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British and American “Pop Art” Re-evaluated

KUSUDA Makoto
Nihon University, Graduate School of Social and Cultural Studies

“Pop Art” is an art movement in Britain in the mid-1950s and in the United States in the 1960s. The
subject matter of “Pop Art” is mass culture in a mass consumption society. The subjects and even
some of the materials used in the works are mass-produced goods. The aim of this paper is to examine
the emergence of “British Pop Art” and the flowering of “American Pop Art.” It is concluded that
“Pop Art,” the antithesis of “High Art,” democratized art.

1. [ZCHIT

[y 7 - 7— b (pop art) & ix, [HAEN)
(contemporary art)?D—- > DE[E] DFFR T, HMEEEC A
H.EBERTE, HHMLPREML R EOREHETS
DPFEN R RBEEMEET —7 LT, AR
T A T BERHTIERIA A —TURF R BB E
s TRk ((mass / popular culture) %z 7 — =<2
RHETDHERTHLNTND, I TRy 7 -
T— k] & L BRI 1960@1&7% U=

—I— 7 EHPNER LYV TF - T —FT 4 A b
DT T 4 = U4 —7/L(Andy Warhol, 1928-87)<° ]
Fonu A« JxFT 2 AKX A (Roy Lichtenstein,
1923-97)IcfkFEEIND [TAV B « Ry T« T—
I J (American Pop Art) 3 S 235580320, 20
HALEM LB T L AHDLFENL L, HOHN~ A
AT 4 T L o ThieAi S btz KRIEIZERH L
T7— FOXRITEA L, EIFFUTHEFTZ 6L
FUREIIEmMO LB Th D,

L LRNG, IRy 77— K137 AV K%
ALDEETIZH -7 50 FARFED A XU A Th
MNCHBLLI 70Tty v a - Ry 7 - 7— ]
(British Pop At)23 ZDEEJR & s TWbH, A ¥V
Ay RUFED Ry T« T =8 BT AV -

— 3 — 7 THIEL TV o - RITIE, 62 4E1

— ¥ ¥ b - ¥ 7 Jb— 2 (Marshall McLuhan,
1911-1980) % [ —F o ~b 7 DRI % — &7 A
DR —J (The Gutenberg Galaxy: the Making of
Typographic Man, 1962)IZE8BW\T AT 4 7t DOF|k
%rﬁmbﬂVb ¢ L v ] (Global village)' & #
fﬁbtot 2T, AR OREHEASZ O E &b

7|<F'Eﬁ@ kT v AT g FIv I SRR A R
T%\iM7D—AUﬁ—VaV@~O@ﬁﬁkﬁ
2HZEHTE D,

AT, Ry 77— O E o7 [T
VT g yva Ry« 7T—h OWBL Z0Ek
HRBTHD [TAV Iy « Ry« 7T— ] OB
{EEMGEEST 2, £/, IRy 7 - T — ] OFMEF
25 1910 kD [=a—=3—27 « ¥4 (New York
Dada) ##RV K5, LT, Ry 77— I\J 75:&)
CHEMZRM L, B bk & s
T5, InbEEEx LT Ky 77— %J@
HEMEEREZEZLE L TV,

2. (AT A4RUT UK TN—T)
TAUBHATLTC TRy 7« 7— k) BHEL

2DIE, A FV A ThoTz, 1946 4, RIZ [TV T

! McLuhan, Marshall. The Gutenberg Galaxy: the Making
of Typographic Man. Toronto: U of Toronto P, 1962. p. 43.



