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UL, ZOMBEMOBEEDO LB IIKIBEEDORGDIE S1cDEB I e WHRENSD
WAL EROXEEZFHEABT L, TRUMETHER/RDPRECEMMLTHE Z LK
oL, FTHE—I. TORICIE, R EEZOMBEER » I XEMSRBEIHZ TL %,
(%A E B G448) © [ThREMfrH#ER] (945 BEEEREIR/T TR UALX
BREITEL, B OBRESFPERRICOHBLEROBEISH UL bOBDEL
Vo £ LT, 40 EROXEIC LIE LR 72 BREWA~OHHIX 50 EROXEL S
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9 URZBAbiE, BBV — AN\ =72WMOBOTOICRIEBEBR LT B K IE D
N3, S0FEROD= 2 —3 -7, MBRBHREROT LA TH -1V r sV Roy
2 (Jackson Pollock) 7 4 L& s 7« 7 == (Willem de Kooning) MEHA A —

Y Florence Rubenfeld, chap. 15 in Clement Greenberg: A Life (New York: Scribner, 1997), pp. 244-258.

D44 TR, MBERL, BICRh2M—0)IITH 5| i~ (Clement Greenberg, Review
of the Whitney Annual and the Exhibition Romantic Painting in America [1944], in Perceptions and
Judgments, 1939-1944, vol. 1 of The Collected Essays and Criticism, ed. John O'Brian (Chicago: University
of Chicago Press, 1986) , p. 171), 4D [H#5REN ] BT 2 XE (KX THB) Tk [4ERH
D THRITREEMEIWRHTHI 20, TOFMIZHNLI SOTHS | LFEXLELTHAS
(Greenberg, “Abstract Art [1944],” in Perceptions and Judgments, p. 204),

® Dore Ashton, The New York School: A Cultural Reckoning [1972] (Berkeley: University of California
Press, 1992), pp. 158-159; Ann Moszynska, Abstract Art (London: Thames and Hudson, 1990), pp. 189-
190.
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ICHEROBENEN LD »EHESMIT LIz, 2D7HIC, T A0FERICE-T, 4
ﬁ?U—/nwﬁw&®;olm%%m%%ébfthﬁ%@ﬂﬁé(%1?%'%b

T, BEADERARMT AT « 7—=20 70 (K1) BERRBICES L EHERELE
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1. 40 FROMRFEER
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BB XIROFTEELTNBEIATH D, PO SR Y VX ERT, HIZRR, &Y
v X (Paul Cézanne), F 2 ERLNEZBZWERBOREREZ, 1V 22—V a2 VOZIKT
P& TFHAD IRTHOHERIC L > TRBBLTE 2 EH U SN TS, BRFEVOR, F2
ERALLBORENA Y 2 —Ya VERELT [EEBEN] W EEBHLLE, £
DXENERZAFIOMENLIIEDLE I ETH 5,

BHEEZ, BEEOMBTHMTREBEICBES YL, 2L T, AT D HEEICRRT
XAYHEEAFHIEE LILE-oTRADEEF TS &R LIS ITH X, BRI,
AN 2a—VarAELTHECETTE IR, BllorzdidictEnk, .. BEHD

9 Greenberg, “Towards a Newer Laocoon [1940],” in Perceptions and Judgments, pp. 23-38.
9 Greenberg, “Abstract Art,” in Perceptions and Judgments, p. 199.
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$ote MDD ICHEARI L b0, B2 5. HETESEENE I HBNT
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F5749 7 ErF e

%:%%bfmt iﬁﬁﬁjﬁfﬁél”7j—/n—‘u&ofrﬁﬁjémﬁ%%

® Ibid, p. 203.

? Steven W. Naifeh and Gregory White Smith, Jackson Pollock: An American Saga (Aiken:
Woodward/White, 1989), p. 524; Ashton, New York School, p. 161.

® Greenberg, “Abstract Art,” in Perceptions and Judgments, p. 204.

® Greenberg, Review of Exhibitions of Marc Chagall, Lyonel Feininger, and Jackson Pollock [1943], in
Perceptions and Judgments, p. 165.

" Naifeh and Smith, Jackson Pollock, p. 524.

" Greenberg, Review of Exhibitions of Jean Dubuffet and Jackson Pollock [1943], in Arrogant Purpose,
1945-1949, vol. 2 of Clement Greenberg: The Collected Essays and Criticism, ed. John O’Brian (Chicago:
University of Chicago Press, 1986), p. 125.

D Roy 7OBBRATEIH4ENS2H1IHET SHEOEMN] BET, —=2—< 0
FEERE] BRRFE1IH20E8252H8HBETRF 4 « 23—y Y XEKTH I,
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2. T2V D AKX ODEELERADOERF

U U, MIREBERE - DOTBLETMBASE EFIME LR E dfhish - 7o,
BB 5141, Koy 73BT 4 « 28— VX (Betty Parsons) HET., 75 v 7
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¥ Yve-Alain Bois, “Perceiving Newman,” in Painting as Model (Cambridge, Mass.: MIT Press, 1993),
pp. 187-190.

