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TE2S

& ZZ2(Jackson Pollock)¥} ] Z#FAH(Lee Krasner):= 1945WXE 1956
A 7 ulgAdN B BB b Ryoltt. uFe A ugdd £F
£ F 371 gEUAS A St digk A ol er FEEoF & Fa
ke @ 4 9tk Ed % ske) 447 PAlom Wiue E2o) =Y
HRl8)(drip painting), A9 2|5 o]u]x|(Little Image), ZF&}+F(collage)
AElze 3PLREAY H2aus dE ATE 7IHeRE FE5HA dstel] gi
o, % sh7be] 19459 ol RREAel 4 Amni Ae Zud ozt gt

2 =2 T FhlA 22 At o|=T7kA|, A4 HEol i AEH
Bo] B2} Feaviel Al olulxel HE ATe] 7 gol Hgreld
A, 37F BE7L ojgAbolla GEE JFEAlete d8E BEEo=v ujFd A
of BAClle 23 WgEc. 1 ool ¥ sk FEskE wum ohy
A& ‘Y (performance)’ g o] EAFTH= Ho] & =& Agtolrt. o]
£ Eo) ATAE 738 3R oAl £ o} BE adAdA dgHom
FEU 4 Y= 2oyl sglen, Ao Be) Healu s RuA A
goolgiehs HE FATA Bh. webd B mEolE 37} 2o $EL
A% M=, AEE S 9u|st= 'At(gender)' 9} o]E 3
ZgAl/(identity) ol 23S 25Ut &, 37k AY FAES

oz st A B ueAEs 7 dolA F3H0s

(o oh pm

9#
Ak
x
4
Ay
i,

K
)
i
12
ek
filo

o2 yEolof gttt tFF AZIRE 22 dH7R] SAE0lL HA449 $1719
Alo] WA A7l diF Agsh, &£31 H¥, 9§ FolE, qdeAdE dFHE A
517] A|&gch. 53] BApstE 49 omAE AWSHA sk, AAolA BFt
TS AERIGHEA 49 FAAGel BE&HA £A4S RSt & E3HF
=27} A& Zte] AujARl Fgor 2433t

olggt A 3lof &S FPo R AHsl= AL A3t FANAEQ Aol
e AE Fhgo] JA] mieAle] 3 vimrlet eSS YISty vlEvt
ZYHWE I3 I(Clement Greenberg): ZE H7lo] §lo] “Ho]A ofE

)



(major art)"E W4 37He] WA A@e] Fold el SAN Dol 7
o2 ARSI wetd vlaAe] 849 Adel 24F XY AL BA Bt
SolA GgHelm B WA olulxE BRI},

oy FHEL T WAos daFeld neAe] desat, dael
AA SR FRoE AR SNARY Y o4 S 259 A
g mast s W49 Z1ES Ae(appropriation)shs WAIS @ith, 1
A HEES BAR o5 BRME oA o5 FAFA Wt o
A pskeh. W FAveh 2 shel A9 AFAA MY AuE el o
2 WA Azl RolEl oae AFHoR ARSI st

223} AL AT AYIN AL BNF AT HrhAe N5H B
AlE £783, B8N ) FEHUA A% 919 2 AstE Y] ¥
o] WAT ool Adderqle AFHow Austarh. Alge Felgd
daAe] ArE o] Bt AL AHAl] &3 TEANN doux o
At PFOR ofHF 4 Utk AHAUE ESe] 2E AFE R A
go] 34T WekE HelEth EE3 3 ASWA AU FE AR
Fo 345 gastdr. haAe BF] £FHeldd AL 19309 = of
Wha Aol WXE ASHAE, A9 olmlX|ohE TS ThEAolct,

sl ghgel] oEHo R Beats AL % st TF W BEOIN 6%
Fogict. £ bt @ Hold EAQ AAR 19499 (J&7tE: @AY
oh(Artist: Man and Wife)t 8} $RE9 2ES @A AT REA
AT A&HeR T S I AN FelstA @] WXE B4 &
A4g sk =9 wdd vad e AAYE 5% AL Hgd 9E
oulA AlEl=E FA gele] whFos ANstE AL, AHEAY N=auE
dHs ohf2A B Betsht Ewo] gdith. 53 AAAUE E o
dEoR 2EHA 4 2E oA Adde dud 3 At AUstEz
A 220 24E3} yas) AAEE AL Assic

5 sphe] AYete olulE EHAE BAME she] Aol seizttt.
iAol A2 b Lo Ut 4] T BAH: AL
8912 ger R HgE o) FEARES dth B F 5t A

Wl BRE ARTeS Asts FAAA EAR RAHT, AAAY A4



arE AZstehe AR B d54E HdE oo gEdos T
e e AR YA TUI oW B E22 4 Ho10 H)
Hol +54e dF= vhehd}.

A4, oAeleks dakal Adel e Fetel ofaf AEo] loiNE ojRst
A AR sy, BS3 a2 AFINE Ade 7EE g
Je Fdaut e AddeEil dgste Add AESS Wl
At AREIAUA FE A €S dBsA FANAE NS R, E
29 FFE PO YAAY HEES Azt AR s|Er Sy}
£ Zpol7t glek. ol ANA Z1An AL S Pl A AT 54,
AAS] SN A3 ZFo] ABAN Aae AT WRAW Ao 6
o},

fr o

s
soldon], 1 elg MAE FA H vl A
3 AN A XISt dA SEEAY AR 47
S So NS A AANE Ak G, Tt BEe 9 A
Zqdo] FHolgld 19484, £ s2lge] & 72Tl LAt Hiolt B
F/ATAT AEE ASHA F2E IRVIE A <o Al 3

3}
2 B9 ofdel: Mrh APHlT TR FEL ARAT Mol EZ9 &
4 S T ol Ao Al B4E d¥et 4EE A9 2

SHY ARG HH, ol AU HNE FESHA B A 872} o
of 7lds WA 25 W, E3t 19504 of% RANez 74 E A
Hoh7] AR ol iHAhEl AAle) AES RN Holgtnl FaUsE
k. ol FFPAYE HEHF dofl, EFL FARY omRE Y=sA] &
gt 7}z3he 19 “94A 3trHaction painter)”’ 2419 HRE 3 4353517
sqith. = =0 =9 A uigAel Ad o yold 2ska e 2}
golu, ojule] ZEte] AV} ol Zefalie] Yz Ao ¥ 4 ok
agadie] A9, B8 R he B2 H7hEe] Tde BE BES
SIS E EF5EL AE o]F A 5o £7F0|9leH, FE FoA &
TR AES AFsrt. 194849 7 HA|Fo] SEFPY A2 BEAlo]2
HolEx} ol EZAFo= A E oA AlFRe AR Az, en|Fdt



e Amol wjge Ze AP| E2o =9 dgdt gazes 1ue oy
sp7bzAe] 7443 7H9HQ ohl2AS olnlE FEsHe o] ik,
It BRo P HERS u =E onE g’ wgslE s
1953958 AE Tahe Azl o) 195080 T4 B8t EitE
et ol AAVIE AY BEo| T A=A A%L & S| Yok, AHAY
£ Aol 2E3} B2o) v ABSS Hol TeFE Adsigon], Puo
3HE EZ0) Ao YEL AW PTh EG ool wgdd Fero
ozt Age B2 =9 HAYT A9 BT BAN =2 245L A
2 314 el 9IS Askshe, ALNE B wouxt 7o EAAY
satsts ez AT SRl Andon YA 548 ohfzAe)
ANE AN BAl] A3E R0 AUS whE AL § Jed Ale]

22 uaAdA FIE WA St Y, B9IHA PHY 4L 9%
WA AS el $-g3kdn, BIBAE olsimAlel AW 1o FAH
24 vge HhEAY NS AsH ST THAUE WA AP Al
A 87 olHel o, ohle] gl FASET A olulE A o
27 gghet. oleldt AnE EH0] AL WA ghowlA ol A7) Y 2
ol BANE 4 4 UgE SWE gtk Tt Foluch ofgelA] wekael
e ulaAed, THAue e H=ivte) Yrsts BEUYE SO
shelA] A2 A ABze) 28 thobael Adoz R,

B 8L JlEe sl A7), A7 =8| ulg dold Azgeln SEHo
2 WjAEe & AQEE FHE Fol, ol B ¥ ste] Adelst AES
FURA oA AAR AR ol 4 9k wxE ATstud sl 2
B ALY BESt 2449 A AN AYS BHIRG REVHS §
3 QPgEQl g FESHE Foldtks AL, £ i A BREAe 4
o G WA d JlofF 4 9 Aol A, Yol a7k HlA}
of EAHE We b HHE] et A2e N2 D & PIE Hhe

ZIE: Ae &5, 7 afay, s #4383 AN, 94 old&EY], A
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I. A2
AL ZEZ(Jackson Pollock, 1912-1956)3 7] A A(Lee Krasner,
1908-1984)= 1945WHE] 1956W71A] uls #& ul&AdA 4 53t
JEAR 37} ol nlF A wgold £FalE T svte] vhEuAl
< M 37to] izt A oo E FEHooF & Fa3t Hupta & &
oItt. H& E2L vl Arf vk 22 rh F dPes, 1o H9
A Aol ojFer oM =2 AFEHE= vEALY] tE&FQ] ofo]Folr.
I &l (Wyoming) F(H) ZT(Cody)ollA Ejolyh s7tzA9 &F
27| BEulA SHE "HlE(Thomas Hart Benton, 1889-1975)9] 7}2%& 4t
of mlx AYF9|(Regionalism) "]&9] FFS Wit 19309 wLo=
ol ¥ 52 A W20 & ERE:= ‘=% (dripping)’ ¥
& ggstal Ade 24 si5hE Aa] Ak B4l a9 Edolsa)
A9e Z2 “d4 HQlE(Action Painting)”& Axo|W njze] FAEFH
F9](Abstract Expressionism), Uo}7} & nj&g d#st:= 72 A
Ao, @ 2HAE B2T 2L A7) a0l BEE o sl
A 59| offj2, AlotolA mlmoz ofql & {uiQle] Bolgit. 53}
gl ¥k uIeld BEG 5Y 2AlY b @A EvkHans
Hofmann, 1880-1966)] Falold Thstel BF 27 48 muyz
(Modernism)9] &S ZA Wkt AHgAd= Az & 79 33
4ol 24 B3t Aol FRIAWA 27 FHBAZIY Fa Wt BF
SHAINE, 19459 53119 2E o|F ol ZE AFH Axd HA &
52 stEAY SE usidde dNE AWIHES BE Sus
o Tt 197094 o} sIWUZ (Feminism) HESe] 44704 4
< ZP2HE AEA HERE 5 de EA7F =i

5 Sle 447 PAem WiEE: E= ‘=9 wIsdrip
painting)’ ¥} I 219 ‘BlE o|u|X|(Little Image)’, F&}F(collage) Al

gl2E 2E olF F P oA AL FAdstd Al AFEUG. 7

f

2



S}719] 33He A TERA Y HEauyrt 28 AFE VIR F43%)
A Al AL a7 AN 3A FERR Esigtth weks 25
I A FES 19459 o|F F 37t FEEA 43 A AH
HE A2 8% Yuizt ot 53] 37 FREe S48 A= 33
b B oolyzl AR WU BRE dAFeE nFEor o 53 2
27t A EFAE 19409 T 19509 = F& wEAE I o
Hroie YH(Cold War) oldl&=7]9] 3 dF= &L AU di3F
(Great Depression)¥} AHAL Axy ZulE M5+d@)E(sexuality), 2E
Ao gt 32 249 Wste] AHste], Z7H o227 AFHU A
3o 4 ATe +3eln A2 NG 8310 Fodt BAHA Y
& =3 glgict,

= sprlo] tigk A ATARlE oleld Ay E4e] Bumo
2 IYEH7)E stRoy olgS Ut RREA A HiEtEEE AEE B
] F7h & obyz} FHZ AF7HAE AFel vEhd EEFQl FFHA
AFEEA GAHE ke waslx] g FFPo| At gAE =3 9
~ve] o& Al U3t 7S] ATk agaust B2 sk o),
A @R 24 FAE gatow, B2 adaz dd 49 B
uEel dig AF olart JHEaTE BE o] gRRelsrhy oled
AZhe A AgeEe] tet ngAe] 28 o, S Aoy pre
A B5T Bt S48 4FS Anshd g3 vk webd gt of

fr

T
d:)

0:

> ¢

4

D) ES3 aH2UE P a7 A F ERE adgivel FETHS AT, ad2
vt E29 FEo| 2AZoln FAHES JFS uk: Bt dHE EgeR
Barbara Rose, Krasner/Pollock: A Working Relationship (New York: Grey Art
Gallery and Study Center, 1981), Paul Brach, “Tandem Paint:
Krasner/Pollock,” Art in America 70, #3 (March 1982), pp. 92-95; A2 3}
2N BEH AFS ESS At BaAE U Aoty £ A= Yk
Anna C. Chave, “Pollock and Krasner: Script and Postscript,” Francis
Frascina ed., Pollock and After: The Critical Debate (London; New York:
Routledge, 2006), pp. 329-347; Ellen G. Landau, “Jackson Pollock and Lee
Krasner: The Erotics of Influence,” Pollock's America: Jackson Pollock in
Venice; The ‘Irascibles” and the New York School (Milan: Skira Editore,
2002), pp. 173-241,



W e mEAQ AYS AT A AR S84 FEsA gttt
A7 ek,

1970e) o|F £ASHY SulUZ vlFe] A9, A FF WA B 2
Aavle) den BAE AzHs] A, Tt THAUE ool
u ohl7h obd & Be] StEA Wskud & Axt wel] 53} a9
2] SEEUYY oulE FAA71 Fae] k) EF FRAUE g
2 nleAol A1) Aobg Aaz 2@ ko] GglR Tl S48
2R Pt A9E YUk olEd AuUSE St e Aol
sl ogge Fockx AR H ESo=NY ARAUE Bt
gt duUsES oy 4TIl MtES) 43T HHoE marks EY

rlr
e

9) ALl B2oe AUstE ded Aot whEr] 98] AAN] gz SApeHY
A2 ‘FA7] & AASE ZEagu(calligraphy)S &43ctal B A3, Whitney
Chadwick, Women, Art, and Society (London: Thames & Hudson, 1996); 3&jX
Yol 7] AX ALH9 ZAES TEFXLE(Holocaust)o] tigh 711 S w3t A
22, ZE oA AF=E 3|Ho| HEtZEA FUY] ALY FuA HER )4
3t tJ¥ZQ NI ZE, Robert Hobbs, Lee Krasner (New York: Abbeville Press,
1999), Marcia Tucker, Lee Krasner: Large Painting (New York: Whitney
Museum of American Art, 1973); ZZ|21]9] Fojuo] it Algx} el A, E3)
Aagy A& FHol EHFE AP HE A= k. Gail Levin,
“Beyond the Pale: Lee Krasner and Jewish Culture,” Woman's Art Journal,
Vol. 28, No. 2 (Fall-Winter 2007).

3) adavt B89 AFo] GEH ofd A4 A BES Fi%n S F]
2 ARPdy B g 73 A Z, Ines Janet Engelmann, Jackson Pollock and
Lee Krasner (Munich; New York: Prestel, 2007), Steven Naife and Gregory
White Smith, Jackson Pollock: An American Saga (New York:
Woodward/White, 1989); 9/d& 2FAPY ul&Alol| 3317 sl A4le] Aots FA
ol Aoz wrEQtty B A, Anne M. Wagner, “Krasner’s Fiction,” Three
Artists (Three Women): Modernism and the Art of Hesse, Krasner, and
O 'Keeffe (Berkeley: University of California Press, 1996), pp. 105-190; Z A1
7} EE& 583y 2228 gAY B Ao disiA= Griselda Pollock,
“Killing Men and Dying Women,” Fred Orton and Griselda Pollock ed.,
Avant—-Gardes and Partisans Reviewed (Manchester: Manchester University
Press; Manchester; New York: Distributed exclusively in the USA by St.
Martin's Press, 1996), pp. 222-290; A7} ARt Z229] AFolE ¢L Y
SHHA, E2oA AHAA AL Fth= A, “The Indomitable Lee Krasner,” The
Feminist Art Journal, Vol. 4, No. 1, (1975), pp. 4-9.

