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Ky BRTDHIETHRERTER L VO BIROMNL 2B N -2 L 2R LE 5,

k., MBRERHATERONKIMER B GERA 2 ML U, EifrEhm & L ToOMES E
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WZRLEFELT AV I NBEZEZHIL, MEICE D TENRIEICL > TEALBARSH
W YR AR PRI K > TH Y 2R S5 RE 2 HIET 25801 E o7, 1936 4 12
AE 193741 HIZ/T T, =a—3—7; ﬁ%ﬁ%i@@f@kﬁﬁﬁ/:wVTJX
LDRES LD [WREN, #4217 U AL BEBMEL, 600 S0 EOEE
iifEfLZBR LT8, T AU DB T DT a2 b T U ALZE k%@%%%ﬁzk:@%
BT, v s T avy Rl d—u v ROBEBELFMFL LT TlER], van
VT VAL GZR LT DT AV I MERS G ATV, 1939 FE 05 IR DE)
W, A—a y MEROENLEERE LT, Ya LT VA RDEINT A Y HIZEMm L,
1940 AT =2 —F — 7 2 L Lz a2 b LT U A LOEEBER T2,
EALTZV a2l LT VAR RBEE, Flilma—a—27 208 L THWNEI 2507,
1939 Fll=a—a— 7 TR SN TEMESTIX. LYV B e ) Ao 1T —F ZADE
ZHIVEL CHEBZEDTZ, 1940 05 1947 FF THITESN - EGE [V a—l idvant
TUALZET AU DRI T 5 ECEERES ZH -7, 1941 FITITT NV, VR
M, ¥y Y rbR=a—a—2ZEFEL, RAMIZEACTWEE U F— v ¥, Tav
¥YULEHALIEZ LD, AENRIEDHN TS L5220, [Va—] iidvanrt
TV ALRESERI, TR ADA A Ea—E B LT D, FE, Va7

BN 2AEBH L, Z0RT AV ACBIT D2V LT ) ALSRICEEREEL G2 LERML TN,

Tbid, 14.

S ZOT AV BHIDORERITHOWTIZLAT O SCHRIZEE LY, Deborah Zlotsky, « ‘Pleasant Madness’ in Hartford:
The First Surrealist Exhibition in America.” Arts Magazine 60, no. 6 (February 1986): 55-61.

6 Edward Alden Jewell, “Vale: The 1934 Carnegie: The Choice of the People vs. the Prize Winners, and Other
Considerations,” New York Times (December 9, 1934), XO.

7 “The American Cult for Surrealism: Dali,” 4rt News 35, no. 14 (January 2, 1937): 17-18.

8 Alfred H. Barr ed., Fantastic Art, Dada, Surrealism (New York: The Museum of Modern Art, 1936).

® “Interview with Andre Breton View 1, nos, 7-8 (October-November, 1941): 1-2.[A351% 1942 4 4 Alz=/L &
[NEEE SSex S TR CTN PRV RE=—= VX =R LA T - D) FURFRL TN D, View2,

no. 1(April 1942).
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LY A DEENZL D2 LT U ALRBORESN DY) 74V =7 TR Lz, =
2—I—7EREMETIn XY OREFERPBEESNZLIIC, YarbT VRS
DOPEKITRE REOLEFEA, 1942 FEI2IFE T —)L « =T 4 AW T [T o)
B (K 1-1) PEfEESNIE, E5E 2L LT Y ZLAEBEREE LT Y2l T U AL
DIFLREEE ] BN INEZBIZIZ LB « T a2l v ko TR EERDSEICED
WHEDA o RAZ L—3 9 UMThV, FF 10 HITIET= /L o X R EFEIFEL TV D AF
— Ty oA LR TSRO HEEHE, ZZid=a—3—27Tyar 7y
ARMHLOEELWRO—D LD LI, BRICHBERHERL L THMONDL L IITRD

R 7= BB YIIIES & R T 2 EERSFT & o7, MUK a7 VA MN-HLOIRHE)
DOHLERSTE NI TN - T2 FEITAT 4y R AT EREREEEZ, 7TV,
TV AN, ELCTavy /%fﬁ%ﬁéﬁﬁ% L CHRALMRE CHIR S 41, 1944 4% TORH
MTEH-72, AFIZD [ oL TV ZALE 3 BEENENOFm] oA T—/LRET
@7»by®%ﬁmﬁd<Fﬁkﬁ%@/;wVTJXA@%ﬁJ&&EEE S A YEEk
L7,

1945 /5 AICT FARABMHENHREL, RVEGFAKDL L, a—a vy \hbotmElb
DL LINIREANFE L, T r—F/b, v Y AN T, 1946 FI2iF 7V b b8y
~NEIFET D, [FE, DL A NIRRT T - X2 EEEL, TY Y FHMICBETD
23, 1949 FEITIF N ~E R o T,
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2. HRRBEEDHILEHE

G R B 261E 1940 FAURICHNL L72T A U B OEfEmCTH Y, T ETI—r v X
O E RSN TET AU B EMOF THD CEERA M & E BN 2 FFoE X -

T—hELTELRBMENE", HBEHRTER, HHVIE=a—T—27 « A7 —L LWV
FRIZ, EIT 1940 AR D 1960 AT T CT= o — 3 — 7 TIHE) L - MiRiiaim, A
R ZHIET 2 ZINE T2 BT L THW B AL, ZOFLAIER T H D% < 13 1947 4EE M
HOMKAMENL LT, LLRRL, KRIRCY 2L L7 U AL EOSHEE) N F 3
HEROBEAZF L, HONEMEE T2 M HREPAL LIZES LS L s THES LD
LIFRRY | HIRERATEROLEIL, SINHEMOLG & CUCESHHEDO R Z —>D
s LTI A LD ETHEFOMFREDIC LD EHIC L » TR X I ORMEA N %
LTz, Z07®, MRERRERIIFEDOSZMERL - ADOFEFICL>THEROLND
EE) TR < SRR HBICOWTH 2 BREDOL@ERILH 2 b DD,
%ﬁ&ﬁﬁ@%k@wo%@@@%ﬁﬁ?&yay-&4V?4y7&w7w-74~w
RoeXAUT 4 780D 2O0DMIRICKIMNEIND D, ZOHFHEICEE L2 WK T

E%t%ﬁ@ﬁﬁb\itﬁ%ﬁﬂaiﬂéﬂﬁovf&ﬁ%ﬁfnﬁhﬂ@%@@
HleHb WD, SIEWN R, 1940 FERUTITEMR.. WK BITERIEEOTIITRORE S O
RE - ZN7p ELFENEBIZITV, WH T 2 SRS ESR A T S Ae B R T 41 b
Z<ABIL, EO XD RYFOIREN A BT 5 2 & THIR KRB EROMSHAIZ OV TG
NEALNTET,

MG ERB TR LV O AL, 1919 FIC A Y THRS MmN T, R V&
BUZHOWT TTERROMIFE S, K722 b O OB AlE, BRI %8k & TOXRERD
W ZEHFTHEOICHWEEENS K TWAY, 72U B Tli=a—3 — 7 R ENE
BEEDT VT Ly R e NR=RBAT 4V AX—5 RA Y EHRFEROIEZIZ OV THIGED
FREFHLER, IO T=a—3 =7 OENELLZRTIZDITHNLNTZDIE, 1946 F
D [=a—3——] BIIEBINLRET, A= F - a=YVFIITHV R RT =
VICERLTVBY, Ei#ETI L L TEL OEMBEOBFRICH D 5 7k 7~ ik Uik Lidhh
REREFZOXHEE L LTS LI, BHMAOREHER [Ty a - TR T 37
U= NR=7 D7 5 —~ V) ZALMFOEMBZRUE LTz, F72. 1940 FRITE DAL TR

0 U COMBEBREROERZHOFEZR SICo 0T, EICUTOEE %% L L7z, Diane Waldman
ed., Mark Rothko, 1903-1970: A Retrospective (New York: Harry N. Abrams, 1978): TR HERBACENMTRE - S i
b FHE R 120 e OB KM : =2—3—2 - 27—V Kny s 7 7—=0 7 ZLTH
TE] FErEHT#E AL, 1997 4F; Katy Siegel ed., Abstract Expressionism (London: Phaidon, 2011).

WS EBREFR L VD SEORKNIZOWTITRDFHCIZEE LYY, Helen A. Harrison, “The Birth of Abstract
Expressionism” in Abstract Expressionism: The International Context, ed. Joan Marter (New Brunswick: Rutgers
University Press, 2007), 13-16. LA F D CHKTIEL, T DBRAIOERAFNZHOWT, FAYERBERET AV VD=
WFEI-bLEOBRER L H5H TE LI T 2%, Helen A. Harrison, “Arthur G. Dove and the Origins of Abstract
Expressionism,” American Art 12, no. 1 (Spring 1998): 75.

12 Robert Coates, “The Art Galleries: Abroad and at Home,” New Yorker 12, no.7 (30 March, 1946), 83.
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DY 2 RKIICHWS FEITFRa vy 7 OR—K « XA 07 0 T OERT &b F bt
% (X 1-2), FUL ZOFENEHOLHRE L SNDEONT VA =T HEDOBEZET — L -
ﬁ~%~f%@]%0$ﬁ;ﬁiﬁ%%%% HIRS DA E RS L, mEICHSR L
7o B ATV D (1K 1-3),

%L%%%ﬁfﬁ&Lfﬁgﬂéiaﬂﬁé%ﬁ%kMi1%0@&@@%T\%@E
FRHE SRS & 2B FREMRI ST D 2 & TEI RN LINAEZR, FEEVICKHRE D
DX DT/ oTz, 1940 FERAIDITIX, T AV I« =7 EEHSR R EmRER) S % =
ERALREIS—a v ROEX - T — Y AN AR E TERRIEMRT A Y I AZE
WHRIZE > TREINTWZHOD, — 2O LWEMEIN LWV D HOFRERD bk
Molzy, ZOEHD=a2—3a—27 OEZFE-HIZL208EMX, HEHEZED T =EmF D
Ya LT VA NCLORBEHLNIRL TN, FI~H U = VIR ERHEERZOF
THLNRY 2V LT VA RDITN—TLEHEREDY 2 b o>~ DBZETH Y | 1942
EO TR TN T= (VW) ZEORITNZEDY, U VT L« XOFT AL LM T
2V LT U ALDIREERGEE] BICHMS L, ~VP Uz, XOFTR ¥ TV R
Oy 7Bk a2V LT Y ALDFTHEEFOR~)Lh vy X e F 7L 0d— R .
Frany=74—Rizh A — hvT 4 ALDEREITF, 1943 H0D [4 o255
HEECO 29—V BIZHHMLLTND,

WH 7% 1943 SRR T TAHRI O] MER TR 2 BRfE L, 1940 A0 -1 13t
FHEFE I LAV N« )= =T Ol 2% THREFHEROT TR AL EZMD
NHEITB, 1920 FRMOBLIZML W zvw—F «mrRXAat7 KL 7 - Iy R
— X943, EATSMUIZ A=y b« =a—< U EHTFRAEZEEL, K
MBERATRO~=T 2 A FOLIITWPND L HICRBD, =2—3—7 DERFEHIX

EEOMME B, EWMMEREDOIIT, VR DT ARHEHES~OBINR EOMFEB &2 U

TRIE b o7, 1946 B L 72T 4 « N—Y U AFEEHIZHBNT, =a—~v 0L el
WA 7 4 7 D& (Northwest Coast Indian Painting) | & (1946) <° [FRESCTHIRE
i@ (The Ideographic Picture) | & (1947) Z {2l L, & D & D WE =B O & BoR L2,
ZON— Y X BRI, FEIZ 1947 FAS T v T oA ARHEEEEZA U %, 2 OmE b E
FIEMHS Z & T 1950 FERADITT TR RBLEROBME - b E2 R LT,

1946 45, FWEENCHIRE 2 & A7 7 U 74— K « 27 4 (X 1-4) OfEEN 45
PALOZEN ) WECRHESL, ZoLX A e IcHFEEXE TR Aa), —a—T—
7 D—HOHEFEMFE b AR LT IMEEAIEE 72D (Myth Makers) | & KB L7ZDIX
NODOEWNFE L EEME L TR OH L 2720, F4E, ThE TR LS

P ZoFPIConTIR, HAETHLIEKRT D,

Y BRBEOREROFPIL T 2 —v o E, HOBEBEOIERHIT X 2GR ORENEASLHNEL b
Tl E WS BN 272012 [ 74275 7 (Ideograph) | &5 Ex #EM L, BRIZEHNTEHR
DOZENHEENC KIS T A H DN T )‘ U I REENHT L < EBaviz & 19E9 5, Barnett Newman, Barnett Newman:
Selected Writings and Interviews, ed. John Philip O’Neill (Berkeley: University of California Press, 1992), 107-108.
'S Mark Rothko, “Introduction to First Exhibition Paintings: Clyfford Still, 1946” in Writings on Art, ed., Miguel
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DY —=RERNTNTZT 7 —=2 70, =F A VEEHE AV 3 & BomhgE (11 1-5)
A& R, Ty MU =71 1940 FREWBLTE Y N7 T 7 LMEEN A EREE (K 1-6)
ZHIELTZ, 1940 FRPETICTy N =T 2B LT UL b ERMTH LIk oT
Ty RU— g —H—- FAY NI, THAT7 7y hD X I 7R EOH % @iw I i E
THEMZHIEL, ZNHOERIIEZ 777 L0 ERLTHND (K1-7),

1947 FEITITERBIERONREBNEZ - LM A OB Z ML L, e v 7 ik
1947 ., ZNETEROICHN TR —V 7 o ks lm 2RI AWz A — L4 —1

7—72fEd (X 1-8) ZHET AL 91/ s, RUE, Aays70ETHLY —- 7 7 XF
— b A=A — T 7 =R D BRI A A B B CRANIE U < i 4R A 7 5 VRS &
ELT (X 1-9), ZOFEFATAT AL > THRERERFEEORI L 720 | (ROFAK) (K
1-10) @ X 9 ITHEC e il & B & Bk L 72 IR 2 R e T DR 2 i X 4 7,
1948 FE =2 —~ T (U A R D) (K 1-11) T CHljf Z2 EEICHEK TV v 7%
A, WERHLE LS 2 HEHELWS 1425134 (The Sublime is Now) | Z3E L, v~V
IR UNELE FE L T DRI (A VHEFEASOEHK) O U —X (K 1-12)
ZRIMG LT, Fo, 1948 HIIFFEREOEFE L LA FRIEHICHEEZ B X TR 7 <)
MR Z B < 23, PERICH ) — ANDOEBELRERE L EZ LT —F—2ET D, 1949 F
Wik, v XA afuc B 2 BER SRR omGm (4 1-13) Z6E LGS, 1950 #1227 74
EEE BomGE (X 1-14) &% Uiz, 1940 RIS E 0o ta o Zfih C i 2 74 5 g
EZHHINTWZT R« T4 on— M, 1950 FRUCFEREDIE S 2 A5 oH - Gl
ZHIVET 2 X917 (K 1-15), 74U w7« HAREH 1951 HIZHRTA b - XA 2T
AT EEN D AERERE L CEoB X 2R T EREHIELZ (K 1-16),

ZOWE, =2—3— 7 OEFIZIDHIEE HIEFR LR, 1947 Fll=a—~ 128D
s WO NBNEZEITF T - 7= (The First Man Was an Artist) | 23 [ % A 57— X« 7 A (Tiger’s
Eye) ]| #EAITI B IS4, 2%, WIZFAFEOREIZHEED D L 512D, 1947 Hrb
1948 HEDXIINT T, v vz en—Br =7 Va v - =YL REEICEDb-T-
TRy U EF —2 (Possibilities) ]| ZEIcm AaRu v 7 L E-5-RENHFE-HOF
Bl & RSB S =28, —BOLTHETIE 2725, 2 b ORI RE Shi- S5
LOFERIZIE, #HDEICHEFE IR 2 LT U ZALMABE, FUAAENR~DE L,
FLWEIROBRIE, EDOIT—1 v/X T AU DEWR~OHLH, 27 &4t & ORI
WTORBEREHINTND

1948 -, NUFT A, TAT 4w R ~T, =Pzl B 2aBNELRF [EZHEO

7 (The Subjects of the Artist) | Z B L, FICHRMAROZNH b 2 RICH X, §lim
Tolme ZIUFBFEICEAKREIND N, [RAZ A 35 & LTHEBEOHERIIRT b, TO%k
2777 LLTEVEVWERREZLERLE LIZEE Y BRI,

Lopez-Remiro (New Haven and London: Yale University Press, 2006), 48.
16 possibilities, no. 1 (Winter 1947/48).
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ZOHTH, MBRRBEEROEZZDN —D0HEME L TUALSBMEnS L Hickhd b
THERHKEL LTHET L0, 1950 4FO A haR U &2 U EiE~OPikiEEh &+
DAF 4 T TORETH-7, ZO—HOREDT T, BHOEAFTEMRESh, Th
SITBRF R EROENF - bORTHBMR L ZDh TOMBESIT Z2RT DL & 72 -
TEBY, UTTENLZ A TNETW,

1940 EARITIE, =2 —3— 7 OFIRFE - BIC Lo TEEREWNE~OPEEEE T
DT EIFmTIE RPN oTe, TOA MR X UEINEA~OTEREE N RPN RE S LD
X, 1950 £ 3 A, BRICHSGEHRFERE L THLND X RDIEMFELLOELI NS
AL VA 35 LN RRAEOR ETOZETH DY, ZOFMEOBEEE LI THE
(4 1-17) 13, R FBAEROZMR IO ORE LR F 2T LBV Wlo—oTh %,
I FESoTWAH AL ZL TGS 5, —FE7 - UF b, J—<r AR, VS
— e T UAN, BE=H— e TS NSRRI TIT Ly ReH X — 1
N R ewPF o UFx—R-URLVR UAVA T == T TATT A
T = VA LR TNy I A T RKTFTA—r UVF¥—K--T—kv k- -X
— k. A=K e TNV a T N—R—b e Tr— R~ TTyRLA e Ugp—h—- |k
LAY VX =A AT T, BN —h e Ty R) T A~y F e RE—2 TAT 4R -
AT NN—Xy hema—<r ., —FT YT, = AR,

A ha R Y & LB IS A SN P OEIRICEA E LT 18 A DHEZE D
IFKOEY THD : VI— TV UARN, TRAVTZ Dy f)—T7 BRA—h - <vHF U=
Ny DA VT D RN FT ANV ARTw N—Fy he=ma—<r, TAHRa A -
AZEAR, VT =R 2740, VF¥x—R--T—ky b Z—=hF TFK:-FAn
— R Vx¥I Ve Ruys w—r -vRa TTyRbA cUx—T— - FAY
TALL T e = Ny B e A= VA LR Ty T A, TV F
F—RX, 7V oY L hvwr, 2O IBAITIMAT, 74V 4y K« AIRARE 104D
HAF N L2 RALTELLTVEY,

ZOPEHEERY B [94 7)) SERERLEEASTE (X 1-18) [ZIEBM LD
TOEMEEHTHD : TAHFOR « AFZFA, VI — TV AR, N—FRy b=
—<, VA LR TNy T A ~v—27 -vnAra, JFy—K-TF—ky h=F—1,
T AUT N - NRNF TR Dy s eRmuay 7, JYUTF—R e« AF 0L, @/N— | -

T ZoA baRY X2 EREA~OPEEIFENC OV TIX 4 ETHMN A28, 2 L <IXR Ok ZE B,
“Irascible Group of Advanced Artists Let Fight against Show,” Life 30 (January 15, 1951): 34; B. H. Friedman,

“ “The Irascibles’: A Split Second in Art History,” Arts Magazine 53 (September 1978): 96-102; Bradford R. Collins,
“Life Magazine and the Abstract Expressionists, 1948-51: A Historiographic Study of a Late Bohemian Enterprise.”
The Art Bulletin 73 (January 1991): 295-298.

AR STV 2 FERE ORI RIBICHRE Sh. ZOPERIC OV TOSKITE TRV, Robert
Goodnough ed., Artists’ Sessions at Studio 35 (1950) (Chicago; San Francisco: Soberscove Press; Wittenborn Art
Books, 2009).

PR RuRY 2 oEiEER e — T KL Ly REY RAOAB#EM, 1950 4, Clifford Ross ed., Abstract
Expressionism: Creators and Critics: An Anthology (New York: Abrams, 1990), 226-227.
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~Pz, 7T R = Tgp—h—=FrAUV, UgL LT« T—=2T T KL
Tedy RU—=T TR T o=k, ~y e ZAZ—2

1950 FRIZAD &, ZNENDOIRERRXOMSL LG, Z LTI DXL D RIEHEE AT ¢
7 CORGEIZ L > THRER EZOEZR - BITES MbN D5 L 91272, 1940 FERND
WoEXEL, TORBEBERXOMNIZ S EBE 52727 ) — =7 h—=v R« ~RA7
EOMFHRI LT VT Ly R-H- N—=RF LY vy 72T —bnolc=a—3d—
7 EREMEEOREBREZL, ZLTRF— - TP b RXT 4 - X=X TR

— e V¥ =R, Hlaz s YR EOEEELLOEB AT R E LT, GRIE
BOERIZHIET AV AERNOAR RO EEEAICHAEZS 5, 1950 4, 1525 [TV =
XY 4T TS — ) [l —F— T =T KeyIZRHRL, T/ —=
YFEED 1RV Aua s B — L IZHSM LT, 1954 120X (5527 Bl
TRV 4T BT T e I HANS TAT 4y R A AR
L. 1956 FlZide > R, 7—h « X 7 U —TCRfESNZ 72V DERENCE T 58
REW) BlcARey s, mRra, ~¥oo) 7 7—=0 7R EWMGEEIRTERLEZOHE
WOEZ =6 11 L35 Uiz, RS, ZOBBOF LW R v 7 B3 fFlgic ko> Tk
L. ==—3— 7 REENEE CRIBE R AR SNz, 208 5 I EEESERRCHI 0 £l
FHCORES~ODZMEB LTI —r vy NIBITLIHAES L0 N TOT 74 /v
AL Vo T REMR OB & BERAZFF L5, 1950 41X, 60 FRICHIG R EFK 1T
FE] B 7 A ] O HUD A e ) & 7R o 72,

T 2T AV A VTSGR B LR O & IRIERFZ [ U< LT 1940 RT3 ) TR
AL, 1950 FARUTITHLAL 3 — 0 v O EERFIHEEINER O— D> Lo Te, THh 2 DD
B OEF = HORICIIRZRHTNH Y, =2—3—27 TT V7 4V A VORERIMRE 7=
LA, T LR CHRRBEEZOBF - H3MELEZRE L, FROIFRUBESICSML
TV, Ty 7N AVOREMEZE L 25V a NP a - =F 713 1949 Hic=a—9 —
7 CORMOMBEEZY I 22V« 7 —VEEECRMEL, 1951 Fli~vFvid Y T/ —7
BAEBEB L, NCR =Ry U NAALIIMATERR Yy 7 T« 7 —=2 7 bl

0« ‘The Irascibles’, ” 96-102. (&N 2HF b)) 19504, =F « V=R, (T4 7] 35195141 1 15
H AT oL I,
NTTRARLFE Y a N T a T UOT AN BB DEHE & ZEICOW T LD H T 1949 FEDH)
RO L > T=a—a = OEMRATORBEZFEN L T LTIIBHEILT Y M) =T~ HF Y
=V ER S TN 7 — VB & L= Z L icfitiu T 5, Agnes Berecz, “Grand Slam: Histories of and by
Georges Mathieu,” Yale University Art Gallery Bulletin, 2008: 67.Z ZIZ5|H SN TW5HA ' Z B2 —IZBW T,
EEEZ =NV HG LW I TFUDRIMTT T A ABERIIH LTI E LD, 2OR 50~ TF U
RA—=F =V akROTEEEHNLDEERZLRT AU I ANBZEELOERIZHBELERT LS ITR-
7= L3R~_Tu %, Oral history interview with Samuel M. Kootz, April 13, 1964, Archives of American Art,
Smithsonian Institution; http://www.aaa.si.edu/collections/interviews/oral-history-interview-samuel-m-kootz-12837

(BT 7 EAR 2015 11 A5 H) 207 —=YOFEICHL1RE I IZ, BRIZBWTH /Y BEHO
%&Lf—@@%@%%%\7y7zw%w®@%k%~®&mﬂ\%tﬁi@ﬂ%%oﬁ%ﬁﬁfﬁm
DRI EFHZ BN E WS E A H -T2 Z SIFEETH DL, LrL, Ziboss ) DEWFE = BITxk L
T, =a2—3 =27 OEWRZHIFNY L0 D GETOEALNE & HIVEREEE OARE D 72 D IR & #0217
1T TH U7z, Berecz, “Grand Slam,” 67-68.
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REBERBMFZOMELEHEIE LT, £/ 1955127 VA oL - L TR S Uiz T8
OB BIIZ~F 7, TrrrbcRfoy s, hE—bFERTND, TV 7 4L
AN LD [EBSERIER 0 2R L, S LS COIMNEES OTEE /2 EIGBI5 AT 251l
FOHHE DR TEEEZ R, MLt 2B A 25 ORI LT H HEM 7 AR
oLz, — ., GRBAERIIRKET AV, ZLTHLWEROP L =2 —3—7
ERMT HEME LTAMN, FANBELZ I GHiiZz @iz &V o RN s, REHE
BT 7N ANEORRITERAINOEMIZH o7, L LR, ihRRBLFER
X7 T VANV EEAERZ RF LN HRE L, £72 1950 FLURICEST 514 - &
FRRy 7 o T — bR EOWMROEMBIE O L 72D LRI, ZH5 0687 2l
WME= T T EBoRMZ B, £ 2 HROMEBKRIRERL SNDOHERT BTk
BTz,
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3. HERBERDEITHR

MG ER TR T 2L 1940 FRUICET 7 LA« 7Y =2 =T Lo gL K-
=B N=7 2 RE LT DREFROYEFFEIZL > Tz, 77U =2 3—=2103 1930
FRIZVTFHr - LE a2 —] SICCEMRHFEZ TR L TR Y | I OEMIEETH 5 1939
O 7070V Xy Fal lZiF, M7 70y rayloxtih, i
DEBELENI ZDHRD T 4 —~ U ZLPEEOBER BN TWDS, 7 ) — 3 —273F 1942
FEMND 49 FEF THEE T34 > a ] OFEMMERY L, %wﬁﬁﬂamﬁﬁﬁ$%®¢%
FHORESLE2—Z2HEL, VDT VY7 Yy ARy IRU 4L AT« J—=
YT OO HEES Lo T, ORI i%%%ﬁfﬁ@%ﬁ%&%ézéﬁ%ﬂy
A e IRT UV DEWNGHONME R D Z ENTE, Ia—a v/ - %E*X‘A%ﬁTODEﬁ‘ﬁk?ﬁﬂ
GHIEHDORBEEZRLS BFETDH—FH T, Pall T U RADLHICEECNREZERT HE
iz I Uiz, B I3E 2 DT REIC lﬁ®f747@%@%%ﬁb BRSO MRE
FINZ 72 & 2 e U TR 0 IR TeME 2D 5 S CHIR R B2 4 5l L 72, 1955 4ED
Z [7 AU A (TR RV EREZEET AV D ERETLEME LTERT 55D
MR REETCH D, TX =X LDEME AT ¢ 7 A OREIC EIRZ & < BEmiL. 1960
FERICR Y T 7= bR I =~ U AL % T D Hm~L NS —FHT, IRAL - A
ZYV—= e TTRANT 7 ar] L LTIRERAEROE RIS rx R -« /=T R
RE—U R - A AL OMEFE Z 7 L7,

—7 ., FRROEBBELRMFFZTCHVFATHLIa—B o N—=27F, v /L7 2 FHREA
%%mﬁ:&%%%&bfﬁ%ﬁ%%ﬁw T = TR RATROEWNE D

%%ﬁ&ﬁ@*f%%@ﬁmmmdéﬁwto7)w/A~7@7¢~v)XAM

FECR LT =R = 73R & T2 BRI T 282, PR B LRI
BTz, 1930 FRICIEER e SCEE [V Ty s L e a— 0w Ly Xfﬁ@%ﬁuﬁ:
2— vy A IZFRL, 1940 0 [0 OFadE ] TIEEVRFRIZEFOH LU H
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(X 2-2) DESRUA Y=L E OBUDBASNTHY | SEKRHIE T — 7 & IR S
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Katz) HOTETHE SN, S5HEICHEI N, Bk, NV OU+—T T — L4278 FHi, v ¥ &R
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FIET 2BINZ L Aos, 62X 2REHIEICE LTk, PLTOSCHRIZEE LV, Gilbert E. Kaplan, ed.,
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T oo ES) T A= b7 4 AL (HBER) &%, ZERRIEL oo CEBEZ THE X T, Kith
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Uy a THE AT BOWTRNOEM AT RS2 & T EF—T7 2 ER 5 URIMES T LD TH D,
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TV ARNET U217 TANA X —DEHTeY T b« T TR e 2y F U TOFEE
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AR O FRARENI R 53, BZI —HOBEBIHE OSIGICH 5,

B YT TTOUR ey F I BEOT T T2 RICEIER U Y U7 S5 A0k o @ iR
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PR TR L DT DALy OB A RICHAE T 2, A HRY DT 2 & a0l - 72555 0 il A3 5 H
THD, FOHESEBIIETA 7208, HIRITH0THD,

8 Hayter, New Ways of Gravure, 217. Z 2 T~A X —I%, T/ A MBNEAR D& — R ORO RIS
bid [a7—=Va - AV y N Z#RECFALIZLBRTN D, 1980 ERICEITD, ~ Z =12k DY
Th IRy F ORI L TiE, L TFE2SM D Z L, Jacob Kainen, “Stanley William Hayter:
An Introduction,” in Prints of Stanley William Hayter, by Black and Moorhead, 12.

