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Many hybrid intermedial performances and installations I have seen
break with the traditional narration of self-identity or constitutive
cultural location (dwelling in a particular language), recognizing that
new media are indifferent to place but are differently constructed in
the discourse of performance. Reclaiming the right to performance
implies insisting on different simultaneous languages of participation.
Culture is not a monolithic medium, and the challenge lies in
building multi-lingual networks in a FEurope where almost thirty
different languages and many dialects exist. (34)
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(Lehmann’s theory of postdramatic theatre is testament to a new emphasis on
performance in European and North american theatre and art from the 1960s

onwards Jirs-Munby 4). 7 #}21e] =& 90 o] % FAEo| digh v|gt
]

A 7 el dig =odll ATk e 7k, olF 39 BAEe] 4%
‘sekaete) 2 Awska vk WAl deke EekEe] Feke] idE 7l 9
of (WA F5HE) shie] Adel F849 Filel o, 2R =l
o2 olg|d & glom, 1 HejdlA Rise 7|59} 7|99 tHEe vl X
oM B He A, T AR A 2xgE fEERiT o] gike sef



%

120

)

=
e

2kl ZtP(there was at the origin a conceiving, receptive (maternally
connoted) ‘space’, not logically comprehensible and in whose womb the logos
with its oppositions of signifiers and signifieds, hearing and seeing, space and
time was differentiating itself in the first place. This ‘space’ is called ‘chora’.
145)3 ofefdet. ik Fe|zEpEt EehEe] NS ARste] e “do]
o muzef ti7|Adrol, “Edfolz} AstA e el «nkge] glgoly &
& 2ol AlEA BE dojd EAjste"Aor ofele] (I ) V1
24 oniste] BE IellN o] o] 2 AtdS Aduetal Ut (Kristeva
refers to this dimension of the ‘chora’ in all processes of signification as the
‘Semition’ (as distingusihed from the ‘Symboplic’. 145)1 £t} 123 Jd+=
Az A=l Hehtes Aol vlz 149 ony 5L glol, =4, A,
JNeBAE §le s3toln da/aee] aete] g o= olgid & T (What
is emerging in the new theatre, ---, can therefore be understood as attempts
towards a restitution of chora: of a space and speech/discourse without telos,
hierarchy and causality, without fixable meaning and unity 145-6)3L FggHc}.
20079 e r¥xEcgnl A5oxe] @I Fof,(“Word and Stage in
Postdrmatic Theatre”)E 3l #|The Fef-T12ig]d| gt =25 o] g ¥ &
et AT &, ek «FAH vzt GHHoRA TEoAlE
9oz A=54 oHlES] o] v FxE i thil B ASA] FoAE
838l ofngte] Akgo] doju= Fo|td(The loss of a central meaning
creates a field, a dissemination of possible modes of signifying which in turn
calls forward the active productivity of the audience, thus emphasizing once
more the situation of the theatre event. 2007:48). Wol7} glihe A7) HolE
o] ¥ Esgnto] tigh azte] =97t neh gt vjEn Jd HE
ShEop =4 diow THAZIY & B4
A (witness) 24 Fdel] FofatH, FHEF ARle] opd ¢
(awareness and responsibility)= F-o{¥A Hota EU}2007 53). D12ty

&
1>
=
I
juied
e



a5

I~ F27)9 VA 4.48 PsychosisE SHOR 121

“glrEs) o] 2, A9 P, HERAS A3 H2ER2007 53)2ke A
o] #e] Agelth

FekagEd 22 9ol 39 o]T 9y EUS FAom =3
Uz A9l 9= HWIY3](Roland Schimmelpfennig), #o|d=
(Rainald Goetz), IZH = d2]v|=(Elfried Jelinek) T L] 3]FoA] &
HE AXYE, =gute] @3 7%%S WAy 24718 gl dols it

