag '54 1954)0lA A x5 FEoR A
HQl vt Sltkh golES ofed Fde A S S & YEhlle dE
A AFY &5 de] AAsks WAtk 1961 wmel| FolEr} tiFaiid
= o W2 EZL vE folES] oA IHE e o] o] A 4
=9 38 WA T 9XE AZSivhe ARe 91T+ A I
(Gablik 73).

A7 HAE 9A dls @9 A9 ZEAQ 3]oet M TE =
Wetal givk 53] aw dedt derte] A WA oA 1 RS Bt
7 Fa vk 37IR1 & SE(Tal Coat)ell thafl v & IEIFrellA 1e
e devlse] A BenE vt 2ol ¥Rl vk vk

_I[m

RS YL, cl A
dalart she S glsyth @A E3sof & of il Ayt

The expression that there is nothing to express, nothing with which
to express, nothing from which to express, no power to express, no
desire to express, together with the obligation to express. (Esslin 17)

7oV HReok sk Akl A olfelE $Tshn b Ausia Qe
AR FEeeRE $a8s A0 Bl o old EAe g A,

- 0=

VJ | F7dtazt she ded A 7FeAdel tat @2 24, A9 2+

2 1 AR =2 dojo] tigt o] F ol AR Fold A de
7}%—% FAL oA #felloF sherleke 7P 71849 BAlARE g d
A== ¥ HopBA| she Aelth HIAECNA Sl ezt dve A2

\1
FfF
2,

old ZRAQI 3¢t AAAXTE Ase] ehbeS onjditt. &, d= I
=4 A9 ErbeAel= Eska ARle] AEd de F9E Aske Aol
th “derpt dthe A 23S P Zlolvh | . AdjoE R dsrle] Al
Alo]tP(to be an artist is to fail. . . that failure is his world Esslin 21)2}
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The more Joyce knew the more he could. He's tending toward
omniscience and omnipotence as an artist. I'm working with
impotence, ignorance. I don’t think impotence has been exploited in
the past. (Beckett, New York Times)

b Zo|ase] HlwE B Zo|Avt HAHTY Al Wl ~ARE
‘B FAPY Arkta 3 AL ddojet dlsd Add diet Roys
FI2ERTYFY] 4 2folE FHsH BT Aeolga shlth Eriyse]
A7VE0] o] dasrtgte sEdd #A9 Jds o= sk AT
W, g FAERCUSFY e ASTEH AIEY =79 dojd dief 2
< 398 =gl e Aolth ZAAS A WAIRE Ao wjAEA L3
T 9& ASFH 1 A Erkss dAske A
ojth. QIzto] EAY EAE B F e FYT FHE TS FaAolA,
T A9 AR Qlel] FHEE sl ‘BAIE FelEo] HEnh
o]21gt Ygvl= wl$-EU(Fritz Mauthner), H|EZFERI(Ludwig Wittgenstein)
9] doHAEe] Aok YAste AR Al dojQle] F4& o &tk
»8l2] ZA(Stanley Rosen)& 9loj7} Faforet SZxeh Za] Aol thal
A 3 sl o] ofer EAIE =2uli(revelation) © ltal $tck(Butler
62 MY, S =l B 1 AAE tRe o] ojet 27 R
A2 Felg azle] EeY] e AEE o85S ouidtt ol Hgh «Ho
2L A 4= IoP’(What can be shown cannot be said 79), “3%
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This shows itself 187)2k= BAIE AAlH HIEZAFERIC Aot duds
o AR Slel cdE7iE Bl olAg 8o Az o] ohjet
sl ¢ A5 FE BYu FolpE 228 EYURS gjof sk EAjo|th
HAE7} ¥ WE(van Velde)?] & AAIS 71EA ‘H]L 314 (inexpressive)©| 2}
L AHR A F2ERY dgrte] 2 s et ok ded 23
of et o2fg e RHYE deu7kee 223 vlg- tizAlelth
HIAES] A= =gt AEAR] = 55IM 8] Blojuh Ade] Fof thal
‘presentation’®] FTiE wHETE 9] FAELE AxE| AFFolojd o e
= 32 938 Fae AUl AQEA etk o e TR
A, (Happy Days 196193 Felv] Soll 93 3123 Sol7le olele] &
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7]oF Tt ook (Not I 1973)01]&1% H]oﬂ/q 2ol sl o] Erj
UERtA ek,

Qe Asletn

ARl sol Tl 9E 985 8 A= Hold @ e 9
= ol A, e cRIT geaq 258 Al
Jonl, 99l vel) P sleid gk el RelA) @ vlolavk 4

XlElOJ AL

A Auditor)= U HE| MYle 77F 2 JER AEe &
Teoh g9 g g4y A8 wEEdr] TE7R FJFeiza gt
e gk 2HE Bon Fo Holx] ¢k 4TE Eolo] WY fd
A A BE ooz JiEdY oL vl gk AAE o] A
e B2As AYslue A5 U B2 ¢x Atk

S

+

Stage in darkness but for MOUTH, upstage audience right, about 8
feet above stage level, faintly close-up and below, rest of face in
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shadow. Invisible microphone.