4) v]EAEERL AlY #H(Gail Levin)Z HulUF 54 il oS0 93t oA A%
9] &vfo] YA ZFo £ FFS vFen, RS ARG FAEC| RE
Q] A= o] ofgtar AAg AR B} Qlt}. Gail Levin, 99| &, p. 32.



HulYAE AFAESS ARA Aot 23S 950 #A QoA A5t
RS M ENE R T PR
A ZP5 TR 29z g G4 449 A4 98 A AEF
Q) ASH Bl 2T AT Uehie We HuUE wHe maol
=2

227} Feave] BAE Ao ATER Thestel] vehrE AL
ulAbsbat gloluls S0l (David Craven)d] Mgl W, oAby o
2 Hloju "2 287 ZFHE= Aotk o3t A7 WhAlZ] o4
223 agaue BAS U9 gue] BE PHoR whEe] B B
gt "HuE AE3tshed 9255 Hled WA 19899 H|AEAY
7} ®© AEE o]g(Steven Naifeh)@} 18|iazg] Au]A(Gregory White
Smith)®] Z29] @7|(biography)= T B2 G0 Aele] 91
AFIL EE9] ZE 7HEE EBolEle 5718 7 AR Hrks|w @k
2t olsel Aujae] Ze A¥E RS EUE s Sx1) T0)g
A2eES 28 Aol By EAshE, Teavie] Y dato] AL
M8 FEahA] g7 k.

wehd Bh RRE vl g A8E AZds dxden 48
Hole o] 83| ATHoIL WF, B REL Jzke] ulg Aol oA
stel 8718 AP 1RAR vlete AR HESETA B E53 2
gzt 5ol Alolzt A, L5o] & Aol tFeln WHstsle A
AIZE EAES I AAE $8F F2 AL & 5 . oiFdA=

5) Whitney Chadwick and Isabelle De Courtivron, Significant Others: Creativity
& Intimate Partnership (New York: Thames and Hudson, 1993), p. 9.

6) David Craven, Abstract Expressionism as Cultural Critique: Dissent During
the McCarthy Period (Cambridge; New York: Cambridge University Press,
1999), p. 122,

7) A7 A& yolug} a2 e FolE AuAEs FHAY] IR o] EFoRHH
AREtT 2o}, Yozl Aejauzt A4le] Azjolg Er|shEAA BEEo] oy
H wx 2e a4 4d wEg FYoy WASIIE sHdth Steven Naife and
Gregory White Smith, ¢2] 3 pp. 404-408; H|&3 Az, EE30 A& AL 5
¢t 2= FEAEHRLH, E5 A 29 Alste] #E|le] Hloka Bt Be=
9)t}. Paul Brach, &9 &, pp. 92-95.



Poldl F 97t dES 3 FEUF HUA F AR 3UtEAY éJE
, B8 FP2HE AALHA 3 7
= 559 FA7F =3
2 =79 EAYAL FH FrtelA Y Aol ol27|7HA|, E
Hol A o] digt AFF ol &5, AH2YHY IrtEAQ olu]z|et
ZhE Aol T glo] FstaA 37t BRI vigAlolA deFE fFH
Azt Y 2oz vFA Hoa &dstgrt. 1 ool F 3t
b 222 APsE "dEHd opy o 94¥E dAsF¥er ‘59
(Performance)’ 3t #}Ao] EAFth= Aol £ =F9] Ato|ttd o] F
3 dFA = FEE 7R °l“l7<l7} T 3L 2R ueAdA HRFeR
g5 4 Y= ZH7E "Holen, Atiet ﬂﬁﬂl Agshy 37 REEA A
A digtolditts S FEstax gt EE3 Iavies oA
Al BAIHE Aolzl ALE] 9 -T“zﬂt—ifﬂ E3t i}ﬂi’ﬂ Ho B33
3 98-S =T . uetN £ =EdAe 3 #EY €5 o]
3ot a3 MIe=A, Al e Boh §e 7H%§£§ AHEA A&
Oult= ‘Z“Ei(gender)’ﬁﬂr olF FIYstHA TFELE AA 4 (identity)’
o AL Wt} =, Frtel Ay A A(gender identity) & 1A
H q98S vty esw "330}— As &8 vleAZs 37 oA S3HE
e Aoz B 5 9o,

A2 E F& vleAdA, AZolE A8 H8l AdE 5 U

=
b
Ho
o
o
o
=)
X
"
32
s}
JIN

8) A o]27} FrjA WEH(Judith Butler)E Aol ALs|7L o)AFststar WAIsket
Hog JPAE B3l 7}“41—1°E T Holzt £t BEHE oFE Ads F
HollA w97} st HEHA H]F3lY “FPA(Performativity)”olzt #3311, 4
P& B3 FAQ A7t *}il’“ T 7, AT ARS] WS Abole] FA] AtoloflA Ab
E5HE ZoE Bt olgdt WA B =RdXE EE3 IH2Hrt YA AP ule
Atz AF7E oA shte] FAAAS ‘37 AeRE & Zojth. FUA wEE, Y
EfE: AuEd ALY A&, 28F &4 @I %@}EHI 2008), p. 23, pp.
25-217.

9) B =R Aoz, o7 ihdEel &4 AHS M A=, Ad, G429 Ay}
53] s i3 APZIRE WRH7MA AY 9o glo] thEs] AtERl A|A dhe] FAHA
A3E WiFe 2, FAZES vlEA oA 3TEEA Zotg AHSH= He R AR
ot AAAL 9<&3 AT AAle] FYAsE Aol oflst 3o aItEA, WEZ
n2H AEZF B4, BEUPAS AAEIE gk gel A, p. 76-77.



71 e 982 “AAoA dE 9T8S AHAAL Aol i]-T’—
Ut10 o]t g EFI YA 33 JAHS 3t F

=) 2 5 YEs o ZE tﬂ"%‘"ﬂ’\‘],
1981 A= %531}9] @g.—% B FF  Fd(productive
collaboration)”o|ittal Aot v} 9}, & 3719 Ex7l F& uleA/

ARG gEUAS E3 obgel
I ZHPAHof gt 7|E9 =3
A9 4ol FFES LHstE

lo o
4 B
22
2
(o
=
.1%
=

an
>i

O
Hﬁ

jus]
=
_r,&

i

JHU

BARE TFoH= Aotk Ak, &
ARl AALA A=l 3} RRE
7198 4= & Aolzt 7|igtt.

2 =82 o Zo] JgE Aojrh. I13L ¥d AP7] A olf&
§717} PR AE AT A l N olFHEH FH= L AFHEY

A A& Aarsta, ol A wIPY dul & veAY Ay
%‘?‘f&a AHE Ao|th. B4Rl ulE H[FILES Q3 “Hlo]A °]’E(maJ0r
art)”¢} “ufo]y olE(minor art)”9] F&o| 3759 A FAFLE +
32 He 245, Al 34 3tet oA srtEe] Fael EHXJﬁ}f
AgS Aarste] EE-FHfAY RHO Hgo] k= oulE T Aol
g3 P27t e aF &5, FAl, Al A SOl st
e BASH, uEA9 34 QgoA] G oA, I} ot
AL Y=o g AAPSS ABWT Zolth. IAdNE E57 2

o] AEE& FAFCRE EASHHA F 3719 ALEA AFo] ZHEAE

YA A= Ao AHHLEYS A3l IS dold Aot o]
AoA JEHoz BAE ZEZ L 19454 AT o|F HZAsE ZE29 &=
Hel"x} gl ZaF(décollage) AlF=, ZFHA19 g
glzo|th D) o] AFEL EET Y29 AE7] FALE FriE # of
Uzl F 3t 25 24E A AR FEGE AEstE N2 FAE 9

o,
i "

ox
o>

> = rf dm
olo
r

10) Cindy Nemser, Art Talk: Conversations With 12 Women Artists (New York:
Scribner, 1975), p. 2, p. 6.

11) Et5(collage)} whoje] o R w|&oA EolU Hojlil= PHE 23S ZEF A
e w,



€ Hop| "ol g5 ZEe guirt o £ =&2 71E9] ke A7,
AT =59 HF dolE ARt AFAelA FFH oz vjFEo] & A}
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71 F5Enh weba AAJE 1 ol mRoE “dAdo] H= Z(being
a man)”, “oJ4Jo] El:= Z(being a woman)’& A&FHORE £YIIHA T
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o 9412 1 oL wRor: HA} DHsHA ARE At olHE |4
o] &3} Aylto] AujAQl FFFew AL, & vsAdNE A, 3
ANdez SuIE Y-S FES= HBol FEEE FUHSINHY ol w}

o 3phEe 34 ANl AN MR WY, Brhe] A21E ol

12) George L. Mosse, The Image of Man.: The Creation of Modern Masculinity
(New York: Oxford University Press, 1996), pp. 66-67.
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American Art (New York: Farrar, Straus, Giroux, 1996), p. 272.

63) Zel2uie] 2HEol et Ave] AR 2 =Be] WA Brh AMsA BaE A
ojcy; =l A, ZF9 Edolentaste g “AME UH(soak stain)’o]
AR et HEhER SLEUA, Zadee] FEL o4 StAe H4e B
@ Aoz Wiugt. Ed xaAdee] AFL Tue YHolyd =HE uiud
(Robert Motherwell, 1915-1991)& H|&3ld YA /&9 F3S w2 Zog Hrly
ojgttt. H|B7IET diF wiAle witdd gixdes 1149 I3 Hade] “dAlsta
2R Ao® BASIYA, ol oA IrE] gt vleAY FAZQ aqte] ZFAE
7} sl Aottt Jean Lipman and Cleve Gray, “The Amazing
Inventiveness of Women Painters,” Cosmopolitan, Vol. 151, No. 4 (October
1960), pp. 62-66, Lisa Saltzman, “Reconsidering the Stain: On Gender,
Identity, and New York School Painting,” Ellen G. Laudau ed., Reading
Abstract Expressionism Context and Critique (New Haven: Yale University
Press, 2005), p. 563014 Ajel: TzdL ta b5l F2H “Fact)’ol A
Foted Augen, 25% AEsHARE tS 248k AASHA THESIThar Bk
t}. Harold Rosenberg, The De-Definition of Art (New York: Horizon Press,
1972), p. 64; “ZFAd ] ZrF-2 oo digt Adelrt-- EF9 FEFE =9F 3t
Ae 2499 &S e 4 gty AL E ofd 125](Arshile Gorky)2] 404
o ZEg a2 7K 9878 Hudgdo=z AYAETE” E. C. Goossen, “Helen
Frankenthaler,” Art International, Vol. 5, No. 8 (October 20, 1961), pp. 77-78,
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AE BT % b eld AME AdshE W] Wbke] A
£4 W4 olie) Aderle A3hoe Ausdr. e 1940
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AR AL AAREelA ook Ao malth, tEF oj AN A
B 25 A7 193090 T AYF vige] v Mg R4 v
& FF3HEA AAG 715 opriEE 25 £ moUZe] tid
2, 79, et dd FEAL o AVl S Ry AR wold 4
g W7ol Hsich, B3] 1930W) W ALKIE FTE AR] FFIWPA,
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JEAA AT ol BE o} RRSo] EAPon, AR o5 AAE
da TE A, L AAY AWL 9 BBo] WA ShgeEA He =
593 A o SlN PR WA AU 4 wq Qe = ol
o2, “AAF 37HGesture Painter)” &9 tH?'ﬂ F2Ql AE]E Q1o
Fam, A olulagE AR dEden £F, £ Py, zux 2
A 5 24 THHE AAA e AAE 12—4 o StEUA 2}
E"—;-.X*OIXI adtha dE B Uk B4 2 v, 2R 29
dA2 94 teS AAReH, @4 FEYL FAE fdie A4S
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64) David Craven, 9] 3 pp. 120-121; Phyllis Tuchman, “Interview with Elaine
de Kooning,” (August 27, 1981) Elaine de Kooning Papers, Archives of
American Art, Smithsonian Institution.
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65) 2¢t A 19509t 7& wEAY o4 3rhEo] ARA vie HHolglen, =g
o] 94 3rtEo] v oA UHES AT 3ttt Lucy R. Lippard, ¢
o] M p, 183.

66) “%%8 AlEo|A9] 4olld o= H3E Fe® i, aZo] 29 AYE AKAPIE

S gt o Sk @ 9ol gob @ Az 5ot wgle] FAL vhehuy gt
Francine du Plessix and Cleve Gray, “Who was Jackson Pollock?,” Art in
America, Vol, 55 (May—-June 1976), pp. 50-51,

67) John Gruen, The Party's Over Now, Reminiscences of the Fifties——New
York's Artists, Writers, Musicians, and their Friends (New York: Viking
Press, 1972), p. 232.

68) Francine du Plessix and Cleve Gray, $J¢] &, P. 50; John Gruen, §J9] 3, p
233.

69) Ellen G. Landau, “Lee Krasner’s Early Career, Part Two: the 1940s,” Arts
Magazine Vol. 56, no. 3 (November 1981), p. 80; Michael Cannell, “An
Interview with Lee Krasner,” Arts Magazine, Vol. 59, No. 1, (1986), p. 88.

70) Ellen G. Landau, “Lee Krasner’s Early Career, Part Two: the 1940s,” Arts
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A WA ulg ok YTk ofeiet AN ulEAbstA vl 22
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Magazine, Vol. 56, no. 3 (November 1981), p. 80; Michael Cannell, “An
Interview with Lee Krasner,” Arts Magazine, Vol, 59, No. 1, (1986), p. 88.

71) Ellen G. Landau, “Lee Krasner's Past Continuous,” Art News 83, No. 2
(Febuary 1984), p. 73.

72) Barbara Rose, “Lee Krasner”(1972), Arlene Bujese ed., Twenty-Five Artists
(Frederick, Md.: University Publications of America, 1982), p. 59.
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A S Wt IP2YYE Il o]F FFo] A AFE FAEF <d
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< AEE PrFHE 11,79 E3ZE o] A7] EEo] tg AP AL
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74) Ellen G. Landau, &9 3 p. 112.
75) 919 A, p. 38.
76) A 317} 3t} AEH(Hedda Sterne, 1910-2011)2 £ 37159 mYolRd ‘o&7}
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o U B2 ZH Aste] U B FFS AW, WA 1§ B
H ol G £ B Ren, BAe BT a0 EAI L ALAE
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An Oral Biography of Jackson Pollock (New York: G.P. Putnam, 1985), p. 122;
223} 37 AE Fstola] FRUY A E(Axle Horn)e EEo] “REES} T, A3
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WA 259 Pa FHZAR Wit vlwsty “AZ3} to]=(Jekyll and Hyde) ol B33}
% Pt} Axel Horn, “Jackson Pollock: The Hollow and the Bump”(1966), Pepe
Karmel and Kirk Varnedoe ed., Jackson Pollock: Interviews, Articles and
Reviews (New York: Museum of Modern Art: Distributed by H. N. Abrams,
1999), p. 106; 3tE]AL E59] FS WS W, 271 vHA] AE Y= 2/ME F1E
e 7|A%c}, Gail Levin, Lee Krasner: A Biography, (New York: William



eAe] 2 XSS EFA /AR BFe 37 aFel Al
H1 & o 2 232 R JAFAW, & & AXE AR =
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Generation)’ 2 H|HZ A& FHYst= HEE HoP|k 39T, HE
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9ttt Dorothy Selberling, “A Shy and Turbulent Man Who Became a Myth,”
Life, Vol. 47 (November 9, 1959), &3> g2,

) E59 FAEL 27t &4 FWE FHAY FZeA FESHA 23, TEolA T
= Mt 45 AF2EA Azt Agot. Jeffrey Potter, ¢F9| &, p. 53.

78) Clement Greenberg Papers, 1928-1994, Getty Research Institute, Los Angeles
(950085), Box 34, File No. 1, p. 3; Marcia Brennan, 22| 3 p. 8304 A¢l-&;
George L. Mosse, ¢Fo] & p. 184,

79) Ellen G. Landau, “Lee Krasner’s Past Continuous”(1984), p. 70.
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24 19409 297HA] ot op7tEE 3p7F aFOA ALt BEE,
% ?15_011 A8t & 7 vEA YelA st &gt T2
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;_Laﬂl\lﬂt Iy e FEo|A ule HFZINY HEE 2AHI(Harold
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= v i2FQl AolHrH=E 12, 13).82
19524 A}3]skz delg 3to|E Fujof(William H. Whyte, Jr.)= A
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&5 MR el %, T2 949 AfFEolEhs AYdS Babsty 3o F3
ol & =59 BH0F HIFREE 3 2ol 9J9lt). Steven Naife and Gregory
White Smith, ¢F9] 2, p. 276.