et

i)
N

o 3 AR Aol FPYS BYRIE 2] PAE B B
% gley, o] 90t o|F TAERY 9F Fo ErEmel dFoR A

Ha e 39 F ZHE Y<(Robert Wilson), 2JAt= EH(Richard Foreman),
d2| |~ 2FIE(Elizabeth LeCompt), ZMr(Robert Lepage) 5< F2k1
27 S247)9% }5} 22715 A gk ol AR 71E 1 91E
£ dAse] PR AAdetar 2 ghell dlo]E shHA o7 x| A7) e B
9 F2A Feds AlAMTE woelgtt. ReYE 271 94 =2t
7Ie& 78k QoS s Svke AdlA ©]E9] 22
& FAMIE Holy a9 2 FF4eR =gt tiil el stE
o =atiiaL, vl Alghe Fdol| Heglvta & 5 ik FZekae]d 2]
zepke] AAAde AFsths ox 25 35 THAE AT, 227
£ Bl <=, AR, ARE AL 5= FRtl AFA wiAlsk, 2 FA7E Bo
ghe A 1 88 7heAe FEs] ddts HolA onlE Adn seka
25 sl 227] Ao R AFAs] EH vedt 2

1. 2eh-aep)d gv)e do] S sxdsd] Age ded. =2v)

2) QIS AF TA I T4.48 Afol3Alzy, - T gl thigh Ales,,
T 24m0] ¥)JALEN (Fewer Emergencies), "82 F3leky(Face to the Wall),
29| TAZ FZ;(Jeff Koons), FHHYs]e TolzlH|Qt Uo|E (The Arabian
Night), tlo} 23 (Dea Loher)?] TE2}te] AMIE(Klara’s Relationships) &2
I IrEcent sloE gEA0R AFEy e AFEE A1 E §
8 A & 4 Slh



122

)

9 %
o 34 shishan SR Qi AEAY Exol e A
| AR 98, A7k 34 GAE SHEsn: AR Jlse] s

£ 2349 gelol ol ek vlzd Qo ol wAAe]
A7k ok Aol e s, el B 29, 99 &
vtle] 53} 2o] A4S THHE vl A Fe 29 deg
48] @ shjel Anzn AT, dole AZle) )
o Wiold ERE A% =7k €k oAl Qole sl
2379l 43e) 28 439 v a5 ke PYFoR
2k htel AmzA ATE o dole Aol 24 # ohieh oy
3} W) ola) Pasle $94 715 WEn ekl 2]
£ 4o} Al T A2 Aol PSRN ek

=2
fu =

2. FZeRa2ig]d F)e FRtl tig F2]0l oje] MEA AiE
3l HAAE oloplstA] ¢ka HoFomA] “HAAQl A|E"(mental
map)E TFEHANE VR, HAeb AL cgeEEe Fhd] ¥
oP’(Patterson 3)$MAl T} “FIhE AMSRE  AP(“spatial thinker”
Patterson 1)ZA] 27} QE, Sxks dolE vAlA7} ofd A7k giide
2 AoRA AdS etk A AdE FRgeEN AL QE, 5
AF 52 A Aole] Agle AAE. &, Zek1eed F2] A7
AgdS FHgean T} AN Jo 45 F2E niddth g
o .

=
e Az ALHES AR B HA A9 BAe

2] E(Emilie Morin)¢ F44E RrUF 27 HEHs o&7tH
£ 238 nEd $%¥(Marcel Duchamp)S A2 3= & Alo]A|(John
Cage)9} ZYM2(Fluxus)e 7@ <ll&(conceptual art)ol] Zo} ik Zat
-2 2v)e A4S A S Aol B3 Sl wjx|gict <
A Ik Tdstel AL AAF <14, AAE Felste olg WE
AN “BH] FAIE AAAR] Rg dol thddt FHeE Adstn =
dalal WMAg o] Fh’(the gaze is an object of curiosity to be
experimented with, confronted, and translated into a variety of modes
beyond the visual 79). ¥ 1213k A3S A 7}sla QlA|Ele] )45}



a5

I~ F27)9 VA 4.48 PsychosisE SHOR 123

T Aoltt. Belo] Fxohxol, olgg 22719 vl a8 “HEA F
Tl 25ote e AFEeRA dFrld Ui Az d9e 2
TP’(their reluctance to succumb to a representational impulse has
opened up novel territories for thinking about playwrighting 83)&