Av¥a Ry« T—h OWRELERLFYTY
— THRZEFAFZERT) (Institute of Contemporary Arts)
WEFN - BIFMFAFE O —F o F - Xomp—X
(Roland Penrose, 1900-84), A « SUEMFEFE - FEif
MEFEE D N— N— K « U — K (Herbert Read,
1893-1968), FFA * HZ « HHEFD ELT AL A
(E.L.T. Mesens, 1903-1971) 62 X > Tr > RZAH
RENT, BEBER O XY 2T, E1 e FrE
B~A V7T 4 ObHIEHELE 5 ) — hEFHEM
72 B MRER < P o TNz, MRFEME A E R L7 5
185 D Z7 SUEIR FLBOR © ARHFERY 72 [ e < > 38
(Neo-romanticism) DAz Z #5792 b DTH Y | [
#%3CAEJ (high culture) Z Rk 3% [/~ A« 7 — K ] (High
AR ERTH o T, HiL, EIFROFLIETT 7
A RUMBT AT « =a—a =278V, TA
U 5B 355 (Abstract Expressionism) D #x
A FRA 22 2 D TNz, 2D X 9 kil
— A EH T DL TBUREITIETT ) ORGE =6
FAFV R -0y RATER Y « 7— FOFIEH &
2H¥ v 7 U —ZAmE L, 50 I EXBE AN 5,
Z LT, 52T TBUREMIZEET] ChEpk Sz
(T 4 X7 k- 7 b—7] (Independent
Group)s [ 7V F 42« Ry 7« 7T— k| OB
ot (AT 4 XUF v b =71 1%, TR
v e T — b OEBRIGFEL R DEHED Y F ¥ —
R« 2~ 2L b > (Richard Hamilton, 1922-2011)<° %]
FOT Ry 7 )L R s34 1 v ¢ (Eduardo Paolozzi,
1924-2005) 55 F7 —7 4 A b, EMFR O v —
LA« 717 = A (Lawrence Alloway, 1926-90)% 1
DITHEZH, BEHE. TEFRENVEET D Ziia
DEIKRRI, SAAT 4T, 77 /00—L0
BIREMIET D v 74 v 7 ala=T 4 Tho
Toe AT 4 XU T v b s Z—7 ) OBGRIIRY
HCTholeTmry oAU, IRy - 7— 1]
LWV SHETE ORI T, fERTD TR F 3
(Expressionism) |2 k19~ 2 Bk 1% O KA L2 R BT
DEFLWKRENOEEL [RA2F— - 7— b
(Popular Art) X FEOY, Z D HEHEREE LT IRy 7 - 7
— N BHEALADEZ LICHEL TS LD

2 Alloway, Lawrence. “The Development of British Pop.”

Hk Ry 77— b HE

UIRFDA XY 2T KO EFHE S HERLL S
Dh ol EHEES TBURREHEIHELIE D 7 A
U 73 D RESAD T8 Pk 2 O EudiciziE L
ZOEFEIMLEEREIE T oz, Z0 [T AU D
F A E—3 3 ] (Americanization)iZ D\ T, XX
{ba[E £ (cultural imperialism)f)7g 7" /4 o &
BEREZ G325 A £ U RAFR N OLRSFIE D b8
BRLZH b -7z, Bl2I1E, CEMFEO 1B.7Y
— A U —(John Boynton Priestley, 1894-1984) (3%
DOIALIMR BRI Z IR D K 5 ITBR T 5,

We are already in another age, when America mostly
pays the piper and calls for most of the tunes. There is
no longer any point in leaving Leicester Square and
Coventry Street in order to describe Broadway, which
merely has more electric light, newer Hollywood films,
larger cafeterias. English readers have not to be
conducted across the Atlantic now to observe the
American style of urban life: it can be discovered in
the nearest town. It is now the great invader.?

LD LAERL, ATy _eF b e Z—7 1 1%
TAYADRREIULEBHRT HE VW) L0 bir LAE
RiteE2RBET 25 LT 4 —7 28T 60
LTI, BBANIZIEM L XL S LW o BERZRE
BEBZHLEZOTH D, £ IITTEEOFHAD
BEHENT AV RN o= F T A4
B D WNEZE OEEP B ST 2 L IZERERIE A
WEA 9,

— 5T, KRB FE] OHEEE THoZIBHARD Y
— R [ZfffoEk] (The Meaning of Art, 1931)(233
WC, 3R EL 328 A “Expressionism is art which tries to
depict, not the objective facts of nature, nor any abstract
notion based on those facts, but the subjective feelings of
the artist.” L EF%E L, 1EE T EERONIG 2 W
HHL TV &5ic, U— RiX 20 4L Lo A

Ed. Lucy R. Lippard. Pop Art. New York: Oxford UP, 1966.
p. 27.

® Priestley, J.B. and Jacquetta Hawkes. Journey Down a
Rainbow. London: Readers Union, 1957. p. 7.