81) Robert Hobbs, ¢F2] & p. 31.

82) Ellen G. Landau, %9 & p 70,

83) William H. Whyte, Jr., “The Wife Problem”(1952), Robert F. Winch and
Robert McGinnis ed., °§9] A pp. 278-280.
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=9 FafE diadl W7 AERE Ags vkt ol2dt WEoA & 1|
sA9 Fa AL AAA ¥ nF HYE, AP A=Y vedd A
Al %, S7FEolA obd7t2E4] HreE A 2S R HEhY 2
2159 Il =AY 47 AlE EAs:= F8% 84 F St
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o Gl B4 3t vlg mluE HE +2 &Fstd o4 3t
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University of Chicago Press, 2005), p. 234,

86) Clement Greenberg, “Introduction to an Exhibition in Tribute to Sidney
Janis”(1958), John O'Brian ed., Clement Greenberg: The Collected Essays and
Criticism Volume 4 (Chicago: University of Chicago Press, 1993), p. 53;
Marchal E. Landgren, “A Dialogue,” Francis V, O’ Connor ed., The New Deal
Art Projects: An Anthology of Memoirs (Washington D. C..: Smithsonian
Institution Press, 1972), p. 325.

87) John Gruen. 9] 3 p. 231.
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88) ELE]V\L“]“‘ HEZZZ g u|& T (The Metropolitan Museum of Art)o] AYZQl &
S AEsty F44 A7MES viAIRE Aol ot ABAE AERY AutE AS(The
IraSCIbleS) aFol AAlo] ZIEA] Eokal oA 3R E v A”o| fYUsHA 2=
4dg g&A0] ggkglolgkal Wil Cassandra Langer, Transcript of lost tape of
March 1981, Gail Levin, $] 2 p. 26394 #|21-L.

89) Jeffery Potter, ¢ro] & p. 139.

90) Ines Janet Engelmann, ¢9] 3 p. 65,

91) Cindy Nemser, ] &, p. 8.

92) Bruce Glazer, “Jackson Pollock: An Interview with Lee Krasner,” Arts
Magazine 41, No. 6 (April 1967), p. 26.
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98) Ellen G. Landau, Jackson Pollock (New York: Abrams, 1989), p. 85.
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Press, 1995), p. 107,

101) Barbara Rose, %2 3, p. 53.
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Vol. 76, April 1977, pp. 44-47, Ellen G. Landau, 29 & p. 9994 A&

103) FAstYS 19429 HHZ FA7] wlE 3FolA AJELEE HIEso AE Aot
(Kurt Seligmann, 1900-1962), u}ZX4 -r]/*(Henri Robert Marcel Duchamp,
1887-1968) 5 d &40 AT ATIEY FAFES At HAFPeH, G
HZ 2 (Andre Breton, 1896-1966) 5 o222 E9] Ei—.ﬂ]- 7Z7ko] AW A AyE &
oge] zelg wrth gle] &, p. 102,

104) Carter Ratcliff, ¢r2] 2 p. 48.

105) BRI wlgAbsa) A AEEllen G, Landaw) %3 29 Hste] ehd 2@
UFolR A Ee] of AVl AV vig B FFAS BAT 4 U BE
3+ FE3t}, Ellen G. Landau, “Lee Krasner’s Early Career, Part Two: the
1940s”(1981), p. 82.

106) Annette Cox, Art—as—Politics: The Abstract Expressionist Avant—Garde and
Society (Ann Arbor, Mich.: UMI Research Press, 1982), p. 30; Ellen G. Landau,
gro] . p. 105.
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AFe) meold] ALS A vhogoldtt. 4
W] HIHem 4@ olE UH Y= WA
(Howard Putzel, 1898-1945)7} ulgl= ZZo| 27| 24 377t 2
Aoleha FANYE ABeT Bl NS FES T F8 AZolglet.
ages EF50| FAIZl we 3F, w& Fd nsHMOMA, The
Museum of Modern Art)o4] HAIE zt3 ZHES i = Jd AL
2RSS 1§ BFo] 2 U] HATT B 4 Ak, vhAA
2 ul&AEERE A3 vHY|E(Kirk Varnedoe)® &EEo] @A HojA
AU 9IS LA B 0} AR e ) A 249 G
sp] AASchE Boh) B2 AT A ofF T 2

sholA AAS 7HEEH, o2 BAe= 3 oA Wdigk Aot
B AFAL FE AL PARA U S8 Lolgich00 23} g
239 En!°ﬂ %H’f]?}ld Az 1\_7]—- Z5o| ti3% A7l Azt A

Kol
T

i
t
o
b
=
z
LUINY

e o2 ds TF iMWQ} U}XW}XIE oheRe] 2@AFO IFAME o
gz Jd#Add S AU o, stEn) nit 9o 34
7E9 FE &5 B AEstaA SAOl 7& veAdA FR4YU A
A& FHst= uWiAA7E " Aol
TFAsHde] ZFA4 TRl HEE 7HE & AW Aole FHA
el 71Ue dxE Y9ink. AHAUE 19789 UEHHE 3 HAA o
Eoz AAE fisle 5 19 398 AP AT AHH BHEF IS
AT vk =T, ol 5] AT A&HHo R AT + AU 8
oz 8PS Ao|rh 110 = u|&A9 “HAlZ(Inner Circle)”o] 2l

107) Kirk Varnedoe and Pepe Karmel, Jackson Pollock (New York: Museum of
Modern Art; Distributed in the U.S. and Canada by Harry N, Abrams, 1998),
p. 37.

108) Mary V. Dearborn, Mistress of Modernism. The Life of Peggy Guggenheim
(Boston; New York: Houghton Mifflin, 2004), p. 221.

109) 9l¢t 2.

110) Interview with Lader, Venice, Italy, April 3-6, 1978, Ellen G. Landau, %2
), p. 103014 A&



B0 W2 4 YE AL J1EY R BF G FolEA AB
249 ESE IUIE HE 18 A Fa QAlA 24N 2

AY, 789 15T wPHE, QS wFse GAsE
Dol oz Hoify 5ol B dge] FaT U F sk

220 g Aejoxe] 4TH Yt Tgave] BE YIS 2
d2gA FHE SH= U SEE A7) vE SFlA A AYEE
A ol o4 SRSl AefdolgR FANYE A5l ZAsE 2
A7) vlg sHgoA AES 238 4 I=F o FFS FAsde] A
gaue] ARTLE YRIES S93, 19459 o TFA (2 WA

go]: oijo] Eo}lgt}(Chiefly Modern in Idiom: The Woman
Again)) RO Za|avie] o] FEEYT. T TAAvE HA
F29 U7 dejele] 9BL ulRA gerw Tule] oE TAsle) w
e oAE ez weltu) w3 E=o] FAslT Ackaln el
2= d 2% 98-S Fd HEo| Al 2 67(Gallery 67)A, 7|
"J o]% A AANFH (H|B7IES 913 EAI(Problem For Critics)) ZA9
N Z23} 3gAve] zZZo] E3tEQon AHAo] FoAqE oA 3=

£ el ST G4 A7 gE AeEels AAE AR o
HHE 19409do] P27 A7) vl 3, HE ges AR 9

A NS A 4 Ud R 9EE U5 B89 933l 354 9T

[o

111) g 7 "eAdA Fa3 JFES PARE HAF o= s, g=ZdE bt
(Alfred Hamilton Barr, Jr., 1902-1981), 21]"'/\ EZ 4H|(James Thrall Soby,
1906-1979), AYL £& A9Y(James Johnson Sweeney, 1900-1986), 1#8W 17}
Z3tElo] 9J9ir}. Serge Guilbaut, Reconstructing Modernism: Art in New York,
Paris, and Montreal, 1945-1964 (Cambridge, Mass.. MIT Press, 1990), p. 84,

112) W=t 27} stgoa FEAS He 5 FFE =2 AU E59 28 ¥
BIE ohgAjolHR Mol ARRE FAT WEAUAS EUT o BrseA
%% S g7lE vt ofge 7HA Aoz FFALE HANg, Ellen G. Landau,
“Lee Krasner’s Early Career, Part Two: the 1940s”(1981), p. 82 #3l; 18y &
28 QAL ToAUE 2o IS Bol HES wojsin Asjelel 2B & I3
oh= Holtt.

113) Ellen G. Landau and Jeffery D. Grove, Lee Krasner: A Catalogue Raisonné
(New York: Abrams, 1995), p. 308.



& & Ao,

Z2o0] wr} HIFo R v&AcN SE] A& ol AHAUE
7ERAY BEE Wl £FH HES nssigon, Ay A2
A QEAR]l AL AR R T Pt w8 ulgAelA T8 R
HELE 5 F8F AVI2 FEH Rold

(2) & AA &F: g8 FEF7 ohll9 FE

HA4 EE 259 94 HEYA £ T 20|, o4 HEYS &
T3l gHolgt: ouRE E&ata G4 37 ol S FFd}ste] Hrko
ZIdel #g 4 dde e & €3 U E53 I 2H9] A
g5 EIF olEE AR #go] gr=zow RGN Q= Aem XM
A2 194595 F 19518714 & 3 H= /NQIAS 7HAIA] gt E
T E599 FF A FAI7] s sHReMe 94 aFHS ALstH
19484 289 vA} Alo|y ZZE](Bertha Schaefer Gallery)oA] €& 4
W 7H8F AXel 2AelA Heolgd HE omA| AEZE F <FA
(Composition)>(1948) 3 & &3 ALE AQsties @5 &F =3
< AFAHE 14, 15). 2y FP2HE= w837 o]2E JES 279
ZE3] 3F ZF ANl B8] Fosigen, gz stgR &
PLow SHEA kd &R HAZF B37] Wio] dAEdd o3 2
P27t A B A8 HIHA Aoz J o2 Zo] Aol HA
ol A&EHo R A Fost= AL A oA vtiFgor A EE 3
7t2A9] H24auet AFo E4S F9l dHY oflEZAY omrE 13}
313t

st #7559 ZEs 4 AAFE &30 AbEl= 19499 A=Y
AUs  ZA#(Sidney Janis Gallery)oXe] (A&rts: G433 oy
(Artist: Man and Wife)) At} o] AX= EFo] gh&A9k9] A<k 3

N

114) Kirk Varnedoe and Pepe Karmel, Jackson Pollock, p. 35.
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A o] Al AR ALGPE EA D A=Y Yz o3 7|ZEqi
o] AAIE BT AGAUE Higslel ¥ = F9n g = Ty,
o 2EAEQ T ZAJo} Eld(Dorothea Tanning, 1910-2012), 9=+9] #l Y
A< (Ben Nicholson, 1894-1982)3} ululE} QA (Barbara Hepworth,
1903-1975), £ ZAlo] & o}2 Z(Jean Arp, 1887-1966)9} 41 Eo]H]
(Sophie Taeuber, 1889-1943), =ZWE E=ZUY|(Robert Delauney,
1885-1941)%} 4AYo} EZY|(Sonia Delauney, 1885-1979), mt&= u]7}
4A(Pablo Picasso, 1881-1973)¢} ZZ4o0}=x ZZ(Francoise Gilot,
1921- ), do|B|E 3fo](David Hare, 1917-1992)¢} =3 u}
(Jacqueline Lamba, 1910-1993), 2&iz] ¥zt Jo]E|(Stanley William
Hayter, 1901-1988)9} & W3 A(Helen Phillips, 1913-1995) %5 w|=t
I Y s FR FEo]l AAENAE Zlo] EjlErh. o] HA= tEF
o 37t RREY 432G ¢ 33 EA9Y dxE S8 2% misAd
Rol& U offjo] omRE AAH R HoF= HART ol HA
9] Y= = 37t BEQ a5 AES 94 282 oli(man and wife)’
oz FskIE Aol Yoly, AWHO D AL 2 TS AT
2, 4ol % BA, dHT ohfjg WeHEE dEEY 0 A3
B ohuzh wgrkEe] ofsl 24E AY oAl RESUA, B4 Bk o
A 371e] A AAPE oFFe g F23}stE 78o|dd Aojt),
(AE7hE WA ohl) WA WA B0l 2R FBL <y
10(Number 10)>(1949)0.2. 2o 2 71 Adist AWAo] a3 7|He o
galo] W) WAL Bae S SN AEOIUTHE 16). v 29
Aol 4EL HE ofu)x] Algjz9| “2d)p] Hu] ZA(Junk Dump Fair)”

2 Ul REHel AEoz FEHUTIO o AEL AR Wolglx s}

115) Zehaio] oJsha Az ouold HAE PR AUAE o A 2 Folg o
t}. Dorothy Seckler, Oral history interview with Lee Krasner, 1964 Nov,
2-1968 Apr. 11, Archives of American Art.

116) 98 A &7} £ vt ulolo]A(John Bernard Myers, 1920-1987)7} I AU o)A
R HX|oJA 3, Jackson Pollock and Lee Krasner Papers, circa 1905-1984,
Archives of American Art.
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TeAUst GHe] SAPAY AUE Aoz FZEc} WA ol LA
(Art News),] AA] Z3olA “wae] BAEA ghe B e A2,
AAPoR qof U= IS vFo] Y 194849 AF v AF
¥ e H(all-over) FA29 HAo|IAE HAAAZ= <AHA] 18|11 S (Stop
and Go0)>(1949-50), 194949 A|Zst <FA|(Untitled)>(1949)9} 72 A&
o ZI7tHE& Zolth® 17, 18).u7 uv|wd 2z AAYE 5T 1zt
(grid) 45 HUd S oA A2 E549] dis #AE $3f 2
Aave] 37tRA9] om|RE HE o4, I3 opfjzA e 4 QU3
o Hgo] Tearie BA) B Yedd Heasl gaie] E ol
Az ANRS 7SS SOt olF AG v YTk of= e
=2 s g BAS Fol giFol 2Bo] AHElE ui €
2 20l 245 ol st BEom AR A gol 72 oLm @
Bl 4 okh fgslon @ 4 1040 A7 Bl SEL A A
W E50] 223 ee] 2EHE Feolu gzl TAHUHE 19).
(ke W ol A e 32 AdE wHel Gaed
AEEAY Ao oy 1S ARfels 2ol AR, wekd st
RR5e] AY FAYE g olsh shod] Azelgchu9 FAUE o
WP EdE BE £TE 59 NS ol 2 Sl Y B
Aot A8 @ o0 G 89 U s 48 daus g0
o aue foiel AT BUY SHAe 94
9] R0 = E‘?'°]'J— “"HHO A ZoRsHA AES U E A3t
o2 FriEginhi2) EER9 FF AHAA P2 FAAHY R

117) Ellen G. Laudau and Jeffery D. Grove, &9 & p. 16 Z5 32 ZX; Gretchen
T. Munson, “Man and Wife,” Art News 48 (October 1949), p. 45, Marcia
Brennan, ¢2] 3 p. 9504 #|2l-E.

118) Cindy Nemser, ¢&¢] &, p. 8.

119) (A&7ts: $47 °PLH>> AXE HESHo,
WA TAH ZE FE NS WF B

120) ZAAUE AN FolBe| £UE nEd, o oL7} Slste Aoleh. ALAE w
3} obe] FEo] e FoiAd wRich LT 1k AN Be el AT v
9] 5717F Flo|g=A & 2 Y 3vE &+ ‘f"'ﬁ** 8__1_7]- At 1 AF3
t}. Dorothy Seckler, &9 &, &4 g2,



(counter—type) o2 AAZE F& Fdo| AASIHLL, o] T 59
g4, GHeEA9 AE LA o= 19519 mxoA &F
go} 419 gy L 7IAdE(Leo Castelli, 1907-1999)7} 7|&3t (9
7} #:(The Ninth Street Show)) AAJA = ul7}LR ). o] AAlo) 4
22 “AL& ZE(Jackson Pollock)” o2 A EUAR I#ALQ oS
‘A A (Krasner)” 29 7[AEG=Y, BE A4 SIEL EA PIEX
2 olgS A9 AT #7|HTH122) vH]3 92 19509 o|AE FHES
4t & HZAY(Guild Hall Museum)o|A] G& (g 9] o]AE JPE =
F9]AHTen East Hampton Abstractionist)) ZAlol&= FA] o|AE 3
oNA AFstAY ERY VY FEol aEE AXESGE=T, 3t
HE9 Ae A9 o] FHY o] “mAIAMrs)"7F B4 A2
=123 o]2|3t AXEO A&Her A FHost= AL IvF FHe
HHY ol Z A9 o]m|RE B& 733 SHo| QI

o] 9= EE3 ALY 19534 o|AE FEA FFl HA] 123
9] o]2E JHE HAHMH(A Selection From 12 East Hampton
Collections)) ZA|Q} (17%He] o|AE 3JWE <717 East Hampton
Artists)) HA] Fol A4 FoAstt. F 37t o|AE FEA A HULEE
AXZ = g2 EoE oy 7HEET glo] /el AFely S¥HA &
NN AqtRE EY ZA97F W7l i, Aoy 7185 FsAT A
Zog gRlo] 73k Aol dA el 7hedk (1279 o]AE JFE
) A9 FtERIA, 2 ESFFLE AAE WF
(Variations on a Square)(1949),” Z=29o &EZZ2 “3|F

(Painting)(1949)” 2}al 23 glom, 72z oz ®7|Hoq)t}
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121) Gretchen T. Munson, 9] &, p. 45.