9 9

3. 22329 2201 Ao U@ 220l |2e) et 349
Qo] 589180 Adale FARAY Aol e BAL RAES
%

1

| 22a29d 2ao)e FAEAY Aol td el gt S
WA 862 elwdos sad. duishe dojs Q%S Teke o)
A Aole] BAE Adely] WEolr. Z2haged 2wl dod T
Beenel Aols ZHeke o gdol WAL ZAREN TP,

I Fe}-1e2j)d F27]2 A B 448 Psychosis

F4.48 Mol 2y AT 55 F2 D PPt AFE eI 3 2
T 258G yold] 22w g wiIte oA AH=E R $iAE o
9iti(Michael Billington 6% 30 Guardian). 2}7}2] viA|2F 25 AW 21+
dlolH| = #o] UDavid Greig)7} 3|31 29, o] 2 {4 A g
52 B3 U™ A7L A 44 48% AHA| o)Ajo] WA= ARt Apile
el 7= 7158 i) eR & 2A7F BRESITE A7F AARE o] S0l
“e|delEl o} e e FAES Flske 7IAI7E 8] AlbA A} B
e gl ) At kg Folo] dojue Aol tie) 22 417 4oF
of #gt Fo|t’(It’s about a psychotic breakdown and what happens to a

—|o

Lo,

person’s mind when the barriers which distinguish between reality and different
forms of imagination completely disappear, so that you no longer know the
difference between your waking life and your dream life. 111-12)1 3t 7;4\5@
d, F2vIe e 28d oS Eal AHHR ot 2 HelA o] A%

gt AR w22 32 Ale) S5 Wid #4154 RS ﬂHiP

¥

r&’L‘



124

)

9 %

Z(Sonsini 128)0]2h= =2]dlA Yot 8 E7Fed vhgolehs 992 Hot
d 227)Ehs A FEHE F & Aol
728 £62(Graham Saunders)7} 7]917ke] de] AHHES Eaf 20Ig)
d, ol 22 A7p7E 1998 14l 2] AlFsie] 1999 71 3 2 A7t
4] w8g 7] ST AFolnt o] A% ol=8 HlEh ke T2
o] ofeltjojst FAIE agetiA ol AFE Alstel, v P42t
A7) AEaraTh2002 112)3 23k vl gl 123 of S
o Aol EUE FaL of2E o] §A1A APE Sl A9 4=
A7be TA, 3 1448 Mol FA 2y T 258
o tiell 22271, Aele] tiaf S227] WAle] sel-aey 2=
AT}, T2 3} T4.48 Aol 2ol e] G219 AjolE AuEAP, T2
Ty v A, AR, v a5 A 7

ErE wAetin Aee TEoke Zhedl A4 wtos B9 2ES )

=

ys]
[o
Il:-r‘

o
Wt

re e
N

©
R

>R P;l
ol ?\1
SO

~ ok
&

>,

X

o

=

o

1
2

ro

el A5
i gajo] #Ao] Bl o &g d4sla 1 ¢l e AMIES AHAs a
mind that the plays’ open form allows the audience to enter and recognize
themselves within xvii) k= GIA T4, 3} 2lo]& HoFth &, Fujoli) 94
o 583 2L 7129 A w18 FAg FTrow Ao} g 48R A}
2 PR B9, T 714S 489 204719 24E A AAu B
Ao YIS BAsHE B4 Uo7t 7R Bl @t ol
Qe APY3} APelere nhel SAL ABselel AR FHE W
Foh aE aed AERE Asdel Aoz e A4 delde S
A Fa, 2l WA HEAES B JUEE vEohfeln
shetl FEHal Hrh(Sugira 25). 448 Mo]TA 2 ollA Ale S AR
SHe AP 24 Bl o8l olob] skt Al ofe mhed HeFoRA WAL
wheolehe WelElRe] $3k gl Tojgel 2
A AT} gl AL ekele mhee] F3t