AUDITOR, downstage audience left, tall standing figure, sex
undeterminable, enveloped from head to foot in loose black djellaba,
with hood, fully faintly lit, standing on invisible podium about 4 feet
high shown by attitude alone to be facing diagonally across stage
intent on MOUTH, dead still throughout but for four brief
movements where indicated. (376)
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<3| d4|>(The Key of Dreams 1930, 1936)2F= L3t A5 F 18
& AR @4 Adojs} Alze] BAlo tigk 19 QlAe] W} gfEo]
Bhte Agolth. F A% o S Wl et 7 7k she] AREat o]
g2 HAAIL ded, ARde e ASTE Al WA = Lhorse)9] o]
UW-‘?Jr w(door)ojghs ©ole] A Ayt Ashe olge] M= s &
o ST B o) W) A9 AFRS 0|28 9N Yok vk
B qlols} AEe] W, e A1BS ERiE oAl doj) WA 2
A A AehHG o] ohleh ARKES] dlo] 3 AIA sl 93]

1507 AelAel A AU BES ARG e A}gcﬂ Rjo]Tte}
7 Wl AL Giden 1 A U] AEo] Felojrln 9 4 18 o

Al YZska vkl & 5 e Aotk vagEs Al 040191 YAl sl
B

A9 dnE et Ao] dedl, 1 F E FE HHE B

A B o A olg2 2 F s AER 1 o8l Fsle
A& otk

*o]go] flE AHEER Uth

*AHEE ZRle ojulA|e} viuhm e ZRple] o] §3} whdTh T2ja 1 o
njz1¢} o] A= vhip e

AR aRe] ARt A9 AdAe] gle = dith
*AHEE AR o] Folu ofmA gt 2L V)%

*An object is not so possessed of its name that one cannot find for
it another which suits it better.
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*There are objects which do without a name.

*An object encounters its image, an object encounters its name. It
happens that the image and the name of that object encounter each
other.

*Everything tends to make one think that there is little relation
between an object and that which represents it.

*An object never performs the same function as its name or its
image. (Gablik 132-34)

PRl e ol Redt EYEd, e dofsh agle] AXehe of
] A Sl tigh BAelth BE AHEE ofug olgoR: BEd
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FARES Holth HEATERIC] ofshd piA] BejA A~ A9E & W 7
By 29 o]5< wite Ak A s ok 20l O Fa% A,
dofel oAM= Tl ok Akthe Wk TEE vt Aol Hrh 23}
oL el 3] ofvle #oE dEshupel 9G¥l Zlo] opet aAlo] A
p={e)

§E o) el 9tk WoIEE 42§57k 93 o] SEE Qoje] ¥
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o] AoAUY 7HdE E2ERTYS doj#e] Fd s AAlske 2o
2, AlZeg] d¥l(Jeffrey Nealon)S EAERTUFY Altelles RoUse E
7k FRE “tie3P’(grand narrative Lyotard xxiii)7} FUR] 2L tial dofr
glo] 11 A& AAeH 2 thet Hilth

BEEe NG tEske =F PuAeD vekdslst 8 o
# W 540z d TrEud A 1 AE BAET TaE
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AgH AR FaNold. ErEud Addn ARES RIS )
o th Holdera, ZANE, AjRel WgelN Holgnk
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These grand narratives, upon which modernism bases itself, have all
broken down, giving way to a postmodern society which is
characterised by incredulity toward both metanarratives and
legitimation in them. In postmodern society, it is precisely in the
social bond of language and language games that we can legitimate
our own society. In such a postmodern society, people have untied
themselves from the belief in a metaphysical, trans-historical, absolute
ground for their existence. (45)

AES FueZ 7|tke]n (Waiting for Godot 1952)% oA AF3 e
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EG 1 0o HE A8 8eS B A4

dAEZL Ak

w2 & 7k

JArEFE o & 7P

=P S 7Rl gk
Bzl (WA oR). gtol

ESTRAGON: Let’s go.
VLADIMIR: We can't.
ESTRAGON: Why not?
VLADIMIR: We’re waiting for Godot.
ESTRAGON: (despairingly). Ah! (14)
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Lucky: Given the existence as uttered forth in the public works of
Puncher and Wattmann of a personal God quaquaquaqua with white
beard quaquaquaqua outside time without extension Who from the
heights of divine apathia divine athambit divine aphasia loves us
dearly with some exceptions for reasons unknown but time will tell
and suffers like the divine Miranda with those who for reasons
unknown . . . as a result of the labours left unfinished crowned by
the Acacacacademy of Anthropopopometry of Essy-in-Possy of
Testew and Cunard. . . . (40-41)
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Lucky’s think exposes the limits imposed by all prior objectivist
thinking; it is a thoroughly postmodern language game that moves at
the limit of what has been thought. It is a speech of liberation set
against the metaphysical tyranny of limitation on thought imposed by
limitations on language. (48)