BIOSROORIION T, UTFOXMESBOZ L, va bt —AF I ZITAVLREEMIZON TS
PR LT D, Spies, Ernst, Oeuvre-Katalog: 1906-1925, X.2/S— K « LA U —F —|%, =LA MR
F—Valtinyd—YaltnWOik A= T I RA ATV EEBETFEE, YT T T Y
VR F U7 LW EEE G LTz L §iH9 %, Robert Rainwater, “Max Ernst, Printmaker,” in Max
Ernst: Beyond Surrealism: A Retrospective of the Artist's Books and Prints, ed, Robert Rainwater (New York: New
York Public Library; Oxford: Oxford University Press, 1986), 22.
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FIRIFREZR T CEA SE D20 TIE AR BREIZ K » THEIZEZHKRRERZ 52 2720
FIEE LTHWE, 1930 ERATPED~A & —I2 L 2 i i?ﬂﬂ%‘i%ﬁ:éﬁ&bfﬁ Y, ORI
TEGMEEZREET a7 — Ve, 7Jay A —Va kb —bh~yT 4T s Ra—A
T DIFF~FANTNZDTH D,
%ﬁ®$ﬁ%@@ifﬁ&?é’&’%D%%ﬁki»yxb’ﬂbf S A
—h T4 s FR—A LTI TA— b7 4 ALZRBENTSH L, #ITF v v
Uﬂ'V%V%I%?éﬁ:iw-myj~°ﬁWV747~(Ddemw&Mwww
LB E AT LT 1923 4RI1T, #1DTA U D R 2 HIME L7=Y, 1926 45, KA _—/L -
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30 FREZBELT, ~A X=XV 7 - 777 RICEDEBEORB L WATL T, F.OH
LR DET— T ITHMERR OB X2 K HERBLA FHV o, 1936 FITHIFE L 72 (R (Combat) )
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%ﬁ%%mﬁfhbxk®¢%®%%~ X, ARG~ L Flok BN D L FIFC
KRt FH B ERENDINARTDEIIZ—2DO0T=E D ZR LTS, BEIZHREXNTHH
Ko T RIS REAREZR L TV LR, KBOBEMLRE, KthoH KL VNI HFITED
BHREFAICEHE L, BiEICAD LN DB OBETF 2R L T\ 5D, ZOKLE S od
WHBRTRE R E T — 7 D AIAEN D RIE, v~ v VDA — T 47 - Ka—A 7
CHILWTHRETH Y . ~AF—=DPEHITEIC ZOFIEERYD Ah X S & LTl &

8~ = FFEEIIBNWT, ZOEREBOEDIZY 7 - 70 RBRAVLRD X IR0
19334EEHTH D LR T D, HIC kD &, YUlE, FIRERBOD t17/@ioébkbtﬁ%%m
FIZHOW D DIFRAETHY, YT~ - 7T R $BEIL7",$\H®A J& iof*?ﬁé%i‘%ff LIRT
XD LMD & D7 o7, Hayter, New Ways of Gravure, 217. 1930 FFRIZEIT D, ~A X —IZLBH Y 7 b -
T Ry T U OFRICBELTL, AFEZRBOZ &, Jacob Kainen, “Hayter: An Introduction,” 12.
8 1924 £ 3 HIZHATENT-34E TIROWKB] 3P anya « ST —LOFHHEET, 2o F 7L T
ARA L MTED 4 KOERZEIHL TV D, ZORMIORENEID —> U A 7 =0 > TWizF 2 B A
o, Yaiya -7 - %V a (Giorgio de Chirico) DIEFZER I EDL LD TH D, ZOEITIFE, HLL
R LTER Y a /vy o « NF A = (Georges Albert Maurice Victor Bataille) @ [ARERGE] 72 E\WsESHE %
HEBMIIE LB a Rt L CWna, YD~ v Y ORENIZ DWW CIXEL T O E BB = L, Lawrence
Saphire, ed., André Masson, L'ceuvre Gravé, Volume I: Surréalisme 1924-49 (New York: Blue Moon Press, 1990).
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NIOT PP LTr Y FUCR T2, 20K, 34E 5 Alil=a—a3— 7272
Wik, FEKPD=a—« 27 —)LTT7 N U= 17 EMEEN D IREGHEEZ Y Lz, ~A X
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M OPWLE] EvA - 75 2 (Louis Aragon) (2 K DRIFFOLFUCEA B E L > TWb, 20 2 HORKHE
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B e B OB A & L CTHWZEIS, 1941 FICBYES L7z (BE (Mirror) ) (K]
2-11) ThD, B X ITBDE, KT 2R mIc B Sh, £ ONMNZIFE >
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B Z L EDIRE DR 0 S LY ROPE Do =2 — - T T v 7%, 40 R E 50D %
ARV IZBWTIEMBEBERRATLETH Y, BRIIHRA SN WVERAICHWONBEIRNERE TH -7
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HOBN T H~ENCT=bTe 2 & T, FIREF—7 O LM TIENY RO & B
KoT—RBmFHINn Wb, LD 7 L—D@E, FIREF—7 OATICE NS ERDOT
72 REATIMREREO LI BRBWVHEREICEsTEENDSE F— O, 1E
BIRBUCIGE 5 225 L RIRFCZEM & B2 R T, 10 F£%0ERS (5 ADAY) (X 2-13)
TIXETF—7 L REDXBINIEE D L RIFFT, #EAEN K E 7o Tl 2RO EH)
ERTEOICRD, THUBELAA X =l LM EBRICLDEMERIIILE RS EMEZ R
. 80 FRDIERIZBWTIHE OMAGLEIIR b IRMIIHNOGNDL Z & LD,
T, ~"A X —IA—b~T 47 « Fa—A U JIZEBERZ T CIIR., EEHS

By A T b —T 1880 4, FINTAEFEN, 1929FENE T T 7 TN R RFEDEIR A )
DI, T F ABMEOBRTEIZEND, 33T AV I A~TmT D, WAE, —a— AT —VOHEZ LRV,
R CE Lz, Y& b e ERIGRTTE RN, —DO2ERN L OfERE] 28 L, Yo
hong = —1X 1912 FEDORBEFB O FEBRIC L > T, ZOF T2 X)L FOEZ & FEIE LT,

% Hayter, “Orientation,” 72.Z DTy v A2k % &, b DOFEERITH OES L HRIC L 238 a g e L, £
NHE~OHAME, RO ERE TROBESEMHIZG 2 AHENEETHD &, ~A X =T L T
o HIE WD TRERA 2D REHIECTIXFEICEHG 2 S 720, A, T a~08& R b7z
LI RIF, ~A X —OREBRELFELE ST, 2O v A OMOEHS T, HITHEE OB TH 57O
BEICHEH L, Ml OBRIZB T, MR FHCHE, VALAREEZLOLIICETHERIEL TV D,
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FIVEAT2 & OBIESIT E WO M E R L TWnD, ~A X —138 L TREICEM L= 35
Flebll, BHINFEEDTELY TN I3 Ry F U 2N T, A— =T«
yﬁ&%m~4/ﬁ%Téi5’@®toi%#wﬁﬁﬁyF%@ﬁbtmz%% WT
HEE L, B Fa—A U 72 B S CT L AT A ETRa—a U7 ZREICT 5
:}:75)1‘%6970 ZHICE ST, POMERBIKROMBEZED HRNC. HEICFEZE2 L CHb
B 5 Z & TEINFEDEETRDNERIZ %é%%%ﬁ@i;%#;k%ﬁ%kbfwto
AL =D NEIC L DM EORBMERZBHRT L L) A THWL R TE Y
TN TI9 U RE, AT 4T Ra—A T EEMOBEIZLD T —V 2T
FIAT 2 HEEZR LI LIIREREREZAL TV, 1940 FERFEPEO=2—3—7 1
BWT, a7 U RALNITTIIAS A LI, Z< OEMFIELTF. LOTREELOF
BREEZBLT, TREZATHES, LnLARNRE, ~f X —IZ X B & ) SR To
A= T 4 ALDERE, KOV =2 /L L7 U A LNMRBEEEORITIIRD TR LD To
77

FIZHF T [Ry v )T 4 —X] FillOf@mE BT, ~A Z— 3RO K 5 IZH
Do BEOF—~T 4w IR —A U TITRVIRLEND A A—VRNE Y DIFEET
HY, FDOAA—VOUETLHHLONEERIIRN SN, 2FE0, HEFOF—bvT 4
v 77, TR ATHO—ERBEAIC, TRERBUCHEGTH0EEY, Z IR
BINTNWDHDIEL, vy Y RT)VA L ETHERY | A Z— TR L > THES
NI-Z W), HHEB 2 BT 2o — & L CRERZ M L TV ARTIEARNnE W)
LT, A BT E o T EEHITR A RETEERSCIARDA A=V DITHIETH Y |
BIX NSRBI, FEERMER IR 2 ABER) & 395 o Tide <. T LA SHYEMIIZAL
AL ANMFM O ERICHEE oA A=V NH DL EBEL, A—b~T 4 v -« Ku—A 7
ZHEMLTENEZSEHTZEE2R_ALTND, A—F~T 4 v I Re—A U 7 EEEVIRL
M <ATA BN, A A=V E R ORI Ry~ LBV AL, TDA A=)
BERe—a 7 B2l &, BRRRRETRAINDLIL IR LN kR
EHSOTND, ~A Z—ZZWNEOHIEITA & ER L OMIC, HAEICEEL 52695
MR 72 BAMRMEZ R L TRV . 2D X 9 REINE O T A% BERT & 21X, IRANIC
Fy a7 U RALADESRE B LENVLDELEE XD,

FICEKR LI SIZ, = 2 MIHIEE O EBONIEZ W)L EETz L) mT7
Oy X =2t — N7 4 ALOHEHELE R LTS, ZHICx LT, ~A ¥ —i3A4—
F~T w2 s Fu—A 72 <TTRAMEFEDOESRIZEG 252 b2 EH L, fETA
DB L L CHEERICEH I, TURMETIC L2 ERRAOREMAZE LEX D, D

7 Sawin, “Hayter at 84,” 61.

B GHH T 1940 FERFTEDT AV HITBNWT, Va7 U RANEER T 7 v a LR EDRNY
FRBL W EEEHL WA, AT I IWNOERWEHO =2 —I—7 Lvy I A - )
A b—— {Vox Angelica) (—JLIU=4F) A Hiic——) [EfTsD 55 165 M, sk 28 2008 45, 132-146
H,

% Tbid.
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AV B Ea2—DHFTAA X =L, (A= ~T v 7 - Ka—A 7] ZHOTHDIE, {E
FIXZO Ka—A U ZRABICHI» N T LW KR EZ o2, EEIIZES O
D—FIIT>TNDENDH Z LITHEEER LTV, IIHIEE OO GFELR &
WML TWEZDTHD, ~A X —IZHHOFEET, a7 U X LEE) & TR & T
WD DD, BADIEMCE END A A —VITEEHRN, ABANCHEND b D7E LR T
WHY T AL T Y A ANLEBEEZIT TS I EERDTVDA, FRFIC
TaVNLT UALNLZEAEEE#REA— b~T 0 ALOBEEMBAICHEINL, ERERE
WHIHLTWA Z L &R L TWnD,

a7 U RALOFHERRREHIEICBIT 24— b~T 4 AL EREICE T 5 FEREE O
ﬁ@ﬁ\MﬁK%ﬁhTWéoV:wVTJXA@@®@%#Eﬁ~FVT%XA%%%
LR ARHZE T BIIFTRURELZT L, 800 I 2050 (11, 2 OfE RN ERIC
N T 7 ADRETHND &) EHEZ EBRICE W THITEET 217> T\ =dlZx L
T, A Z—IXEITREHEOMIRA R ERE TR A B VBN D > 7o, AN KD RO
BT U AOBRIEL Wo T RBN, WERRZER . SIMEERRICIE, Ll ¢%®ﬁ
RO ITmEARIC, BARIITHET S 2 EOTERWAIENE ENTWD, BRI 54
— kT4 v Fa—A U TIIEER DA A — T DRl CMKTgm%@@éﬁ\
il EF D EWI REO T a2 X, LT LBEEFOBEOEEICRDLIBOTIERLS, K
—A T EIREAE TR ST D E TOBRBICERDMARDOERNBEMENTNDLDTH D,
B2, A= b~T 4 v 7« Ra—A T OFEIC I > THEE L7 — 2O D HEEL DK
AT 2 Z & TRIUA A=Y 0 IR LB I D &[RRI, Sl B AR D BEFED Rk S
No, ~AZ—IE (EEOERNZRRI, BEHOL5IESHENA A= IREHI1EC
BRSO\ e W) B EREARE LEH LA —b~T 4 ALOFEE LT, [l
IBFLA—hr~T 47« Fa—A 7 %EKL, TAVIOEREBICIEZTZ, 20
Eol, " AR D EERE A — b~ T ALDOZRF LRIL, 2T U A LE

0 Zz T Z = (A —b~T v 7] L0 b EEHAN7: (unconscious) ] Ru—o 27 L) £HL
DIFREI T D EBEXTND, LWHDL, [F—h~T 4 A L] LI RBUL, [ZNAERTATD
fils] ZHT LKL N D7D TH D, WRHIAT HIIE, it — F77‘4’ v Ra—A T %
M<KEZIZ, ZREEMToTND LKL N0, EEIZIIER ORHO—H1MT> TN DD TH
D EPLIFTORBRICBET 54 A —UNER SN, HNEEBRSH THATHS Z 2 IZEAN T2 L&z
H 5, “I've always been a little doubtful of the expression ‘automatism’ because, at least in our ear, it has the notion
of something that does itself, which of course is the feeling you have when you do it: it feels as if it were doing itself.
But you know some part of your mind is doing this; in fact, you can even recognize transformed, transposed images
of very much earlier experience. For this reason I’ve always considered ‘unconscious’ drawing to be a better
expression than ‘automatic.”” Kainen, “Interview with Hayter,” 67.

o8 TEARAREHR D, BIXRENLT 2 LT U A RO A= T OEBI R A L AR—TRARNEOD, FL
D& HPHIEMDTNTH 2 FMOPIRIT, EEHEHEZRE D (automatic) THD, DFV, A A=Y
RSB ZONTZERL L2 LTEAREINDIDTH D, DA A—TVEAELTE D &) EH)
TS &N L7ebDIENR, FEDA A — V2 EHRINTIERT 5 Z L1X72\V, | Hayter, New Ways of Gravure,
155, LinL7edih, 1941 F2T7 A U A OEMHEEIZn P L B - 7r A | (Rosamund Frost) (24 2~
S —DORESADPER IR, ~A Z =3B FETHY ., 2L T VR ME LTRSS, ik In
RFF—, =R F o AuU=T4—REODRNY NE K ST, Rosamund Frost, “The Cheminally
Pure in Art: W. Hayter, B.Sc., Surrealist,” Art News 40, no. 7 (May 1941): 13, 31.
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2. MEREEEDIRE & PDRGEFER—ERBRBITEIELT

Za—I—IBIEEEOT Y = 17 TiE, BTN Y TEE L7ZE RO 217 Y
AR, ROBENMERO T 2 v LT U 2 N 2 U CTIISREREZROZINE 12 B 2SI E HI1E 2
1757212 o TRYDOTREICHAD LTWERCHR=2—a— 207 Y = 17 &3
M3 2bDIEZ <, 1941 FlIZ=a—T =TTz /b A MME, 1940 FRUSITZIUT E
%< OREZHE L7272t DD 1947 HZT U = 17 2B RI A KA v b
(faprraBR) (X 2-14) 22 X2 FNT 72, 1937 FITHRIEHIER D 7o~ » 21X, PIHICIE
FRETHIEIC S1& ERMRA) TIE R o 7eh, =a—3— 7 #EFIZT h) = 17 OFfg L=
2= A7 = VZRAT(F e =a— - A7 =) LELTERT7A KA FOMKE 11 A (K
2-15) ZHIELTWD, Y~ v XTI, A Anv=74—Réct—h~T 4 ALK
DHLNT 2L T U ALREOREZBIEL, 72XV DOEFONERELL, Rey 7,
NOFT A, Vza—hb« HARTAXRLICA— YT  ALOHG LBk 2HA, #5
EROIN—TEBRLE I ELTOES, 2o, ZhooT7 AU A ANBFRLS &
ZDEDONER T BRI A — b~T 4 AL EZRFLIEDEZRGT 5 LT, v v X OfF
EITEMA X720, 7T AU I ABEFEOFT 40 FRPDLOHAXTT TT R = 17 12
ML, RWEZHELZEBAONDDE, Auev 7 ERXUAETAOMIZ, ~F o=, 7
RL7edy b =7 =—27 - mxabThsd'" UFTTIRINLT AU I AERED
(2 & BRREHITEICOW TR TWE 20,

2—1. Pxovyr-Ray o7 YT 17 TOREHE

1930 FEACRE TIZAR B v 7 IF3A X —DEMZ > TE Y, ZADLEDOKANTH DY
G TINLEBETAA Z—DZ L ZHEE KTV, £ LT 1940 FERAIDIZ~ v &
A AR T =T = RLERHTHR TR vy 71E, b A —b~T 4 ALDFERE
RA TN, 19434127 MU = 17 THITEL TWZRAICHEN SN2 Enn, Ae v 71X

12 g B—DRNZIE, ALK AFVRANTHDLA A7 ="74—1F (Gordon Onslow Ford) 55
WEROA YL - 7 7F (Isamu Noguchi), ¥—72 + A2 (Mark Rothko) 513z, ~A X —. T
[S. W. ~fZ—7E0 L HOREE] [HRilE — MR ORIV T ASAIE S - W - ~ A X
— DR BRFERSE, © v LY —E M PREE 75 5] £ v U —E M, 2007 410 A, 2 H,

13—k — o 7 (Perter Busa) II~H T =/, NUFT A Kay s, BrayAFD L 1942 FITHE
W, EENR v ZOT M IZEE ST EEFEIFAL TV A, Sidney Simon, “Concerning the Beginnings of
The New York School: 1939-1943, An Interview with Perter Busa and Matta, Conducted by Sidney Simon in New
York in December 1966,” Art International 11, no. 6 (Summer 1967): 18. Z ™ 3 Al%, 7 TIZ 1940 FFtE, = /v
L7 U ALZELERG, TEEREER] a7 -2 2R TEY . 1940-41 42 F CTHIE L 2%
W34 — b7 4 ALROBENR R TEIND, ZOBLOTEMER—F L=l &b, EbidivyF Lt
WA= =T 4 ALE VIR O ERIEIELIT o7z, 1941 4, A Ar =74 —FNi=a—- X
J—=NLTEMDODL I Ty —2fAKL, 22 TvyZ oDV a7 VAL ZF—ITHEERLTE
D, ZOVLIZFr—lIZL DT AV IOHEFEMENBMLIZE SNTWD, V=0 4 VE~A X —D
7RI IZHNT, 2OV F XY —%=a— - AT — VDT THINTZ_ODHOEERA N LT
Sk LTW3A, Sawin, Surrealism in Exile, 155-159.

1% Tbid. 154.
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BUENGRT Y = CREHIEZ 4D, 1944 R0 5 1945 FFRIZDT T RIA KA b &
T L= 4 IR D 1 SO MARE ZHIE L', 1940 FERETREN SR e v 7 3%
& 2 FERREERE L LEBEZE 20T, ZoifE2ERT 2 HETECIE~ >
VALK DA =T 4T s Fue—A U T RGO LT HERE DTEEUNA LN TH D,

T hU 17 Ty Y ERa w7 BSHEIE LTRSS 0O B DU TR TR TR « f5
fEnTVa'"S, MEDELICEL T, N—=2 « B—XF, ~"A Z—BA—b~=T (v
7 BB TR OB E LT, = v Y Ak BE () (K 2-16) Z2Rn v 712/
BEERELTEBY, A—F =0V —7 0 b ZOHEBEEDTWS'Y, duiic B4l
TF—TERBETONHOA— T 4 v 7 - Ku—A 7 LFRR0 . GEY) Tk
BRI RUC R AE D I, B2 MIDRBOES PO X > REEBE->TWD

1945 2R v 7 BHTELTE R A4 RA > hofEl (E) (K 2-17) 2/ 5L, «*&»
FRICKIAZRBND B D82 AN TIZRW S OO, Bl 2R IEE O & Dk 722 F O

THEDLIL, MPWROERD 7 L—0DESRNEIEL TWDEIZ, v v Y OfERS & OFEL
NROND'S, e lC AgmE St L X 2 ICRZ BTN G, 7 U= 17 TD
FRIENC I &0 BB b 2 < EEN TN D,

(M) (2-18) LD &, WEAMICIANILD, EOBEICITHFORHIZAS T
%, ETﬁ:i7ﬁ~7\%LT7w77NVF®I%ﬂ %Lfﬁﬁ%m:‘fé%@
RGBS D E BTV D, Wb BSRMRTERRZR R T 5 EHENH 0 I
bgnfﬁw\A%&%%@¢ﬁ&W%rL1wéﬂ ZOHFTHAWDOE TICRE R
HOEF—T70H5Z EICHEALEY, Ry 7 i3ELOFICHEDEF—7 24 Z &R
HY ., FERICT FY = 17 THWES 2B o —-> (HERE) (X 2-19) Tl BEEA RICH

195 Moser, op. cit.,p. 6. F£7=, 1941 FEDBEXFHCBNT, R v 7 ORI A~A Z— DR &L L T
WHEERENTZZEEYSHITE LT, a7 Bg X —IZiE DW= Efafii ST 5, Francis
Valentine O’Connor, Jackson Pollock (New York: Museum of Modern Art, 1967), 27. & O¥, MERE TSy Y

voedRmy ] REE, 20074, 46H, Ay N7 FY = 1TIZELE D S HEBIZONT, ~of ¥ —
ARy I NELLEMAEBRMRLIZZ L, T LTI FEIZ= 2 —I — 7 IFRENE TS N7 MU =

17T ORERERZRa v 7 BMENRFIETHIET 2 20 b7 U X MIHEER X RS ER S
TV %, Lous Fichner-Rathus, “Pollok at Atelier 17,” The Print Collector’s Newsletter 13, no. 5 (November -
December 1982): 162.

A4 DB 45 TN THITE S VBN R DAL, —EBOR LAY OLPBFEI TN, Ary 70
. JFIRAR L S 3, 1967 FFI2 MoMA OFZEBTHH VA VT AL - S - UN—< X HEBEDFT
B\AENT, Ay 728D 2N 6OREIZOWTIE, LTOXAE SO Z &, B. H. Friedman, Jackson
Pollock: Energy Made Visible (New York: McGraw-Hill, 1972), 73; Francis Valentine O'Connor, Jackson Pollock: A

Catalogue Raisonné of Paintings, Drawings, and Other Works, vol. 4 (New Haven: Yale University Press, 1978),

142-152.

06 HEEE . RiBE. 91—94 H

97 Bernice Rose, Jackson Pollock: Drawing into Painting (New York: Museum of Modern Art, 1980), 18; Moser,

“Impact of Stanley William Hayter,” 6-9; Sawin, Surrealism in Exile, 369-371.