* Read, Herbert. The Meaning of Art. Harmondsworth:
Penguin, 1949. p. 161.
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ERCREELE XY - 7T— 0] (The
Philosophy of Modern Art, 1952)(2 3 T, [ T3¢
(22U THnot the objective reality of the world, but the
subjective reality of the feeling which objects and events
arouse in us.” L, F DEAMEEE A ZE 2 TR
W, Tbb U — NIIRUE L TEREMIZRIT S
E#E O H OREE & v o AR O R B O EZEMES
AT LD TH D,

2o TREFE] OEY =X LHEFITRAZ K
CCR#EEAEHALE AT 40T b - JT—
7)) ORBUIREMICE S TV, Y AAT 4 TIT
F o TH&AEPE LIHE 28 0 IR RRbIE, IH
R N 2 O HEBREE 272 L, & DR E RO

A — NEEAEMER 22 FE AR, 2 Ot oD
(AT 4 _UF U b s T—TF | ICS RIS

CRMERRRE 52D 2 LoD TH D,

oAzt L, V—Rix £y - 7— NIk
X DR (“The Disintegration of Form in
Modern Art”, 1965)IZ8W\ T, Ry 7« 7— k| ITH
ERREZ R LT D,

It is sometimes said that we can express self merely by
the selection we make of available images - that the
quest for originality is a vain one, and in any case a
waste of effort. This is one of the excuses made to
justify “pop-art”, or any kind of self expression that
dispenses with style. Such non-art has been called “the
art that looks sideways”, which seems to be a

confession of its evasiveness.®

U — RIFBREMIC BT 2 EHCE O ARTEZ MGt
LTV, IRBLFEE] 2WET D) —RicLoT
ZOEERN LR BHIIZ T AN NN D572
ENIBEBIZHEHEL 2, ZO—HT AT 40T
YheN—=T) OFKWTL Ry 77—k X
EEDHORHR LV ONIER LY &, T LAEE
B BRI~ AAT 47 & RESUE 5 44

> Read, Herbert. The Philosophy of Modern Art. London:
Faber and Faber, 1952. p. 51.

® Read, Herbert. “The Disintegration of Form in Modern
Art.” Studio International. Vol.169, April 1965. p. 185.

REBFICEIRZELS OTHD, I ZICHEOHESE
AL D BT (B AR O SR EL O B B 72 FHE DN =
it b0 Th 5,

3. TZhAHWRAT] B

1956 =, A T 4T U b« TN—T] DAk
BAERETHEELLToY FUDORTA FF ¥
Ve T — R X7V —T [ZHNH B (“This Is
Tomorrow”, 1956) & #4523 S L7, 56
FIL AL b A L N ) — S DOFNFE
FRITRT D RS HEE TS (Angry Young Men)
OB, BUEZBIT S 7 U — %~ (Free Cinema)
DER, BRICBIT L ey 7 rm— L OMEKE N
BORAIIZ & SUEANIC & RIEAY 2R D 73 KEE & 72 -
TAETH D, HEEMKIR & LT Ky [E O Eop
%&A%ﬁfﬁéix&fuyvzxyb’ﬂﬁé
SALRBR O BB ERIIIEIS T 2000 K 912, Efy
IZBWT bR B AR mT 52 & JCE 2,

’%mwmﬁa%’m%éMKAiwby@«4
B AHOFEL ZUTEITE X, BIRIZ
VN5 D72 ) (Just what is it that makes today’s homes so
different, so appealing?, 1956)i%, HFECIAE, GEHX
RA S — &wot%%®mm%®éﬂ%ﬂb%bb
7= 25— = | (collage) T, “the first piece of work in
pop art idiom”’ & LT Ry 7« 77— b | OHEAIHI O
FLAMAIEMICAE ST b TWD, HDHRBIMEE
D—=FIIBTLREFERDT A T X Z A )VIRTHIIT
BEL SN ZoFERD . REHEFSORRILE
TAR=—=aT 4 LW HRHIHRAEN DR L
TWAHZ LT —HERTHA D,

BANZH Z5 < DI, “POP"OLF N A T2E KR
BuYRy T XX T4 —ThHY, THEFITL
TR T 4 EVE =D RN TR — X% R CIEH
EZRNVTWD, BEAROY 771277 - v =
~F%Woﬁﬁ@ﬁ$ﬁ%%%@@of@ﬁffw
5. BLITHEESINTZ BN & LEENRRRINT
SSLUN @%%mj%ﬁwaméiof%ﬁ T —
TITESIMLORKIERETH D RERA A HF

’ Reichardt, Jasia. “Pop Art and After.” Ed. Steven Henry
Madoff. Pop Art: A Critical History. Berkeley: U of
California P, 1997. p. 15.
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yhﬁ%@%ﬁﬁ%#hfwéo%%@?VE@%
SEDOZ R D MR T v T LT, BEIC