Eetu| 29} dxEgzo] wjd 1EE 7the]e HellA HlojuA] Jehe 2A
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o=y A A FAS Ak 19 addle $Ee AR dhe
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Front centre, touching one another, three identical grey urns about
one yard high. From each a head protrudes, the neck held fast in the
urn's mouth. The heads are those, from left to right as seen from
auditorium, of W2, M and WI1. They face undeviatingly front
throughout the play. Faces so lost to age and aspect as to seem
almost part of urns. But no masks. Their speech is provoked by a
spotlight projected on faces alone. The transfer of light from one
face to another is immediate. (307)
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7] Self ofn] wheolzl tider He Zo| opdel, AL 4, A, AT
Aol el gl e o

The uncanny has become an important concept in post-modern
aesthetics because it acts as a challenge to representation. It makes
us see the world not as ready-made for description, depiction, or
portrayal, but as in a constant process of construction, deconstruction
and reconstruction. (265)

SU2 T3k ‘Fdrold 4 ¢le 24 (the unpresentable) 24 7]o]gto] T
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KRAPP: . . . The eyes she had! (Broods, realizes he is recording
silence, switches off, broods. Finally.) Everything there, everything,
all the - (Realizes this is not being recorded, switches on.)
Everything there, everything on this old muckball, all the light and
dark and famine and feasting of. . . [hesitates] . . . the ages! (222)
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The principle of repetition seems to have acquired a particular power
in the cultural era we have come to know as the 'postmodern: in
painting, writing and film, the modemist imperative to ‘'make it new'
has been superseded by a desire to recirculate the old or the already
known, if only in the attempt to subvert the grounds of familiar
knowledge. (2)
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I placed in front of a window, seen from inside a room, a painting
representing exactly that part of the landscape which was hidden
from view by the painting. Therefore, the tree represented in the
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painting hid from view the tree situated behind it, outside the room.
It existed for the spectator, as it were, simultaneously in his mind, as
both inside the room in the painting, and outside in the real
landscape. Which is how we see the world: we see it as being
outside ourselves even though it is only a mental representation of it
that we experience inside ourselves. (Gablik 94)
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The Recognition of Postmodernity in
Theater and Painting:
The Cases of Samuel Beckett and Rene Magritte

Abstract Kwon, Hye-Gyong

The purpose of this study is to consider how the concept of
postmodernity is recognized in the fields of theater and painting, using
Samuel Beckett’s plays and Rene Magritte’s paintings. In general, Beckett
is thought to be a forerunner of the Absurd Drama and Postmodernism,
while Magritte is called a painter of Surrealism, which is one of
modernist painting groups. These two artists, though they had expressed
themselves using different mediums and hadn’t met each other while they
were alive, share postmodern attitudes toward artistic creation: the
impossibility of artistic representation, the limit of language and the
relativity of reality.

Magritte was much influenced by Giorgio de Chirico’s paintings,
which made him consider what must be painted and not how to paint. In
order to express the impossibility of artistic representation, Magritte
presents still-life objects standing upon the framed canvas in Common
Sense. In The Sweet Truth, he presents this problem in a different way:
the painting depicts still-life objects on a table covered with a cloth, but
the objects and the table are on a brick wall, as if they were
two-dimensional.

Beckett starts from the same theme, the impossibility of artistic
representation, too. He calls James Joyce a writer of omniscience and
himself a writer of impotence and ignorance. It signifies the different
attitudes toward artistic representation of Modernism and Postmodernism.

The postmodern recognition of the impossibility of artistic representation
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in writing is based on the limit of language, which Fritz Mauthner and
Ludwig Wittgenstein already suggested. Therefore Beckett tries to make a
theater of presentation, not of representation, which does not require a
dramatic illusion at any moment.

Beckett and Magritte share another postmodern concept, the relativity
of reality, through the strategy of unfamiliarity. Magritte’s ‘depaysment’
makes objects appear in surprising situations on the canvas and lose their
own original properties, such as a big rock floating in the air or an apple
big enough to fill the room. Beckett also presents unusual dramatic
images, like characters in a mound or jars and a lip floating in the air.
Sometimes he brings in ghost-like images in his plays. The uncanny, as
Elizabeth Wright says, has become an important concept in postmodern
aesthetics because it acts as a challenge to representation. In addition to
this, Beckett uses a concept of “probably” as a key word of juxtaposition
and a factor of repetition in his plays. Magritte also expresses the concept
of juxtaposition through double images, i.e. a painting within a painting.

Beckett, even though he accepts the postmodern view points in artistic
creation, seems to adhere to the integrity of the original. He has a fixed
idea about his own works and does not want to accept any kinds of
transformation and change on them, which is why he is called “the last
modernist” or “a postmodern modernist.” Magritte shows a freer attitude
toward the original and the copy by recreating other artists’ works.
Through this process, he tries to challenge the authority of traditional

paintings and to deconstruct the original through parody and copying.
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