8 <o d, 1941 EEIL=a—F— 712D, 1945 EFTOMIZT RV =17 T8Oy F I %

HIE LTz, ZOWIRICHIEINIZRON, NUICFREBR S 2RICER S 2O b 20, < v Y U ORRHE

YRS D H 2 a 7Tl GEEI) 13X 1946 FFEICHIME S vtz & &3 T 5, Saphire, André Masson, L'cure Gravé,

Volume I, 140-141, 180- 181 340. Flov Y U IA— FIT 4 ZRLZIGH L1926 005 27 HEIZ T T

@EJ fa & e L?‘_o CEWIZ T 7 R ENORY EBERE DT D T & THIES L ibiait, FEHELL
WZEE OEKIC X Zo I PR —ARRABETHY, Favy 7 OR—U T ONEHEE L THLEETHD,
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e & b O — DD BB OIEIHO L 5 MBI T o THEY ., ¥ U T MEhcs
N5 —2>HOEMEBEBSES, RICEKRLEZ~y Y COMBEIZEBWTH RN HOHE
HBOA A=Y BRHNLNTNA LI, BOEFEF—71F 2L 7 U ZALBEIZBW T,
ZLTHETHRLED LI, MREBRHERICBWTHLEETH-TZ, FevyZiddy MY —
TDXEIEHAT 4 TAMEEE WD FEITRIFT HZ L3R b DD, ZOWREDOSR
I DR &0 BBEICIXE R DN TR T Th 5,

ZOXOIBRBEBDOEF—TERILT HHATHE LT, ZAV A NOFEITEETH D, K
XA AT ¢ TAMEEE LIZUITERY BEFCBY, AA4T7 4 FRAEBELEVIETEF—TZFHED
DT HEMBEE RO, 27 =Y o/l TEEHE] CE/ROETEZ BB BG L, £
7o (FAT 4 7AFE) (1922) (K 2-20) (2B WTHBOIEDA NS, thoE-EIZHB W
THIITHEBICSEHE, LVDTHROHCERTHI e 70 T ITEEEZ N D, £<
OIERIZBSGT 5, Ary 2o (&) (1941) (X 2-21) &, RO—2HDOK, ZLTED
JRETITRIEY —DHODBEH 2 DZ#HNTEHED | AT A NO—#HO/EMZ FA T
ZENHEESND,

Tal LT U RAADEEDOHFTHH LN A MRT A D MMEF-HICk > THE
BRFIERE T2 EIXALEN, Ra v 7 OR—R XA T 4 VT ORERL LT,
TV A MIEARATEETH D, T/ X MIEICREZRTZHEEZLRTH L, KICHE
We Y NAD ETERLTFEICL > TP L AR WROSREZ (FEx—2 U v R[5
I NTOFRANCELLE 2 22 SN HE) (1942-47) (K 2-22) O X H AefBEdICHAWTERY,
CTHITEHBERERY AN O 2 LTV RALDWER EEZ LN RLEAD
9 ESNZOFEEERLIZEVI DL A MO FRICH LTI, BFgeEOR TR
RBERPEASND), B—=V =  "ATRI~AFZ—HENZOFELZERL, L
A NERa Yy 7O LB EIBATEY, AT AW L L 22, BEmemiks
H o CWNTongd X =N Z OBEAIRY 112 X D Wity 7e B HIWES) 2 A2l 2S5 2 Fik %
BRLUELEEZDZEITZAKREEBbND", FArC, A v 7 BNEEOMEHEZRR L,
BE 72 S A o> TWeTed, BIFPIREDH DA X — PN leRa v 7 b
KON THZENTERLLEBERESNLTWS, Ry 7L 15 ORI LE ST K -
X v =4 OREMICIb - 7B % b o3, HIW 2 E b > CRBRICHEE L7z L ix
BzIZ<W, L, 7RV 17T ZFNALEIND R — R « XA U7 0 U712l L 5 Fik
O, B X DRBOAREHEIZR VB LA RN TV eRr v 7128 5T, VA MR
Yy YU bEERT 2 LT YA M ORIWEIZEAE IR TR & IS EE A~ OE & TR
RAHBENOBMOERRERET 2 ~A X —DRBZH ST Z L1F, 2L T U RALADE
BEMNTHHOERZHNL T 2EHERZ ST TH o2,

199 Sawin, Surralism in Exile, 207.

19 Tbid.

""" Piri Halasz, “Stanley William Hayter: Pollock’s Other Master,” Arts Magazine 59, no. 3 (November 1984): 74.
2140 ERAIDICHR B v 7 B E b oL EF L a VLT YA RO vy AR0F v Ay =7 4— RII7T
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7RV 17 CHRBECOA—h~T 4 w7 « Re—A 7 2RELERER, LTI T
DIEFFZB LT~y Vv, TV A MDOERICHMNTZZ L3R e y 7 OR—F « AT
AT ORBERT ETHETHY, o, MIRERHAEROMERICERICA—F~T 1 X
L RETHMEEEZ VW) R CTEHERLOTH T,

2—2. ORAEIYIIILOT kI 1T TOREFIE

1940 AT, ~—7 - w23 F~ P T )b, NUFT AS ERRRICIEES 2 58 S
WD EFDehotcb o boD, 7 MY T 17 TREHEZRATZ, ME—BIFL TV
0 A2 X DR (K 2-23) 13HELIISED 2 ADO N EREROBLTRDOLTEY, 20
HER X AN HIE S 7o~ Tl (1944-45) (X 2-24) S0E (EFT B ER ORI E )
(1944) (X 2-25) IZHHWHITWD, fRHE & R UE O T2V T, AL A
MEVWSOEZ LG, EOBAVIZHOL IR DEZRUNE TN D, NUETHEE RIS
IR FTRE 22 BT HE L TR WS R CIE A 72 BIRIEDICE B, P54 HE &
OWNRRZ D, ZOHBILLTWEIIL, Lo shzmgmoms s & 28 T
2B\ 2 3 E T OB R & IO TR ié%ﬁ%%twﬁﬁfwko
Ty F U TIEIMNE E BE WA VTR Y . R IR TSR Y 2R
DTIERL EEF<%%%T%50_M Zxt LT, A/ﬁiibﬁmﬁ$®@%%ﬁ%
LTk, %mmmw B AR E TRIE 5, ZOABARRICE, 7R
17 ~Chi Téﬁ~b774y7-bn~4/7%%w&?éﬁ~F7742A&&L
%ﬂﬁ%@ﬂ%iéoWE%WW%%@%%%—ET\uxnﬁW@ﬁﬁ%ﬁU@ﬂOK
DI, =y F 7LV FEIETIHELWERREHRA L RO T\ enbi2 B2z b,
BAaDTyF 7T, BB EEZRICE > CERICIEZ 28 TIaed U —0
FRENCEARL LTV M 72 Z ORISR T 52 Ao, EOMRARERIT~ v Y Uitk
% 1926 EDOxT v F 7 (¥ 2-6) ZE#AEIES, a2/l T YA ROHFTEH Y UXF—1TK
I BV Y f A, BRIFF D=2 —3a—27  ROk%E/SY o7 b Y = 17 ThEHIE
AT ol 1947 D [HREW] (K 2-26) 1d==2—3 — 27 THENFIE LR TR RE 2 ME
BD—DOTHY, RITT PV = 1T DOBEIFR 7Ly K« Ry h—DH 2T, =y F o7
\ZE 7Y U M RAEE R OEENZ T, —H, I RIFHED 1947 2> TT A Y
N HFFNTBRCT Y= 17 Ty F U TR R T ARA 2 N 8 L2 VIR 2 Z250HI11E L
7 ET 1949, IZ N A Z Y - Yy TOELE IREM] Offitee LTS Aoy

ALV a4 RTARYAXF—OFFHMIZBLETFE TR, Ay s BNZ2OBELESDEA LT
T-AlREME B 2 B D, Sawin, Surralism in Exile, 159, 199.

I3 = (AT HEROFER AR Z) ITOWT, 1944 FEICHE W, BEMEBTLZLICRDZAT Y — -
T YRR R MLEBRIDOHBRTE & TR S 40T 5, Diane Waldman, Mark Rothko in New York (New York:
The Guggenheim Museum, 1994), 20.

W - OEEIEAADOT Y Y =T BRAHEOT Y A L TWEZ L AETHRISAZ b0 L b5
LBRTNDEN, ~A X —iFuAany Y= 17 THOLR TORE RN ZEE L, W< 20O R %
fEL72Z & ZEFE L T\ 5, Kainen, “Interview with Hayter,” 65.

1930 4EfRIC T R U = 17 THITE L 72 2 R ORREIE~MER 2 F 2 I =ik, 2P, ~f ¥ —LR&EIC

49



Fo SRR EHRITELTZ, TOWNO 1 K (K 2-27) T, #hifi & SRR O T A OEHERH
MEELRTVE", ZOMMBOERIL. TALEINS I v BMELFICHNE SO T,
—FEOLHESEDO LI, DT 2L LT U X LT AU I DOEZFHIZ L HIENIC S FEED
AR LIE LIERE T2, a2 aoyifEiiE— R L A, Iy rF—%Eb
HOBERLE WS W TOHY 2/ LT U A MREORREZHNTNDR, NUEIZBIT 5
HRBNITEFERIL LTOA— T 4 v 7 « Fa—A U T~ORALb MRS TV
EEZ D, FRHC, v A a0 OMZE BT G OER Y & R BIREH &
ERZIRFI S5 8T, ~A X —OREHIEE OFERPB RSN D, 40 FERO~A Z =12 &
D IRENZ B R ST E MR BLOK A ORBNR, B A TN THT R &0 ) ikl 72
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) OWREEROENRETH D, THAL VT haA TEHSOXY 7 HE RS LT
WEFF A V7RG L, baA TEPEOWEOWEEL., 74 AF 2m AT X 5785
T A 0) TS 2WE (ax—KRaA) ] [EEOLME (2 A=F2)] L
IFTRE (A VAT A= E] TRELIL, THAL VORKREA VAT AZX MBI
ONWTCE AT =2y 7] THLLEBASRD,

—J (BELBR) (X3-10) TiX, FRICBEEHFENELY, TRICKEELITEL L 2RT
FRERHE DAL, HHOBERO D DLFEFUIBEOLTHAL ) v ThDH, BB [T HA L
Y] OFHIC (BEHR) BEME LI Bbna%imAd 5, hoA TERGFHEORRC
FHFTERREITNIT TR E AR POENREN, EBOBEAFIZKEY 7o T DM
WMEESW, ZONREREFEED LD ZTHEERTEIREBRT 5, £7-. Zh
I K0T, B RADBETHD POEIX., FoA TE2MESEET AL &
ARTAADLEDOLRME LTHIREN S,

CEDTFIK) (K 3-11) TIEAWOE, &, HREFEOMMI, 4RO REVITFR—>
DEL720 ZOZPOBETIEVAOREGET LU ARBEERL TNDLDTH D,

ZOXHITRME T AT PO U LIRS 2 BT 2 B8 D 3o T Ik 25 %,
T U7 2] BINKTIIFEE T DA TBOFEGESENT A TE~OHFIKOF & 72
Do HIFTBLWITEIITHAL ) AT buA T ~EETHEIEA 7 4 X34 T 2L
BICHBRT25EICHEND, EVRAOBEENTE2HIETREM D 2722 &I - mh

R0, WPER—KE 2o TV AL, BHALHED ZDHIEICAD, ] ¥—F 14, S. [KEDHAE :
o] FRERF IR, 1968 4 p. 78, 226 H,

B8 T e [THAL ) EAXTHR] & haAg T ORMBIEL THRLZEZ0E, PEHL LD P o
B BMOFEELOEZICHNEBROFEE ThoT-, —PNTEE. < —PE. B2 ARS8,
BIRIZIEL , WERFOBMOFIC | BEIBL, EROBESEPICEEZ 5D, BIHTES >0k, +&2%
AMERR, BBEO—ED ZIHT, O 8Y, | 7TA4 A% a2v AE IETK - ARIER - WDk
PRI U 7 EReE 1] &SR ENE, 19904, 115, [1 WIZEFICL ML,

B TZnZHOYEVICLT, BRERBOYEE I, 2bEbio7m, Thbb, 49 CTRZHEWEE
EblE, FNENCERZED, TRV YADZANOTFLERL, MRS HENTHEL, &) TAAX
o v AR E, 11 H,
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TNT IANR, A K> TP VT ABOEMOEMEL T, TEEINTAZTA T 47
IA T HTNT IASOHEEE LR TS TERWEBET 5, =0 ) BT ADAEH
7o) 204 7% AT] Tld, TLTIZARHNDO FAISNHBRMICEE oA 7 44
AT BRI EEDNEETE L Shus,

(A7 47FA4T7 L) (K3-12) TEHERZNET HAERENECEDEZRR L, &
RN =2 DN FEFT, KTETHIN D DB SN A 7 4 7 XA T Th 5 & Al
DD L INTHETHY . AWISSEO AT oNT-A 74 5 =T7159,
A 74 7=T O4E) (1942) (X 3-13) TEEZABOEKRDOA 7 4 7 =T NETNHH
V5 FICHlbi, FAROET—7 2z () (1942) (X 3-14) TlELEMoA 7 157
IATIZZPFOERKIEL, Z 2232 b (W0 I —o w8 1) (1940-42) (X
3-15) X° (FEEOFER) (1939) (K3-16) ([ZBYT 2 SO NS0 DB %k 7= N\t
DERHIL TN,

INETRTELLIIC, BIBVRAOTREEZDEEELTEE L, PEHITZD
BORNLEXEMGIRT 5, BENCBSGT 5 TEICIETA LY T AMTISHNRH Y |
FITBLEPEIREBSHETOLY, 1944 a2 aBEELEZ (T4 LT A) 37—
NA%RTREETHXIVSTHE (AATF 4 FAE] R [T 74 3%, =7 EFRITL
D [Ny D AOHL] BT HEROTSEOHBE THL, Z2hbix (1L
TAY LIS, B A AOMEEEEBONRICONTEREED D,

B Z DAESIZ 1943 RIS (A 7 4 FRA T L) LV O BA TRESICHM SN, Hr Ty ADEIC
I OKREOLR) EFEENTED, 2L 1968-69 FEicr 2 aM T 7= HEEROBICEE AT L HE
MENTWD, LT T, 1943 EEDREE TORTUIHE > T L 74 X3 A T L) &9 %, David Anfam,
Mark Rothko: Works on Canvas, Catalogue Raisonné (New Haven: Yale University Press; Washington: National
Gallery of Art, 1998), 17.

BT L 3 L A OS M E LTERDALAVWONTEEEF—T7 Th D, B ZaADBMEHE L T e=—
FolZED V7T by ANTINGEVE] TELEWITIY 7T My A MNTICRETIEE LTEE L,
WX EFOKRBGORLFZEIE L ZOWITHEANMICIEE R T, TTEbREEMTHD ) TREBEOTILH
STHRbFBVEEAEME KBGO TICHho Tl bBEXAEY ) Lik~5, Fiomik D% CREN 5o 7o,
A EEZRSERELE TS, 7V —RV b - =—F=F / MIUEHR Y77 by A T 0LGEY ()] #
WASURL, 195345, 11, 48-50 EH ; 7 U — RV b« =—F = F MUGEKETY 7 7 b o A M T2 <GED Z(T)]
B SCRE, 1953 45, 424-430 H,

B FL T Yy R T T 7 RIEDHE0T - LYRTIEATA LU T A) OFIEEIX 1944 4L ST
WABN, AZaY « L) RICHAITTHEBORESH X 0 7 T2 OMERIT 1946 FFOHIELE SN TW5b, [FH
EROREICH D0 A aDBEL T, ERBTER LIZEE D, 300K 1945 FFIC9)D TRER SN D ENICEN
FrEZLND, BEOBA EBAIT. 1968 D 1969 FFl2 1 A )N YKATA L TN =42 798 s /Ed,
BEDIEREAT o ICBRICEI N & S D, TEMFER L TLREORE LVORIEIIRIIEA, v 2 a3 | &%
L72 1970 FDEFETIIZEA T VY —-T VU ZRem 2 a7 A L7 AW &AL Tz, Anfam, Rothko: Works
on Canvas, 19-20,222. 0 A 2 I{EF OB IZHEET O N4 25 2 &3 5 TER LI-ERE
ST 1944 FEAED (Frrua Ry (X3-17) BHDHAE. ZHIEHBOEXE L 63, 8L LIRS 2
WERMTH D, VaT 47T EX U FZaRAFRELZASORT a7 2% L Tix ORIt L7
7o, BURALMAORYICE D EFICELI, KEOEIEZITS, REORICHRINZZ v ZrAng
TOBEDOKAERE D LT DEKRMNTRY, REARELI ETDLABKEEE D LITS720, BE LA
ZIZHE L AR D, B AIOYFHEMITIREHE NS, ZOBmERLTNDZ ENG1D, BIOANMT
THDIMN, Ao X RITHAL) VOWUERBOLTHLHD, ZOXHBRFI Y aB A LFXARNTD
FTRIESTEN, THAL ) VIMEERRE L L EBoTbi5xbhd,
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1-3. #EEICBITHFEETALITR

XU UTMEEZIIA LD TEETLZLRBEET L0, ZOFTHLTA LU T RITEHE
W EFIC L > TREO T b, FIRFICE oz z, 7 ROOFEREEX, 2L T
Tt bEL DRI Z /A 5 L VWIRBRARANMTHLY, T4 LT ARERICR-TZ
HHIZOWTIEEIZZSOOWMBH LD, ELHIZBWWTHT A LT ADIT 41T 72258
BEBHEL, ATl tz/, B0V TCERLRWI 2> T LEST
TEBNFEREEND, FALUT ADEZHMERLTE LML THEMAEMICEL TR
HEWIERELT L THEZTIDLEVINETH S,

TALYT AT 2/ LT U RALIZEBW TR Z2EEMZ2 6o, 1918 FEICHE S N-F
d—2L« 7R Y 3x—/ (Guillaume Apollinaire) (2L 2EkHh [7 4 LU 7 AOIEN (213 T
BEFREORI~ Frnu—2r LT85 EWORIENRZ LIV, TOFITBWTHERE [~
2V LT VAN OERRHIAENDE™, 1924 FICHENT (a2l T ) ZALES)

P FA VLT ADRKIOWTE [T 2 v A T ICRERH Y Y ORE CAT 2 v 7 A
THF LTS IREDOHNCT A Ly 7 ADRIAT D Z E 2R DTDEEDIE~LMND L HITF
bivd, LELEERSTMOTHELITRLRY, T4 LT RAFIHE B EMOIM N Z RO L 2FHFINT
BY., A7 2yt ARREROUY EZ IR LEFT 20150, £O®%RDOAT 2 v U ADEHOfk L
IBEOBERHICOWTTET D, RABAZ METHRIAT 2 v A7 EIEEEE, 1994 45, 269-273,
277-307 H,

MO 7R Re F—a 28256 20O VTR L TWD, —20fFl o 2D F 25— k- T
BABNTZLDT, KIBNOT T FOREERIZZ E~DETE LTTA LT AR NZ2EDON D, %
DORF Y 7 v OB U727 720 b ERICRH2REE LTTEORANEEAbNT, FArARE S
—ODMELBZTEY, BURAEATRBELOWERREOE N OWTEm LIZERIC, 74 Ly 7 ATt
DRZFABLIZZEDNDANTORYVEESTER LI, BEUVRITZEORBE L LTTFEONEMIZE 2T,
Apollodorus, The Library, trans. Sir James George Frazer (London: W. Heinemann; New York: G.P. Putnam, 1921),
363-367. 2L DFUTONT, TR E =0 R 3T A LI 7 ACHb 23 0mAZBICERT 2 & Tl#H %23
BT THND, DEVATARRAZED L, TA LU T ARUP T2 IEORENLRE L TWD D% RO
THTH ST L ZAENLLALEEDY | BICHORZRPOIREE oL ZABIIR T2V S, DX
INTIMEL LTAEZIRBRE b oedil, EURET A LT RCHITAICOWTHREDOTHD, TR
BN A EEARER [ o7 RG] A, 1953 4F, 1354136 H, L ¥ 2 —7 —ADHUTO
WTC, = - mu— 37 A LT ARER ERSTZBRICT®Y OF® T, £ L THENRER ML
RIzop%i@wm U, EREE ETEAIND T 7T FORIEIZ OV TEEL < 4347 L TV %, Nicole Loraux, The
Experiences of Tiresias: The Feminine and the Greek Man, trans. Paula Wissing (Princeton University Press, 1995).
”1T»vx&&V%ﬁxmﬁbfﬁﬁfuﬁgm%@%ﬁél&T@ﬁ#é:&%?%?éﬁ\%K&y
TUADKIIEIELORMEEZ R DL VWO FRICAT, T4 4=V ADFE I EFELEL TEMREBR O
D, FOFZrPo> TNADRZIZINHEIND, TALITREXUT ?X@Hﬂé$ iﬁ@ 2B %
FHEMOTLTEOILEEEZOND LWV LBRARDOOENDLDTH D,

RN Y T UV RSN TE R LR [ 2 LT U A L] SRR, 82-83 H, [7A L7 A
OAFE] OFLITENT, TR F—UE T2 LT U R b LW TBEREZ Z OB RS o8
LW Z £ TS E L THUW =, “Pour caractériser mon drame je me suis servi d’un néologisme qu’on me
pardonnera car cela m’arrive rarement et j’ai forgé 1’adjectif surréaliste qui ne signifie pas du tout symbolique comme
I’a supposé M. Victor Basch, dans son feuilleton dramatique, mais définit assez bien une tendance de I’art qui si elle
n’est pas plus nouvelle que tout ce qui se trouve sous le soleil n’a du moins jamais servi a formuler aucun credo,
aucune affirmation artistique et littéraire. (...) Quand I’homme a voulu imiter la marche, il a créé la roue qui ne
ressemble pas & une jambe. Il a fait ainsi du surréalism sans le savoir.” Guillaume Apollinaire, Les Mamelles de
Tirésias, 1918, collected in Guillaume Apollinaire, Fuvres compleétes de Guillaume Apollinaire: Eedition Etablie sous
la Direction de Michel Décaudin, ed. Michel Décaudin, (Paris: A. Balland et J. Lecat, 1965-1966), 609. [ 71 L > 7
AZOHRE] OF mu—r L RS 1916 12, TRLSMT B I Y 14 50 1903 FITHES
Too EEH - /HEE TBAVHESESI 1] 65 H, T OBNIMEDER, P X5 HEE & v 5 HEarEl~ DK
iemlFEzr—~L L, EFL—ARFHREHELZ, TLTKTHDLZLEBEL, T4 LT T ALV
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WZBWT, ZNV R AIT RY 2= PHWZO L3R BHRTIO a2V T U ALE
WO SRR L, HOBRET S TH LW ARREL L) 28T 5', Hio, van
L7 U A NOKRBEELICITE BMENSEERFEE L TN, HOEF—713%< DBEA.
WH OB A~ORE L, BERENWHRZ AL Z L OEE®EZ RTHN, Z0FHMEEZRK
WELON8FAT 4 TALTA VYT ARDOTHD,

(TA VLT A IZBNWT, RRAAFIOTFTEELZRERECESTZERE L OAY &
LTHIWTWD, BRIZTA L7 AOE AR L, ERAREBIIMME L 75 D6
BT 5, EIRIEHEOEOFRRED LEFVICHY, EFIZRNY S FRICE T
REORE EHEEINS, o PEFIIMELIIMERT —o0EE, BEX25/han
RE., TORY &85 BEROMBIC L > THiANL D™, 20 REai3ss Aic i
DR FTREHII=ARLERGETEELND, T4 Ly 7 RFIEFIHEZRL, Bo0h
fNZM 22> THENTND K I ICRZ D, WRITKER=2DBICpBI S, 22, W,
EHERT D,

ZOALTA VLU TA) ICRSINTZERMEE PEORNL. BMEORMEEZEET L O
ELTHEIDPNTZ L ERITBE 2D, UT, ZOFEMREHRLED ET, ET(TA LT R) &
CHMEE)Y (1938) (X 3-18) 2B 5 EHHMEICOWTO - NOIFFEEIC L D et se %
AL, a7 VAR MBIZLEROF LT REERHRTOEREZH S HOIIER L,
FORBEFTHRNEZ (TA LT A) LHT D, HIZ, 1940 U 2 a3 B35l & 2=
ME DS ENZDONWTR LIZLEE G L, R TEE L LTORINEDOA A —T%
BRLEZEZ2ERTH fme LT (TA LU T ANVICHEICR SN A EBIEE I,
BAINRY 2T Y ALEE LD TEAENPERT L WO BLRICHE DWW TR Y, NI
HELOENEOREME., EIETRNERMT a2, ZLTCIOEAME PEEE
WROFMEEBEES T 2E 2L, m AaPBEETER L, ZOBRYERORAZ 23 F
BMTHHDHZEEHOLNIT 5,

Bz D L RICESTHHMNOWENEE D, REODWDEDPNIIHE O ET L— X IREZ T BF 2 TAR
VEIFE, RELESED, TITTA LT AR, HORBSOITEERTORME Rirash T
WHDTHD, BIZ1920 =2 —3 =7 OEWME O TRERERBEZZITTZFHFAT - S - = VA v b
&S [F) 7 A Lo T AREHEADEAL LTHEBEL, [EDLAH TALVTAD [R5
HDONZDFFORETH D] £FEE 5D, Thomas Stearns Eliot, The Waste Land (New York: Boni and Liveright,
1922),57. =V A& > ME Gl OEIZENTIEAFHFZOEMTHL 7 LA V=12 L 5 [@R] 228]
THEIICELTWD, FU—- 72 brofEfick s, 1930 FRICe X2 KANTeBIE= U Ay B
O [Fat] ZR LN D KERPHEHIRCEE 2T o TR, = U4y MEHATWZ &hbr A2
W TR (IR RO ER S L 5 I olo & B 2 HiLd, Ashton, Dore, About Rothko (New York: Oxford
University Press, 1983),40. 215 O SCFEMFRZEB LT, R A IEE L RIENEZLOEHOTFEETH
D, ENEBRORBCTHLHIEITA LI TAEWVWI T—<IZB LATLEEZLND,

BTN RN AT OFEC TLOMEBEREBIBISR) LI LVWERE S 272D TH S, André Breton,
“Manifesto of Surrealism” in Manifestoes of Surrealism, trans. Richard Seaver and Helen R. Lane (Ann Arbor: The
University of Michigan Press, 1969), 24-26. [7 > KL « 7V h &, BRBELR [ a7V R LES] &
WG 1992 4, 46 H]

AT ALY T R) ORI B D D OUE X 1T & FIRHC ZPEO M A KRS 5, B A anZ Oz E
RLEREIIE SN T RN OD, TV R - =y Vs ks GRE L) (1938) (28842 M i
WX OB 3 & < B TR TR YD | (T A LU T X)) ORBEEHL LTV D,
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1—4 (TALITR) ICRSN-EBHICET HETHE

ZITHEATAVYTA) ICRESNTEEAMICER TS AOWRE, 74T 4 v R+
Ty hEFVN— Ty I L DB 3 RERY EFS, Ty T 7 AIK, B RAaD
TESMIFREBIZ THES ) ~Emmo TR L, (T4 Ly 7 R) Z2ETLHHOERIZZE O
NROHND EFHE TS, 1936 4Eicfinhi-n 220 (Amg) TiE, BmEOMARIE
WRIZEDLDNTEBY, 777 M2 X bl TSN DS &> NI
(insight) & Z[F—HTHRVEHROHFICETL2RETH D, 7 A =3(X (ABEG) RS
NHEEMEZ (TA LT A) THUIY EIFTEBY, (TA L7 R) MEBLT 55 B
ETEEEMEORMEE B X - LB ENDY, a2 a0PEIESRTH D (M) &%
HERICRENDEEEZFEOOT, (T4 L7 2) NHAG~OBITHICHIES -, W
D@L NVTF T+ —AOIERBECIB W THMER IS WD T v 7 7 AOHERIX, FELn
IERNTNDL DD, WO TEETHL, —HDV v 7iE I~—7 -mw2xa:5H
DR L FESNIZRBE LTOHRM CHMLULIEmEBOHR T, (T4 LT R) OFHITH]
EsinizAxr v F (1 3-19) IZOWCim L THY, 74 LT ADKRET % [HHZRRE
TRS] EWITh %, 0 2 aOlEMERNC LB DT 427t b0 L kT 5,
B2, UV v ZICLDB0mBTIE, v A3 (TA LT RA) OBIREZRBBOA X 7 7
— L LTHATWD EDIERMNR SN, T 77 50T (TA LI T RA) taxa
O (HEB) LOBERY NG (TA LI TA) IR ATOHCA A=V LEO2F 5T
WBM, 2R HDMATIIZIE, ERMEE WO BEN E 2 2 D/ERICB W CEERALE Z S
ODHEFMT AR TEREVREREZ G X TWVDEN, +oReBLEToTNDL EEFEAT,
FlovnRapnEo LS 2iEHE, HH0TEREAZEL CEARICEDIBEICEL, Thiy
MEOHIETERIEZONE VI RITRB SN TND,

FITWREITIE, BRaNT 2L LT U RALADRERY 2 /L LT U AL LT 0%
RN BNIHRE LW BLEZFE, A4 T 4 TAMEEOF THRICT A L7 A IZBE
DIFONLERME TE LW FEARTRIASFELMBICERSE-Z L 2@m L5,

%5 David Anfam, “Dark Illusion: The Context of the Rothko Chapel,” in Mark Rothko: The Chapel Commission
(Houston: Menil Foundation Inc., 1996), 8.