FRFIC Ao T2T 4 7 b )7%ﬂ@%@ﬁk&ﬁ®%
WMAPER LR AZ =R~ THD, 7
7 v — NI KREAEFERDOFER S AT LT HESL
LT AV DOHBIEA—T— -« 74— ko=
TVUVAREEOATTH D, BEOR FITITERDOE
B OGHTHY, R 27 —FRE2E L I&
HT—7 « La—XZ—R3ENN, FRIOY 7 7
PN SIS BN TWD, EE A ORI

IXFEONFILE LT 2 BRRREDO T — AN E
<HRTWE, BoMMZET L - vanry Al
Jolson, 1886-1950) E{# D HJ D ~— F —BkE [ ¥
R« v H—] (The Jazz Singer, 1927)DFE R % 51
TEBREEE2SZ A T v I T\ 5D, IRICED LT

MThRERBLER) 2REXTIEHEOY Y7 Vo - K
= v 77 (Jackson Pollock, 1912-1956)> [ 7 > = > -
A T 47 (action painting) B\ 71—~ ~ D
FEERDN 27— 2 OFEEHI B FE M2 BRI 7o
TWB 8, RIFTITFH O R 0 Thl DRI 52
HELTWA LI THY, 60 EROFHIFNEZ TR S
¥5,

COEIIEREME ETEE L CAD L, AM
DERLBEMFL T D~ AR T 7, BEBRZRVARE & 1H
BOYER, 77 7 aU—0WLi ET A Y KRR
m%xﬁb 4%Jxm$%i%# SRL TN
2 ANFSRICRIINLTWS, ZoESITHESD
kbféﬁ %réhhtffﬁ< JRE S DR A
ok A a JIZHIB SN T REICHEBE L, £0
BEIE 2D b Z OVEMDB R O KRR UL A2 WIS
(R 7)) IRBLLT RS E LT RE L7202
o TWDHEFE XD, STHE, "IV b Tonn
HEZ BEEVRY, Ry 77—k OR%E
WD L HITHIZELTWD,

Pop Art is:

Popular (designed for a mass audience)
Transient (short-term solution)
Expendable (easily-forgotten)

Low cost

Mass produced

Hk Ry 77— b HE

Young (aimed at youth)
Witty

Sexy

Gimmicky

Glamorous

Big Business®

IO 1N EHAND X, KEHEMSOWmFIZH D
KESAE DA A=V W) TRy T« T—h| O
k727 —~ PR TN D, TRy 7T — ] IR
BAME - REWHE, TNEXXDVAAT A TICL
HA A=V O FICERY . BEEIEOFTOH
O STl NCEAIE 2 5- L7 Th 5,
ENEEMT LI, NIV UEFERFER Y
b1 & U CTHAHME L2 & KRS O %
KL, AER R TREEMT) 2842 L HES LTS,

Pop-Fine-Art is a profession of approbation of mass
culture, therefore also anti-artistic. It is positive Dada,
creative where Dada was destructive. Perhaps it is
fertilization of Futurism and Dada
which up holds a respect for the culture of the masses
and a conviction that the artist in twentieth century

Mama - a cross -

urban life is inevitability a consumer of mass culture
and potentially a contributor to it.’

ZO XL, Wkl BB Z R o ToAIER S (E
uﬂ?@POPkaﬁﬁ% TZHBRE] )@
BEDHA RIS, NI CDIEEE (7T
A4 a Ry T T —=h EFTR, Ry 77T
— N OEEMEEZRTHIEL o TNDDTH D,
T AV AREALOEE B E L THB L 707 4

Vo s IRy e T — N B YREOTEKE OB
&ikﬁm%mﬁ?ié FDW%, 17V T 4 vy
ARy T T — N BEFEOE—H— T LA

(Peter Blake, 1932-)<C/H| %0)74 Ty Redkyr=

® Hamilton, Richard. “Letter to Peter and Alison
Smithson.” Collected Words 1953-1982. London: Thames
and Hudson, 1982. p. 28.