122) $]°] A, p. 272,

123) 371l 71A Waa =] Qo] T gt A2 Gail Levin, &9 2, p. 261;
o] AAdl= EF IAYPAHE =TT F A9 3t EREIF FAsigled, Hu £&
(Buffie Johnson, 1912-2006)2] Z$ “mjq|A RA] Alo]qA(Mrs, George Sykes)” =,
FPAHE ‘o)A ZE2(Mrs. Jackson Pollock)” 282 FHO| o2& i}l 3}rlgo] 7]
A=t gHH EF2 o] HAA UFAE Wt JAEE BA = Gail Levin, &
o 4, p. 261



oz o] MeE W At 2ES AS oluA Azt AztEel
Hgo] 2UsH AHAE A& <SS Y2E gH 1(Black and White
Squares No. 1)>(1949), Z&09] Z-Z 2 (9H7} &) HAA] AHRA Fel 7}
55k <dxzHd ob/): 9dY 1(Lavender Mist: Number 1)>(1950)2 X]A|5}
Zo 2 HAM(E 20, 21). F 37HY] FEFS AT #4499 di=, FE
2A1L9] o], AZH WAY] B § FE ABEY FAT AolE HojE
53 2] diRt APshE FREA on|X]= 19519 H|¥] i}
2 AgoA Y T2 JAS vt E FEo A= vy
ek o] Al @ ¥ MY wo F2% AR FHEHE 7|sEH A
H A} 3]3HColor Field Painting) 14%3¢] SEE|9cH(= 22, 23).124) 3
Bavje] AE BFE ulEF A oo]EX TEU(Adolph Gottlieb.
1903-1974), ¥}4l %W (Barnett Newman, 1905-1970) 5 H|g] Z}&A 7
Helold g2 ¢ A 24 srhse) FEHS $ANE BT 1
A7, ZANIE HIEF FO HFASS T9Y A ofwd Hut
B7te g@7IA gt E3 diF wiAlel s Blad 3o%Ql wh3E H3
Aot “moE R Ea|ok(Piete Monderian, 1872-1944)2] ZA1& oJAJ7F 4
Hgtez AAFT”, “HARt tig A7, “AgA(sweetly) HjE® Mz
747 & ATAY 8ol= HrHERIT 129 vhd E52] A JAREH A=

Flt“

M

N

124

~

A SFEHAD 14349 ZAEF F 1282 Pr|HAY ALE 2o FHHY a4
AR Nelgle vvlel 220} STt o) A= gES Fud aefade AR
wagste] agart AR 2B FESS 19519 B7kx 2urt Asl A
ahA otd e AMaigch. 19519 BA ARCeo: Fgarie] 2B
onl, 2L B OE PUOR AES AT n UA 1439
P 35t ool AR AAZA] & 2 A vt AFE Ao {371 7Hsst
Barbara Rose, Lee Krasner: A Retrospective, 1983, p. 70; &2 ¢19] Aok o]
% Fgavst AR0AA AR AR A B2o| 1951 FEHY FEES o
”AML e} TRl gjgheld Aol 1950@ 2 14—-‘?—&7} g3 A%qg A]-X]
o] veldtl Anne M. Wagner, “Lee Krasner as L. K.,” Representations, No. 25
(Winter 1989), p. 54. T3 ELEH/\I:]“ ZEF RE 7:}'% ojtjox Ao} AF dx
= WA {9 5, HE sl e Al A S As & S A
Ei 7] gEH, 7‘1110}711 WA AskE 7HsAdol At
125) Stuart Preston, “Among One-man Show,” New York Times (October 21,
1951), p. 105, Gail Levin, &9 3 p. 27494 A¢l&; Dore Ashton, “Lee
Krasner,” Art News (November 1951), p. 53, Gail Levin, &9 2 p. 27594 A2l
€, Emily Genauer, “Abstract and Real,” Newspaper clipping, LK Papers,
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AR, 329 AFo| Z/1H TN} AP E& 29 5 P 9F

T o
o] QIgidl HHAHSe] o3 BAE Bl AN FANCl £9E Ao 3
AEEA “Hold b=’ BAT 4 YW A Ed 2B dF Bt

37ke] AAH} AP o r AHSA A= ALY T visAY AFS
Hreggtey.

FP2H= 195199 YA AYstd 5 Aol & = 7Y
A 2R gten, E539 F5 AT &E5HA ot AL o4 3t
7heol g BlE7t, de, vled FHolHEY AN fEo &5 2
£ o]F ‘mlN|& EE(Mrs. Pollock) o2 Fx3}% 2AlQ] HZ44U7) 3
I 7571 obd =39 37} Ao rAe Fde Bo
= A&7 Qg Aot wEtA Y= SEER/9 FF A 7“'01
shaA TEUHSE 7Htez 3 A2& 3TLEAY HEsUE fASY

Roz walr},

lo\‘

|

(3) Az w@iAe] vl 2H 2 e

274 Qoo AN Gz} ohfe] 2ejHeERle AN BF B ofzt o)
A& B3l HFHe=E st o] Eojzktt. 19499 elo|i(Life) o A
g ulAl & Z(Martha Holmes, 1923-2006)7} #9st ZZ3 FgA9

AL ZuboA AutE 23 HoAS 3= FEAuel, HEel] e
of FlE "o FA| H= 4dS EoFE EF9 HFo] EHAHE 24).
s BEol WiEd 4ol o | 19509 "w87(The New
Yorker's),o|A% 3 BEZI A&s 3 WIEHC B 22 o|a
E &9 S HEY BEPE F WHE AH #E urE d¥siF
Ve Zo HAT o] FoA FEZIE AN 59 B dHE ¢
3 s wEL adade] PPy AFL Rz Yot ReA,
A vg7tel 22 a3 Zrh

d

AAA, roll N6867, frames 123-33, Gail Levin, 9] &, p. 275014 AJol&.
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=2 g9l AX A4S 7ML, o9t B £9E W 3849
Mol 1 A9 oy 7 ZFHAUT} ofHE wED 9= =ut
oA, FElE w93 AH9E vhAe iy opliE wiEkE Y I 2
A AZA weg 714 g ez ZET upiriAE st
Fgom, JYs 280 &5 7]e0|n 2= AYS THEL I3IrH1260

ol ru}n

2t shue el 222E BEA FFIFRY ouAE HFAE
2 S Ee dle @ < gty AFshgrhien ofadt Ao ek
o] AL AR 3] AT GelHE FYsH WgEsct. st
AELQ ARL 271 AFS FEZo] duz A 371 2AMAE 72 Ao
Ark129 19508 ofF Abtelt  GSpE £t H=ASHE(Rudy
Burckhardt, 1914-1999), U}32 A7} A2 ZE29] xRS ARLQE |
St FAH EA B2 RZAPIE, A2He) A4S a2 AZs
st AE A B G5HS ALATHE 25, 26). A2 B9 2
S Y= AXAQ Ao F7t QoA oAl T ZRE JA dUto |
27} wo] dHle] Hold 18 mastE: B4Ae G¥E ST of
& 2HEEle] AF T BAAY V1S AEE A9E BEAE
AR, HulUZ HBEL R& usAelN oy SIS YAE ol
o BAxe] Mgk, Tt B5L vl S8 gol BYel U
Qgle Zolehm AFY WE, A BIS AdAve o] okl T
2ol 4% Beko] o8] 19| YA o]FojAl Flolgirk 1) EE EH &
219 719 AXAE SHSsted s289, #3ket 2 97], F&=71
Hgg 7t2Es &8 5 ARE $§ vEd A 3 gEo] AukE

N

oi
2
=
el

126) Berton Roueche, “Unframed Space,” New Yorker (August 5, 1950), p. 16.

127) 2}t AAFe}Le] tsl Gail Levin, o] 3 p. 263.

128) Caroline A. Jones, Machine in the Studio; Constructing the Postwar
American Artist (Chicago: The University of Chicago Press, 1996), p. 35.

129) $19] A, p. 32.

130) Jeffery Potter, ¢Fo] & p. 129,
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A2 A tElE B gol EE9] A&3 PF5S vletie A2 £
t 589 FAAE U AEEEE grhisy
ZE53 2o digt /M 29 A4l B9 ulEAEHAL utE A
o} Balk(Marcia Brennan)®] 22 F 37}9] Apzle| yepitbs RE ofq|
A7 BA A7) 7HE A= ASH oo FYEl USS FASHHT182)
BAGES] AFE F UL visAdA TS 5 UdPd 2AE AdE
|

Zolhe 71 AlEoA ZAL Qo] F83 2ot ok I

o}
T8, 99, B §9 bddE 1A gethe @AV ok B o
3

9 E T gl 9 E FYE FAHo|T YRGS HARE ExE

£ go| Solzk mgolth(® 27).13) £ o] A}
= 9] mgo] eHMyHid, & 1
£ QAP WASHE oY, BEE 9

oA = 9] <3t Ll

& WeEl% 2 2 (Willendorf) HYA

131) Fionna Barber, ¢r9] & pp. 152-153.

132) Marcia Brennan, “Pollock and Kranser: Touching and Transcending the
Boundaries of Abstract Expressionism,” Modernism’s Masculine Subjects:
Matisse, the New York School, and Post—Painterly Abstraction (Cambridge,
Mass.; London: MIT Press, 2004) pp. 76-114. BdW-2 317} /RIE = 92 ZHA]
7t AEAAE 7 Aer AARsta, EE3 247t AALAHA FAH Bl Wl G4
FAE FEabed W ARG Bop 2aave] gaME tE B2 gigeln 2
Soin] e AAE IPAGT BEAE, FIHO2E F sl myS BaAH o
Ape] oz B3 gt Aol malde] A7t shre] FAHA HUR 5718 B}
2 A& B olzt veA oA 37t REEAQ & FESHA g3 YA AY
4T Qe F e A{API= Aol WEX ok wEbA ofd §EF A
5 37t disl d=olv AF, tiehd A9 e AES mEsHA L o9 glo] oE
< B4 FAE A% 9 RAEER d4s: 2RE T

133) $1¢] &, p. 166.
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2 7P oo AndHEE AT REstt UAY suUE 4YHes
HelEeh, ool golA] Y = 7o) upERA ofult A oy ThE
Ug Hustu $AEA e B S 22U gEekn gk A
oz wolth Jeit olo] st Ul & 7YY BEL AHAS u
S FHE A, TES Fen gYs gob s JEoE SAFe

EX g9 = FYH v dEola AA2E Bt 44 kR 75
FThsy o= yEas A  ued  vgdesz  Ase
(domesticated)” T A9 &= o9 R Zo|r} 135) E29] 7
d HEUA I2Hete] 7 BAY otyzt, 4 E9d X“Eﬂ Sy
SoiwA mrh FEshE 23 ojux|g Zsksis Swo] ir,

527l e B2 AL APHon vl ZAMI 2 M)
9] A 3}7HThe American Action Painter),(1952)& ZF&o| 3719 A
Jloh BelE & Qi AYT AFSUN AT 9 FAYL BEH
o) ol B AjUSl € shie vToz dAzslel R AFow

S AR RolRt URAYL BoE B39 A e we 98t
A& EE 51(Jackson Pollock 51)>(1951)%= o83t A Z-j‘v% =2 3}3kc},
o] @3lolA =37 HUP o] EFo] F3t FF A7 ARG A& =

AR e, HEtES ATARETE 248 orFoR wiAd A

2 Hoflty. yi2rt E9 E59] ARHL A2 19519 TOhE Ry
of A%l Wlg s A ¥ AR Jow, 9ot EolRt A
A7 FEZ #3351 E(Rudolph Burckhardt, 1914-1999)9} 35 3
3 Z20 AHA gheiio] FEZEEZQ (Portfolio), oA &7FE TSN E

[o

134) 9ot 23,

135) AEs EETe] Y| By Al AR s SAL spgEos sl
(domesticated)” A2 & Xt} Ellen G. Landau and Jeffery D. Grove, §J9] & p.
13 AEL oF B0 g £EHA =S FAFUN A “12 A olsfal
L AlZH(passionate knower)” 22 H|G3IX|T, o|Hg AUl AFSA AL 14
o o4d Adat A vhbnt AL Adshd £39& YT Bllen G. Landau,
“Jackson Pollock and Lee Krasner: The Erotics of Influence,” p. 174.

136) Harold Rosenberg, “The American Action Painters,” Art News (December
1952), p. 23.

137) Ellen G. Landau, 9r] #, p. 197.
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tHX= 28, 29).
223 2ol BEUALS BAH uEA olsiuAd 483t
L g Gl agEel BAZ TE5] 913 Relgith. olEd ¥ of
NS Bo EEL ueAY Raka R Rdtud A Fag
PAE FES & Y97, BA 2A2UE oY, ohYRAY H2ats
Aestan GuRos FAY o HES GFEel 2A ek Al
0g Sl BNE A 4 Uddeh. EG o] uPES WEAYIY
FHHQ EE FEWL wF aRAUE oy SHERY Al 29 B4
A ol 4 QIS B ohet sl BE ehgEel SN A&HoR
AYe AT 4 ek WEpd At B2, aew ngAel S
of HE AR ALY, 1FH 5 M BFL WRUTT B A7AE
AEE AABA] 2AT 2FolTh1 A ANe] Fa ArhEe] HES
E5t3 ol wjAIe BIBAEEe] o) Wt olFoldl We WA W, g
| 9id ANl BT A 1SH B BHEE AL
=o] o}y Sl e ATATY HES $F}E JORE B ¥
quath 37 7RIS 18T ABlE 9, Aol E4% XS tE
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138) jRE9] AFAEL ZFAY7}E 19519 QA AR S E AXE 2R gkopriar <
g |2E B HA= EE ERlo] oF7] w& Izt FE
o2 vlEgH L E slgon slgdE FXRY|(Catalogue Raisonné)oA=
FAL 7IAEe] A gL A= wrt e A ZJUiel 28 EEL2 A
FO0F Q3 dHFHoR 3UtEAY S HE ACE HUEEE TE 59
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. Z&o) vehd Ae) 7|& 24

VAox= F 3717 194510 AE o|F o|AE JPEOF o|Fd F AF
g £59 &= #RI"E bigakF AlE=, 2#AYY 2E oA Alg=et
ZHFE FHHCRE AHE Aot} o] ZFEFE FHI|oF 3t ol o
Aol F 37t HA&7|E d#Est= ZEY # ofzt A AAFo] A3
ZE YoHx= F3lEo] 7] FL(action of the sign) & 3= ZHo=Z
vety, £33 JAAF9) ded PAEZ B £ 7] fEejch Iy
FP2Y7E QGNA g3t AR AEES AU AE-E-5HHEA
230 AFS dBEHA SASS T, 59 FEde 1EFeRE FAA
o] Mgtz & Az AEF 7|87t g2 =Eddti= o7t Sl o=
AR 71A3} SR AL S dold Ay d3e] =3, AAete] FUA|
oA 7I1g Z5ol E59 ZEA A ATE HHEE AR Wit}
2 BoMe E53 IH2YY FE Ydebd 233 549 A5A
I g, A4 ZET gtEYY ZE] didt £ 3o HEE £A45HH
A o]Eo] gzFoF Al o3 A oA FH AHHLEYS A
g AE FHTE Zoldt. uetA ZE BAS 3l 33t Al 2
£ Shte] g AER sty Ave] 7|#2A vletR A} gt g
HgAoA Bl REjUE HIE7LE 8 $3E0] & =9 HiQl
FAH B4, F/Habstraction)dt FAH(figuration)o]l AR uwleAQ A
o XS AHET, FAY A AZE 59 & w9 b FE
489 3 T0) E dgY &8 BAT Aot ofT E89 F
A&} Aol P27 oblEA A B35 Wi, E59 =9
HAG gge AR2Ee 37 R AgE ARE 4 Slo] °s 9y
7t k. A ZFRFe| diside 27ke] A3t IEsHA AT
593 5L wysted ASstHA Hae, ZEd] et Ao E4
of 24& 9& Aot} o|F B3 E onAY} FHFE E579 HEY
Aat dAst BEAstazt gk, ®3F FAYe] AA] EF U FES] 1)