146 “His 1936 Self Portrait (fig. 1), for example, literally effaces the artist’s sight behind glasses that are blacked out.
It belongs within a long tradition that equateds ‘insight’ with the denial of outward vision. (...) Along these lines, his
Tiresias (1944) depicts the blind ‘see-er’ as an almost translucent figure with a huge Cyclopean eye. This picture
would be reconfigured in ever more abstracted guises during the so-called ‘multiform’ period of the late 1940s that
ushered in the ‘classical’ works.” Ibid.

47 “In his drawing, Rothko concentrated solely on the theme of the blind seer, the capacity of see blind. The theme
would become the basis of Rothko’s definition of hte relationship between painting. The viewer, meraphorically blind,
is thrown back upon the sheer act of perception, upon his own vision.” Oliver Wick, “Seeing Blind and Drawing as
Remembrance Commemorated,” in Mark Rothko: Works on Paper 1930-1969 (Basel: Galerie Beyeler, 2005), 7.Z @
MBI R aOKEEEEDRESO N ¥ 0 JICFHRE L,

148 «Thus Tiresias is above all a giant eye, which embodies his prophetic vision and is translated by Rothko into a
metaphor for perception.” Oliver Wick, “ ‘Do they negate each other, modern and classical?’: Mark Rothko, Italy and
the Yearning for Tradition,” in Mark Rothko, ed. Oliver Wick (Milano: Skira, 2007), 14-15.
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2. VaA)LTYRLIZBTAEEEBRAEDEREREVNSEF—D

2—1. BLBRRICEILIBEORRERR

19240 [V 2V LTV ALES] OBKRIIHEE T2y =2/ LT U A LEENL, 30 44K
L CBARIEHZRE Lz, ZTOWRETEENTZY 2V LT U R LOLHERIEHH
X, BEDPORINEHEORLLMWHZ T W ET L L0 BERND, EBEHRSA— b
VT 4 ALDOHERICHE SN TR A L E AR N L, BAWVEEZERY B, Bidv=
NUT UALOERICHEBEICERGTH2ETF—T7DO—2THO, BRDHENITAIET TR,
HHHERPHE DL L WS FHEAZRTT-OICHOWONLIBE L E ), &AM & ER ok
UDIF2BZHFEELSPOHFAELTEY . BEH &0 FIERIFFICITAERO 2 nE, BE
EHDHZEDRNVEENIEENRLEDONG, HIZIXTEHR CThoTo L5 2 bILAWBIEREA
RARAD LT, KRN Z L OF LW BEMZRLDET, fka BRI fFINT
&z, HROBEEITITROL L7ZFRDOT=DITHNIER I LI A M=V —%2NEATDHHD
MELAFAEL, 77 TICEDDLLWRETIEIARICITFF SN WO XA B L7z 2 LTkt
THENE LTHANEDND, EBMHEZE VWIFEEAI AT 4 7 AT, HOR X DT
FEREIH L TERH Tho7M, WhhcEBERELBSOREMDL I ETHICEANE ST
RIZBWT, R EMOFELZERET LI M TbHLH, ELTERDTEET A LI TR
X, MO AN OID Z EDTERWEFE, RREMD Z LN TE, 1O KUNTFER 7268
HNDFEE B> TG, FHOFERIZIT, HBEOBEANEZRRIEES 2o TmHEAND
LT, vFa—rR#m (T v T) B BRLE Lcktke LTERL EITH
PIABIBR RN, HRPOERICBITL2ERBICHT 2BEOLEEZONTOEY o -
772l L HmBIC KAuE, SRR OFE R BIR L0 b NERREBR S ER SR
P UAORRIZ, EEMERTEEOALAR L TEMERLFHFACOE LR THDL EEX LN
D E IR0 BRI E BRI R~ D BB ORI & 3T E S ',
BEHOHEZFEE WS A A—TF, a7 U RALALREIOKREIC BN TETEBY, 7
YU Ty B = My —VEAEGOREMWET vy (K03-200 T, FIREERTHE
ST L TEREWRL, bORASFOH TEERELIHELZWRMEATZENRT L2, Z0
EolZ, BEGOBEHE -7 #2TES 2 & TRIRZRR L, FZIRFE ORI 72 0157 2 5%
MR THNE, B EOZ < OBFERICRHT Z EBHED™, Far a7 A NIZE
CE<S<HBILD, BBEROEEAT 11 - L FL, (IR=%EK) (K 3-221) R (&

149 Moshe Brasch, Blindness (New York: Routledge, 2001), 134-135.

B0 Py w7« FVXEFRZBRNEDEZB LN LFRY THLE AT, RABRWBDZH< &) Ffl
EOTR/ZRE DA, FHMOMRIZT T3, FMEFAFICOEELVOMEZ R L, REIZBT D
BROZLEMEELERT 2, 7 VXET by —AOHERZEICHL, BEBOHIT, SHz@LTATHEY
DHEZRTHLHE LTI TW DO TR, ERORE~MT AR L LTI TS L LT
REEEH S WOBERIZOWTHONZED D, 7 U ¥ OEm ISV RN SR E N TEY . KindE
BICHLZOKMPZTENTNDLOO, T2 TEHFZ DIITITNEDBAL R, YUY v 7 - TV [EE
DN« HEBE L O OfoBER] 237 EE,. 1998 4,

[
[
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DT VI L) (K 3-22) O X 9 I OHFICHERICENZER B EE2#T\W5,
IO DOEMITBWNT, FERENZCRIIHR 2 FBAIIR AR/ TE L VI ZEZ~ORE
AL, WrSHEEFTRD EWIITHBEREZRT LT, IRERZHD HT & v o R
~NDOBRNEHEESES, a2/l T URALDBEFET 7 L T a—x V3 HIRBRH LN
7= BEfE (X 3-23) CTHREEROA A=Y ZHHIZHEZTND, ZRLOERICENT, BFE
EMEZRETEY, BOWEIHHEZLS OTIER<, FIREZKLH> Z & T, NEE RS L
R RDIREPEFSZ & 2R, RISk > TEFICNARE LSRR L v )
DOMERFERDTONTEY, F—2HOEMF 270 7R L EZNE ENERQLIT
WHEBLEZD,

Y LIRS NS DA TV = (EET RE ATV =) ) (1964 (replica of 1923 original))
(¥ 3-24) IZBWT, HOFEMNHR SN EZ A ba ) —LADRY FI220F, D
ROl R FICHISDEIRBDOA A=V RNAAT 4 TAMEEL . ThCESWTT7rA

B Z ORI &0 ) SHEE L BE ORERHRER L IXR2 0 AL THICR ARV
DZE RO RRREDOZ L 2B T DL LTHND, a2/l LT U ALDTF A MREBEMICEWVT,
HE&EONE 4[5 72 00 B8 LOERE ORI UL LIZRERIETE QML LFEODT b, £20 X
O R ARHRIIEA I L TEWNEORMEL L TLEST 6D, ZORPHREICHEDS 27 U 2L
DERIENZ DWW T2 2 AT FRIC BT, TR H ] (innereye) <0 TNAOTR ) (inner sight) . TPNAIE
#t] (innervision) 72 EEWVIHIFHETH LB TWD, HIzIT, [T F Ly TDOR] IZERTHHT, A
=GP —=RE 2TV RALADEFEWVED S THRWEIE, 212K Y S E TN E (inner eye)
Thd] ML, 7Y A ALFRTHERMEE TR (inner sight) DO X327 % $5457 5, Barbara Creed,
“The Untamed Eye and the Dark Side of Surrealism: Hitchcock, Lynch and Cronenberg,” The Unsilvered Screen:
Surrealism on Film, ed. Graeme Harper and Rob Stone (London: Wallflower, 2007), 119; Alyce Mahon, “The Search
for a New Dimension: Surrealism and Magic,” The Meanings of Magic: From the Bible to Buffalo Bill, ed. Amy
Wygant (Oxford and New York: Berghahn Books, 2006), 227. £72, /LR + Z_X— LTV A DT F A K &
e TPNAISER: (inner vision) ] OBL&Z A EL-> TV 5, Renée Riese Hubert, Surrealism and the Book
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298 Adolph Gottlieb, a typed script for his talk Unintelligibility, given on May 5, 1948 at Museum of Modern Art,
New York, 1. (BT FOCITHE )

29 Gottlieb, Unintelligibility, 2.

M Fy N =T DY NI T 7RSI DR L FAZER L o IR 221 T OH TR K ORI A
R, EOMEBIRPRE &R/ T % & OfEfINH 5, Polcari, “Adolph Gottlieb’s Allegorical Epic,” 203-204.
M Ty ACHCERARTAHE LT, Ty RL - 7 RISk B 1925 EDOTERH 5, [ (L)
KEEDOREDRNZAL ZD 6N T =V RICRDTTE L LT, IV NIRRT EY A E R
) A oa AW E NSRS Z L ERRT D, T KL - T by TBEEDRFH [T R - 74 b
HERC R] ASCERE. 1974 4R, 201 HL

HZWﬂﬁ_ﬁot%E ZBWT, vy M) —=7EHNEITHENTZ K TH 22 o X0 v R 53R
MOEANZHD LS IZBbiuic Lk~ £72Bo TEMCH 2 HT, HEOMRRERICHA 2 Z & 233E
MR O & %K“( % 7= &£ LTV %, Adolph Gottlieb, “Artist and Society: A Brief Case History,” College
Art Journal 14, no. 2 (Winter, 1955): 96-101.
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W2y AT BREMEE A TEE LERIC OO TIZR O k% B/, Clark V. Poling, Andre Masson and
the Surrealist Self (New Haven: Yale University Press, 2008). J&ifdfX 7 (7> N« v v YV o —igEL = R
DIFEET) [T R =y Y r&uLh s <o ¥ o ZRENOTH] BUEEMEH, 19944, v b
U—=TIRT 2~y Y OB OWTIIMIZ, (E7 M I 78 4) OANELEREZETFR~Yy Y L OH#
HEEPFRIZL T D & WD FEREN S 5, Polcari, “Adolph Gottlieb's Allegorical Epic,” 204.

214 Sophocles, Oedipus at Colonus of Sophocles, trans. Eamon Grennan and Rachel Kitzinger (New York: Oxford
University Press, 2005), 99-100.=/L. > X D (A A T 4 FAE) BT HEFICHAET HEF— 71220 T
IR DO SCER TR U 53T 5, Whitney Chadwick, Myth in Surrealist Paintings, 1929-1939 (Ann Arbor: UMI
Research Press, 1980), 20.
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91



TWb, BT 78U —X -+« 747 —/L (Ambroise Vollard) % 1931 #(ZE 4 /12 100 A%
OSRIRE DOFIEZ ERIE L. 1937 FEICHESE [+ 7 —lifE] Boem s hiz?t Z ok
fEiix TR 2om2) & TEREOI ZUnX] 230 T OOFEI L THETLZ
ENRHBR, TR 2 yn ) #FEHETLHEM 11 GON, KL ) 2 or 242
LONEEEEDD, ZLOBHEEFHAFZEZOETNVE EHIZI ) X o AR L
NHHETERL, TOMIIT~V eI I 72 varl, BFELETHREnDI /¥ un
AERLE2EANEGEND, [EHOI VX ynR] 2FEETHERIZ4EHY ., WTn
WCBWCHLERHDI /¥ U a AnEHE E~BT ChRIIHEZ LR TREIN, bORAFO
FTHIHICW DD OEA, TR T, HLITEINDEEHLTNDS, (K, D&
WCEDPNDHDEHDI ) U A) IZBWTALDBIZAFENT THREeI 7 2 Una X,

HNEFIZEDNDHENOMBIR B2 R L, 2L [FA T4 72 OF ALy T R
RAAT 4 TADWEIZHIEL TRALND bDOTH B,

[+ 7 —ndlE] Foo (ARSI ZorR) BRARE RHREBIT, BALE
FRHIVAUBAOEERT IO, I /XU R I VYA THLIHLAFE., £ LT
THEEBE ST O TEY . (FTHANSNTZI /X Ua A) [ZBWCIIREE A, 25
T 2L I ) 2R ZADOREBFERDIT N TND, ZOZ b, BEAYNRI ) ZY
D 2AEZHH DALY FELTHY, /7270208 X > TEENEKR TOEMRE
ELTORBMIERNGMENTWD LB LND, KEMGFORAIZIZ 2L T U A
LEEH Y EDEEBRFEROENERN TN D, (BELIE, HaRnWe~x ) —=7 1 —X(Z
HINAGERDOI /) Z0aRA) (TBGT5D0EOET—71%, Bh Y OEANEFICKT S
Dt b OIERMRE KT 5 LIRS TR Y . MmO/ERL THEMEO &M L i b
I Ay a AFEREBOREE WO MEZE M LSS, KRTHbhEZI 2 Z Y
g AN ZE UM TSI A EET 5 (B oktk) (1937) 1%, LEic k> TAHORY
FIE, BOODTEOEREZRELND 2 L THRICED L W) TEIRBEN, AT 4T A
MEEDOBZ 7D Z LNk D, ZNOOEMEZETDL L, BB VICKLZERDI 4
Ua R &) FEITIIEHA SRR A4S AR E B S . BRI Lo THI S e
PREEAOFINXTHE AL VWO FENRRAMNEND, I/ X TURAREIAT 4 TRED

218 Werner Spies, Introduction to Picasso: The Vollard Suite of 100 Etchings 1930-1937, ed. Fischer Fine Art Limited
(London: Fischer Fine Art Limited, 1973), 5-7.

M a—F 0 R =X E N Y PEVEIOES AT T EEHOZRIELOREI ) XU B ADA A—
VICEBAGRE ML, TO LWl (R 7208 R) TAAT 4 T ADKIICANOEMTHLREES
LTW%] L~ TWD, B—=F 8 Non—X3SEHHE - EREBR Teh Y TOEJELIE
fnd HFriitk, 1978 4. 303 E[Roland Penrose, Picasso: His Life and Work, 3rd ed. (University of California Press,
1981),276], > @ —ZAPRIBT D K HIT, BN SEH Y E2EE OB AOERNRAEL, 2 /4
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T35,

28 O VERICBITS2I /X7 AOFHIZHOWT, T )T - T RAI= ) — T L —X L DB
FZRARBNAR & Ie o THEAEN, FHI VX URARERETCHOLE N VA EZGETHZ 2R L
TW%, Elinor W. Gadon, “Picasso and the Minotaur,” India International Centre Quarterly 30, no. 1
(Summer 2003): 20-29.
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FEEORAEY S NI 7ICRAL, ooWEEicENnND TR & THE Lo ETF—
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Ossip Zadkine, “The Minotaur Lost and Found,” View 4, no. 2 (1944): 42-44.
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221 «A Defense of ‘Modern Art’,” New York Times, March 28, 1950, 30; The Institute of Contemporary Art, The
Museum of Modern Art, Whitney Museum of American Art, “A Statement on Modern Art” Art Education 3, no. 3
(May-June 1950): 6-7.

22 3y MY =T IR ERREROEFROE E HFHADON LT EWH~DOFE#E LR L7z, Breslin, Mark
Rothko: A Biography, 271; Sandler, Abstract Expressionism and the American Experience.~ DHUEIEEN & % D A
T 4 T TOHGEIZOWTIILLF 22, B. H. Friedman, ““The Irascibles’: A Split Second in Art History,” Arts
Magazine 53, no. 1 (September 1978): 96-102; Bradford R. Collins, “Life Magazine and the Abstract Expressionists,
1948-51: A Historiographic Study of a Late Bohemian Enterprise,” The Art Bulletin 73, no. 2 (January 1991):
295-298.

22 “rascible Group of Advanced Artists Let Fight against Show,” Life 30, no. 3 (January 15, 1951): 34.
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MPEA 9 L84 L T\ 5, Miriam Roberts “Introduction: Adolph Gottlieb” in Adolph Gottlieb: Paintings
1921-1956, ed. Henry Flood Robert (Omaha: Joslyn Art Museum, 1980), 33.
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397 «“How to Tell Japs from Chinese,” Life 11, no. 25 (December 22, 1941): 81-82.

38 o T8 5 h[E (Fighting China) | BI3/L— X7 =L b KEEOHE & L CPEZHMLEZY =T -
L. U4 —aET 2BRIChEOERTMEZRF bR oolcn, 7 A Y I HERICER T o P EOKT & 5
L5 &V D B TRERMENSIRE S 7z, “Willkie Delivers Chinese War Art,” New York Times (November 6,
1942), 14.

309 A)lan Priest, “Japanese Color Prints: The Henry L. Phillips Collection,” The Metropolitan Museum of Art Bulletin
6, no. 4 (December, 1947): 109-115; Edward Alden Jewell, “New Artists Group in First Exhibition,” New York Times
(May 27, 1947), 30.

310 «300 Artists Honor Yasuo Kuniyoshi,” New York Times (Mar 26, 1948), 19.Z Z Tl OTEBIEE TN 2 T, HREE
B HARDBSRICEE RO OEEZ R L, KREBUFERICH I LI LREk SN TND,

M = —g— 7 RERE 7L 2 - U U —XBM, “Japanese Exhibition House Opens in Museum of Modern
Art Garden”; “First Showing of Abstract Japanese Calligraphy at Museum of Modern Art.”
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Mg o PE) B, FEOHMAICLDHEH, £ LTPESERZH S s (ma—3—2iliz b o

FSRFEMRE T, AR DORPIZo72) &9 PEEMICHEE L7z F22 b ey 71Xt T\ %, Edward

Alden Jewell, “Chinese: Trends in Modern Expression,” New York Times (September 26, 1943), X5.

313 Clement Greenberg, “Review of an Exhibition of Victor Brauner” in Arrogant Purpose, 1945-1949, 147-150.

Originally published in “Art,” Nation (17 May, 1947).

314 «Klee, on the other hand, is a small artist - genuine, enormously original, a master, but nevertheless diminutive,

working within a restricted range; an interior decorator rather than an architect.” Ibid, 149.

315 «“While Picasso tempts one to inflate and distend himself and deny weaknesses, Klee invites one to tell all — work

your brush-point idly over the surface, let it be a seismograph that answers every tremor in yourself .” Ibid.
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316 Clement Greenberg, “Present Prospects of American Painting and Sculpture,” Horizon (October 1947): 26, 30.
1950 FERICRBIT 25, (A, FTORE v 7 OZFRIZOWTIILLTOEE %25, Jeremy Lewison, “Jackson
Pollock and the Americanization of Europe,” Jackson Pollock: New Approaches, ed. Kirk Varnedoe and Pepe
Karmel (New York: Museum of Modern Art, 1999). 4 Z 4 X ] HHTV::/I' LR e 2m— b« YV E—ITL,
Ny = RV A T LA TRAZONTOmBEOTTRE—ICOER L, HOIFHENRITAY
HHZENE TH D Lk~ TW %, James Thrall Soby, “Ben Shahn &Morris Graves,” Horizon 93-94 (October
1947): 48-56.

W TV = N=FZ LD EH Y OYFHCHO W TUIRDLIRICFE LV, ARBAHE ((Fr=n) L7V —
YN=THEE - T AV DITBT DN Y RE L OYTR] [RARH KRR SCE R 5 3 4l
58 #H, 2012 4, 41-60 H,

318 «A temporary solution for the latest American paitning has been Klee” Greenberg, “Present Prospects,” 25.

319 “The two most original American painters today, in the sense of being the most uniquely and differentiatedly
American, are Morris Graves and Mark Tobey, both products of the Klee school, both somewhat under the influence
of Oriental art, as Klee himself was, and both from Seattle in the Northwest. But since they have finished stating their
personalities, Graves and Tobey have turned out to be so narrow as to cease even being interesting.” Ibid.
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AVADELEDTHD, 74— T —LANT 4 VOIEMETFDIL, ﬁuy7®fm®%
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LZ /x %)320O

ZOLITT V== 1%, Ay 7RSS LB, Pe—lo/hE S otk
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W iR A LN T TH D,

320 «Significantly and peculiarly, the most powerful painter in contemporary America and the only one who promises
to be a major one is a Gothic, morbid and extreme disciple of Picasso’s cubism and Miro’s post-cubism, tinctured also
with Kandinsky and Surrealist inspiration. His name is Jackson Pollock, and if the aspect of his art is not as originally
and uniquely local as that of Graves’s and Tobey’s, the feeling it contains is perhaps even more radically American.
Faulkner and Melville can be called in as witnesses to the nativeness of such violence, exasperation and stridency.”
Ibid, 25-26.
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321 Clement Greenberg, “The Crisis of the Easel Picture,” Partisan Review 15, no. 4 (April 1948): 485-488.
322 «the ‘decentralized,” ‘polyphonic,” all-over picture” Ibid, 486.
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323 «“The flaw here is, perhaps, not so much with Tobey as it is with the Oriental models to which he is so attached.
Understatement to the point of preciosity and restraint to the degree where statement is innocuous - both flaws which
so often mar Oriental painting - are evident in this modest tempera.” Thomas B. Hess, Abstract Painting: Background
and American Phase (New York: Viking Press, 1951), 121. & Z T~RIT b B =2 X 2 1946 4ED T 37 & (1
&) 2o LTy, FES TIIEE T RICAVERD S 2 V7 7 IOEE ) B THD, 20
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324 «“the slashed imprit of the artist’s tools and urgency of his action.” Ibid, 137.

325 Baur, Revolution and Tradition, 70-73. Z 2 C THHREI T &) HEEIXHE & i/ﬁsiﬁén%fﬁﬁb‘
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REZLTHEDI, R—R XA T 4 TORME R S5 L 51272572, Clement Greenberg,
“Review of Exhibitions of Jean Dubuffet and Jackson Pollock” in Arrogant Purpose, 1945-1949, 122-123. Originally
published in “Art,” Nation (1 February, 1947): 136-137.
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328 Clement Greenberg, “American-type Painting,” Partisan Review 22, no. 2 (Spring 1955): 187.

329 «A short while later he began working with skeins of enamel paint and blotches that he opened up and laced,
interlaced, and unlaced with a breadth and power remote from anything suggested by Tobey’s rather limited cabinet
?31*(;[. 1 tEbcid.
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331 Breslin, Mark Rothko: A Biography, 248.

352 Siegel, Abstract Expressionism, 230-231. Originally published in A4 Problem for Critics, Howard Putzel (New
York: 67 Gallery, 1947), np.

353 Clement Greenberg, “Review of the Exhibition 4 Problem for Critics,” in Arrogant Purpose, 1945-1949, 28-30.
Originally published in “Art,” Nation (9 June, 1945).
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334 Personal statement by Mark Rothko in Personal Statement: Painting Prophecy 1950, ed. David Porter
(Washington: David Porter Gallery, 1945), np.
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Museum; London: Thames & Hudson, 2009): 151-153.

147



HEL TR, MBS L HREEM L ORERARERET D2 LT, HAERTL K ET A
VA ZRETLHMBEFE L LTI, FEETDOIEERLIEES D, 7274 00F, b E
— L ARRICHVERIT 2 SRR U722, BRI & SN O G & W O BAZM L L ©

CIEEAR D | REERNOBEERAZI ANeRbb, HETHAROHEL TH S L
FIRL, 7T AU BREE WO EE F L H 2 & Cilli2 157,

1951 FOFEET R —~ R ~RL, V7 TAVPEALWIDY T 7 4] N L,
ZhA (EBIR) O X 5 2AERICHERN RS2 52 TWD LiER L. BARDIERED
RN T4 LT AR ERITEL TWD Z LI b, LrLans, ~Xi3r 5
A OMBHEELDOEVWEERFH L, 7740 0F ) 7 a—LDOMELTIERE AIZRZED
ifEZ b6, #NTo AR L R E WD BRI FTA CHlisT 5 LT 2, MNICIEE L
HREWVIMETEORAL 7 74 v OABEDHERH EZHAICKBT A2 D THY, 7
A VHENRICELOBREGETH0IC, ZO~NZOBAEZANTHEY, ZoZ
EEL B EHEEE AMESRIR O J7 B &2 /B B T A U BRE & LT ORIl OHE
NEEWOIHEBEO BIANAIN S TV Z EERLTWD, ZITAANRT T4 2 OFREIZD
WTC TZEIRROEENELS G0 DUF 72X & OBHEOUIBEZ R3] Lk TV 5 D,
HFEDFRVENEORB 2 MRREATERORFE L LT oL FE 2, Born—E N
— 7 X D EmE TE LTV,

1950 FE Y, =2 — I — 27 OEFETZ HIXEESENECUINERIRA~O SN L - T,
EANOHLLTWHNTH T A Y DITHT D8 LWERORKRIZEITE & LT ORI 4 fe
LTV, REBIZFHINEE D — T, TR TIEDT A U DHIFEZ 590 5 iimlT
DIRMCHE U CfEf Sz, 77U —o =23 T7 2V BANEE ] 1280 T, E&Ekﬁ
%mmt%%%ﬁ$%®@ﬁk$ﬁ%ﬁ&@%u EL AN Axkﬂﬁ_&%#a@%£
EHELTWD, B2 DO BIFD M —~OHMliZ MR L2, 7 — =%
T TANTONTHENZT AU ﬁfﬁ%%ﬁnﬂ LTEY, WEERRNNHOOEERN 4 DF
AV ANEZ L L TOEKEZRILD, MAE~OEEZH BN EZ@i#k L Wiz Z L &R
LTW%, 1955 FFIZHR SN2 IFRD[FFRS 1T, 1958 FDOBGTUCIIAISREB EE~
DHEEM O P ELE —BHREICEE L THDES, Z U= nR—21%, 7 T4 B HEPEE
DD HZZ TS OTEE FRLTEY , ZOWGETITE VDT T T4 OMEANEZ i
ToDEBbng, F—r v/ SHEEOEMICKEN 26 o7 A Y Uiam s L THIRERE
FEREPEET D BT S DS REEEIF ORI 7B EL S O B L Z 7 & v ) b &
BET D Z ENBEEINTNDDTH D,

36 Hess, Abstract Painting, 137.

367 Katharine Kuh, The Artist s Voice: Talks with Seventeen Artists (New York: Harper & Row, 1962), 144.

S Z Y= N—=FZIARD 7 A ) HBRGEHE] T2 T A > & BEEEM E OB A RO 5 DIk LT, UET
IRCIFHGRRAEROPTH, L VDT T A URREETIREAIZBEL L bz gho e LB
%, Greenberg, “American-type Painting,” (1955): 188.7 4 W — =% < X [XFEFHEOWI L LFTRTD 7 T4
VEELOBRBIZOVWTOEENEL TS Z & &5 LT\ 5, Winther-Tamaki, At in the Encounter,
56-62.