® Hamilton, Richard. “For the Finest Art, Try Pop.”
Collected Words 1953-1982. London: Thames and Hudson,
1982. pp. 42-3.
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—(David Hockney, 1937-) b IR DEFT —7 1 A
FAHELIZ19B6LFED (Yo 7 e ar TR T ) —
X | (Young Contemporaries) /& CHTEH#] 238 2 T\ <,

4, TRy7 77—+ ORTE
AFXVATOKREY T2 Ry 7« T—1F] BK
BHEASORET AV 1 TERBALT 2 D1%, 62 4
WEWME Y F=— +« ¥ v = A (Sidney Janis,
1896-1989) D = = — A — 7 DX ¥ 7 U — TR I
72 T=2—1U 7Y &Y (“New Realists”, 1962) /& LA
ThD, [TAV I Ry T T —h ) OTHEZTTT
V74 yva Ry 7 77— OFEEELZHE
ST-T7a AN 6l FFlirny Ruhb=ma—3—
IR AR LT- 2 & 28I, e IDBARS
NTWo7o, 50 FREZEN-0T7 AU BT, gk
BFEE) ONEE LT, 7AUDEREZ#HVZES
DYy As8— + g —1 X(Jasper Johns, 1930-)°FE
bh &R A AR DR o N e XS T g
> 7] (combine painting) % &% L7 F O 1 /N —
k2 7 v = /N — 7 (Robert Rauschenberg,
1925-2008) 33 TIZ H W HIZRET 4 — 7 ZAE AR I H
D AT, x4« 4| (Neo-Dada) & FEiEI 2 £
HEE)Z R L TW\We, 2 O3CKE O Z2 kD
OIS T=2— 0T VRV B IRy -
T— L) OBEES LR, TOEFLRDL TV +—
BRI FXT VAL A B EIFER LI, L, TR
T T =N EWOAR LT D LI D,
PET A = LTF « T—F 4 A h~HEY
Ll —FRMIT=2—0 7 U RV BIZBWNT,
€200 fHDF v L« Z—F1E) (200 Campbell’s
Soup Cans, 1962) % i3 %, Z OfEIEF ¥ o ~L
Ho 29 B D hw FA=TEHEDODA A=V EFEL
R E ST 200 @RI LIEHIWVTIY . Hoh b
TEELZEHDBBII SN TS IR A5, 7
F—RMEF P e ZA—TFERa S a—F 77
EZMTHANT 7 AR REAELEET 4
— ZIRATHEBEZRO X )T TN D,

What’s great about this country is that America started
the tradition where the richest consumers buy
essentially the same things as the poorest. You can be

watching TV and see Coca Cola, and you know that
the President drinks Coca Cola, Liz Taylor drinks
Coca Cola, and just think, you can drink Coca Cola,
too. A coke is a coke and no amount of money can get
you a better coke than the one the bum on the corner is
drinking. All the cokes are the same and all the cokes
are good. Liz Taylor knows it, the President knows it,
the bum knows it, and you know it.*°

Flo, U —AL 2 RVEIES 2 80 £k <72 (200
¥eod 1 KVAL) (200 One Dollar Bills, 1962)% /L 27
Z 7Y — v THl{E L., “Making money is art and
working is art and good business is the best art.”*! & ik
N BREFREREAZFLL TS, DI, Ur—
A LEIf you want to know all about Andy Warhol, just
look at the surface: of my paintings and films and me,
and there 1 am. There’s nothing behind it."*2 & ik~ =
fiTfESIC IR D EE ONm R OREZEE L T
Do U A —HRIDFE RN OB & PEER L 7 i
BRI BT, REHEESNT AU BB —k &
EHICRE—EERTPEREZ L LW F
RS ORANHYH VNI N O AW

Fo, FFEIZT +—FRVTEROERAZ —T
Hote~V Y- E 2 1 —(Marilyn Monroe, 1926-62)
ML LIV =2 —ZAFBRNFND & Peled
AFATHOAF—=VEEEZET 4 — T2V NVT A
7 ) —>T (=~ VU U ) (Marilyn Diptych, 1962) il
EICETT D, ZOERTY A —FRMEET 4 —7
WCSEISERD T —EEOL TREICHEIYE, <
VDA arviff A= L, BROEE
A TEMAIIAE 2 £ 5- LT, BT ORI 1
Bl P S 5 AR O B R CE D8, U4 —
A JLD3“Pop Art is for everyone. | don’t think art should
be only for the select few, | think it should be for the

10 Warhol, Andy. The Philosophy of Andy Warhol: From A
to B and Back Again. New York: Harcourt Brace
Jovanovich, 1975. pp. 100-101.