O:

o

Yy

Nl

P
o

bl

o
(¢
<

!

q
o
&
%



125

o=

A
=

=
o

=
=

T

e}, 24¥olu}

19] 7VsAd: 4.48 Psychosis

of Eefele] 2291 A8, AR, WES A

=
L.

1o
olm
plo

N
R

®

O]ﬂ

=<0

A

B!

le;

_‘TL

SBEEEE R

=

=0

T

dgqAd +

O

o,

1

o)
M

o=
T

B

o, 2xel} wAs

K
vl

8

i

kel
w

L, P T

oY
plo

w

Wﬁ

ol
1

ﬁo
Ko

171 2149

Feigel ujeh 285

o) Alzke]

A
=

"E )

7telopat 72|

o

A 99 AStony 2z 4

=

5|

A et

0

Al =

=

he 2ol B4 of2lelA]

o

P ol dg

Al

0

A
d

T A

i

Z

A]
S2 A sAte] AldE s AR

=

4—3]_31

&

JA A= A7(t’s not a metaphor, it’s a
A

A SRt B e

]

&
L i=]
9 A%

ok

o
T
=<

| %
o7
So] glgel.

o

2
T

J

Al

3
o)
I %

¥

2
[
w

Al

A

o

RERED

[¢]

(G

gde 1
74
%
B k)| L=RR |
35

ol

[

simile, but even if it were, the defining feature of a metaphor is that it’s real.

S aojEo)7ke ARl BAEERE Als 2

Kane 211)°]2k=

o

A

]



126

B
of
N

age] aA s sed 7Sl d ¥ A

(A very long silence.)

- But you have friends.

(A Iong silence.)

You have a lot of friends.

What do you offer your friends to make them so

supportive?

(A Iong silence.)

What do you offer?

(S1lence)

----- (Kane 205)
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and now I am so afraid

the television talks
the spirits of sight

full of eyes

Hatch opens
stark light
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I'm seeing things
I’'m hearing things
I don’t know who I am (225)
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Black snow falls

in death you hold me
never free

I have no desire for death
no suicide ever had

Watch me vanish

watch me

vanish

watch me

watch me

It is myself I have never met, whose face is pasted on the
underside of my mind
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please open the curtains
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Chora-graphy as a Performance writing in 4.48 Psychosis

Abstract Choi, Young-Joo

This paper aims to explore the possibility of performance writing which
increasingly goes beyond the dramatic writing and turns toward cross-boundary
writing for intermedia performance these days. In particular, Lemann’s concept
of chora-graphy related with a series of his arguments about post-dramatic
theatre will be observed, as well as the development of performance writing
since the European avant-garde.

Based on these, this paper will consider the re-construction of chora-graphy
as a strategy for cross-boundary writing specifically: performing writing, writing
for space, and writing for the self depending on a series of Plato’s chora,
Kristeva’s chora, and Lehmann’s chora-graphy. With deliberation, post-dramatic
theatre can only hold the aesthetic criterion; this paper has chosen Kane’s 4. 48
Psychosis to demonstrate how chora-graphy can be used for the playwright’s
work.

As Kane’s 4.48 Psychosis reveals itself as a mental space, the chora-graphy
here corresponds with mapping the space of awareness in lieu of the
development of the situation. The reader’s experience is close to be ‘wading in
words’ or ‘sitting in the narrative landscape’ which are transience and
ambiguous, and are in flux as the words are situated in the mental space. In
this process, the reader or the spectator is not simply spectating the other’s
experience, but they are accompanying them as if ‘they are the other face

which is pasted on the underside of the mind’.
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