148



7 T A NIMOMBRRBEROIERZICHARD & RAEIXEL, BECEDI T TEER
TERICB W TS ERIFIPRNVEFICEE->TWD, ZOHEME LT, 7 I1 ITHgeEH
FROPTHSNORIFAETHY, T vary AT 4o T ehT— T 4 —L R+
AT 47 EORMIITHIREE R NMEREZHIE L Z LR E BRI ST, 754
VA O REEN A EA ST S A EBORED, HOFMICEICARLEREREKRT L

AL TRY, 2N E TORBAEREIAITL T, 1950 FEENGRR LA 2T A
NOHRBEITHOTND, L, 774 VFHEICAHROMBEIZ KL > TR, A%
BALERDROE VMM EZ T 2ol BFEETE/ 70— LADOBREEZERITH
TEAZ EiIThroT,

—J. RERBREFROHT TR ROV ZZ T oA e v 7 \wmﬁﬁm#ﬁ
B R 2 < B E AT LT, (R—V > 70 Hh 5 IT) (1943) (X 6-14) |
N5 EIIEREEZMOTRIEZHKA, 2 (BoFoR) (1946) (X3-5) DL H| m%m
RERDONE—2 L BGHR BOET — 7 AMAEbE 570 E R DERZFITERA L T
W2 1947 FEITIZR— U Y O FEEZ BRSSO T - R RO A S W ETRTE
A ERHNCHENEL, ZOLIRF—R - XS T 4 v LT = R=T b5
<SPSz, 2D R, BN OMRERH EZOP TR OAFEHEINTZICHED S
T ARey ZIFEABEOFMMCABET 258 Ao CERTIILT LR, ey 71X
RO BICH T 7 ABENTHIK 2 81OV TIRD L HIZFE->TW5D, [ Z O EIILENE
MOBEREBEBLIELIICEZET L, REMELGBROT —7 « 2 MIFEFHO MR 2%
ﬁ?éﬁbwﬁ%%%ﬁbf%ibtaVﬂﬂif@hfﬁ%iﬁb\hﬂi@bw:k
THEHHY EWA, BFPEALBIZEI LELE, 7 22iid, Kry s BuPfLb sy —
YON= T DFIR LTET A U AHIEB A BRI Dim R L TV RN E R ST
%o BOAFEEZRIONA LI E W) T AU B EEORE & BB 2#mic L - TE
HAMD, fHMiicn/zE LTh, ENEZFMLTZIT ANICRTIT R, 202 &1E 7
A7) FETRESEY EFbN7-ZtZ2ZonTE LT, TIha— U KkFEEEDIZZ LI
HRNTND, £lo, IRKBEROPTH, BICAr v 71320 7 OEEHIRICI T
D NG OEE ROV B LA N TER Y . Z0UEIT A U %2 58F0 3 2 ikam & HAE
BV AL b o TS, L LARRD, Ry s L RIBMAHEE & OBMRIZ. hofE%
DG L0 VMR Z R TR0 . BLERS T/ CirE CX 2o, 4%
R HREETEINA D TETH D,

3% David Anfam ed., Franz Kline: Black & White 1950-1961 (Houston: Menil Foundation Houston Fine Art Press;

Houston: Houston Fine Art Pres, 1994), 11.

TR\ 7 DY & FHE ST DR RO HE ) A v 4 — L — ZADREROREE L JFIRICOWT, B Y
DHHF 2 AL, R by TAVAMIESRF Y L—vay, ~ ¥ — ZLTI L—OEER

i U B AL TV 5, Pepe Karmel, “A Sum of Destructions,” in Jackson Pollock: New Approaches, 71-99. /K& » 77 L

RSO RZTS T LWV ) S THEE L HEE AV TOIERIZEL . B—F - 1T 4 v 7 ORJIC

DUWTIXEE# S D, Evelyn Toynton, Jackson Pollock (New Haven: Yale University Press, 2012), 50-51.

TS0 EBITATONTZ T A VT b T4 MTEBRE v 7 ~DA v Z Ea—, LT OLHTINER, Barbara

Rose ed., Pollock Painting (New York : Agrinde Publications, 1980), np.

149



1940 FEARICHISERBLER OB T2 B3 —FRITE AR 7 fe iR A TSz L 72 5 50l
Ay I PNoma—I =7 DEMFELLNLEE > THEREZED, IR L0 5 E%én
DEVIRMR D ST, Ar oy 71X 1947 FIZEZEHEWEL A — R « A T 4 7k -
TEINBIRE DR TOFMZ FD 5 LR, ~AAT 4 72 WU T TOMAEL I
F7ze 1949 5, Koy ZKNEAEMOFEZMED [T 47 FEOFLHFIL, BMHE DOk E
£, ERMOBERE, BRLEEFER G, Koy 7 ~OBLER LTS MR, B
IR 7 OEGRTHD ZEZRTHR— K« XM T 4 7%, PR THROERE 41T
T AV B TZIFTANONDFEE A TR, Ay 7 ~OfFF4E L T, thomEFE-H
LIDZLERBRLIZOTHD, £/, Ao v z2kE, HRAWOMRBEREROMFE -
BT 2 FR L THERMBIZE A ER AR, ZOHEBE L LT, 1940 FR75% LR
DEMPEECBNTT A Y HHIRR S5~ L SR S 7z 01Tk U CTEE % S 0fiH <
DHEACHNTEZ ENH DD, ﬁﬁ’\w%$<ﬁﬁéhkﬁmyﬁ@ﬁ~F-&4V?
(AT O E RisSD 2 EEBBEHT D720, AEOEFE - HidRe v 7 & OEHE%
SATREMED & D RELAHGE L7235 | @E@@ BEREHAN Tz EHEI SN D,

DX, TV = NR—=T HDF ELKT%Jﬁ%%%&%97Aw *LT, fEx
DIEZE = BIXRR DN E R LTz, =a—3— 7 OWFE BT EESCHNRE & RO T2
PAEEM A L CRY ., ) — R —8 U R B EN 2 RE D BRI EET
HAT 47 LBERORNE, BT <ATAZRBEONE LRI DB XITHERL WL
TEbhAV, LIz, Sy R —TRrRa, 7oA Dk HICHGTOREIA L F
JEEAB SRS T HEFE T DO SHA T AfL, (EREIEICKB S EZ T2 b
ET7 AV AZEROERE LTSN D L OICro7e, —H T, hE—DXIZT AU A
OEVEIZOWTOMA DB X # B &, ZORHR., HHOMRLERS>TEREB W, it
FER =Bl o TRIELNTZT A U BIOKE S WO Bl Z ., A ORERE O, Z L
TT AV B ANBEZEE L TOB RO FA Lz3% ﬁ%t%%#b’m%%ﬁiﬁ@
PHHADIER ENT-E b E AL 5, MRKRBEZORIL, PEFE & ZIE & DBRIC
> TH 2 DEINFEBRPAMIISL BB, —DOXINEMOENEE HWREEZ R L TNDHD
Th b,

T2THIET AU B TREOERPOBEZERON? ] LD KEERO LM L L 3tic, 7IE T 2L, il
oAy 7 DFENRE TR S, BHROX—JIER e v 7 BRICE W RS 7 R0 %
M THIWET 25 E & HIEOBH 2 54172, “Jackson Pollock: Is He the Greatest Living Painter in the
United States?” Life (August 8, 1949): 42-45. X7V 3. 7 A ) I OHEMEZ AT 5 EZIF L W I BAIC K -
TARE Yy 7 ODANKIBABO LD LT LR L, RO XD IZHH LTV D, ML bMRERIEROE —1
—TeBHIFV DR, () MIHTEKIZHOND L HITRY, TOANKERSTZDEFRR v 7 2oz, £DFE
RELH O DX, WAT AV IO U TR S ARERTZFAR, OF 0 IFIMERRITEIT 55 0D
FARIZHE LTV = W9 Z & 72 Gibson, Abstract Expressionism: Other Politics,3.—J5. 2O [Z4 7| 3D
FLERR y 7T DA A=V DOERERLIZZ L. ZDOA A—UREDLNTHEOTHY, LT LD
ARANOYERE & =B LWL DTHD WV IR REN TV, Guilbaut, How New York Stole, 184-187;
Andrew Perchuk, The Masculine Masquerade: Masculinity and Representation, eds. Andrew Perchuk and Helaine

Posner (Cambridge, MA: MIT Press, 1995), 32; Marcia Brennan, Modernism’s Masculine Subjects: Matisse, the New
York School, and Post-painterly Abstraction (Cambridge, MA: MIT Press, 2004), 109-110.

150



1940 44X, =2 —3—7 OFEWFEMUFFZE T BIET AV hMBAOE &2 A£A T LT3
—B Y ROEL L T — FOBRNBKNELELEZEZTEY ., FHIHEY 2L LT U A A
ED XD RREE THLNIEERBE TH - 72, BTEHRONE, TEO KN Z#EH
THZEEEWNEBICE S THELWZ LTI, o a7 U RALOH
e EREA L LT, 2RI TRODET LT 2 U A OE T AT Z & 1Z
B LTV, TOXIRPT, U= =T ahhd & T 55 b3k b OiRmE o
T AV IR RIS D Z LI ko T, BINK b &SRS 5 LT, o oETe &
FHhzr L, ==2—3—7 ORBEZEROT AV BPEZEHRT 2R b OFIITIER
THIZE > TRT LR TED DO TII R o720, HoNENEZIT AN TEMIZK
X5 Z LT, MREHEROBEOBEN G SN, (EEGNEIND L ikic—o0
FATEhR S B BT,

KENATT AU B THE STV RIS, BFRENFE - b e B £B T
FTEVIFH LW ORER & L CTRIET 27201213, 7 A U B2 R L9
ZERKBETHY FHUCSE o THIRFBERITH LT AU D 28T 53500 LTH
BEhbZ Lidhhol, MIREHERIT, 7TAV DLW EAERIMEL B ca—a vy
NOBERFEMA LN DS, A O Z R LT Z & ZFMERIR L THNDHDTh D,

151



H/U

EOL T AU BT, EMfECHEF - biIxEiIca—u vy iICEEZMITTRY, 3—n8
Y NEME FRIZFATHET AV DABENE R ARETRERER L EEEZROD Z
LiFbleinote, 7 AV IERBE O & HIETILD b A - A X X E ORI A R
T, 18 e, 19 AT ZR LI2T A Y W ANBEZE - BIEE < O%A. 39— v /S THEU,
B CIEEN L T e, 20 HEACIZA D EREFICZ ORIUCELRAEL, TAY D THT VT
Ly R« 274 —=7 U Y LHifENE ETIERCbRnE8NG, 2 OFINELEHITa—
0y NOBRFO LN DFETOHN TN, 1913 FEDT —F U — « ¥ 2 — ORI
ST, TAVIDNER-bR~LBN s Ty AifREShda—ayXOTEH L - T
— ML DR Z G- 2 LT, ZOROEMORBEICKRE R EL 5272, £/, 29—
0y XOFEL L T — MIEARTT AU B ORFHROZM BRI T, PFilEz K< &)
PERDSCKRERNIMCZ T AN SN TV, ZORBUCKHT D RIBEE#S D, 7 A U I Ef
DFRFEIZ DN T ORI A L7 D, 1930 FARUTITHEFERY TV XLRT AV v - v
—2, V=V aFURXLE VST AV ORI, AR EE S ERBm N AR e L
e ZAucxt LT ORBIERRAZ RO TRAFZOMBECF 2 B AL, a2l T U R
Lrp L 20fitfla —a o XOEL L - T — MIHE LD BT LWV EN 2 ST TR
HHEhoT,

BRI L, 3 — 1 v ROEWEE B AT & RPN T 201>
T, 1940 FERIBIIT N DLV Y H— AT R T U bW o L RHEZEEDL, £ LT
Va LT Y ALEBOEERMEZ bR a—a =2 ML, T AU AENEED
IZE R E 5 270, BIHGRAFREZART 2L R ryronralbinos
THZEZHIEY 2 LT U 2 LOBBRLRE LT, BEOEMLICKMRIETA, L0
FMTIEHF LT AU BEROBEIELE VS BB IN TV, a7 U R Mebid
Za2—IF =7 IZBVTHRESPHEEO R ELIIC O 2B 21T o123, b DE
SHEBOEVNLH, 72V IOEZFED ERBINRZTHiEX >R Tl hotz, £
DR CTHEDRZRDEG LIRS T=DW, ~A X —OFZLRE THET V> 17 ThoT-,
CZEREOM 2 —I =2 IZBWT, YL T U R NELNES HERAAREHIO oL
2% LRI, EROREHEEZIT) 2D TE LB THLH -2, ZORKMRTET
TRy 70w ozl rRabltnoe T AU ANOEZEEL GHEEZITV, 3—a v
NOZEWFETH OFERRFNWEEE 2 BRI &2 52T, Fle~A F—Z B LTy a7l
ALDOBEBERFERTH Y | Hex RIEHIEDORIR L e oTe A — b~ T 4 ALEFTE,

7 A 2% 1940 FRACEL S HHRTHT T, Y2 b LT VA Mo bOEMR LEFEETH D
XU T MR M, TV A B v K DA A E AR S 2 VR TR & RO T,
FRZAA T A TAMEEE T H AL OWEEICROVELEZ R LIz 22k, BROF, B
Wo ey 2/l LT U RALAREIZHBEICEN DD ETF—7 2 H\ -, Ll rAabyan

152



L7V ALEDOBRICBWTROEBEEZE -720F, Rz roflREEgaEIz >V To
BRAZATR L THD, a7 U RALADOIARICBN T, & BIETIERE DR ~DFR
& EEMERS L LTONMEROEEEZ RTHLOTHY, v a LT U A LAOERE
ThHoH7T - XV a0, FAWMN G RESOH LISz L 2 R OYERIZZE ORI < L
S5, ZOWNIERIT, SAOHRE R 2700 ORI L, LDOFONFE RS
LWV RTTEEREEEL D, FLEINEORRREHIIRE & b b b,
BRAIFY T MEEICBEYSL T OEROTEEOHBR (TA LT A) IZBWT, F=a
77 AOH, DEVERICE-STEHEEZERL TN D, B AI(TTTIZ 1936 £ (HH
%) THOLOWMBZRERWVETE ., BEATHD Z LIk > TR 2 KB4 2 =5 &

LTHEEZHIWTWS, LT, 22 THR-T-HHRE WS EEIZ. Lo ERLE
TATFA VI TR IZZF RN, TA VLIV TADERTASEHMELE PEDORESIT., o

x:@ﬁﬁ&#éfm%@%%@OTé%mfﬁéoDXa@ I, ERRITTE
HTHY, RETITARL, HAIMDZENTERVWREOEBZ2MbZ LN TED, §
HE L TEIL. NI K > TRENTCEEREE B ZINE A2 LEICR L TR, (74
LT AN I3ERNEE LTOR A aHYOEBEEZHDTH D,

BRI LR L, HICHEEEEICIRY ATy N =TIt > THERMEN
PRI EER T CH-o7e, Ty M =T 13 AT 4 7 AfhEEE T E L CEEOEM,
EHIEL, BOEF—7ICL o CTERMELNMRREZER L, fiidrnAanfs L L
WIS, SR 2R 2 EINFIC A LTV b, RPN =2 — 3 — 7 O LR T E
LN G, LW A gl 2 e+ 50T, 2y U — 7:Hb_ﬁﬁﬁﬁ%d:bf
DHCRGBEE Y NI T 7T AT, AT 4 7 AMEE L R EMEEOE RS DEIC
T\%m%®W%ﬁﬁk%wﬁ%%btomx:&nyhj~7i\v;wv7)xAﬂ
XV UTMEEE VD FEEZUTE . FOH e IN & KB A ERT D LR, 5
HEZMEEROBG AR E D 2T, fBICBIT 2 EZNEO&E & SBEREINEE L
TOHCHBAERII LD TH D,

ZDEHIT 1940 FER, T AV B OBEFE - HidA— bvT 4 A LRLEBIERE VD v
LT U RANIRT HERN SR E T O, BRI U CTREPER 2B, B2
2% Z & TMAOKRERERZRIE Lz, LovL., 5 238 o mEikE A & T3 5 it &
WZiE, Y2 b T U RALERFICEL Y - T— R ET AU B EM 2K D~ D S in,

L CJAHOMFFZEAERH =D L ORR S REFER L T, 1940 FREY, ot FE&
DOEFANEELHF, I— v/ OEFX Y « T— NS TR LT, FE7 A
UBHTHDEM UL T 2FRNHER 72, ZHITH LT, £X > - 7— F 2 ¥E#
THTV =L R=TRT AT Ly K« A= ORFZ bk, =2—9—27 OEFENER
THbaXFFL, 3—RryNOEX Y - T— MR LEN6H, 7T AU IORIOMAE
BEVOTRMEEZRET HEZINE TH DL EHOZFHM L7, MEBHIX, LT L2
AR L CWZERTIE AW LA, #EEIROMFEF 2 b0 E 57 A U WkHEL2 B &

153



DIRBRBUCH Y AN D Z & TRtz & o, A O AT LTz,

REEEIC T 2 U W REEE BT HREE - L OBIARRIKIC L - T, REREEERIT
FERS 725 IRBIM & L CRO LMD LI 1D, MRRITEFRL VOB, BFE Lt
PR L ORREE L CERG L L, REERATER SN D LWy fRoR TAEENE
DThHb, ZD-H, MBRERTEZOBET-HITT AV DEOEE LD H@EIEIC L - T
HOHNDHN, ROEZA, HookkEiEIZa —a vy 0oL - T—F, FFlZr a2l
TV AL ERBIICEATRETHLH D, 1950 FERLAEDOH & OMSHIZI Xy 2 v LT Y
ALDEDORBRHALRE TEINTIWARNWELTH, HoNT a2 LT U RALERA
PRBIISEMNE S LCORERAEAZMRLTEY, HOOERICHICKBRENTNDEDT
b,

154



FESEXBR

[AhEFESCHK]

2 3 B0 3 35 B e S

e ERERSMK. ROMEERERL L a LT ) AL EOBRICONTO
Alloway, Lawrence. “The American Sublime.” Living Arts 2 (June 1963): 11-22.

—. “The Biomorphic Forties.” Artforum 4 (September 1965): 18-22.
Alloway, Lawrence and Paul Schimmel, eds. The Interpretive Link: Abstract Surrealism into Abstract Expressionism,
Works on Paper, 1938-1948. Newport, Beach: Newport Harbor Art Museum, 1986.
Anfam, David. Abstract Expressionism/ World of Art. New York: Thames and Hudson, 1990.
Arnason, H. Harvard. American Abstract Expressionists and Imagists. New York: Solomon R. Guggenheim Museum,
1961.
Ashton, Dore. The New York School: A Cultral Reckoning. Harmondsworth, England: Penguin, 1983.

[7va by FU—/BREER [ma—a—2 « 27 —L—b 2 XLikE OE=] §18 i, 1997
]
Auping, Michael. Abstract Expressionism: The Critical Developments. New York: Harry N. Abrams, 1987.
Auping, Michael, ed. Abstraction, Geometry, Painting: Selected Geometric Abstract Painting in America since 1945.
New York: H.N. Abrams, 1989.
—— ed. Declaring Space: Mark Rothko, Barnett Newman, Lucio Fontana, Yves Klein. Fort Worth: Modern Art
Museum of Fort Worth; Munich, New York: Prestel, 2007.
Balken, Debra Bricker. Abstract Expressionism. London: Tate, 2005.
Barnes, Rachel. Abstract Expressionists. Portsmouth: Heinemann Library, 2003.
Brennan, Marcia. Modernism s Masculine Subjects: Matisse, the New York School, and Post-painterly Abstraction.
Cambridge, MA: MIT Press, 2004.
Coates, Robert. “The Art Galleries: Abroad and at Home.” New Yorker 12, no.7 (30 March, 1946), 83.
Cockcroft, Eva. “Abstract Expressionism: A Weapon of the Cold War.” Artforum 15, no. 10 (June 1974): 39-41.
Collins, Bradford R. “Life Magazine and the Abstract Expressionists, 1948-51: A Historiographic Study of a Late
Bohemian Enterprise.” The Art Bulletin 73 (January 1991): 295-298.
Cox, Annette. Art-As-Politics: The Abstract Expressionist Avant-Garde and Society. Mich: UMI Research Press,
1982.
Craven, David. Abstract Expressionism as Cultural Critique: Dissent During the McCarthy Period. Cambridge; New
York: Cambridge University Press, 1999.
Foster, Stephen C. The Critics of Abstract Expressionism. Ann Arbor: UMI Research Press, 1980.
Frascina, Francis, ed. Pollock and After: the Critical Debate. New York: Harper & Row, 1985.
Friedman, B. H. “ ‘The Irascibles’: A Split Second in Art History,” Arts Magazine 53 (September 1978): 96-102.

——. Issues in Abstract Expressionism: The Artist Run Periodicals. Ann Arbor: UMI Research Press, 1990.

155



——. Abstract Expressionism. Other Politics. New Haven and London: Yale University Press, 1997.

Goodnough, Robert, ed. Artists’ Sessions at Studio 35 (1950). Chicago; San Francisco: Soberscove Press; Wittenborn
Art Books, 2009.

Golding, John. Paths to the Absolute: Mondrian, Malevich, Kandinsky, Pollock, Newman, Rothko, and Still. (The
A.W. Mellon lectures in the fine arts, 48 (1997)) (Bollingen series, no. 35, 48) Princeton: Princeton University Press,
2000.

Guilbaut, Serge. How New York Stole the Idea of Modern Art: Abstract Expressionism, Freedom, and the Cold War.
Translated by Arthur Goldhammer. Chicago: University of Chicago Press, 1984.

Guilbaut, Serge, ed. Reconstructing Modernism: Art in New York, Paris, and Montreal, 1945-1964. Cambridge, MA:
MIT Press, 1990.

Harrison, Helen A. “Arthur G. Dove and the Origins of Abstract Expressionism.” American Art 12, no. 1 (Spring
1998): 66-83.

Herskovic, Marika, ed. New York School: Abstract Expressionists: Artist’s Choice by Artists: A Complete
Documentation of the New York Painting and Sculpture Annuals, 1951-1957. New Jersey: New York School Press,
2000.

——, ed. American Abstract Expressionism of the 1950s: An Illustrated Survey with Artists’ Statements, Artwork and
Biographies. Franklin Lakes, NJ: New York School Press, 2003.

Hobbs, Robert Carleton, and Gail Levin, ed. Abstract Expressionism: The Formative Years. Ithaca: Cornell
University Press, 1981.

The International Program of the Museum of Modern Art. ed. The New American Painting: As Shown in Eight
European Countries, 1958-1959. New York: Museum of Modern Art, 1959.

Jachec, Nancy. The Philosophy and Politics of Abstract Expressionism. Cambridge: Cambridge University Press,
2000.

Janis, Sidney. Abstract & Surrealist Art in America. New York: Reynal & Hitchcock, 1944.

——. 11 Abstract Expressionist Painters. New York: Sidney Janis Gallery, 1963.

Kenkeleba Gallery ed. Norman Lewis: From the Harlem Renaissance to Abstraction. New York: Kenkeleba Gallery,
1989.

Kinglsey, April. The Turning Point: The Abstract Expressionists and the Transformation of American Art. New York:
Simon & Schuster, 1992.

Kuh. Katharine. The Artist’s Voice: Talks with Seventeen Artists. New York: Harper & Row, 1962.

Lachman, Charles. “ ‘The Image Made by Chance’ in China and the West: Ink Wang Meets Jackson Pollock’s
Mother,” Art Bulletin 74, no. 3 (September 1992): 499-510.

Landau, Ellen G. Reading Abstract Expressionism: Context and Critique. New Haven: Yale University Press, 2005.
Landauer, Susan. Paper Trails: San Francisco Abstract Expressionist Prints, Drawings, and Watercolors. Santa Cruz,
CA.: Art Museum of Santa Cruz County, 1993.

—. The San Francisco School of Abstract Expressionism. Berkeley: University of California Press; Laguna Beach:

156



Laguna Art Museum, 1996.

Leja, Michael. Reframing Abstract Expressionism: Subjectivity and Painting in the 1940s. New Haven: Yale

University Press, 1993.

Life. “Irascible Group of Advanced Artists Led Fight against Show,” January 15, 1951, 34

Lucie-Smith, Edward. Art Today: From Abstract Expressionism to Superrealism. Oxford: Phaidon, 1983.

Mackie, Alwynne. Art/Talk: Theory and Practice in Abstract Expressionism. New York: Columbia University Press,
1989.

Marter, Joan, ed. Abstract Expressionism: The International Context. New Brunswick, NJ: Rutgers University Press,

2007.

Mathews, Jane de Hart. “Art and Politics in Cold War America.” The American Historical Review 81, no. 4 (October
1976): 762-787.

McKinzie, Richard D. The New Deal for Artists. Princeton. NJ: Princeton University Press, 1975 .

Messinger, Lisa Mintz. Abstract Expressionism: Works on Paper: Selections from the Metropolitan Museum of Art.

New York: Metropolitan Museum of Art, 1993.

Paul, April J. “Introduction a la Peinture Moderne Americaine: Six Young American Painters of the Samuel Kootz

Gallery: An Inferiority Complex in Paris.” Arts Magazine 60, no. 6 (February 1986): 65-71.

Polcari, Stephen. Abstract Expressionism and the Modern Experience. Cambridge: Cambridge University Press,
1991.

Rosenberg, Harold. “The American Action Painters,” Art News 51, no. 8 (December 1952): 22-23, 48-50.

——. Abstract Expressionism, A Tribute to Harold Rosenberg: Paintings and Drawings from Chicago Collections:

an Exhibition Organized by the David and Alfred Smart Gallery and Co-sponsored by the Committee on Social

Thought and the Department of Art of the University of Chicago, October 11-November 25, 1979. Edited by the

David and Alfred Smart Gallery. Chicago: the David and Alfred Smart Gallery and University of Chicago, 1979.

Rosenblum, Robert. “The Abstract Sublime.” Artnews 59 (February 1961): 38-41.

——. Modern Painting and the Northern Romantic Tradition: Friedrich to Rothko. Harper & Row, 1975 [& /73—
bem—Br 7T NE pREE, HITPEER DEfGeE &b~ o EROEH : 7V — U ehrb
1A ] AR SENTEE, 1988 4F]

—. The Abstraction of Landscape: From Northern Romanticism to Abstract Expressionism. Edited by Fundacion

Juan March. Madrid: Fundacioén Juan March, 2007.

Ross, Clifford, ed. Abstract Expressionism: Creators and Critics: An Anthology. New York: Abrams, 1990.

Rubin, William Stanley. Dada, Surrealism, and their heritage. New York: Museum of Modern Art, 1968.

Rushing, W. Jackson. “The Impact of Nietzsche and Northwest Coast Indian Art on Barnett Newman’s Idea of

Redemption in the Abstract Sublime.” Art Journal 47, no. 3 (Autumn1988): 187-195.

Sandler, Irving. “Dada, Surrealism and Their Heritage.” Artforum 6, no. 9 (March 1963): 25-26.

—. The triumph of American Painting: A History of Abstract Expressionism. New York: Harper and Row, 1970.

——. The New York School: the Painters and Sculptors of the Fifties. New York: Harper and Row, 1978.

157



—. Abstract Expressionism and the American Experience: A Reevaluation. Lenox, MA: Hard Press Editions; New
York: School of Visual Arts, 2009.

Sawin, Martica. “The Third Man, or Automatism American Style,” Art Journal 47, no. 3 (Fall 1988): 181-186.

——. Surrealism in Exile and the Beginning of the New York School. Cambridge: MIT Press, 1995.

Seitz, William. C. Abstract Expressionist Painting in America. Cambridge: Harvard University Press, 1983.

Shapiro, David, and Cecile Shapiro, “Abstract Expressionism: The Politics of Apolitical Painting,” Prospects 3
(1977): 175-214.

—, eds. Abstract Expressionism: A Critical Record. Cambridge, England; New York: Cambridge University Press,
1990.

Shiff, Richard, and Carol C. Mancusi-Ungaro, Heidi Colsman-Freyberger, Ellyn Childs Allison, eds. Barnett
Newman: A Catalogue Raisonné. New York: Barnett Newman Foundation; New Haven: Yale University Press, 2004.
Siegel, Katy, ed. Abstract Expressionism. London: Phaidon, 2011.