" Greenberg, Review of an Exhibition of Willem de Kooning [1948], in Arrogant Purpose, pp. 228-230.

¥ Greenberg, “After Abstract Expressionism [1962],” in Modernism with a Vengeance, 1957-1969,
vol. 4 of The Collected Essays and Criticism, ed. John O’Brian (Chicago: University of Chicago Press, 1993),
pp. 121-134.

'® Thomas B. Hess, Willem de Kooning (New York: Museum of Modern Art, 1968), pp. 73-74.

" Robert Coates, “The Art Galleries,” New Yorker, 30 March 1946, p. 83.

W (522 %, 1951 £E) 1 & —EOMERITE T F AVEBHIMA THRE LAV 50T 5, Kirk
Varnedoe with Pepe Karmel, Jackson Pollock (New York: Museum of Modern, 1998), p. 295.
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¥ PFrancis V. O’Conner, Jackson Pollock (New York: Museum of Modern Art, 1967), p. 59.

W OERIE, T /- VI BNERBREEBR LD 3 EOEBOENREY T M7, 50 4E
WYy~ AEETHM M [ERE L 7S5 VADOEFEE] B2k, Tx] YV-X E-—-HH o
Iy (495, BARD 2H&EL, 51EEMNI TITHER] TREY Y —X0 (&) (1949-50 4.
J=ReNaTAFREZY -V AR oOKHR) 2HA U, BEOERE0ED RSy b=—3E
WEOERBIZOHFESN T, ARBIDEIZDWT [F o 7 —= 0 7T TIC [HB] EWR
KAEENTOIdhEd, Ch [BRREORR] 2507 l@d#bBA L TuRnL S cBbhiz]
LR ~TWv %, Hess, Willem de Kooning, p. 13 B8,

™ Trving Sandler, The Triumph of American Painting: A History of Abstract Expressionism (New York:
Harper & Row, 1970), p. 117.

® Flairfield] Plorter], “Reviews and Previews,” A7t News 50 (December 1951), p. 48.

% Ashton, New York School, p. 213.

* Hess, Willem de Kooning, p. T4.
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Wi, 29 UI/ERE B3EE TRRLUD - 72K

PO THCHEEBLUABEREMRICE U TRUT %28, Harold Rosenberg, “Tenth Street: A
Geography of Modern Art,” Art News Annual 28 (1959), pp. 120-143; Joellen Bard, “Tenth Street Days: An
Interview with Charles Cajori and Lois Dodd,” Arts Magazine 52 (December 1977), pp. 98-103; Tenth Street
Days: The Co-ops of the 50’s New York: Education Art & Service, 1977); Irving Sandler, “10th Street: Then
and Now,” in East Village Scene, ed. Janet Kardon (Philadelphia: Institute of Contemporary Art, University
of Pennsylvania, 1984), pp. 10-19, 61-62.

B AT o—DEBIE S EICNVYEET, Y—H VOB 56 FICE U NV EET, B
ORI 59 i 7 5 FEE TS ni,

9000 SN SFEIIHIT T, TY R« Z— VORI EIREED 26 £5: 0 I S W TEHREALIE
At BRBEEAy b —EE, 74577 4 TEWEEN E4KE L7, Ann Temkin, ed. Alice
Neel (Philadelphia: Philadelphia Museum of Art, 2000).

® Sandler, New York School: Painters and Sculptors of the Fifties New York: Harper & Row, 1979), p. 15.

® Bard, “Tenth Street Days,” p. 100.
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 Hess, Willem de Kooning, p. T4.
0 Rubenfeld, Clement Greenberg, pp. 226-227.
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® Greenberg, “Foreword to an Exhibition of Willem de Kooning [1953],” in Affirmations and Refusals,
1950-1956, vol. 3 of The Collected Essays and Criticism, ed. John O'Brian (Chicago: University of Chicago
Press, 1993), p. 121.

% Greenberg, “Abstract and Representational [1954],” in Affirmations and Refusals, pp. 186-193.

* Tbid, p. 187.

% Tbid, p. 187.
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Beyond the Return to Figuration: Clement Greenberg and
Figurative Artists in the 1950s

(Summary,
Kenji Kajiya

This paper investigates the ways in which American art critic Clement Greenberg trans-
formed his art criticism in relation to the revival of figurative paintings among young artists in
downtown New York in the 1950s. Greenberg has been considered to be a lifelong advocator
of abstract art. In his early stage, Greenberg contended that advanced art should be abstract
through emphasis on its own medium rather than on what it represents. The 1950s, however,
saw the emergence of figurative painters who were inspired largely by Willem de Kooning’s
Woman I, the painting that broke away from the burden of abstraction. Their popularity urged
Greenberg to reconsider the significance of abstract art, discovering the important role of
visuality as a common ground between abstract and representational art. He thus came to rec-
ognize the importance of abstract art once again because it tells us more clearly how to appre-
hend the visual features of works of art than representational art does. Greenberg’s propagation
of abstract art in the 1960s should be considered not to be the extension of his reductionist po-
sition in the 1940s but rather to be the consequence of his attention to the visual function of
abstract art which he discovered through his experience of figurative paintings in the 1950s.