<

4

I b
o b b

[e)

)

0.

|

43



7b 44, ot 2A 9 HE2AUE IS AR He AWE Aot

L A& BS: FUNG 25

() 237} S28 A5 S48k =7

EZ29] ‘ZeH HQIE(All-Over Painting) & d&oA TEHF A4S b}
AT 2ojyF AFY AHXZe|x =72l AHe 2 oAAZH139 SoH ¥
ARe WA 2] BE F TAHOR FulN AR GREYY
<dy  19(Number 19)>(1948)L H|E3ld <29 FE(Autumn
Rhythm)>(1950), <& <7 |s 1>(1950) S Z£9] 1947-19504
ZHE o] g ;A $2]o)7F FJHE 30, 31). 20[E7} Y& Ag Aw2o]
A MR OIRE M) EGL Wi Bd TR M=z 24
she] FUSHA TR B AN TAS 1 AR IS WASHEA
RS dEaiA ot

=

2olq £EaaA she RRS E2o] FE olF TH Felolq B
o}, AE Al YHE AN 71EE S35EE A Bgon
Fgaue] AETHE off UPS olRThE Holth Low THE FuHo

2 sle 249 B89 7S 2719 a9, 29y, 2Ava 5
Hg7HECA B 2712 +8E%0A, kY] AR FvE AdE A
W2 FxHEAN 229 AF4, 3313 H24uE oS JAFeR
23901140 259 = 8 9 A8 Ay FAGHS A= EF2

139) Claude Cernuschi, Jackson Pollock: Meaning and Significance (New York:
lcon Editions, 1992), p. 116; &8 gL dubxoz sjaty Fzel #olo] ZHE
EHl] $5% JE Az, AgoR 54 Yo JrsA ¢hw BE Yo| Tk
ZAEEA F9L ot S waw, JeHal Lou dege] 54 ‘B4
(decentralized)”, “t}4Z&(polyphonic)”’¢l Ao 2 AHoJglt}, William Rubin, “Jackson
pollock and the Modern Tradition,” Art Forum 5, no. 6, (Feb. 1967), p. 20;
Clement Greenberg, “The Crisis of the Easel Picture”(1948) John O'Brian ed.,
Clement Greenberg: The Collected Essays and Criticism Volume 2 (Chicago:
University of Chicago Press, 1986), p. 222.

140) Ann Gibson, &¢] #, p. 10.



FAHA 97 olom wHASe] o5 FAsHGoH, uF Al
el e BE3E AT BA] Wag AVl 59 4EL AW
wala BRS8N ke gulz FYsgin. aAMal A% v
st3kSchool of Paris)o] el ml& AT AEstd F Wle
W& A Ul $Astes WASE, oo WAH $4L ofshgc
E3 Siold Lou AT PR ANF ouxete ARet golg
B9, 24 AU Ao AT YA i P oL %= 2
Bugltt4) IUM1E SR AUE PRl tid ok S 7

AL AFIE AT $8A4, AolE e AAHY Tlidel AR FAIF vle

4
il

o

AR, EAEH #F=2 5 AU FA=R JAEEA E59 =7 HUPS
ol AlkstE|gich143) B3] 19529 Tm]=5o] A Bprh oA A #HRIg”
ojgt golE uE BAWIE WHAE 3759 FAl(gesture)o| shite
A(event)o] Eo] Uojuh= XOo= AHostal, 37t LA dFEeS A=E

22

puti By
St AEFOH WS B E59 davtd AT 19 AL @A
141) Greenberg, “The Present Prospects of American Painting and

Sculpture”(1947), John O'Brian ed., 92| M p. 167,

142) Zou #HRIFY 33t EAL 79009 BHF AXA Byt ul= qFFo9] &
9 A& A= ¥ =2t A3 Aer $EH7|E A, uleA oA
343 443 & A%EYr}. Claude Cernuschi, 9] 3, p. 150 BE olziet A%
A7 22 YA BEuke] AL opUglch. 19409c) T 1950 & & ml&AlA
2ove] ge RRHoz B2 AYe] Be SIEAAN BAHoR FolE & gt
g, I2HE HFEHA = FY, BIHEZ] ¥4 EHBradley Walker Tomlin,
1899-1953), A= FE At} 2 E(Richard Pousette—-Dart, 1916-1992), u}=3 EH|(Mark
Tobey, 1890-1976), o= 2}Ql3l2ZE(Ad Reinhardt, 1913-1967)2] ZEZ M= o]t
PG B 5 glov] g BEo e FEHe o] TAT slstetd Jug Hof
%1}, Claude Cernuschi, 99 @, p. 226; <91 e} A o|g|&=7]9ke] A
o &A= Ann Gibson, &2 F p. xxxvi, p. 43 FX.

143) Parker Tyler, “Jackson Pollock: The Infinite Labyrinth”(1950), Pepe Karmel
and Kirk Varnedoe ed., Jackson Pollock: Interviews, Articles and Reviews,
pp. 65-67; Kirsten A. Hoving, “Jackson Pollock’s Galaxy: Outer space and
Artist’s Space in Pollock’s Cosmic Paintings,” American Art, Vol. 16, No. 1
(Spring 2002), pp. 82-93.

45 M = TH



o] etz 2 Bkt 144 AL ‘FP(act) o et AEFoF AL GA
9] 7N & #dst= HA=EA YA st BAF PeS AR dt= AR
A, 2HFE FAHEAL FAE48Y 71 Al gl diAXste “BEst
£ d/4(man of action)”9| k=AHIX|o}E WhgdTia & 4= Ir}145)
Jet Som PAT WHAS k] F1 ApgelN Addsts A
nlad A B23 agade] B FAMoE uehdth B2 20
H FAo] AP FFE ouR|e It FA dFS FUT= Aol F
1S W AR ATAE) ekl Aol AR ATAEL ol
g FAe 77 WA AEst BEYOA g mREA €7 odHtx
AAF ASE  QeThHO  1946-1947d  mAAUsE ARG <A
(Untitled) Al AL ol 2|F olmxie} oJea SABIAT FE 277}
g oluA AFzET HuA an, g W= THEERI Ry
(Catalogue Raisonné),old w718 RHESY AR A7 BAsHe 13
= B3l Al H FAF9 E W EFo| WHA ARFOA o A4x
2 o7 A WHNITHE 32, 33, 341D o] Al AEL 19464 AHIE
7} S| E ugA(Herbert Matters, 1907-1984)7} A& FA] 43 ALz
SRt EatEm AAL wlsel 2AEHA FEth of FESE 2t

p

v

flo

144) Harold Rosenberg, ¢l & ZX,

145) Barbara Rose, “Namuth’s Photographs and the Pollock Myth,” Pollock
Painting: Photographs by Hans Namuth (New York: Agrinde Publications,
1980), &4 9.

146) ol GHR o]AE WEoZ ojAe AT AFE E=e| ‘Bz 2Sounds in
the Grass) AlZ|29} I#HAH9] 1946-19499 =& oln|R] A|F=9 {FAMS AR
st} 5U9] uj&u]gr) oA Al PATk(Ines Janet Engelmann)2 20073 &3}
Feavie] e ATolM, BEe] Sou A e woiths Tgaue A
2SI ol B2E SoM 749 APAZ W] et Agaue Hekd Hs4e
WA 4 §lTsl B3kt Ines Janet Engelmann, 99| &, p. 38; ul&ALSHA At Wl
Z(Cindy Nemser)& H|&gH A)7] Azt 53 329 ZF A4S B3l &4
FAL =273 7Y 25 F7F 1A ARES] AREE A €] ook Frtsiqich
Cindy Nemser, 22| 2, p. 8. U[&H&£7} o}A Y E(Arthur Danto)= A9 <F
E4 3]3}(Blue Painting)>(1946)7} E5o] =29 7|HE LHsh7] A A7] 59 E
o2 wA9 &7 FHelgxd ®eltty AF3cl. Arthur Danto, “Lee Krasner: A
Retrospective,” The State of the Art (New York: Prentice Hall Press, 1987),
p. 35.

147) Ellen G. Landau and Jeffery D. Grove, ¥2] 3 p. 100.
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19464 19 A% AR AO0T S ESo| WL Yol =23
e Bgshe A ol & MRl ARtk Mg sFsAel gtk 1
Pl aR2UE 222 HF ofulx] Agze] et SoH o] B5
3 v Ik @ AFSL AEY 379
de TERe W 2 ES9 ARUeE THSUA AREHYS
Aolek. olaigt zr%%-g SRy FRaos £ sptel A 2dH o
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. 227 adaut Agdd 223 248 9 2%
FES EFFHUAE, 22t $AsE A A eekle] HA
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o muy 1o 2k

© Ylpecker)E WRE @it IWE 2R AHAA FRGE EZ
AFe Fe2vY SERAY Aol et 7 Fatolr] ek P mlg

Al W 259 Az, EF P89 FASt] Fxdte H=ol 7H7
149 252 2 78 wsAdA BT A9 AR 43S B
223 Ados AFY 440 dAy 3lrlolre Frh150 aHo|x I
2U9te] AE o|F Ho FES W] A o] ZE9] ZEFL 19404

148) Ines Janet Engelmann, 9+9] 3 p. 38.

149) Jeffrey Potter, “Jackson Pollock: Fragments of Conversations and
Statements”(1949-1956), Helen A. Harrison ed., Such Desperate Joy.
Imagining Jackson Pollock (New York: Thunder's Mouth Press, 2000), p. 91;
19609 2981+ E50] njeA Ay AFs fld F49 de4dE e s &
d¥oh FAPE & ZAH 9|, F19009 °]F9 njgAl REYF, ¥ BEUF, ZAE
REUE,, i3] 9 &3 (K& *ﬂﬂla‘_, 2007), p. 356.

150) HPHPE} e E59] 7}”"”—1 £ uEAAN EE AT 39 A 43S
g3 F53 AdeE QIAG §}7P‘}3‘\E}‘_ A& FA3= 0}‘35!‘4 E—‘_ Z£59 #ZE
OFA S1(The She-Wolf)>(1942), <THA|u}o](Pasiphae)>(1943) & o2 Wi Z=
o] A#Aete] whd o]ARE F Ful FAEAE s EL?L]?I’} ‘a“é# o9 43
(archetype) o]&H4 "*Zmi ol 4PY w& usAY G4 EFE HxFHeE,
A9 =2l A AT 4FS TEF7) TI“H A& XIE/}J, EE 9AF olujRo] &
g3l AoA Ho} Qittx -147]-?5]»“‘11]-. Barbara Rose, “Lee Krasner”(1972),
Arlene Bujese ed., Twenty-Five Artists (Frederick, Md.: University
Publications of America, 1982), p. 59; TW&A0 ALY 2RO FYUSH YA &
>(1942)0] tis, EFo] A4l YRl A4S Futstr] 3 e FFAY ovA
9o} Agtslgicia E7]E 3ltl, Francine du Plessix and Cleve Gray, &9 &, p. 55.
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o LR %?;'— 8449 vetzE FAEUT. E52 19519 219
AQA 9 AE 24 3o diaf “He e AR Aol
B7HRA T *l°ll ‘] it d¢8(authority)o] FFdth AH3
£, olgd 7t 22 ZES A4lY W o2 ol &
AP FoE A o s HEUE & dA4 tEAY Aot Y
H3lsts =g ®olt) 150

=8 Hggol YA G889 AERS BE7EE o8 5 AME
A= FE3] FAEARTHS Jev EE2 = U9 Zdo] oI
1948y, B} FAE =23 7oz Qzte FAE U FAdSE FA
o si7|1= stFen ol AX ALAdE= A7 B dEFOE <FA
(o} HE= AHAAY  FA)(Untitled(Composition  with  Black
Pouring))>(1947), <g¥ 22A(Number 22A)>(1948), <321%(Triad)>(1948)

59 AEL IaF, ToFE ohAW B BHrd gX g3 B7E
Z7te QIZkel FEHE a=d Aolth(= 35, 36, 37). on] ERE A&
HH] o]F Mo EZ-S AHA] ZErhdA 9=Foz teshy <7k
FEHE Z2WAY vy ZLE Alo]22 Fo] flo Al Y 7o FHE
gl ZAEL =9 Helgrlng =29 7}74% P—‘ﬂﬁ} =3 =1

u{n J
flo
dht o

< FI3AFPI= Pt usHErt “]’°] EE]E(Mlchael Fried)& E£%9

19489 HlEebE B PAH axcl gl AL Puel U8 FTE

Aol 7agel BUAE B2 AES ARAssIch

151) B. H. Friedman, &9} 3 p. 179,

152) 2004 BaG2 ofgr a1 AFE FFAA & FAdo] FE AA ) WA
H AAA, fH3tEA] ke A, AAl %‘E‘E— 7‘]“:1'01'““‘] TiaFog 11° 2E FA43
&8 ZEtn "HH °]-7] 3}¥tt. Marcia Brennan, Painting Gender,

Constructing Theory: The Alfred Stieglitz Circle and American Formalist
Aesthetics (Cambridge, Mass.: MIT Press, 2001) p. 267; u]&Alekz T, J, S
(Timothy James Clark)= &££9| =2 7S S 8 48T duA, AF=L
ARA gAglel Wulsl A Aolg AFATIE Aol weEelm wokth T. J.
Clark, “Jackson Pollock’s Abstraction,” Serge Guilbaut, ed., Reconstructing
Modernism (Cambridge: MIT Press, 1990), p. 229.

153) Michael Fried, %2} 3 pp. 14-16.



(2) 429 BF: dEF A=

E5L2 19509714 = =RI"EE FE3] AFsHY ulsAdA ZH4le] %]
£ 38 gAN, 19489RE =2 7o R AHS AL WA ATFL
o 3o dREE =UAUY S REA Y IAE Hoju= APESE
3tk 154 gJEAQl FEL  <EA|(LFU7])(Untitled(Cut-Out))>(1948-
50)2, Fo|E AT =9 =R FFel Ut S 28vo &3l
B8 =21 2 M fjof F2RE Zojti(® 38). o] ZhEA e
FAFL <BA(LHW QE)Untitled(Cut-Out Figure)>(1948) <Jof] R}z
e, S LW F oS goket AxE g vsiglen, steR
Ao 23§ 7F FEHO RE I EFo R FA5HA EEEsty
SFAEIPTHE 39). upA/FA R <IHUAES(Shadows)>(1949), <ZA|(LE3
9l #)(Untitled(Rhythmical Dance))>(1948), <1& ¥ro&: g 7(Out
of the Web: No. 7)>(1949) 5& Z2 AP7] &2 749 &= #IgS
AzZetEA A AdE dEeE 9 E=95 Z}%%‘HEHE 40, 41, 42). 9]
Z-EE0] 19499 HE mhEA AEe] AAENS W, w8 BYUYZ(New
York Times);+ “F438 8471 A E4% %‘l’"*(wrlllty)— %‘Jﬂﬂﬂ
o3 A7) glEees £ Sed AT g Aol W
AdS AFstar REUFY AR nl= mleo Agoz Aot 15101i
E£E9 =7 mkIES fdste Aotk 58 AfEA EEEE B4 H
Bog stHA FAlo olo &S 718l BAE FAE AT AL,
shtel ZHE Yol yeld AkE 840 FEolgta B 4 9l
Z£59 &9 mHRIgA yehd digeE: ARy A4 34, ax

k

lrl

154) <BW7]>(1948-50)2] AL Z=2W HYoz R AFE 9}l Branden W.
Joseph, “Negative Capabilities,” Art Forum Vol. 51, No. 8 (April 2013), pp.
230-239.