Simon, Sidney, “Concerning the Beginnings of The New York School: 1939-1943, An Interview with Perter Busa and
Matta, Conducted by Sidney Simon in New York in December 1966,” Art International 11, no. 6 (Summer 1967): 18.
Stich, Sidra, ed. Anxious Visions: Surrealist Art. New York: Abbeville Press; Berkeley: University Art Museum,
University of California at Berkeley, 1990.

Sylvester, David, ed. Modern Art: From Fauvism to Abstract Expressionism. New York: Grolier, 1965.

Temkin, Ann, ed. Abstract Expressionism at the Museum of Modern Art: Selections from the Collection. New York:
Museum of Modern Art, 2010.

Tinterow, Gary, Lisa Mintz Messinger, and Nan Rosenthal, eds. Abstract Expressionism and Other Modern Works:
The Muriel Kallis Steinberg Newman Collection in the Metropolitan Museum of Art. New York: Metropolitan
Museum of Art; New Haven: Yale University Press, 2007.

Thistlewood, David, ed. American Abstract Expressionism. Liverpool: Liverpool University Press and Tate Gallery
Liverpool, 1993.

Wechsler, Jeffrey, ed. Abstract Expressionism: Other Dimensions: An Introduction to Small Scale Painterly
Abstraction in America, 1940-1965. New Brunswick: Jane Voorhees Zimmerli Art Museum, Rutgers, 1989.

Whiting, Cécile. Antifascism in American Art. New Haven: Yale University Press, c1989.

[ LT U2 LB
Alquié, Ferdinand. Philosophie du Surréalisme. Paris: Flammarion, 1955 [7 = /L7 4}V « TV X3/ BARIE
t. WHER [T a2 b7 U 2L F] HEFEHT, 1975 F]

Balakian, Anna. Surrealism: The Road to the Absolute. New York: Noonday Press, 1959 [T > ) « NT X7 3%/
SHEER [ 2T VAL fukt~o@E] fLFERETEE, 1972 48]

Bruni Sakraischik, Claudio, ed. Catalogo Generale Giorgio De Chirico. Vol. 1-3. Milano: Electa, 1973.

Chadwick, Whitney. Myth in Surrealist Paintings, 1929-1939. Ann Arbor, MI: UMI Research Press, 1980.

Carrouges, Michel. André Breton et Les Données Fondamentales du Surréalisme. Paris: Gallimard, 1950.

158



Charbonnier, Georges. Entretiens avec André Masson. Ryban-ji, 1985.

Dervaux, Isabelle. Surrealism USA. New York: Germany National Academy Museum, Hatje Cantz, 2004.

Duplessis, Yves. Le Surréalisme. Paris: Presses Universitaires de France, 1950 [-1 ¥ « 7 = 7 L v A3 /figH =&
R a—n LT U AL HAKFE, 1963 4]

Gascoyne, David. 4 Short Survey of Surrealism. London: Cobden-Sanderson, 1935.

Jean, Marcel. Histoire de la Peinture Surréaliste, avec la collabortion de Arpad Meze. Paris: Seuil, 1959.

Kaplan, Gilbert E. ed. Surrealist Prints. New York: Harry N. Abrams, 1997.

Lipman, Jean and Margaret Aspinwall. Alexander Calder and his Magical Mobiles. New York: Hudson Hills Press,
1981.

Martin, Richard. Fashion and Surrealism. London: Thames and Hudson, 1988, c1987.

Matthews, J. H. An Introduction to Surrealism. University Park, PA: Pennsylvania State University Press, 1965.
Nadeau, Maurice. Histoire du Surréalisme. Paris: Editions du Seuil, 1945 [£—V * + > N—3& /FglH =i - KK
TR [va—n L7 ) AL@EES] it 1966 4F]

Nadeau, Maurice, ed. Documents Surréalistes. Paris: Seuil, 1948 [E— U A « F K—i, /foH =ZFIEZR [ = /v
LT U A LOBE] it 1981 4F]

Passerson, René. Histoire de la Peinture Surréaliste. Paris: Poche, 1968.

Read, Herbert, ed. Surrealism. London: Faber and Faber, 1936 [/~x—/3N— |k + U — RN, Z2i—BBIENER [ = v
LT )R LOFRR] HEICE 1972 4F]

Siegel, Jeanne. “The Image of the Eye in Surrealist Art and its Psychoanalytic Sources, Part One: the Mythic Eye.”
Arts Magazine 56, no.6 (February 1982): 102-106.

Tashjian, Dickran. 4 Boatload of Madmen: Surrealism and the American Avant-garde, 1920-1950. New York:
Thames and Hudson, 1995.

Taylor, Michael R., ed. Giorgio de Chirico and the Myth of Ariadne. London: Merrell, 2002.

Tythacott, Louise. Surrealism and the Exotic. London: Routledge, 2003.

Waldberg, Patrick. Surrealism. New York: Oxford University Press, 1978, c1965 [TV R~L 2. XKUY v 72/
EARE LR [ 2 b7 U 2 L] EMTHARE. 1969 4E]

Zalman, Sandra R. “A Vernacular Vanguard: Surrealism and the Making of American Art History.” PhD diss.
University of Southern California, 2008.

Zlotsky, Deborah. “ ‘Pleasant Madness’ in Hartford: The First Surrealist Exhibition in America.” Arts Magazine 60,

no. 6 (February 1986): 55-61.

(EGEE N
=7 - mx=a BFICE B0, F
Rothko, Mark, and Adolph Gottlieb. A Letter to the Editor of the New York Times, June 7, 1943.

Rothko, Mark. “The Romantics Were Prompted,” Possibilities: Problems of Contemporary Art, no. 1(Winter

1947-1948): 84.

159



Rothko, Mark. The Artist's Reality: Philosophies of Art by Mark Rothko. Edited by Christopher Rothko. New Haven
& London: Yale University Press, 2004. [v—7 - m X2z 7 U X 77— 0 XA 3ff, PHRFMER 2R
S EMEOVT VT 4 EhfriwE] ATTEE. 2009 4]

Rothko, Mark. Writings on Art. New Haven and London: Yale University Press, 2006.

Waaz-Lrx

Anfam, David. Mark Rothko: The Works on Canvas. Catalogue Raisonné. New Haven & London: Yale University
Press, 1998.

el ST K]

Anfam, David. “A Note on Rothko’s ‘The Syrian Bull.”” The Burlington Magazine 139 (September 1997): 629-631.
Ashton, Dore. About Rothko. New York: Oxford University Press, 1983.

J. Barnes, Susan. Rothko Chapel: An Act of Faith. Houston: A Rothko Chapel book, 1989.

Bartelik, Marek, ed. The Art of Mark Rothko: Selections from the National Gallery of Art, Washington. Hannam-dong
Leeum: Samsung Museum of Art, 2006.

Bernice, Rose. Rothko: A Painters Progress: The Year 1949. New York: Pace Wildenstein, 2004.

Bersani, Leo, and Ulysse Dutoit. Arts of Impoverishment: Beckett, Rothko, Resnais. Cambridge, MA; London:
Harvard University Press, 1993.

Blau, Daniel, ed. Mark Rothko. “Multiforms” Bilder von 1947-1949. Ostfildern: Hatje, 1993.

Blinken, Donald M., ed. Eliminating the Obstacles between the Painter and the Observer: The Mark Rothko
Foundation: 1976-1986. New York: The Mark Rothko Foundation, 1987.

Borchardt-Hume, Achim, ed. Rothko. London: Tate, 2008.

Breslin, James. E. B. Mark Rothko: A Biography. The University of Chicago Press, 1993.

Cavanaugh, Philip, and Sean Avery Cavanaugh. Coming to Light: Avery, Gottlieb, Rothko-Provincetown Summers,
1957-1961. Edited by E. A. Carmean. New York: Knoedler & Co., 2003.

Chave, Anna. C. Mark Rothko: Subjects in Abstraction. New Haven & London: Yale University Press, 1989.

Ciuha, Delia, edit., Mark Rothko: A Consumated Experience between Picture and Onlooker. Ostfildern-Ruit: Hatje
Cantz, 2001.

Clearwater, Bonnie. “Shared Myths: Reconsideration of Rothko’s and Gottlieb’s Letter to the New York Times.”
Archives of American Art Journal 24 (1984): 23-25.

——. Mark Rothko. Massachusetts, VT: Hudson Hills Press, 1984.

—. The Rothko Book. London: Tate Publishing, 2007.

Cohn, Marjorie B. Mark Rothko's Harvard Murals. Cambridge, MA: Center for Conservation and Technical Studies,
Harvard University Art Museums, 1988.

Collins, Bradford R., edit. Mark Rothko: The Decisive Decade, 1940-1950. New York: Skira Rizzoli Publications Inc.,
2012.

Davis, Julia. Mark Rothko: The Art of Transcendence. Maidstone, Kent, UK: Crescent Moon, 2007.

Glimcher, Marc. Art of Mark Rothko: Into an Unknown World. New York: Clarkson N. Potter, Inc., 1991.

160



Kellein, Thomas. Mark Rothko: Kaaba in New York. Basel: Kunsthalle Basel, 1989.

Levin, Morton H. Ten Major Works: Mark Rothko. Newport Beach, CA: Newport Harbor Art Museum, 1974.
Nodelman, Sheldon. Marden, Novros, Rothko: Painting in the Age of Actuality. Houston: Institute for the Arts, Rice
University, 1978.

——. The Rothko Chapel Paintings: Origins, Structure, Meaning. Austin: University of Texas Press, 1997.

Pappas, Andrea. “Invisible Points of Departure: Reading Rothko’s Christological Imagery.” American Jewish History
92, no. 4 (December 2004): 401-437.

Rosenthal, Stephanie. Black Paintings : Robert Rauschenberg, Ad Reinhardt, Mark Rothko, Frank Stella. Ostfildern:
Hatje Cantz Verlag, 2006.

Seldes, Lee. Legacy of Mark Rothko. New York: Rinehart and Winston, 1978.

Selz, Peter Howard, ed. Mark Rothko. New York: Museum of Modern Art, 1961.

Steven, Mark. Mark Rothko: “Multiforms” Bilder von 1947-1949, Edited by Daniel Blau. Translated by Kay Heymer.
Ostfildern: Hatje Cantz Publishers, 1993.

Waldman, Diane. Mark Rothko, 1903-1970: A Retrospective. New York: Harry N. Abrams, 1978.

——. Mark Rothko in New York. New York: The Guggenheim Museum, 1994.

Weiss, Jeffrey, ed. Mark Rothko. Washington D.C.: National Gallery of Art; New Haven: Yale University Press, 1998.
Weppelmann, Stefan and Gerhard Wolf, ed. Rothko/Giotto. Miinchen: Hirmer, 2009.

Wick, Oliver, ed. Mark Rothko: Works on Paper 1930-1969. Basel: Galerie Beyeler, 2005.

——, ed. Mark Rothko. Milano: Skira, 2007.

NIFFEERINEEE R [~—2 - w2 =] HRCHR, 1995 4

IR FL LT R - B [~—2 - m A=) ¥A8Ht, 2009 4

RIS BRI OBR1T) ~—72 - v 23 HEWVEMHOWIRWEHER | [Z52] 698 5 HAE
R, 1963 44 A

FRECEHE THRHE - ~—2 - m A3 B LARBI) [A52] 888 5 H AR, 1979 43 A

[FEA7 -3y b =7 FRICE D &, 5]

Gottlieb, Adolph. A typed script for his talk Unintelligibility, given on May 5, 1948 at Museum of Modern Art, New

York.

el ST K]

Adolph Gottlieb, Pictographs: A Selection from the Adolph and Esther Gottlieb Foundation. New York: Knoedler &
Company, 1998.

Alloway, Lawrence, ed. The Pictographs of Adolph Gottlieb. New York: Hudson Hills Press in association with
Adolph & Esther Gottlieb Foundation, 1994.

Alloway, Lawrence and MacNaughton, Mary Davis. Adolph Gottlieb: A Retrospective. The Arts Publisher, Inc. in
association with the Adolph Esther Gottlieb Foundation, 1981.

Cooper, Harry. Adolph Gottlieb: Pictographs 1941-1951. New York: Pace Wildenstein, 2004.

161



Doty, Robert, and Diane Waldman. Adolph Gottlieb. New York: The Whitney Museum of American Art and The
Solomon R. Guggenheim Museum, 1968.
Frank, Elizabeth, ed. Adolph Gottlieb: Vertical Moves. New York: Pace Wildenstein, 2002.
Friedman, Martin. Adolph Gottlieb. Minneapolis: Walker Art Center, 1963.
Harvey, lan, ed. Adolph Gottlieb: The Complete Prints. New York: Associated American Artists, 1994.
Hirsch, Sanford, ed. Adolph Gottlieb: Selected Works, 1938-1973. New York: M. Knoedler & Co., Inc. 1982.
—. Adolph Gottlieb.: The Pictographs 1942-1951. Los Angeles, California: Manny Silverman Gallery, 1992.
—. Adolph Gottlieb: Una Retrospectiva: A Survey Exhibition. Valencia: Generalitat Valenciana Conselleria de
Cultura, Educacié Ciéncia, 2001.
——. The Beginning of Seeing: Tribal Art and the Pictographs of Adolph Gottlieb. New Britain, Conn.: New Britain
Museum of American Art, 2002.
—. Adolph Gottlieb.: Early Prints. New York : Adolph and Esther Gottlieb Foundation, 2006.
Kotik, Charlotta and Siegmann, William. /mage and Reflection: Adolph Gottlieb's Pictographs and African Sculpture.
New York: The Brooklyn Museum, 1989.
MacNaughton, Mary Davis, ed. Adolph Gottlieb Pictographs, 1941-1953. New York: André Emmerich Gallery, 1979.
O’Connor, Letitia Burns. Pictograph into Burst: Adolph Gottlieb, Paintings in Transition. New York: Adolph and
Esther Gottlieb Foundation, 1993.
Polcari, Stephen. “Adolph Gottlieb's Allegorical Epic of World War I1.” Art Journal 47, 1988.
Robert, Henry Flood, Jr. Adolph Gottlieb: Paintings 1921-1956. Omaha, Neb.: Joslyn Art Museum, 1980.
Sandler, Irving. Adolph Gottlieb Paintings, 1945-1974. New York: André Emmerich Gallery, 1977.
Shulman, Daniel. Adolph Gottlieb: Early Paintings and Works on Paper. Chicago: Valerie Carberry Gallery, 2003.
Wei, Lilly. Adolph Gottlieb: Paintings from Four Decades. New York: Pace Wildenstein, 2008.
Wilkin, Karen. Adolph Gottlieb: Pictographs. Edmonton: Edmonton Art Gallery, 1977.

[7 vz gy NU—=TR] A NT 25 A HUL 2002 4F

=7 - Fe— BRI L 530, H
Tobey, Mark. “Reminiscence and Reverie.” Magazine of Art 44, no. 6 (1951): 228-232.

—. “Japanese Traditions and American Art.” College Art Journal 43, no. 1 (Fall 1958): 20-24.

el ST K]

Ashton, Dore. “New York Letter.” Das Kunstwerk 17 (January 1963): 31.

Boehm, Gottfried, ed. Mark Tobey.: A Centennial Exhibition. Basel: Galerie Beyeler, 1990.

Bowen,Betty introd. Tobey's 80: A Retrospective. Seattle Art Museum, 1970.

Fryberger, Betsy G., ed. Mark Tobey: Works on Paper. Stanford, CA: Stanford University Museum of Art, 1990.
Herzogenrath, Wulf, and Andreas Kreul ed. Sounds of the Inner Eye: John Cage, Mark Tobey, Morris Graves.
Tacoma, WA: Museum of Glass: International Center for Contemporary Art; Seattle: University of Washington Press,

2002.

162



Hoffman, Fred. “Mark Tobey’s Paintings of New York.” Artforum 17, no. 8 (April 1979): 24-29.

Musée des Arts Décoratifs, ed. Mark Tobey. Paris: Palais du Louvre Pavillon de Marsan, 1961.

The National Collection of Fine Arts ed., Tribute to Mark Tobey. Washington: The Smithsonian Institution Press,
1974.

Rathbone, Eliza E., ed. Mark Tobey: City Paintings. Washington: National Gallery of Art, 1984.

Seitz, William Chapin, ed. Mark Tobey. New York: Museum of Modern Art, 1962.

Pxz Yy - Aoy 7B : hF4as - LR

O’Connor, Francis Valentine. Jackson Pollock: A Catalogue Raisonné of Paintings, Drawings, and Other Works, vol.
4. New Haven: Yale University Press, 1978.

el ST K]

“Jackson Pollock: Is He the Greatest Living Painter in the United States?” Life (August 8, 1949): 42-45.

Rubin, William Stanley. “Jackson Pollock and the Modern Tradition, Part 1.” Artforum 5, no. 6 (February, 1967).
—. “Jackson Pollock and the Modern Tradition, Part II1.” Artforum 5, no. 8 (April, 1967): 27-28.

Friedman, B. H. Jackson Pollock: Energy Made Visible. New York: McGraw-Hill, 1972.

Hunter, Sam. Jackson Pollock. New York: Museum of Modern Art, 1959.

Maroni, Monica, and Giorgio Bigatti, eds. Jackson Pollock in Venice: The “Irascibles” and the New York School.
Translated by Christopher Evans and Leslie Ray. Milano: Skira, 2002.

O’Connor, Francis Valentine. Jackson Pollock. New York: Museum of Modern Art, 1967.

Rose, Barbara, ed. Pollock Painting. New York: Agrinde Publications, 1980.

Rose, Bernice. Jackson Pollock: Drawing into Painting. New York: Museum of Modern Art, 1980.

Solomon, Deborah. Jackson Pollock: A Biography. New York: Simon and Schuster, 1987.

Tyler, Parker. “Jackson Pollock: The Infinite Labyrinth,” Magazine of Art 43, no. 3 (1950): 92-93.

White, Anthony, ed. Jackson Pollock's Blue Poles. Canberra: National Gallery of Australia, 2002.

Varnedoe, Kirk, and Pepe Karmel eds. Jackson Pollock: New Approaches. New York: Museum of Modern Art, 1999.

[ZAN—F - <~F Tz hFa s - LR

Engberg, Siri and Joan Banach, eds. Robert Motherwell: The Complete Prints 1940-1991: Catalogue Raisonné.
Minneapolis: Walker Art Center, 2003.
Terenzio, Stephanie, and Dorothy C. Belknap, eds. The Prints of Robert Motherwell: Catalogue Raisonné, 1943-1990.

New York: Hudson Hills Press, 1984.

Eg~o1 v 2 =]

Simon, Sidney, “Concerning the Beginnings of The New York School: 1939-1943, An Interview with Robert
Motherwell.” Art International 11, no. 6 (1967): 20-23.

[E5c & 2 itk Hi

Motherwell, Robert, and Ad Reinhardt, eds. Modern Artists in America. New York: Wittenborn, 1951.
el ST K]

163



Long, Stephen, ed. The Prints of Robert Motherwell: A Retrospective. New York: Associated American Artists, 1990.

Rosand, David, ed. Robert Motherwell on Paper: Drawings, Prints, Collages. New York: Harry N. Abrams, 1997.

RELU— 1 UT L ~AF—  NERIC L DEN
Hayter, Stanley William. “Line and Space of the Imagination.” View 4, no. 4 (December 1944): 126-128.

—. “Of the Means,” Possibilities, no. 1 (Winter 1947/48): 77.

——. New Ways of Gravure. London: Routledge & Kegan Paul, 1949.

—. About Prints. London: New York, Oxford University Press, 1962.

—. “Orientation, Direction, Cheirality, Velocity, and Rhythm,” in The Nature and Art of Motion. Edited by Gyorgy
Kepes, 71-80. New York: George Braziller, Inc., 1965.

el ST K]

Black, Peter. “Relief Printing and the Development of Hayter’s Colour Method,” Print Quarterly 8, no. 4 (1991):
415-416.

Black, Peter and Désirée Moorhead. The Prints of Stanley William Hayter: A Complete Catalogue. London: Phaidon,
1992.

Frost, Rosamund. “The Cheminally Pure in Art: W. Hayter, B.Sc., Surrealist,” Art News 40, no. 7 (May 1941): 13, 31.
Kainen, Jacob. “An Interview with Stanley William Hayter,” Arts Magazine 60, no. 5 (January 1986): 64-67.

Moser, Joann. The Significance of Atelier 17 in the Development of Twentieth-century American Printmaking. Ann
Arbor, MI: University Microfilms, 1976.

Rosenthal, Deborah, ed. Stanley William Hayter in America: Paintings, Drawings and Prints 1940-1950. New York:
Francis M. Naumann Fine Art, LLC, 2009.

P 7530 [SWHAYTER— A & —Z=IZFES | [ SRR ZEAE 520 2000 4, 1-20 H

BRRiRg DRIREZ Oft - RRETSE AR 20 HofdiR (55 7) S WA Z—& 7 U= 17) OBk [ =it
37 % 2 %] 2008 4, 90-95 H

AL = TUV IS, W A Z—1ED LHOREAR [R5 iSSP ORTIC W 7 B34,
2 S« W e ~A X —ORREEEAT SREEFEE: © v /L U —=H PREE 75 5] % v /L U —= M, 2007 45 10 A,
2H

o

770 7T,V

Gordon, John, ed. Franz Kline, 1910-1962. New York: Whitney Museum of American Art, 1968.
Anfam, David, ed. Franz Kline: Black & White 1950-1961. Houston: Menil Foundation Houston Fine Art Press;

Houston: Houston Fine Art Pres, 1994.

N—% v k- —a—~o : FRICL DM

Newman, Barnett. “The First Man Was an Artist,” The Tiger's Eye 1, no.1 (October 1947), 57-60.

—. “The Sublime Is Now,” The Tiger's Eye 1, no.6 (December 1948), 51-53.

164



——. Barnett Newman: Selected Writings and Interviews. Edited by John Philip O’Neill. Berkeley: University of
California Press, 1992.

el ST K]

Hess, B. Thomas. Barnett Newman. New York: Museum of Modern Art, 1971.

Stick, Jeremy, ed. The Sublime Is Now: The Early Work of Barnett Newman. New York: Pace Wildenstein, 1994.
EAWE T THEEREMROEWNRE A=y b+ =a—vrOPR] BHEE, 1994 4

Ry - Ttk aEs,. &1

Breton, André. Le Surréalisme et la Peinture. Paris: Gallimard, 1928 [7 > R L « 7L b 3 /i Q&R [
MERLAGE] FAMEE, 1930 4

Breton, André. “The Legendary Life of Max Ernst,” View 2, no. 1 (April 1942).

Breton, André. “Manifesto of Surrealism” in Manifestoes of Surrealism, trans. Richard Seaver and Helen R. Lane
(Ann Arbor: The University of Michigan Press, 1969)

TYRL T b BRBER [V 2 LT ) ANES VRS D) EEEER, 1974 4

TYRL s TN BRBER [ a7 V) ALNES - W D) SlEE, 19924

Fooa- o2 b FRICE 55

Ernst, Max. Beyond Painting and Other Writings by the Artist and his Friends (The documents of modern art). New
York: Wittenborn, Schultz, 1948 [ /L2 X k. = v 7 A3 AR Mmoozl T ERET L. 1975
F]

Ernst, Max. Une semaine de bonté: ou les sept éléments capitaux roman. Paris: J.-J. Pauvert, 1963.[ /L. > A k. <
v 7 A AR B IR [EEEE E I3 EROuR] W EER, 1997 4F]

el 3K

Carrington, Leonora. “The Bird Superior, Max Ernst,” View 2, no. 1(April 1942).

Rainwater, Robert, ed. Max Ernst: Beyond Surrealism: A Retrospective of the Artist's Books and Prints. New York:
New York Public Library; Oxford: Oxford University Press, 1986.

Spies, Werner. Max Ernst Collages: The Invention of the Surrealist Universe. Translated by John William Gabriel.
New York: Abrams, 1988.

Spies, Werner, ed. Max Ernst, Oeuvre-Katalog: Werke 1906-1925. Houston: Menil Foundation; K6ln: M. Dumont
Schauberg, 1975.

—, ed. Max Ernst, Oeuvre-Katalog: Werke 1925-1929. Houston: Menil Foundation; K6ln: M. Dumont Schauberg,
1976.

—, ed. Max Ernst, Oeuvre-Katalog: Werke 1929-1938. Houston: Menil Foundation; K6ln: M. Dumont Schauberg,
1979.

—, ed. Max Ernst, Oeuvre-Katalog: Werke 1939-1953. Houston: Menil Foundation; K6ln: M. Dumont Schauberg,
1998.

165



[y 7 A TN AT 4 X 2T XA =7 REFTEERW [y 7 A+ A N 0 74F27
X A /%r—7" =Max Emst : figure x scape] ¥ 7 X « TV A M-T 4 X a2 T XA —7 ) BIITEES,

2012 4F

Ty RL -~y v

Masson,Guite, Martin Masson, Catherine Leewer, eds. André Masson: Catalogue Raisonné de L'ceuvre Peint,
1919-1941.v. 1, 1919-1929, v. 2, 1930-1941. Vaumarcus, Vermont: ArtAcatos, 2010.

Poling, Clark V. André Masson and the Surrealist Self. New Haven: Yale University Press, 2008.

Saphire, Lawrence ed. André Masson, L'cuvre Gravé, Volume I: Surréalisme 1924-49, New York: Blue Moon Press,
1990.

Saphire, Lawrence, and Patrick Cramer. Andre Masson, the Illustrated Books: Catalogue Raisonne. Geneva: P.
Cramer, 1994.

FRIEEMER [T FL - vy Yy & noyb b« vy ¥ ZREAOTH] FRIEENEE, 1994 4

[Panva -7 - %03 BRI LDEMH

TeXVa, VarYaE AFE - a RER [ amA8Ek] SLEER, 1980 4

el 3K

Braun, Emily, and Ellen Adams. Giorgio De Chirico and America. Torino: Umberto Allemandi, 1997.

Jewell, Keala Jane. The Art of Enigma: The De Chirico Brothers & The Politics of Modernism. University Park:

Pennsylvania State University Press, 2004.

R LIS O 1ES

Anfam, David, Neal Benezra, and Brooks Adams, Clyfford Still Paintings 1944-1960. Edited by James T. Demetrion.
New Haven: Yale University Press, 2001.

De Kooning, Elaine. The Spirit of Abstract Expressionism: Selected Writings. New York: George Braziller, 1994.
Dupin, Jacques. Mird, Graveur: 1. 1928-1960. Paris: D. Lelong, 1984.

Masheck, Joseph. “Imagism of Magritte,” Artforum 12, no. 9 (May 1974): 54-58.

Onslow-Ford, Gordon. “The Painter looks within Himself,” London Bulletin, nos. 18-19-20 (June 1940): 30-31.
Preble, Michael, ed. William Baziotes: Paintings and Drawings, 1934-1962: Peggy Guggenheim Collection. Milano:
Skira, 2004.

Seligmann, Kurt. “Oedipus and the Forbidden Fruit.” View 4, no. 1 (March 1944): 25.

Waldman, Diane. Arshile Gorky, 1904-1948: A Retrospective. New York: Harry N. Abrams, 1981.

o, —frE, B SO
Alloway, Lawrence. “The Spectrum of Monochrome,” Arts Magazine 45, no. 3 (December-January 1971): 30-33.