1 Ibid., p. 92.

12 Warhol, Andy. “Andy Warhol: My True Story.” Interview
with Gretchen Berg, 1966. Ed. Kenneth Goldsmith. I’ll Be
Your Mirror: The Selected Andy Warhol Interviews:
1962-1987. New York: Da Capo, 2004. p. 85.
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mass of American people and they usually accept art
anyway.”2 & iR _RTVW 5 X 91, KRS A E R Tt
HTHEWVWIBBEIMOTTEY 77 4 v 7 72 HE
ThbdEERD, THITHETZRER ChoT2T =
AABNFT REROGEHEERDOFEICAEENE
ST —FNVDOHBE DN TEEEE LT
LHDOTHASI,

ZH LT —RMIEORAFTE 72D VT A
7V = DFEEMLL, TOLFZARBO S DI
L7ze BEA A=V EZDEEF v /R L THE
LCRCKMAZ#OIR LIS Z LR TE, 2B
B ET HA—b~T 4 v VR REBAEV AT
LTCTHDHINI AT )= ZBMEL T h-E/ -
NA] BT 4 — 74 A—T % AHAEN» DR
IZHIIE S D A X A VIEEINRICL DA A—T DK
BAEELS S THLELIZRWEA S, FIULEN
FHEELRIULLS, A A—VEEETD [T T
HHENI, DNTHLT AV IS LWHITEEREATH
Do UA—FRNANEEMEOT N i 777 b
U —] (Factory) & 4 f1 17 7= Z & M 0 BIVE B % % b
IR LTWD EE R D,

— . UXT U REA NIRREBED— 3~ &Ik
KL, Fv AR LTREBICTHEG L TERZ 5B S
ORI TAREE LTz, REFE (AT IV R0D
%) (Girl with Hair Ribbon, 1965) X 92, €7 4 —
T DA A— D % BT ERR & R R A Al o
ThRREEROFIZETL L, REH LOEFRA 7
DRy FETHHBTLMEFORZ A )V E L LT,
KECHRMEND a2 vy 7 O—a~k, (if/)EER
EHRTHLH 00 L ) ICTERI L THIW /B ITE
TEHIRE LIS bH DA, 74—/ Em &[RRI
72 B SUIC B W TR EITIHE S D RKEEE O
AA—TVEZHELTEY, Ry 77— Ot
T~ R TE D,

ISRy 77— M BEFF 2RO TR,
EIERHER~ A ) VT o DV ST TonAg - T
— M TR, BT 0 — 7 LS TR
7 FEEBRIRL . KRUEZ HE LIZERIETEIC &
e TORT 7Tt yva - Ry7 - 7T—1]

B Ibid., p. 90.

Hk Ry 77— b HE

ETT ATy Ry T e T — M) et & L
FTIENTELI, £ Ry 7 -7 —h LT
LI, “Pop is an artistic program of total rejection of the
values of the so-called Establishment.”** & | # Dttt
MR ZER SN D L OI2, ST A T —
2y N CERRTE o e G2m Pl b7 TR R B # )
KT D7 FT—EBTHD L L BT, RO
¥ 72 2 BN T D REWHE LS O REBITANT &
NIETEITT A IRT— b CTholcbE A5,

5. T=a—3a—7 - 2% OEES

RESADRGZEIGT D TRy 77— I
B FEHL O B2 PR L TEF oW R 2 K814
% #EfiR 7o R RBLER | T D KB TH - 7203,
HVET CIEmiE 25 o S0EEh O FiE» S O 5| R B
M—DODFE 72D, NIV b IAIRERR ORI &
k42 lag—ya) #2HL, vr—hkL
I REAPESN A 472 = | (objet) & L TEA L=,
INBIE x4 - %) Lot@EaThsrn, Wk
FTHIE =a—a3—7 - ¥F) OFETHY | T
Wil wEATE (ma—a—r XX L Ry 7 -
T— b OFEET BT 5,

EVDT, TRy T e 7— | &S L TR il
NRVWON, [ma—3—27 « XX OFLHAY T
BT T T UVAANT —T L A RO LEI)L « T a2
¥ >(Marcel Duchamp, 1887-1968) T %, 1910 44X
A& WD BRDNEECIa 2 HEE L7e T = v v I3,
B R K O 1916 FFICEK L =2 —T —7
7 MY =&k D, UBRIIBER A ZDEE, &
HVNIETFEMZ TG00 (7] &
LCHRL, LT ¢« A4 K] (Ready-made) & #9
DR B BN R E LT, Bl L& LTo
(LT« A4 F) X Y90 HEPOMRE & 13E -
T % SNT-BERA, DF D BB AR
SRR & L CORR SN BERLEL 2 F5 T,

EVDIT 1917 FICT vy VHENERES &

4 Richardson, John Adkins. “Dada, Camp, and the Mode
Called Pop.” Ed. Steven Henry Madoff. Pop Art: A Critical
History. Berkeley: U of California P, 1997. p. 155.