155) Sam Hunter. “Among the New Shows”(1949), Pepe Karmel and Kirk
Varnedoe ed., Jackson Pollock: Interviews, Articles, and Reviews, p. 61.

156) m]&Aberzl A} ZA=29HLisa Saltzman)® ZE9] <2 #UY7]>(1948-50)9] ZE A=
T %3 7t ofd AEE wE 4 A wETh ZH3t) Lisa Saltzman, 9o
=, p. 561,

49



19509 oF wASE T4 HEEL EZo| A AFH ofulxlo] A
Fas 279 AZjekE shEE QUoh1n) s @A ko AlE FAAEL 7Y
o Al AHE e FHAES St AT Eokd Aol A9
81z} u|g} FutR B AY|(Mirra Komarovsky)= @A AHE o333 H3
ojF m=olA FAT o] A7 FEHA ALl wster FAll, ol
APl Y ofgte] Fb a7t PAAS odRitin mkThi® e
A RS ALl AT 2344 I AlololA &t LA =, ol2d
AL Ile] AARE SolES YEUTGE Bep1) BlRAARZ ule)
o &&3t7l A @449 +32 A A 7 v dig d-
o Hojg LS slgi. BRE 0 sste] Aol A8, i
He] YA QB AAS vlekRi ASjE Ae] Tw9| Belzhd) n2E
713 SkS Aot E52 Al 93 Wi{E $3 Addo| MR A

T LAm, 3AY E3 19809 ARelN LRAcke] Boo] “u% EE

o BAo] B g Lolglrk" B;k ul QIrk160) EY FEL ‘A o

A ofzt Eo] TR SAke} ofle] ZAMICA YA B Mol
= grhien olejdt E5O) Aleld YL wEtSel 733 =9 HUPe)

F8d AT op7t2 =9 FY ouRE fAISHY $=RtE ).

22 HoA, £59 =7 gl Hgk A7 o FHoldd
T4 F40 EAE Axg Zert gk 4 A SgE et
E59 AL uleA: A JA <tolA st sl FAAd LAl
A e Eol dsd A S aEe A, & AL FES A2

S
=
A, 28E YRR oAZA ol AAH VAR AF81%0}.162) HX]o] oY

157) Ellen G. Landau, ¥9] 3 p. 214,

158) Mirra Komarovsky, %9 2, pp. 295-303 &=,

159) 9J9F &3

160) Jeffery Potter, 92| &, p. 129; Barbara Rose, “Jackson Pollock at Work: An
Interview with Lee Krasner”(1980), Pepe Karmel and Kirk Varnedoe ed., %9
A p. 47.

161) Gail Levin, ¥¢] 3 p. 288.

162) Ann Gibson, 9re] &, p. 153,



A FASIEA] ¢k <o)l(Woman)> AlEZ2E AZYY €3 & FYxA
AR ZEE B EETE163) o] FRit EFE “YolE = Qi o]
uz], ARl dolE& ZAES WA T bt Qlrhi6y B3| ‘A&
7t 299 94 e dAR o4 srtsol A A EAE oS
FAAHer wAStE BHE 94 eSS AEe 24 "vE-dER
(meta—narrative)”, AU} FA402 FHIFrhal AqZi} 165 waty E5
o] = #QlY g Zh2dlo] et AE A2 & HojA] ofE9] A
Bo2 TrE 9449 71RE tHKF FEAPIE Zolglth. g B4 4
dolgte digeso AlF #$AlY EAo] vlEy JEAs A=t -r
A wf, LA 442 AZA =23€ i vebd ZAE F4olet=
Wargo 2w A7 E 4 QUch.160) o|3k WA die H[FriGAd 2z
3 93l2HFrank O’Hara, 1926-1966)% Z&9| flZalF3E =9 #elg
o] #YstA TFE o] whgoR et 59 FAAY R
B7tet7) = 8hgirt.167)

E£52 b ZEE e 2eF g2 BYET, ol A
o] SIXE FZstaA P ALSH &7t oo JRIG Wy 45S WHEE
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i gt
S AFF U ot AN AFHoE THHE BN Y
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163) 919t 23

164) 919 4, p, 5.

165) Fionna Barber, 9+9] &, p. 181,

166) HA=2 EE9| HEFTt 2 4SS U =4 Aok Y 19 ofFHeol %5
& Bk & 3 F+ &9 £&E ¥t} Brandon Taylor, ¢9] &, p, 113; v]&Ak
32} #WAEl RZ2(Benjamin H. D. Buchloh): ©lEa3E ks Fojio] tigh o
&2, 45 50 94 R Alstet 22 AEstE AgEZo £3), 4FF =2l
Aoz w5t Aozt A%3}¢tl. Benjamin H. D. Buchloh, “From Detail to
Fragment: Décollage Affichiste,” October, Vol. 56, High/Low: Art and Mass
Culture (Spring 1991), p. 107; u]&A}erA} HieloloJu H(Briony Fer):= ZE29] ¢|E
g7t ZHYAEQ Az (opticality)ol]l ZAE W EHeubd 9zt vlq-siict
Briony Fer, On Abstract Art (New Haven: Yale University Press, 1997), p.
106.

167) Q3let= Z29] 19409t TollA 19509t = FAbo] vhtiste] LAFAQ Ao thdk
A7k FHE[ew, ojRo] A7t dlgrt2A 9 AotE: WHAT + U= TheE HAT

o} HQfr} Frank O Hara, Jackson Pollock (New York: G. Braziller, 1959), p.
12,



Bobw}, AlE sl $-geEe dart %—
19499 Tefolz, opo] QAEFolA “dotE 4
M =B L ESO| AFL TANTF J|mA PAW, o|F “PAke
2% Uehpy) ldoletn agsEd 18 AR ekl w3
24 N&e SobAY S BT & BB AFE 24 AN U
4 NG FASUA 2ot Aeiot 24 WS AA TAN1Y kS
AhHoz BRThI E5o| 27] = wege A, o]AE FEolA
o Ad B B AW, Felt 2As BAW HE § A2 34
2 st AZE AsSIE stgdnh. Teht AR AFAL ouAE B
A5 A W) go A 2ol det AE AR 2
10 ol AES] K] T FHY 7E e ANFT ol F3ILA
g NS welTh. B 19514 o]F EAHom 7
oFoNE of#t3] HHFES Jljel $-35A Tt Bote] g A=
oleit Weel olsh 4 Y1

Fgaus olejst %] $10AS LalT qEetre] U, BEL
FAR olnAE oEsA ehgrthm AEstm 19 ‘UM BprHAction

168) Steven Naifeh and Gregory White Smith, ¢+ & p. 591.

169) Claude Cernuschi, 2] # p. 129; Francis V O'Connor and Eugene Victor
Thaw, Jackson Pollock: A Catalogue Raisonné of Paintings, Drawings, and
Other Works Vol 4 (New Haven: Yale University Press, 1978), p. 251,
Greenberg, “Towards a Newer Laocoon”(1940), John O'Brian ed., Clement
Greenberg: The Collected Essays and Criticism Volume 1 (Chicago: London:
University of Chicago Press, 1986), pp. 30-32.

170) <L&3}4(Galaxy)>(1947), <&FAJ(Comet)>(1947), <¥re] A= (Night Sounds)>(1944),
<gFo] oH|(Night Mist)>(1945), <¥37<Ql YH(Electric Night)>(1944), <Wle] R84
(Night Dancer)>(1944), <%¢] 9J4](Night Ceremony)>(1944)2 43} AlH|Z2-89
gt wj&& Hkgslktl Kirsten A. Hoving, %9 2, p. 82; w|&EAER C. L. ol
(C. L. Wysuph) o8|t =3 #q1go] ’H"Jé ol 4 JU=F = EF9 AAFY
2tx A9sit}. C. L. Wysuph, “Behind the Veil,” Art news, Vol. 69 (Oct. 1970),
p. 53.

171) 19529 £52 fHol HE 3% 7 FRA £589 ZE FdAE Jd &
Z4 2472 (Alfonso Ossorio, 1916-1990)oA4 & XA EAZFoz JFAlo=Z &
ofzt 19 “HA EF £oli7I(Black Pouring)” AlgRo] o3 “H]EAFE —JXP
(Non-Objectivists)g°] AH4le] ZE-E EH|T A olgty olF $23att. Francis
V O'Connor and Eugene Victor Thaw, &9 3 p. 257.
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Painter)’ 2419] AR E 37 353t st¢ct. 19509 o]F &5 2Fo]
AR FASEEA a8 as 3ES “Z3, ek IRAYEe 2A
oA EE& AXHE AE AH aF|e Prh1) 3 AHfAH= EF
9] ZAEA AT = U&= oAt Bt ZHES 1945W &= #RIY
o] 2A3E]7] Ao A& <Agol= ¥5H°] U tHThere were seven
in Eight)>(1945) slipEolgtar Fxstglon &0 AlFo] A A 3
Ao A2 E & AL ZAFHA FUeA M=, ZEolA AE dFH
F2AQ omAE &= AL EVFssitha dAsTHE 43).173) <ogld
£ 4ol YAt 1945)= 1945¥10] A=A, dFo] 19430 2Qjo]
FTTENE A AR Rolth174) o] ZEFL Efo] = Y| o]Fd
+ B3 {ARE QIZF FH9| oA} a8A AT, 1 9ol € &3
o E717t AW 7IRAZHA 7|£9 A 245 TS AR YE
ot 19409 o] E59] = HIYL 380 E 2A4AR RS st
7] 1% 9JA|7t wkgEe] glglen, weAtstal g2y F41(William Rubin)
E3 59 =29 7L FAAR ouXE ZH7] g YAARID e
A EUe Ao2 FZEE £ k1™ ol Ad FAYI IARS o),
=8 7IHL 983 7125 AP F9A Aojrt.

olg|g PF¢7t EF A&7 FFANE Fld. EEL2 <aE H
o= gy 7>(1949)9 Y =% 1A Uto]E(masonite) EHOA Q17F ¥
e oo} QIFe R TrE7|® PN, oAl FAFQL oA E 7F7] 9
3 Hojd EHS oS 253 FEHE PhE Ao R HQITH1) Eg <ogo]

=

172) Norman L. Kleeblatt, “Greenberg, Rosenberg, and Postwar American Art,”
Norman L. Kleeblatt ed., Action/Abstraction: Pollock, de Kooning, and
American Art, 1940-1976 (New Haven; London: Yale University Press, 2008),
p. 146.

173) Michael Cannell, “An Interview with Lee Krasner”(1983), Arts Magazine,
Vol. 59, No. 1 (1986), p. 88.

174) Ellen G. Landau, %9} 3 p. 150,

175) William Rubin, “Jackson Pollock: An Artist’s Symposium, Part 1,” Art
news, LXVI, (April 1967), p. 15.

176) =& ojAo] A ZEoHA =58 FAIE AAslEe A2 2t E52 <aE
Hrog: |y 7>(1949)04 AHA Hol HAHE HAvo|EE QI FALE Ho| FRo|
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AFol Yt (1945)% A SeBE B BA o= P4
3

N S P
AR G Aoz Atk FEeRE A AL 19484,

e refolz,slo] Aetiop A L2difelike) OIUle—t— Y4t 1
q3
=]

uko 2 %hﬂ (194902 E?é}ﬂ tﬂiﬂ} AEES JEHE % Ll LS
Hol EEo] o] ZEZES AWzter ozlttn ®HJ| A5tk EI E52
19499 HAAE BlEeS APRY AESE AR AAst ZEe] dig
349 ARE AEFARE, 19559 UL AjE|oA o] FFEES THA| AA
g o ‘aF grer’, ‘el § FAFR AE v &5t o
£ JAx E50] A ©& guE Fosta, ol AE Fa3 /K=
YA P QA2 F5T 4 ik 195640 EE-2 ZHEo| vERd
TR 245 = &, “dEEY AY 7I3to] ol A& AP,
1 F W AU A7lE A A AF3|E Fc178)

3HH 1947-194897% E52 4FulE HIEE FAEFY ERE AME
37] N&st Aol AL Hrh. 194740 A& <A Cathedral)>(194
7), <&1’d(Comet)>(1947), <FAH(Lucifer)>(1947)9} 19484¥ A3t <321
2>(1948) 5ol AHEE 249 ¢RulE HIELE =Y HEd A& I
o] Yepd ZAE nF 1F ALEHIEY, dFujE HRIER Q3 FEAE
= oA wek ZE9 iHEQP HEo] HIlE AP k= 44, 45,
46), ATt olg o] AL L 33l TRE $EFoz WIEHA wWESHEA

1

P

A+ dy] & ¥ & ujojo(John Bernard Myers, 1920-1987)o]A &3+ <l3o|z}
2350, o] B0 H AL HolH Hio] e Wea gl FatolRe
2 xolt}, John Bernard Myers, Tracking the Marvelous: A Life in the
York Art World (New York: Random House, 1983), p. 105, Ellen G. Landau,
9] & pp. 208-213,

177) Ann Gibson, 2] 3 p. 5.

178) Selden Rodman, Conversations with Artists, (New York: Devin-Adair Co.,
1957), p. 82.
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A
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A& RS AT £ obe tARE ZHE dEst AEAR
stodg o A APE ThestES AT BR E52 2@E U
ojZ2 WA Y Wi HIZV|E Stgow, o3 YUutAE(impasto)
78S AMse] mele] JAH, S44 A9E FEIAES A S50
2HE AFT ARG Fgel did shEAS BEE 95t o A%
Ao =3 wRIgd] Fod o344 71%E AYHIA =H32 AT FA
of ZFo] FAHY FA W, 54 EAE T AAHY 845 FIs)
1A Y 59 X FE3] B HAPe] L= YEgT

u=e] SR 2 vles 0] AYEE B4R B A2 S5
g GAby Fdo] ghEold Wolglon, 1 =g Akt FA B3 =
o W wlE7EoIit. E52 &% AMAlY] FuelAe] ek, WA svtE
A9 ZAE fAlskE ER w9 Al Tledt ZHAIE B3] Q14
Sk 2 EX "] B89 #F, =FA olulA, FHA, 94 3t
7He FASE BAske ASkE uEhEA, 252 A Al AAle] wt
3} AR AR dEAE AE AEOE o180 E= i B
o] B9l gzt 1950 o F AL 4dE FHE I5S IFA A
At 53] 50| Hal 43 S|t EF|stHA 2t B vl

ot

(f

i

)

179) 2 E ZAEZH(Robert Rosenblum)& & 20| <tjAdJF(Cathedral)>(1947) 52| &
oA &FujE HRIES &8st HWo a5 F8 T rES Y=gty B
WA EE5S v|= ‘384 odk(pictorial heresy)” 2.2 H|3-3gF v} Q). o]|gh WA
ZE0] ¢Rulw HUEE AT Hol sl F2E Hl=F4](Claude Cernuschi)= &
59 =9 #RIgo] §A3 “=A8Hiconography)”S& 7HIthal B7hstglal, Betoljb 2
HE<L(Bryan Robertson) &89 zhFo] Fol2lo] AulEo] ofya}, ooz 1§
I e FdFuR 3 AF =Holzgkx HUI5IYtt. Robert Rosenblum, “The
Abstract Sublime,” Art News, Vol. 59 (Febuary 1961), p. 56, Ellen G. Landau,
oFo] # p. 17994 A¢l&; Claude Cernuschi, &2 @ p. 137; Bryan Robertson,
Jackson Pollock (New York: HN, Abrams, 1960), p. 37.

180) 19504 o}F E2e] AF Axeol Zasty Hrel AAE YowN FREL Tk A
£28 of7lZE slate] uzAl Aol LEWT SITkT e, 9 w4 =
FYE o] AV T DBAYA AR AEH G 2T e AR AR
= shgict. oleit wEolq 19561 2o WEATE AP W 1) 4 E2ol
Ad AMelAel nEI AXRAZ|: 39t Ellen Johnson, “Jackson Pollock and
Nature,” Studio International, Vol. 185 (June 1973), p. 257.