Albright, Thomas. Art in the San Francisco Bay Area, 1945-1980: An Illustrated History. Berkeley: University of

166



California Press, 1985.

Ashton, Dore. American Art Since 1945. London: Thames and Hudson, 1982.

—. Twentieth-century Artists on Art. New York: Pantheon Books, 1985.

Baigell, Matthew. Jewish-American Artists and the Holocaust. New Brunswick: Rutgers University Press, 1997.
—. Artist and Identity in Twentieth-century America. New York: Cambridge University Press, 2001.

Barr, Alfred Hamilton, ed. Cubism and Abstract Art: Painting, Sculpture, Constructions, Photography, Architecture,
Industrial Art, Theatre, Films, Posters, Typograpy. New York: The Museum of Modern Art, 1936.

—, ed. Fantastic Art, Dada, Surrealism. New York: The Museum of Modern Art, 1936.

——, ed. What is Modern Painting ? New York: Museum of Modern Art, 1943.

Baur, John 1. H. Nature in Abstraction: The Relation of Abstract Painting and Sculpture to Nature in
Twentieth-century American Art, New York, Whitney Museum of American Art, 1958

Belgrad, Daniel. The Culture of Spontaneity: Improvisation and the Arts in Postwar America. Chicago: University of
Chicago Press, 1998.

Benson, E. M. “Forms of Art: IV: Phases of Calligraphy,” American Magazine of Art 28 (June 1935): 356-363, 384.
Brasch, Moshe. Blindness. New York: Routledge, 2001.

Brion, Marcel, Sam Hunter, Giulio Carlo Argan, Nello Ponente, Umbro Apollonio, Otto Bihalij-Merin, Will
Grohmann, Herbert Read, H. L. C. Jaffe, and J. P. Hodin. A7t Since 1945. New York: Thames and Hudson, 1958.
Brown, Gordon. “New Tendencies in American Art,” College Art Journal 11, no. 2 (Winter 1951-1952): 103-110.
Butler, Christopher. After The Wake: An Essay on the Contemporary Avant-garde. Oxford: Clarendon Press; New
York: Oxford University Press, 1980.

Clarke, David J. The Influence of Oriental Thought on Postwar American Painting and Sculpture. New York: Garland
Publishing Inc., 1988.

——. Chinese Art and Its Encounter with the World. Hong Kong: Hong Kong University Press, 2011.

Devree, Howard. “From a Reviewer’s Notebook,” New York Times (April 9, 1944) , X7.

Elderfield, John, ed. Modern Painting and Sculpture: 1880 to the Present at the Museum of Modern Art. New York:
Museum of Modern Art, 2004.

Fer, Briony. On Abstract Art. New Haven and London: Yale University Press, 1997.

Goeppert, Sebastian, Herma Goeppert-Frank and Patrick Cramer, eds. Pablo Picasso: the Illustrated books,
Catalogue Raisonné. Geneva: P. Cramer, 1983.

Greenberg, Clement. “Art.” Nation (April 22, 1944) : 495.

—. “Art.” The Nation (February 17, 1945): 193.

—. “Present Prospects of American Painting and Sculpture,” Horizon (October 1947): 20-30.

—. “The European View of American Art,” Nation (September 25, 1950): 490-491.

—. “American-type Painting,” Partisan Review 22, no. 2 (Spring 1955): 179-196.

—. Art and Culture. Boston: Beacon Press, 1961.

—. Perceptions and Judgments, 1939-1944 (The collected essays and criticism/ Clement Greenberg; v. 1). Edited

167



by John O'Brian. Chicago: University of Chicago Press, 1986.

—. Arrogant Purpose, 1945-1949 (The collected essays and criticism/ Clement Greenberg; v. 2). Edited by John
O'Brian. Chicago: University of Chicago Press, 1986.

—. Affirmations and Refusals, 1950-1956 (The collected essays and criticism/ Clement Greenberg; v. 3). Edited by
John O'Brian. Chicago: University of Chicago Press. 1993.

——. Modernism with a Vengeance, 1957-1969 (The collected essays and criticism/ Clement Greenberg; v. 4). Edited
by John O'Brian. Chicago: University of Chicago Press, 1993.

Guggenheim, Peggy, ed. Art of This Century: Objects, Drawings, Photographs, Paintings, Sculpture, Collages, 1910
to 1942.1942. Reprint, New York: Arno Press, 1968.

Halasz, Piri. “Manhattan Museums: The 1940s VS. The 1980s; Part One: Overview.” Arts Magazine 59, no. 5
(January 1985): 122-125.

—. “Manbhattan Museums: The 1940s VS. The 1980s; Part Two: The Metropolitan Museum of Art.” Arts Magazine
59, no. 7 (March 1985): 90-99.

Hess, B. Thomas. Abstract Painting: Background and American Phase. New York: Viking Press, 1951.

Hughes, Robert. American Visions: The Epic History of Art in America. New York: Alfred A. Knopf, 1997.

Jewell, Edward Alden. “Modern Painters Open Show Today: 55 Members of the Federation Represented in Third
Annual Exhibition at Wildenstein’s.” New York Times, June 2, 1943.

—. “END-OF-THE-SEASON MELANGE: Federation of Modern Painters and Sculptors at Wildenstein’s — An
Annual Competition — Alfred Maurer — Milton Avery.” New York Times, June 6, 1943.

—. “ ‘GLOBALISM’ POPS INTO VIEW: Puzzling Pictures in the Show by the Federation of Modern Painters and
Sculptors Exemplify the Artists” Approach.” New York Times, June 13, 1943.

—. “ ‘GLOBALISM’: Of Windmill Tilting and Cheshire Cats.” New York Times, Jun 27, 1943.

—. “New Show at the Modern,” New York Times, September 22, 1946.

Karlstrom, Paul. On the Edge of America: California Modernist Art, 1900-1950. Berkeley: University of California
Press, 1996.

Kass, Ray. Morris Graves, Vision of the Inner Eye. New York: G. Braziller, 1983.

Krauss, Rosalind. The Originality of the Avant-Garde and Other Modernist Myths. Cambridge, MA: MIT Press,
1985.

Krohn, Claus-Dieter. Intellectuals in Exile: Refugee Scholars and the New School for Social Research. Translated by
Rita Kimber and Robert Kimber. Amherst, MA: University of Massachusetts Press, 1993.

Kozloff, Max. “American Painting during the Cold War,” Artforum 11 (May 1973): 43-54.

Krauss, Rosalind E. The Originality of the Avant-garde and Other Modernist Myths. Cambridge, MA: MIT Press,
1985.

Landau, Ellen G. “ ‘A Certain Rightness’: Artists for Victory’s ‘America in the War’ Exhibition of 1943.” Arts
Magazine 60, no. 6 (February 1986): 43-54.

Loraux, Nicole. Les Expériences de Tirésias: le Féminin et I'Homme Grec. Paris: Gallimard, 1989.[ Loraux, Nicole.

168



The Experiences of Tiresias: The Feminine and the Greek Man, Trans. Paula Wissing. Princeton University Press,
1995.]

Louchheim, Aline B. “The Favored Few: Open the Modern Museum’s Season.” Artnews 45, no. 7 (September 1946):
51.

—. “ ‘Modern’ or ‘Contemporary’ — Words or Meanings?: Thirty-fifth Armory Show Anniversary Finds Confusion
Further Confounded.” New York Times, February 22, 1948, X8.

—. “Pacific Northwest: Current Activities of the Region’s Artists,” New York Times, August 15, 1948, 8X.
Lucie-Smith, Edward. Late Modern: The Visual arts Since 1945. New York: F. A. Praeger. 1969.

——. American Art Now. Oxford: Phaidon. 1985.

Visual arts in the Twentieth Century. New York: Harry N. Abrams. 1997.

McWilliams, Carey. “Racism on the West Coast,” New Republic, May 29, 1944, 732-733.

Mercer, Kobena, ed. Discrepant Abstraction. Cambridge, MA: MIT Press, 2006.

Miller, Dorothy C. Americans 1942: 18 Artists from 9 States. New York: Museum of Modern Art, 1942.

Monroe, Gerald M. “The American Artists Congress and the Invasion of Finland.” Archives of American Art Journal

15 (1975): 14-20.

Munroe, Alexandra, ed. The Third Mind: American Artists Contemplate Asia, 1860-1989. New York: Guggenheim

Museum; London: Thames & Hudson, 2009.

The Museum of Modern Art, ed. The New American Painting: As Shown in Eight European Countries, 1958-1959.

New York: The Museum of Modern Art, 1959. Published in conjunction with the exhibition organized by the

International Program of the Museum of Modern Art, New York, under the auspices of the International Council at

the Museum of Modern Art, New York.

O’Doherty, Brian. American Masters: The Voice and the Myth. New York: Random House, 1973.

Painter, Karen, and Thomas Crow, eds. Late thoughts: Reflections on Artists and Composers at Work. Los Angeles:

Getty Research Institute, 2006.

Paulson, William R. Enlightenment, Romanticism, and the Blind in France. Princeton University Press, 1987.

Perchuk, Andrew and Helaine Posner, eds. The Masculine Masquerade: Masculinity and Representation. Cambridge,

MA: MIT Press, 1995.

Phillips, Duncan. “Morris Graves.” Magazine of Art 40 (December 1947): 305-8.

Phillips, Lisa. Beat Culture and the New America, 1950-1965. New York: Whitney Museum of American Art.

Raglan, FitzRoy Richard Somerset, Baron. The Hero: A Study in Tradition, Myth, and Drama. Edited by Jiro Ari.

Tokyo: Taiyo press, 1992.

Rapaport, Brooke Kamin and Stayton, Kevin L., ed. Vital forms: American Art and Design in the Atomic Age,

1940-1960. New York: Brooklyn Museum of Art, 2001.

Rose, Barbara. American Painting: The 20th Century. Lausanne: SKIRA, 1969 [/N\—/3F « 10— X% /S F{FERER
F=A-tife T A U ffe] Sl thifiet, 1970 4F].

Rudnytsky, Peter L. Freud and Oedipus. New York: Columbia University Press, 1987.

169



Richardson, Tony, and Nikos Stangos, ed. Concepts of Modern Art. New York: Harper & Row, 1974.

Ritchie, Andrew Carnduft, ed. Abstract Painting and Sculpture in America. New York: Museum of Modern Art, 1951.
Rosenberg, Harold. The Tradition of the New. London: Thames and Hudson, 1962.

Ross, Andrew. No Respect: Intellectuals & Popular Culture. New York: Routledge, 1989.

Rothschild, Edward Francis. The Meaning of Unintelligibility in Modern Art. Chicago: University of Chicago Press;
Tokyo: Maruzen, 1934.

Ruffel, Lionel. “What is the Contemporary?: Brief Archaeology of a Question.” Revista de Estudios Hispanicos 48,
no. 1 (March 2014): 123-143.

Rutkoff, Peter M. and William B. Scott. New School: A History of the New School for Social Research. New York:
Free Press, 1986.

Sandler, Irving. American Art of the 1960s. New York: Harper and Row, 1988.

Sandler, Irving, and Amy Newman, ed. Defining Modern Art: Selected Writings of Alfred H. Barr, Jr. New York.
Harry N. Abrams, 1986.

Scott, William B. and Peter M. Rutkoff. New York Modern: The Arts and the City. Baltimore: The John Hopkins
University Press, 1999.

Simon, Charlie May. Art in the New Land: Stories of Some American Artists and Their Work. New York: Dutton,
1945.

Soby, James Thrall. “Ben Shahn &Morris Graves.” Horizon 93-94 (October 1947): 48-56.

——. Contemporary Painters. New York: Museum of Modern Art, 1948.

Suzuki, Daisetz Teitaro. An Introduction to Zen Buddhism. New York: Philosophical Library, 1949.

Sylvester, David. “Mr. Sylvester Replies.” Nation 171, no. 22 (November 25, 1950): 492.

Tuchman, Maurice ed. The Spiritual in Art: Abstract Painting 1890-1985. Los Angeles: Los Angeles County Museum
of Art; New York: Abbeville Press, 1986.

Wechsler, Jeffrey, edit. Asian Traditions/Modern Expressions: Asian American Artists and Abstraction, 1945-1970.
New York: Harry N. Abrams, 1997.

Wilmerding, John. American Art. Harmondsworth: Penguin Books Ltd., 1976.

Winther-Tamaki, Bert. Art in the Encounter of Nations: Japanese and American Artists in the Early Postwar Years.
Honolulu: University of Hawai’i Press, 2001.

Whitney Museum of American Art, ed. A Tradition Established, 1940-1970: Selections from the Permanent

Collection of the Whitney Museum of American Art. New York: Whitney Museum of American Art, 1981.

[FRaE AT ]

Hhelr 2 2 B 7% B e S
FRERS S T~ —2 « m A a0 B TEAEED 1970 45 A

170



A3 E 11940 RO T A U J EMIC IS DAECFHIRBICET 25E I TS XM FEWmE 24 5 Bl
M TS N B EATI L, 2006 47, 443-451 H

e Rt MBS OMRE « v 2203 [A52] 689 5 1962 4 8 A

HORERLIARSEATARR [ A b a R U & LA  hERB ER—— RO LOFRI 77 L e va
1992 4

—. TEWNFTE : 7 AV IHRERAEROAER] 70T LY a2, 19954

FOERBURSEINAR - BETCHT A UL 2500 [20 HAdidm OB KM : =2 —a3—2 - 27— Rr vy 7|
T e y—=r 72 UCHIE] ittt 1997 4R

WEES B SH- T =—L L2l LT U AL LIRRB TR~ [BRFETM] B, 54 %,
H4r. 20014 7, 72219 H

SR MR RBER O T FL7 2y b U —7 OFIERZ 8 < o TIIEREE KA 17]96-113
B, 1982 4F

—. [BIREF~—HhERA TR O] O, 1991 £

BPF PeT THiSRB L% & B TmEEIT [FEMg 28 Lo o0 [ 8] 5tk
RFRFBEEERRRZATAITIER - ARHIRREREITZER, 2004 4F, 91-100 B

[ LT U2 LB

FHATF T1940 SERAET AV BTBIT DL 2L T VAL EHG— v 7 X » LU X FE2FDIT

— TEREWIIIE AW 24 5 BN WMENE B BENTYEL. 2006 £, 267-273 H

—. [ HOFRYIAD =2 —F— 2 L~y 7 A -« T)L 2 A h—— {Vox Angelica) (—JLIU=4F) %
DT ——) [ 55 165 MH]. EIFsL2E . 2008 4, 132-146 H,

WAEE T2 L7 U AL SN WHEERE. 1976 4

TLFNES [RAEDERE 7RI R—)v« X« a7 Y25 FRENRTEE ] 9030, 1959 4F

ARFEER [TV« U7 o Bl - 25 AOmEZE 245 ol #aktt, 1996 4

T, = va—F R - BEER [ X2 b7 ) AL] HEEFEE, 2000 4

WIFZES [Im - Y » 2l X M55, 1973 4

FEOEE - =) TEAORE 17 v 2L 7 U ZALOMR] FELE, 1975 4E

BIE [ a2 LT VALDT A ) A H5FERE, 2009 4F

FIFIENR [V« U7 v BiEERR - 25 AOBFE 5E25% 7 - %V 3] #akth, 1996 48

FEHE - BED - I Ef (55 - a7V RALEZSEADOROI] R EAEM, 1998 4F

s T2 L7 ) 20 ElPE ) [PErEETaTse] k2 B [ rESEITRTZE] No. 3. =Joft, 2000
G8

WA (22 L7 U ALERE B4R : 1919-1939)] SATHiffRE, 1971 42

VIR, Sv=aVERATHR [Tavryy Iv vy Yy Z80 ACER, 2002 4

B EVMR [T 4T 7 > BEERR - 25 NOWIE 5238 v A M L, 1997 48

171



TAAF am R ETE - ARIER - [EBRR [ o7 HREE 1] BEEIE, 1990 4
TAAF 2R ZF/ERFRER [T — A BH O] BHEEE, 1973 4

VRI L= AE TR - ARIER - [EBMES - SIHIER - BIVEERR [V > 7E54e%E 3]
EEENE. 1990 4F

RARRE TR T[4V 72 ] A&, 1992 4

—. [V 72 Tl EKEE, 19924

TNT 4 rF. b RESRAER [5E50 F V7 - m—<pigh Ll A)IEE, 1970 4

— [5ER ¥V T - m—<#EE T AIFEE, 1970 4

AT - ALRIES « MEBR T o7 HEI2E  JIR] AlEE, 1992 4

[ O o 407 5 B Sk, A

TINA BV RT3 LSRR - BIEERIR [RIFERE - L LAREOLIY: B EHTHAL,
1963 4

— [EFEET  ELAEOLIT T LW, 1964 4

TIEED [HROTHIE] HEES, 1982 4F

FEFE—BR [7 A D A2« 7— ] BAGERABIGI L, 1980 4F

MG [7 AV B ERREL] BAHofkAatt, 19824

a4y b TA— . TI U RTER THIRERAM] BASEMR M, 1991 4

KHEZEAN - ILABFNR - 35 - AEE - iTAA AN ER - @S E - #ELiE— TR~k 23
20 HAZTT EH Y - 7 — b OEBR) FERAL. 1994 4

KMAETE - ILHPEs R TR &R BIERZEM O & AR ] 4B KRS, 1999 45
MIERE [I A -V A2 T EINLOEEHAM )] SEERE. 2000 4

FIE (L OWEEE 2V A s ZrX e ~—t] TRT Y 2 v 1998 4F

AR [= 2 7 DBEFEAM] BREE, 1967 4

NEBEE [THRa O EEOL L] ZhEEERE, 2004 4

AR [EIEORR : 20 AdICB 1T 227 — Y2 0EFLREE] 7V 2 v, 2007 4

REBIT [T7 AV BBREN O 25 AJ LItk 1995 4

F—T 4 Ay S, [AEOBE : EIFORF] HFTR IR, 1968 4F

FArA—)v. k- r=A—taxE EKHEDR [Fr -0 FEE] Ak, 1963 4
FERROR « NS RESI IR TEBARIEABE 1 ERoOKAKTEE (1)) AKX 1970 4

L= —. YVatHhr BREEORE  RREMOER LTS =7 1] DISCH:, 2005 4

L= —. YVaFrdr MR EER, ARIRE - RAEE T - BAFER [HEOHmY « TR, A
7 B v, ERIE] SEALAE, 2005 4R

A&k (R L BEMOMERE] RIFE, 2004 4

BUE [T, S, = U4y b [FRM) ZFite] GEER, 1992 4

172



ZIRfERE [7 2 U AAamEi RG] SSAFHREE, 1977 48

lu—=A L = TEREEL - RIS EIER [RRE & phah] 5L30s, 1973 4F

Fl—=A . I—VE BRI [ 7 OGS« e ORER] oAz, 1974 4F

l—=oA. H—)VE BRI REGRER () &7 OEE : O] ARt 1974 4
xR, ALY —FZRHEEER [EX Y - T— k1920 ffEENFgE] AT ERE, 1984 4F
FREISC [HRERDSHRT &V D 2 & - RGO IE & 2R B AR R, 2006 £

AL F—. Pa—TF A MERE - WARLER [7 07 4 Ix—0ER] H3 9 ERE, 1989 4F

AZI A, ZRT—=F - = —F SRBABEEZ - KREER TBUREIROMAL 1945 FLL% OEIER] parco
ki, 1986 4=

AI A, T RU— K« Jb—— SEFEIIENER [20 AL FIUR] A E, 1995 4F

AI A, ®RU—= R b= —F Al — R (RROEN 7+ —EALNORA N - FF =X h~]
AL, 1984 4R

EiEZE [V 7 MehEaF S A0zolc] AR, 2006 4

AR TIED TBACEIR OB R EREE, 1990 4

TVH. Uy E /BT [EEOLE  BHEGEXOZOMoBENR] 7237 EFE. 1998 4
FOUH MR [y R ) HOCHE, 1980 4R

Fryv— Vyr=lay s MBRE - BRCER THEBRORAE L] ASCEBE, 2004 4

=—F=. 7V =RV eEFLERGR [RBIOFE] SR EE, 1966 4

=—F=. ZYV—FRYENUEMER [V 77 b2 S THL<EY & E] #itk, 2007 4

—. V77 FAFZ0<EEY & T Fnwitt. 2007 4

A~y ==Y v e ERFE - BAELFR [0 L ARBRMESR o7 0iysEdE o] Aotk
1984 4

J—wv. Rry—F/mift, RIRRE R ek « #h5E - 4 A — « 280 LA, 1997 4
NP RERPGERIIR [ ) —ZMROFE A Z] F L 2003 48

N—=U T B I—=AESEARRMER (RO~ YT - R T b 19 i RE ToEfETHE v
Z - BRI ERE R, 1998 4R

N = ARSI [BRORE 22 S HO7T A ) i) Lkt 1973 4
Cai=rYayZ A<y ZYAT =X/ BIRER [R5 EDER: Nay 7 E£FLRELOT VT
Frv— 1 HYeERE, 1995 F

vy Vad AR PIERER [URRLHEE] 7 ErE 1993 4

T AL = VEPEREAGR TRIEERD L, 2007 4

VRlIEE =) 4> b SUEERE. 1981 4

FREER - R [T rwy - v Py [BIEEZELESCR] Fohc] JIRERE. 2008 4

SHEE [=—F = D=8 ASEEHt, 2000 4

T LA P L GE A B IR TEER—YUi & RO 1 Bl e Eolii  EJEETIIT2. 2004
G8

173



—. [t WA & =k ooge 2 Wl & EoERE T BEETTS. 2004 4F
—. [t WA & RO 3 X 7 — L EBRofai] EETFIITS. 2005 4F
—. [&RB—W L ZEomsE 4 Iz d < ] EEFITE. 2006 4

Ry lr. JAL T « VRE TR - RINEFR [RE L LCTOMR -~ = U R AFT] L0,
1966 4

R—=TAZ v H—. UFv— FE/BMNERR [7 AV DORIMETER] A4 EHRE, 2003 £
TN = U X VS RIFR  IARMPEEER [ AT 1 T 0 A OIEROGEM] BT ERE, 1987
G8

WY H 77 37 E BRI AR TARE O HE & RBL SEThRD O, BT H T 7 [ B AR SE 7R A

B VRE B TR > 7 - v—~vmagsob g ] JFER, 1997 42

HIREF - LR [HA] BRSPS, 1985 4R

REEE — « ATXTRE TREOT AV I - b3 2] HHREAER, 2006 4

ar7. C. G, FERR [oilim) feptEEBEEE, 1999 4

[HEEN 2 m 7]

FHRSEANTARR [T RB R 7 AV A BURBE OS] SR EiliaE - o BT, 1996 4F
FRRENEE I [20 HHARENOEBR— VX, 770 - TuRMBBIEET TARAT VA AT
SMEEME T L7 voa VIR] 20 HALSENT O B RIEBIE T EB S, 1997 4

T E—=Fatm Y7o 2aimfEtER ) 740=7 - T—F - =] 77
b B —F T aF, 1999 4

BRGNS TRIA—V ARV UF R 27 MV - 72 H AROREE : Paul Horiuchi: Japanese Sensitivity
Preserved in the Pacific Northwest] [LZLIRS7SE0THE, 2003 4F

REBIT, PRBERME 7 A ) DIRE 200 8 71 vEr=RARI vW -3 by g ] BT, 1991
4

ENLEBR SRR [7 2 Y AAEBEIROEN : T OOICEE ZHRELE OHE W] ENSTERRENE, 1982 4F
— BT AV D] ELTRENEE, 1966 4

PERREITAE - 5] FOBTR AU AR AR [ A U W 2E007 30 4F - BT L & b ODRHE : A" A v b =—FEffifif =
L va RG] WERENRE. 1976

PHREATAR - 5 BBRRALAR (7 2 U A BIREIROEREZD  MRRBLFER O 35-49 RG] vHR
FEANEE. 1978 4R

PRSI AR TEEE T A U DRRE O 1 1950 4E4R, 760 454t BHAR 5 JAFERLAR] R ST
FEAEE. 1989 4F

ARG [7 - U 28 &b 2 &@Eoik] B AR HEL 2000 4

s (ma—a— 2 24E&0T7 =T 4 A Mob ) HEULR o o AHEET B A, 1994 48
KFARFEMEBARER XY F U —if [T TV =V = K« BERA~OfE : HH5 0T 7 —F v VT
T4 b ORE] KFKPFEREHERRER T Y 7 U —. 1992 48

174



[HEEMES TR ]

FRILME TISSIRR & LTofiy 2vn Tl LCOEMSE) ~) TSR] MEZ B [P
72 No. 3, =jctt. 2000 F

HCERIA THISGRE - HE A~k [A52 850 5] 1976 4 1 A

DNFE NgEshaEiemo®Em « 7 AU ) [7 RV = 277], 1950 42 A

KRIRAES =2 —3 — 7 EAENEE (MOMA) & 20 HfdE & =X 4 ) [NiAnfEE R RTREE  oF 40 B
2 5] 2004 £F, 25-46 H,

FEESE (7 AU DEEOVE 3 —o o NP L BHLWT 2 Y piamE] B TS 1959 4
11 A

Trwy o Co T AV ORI [7 MU =] 292, 195145 A

175



20154
R BT RFERF BRI 7E8

1940 BT MR RHAEBER /- 5 OWIHATER
YN LT Y ALFEDSH LT X ) HEROMIA—

2% XIhi

RREATRERZBEEM 7R
BLRARESMEM RN (FFEENTR)

HFEES 1309934
R5Z HDLT



1-1 ((CHh0ENRE-L] BOZENFK7-H) Artists at the exhibition “Artists in Exile”, ¥ a—~
7T b TARRER, 1942 4F 2 o wiy) (EhoHE~N) aNvh-vvg - 2F vy oLy, FIv T W
VXY, AT I X = 9T ATIVIAN, =TTy, Tz Fr L Px, ER (ErSEN)
TYRL-TWhy, b -®YRYTY, AT -F—=HFrT72, Py r-V7T vy, /=T Fa
VFa—, ZVh- )T~y == -N=TV

1-2 NURFT7< (%) Spring, 1944 — 45 4, WF-RKE SR, 285 % 36 cm, —=2—
g — 7 A

B — 1



1-3 7—=Y0-d=F— (FFEEDOHR) Diary of Seducer, 1945 4F, ¥ -H /N A,
126.7 x 1575 cm, =a2—3— 7 CEMNEE

K1-4 7V 75—F+ A7 1) (1944-N No. 2) 1944 £, W¥ - 7
VINA, 2645 X 2214 cm, Y FZ—FKUNY Iy b - Vv = A

B — 2




1-5 TA4LL- T 7= (Y R) Zot, 1949 4F, - KRiZ< 72 ML,
457 x 514 cm, XbPOR)YUEME —2—3—7

1-6 T7KV7-Tv )= F A7 7 A)0edipus, 1941 4i,
W -84, 86.36 X 66.04 cm, 7RV I&IAY—- Ty
~) =7 B




B — 4

M1-7 7IvyF)—-T3r—
71—+ b &) ¥ (No. 20)
1949 4F, S - HNZK,
219 x 204 cm, ==2—3-—
ZEUR A S (¥

1-8 JUxyrvrRuvy
(LR D E) Reflection
of the Big Dripper, 1947
F,OWmE N R,
1099 X 92 cm, TAATIV
& LT AL R