> Gidal, Peter. Andy Warhol. London: Studio Vista, 1971. p.
12.
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BOEEIEO (ma—a— « TUF R H
(New York Indépendant) & (2144 THdL L7z (3R)
(Fountain, 1917)II¥is 28 L 7=, (R) 1X. MDA
B M VOB MESRZ WS FITT T I Fr
— K~k 1917 4£] (RMutt 1917) &\ 95 B4 %
ATz TvT 4« A4 ) OREKHERTH D, &
BAELIER L CWERREZEBSOBEIL, (R £&
firfEf e L CREETICRARZHELT 56D Th -
770 FEITZ OHSITIEER OEME 2 2 T 570
T 2 v % UBEBENT T ELH AT v XL TH
V. TREY OIS EMEE LT, RITREBICH S,
BHE.T 2V IPEEO DI BERER B RHE L,
B BB DT HGE T - 7714 K-~ ]
(The Blind Man)iZ, BEZDT /L7 L > K« AT ¢
— 277U »V (Alfred Stieglitz, 1864-1946)723 =2 L 7=
GR) oFREE EbICHE [VFy— R <> |
#{1:) (“The Richard Mutt Case”, 1917) % #gi# L, 1H:fH]
DIERZED D Z L ITRTT 5,

Whether Mr. Mutt made the fountain with his own
hands or not has no importance. He CHOSE it. He
took an article of life, placed it so that its useful
significance disappeared under the new title and point
of view — created a new thought for that object.™®

X TvT 4« AL R KT T a2y r0E
X FTO—dEFRLTEY, YFO THifF=r] O
WEM O ITFRR A X 70 - e EWRBOES TH D
EERD, Tavy B BRI ZEiiE
B L, NEAZRBERELICE S 2 AL, RE O
EAEEEZD LT, BIRITICBAT S, %ﬁ@
i & U CORNEMEMZ 5 Uiz, H3iIc 5 213
FEL SN SRR BAME L T-DTH 5,

IERE CIRERIERRBUL, 2N ETD T
A T — N TIERL, FANIT 7B AR AR TR
VaF—] BREWTHD, T2y TR ND,
ERELTHEOFEERAEHRL AL KD KENETS
EEAL, W ROBEFEICIEIS L, 2595 0 Al RetE 2 12

18 Duchamp, Marcel. “The Richard Mutt Case.” The Blind
Man. No.2, May 1917. p. 5.

RLIEDOTHD, HEEEFEDOFOH D Sl PR,
BET A —7ILTe TVT 1« AL F] OELIT
EZELID IR 2T =77 — M ~EREEET,
72, T 2 vy COEMHER ZEEE OMRIZER
% [HHR ) LW HFTAIC >N TiE, BT > - 2L b
(Roland Barthes, 1915 -1980) ™ [ {EZ dD 3 | (“The Death
of the Author”, 1968)<° 3 3 = /L « 77— 22— (Michel
Foucault, 1926-1984) > [EZ L 137> 2 | (“What is an
Author?”, 1969) & DMEBIMEZFERT 256 H DY,
T oV VX EMERBUARAL D ANBONL A B L
EZOH CRWEIEAEE 220 | EEF Z 203 EM
DEWRZANET 2 LA L, Zhudsiior s
7T 4 v 7 IR BN D TH D,

ZOEIE, TavyyMEELE TV - R
A4 K] REWBIZA Y ANV, TAU D
DY+ —HRNVOIERRLFIEIC L KRB R 5 2[R
v e 7= M KIS NTNDLDTH S,

6. Ry 7 -T—F #HDSBHER

P LT IRy« 7—h) X, A—=Hr -V
% 7'(Susan Sontag, 1933-2004)7% TR fi#fR ] (Against
Interpretation, 1966)FTIN D= v A [<F v T >|Z
DT D/ — k[ (“Notes on ‘Camp’”, 1966)(Z 3 T,
—FED AV b E’J’fﬂﬁ%i‘%ﬁ‘é%ﬁ ¥y 7]
(camp)™® &\ 9 WiATEE A L7 & 9 T T EOME A RS