181) 1950 Hlg] ut&A oA G 59| npx|gt ARIANA a9 1E ‘&9 7}
Z Hao AA” g FrAEAR, (s B2, e £59 ZE d8) “doely dfus
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A EFag, QA Ao oA3t= 19 AF AFFeE 9% v 1952
d AYsete] Ak FA] E52 AEA AAT 5= U= ZEo] glo] tiFE
19409 & AR =9 HRIPS thA] FAE Fube] §lgict.182)

AEA AL AR FA HEe EFY FAFA FAAT 74l
g Wi 249 FEE ®HSHE Zojtt ol WA A7) obl&E7 o
gt ST 7RIS 4 Hdste dEdl tig A FES AAFHeR
Hogo 19569 A7IHAE (9449 7MY &¥HAH(Woman’s Home
Companion)) A= olFd =Eed IS “B53F  IKIFY

(insubordinate individualism)”2} AoJs}x, Fofj b]=ele] EAo] Zo|
Hjoj= Zo® HITHISY) matA EFF9| AFo| uvehd dEH AS=
3719 4o AAFeE HAFE AR N = Q. 59 A57]
ZHEFE AEE Zldiel 'k B33 A7 AbelolA ZEste 371 HS
ZAFo 2 wkgsta gl Aotk A=, &Y HRIFS &Pl 33
849 AL AYE Y5t 7o DEntE LR HAFE AL
2 A 4 gt} vHto] Wt EF9 &Y HRIYE usA 9 A 9
Al Yolld 53t ded datsoln, ollo] AEae| #AYL olF Z3lst

<dl Ex3 Aol

2. g F2: 254 AL EF

vlhRt s ge 4T oy BEAR, et ol AU AN 22
g4 g 4 9,1——7}‘?” gtz Bon .J—”.L/}Jg =Wl Howard Devree, “Artists
of Today: One—Man Shows include Recent Paintings by Jackson Pollock and
Mark Tobey,” New York Times (December 3, 1950), X9; Robert M. Coates,
“Extremists,” The New Yorker (December 9, 1950), p. 110, Gail Levin, o] 2,
p. 268914 A&

182) E5o| 74 v|&AddA FUHA FES 50008 o4t 7HFow #AuiEg 4= 9d
7R, RE 19509 Fut o]F AALE Holrh, 2o FIF FE IYY EY
21]2A(Tony Smith, 1912-1980)= 1950Wdt] A% Z29] A7t £UL 260093 =4t
of x| oFgkrla 01;1§E1:]- Francine du Plessix and Cleve Gray, &9 &, p. 54.

183) Louise Lyndon, “Uncertain Hero: The Paradox of the Amerlcan Male,”
Woman’s Home Companion (November 1956), p. 43.



1) obie] w24} ®RolA HolE3 FE oJvA

P2 q#AQ] FE ZE ovA A2t FEF ZE A ZA
£ g X &5 2 13 Fhe] Byt A HARESAY E59 FAE
7} diujEo] MgEoigttt. a2y o] AFAE 3 E ovxet I
FE ueAtA LAY &7 FES U FFEORE Frhdorgit.
Ag|z2E dAR FHA7E oA AT FEE 2L FAoR ®
3t AAPEAE HAFE FEFoR qAFoH, 1499 il BAGT
st fdjae] £33t £ Fud Ao R FAE7|E )18

sy gE omA] A2} Fere E57H9 AE oF AT &
FE5 3 WHAY ALA g1 FXY 5D FEEYS AE
o 37} BEY F& FARA, 2 1Y AL T3 wAA EF
9] & RWAERA 1 H4FAS AvEE A2 ZhEd uprt ok 53
FPAYEe T2 APV B2 o AP FEFES WlEged, =
Alg|ze] B¢ EF9 ZF B ol 19519 JiQAe] £F¥Y A4l &
FE9 QR ES st AT Aol olye 5L F1 HuyE
HE7tE2 g2l gEFE G FES AZA FEn FEse
“Oistit”, “dl&d £ H(artistic housecleaning)”, &F9| Ao Higt
A" o2 vR3HHThss) aEu obA JAFFR0l, ol WAler &
39 HEVAIAN IPAYUE Eefdtee At TEAQ] At 4X
et} £3] sy Ak FAREQ] A% BeEE 3o EA P AES

v

M

ek, B2o] et duiets BRS ANEE PlsEs ARs 2
& AL YL TUOE FAAPIE Aol

ZE olujA] ARzt FEbF AlR|=e] 94 E539 AT AF A

gt Zxlo]3 Ho]E(Mosaic Table): WA AHE HQvl Q. ZAlo|a

184) FAFQ AFAH+= 2 =89 45 2 F=,

185) Griselda Pollock, ¢Fe] M p. 278; Barbara Rose, Lee Krasner. Retrospective,
p. 76; Ellen G. Landau, “Channeling Desire: Lee Krasner’s Collages of the
Early 1950s,” Woman's Art Journal, Vol. 18 No. 2 (Autumn 1997-Winter
1998), p. 28.
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HolE2 ZE3 4E% o|F AGo® HAo &&3% AEFY & 0}‘43]' =3
Y2 2E ZAF F Us Al &8 A FAFo|e stk FolEt
ZE39] 35 A 7IRE B¢ 229 2RSS ALHL A A
Ao AHol7| wZell, 1948 A mAtola HolEY Aed S4S
FAHez Aastarzt gt

P27 E53 A BEs] AFEE ol E5S HIESA 1Y
o BAA AFote 2o EZogjty szl JkE ' IS0l 1Y
7F AAof| FosleE Z3FgolE EFstal ALY HA| &5 F5
Zo]A] okgkthi86) I fiil ZPAHE FE JUNA AL, IH 5 &F
fe Aol &qRe ZAEFS AFstirt. 2#Ade 50| 1930dd T
WPASA Z2AER AZAPH HAo|=29] 2Z+E, F2d {3 AR,
o|AE FENA P 2AFEE, 2IE F AAA €& + U= WA
E3 o2 A9l 24, 2L HoEd 7o AAZ A =2 3 o}
Fo R&ste] mapo|laz AZslict187) HAlold= EE Egow o
39 A9 Hol& FHZ A= el HiX|Fo] QIirt.188) 1948 A
2 2Aola Holgd E onA T He &9 HAL Aol AT
oA gd&l (24 F¥o| &7|& =l (The Modern House Comes Alive))
Are] &t o] HA= 33}, 2404 S T2 AW ek &
AlFo] F82 AA fiioldlern, o ZArie= diFEE UHEHIFS HAeHS
th189) A HA] FtEREINNN FAH9 HAo]A HolEL “RANE W

186) Barbara Rose, Krasner/Pollock: A Working Relationship, &4 9.

187) Ellen G. Landau, Jackson Pollock, p. 174; A= o]AE WE FHo &7}
227, 2ol Y, 7, SOl AU, 2% 5 AU YHE 2T, 2
JArt mAolIE B ok B2 AN enASS st Rolt AU sk
g, <238k=>(1947)¢F <AFAYE|(Sea Change)>(1947)°ﬂ AZE, <ut& &£AS(Magic
Lantern)>(1947)°]] £ES <A 4 Zo|(Full Fathom Five)>(1947)0] RFET &E,
&8, B T4, 4, €4, #Hu, 4, BA Fol zFEUeH, o3 HAler v
7h AR ZrEe Z@EE AL 229 FFS WS A eE Bt Barbara Rose,
Lee Krasner: A Retrospective, p. 59; Ellen G. Landau, “Lee Krasner’s Early
career, Part Two: the 1940s”(1981), p. 83.

188) o|AE JEOo R o|FF AT Ftol: 77t REJ] "o ZAAve oA 7
EEZS IAF wE7]= Pk Gail Levin, &2 3 p. 250,

189) Ellen G. Landau, ¥¢] &, p. 83, p. 89 F 37 2z,



(morning room)”& AA5l= ZE 7lH|alg]o] <EE(Blossoms)>, <38
(Roosters)>, <oJdl $=E(Cockerel)>d} A FAAQI 2E% glo] “gAt
t AE}l(Alexander Styne, 1940- )o] TjA}QI3t Hlo|Eo] AW A" 20} 7]
A=lgict. Ao mRola HolEL AFAAQ AW sHEI 7 FA|
Elo] A3 dig ZAFoR Holx o = YA T 53] Fost
Az, B JFH08 ZAFS Bujsty] A3 =A% gokrt190 (78
Jd= Ef]B(New York Herald Tribune))2] AA| gRolE A2
mzo|la HolE Abzle] ZFE|Qom ol AHFoRE fiF ujHle] A"
A9 ZHgolgint. B T2 AY] E59 = dkIgIE: gxFeR
a9 A 3TtEAQ AT ofllEA9 ZHRFEQ] BAESE &S
Z o] 39t

mzo|a AL olF FE ouAY AR Lz} e FE
Aol wid Fo A FFE FUL, IPAY AARE ol FIFH
£ Az g ojulA] A2 fj#AQl ZE2l <H2(Noon)>(194
7), <Z7}81Z(Shellflower)>(1947), <{re] 4F(Night Life)>(1947)& gh-&
NS A3t 22 Adoly {71ARQl Bfo] shEFo 2 A HAE
-3 glow, E3te] Hzto] FEHATHE 47, 48, 49). 1948-50419] &
£ ouA] Ag|2e] 37| ZEF2 B} ZE|adnd 2471 FHAEAE 4,
A+, A4 e AH3] FAlFeln, Ao Fugo] HS FRES
tHE 50, 51). Hxg o R fcujdstA & ovx|9] sHS | =
gk 22 EFEF olE FAlSH: R 82 EF9 =3 mkIgAE
o ARl AFE 7RIt EE oA AlgRe 2¥F EAL o4, of
29 olujz1E Z3tshe SHo| Qlolth. BAola EHolEF tEe] HE
oju|x] AlF2E [t XX Aggen, a¥WIE 57 IHAY
& HEFS g FE ool diF] “uf> £}, o]AL L (cooking)o]
o}’ ek Hrjgct.192)

2

190) Gail Levin, o] 3 p. 255.
191) Ellen G. Landau, %&9] &, p. 85.
192) Cindy Nemser, 9] | p. 91; gAY aHHZI} o]F AZZXE olofr|st Ao
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e B2 FER U BAS FAAT =5 ouxE A
Aol ZEstgon, g nlaAe] AY oAe A% £ W I ofn)
Aol et AW Az oA Bk AE, ‘ol AE & vetni
A AR Zelth. BEF WA Foldt 194949 (A&7HS: WA of
0y AAIN ZRsde HE oluiAe] that B e=A FAL o4l
B2 7=, Bb guY ggde] 2usIE ol ojuxz AU, ¥
2 gzt gRES =AgoR PAAA ololtels ATaE wh, of
gEe Az Be Mol Ruwng thEt 53 23 gagoz a7
AUE Ae PSS WA L 94 A3 FAEn” 3 Hrhstgch
E3 TolE RA,0ME o AN “ZHe ol E(lttle wives)"o] 159
BHE, GRS 2% 93] oW $Aos AYPSHEAG RejZEchy Pt

S k190

% olule] e Flsket 3 qm de AUy o= har
IFgAY7E 1920-1930¢ o] = E=g|<l J_} ZF9](Neo Plasticism), ¢
AEolCubismiel AR B4 F 4 meUEe e gast s
5514 QelE WL Aol ol 2 B89l £ AUde DA

AAEEA ZHEe BAF B4, 2AY, AF A Zolrt FE oln|R|9
F8 I 848 F4E0Y, AF AL bS5 A3 Aoz FrHER
t}. 3HH ujEAER 2HE FA(Robert Hobbs): & olu|x|of ubehyt
A5 vjdo] sl “Fotd(domestic craft)”’2A] Aol 7159 %
= 7193 ol WEE ¥ 2o, g3y ARE A2 ol A 3
SOl At GAES AT A8EY 7HEA Aol oW AE EdoA
71013 £3518 AIER WI|x §19r}.19)

4099719] 2 olu]A| Alg|=9] 2+ U HYA|E REL o|AE

2 oAz, a¥WaY Friet HER uRolE o = IH2rt ARSI, IgHes
Aol ot EA Y HELUE {AISH: Ao WHEPY AoE B

193) Stuart Preston, “By Husband and Wife,” New York Times (September 25,
1949), X9, Gail Levin, &2] &, p. 259014 zJ2l&.

194) Gretchen T. Munson, &9 &, p. 45.

195) Robert Hobbs, 9] 3 pp. 113-116.
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oA FH2H ARHey nZIRY JA, AL §9 324 Ao
shte] Aol 196) I A= FE olu|A] AIRZE HolE o 2%
A AFZ] gzol 2E oA 27]= A2 90AlE sttt 197 uwhet
A ZE 3712 g8 AAA 2FYe v1S SEARE E59 =9 Y
= wfe dix2Feln, At WRE FAlst=t #$ &olsiditt. & ol
Ak AE E3 ZHFY] 2AY 8 ol £Fo] AHAHE “Fe oA
(little woman, little lady)”olg}t RASAY 14y FES “Ze 33}
(little painting)”gt3l H2 floA= dT/AJo] X QI} 198)

3 B ojue] FAW EAT 2UsA THE AWe 9] nja
EH|(Mark Tobey, 1890-1976), B &8 ¢# EZ(Bradley Walker To
mlin, 1899-1953), o= 2RIFF2ZE 9| B4 V59| FFIM= A
SHA Uehur)= gt olejdt AEFS AR te AEA =S &
g3 BFZoAY 4713l FelE RedE rhEo] vla 1 S vl
4 He BOIRE, TANLE FEo] e AT AT G4E 2
A7k ‘ol obE"el ol5L MAIARICHE Hrlahedrk199 et Feha
Y7z} o8] oleElA(Henry Matisse, 1869-1954)2} 2t g|oto] HgkS vy
3 WA, A, vhehde] QS Fa AN BT W 9N AFW
Feave) AED uSE AL AR WA HEY AEE F2 oF
< AQY AMzxE &Iy, s, AR =3l FAEF9 Fa wWhE
olEtt. 19409dH FRF I=L vREste ZEG, FH, 223, whd, &

Y5 ge RS B4 I gulg Zashs Al gt sxu

o] A4 AFBTE, :
2 5 92A A9 9N B AH Y AATE Y WL
SRR lo|th200 whel A Ao E ofmlAL mr) Bhe Mxo] AN

196) Ellen G. Landau, “Lee Krasner’'s Early Career, Part Two: the 1940s”(1981),
p. 84.

197) $1¢] &, p. 84.

198) Anne M., Wagner, 2] & p. 135,

199) Claude Cernuschi, 2] 3, p. 226, Ann Gibson, 9] 3 p. 10.