B1-9 U—-25XF— (IEF) Noon, 19474F, JHF - #ifi, 61x 76 cm, A/%
IRV - E®Y Y, Za—d—7

1-10 74074 - NTFTALEDOFAR) Night Form, 1947
R AN, 1212 x 918 ecm, TV VM RFET— b
Fxrs)— LUV AA

X — 5



1-11 N—fvb-Za—<r (T A} I)
Onement 1, 1948 £, JH¥ -V AFL 757 —7
VISR, 69 X 4] cm, Za—I— 7 E
T fE

1-12 waN—h -7l {ARAS VHFEA~OZE No. 34) Elegy for Spanish
Republic No.34, 1953 — 1954 4F, % A1 /8A, 203 X 254 cm, ANTI5A h—/
7 AEMAE, Ny T7yO—, Za—I—7

B — 6



1-13 v—27 122 (No.2 (No.7 BXU No.20)) No.2 (No.7 and
No. 20), 1951 4 (19504E & H &N 5b), W - B v /NA, 295.3 x 256.9
cm, A=)V - 2OVIEANE, Tr-Y=7

1-14 792942 (F—7) Chief, 1950 4F, ¥ - 7 /VA, 1483 x
186.7 cm, = a—3— 7P CENEE

X — 7




K1-16 74V - HANARTA L - RAVTH 2T
I) White Painting I, 1951 4, JH¥ - # 2/ R, 147
x 157 cm, Vv 75 v A EEE

1-15 7R-F4 00— GHREH, 7H)
Abstract Painting, Red, 1952 4E, % -
VNA, 274 X102 cm, —a—3I—7f
R A8

B — 8



F1-17 (A% #435) Studio 35, ~v 7 A
Y/ g, 1950 . BB (b)) ¢
V=TT, )=V OVAA, VI
INVVAN, ¥E=F—-7UvT NVA-EK
IXY, TWhVILvyR-H-/N—  ©/N—}-
YTV, VFX—=FUyRVE TALL
T g—=ZVY TATIATy—, VA
LATWy IR, TRFALn=}F 1)Fv—
F-F—ty b= T EIPSHN) Vo
ALK TN IR, TRFALN=b, VFv—
F-F—=tvh-F=F MA=X-TNTav,
IN=IN—h - T7p—IN—  TIIRNLA - TF—
J—-bBVY, TUXZANATZ, wN—b-
TR, N FRE =2 TAT Ay RANT,
W=y hZa—=r, V=7 YTy, J—
<V AR, TI— TV AL

M1-18 (BhrEL)
The Irascibles, =7 + V) —
Y2, 1950 4, [94 7]
FE19514E 1 A 15 HAFH T
FLFICHEE, miyl (25
HN) T A RFOARTEA,
VI TV ARR, IN—F
brZa—vr, JiAfALR:
Ty IR, <—7-TAT;
HEl ) F v —F- =ty
f=%—F D4 TL-N
TETA, TVx sV roROy
7, )T+ —F-ATA),
o=, 7T
FY— -3 —h—=Fa)
ViR LA T T —
=7 TRNVT-TyR)—
7 TR0 —=h v
G A=




BI2-1 RFZI)—=-og)Th-~A5— (Gl (BELE))
Street (Building with Horse), 1930 4¢, =27 L —%'1
V7 SRR R, 260 x180cm (L —1})

2-2 TVLIHUE— - INVT— (LR TUOHE)
Rearing Stallion, 1928 4EtH, 7AY—, 578 cm, 1A

Bk — 10



2—-3 I ATNIANNRAH—T 2 [T)Paysage 11, 1923 4,
IyFry, #k, 171%x124 cm (FL—1h)

M2—4 AFU)— - I4)Th ~"AF—(FN) Meurtre, 19334, V7h-7
SYN-TyFrr, HERR-RE,  64.0 x 490 cm (7L —1b)

Bh — 11




2-5 WvIA-INWIAM[—E NVTr—VDIAF
V] e ([#FEAEM, KO7KkIc#E])) The frontispiece
of Chapter 1 “Le L1on de Belfort” (Une Semaine de
bonté: ou les sept éléments capitaux roman), 1934 4,
VIN TRy Ty K, 180 x13.0 cm (F'L—1)

“2 6 7Rl -~y (EE([7)—70EH oS3 [fIZH
SFEHIZE91])) Untitled [Clest les bottes de 7 lieues: cette phrase «
Je me vois»], 1926 £, TvFr7, MK, 232x148cm (7L —h)

Bhi — 12



K2-7 AZU)—-74) T LA —(#E) Combat, 1936 4, =7 L—74 27
VTN TIGUR -y F Uy R - Aa—s8—, K, 397 x 488 cm (7L —})

M2-8 s¢7a-Yhy (ME (R—N - 1) 27— [#HHE] D)
Untitled [Paul Eluard, Solidarité], 1938 £, T v F ¥ 7, &,
104 x 75¢cm (7L — 1)

B — 13




2-9 TURL <oy (EEGR—)V - ) 27— [#EH] FI0)) Untitled [Paul
Eluard, Solidaritel, 1938 4, Tv ¥, #&, 80x109cm (7L —1)

K2-10 Yary-3Iu(mEE (2
TA =T AR RKEAL) )
Untitled [Stephen Spender,
Fraternite], 1939 4, TvF> 7.
M, 150x90cm (FL—h)

i — 14



2-11 AZYY—-74)Th~AY—(§)
Mirror, 1941 4F, TvFr7, AT—/8—,
VAVANER/E Ay V2 NI UL S/ A 2/ A P

a1y, #K, 640 x490 cm (7L —F)

H2-12 AZ)—-T4)Th-~AF— (7T
» % wua ) Centauresse, 1943 — 44 4,
TGV —TAY, TR IR Ty
Fo7 SRR, 1560 X101 cm (7L —h)

Bk — 15



2-13 AZ )= )Th-~A7— (5 A\OAW) Cing Personnages, 1946 £, =27 L —71
YT VTN TIUR sy F U R Aa—s8— -k, 376 X600 cm (FL—1)

2-14 v Z ATV A G BI4R) Dangerous Company,
19474, FIARA N, #,, 300 x 225 cm

K — 16




2-15 a~NVb<vg (F=Za2—-A7—) (4)) The New School (4),1943 £, FIARA b, #K,
150 X198 cm, ¥/ J5A-TJAL R

K2-16 7 FL-=v>r (&) Abduction (Rapt), 1946 £, KFF A KA b, 302 %
402 cm (FL—1)

Bh — 17




2-17 Txrvr-Kuvr (E#H) Untitled, 1944 — 45 FF8 (FRIY) 1967 4F), o7 L—7q 7,
RIARA b, #K, 400 x 603 cm (FL—1), Za—3—7IfEMEE

2-18 Jxrvr-Ruyy (EE) Untitled, 1944 — 45 4EEH (F2RD 1967 4E), o7 L—vq o7,
FIARA UL, #K, 372 x454 cm (FL—Db), Za—I—riEME

B — 18



2-19 Yyrvr-Ruys(EE) Untitled, 1944 E(ERIY 1967 4F),
I L=, RIARAUN, #K, 302%x253cm (FL—Nh),
Za—I— 7R ENEE

2-20 XVIA-TWVYAN(FAT1 7 AT) Oedipus Rex, 1922 4£,
W -y rA, 93 %102 cm,  fEH AR

B — 19




M2-21 Yxrvry-Ruavyr (&) Bird, 19414, W¥ -
HUINA, 704 X 615 cm, =a—I— 7N

2-22 <vIA-TIWVYAMFEL—2) Y FEMEHNTO
Bk E ZZ 51 72F4E) Young Man Intrigued by the
Flight of a Non-Euclidean Fly, 1942 — 47 4¢, ¥ - 7=A&-
HUINK, 82X 66 cm, N

Bl — 20



B2-23 ~—7-nZAXMHE)Untitled, 1944 — 45 FFHH,
IyFr7, MK, 177 x123 cm (FL—1)

2-24 ~—7-uRa(EHE) Untitled, 1944 — 45 4F, A
VU HREE K, 575 %194 cm, w—7 - OAIHE]

Bk — 21



2-25 ~—27-OAT(EITHLEOBER D iH%E %) Slow Swirl at the
Edge of the Sea, 1944 4£, 191.1 x 2159 cm, ==2—I—Z7FEMEE

2-26 Av-%rF— (#Hv) Rhabdomancie, 1947 4, Tv 57,
EIHALT HE, 298 x 224 cm,  WTHTT I E SRR I 24 Al

B — 22




2-27 Tarvr- 3o (GER (ForE £ TR EEM] % 3%)) “Le
Désespéranto” [Tristan Tzara, Lantitéte, vol. III], 1949 4E,
IyFrT, ATV, #&, 1561 x11.0 cm, &ILES T SEANTEE

2—-28 unN—h-<W¥r)b (A¥) Personage, 1944 4, Va5 r - T
YT L= o7 (ORI ARP), 33.3 %X 251 cm, 279% 17.8 c( 7L —1)

B — 23



2-29 1wN—h - -<2H¥T)l {AM) Personage, 1944 4, Y=
TGy L= 7 GROBEEIIAR), 216 X 229 em (7L —
NPV N=SIE¥NE)

2-30 anN—hr-THFT2 VB ADELZNIAYW) Three Figures
Shot, 1944 4, A7 - K¥ - #K, 288 x 36.8 cm, KA vh=—EfiE

Bl — 24



M3-1 v—27 -0Aa{s4L 7 R)
Tiresias, 1944 4, 0¥ - Kix, 2026 X
101.3cm, ZVYAMN77— - TAOE

3-2 TAUTL-NVFTALIA 70T R) Cyclops, 1947 4,
W - BN, 1219 X 101.6 cm, ¥ TEMEE
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3-3 UAYTL-NIFFA(KNT—=7) Dwarf, 1947 £, 0¥ -
HUNA, 1067 X 91.8 cm, = a—3— 7R EMAE

3-4 Vxrvr-Ruys(MEE BIES —1) Untitled (Sheet
of Studies), 1939 — 42 4F, A7 - SF - B - mERE - K,
33 X 26 cm, AMARYFENEE
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K3-5 JVxrvry-RKuyr{(BoOHFDH) Eyes in the
Heat, 1946 4F, ¥ - 23R, 137 X 109.2 cm, “_F
— Y UNAL ALY ay, TriaUT (VaEy-
R« 77 A L)

K3-6 ~—27- -0Axd (M Fgk) Subway, 1930 £, ¥ - #2/¥A, 82 x118 cm, F ¥zt -
Fyg)— TIUbr
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3-7 ~—=27 - -uaxa(7r713+) Antigone, 1939 — 40 4, ¥ - Kix,
864 x116.2cm, J¥vbhr, FiaFh-FyxI)—

3-8 ~—27 -"uRa (171
7 A) Oedipus, 1940 4E, {#¥%-
HIINA, 914 X 61 cm, 7V
A7 7— - DX T
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3-9 <w—7-uRa(#EE) Untitled, 1940/41 4, 91.6 x 71.3
cm, JYVby, FraFi-FyI)—

3-10 ~—27 -uxa (& L¥E) The Eagle and the Hare, 1943, 50.5 X
711cm, ZVAN77— - -OQAdE
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3-11 =7 -vxa(Eovk)
The Omen of the Eagle, 1942, %
FE - AT 7 A, 654 %451 cm,
Jvryhy, FraFn - Fyo)—

3-12 ~—=7-uaRxalAf7475=7EilE,/KFEDLXH) Iphigenia and the Sea/Horizontal
Phantasy, 1943 4, 90.8 x 1219 cm, #ZA b -"x2 - 7I5A4Y NV
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M3-13 ~v—27 -"Rxalf745=

7 @ %% % ) Sacrifice of Iphigenia,
1942, 127 x 957 cm, ZVUAN7
77— « OAJJE

3-14 ~—7-0AJ(#EMHE) Untitled, 1942 4£, 101.3

X759cm, ZAb-0ORI-TITAEVE
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3-15 wv 27 A-T)r A (HEoa—1av/S1) Europe After the Rain II, 1940 — 42, #i#% -
7 A, b5 X 148 cm, /N— b7+ — K, T — AEfEE

3-16 “vZA-TWVA (FEEOHEMT (FElFELE)) Attirement of the Bride (La
Toilette de la mariée), 1939 4E, ¥ - 72 /3Z, 130 X 96 cm, Y AYA T, T
UNALTL T ay
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3-17 ~—Z-0uAxa{¥>#uR) Tantalus, 1944, 69.2 %X 965cm, —z2—3—72 fHNE

K3-18 ~—7- -axa(H
[Hi4) Self-Portrait, 1936

4, W% - AN, 819
X 654 cm, ZVANT7—

O A gk,
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K3-19 ~—27 -uxa{®EE ({1

TADIzHDA v F)) Untitled (Sketch
for Tiresias), 1943 — 1944, &% - 7
Lav- =227 X—3— 351X
21.6 cm

K3-20 7YY -77r%r=Fkry—)V{HME{%) Self-Portrait,

1860, Aji - R4,

18.1 X 144 cm,

B — 34
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M3-21 F7qur LRy (=5
Ek) Eye-Balloon, 1878 £,  Ajx - #K,
42 x 33 cm, —a—3—7, LIfL
FANAE

K3-22 740y - VFY(EDk
72 C VI %J#8) VIIL Vision [In the
Dreaml, 1879 4, U N7Z7, /%),
] 37 A EAE
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3-23 s bh—)b-7TaO—3NV{(ZY
WoNZIROBEME ) Self Portrait with
a Plucked Eye, 1913, /31, A&

3-24 <V-LABEERTRER A 7V
(B DVIIBHIESNHNEF TP ) Object
to be Destroyed, 1923 4 (1964 F£DL 71
#), Abu/—2i- HOBEHEOY)IKE,
225 %111 %117 cm, =—a—3—7ufk
ST AE



3-25 WAR-TZa2TV TNV T7DOKR) A Scene from Un Chien Andalou, 1929 4F,  WLE O
— B

3-26 WA -<ZY vk {(BYDEE) The False Mirror, 1928 4E, ¥ - 7 /v X, 540 x 809
cm, —a—3FI—2, JAENE
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3-27 ~vJA-TryA(a7a7iEfEN35) Loplop
présente, 1931 %, IT7—T =2 -8, 645x50 cm, H
M N7

3-28 <uZA- TNV AN (EHDKET, HEftoRE)
Blind Swimmers, Effect of a Touch, 1934 4E, % - >
INA, Za—"—7, Va7 r-LysRFEALI VA
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3-29 Varv-zulhyo=7HEs (}\)) Catalan Landscape (The Hunter),
1923 — 24, WE - HrvrA, 648 x100.3 cm, —ax—3I—7, JIRENEE

3-30 vary-3u 3 FEEEN ) BOEE) Man with a Pipe,
1925, ¥ - Ar U7 A, 64 x49 cm, B ILEZITASEA A
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3-31 YVarv-3ul{BIZA%Z&ITSHAN) Person Throwing a Stone at a Bird,
1926, ¥ - A7 A, 737 %921 cm, —a—I—7, AEMNEE

H3-32 ~—2-0x3a ) 7o)
The Syrian Bull, early 1943, ¥ -
AE -y A, 1003 X 709 cm,
FNAF, AN=FREFE TIUIE
SEMAE
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3-33 TVanTa- 7 F)a 'OV FRER) Gare Montparnasse, 1914, ¥ - #r 77 A, 140
X 1845 cm, —a—3I—7, AL

3-34 VanYa- T F)a(FEZOHM) The Soothsayer's Recompense, 1913, %7177 A,
136 x 181 cm, 74 T TIVT 4 THEATEE

BIhi — 41



K3-3 Yarda- 7T F)a(EDHK) The
Song of Love, 1914, JW¥ - H > w7 A, 73X
591 cm, =—a—3—7%, FfEME

M3-36 Yarvya- 7 F)a(FEAOME)
The Nostalgia of the Poet, 1914, ¥ -
7A, 895 %405 cm, TIAVUAT, R¥—-
T UNA WERTEE
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X3-37 Yanvda- -F-*x

Ja(¥a—a-7K)F—)
® B 14 ) Portrait of Guillaume
Apollinaire, 1914, {H¥ - &>~
vy X, 815 %x65cm, /%Y,
TalPa - RKVERy— - by
y._

X3-33 Yanvya- >+ -*x

) a2 (Z ADi%) The Two
Sisters, 1915, ¥ - h 77
A, b5 X46cm, T avklL
FVvz, JNWVEIAY -
AN 77— L v EE



3-39 I—=Fr-Frauu=74+—F{(¥F127u7+~=7) Cycloptomania, 1940 4, ¥ - H> /A,
88.9 x 127 cm, N

3-40 (T ol HNEO—) Drawing for the interior view of the Théatre de Besancon,
J70—F- =37 - VR —QFREICEDICL T L= VT
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K3-41 Valvya: 7 FY)Ia(FEH) The Seer,
1915, ¥ - A7, 896 x 70 cm, —a—3I—7,
WA ST i

3-42 TRLVT7 Ty h)=7 (Nt ELDOWEE) The
Rape of Persephone, 1943, #H¥ - 7> 7 7 A, 86.8 x
66.3 cm, FANAF, AN—=FTUKF T T URREEMEE
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4-1 TREVT - Ty b)—=T(FAT1 TADH) Eyes of
Oedipus, 1941 4F, ¥ - Ho/NA, 819x%x635cm, 7
FVI&TAY— - Ty ) —THH

K4-2 T7KV7-Tyh)—7(3 /%71 A) Minotaur,
1942 5, W - B8R, 914 %x 711 cm, TRLV7&T
AL — - Ty ) —THH
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4 -3 T7FEV7--TvI)—7 (BE\WT) Black Hand, 1943 4,
WMF - HNA, 762 X 66 cm, N

M4—-4 TEVT7 -Tyh)—=T(EZ}
"5 7 #4) Pictograph #4, 1943 4F,
WE - N, 895 x581 cm, 7T
FVI&TIAY— - Ty ) =7 HH
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4-5 TKVT7 Ty N)=T7(F L4717 ADTF) Hands of Oedipus,
1943 4, ¥ - HNA, 1016 X913 cm, T7RVI&TAY— - T
v M) —7 R H]

4—6 TENVT - Ty )=T(T TV T4 ANDMEL) Nostalgia for Atlantis, 1944 4,
W - HoNA, 508 X635 cm, TRVI&TAZ— - Ty )—7HH
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4 -7 TENT Ty M) =7 (IRIEEEE %) Masquerade, 1945 4E,
W - ToRT - HUNA, 914 X 609 cm,  H N

4-8 TRLVT7-TyM)—=7(Ft7AD%) Threads of Theseus, 1948 4F,
W - XA F, 36 X 46 cm
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M4-9 7RLV7-TyMN)—=T(E2 757 (Er2E%)) Pictograph
(Pink and Blue), 1948 %, ¥ - 77y o - 7¥A v HEA, 91
x 122 cm, 8N

M4-10 7¥FL-<vvr GRE)
Le Labyrinthe, 1938 4¢, {H¥ - 7
UNA, 120x 6l cm, Valbia-

RUE Ry —EEM L5 —
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K4-11 70 - BV EMELR, BEEVAET)—=TL X ZEIPNLIEHNI /FTTR)
Minotaure Aveugle Guide par Marie-Therese au Pigeon dans une Nuit Etoilee, 1934 4£, 7277 F
YMIAZVAIN= FIARA VN, BTy -4, 247 x 34.8 cm, /%), YhVELEE

4-12 7FENT7-Tyh)—=7(FE) A #] ) Labyrinth #1, 1950 4, ¥ - Ho/NA, 914 x
1219 cm, AN
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4-13 TRV7-Tyb)—=7(FEY YA #2 ) Labyrinth #2, 1950 4, JM¥ - A2/, 914
x1219 cm, 7—bF-FxIU—

4-14 TEV7-Tyb)=T7(FEH (B#)) The Seer, 1950 4, ¥ - 12/ %,
1518 x 1819 cm, 74UV TAR-aAL T ary
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4-15 TFV7 - Iy b)—=7(T) 1950 4, % - #oNA, 1219 %
914 cm, AMRY L CEIAE
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5-1 ~—7 - M= (&DH—HR) Cirque d'Hiver, 1933 4, /¥ZF), 432 X565 cm, A4
U= TR —EKZE, VTV

5—-2 <w—7 - M—=(3FDE) Three Birds, 1934 4£, T T - WHIZ~ 7 PL7ZHK, 26 X
377 cm, 7 MVETRE
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K5-3 v—2- - =(7u—Fv
x4 ) Broadway, 1935 — 36 4F, T
IR M 66 %484 cm, AbUO
R & EMEE, —a—d—2

5-4 <w—7 - M= (B#) Science, 1939 4E, Hv ¥ 2 - fAIZHE o 728K,
2046 X 335.2 cm, 7L —XVEEE
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K5-5 ~v—2- b= (%)
Rummage, 1941 4, AEHKE-
WAL, 975 %657 cm, T MV
FEMTAE

5-6 ~—27-PEXEIZANEIE))Forms Fallow Man, 1941 — 434, 1 > 27-EPIKF - AEHKF-
Lty bR=F, 362 X527 cm, 7 MVEMMAE
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5-7 <=7 —(7HE—Fx
A4 - 7¥) Broadway Boogie, 1942 4,
ToNR7, 797 %619 cm, ¥wYvIA
vy havd A URIEE, T ML

5-8 ~—7 - M= (L0 5—>~) Threading Light, 1942 4, T RT - HKIZ~ 7> P L72#K,
489 X 69.2 cm, 7 MVELMTAE
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M5-9 ~—27- b= (4 L)
{+3%) E Pluribus Unum, 1942 45, 7
ONRT M, 75 x50 cm, —=2—3I—
7 e EMT R

M5-10 ~—27- b —(HMH1L)
Crystallizations, 1944 4£, 5 ¥ X F-
JE#K, 457 %x33cm, TAVATURB
VIIIVE U b—VHE S S —,
AY 2 TH—NF, AN THIVZT

B — 58



K5-11 =27 - =(=a2—T—7)
New York, 1944 4, T X7 - JEH#K,
838 %53 cm, T¥rhr-FiaFi-
FryZ1)— Db DC.

5-12 w—7 - b= (BEDOR
) ) The Dormition of the Virgin,
1945 4, 77 - JE#K 43 x 33
cm, TVIBIUNAF— - Ry U,
~)V) v
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K5-13 v—7 - hE—(8HD#
1) Edge of August, 1953 4,
HEA T HK, 112 X 71 cm,
= a— =7 ENEE

K5-14 ~—27:-bPE—=(EFTFI)
Central, 1949 4, T X7 - X F A},
686 X533 cm, NV F~AAY—KH,
S2VARY—, R4V
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B5—-15 ~—7 - M— (#E) Untitled, 1954 4F, 72%F -
Wy a - WK< 7 o ML, 362 X 286 cm, H—1 ¥
BIOY—rx RVY—rFRFEE, TL—AL, KLY

M5-16 ~—2- Y —(373%)
Hollyhock, 1953 4F, 7 >%7 - #&,
635 x184 cm, HW—VrBIUVY
— xRV T L — 7 RIERK, T
—Av R4V
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5-17 ~—7 - bE— (37.Z& III) Hollyhocks
111, 1953 4, Hv v 2- BE#K, 601 %149
cm, 7AT—FNWE, —a2—3—7

5-18 ~—7 - FE— (Mo #10) Space Ritual #10, 1957 4F, £ - K,
584X 88 cm, H—VUrBIUY—Yz RV Yr—rRIE K TL—Xr FAV
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X5-19 7—%—- %7 (AH)
Moon, 1935 4, H¥ - h >
INA, 889 X635 cm, /N
—=— A T RAT—AHH]

5-20 YVar- <Yy (A= brriiz) Off Stonington, 1921 4, JK¥ - #K,
416 X 495 cm, TIHINAEMFYIV—, FNAF
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M5-21 <vZZ- TR
FEOWM, PE) Inside the Sight:
The Egg, 1929 4£, H¥ - B~
INA, 985 X794 cm, A=)
avyiary, ba—Alr

K5-22 7YFL-=uyvr{(F
— MY TFARALIZEDTHA V)
Dessin Automatique, 1925 —
1626 4, £ - #K, 31.5x 245
cm, RYEFRwtrFy— .3
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5-23 EJYA-TFLATA(EHDNE) Blind Bird, 1940 £, Hv iz - KE - - <L) —.
R—%— 765X 685 cm, =z—I—7ENEE

5-24 FYVA-FTLATALIEAEHOSNT WY, N RHZ3L2E No. 1) Little Known Bird of
the Inner Eye No. 1, 7>XF - #&, 482 x 876 cm, ITT7RAJ—A-aLrary, N)ja— TUIUIV
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6-1 Txrvy-Ruy 7 (M%EDOHFN) Guardians of the Secret, 1943 4, ¥ - 77 /¥ X,
1238 x 1914 cm, > 77> AaEMfE

6-2 TKLVZ-Iyr)—7(Kk, KR, K) Water, Air,
Fire, 1947 4, W¥ - 7V AK—F, 762 %6l cm, 7IvF1A
KT — XL E

B — 66




6-3 TFL7-Tyb)—7(KMMRAT) Night Flight,
19514, WF - 7o XT - XA - HyTa- HUINA,
122% 91 ecm, T7RLV7 - 7Y R-IAY— - Ty M) —THH

6-4 TFVT7-Tyh)=T(EEOEKRY (BEOEE)) Flotsam at Noon
[Imaginary Landscapel, 1952 £, % - 2 /8A, 917 x 1217 cm, —=o—3=—
B UR Ave =Ly
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B6-5 7TRVZ-Tyb)—KIBED)
Blast I, 1957 4E, {H¥ - B2 /N X,
2287 x 1144 cm, =—a—3—7i
Ve 0y

6-6 ~—27- -0OA3 (M) Untitled, 1944 — 454, K¥ - A7 - F_F - #,
55.7 X 76.3 cm (f : 57.3 X 786 cm), ~—72 - QAT
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M6-7 ~—2-0Ra(MEHE)
Untitled, 1944 — 45 4¢, k% - A
YU TYRT - ERE KK, 528 X
373 cm (#%:54 X 387 cm), ~—7-

|w i/ Qu iz il

6-8 7= I—=F—(VFDEE) Garden in Sochi, 1943 4EtH,

W - B UNA,
787 X 99 cm, = oa— 33— 7 AE

B — 69



M6-9 ~v—7- -uixa (o
W% Sacrificial Moment, 1945
FOWME - N, 978 %
711 cm, JF¥ar-FxJ)
- TTrhr

M6-10 ~—2- oA (iEE)
Untitled, 1946 £, ¥ - &1~
JNA, 999 X 69.3 cm, Fi 3

FN - FxIY—, T
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6-11 ~—7Z7-02xa(ME) Untitled, 1947 4F, ¥ - B /YA, 96.5 x
1168 cm, F¥afi-FxI)— T

KM6-12 ~—27- 1R a(E
M (< I)VF 75 —24)) Untitled
[Multiforml], 1948 4, i ¥ -
71N, 2261 X 165.1 cm,
AT BT
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K6—-13 ~—727-1axa(No 12)
1949 4£,  W¥ - B /NA, 1715 X
1081 cm, YA—H—- -T—F -+t
YH—= IATERINA

M6-14 Yxrvr-Roy
IAR=) T DBHIHIAYEY
v a ¥ 1) Composition with
Pouring II, 1943 4, {H% -
1 NA, 63.8 X 56.2 cm,
IN— 2R = EAM - B
JERE, AIV=T e,
7 DC.
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