200) Hans Hofmann, “The Search for the Real in the Visual Arts”(1948), in Sam
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&85t BAL BN 222 ARE § By ohlg, 7|E9] 2Rl
3 HolE#e A4S AN £2FF 4EE FrIAESE @ fE
olujxl= EH|, B9 ZF vj3 dAZ 7IE, AZ 19Ert A |A o=
22 vng 2 7|2 AFEch B3 AL 1949-195090] A=}
g <A a3 £9>(1949-1950)2 PFo ERo] Y outd 7 A
3 At g omAE, BAtola HolEd} JH9t 7] BFE FUst F
BAHA 9F BAE Zerh
EHlE F2 duE o83ty FES A, 2] H9
qtdas Fa wH2 &&sgct. Evjgt IAe] E oux] BFE F
stRo Awsta AAIgE B8] 7153tEE s, AR thE Mo] F4o]
A G=EE T 5 Ik 1Y EH|Y FEFL wWEA ARE FHHE &
g3t sl "HYE &3S EE39AT A2y FE onR)E
Mol oupd S Fa BHO I RA &8-S Axsigoen, ol
Folg|7l shite] Mol o] oL Ze fElEe Aol Frch Ed
A 20l FHL opde] Feo] Ta|A FAIHI AFZo] Rzt B
o A2 FEL =T AP] AT Wi A Bolx|gh uixe] &
£ 9=, ZFA & FAF] E7= & Aol7k Ut
& oA IHP2YZL AE FFRA 1946-479 AZA ALAE F
335 Tr)ste] g3t AFE Ho FET davt k. 32y
L “3 g3t BE(Grey Slabs)”olgt AAE ZEESS Tr|slo ZE
olu]RE AZste= ol ATEsATt AAre] “SA JFzg #HE”L 100
AlE] o3| ZE oJu]A] A|gjx¢} vHlmwste] HlwA F Alo]=Ro| ARER,
A o]l <oju]x] FH(Image Surface)>(1945), <EEM 3]3}>(1946)
o g~ ApHlo 2k 3l 7bedt A AES EFSTHE 52, 53,
54). o] AI7] AEFEL Y E579 A& AF 75EE gAIFolA H

iAWY A2e AE, Yoprt BEe| 7 AESN we Izt

-

3

Hunter, Hans Hofmann (New York: HN, Abrams), p. 42, Ann Gibson, $]¢]
p. 252904 A&
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488 QAL VAR Tt ZAAYE B3 W) o] AY] AEES
B Wt BRS WAW F, WA Ao|2E FA4A B oux A
galgde). o AolH AHF gz, HAdE B23e] BT oF Tz
AAle] o] bt daAel RS AASEA SrtzAle Aots o4
ol ohjeti st &4oz EUNFITA & gt

(2) 29| AAE T AR FAF A=

195395 € AZE A9 FEpF AR BAo|F, E oH|A] AlY
28} npR7iRR ZZ24AQ0 AF RS 233 =7 E ol&sHAY FH
£0F Fo|, AS A1 A HHES Gty ALAshe A2 BAo|
a9 FE ouAY 2FF EAoA ZA RHoluA g=rh. a-MHATL FA
A s7tE9 S FEo) AR 7IE HoFd A g st o
g8l YIME(Esteban Vicente, 1903-2001)= Zat&7} B oz AUg}
9] 7HAE 7Htka BEA, A4l FEte= wAE o83 “BY 7t
7(gardening)”¢} Zrow, ZHAA HYPO AHEE HGITH20D o] MWt A
ti3tE gojz A9 FES vl R AlZo] ¥igE e g Wil
FARg FPAH9 FEtpoa FEIof & HLE EF9 T2
AHdH o Fepgo] ZFEYoh= Motk wetA IfA4Y gk Al
2= FAE9 %A (authenticity)o] o] JH3] ==L §lr}.202) <FA

201) Esteban Vicente, “Collage as Painting,” It Is 1 (Spring 1958), p. 41, Daniel
Haxall, “Collage and the Nature of Order: Lee Krasner’s Pastoral Vision,”
Woman’s Art Journal, Vol, 28, No, 2 (Fall-Winter 2007), p. 2594 Agl-&. H]S$
@ A2 A=l Tepisl 9A B2 BAY st s 1ust L7 2 I
S vexs} 3 ZAor Zrt oA o] dig tAHQl #Ho| SR AFEHIT
L Aot} Ellen G. Landau, “Channeling Desire: Lee Krasner’'s Collages of the
Early 1950s”(1998), p. 28.

202) HEL FYAUY Fepisl BES 2USE ofR e RaFAN REsE, aue] &
Fole & °E rHE 2HAN] Jokal AH7hEth Authur Danto, %] 3, pp.
36-37. u]&ALE A} oyt Ho]H(Anna C. Chave): I#FAU9] ZatF7l A3 E29
JPAL gugtiy B, Al 1ed GEe AHAH= Aolth. olHe] 9
SfE 20| god] Sele] Rago] Aehart Asz EB0] BadE Yt AU E
Wob £ 3} Aole] dgrbzAe] "4 e He(transsexuating role)’o] Aofsrt.
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(Untitled)>(1953-54), <& (Forest)>(1954-55) 52 E£&9] 19504t ==&
9, 19519 ZeAv) Aol 2EHLE FESS Wolshe] vk} U
E R Zog I FFo|tHE 55, 56). E3H <& Y 1(Forest
No. 1)>(1954), <& 499 2(Forest No. 2)><1954), <ZF&F
(Collage)>(1955), <diHzE] Z=42|(Bald Eagle)>(1955), <Z# EH(Color
Totem)>(1955) 94| B2 S2ae o AMcc] Hastn Tefiust
E22& gt Zo|ti(= 57, 58, 59, 60).

B g Teavel Zax Azt B2e AVl dheshs
EAZ, 1950dd] = HAIE A 5o gt A2H, 3343 HAtolzt
< AL FEstaA ok o3 717 &l dREY =299 {3 F
Fol AFoE AN ARHe FA FAy, IH2v= 259 =
stoll weld HESS mol A4l WolE HEH A 2ehrd AL
o ot Fgar Belg g7 Aolnci: B2 Ane wwsisX
oW, FA] Yo THE ER ZoT WEES & 2
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9] H=E WA FrhE 61). 52 Z £Ho2 A FoUd 2
oo A3& £B0R S JloH, O g2 A I5S Y
FRIeR Holws 3t EF Y A2 FEhFd ¥ EFFe
Y RS @A 58] 19559 ARE EEE <FA
(Untitled)>(1955)= A3} Fol7t Bk A3 7457 RojH RAEHGY, F

’

Anna C, Chave, %9 3 p. 331.

203) Bryan Robertson, Lee Krasner s Collages (New York: Robert Miller Gallery,
1986), p. 9; Brandon Taylor, &9 & p. 114.

204) Cindy Nemser, &9 2, p. 9.
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Abete FHIR A= B3 E59 =2 AYA AAEEA A
olgt= A 84k A FASE] AHE A5t diAl FE] A
gt Az, AT gsoAA g2 Fol, A 2452 AF B4 E9F 3§
A5 7MY Q2L 95A4S Adet. E2L2 IgAve FHFE
OJAE FEQ o]2EqA AEE 1 A4 ERjo] ZFHUTHE A
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FA A2 git.205

FetFol= 19509t E59 =2 B ol Ayt 5 A
of ZFEd 19519 & 3 o] YA EFPA FE=C] A 2FEHG
(& 63, 64, 65). A= 19819 JERE T3 Fehso 23E A4
ZHES0] B2 BuiZtE Azt AAENE AEel 1P|, ol A
St AL Pt 27|ataE] gP9]o|r}.206) of7jof|= ZHE ofto= AT
S WA &S UE, FES VIS 2R &3 AXEHA ARFSHA] ekokd
147]9] #-Fol| gt 3724 JiQ1AQl SEe] FFERSE Aotk =t
ZE wujel 0] RART 37249 HXE wole H 42T +kE A
4 ZAEES AR IstEA G Aol E HEsteta, FAl S
A 59 EAE Axshe AL P27} gEFog Al IR A9
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205) Grace Glueck, “Scenes From a Marriage: Krasner and Pollock,” Art news
(December 1981), p. 61; Z222& 1954 I Au}lAo] o]AE FEO] o] 7|E Hio]
t(Carol Braider)o]A <ZwWeo] Z&}F(Black and White Collage)>(1953)E AlE3P=
d, 222 Fdade] FehEst AAlo] Tolah ZE, Al Fzee] ARz} FAY 2
olg} ZF=xFckx A3ttt 19799 74, 19899 7¥ Ho|riete] QI R, Holtrt Az}
oA 1990¢ 2¢ 20¥o] H4l HZ| ]H 3] Ellen G. Landau, $]9] 2, p. 29914 A
ol g

206) ZPAHE 19819 Qe FOA FEto] Z3E waE Ao FELE 22 A A
ALEIYE ZESolgitk WPk, Grace Glueck, ¥9| &, p. 61.

207) Ellen G. Landau, 9] &, p. 28.
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208) ol kst AAvle] Fekzel dal BhAE dlE SATE ALY cl&E Rofol
el olobrle 4 oA Tk #4% A3 SUSI. Anne M. Wagner, | &, p.
112; T2 STt oleid WAoR AR a4 gl Ao FAA Aotz A
H5he ogAlel B9t HE Aol B oletn Wrhsiatu), olziat A4 9N Fday
o Zere B0 $4H oA AN SAIREE AuUEA AZte Az o)
T gle. Bt méo] obd ‘elwst mad B9 = Bk @,

209) Arthur Danto, 2+9] 3, pp. 36-37.

210) Joanne Meyerowitz, ¥&2] | p. 233.
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211) Barbar Cavaliere, “An Interview with Lee Krasner,” Flash Art 94-95 (Janua
ry—February 1980), p. 16.

212) Louise Elliott Rago, “We Interview Lee Krasner,” School Arts, Vol. 60
(September 1960), p. 32.
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213) Whitney Chadwick and Isabelle De Courtivron, 92| 3 p. 10.
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214) 19704 F4t o] @A FEZZ I (Max Kozloff)E H|EE $A3F9 v|H7tEo] 23
g 22AY] "EAY oH&Er|I7t W, =ZAW, wulolo] AkEE(Meyer
Schapiro) & ¢ B4 HIE7IE0] 2% A Ao 2 A= GAEe] F7H
oo} QIF AR gt FE, 7] A, yoprt old EFAS AASH: HEF
gk Fo| Yo g Ao dixst= EAE BB 7S wEAL, FAF A, QF, W
%, 281 Ao digt 7|&9 A FES AFASI 2904 "oy ok A
= ok mEkA FAAue] uF ZHAE o3t 7IE stoll = Aol Folth
Lisa Bloom, “Gender, Race, and Nation: Histories and Discourses”, %¢] 3 %
Z; Ay AARLE B “dio] F#FA(Lenore Krassner)”E ¢ n|Z&Ql A
o2 u7] fJ8 R styE W “I#AY(Krasner)” & 37PHOR AMGPIL, A4 F
ool viAE AE3H7|1%= Fr}. Robert Hobbs, ¢Fe] & p. 72.
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g Relationship)) ZAAL} 1989-1990d A LA 9] H|Z2 u]&I(Bern Kunst
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Krasner and Jackson Pollock Artists' Dialogues and Resonances))
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215) Stephen Polcari, “In the Shadow of an Innovator,” Art International, Vol.
120 (1990), p. 103,
216) Whitney Chadwick and Isabelle De Courtivron, %2] & p. 7.
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Abstract

Artist Couple's Performative Identity
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Jackson Pollock and Lee Krasner are an artist couple working together
in New York art world during 1945~1956. The partnership between
Pollock and Krasner considered as the important painters in american
modern art must be significant as mush as each artists. Also, Pollock’s
drip painting, Krasner’s Little Image and her collage series which are
evaluated as the artists' mature styles and their personas as an artist
changed drastically around their marriage. Therefore, examining two
artist’ s life as a couple after 1945 is particularly meaningful,

This thesis raised a critical issue to an existing evaluation of the
relationship of two artists, which is one-way influential from Pollock
to Krasner, Since their images as artists and their paintings are
matching up to the traditional gender stereotype, it induces the
researchers to the limited point of view. I suggest that it was two
artists’ ‘performance’ which plays with the standardized ‘man and
wife’ role and this intended image made their stance more stable in
art world. Therefore it could be argued that it was Pollock and
Krasner's alternative choice along with the period they were working
as artists, and with the situation around them, Thus in this thesis, I
emphasis on the notion of ‘gender’, a socially defined sexuality, and
‘identity’ that is constructed by performing athe fixed role for each

man and woman, That is, the artist’s gender identity can be said to be
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dramatized by repeatedly performing the standardized role for them in
art world.

To considering an artist couple, in the light of its distinct
characteristics, social background must be concerned. The crisis of
masculinity accumulated from The Great Depression to Second World
War began to effect on popular psychology, cultural critics, Film noir,
and art world in Cold War era. Especially it justified the objectified.
woman’s image and reconfirmed an obedience and conformity of
woman, Such a cultural logic giving man’s identity a heroic
characteristic influenced on art world dominantly.

Against this background, the male critics and the painters were
threatened by then generalized conception that having an artistic
career was feminine and homosexual. A critic Clement Greenberg
defined “major art” as a man’s field where the rubber meets the road,
the exclusion of feminity. Thus the connection between gender and the
value of the painting encouraged the male painters to perform heroic
and powerful masculinity.

Female painters cope with this musculinist art world in various
ways, They situated themselves in the context of masculinity or
appropriated the signifier of the man’s painting, Nevertheless the
critics doubted woman’s ability to create and generally refused to
regard female painters as professionals, On the other hand, a female
painter like Krasner actively performed a standardized feminity from
man’ s standpoint,

In spite of Pollock and Kranser’s democratic relationship and
emotional stability from their marriage life, they began to perform a
traditional gender stereotype more actively. They complied with the
standard of the era not to fall behind in the community they belonged.
Krasner also changed her self-definition as an artist around her
marriage with Pollock. Her poor career seems to contrasted with her
bold and self—assured portrait and picture in 1930s.

Living up to the social expectation was seen in their joint
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exhibition, The {Artist: Man and Wife)(1949) was a representative
exhibition that Pollock and Krasner showed their paintings together.
Pollock’ s vividly gestured drip painting and Krasner’s neatly arranged
Little Image tended to make their personas more like a ‘husband and
wife'. Moreover instead of showing her little image separately, Krasner
rejected a suggestion of a one—man show with Little Image series. She
prefered to exhibit her Little Image only alongside the Pollock’s
painting.

Pollock and Krasner’s standard couple image also became a typical
symbol through mass media. The description in journal showed Pollock
as a husband with an authority and emphasized Krasner’s homely
figure. Also a pictures of two artists that accentuated Pollock as a
central figure visualized the continuity of the gesture, and delivered
the dynamic of the process. In contrast, Krasner seem to play a
passive role in the picture as a muse posing like a goddess in her
man’s studio while a masterpiece being created.

Masculinity and Feminity, the historical notion polarizing two
gender, was dramatized in Pollock and Krasner’s painting as a signifier
of gender. However, Krasner consistently continued to control her
feminity in the paintings through destroying or recycling her paintings
that departed from gender stereotype, On the other hand, Pollock
intermittently showed subversive signs that disturbed a signifier of
masculinity in his paintings. I argue that these painterly symptoms of
resistance reveal artist’s inner conflicts caused by performing the
standard gender role against his own personality, and identifying
himself with a the social standards.

It was an intended belief in the historical background of American
that gestured abstract painting is a place for actioning masculinity,
and the belief was made by American male critics. Pollock clearly
noticed his social position and the social value of the drip paintings
that maintain his gender identity as a male artist in art world.

However, in 1948, the peak time of the drip paintings , he made
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collage/decollages that cut or paste papers on drip painting, and it
confused the critics at that time. I suggest that there was a Pollock’s
continued artistic will for figuration and expression behind the
dramatized method of dripping. And Pollock’s vague stance with
decollages also reflects his inner desire defending his social position.
Krasner emphasized that Pollock never intended to create the specific
images, and tried to protect his social position as an “action painter.”
In other words, Pollock’s drip painting is an artistic product
dramatized within gender standards in art world, and its effect was
reinforced by the relationship with the paintings of his wife Krasner,

Meanwhile Krasner was very passive even though Pollock and her
colleagues encouraged her artistic career, and she mainly made a the
small pieces at home. In 1948, She exhibited a mosaic table and one of
Little Image series in one furniture exhibition. A grid composition and
rhythmically arranged scraps of the small forms tended to construct
Krasner’s feminine sensitivity and the image of a domestic wife in
contrast to Pollock’s drip painting at same time. Greenberg likened
Little Image to “Cooking” when he visited Pollock and Krasner’s home.

The collage series made since 1953 included Pollock’s figurative
paintings in 1950s, It appears to have performed as a detoxification for
Pollock when he was in a slump. Krasner made collages with the
remains of her painting and Pollock’s, which consequentially made the
favorable reviews for the collages return to Pollock. Moreover a cut
and pasted collage’s appearance and texture seems similar to pollock’s
drip painting. Torn slices of drawing paper visualize the process of
physical making and were reconstructed like traces of paint through
gesture, This is to say that collage series performed a wife’s role
subordinate to the name of husband, recovering the damaged
reputation of Pollock.

Pollock came up to social expectations through performing the role
of the male artist and authoritative husband and his drastic abstract

painting suitable for cirtics understanding gave him a fame in art
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world, Krasner also faithfully performed an ideal role for women in
Cold war ideology and a role for the female artists encouraged by the
society. As a result, she could exhibit in a large gallery without
intruding a role for the male artist. But more importantly, considering
the art world which was exclusive to men, I suggest that Krasner s
internalized new persona seems like an alternative choice giving
priority to partnership and settling naturally in contemporary era and
circumstances around her.

This thesis attempted to show that two artists’ career and their
works could be understood to have started from their partnership
through researches and re-illuminating artists’ biology and more
importantly putting emphasis on the private issues that most
researchers had not paid attention academically. I am expecting this
thesis will help understanding that an artist couple’s collaborative
purpose could have effects on each of their artistic lives. Furthermore,
I look forward to shed a light on new aspects of existing artist couples

in art history.
Keywords: Jackson Pollock, Lee Krasner, Artist Couple, Performative

Identity, Cold War ideology, Gender
Student Number : 2011-20078
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