Lt#\%@$$%7~?%ﬁmuéﬁwiﬁﬁﬁ
ENHIT—BHO 7 7 v a  CEE RN E NIt

R RIREFL L W ) BEMFHMIAZ TS TE T,
RERSAGITHRE T D A4 e 2 X, HEes
? 4« L a—] (Partisan Review)? 1939 4FFk

el S e THh&RBLFEE) OFmIIEESE T
2@07‘_7 VALY K 7 U — 23— 7 (Clement
Greenberg, 1909-1994) DFg 3L 7 77 ¥ ¥ )L K& ¥
v F 2] (“Avant-Garde and Kitsch”, 1939)23 54 TH
Do U —UN=T3E WA 7T 7 ¥ v L R (Gl
) | (avant-garde) & U 74— K (1#%%) | (rear-guard)

[/8—

7 Crowther, Paul. The Language of Twentieth-Century Art:
A Conceptual History. New Haven: Yale UP, 1997. pp. 2-3.
'8 Sontag, Susan. “Notes on ‘Camp’.” Against
Interpretation. New York: Farrar, Straus & Giroux, 1966.
pp. 275-292.
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Xy U, IERRIZREN L 2R L 5 D BRI R &
b S TZHTE IR LT, $%3E DFAUTMHE L 72V RERSC
b T¥vF =) (kitschy LT—HL7EY, Z2T
7N = N =TI REHEARITBIT 53D REK
bz EEL LT, MEMm, Bk, B 2 8%7
L I¥yFal ZHW, LT, 2O FREE
LTEX=AALIIREIND 7T 7 Fx LK)
AR L T D, 7 ) — =T ORI ORI,
< @Ef Ul AR SR> By 5 BRI 72 T SE ST e
DY A T — b AR SRR Y
— MLEEREIPNTND EEZX D,
(TU7 o Fx L REFyF o] [ZXHLT, TR

U = A 1% 58 I HERE [HEEET ] (Architectural
Design)® 2 A FIZ#FM LT [EiliE ~A AT 4
7 1 (“The Arts and the Mass Media”, 1958)(Z 3\ T{z
M EFE ) — hERIS, Ry 77— h 2R
FERITHKERDT, 7 U — =73 Kitsch, using
for raw material the debased and academicized simulacra
of genuine culture, welcomes and cultivates this
insensibility.”® % L. “all kitsch is academic;”? & i~
722 LT GRT D, 71 7 = A [ X“In fact, stylistically,
technically, iconographically the mass arts are
anti-academic.”? & 77§ L. “the new role for the fine
arts is to be one of the possible forms of communication
in an expanding framework that also includes the mass
arts.” &\ 9 REICH A LT 55,

Flo, TR oA FTERHA A TR O E
LTHEBET 22 & 28 PRLTWERS, TrY
AW ESTD IRy« T—hr Ll g -7
— M ZHT O LWREIUYE THhH o7z, £ T

(4T 4T b s T—T ) TRESULDA
A—=UPREEE LTHthaniEoic, 1 A—T%
FERRAYIZ RS D EERD IR SN TN 2D TH D,
ZDRIZONWTIE, RO A F U A TRk & s
% 438301k (common culture) DIE L 2 #52 LT

9 Greenberg, Clement. “Avant-Garde and Kitsch.” Art and
Culture. Boston: Beacon, 1961. pp. 3-21.

2 |bid., p. 10.

1 Ibid., p. 10.

22 Alloway, Lawrence. “The Arts and Mass Media.”
Architectural Design. No. 28, February 1958. p. 84.

2 Ibid., p. 85.

Hk Ry 77— b HE

A4 E K74 U7 A X(Raymond Williams,
1921-1988)<° U ¥+ — K « 7~ 7 — b (Richard Hoggart,
1918 B WV F 2 T )b « AR T 4 — RDOYEGE & @K
THRMEE#RE TR 2580 5 5%,

7. 74 K—/v 7 K/ (Theodor Adorno,
1903-1969) & DL L 7= (ke ) B2 1) D RER
R RBAEENLEVSTEET =T, AT =V 2R
NI AT )=t EEHWD Ry 7 -
T—hE ivb e < HERESR) 1T X 5= E
B Cdh D, TOWMPIRAEMEIZOWNT, Ut —RL
H & »3“The reason I’m painting this way is that | want
to be a machine and | feel that whatever | do and do
machine-like is what | want to do.”?® & JEELAIIZ b~ T
WHEDIT, TNOEDIEMTRERAELTWD Z &I,
77 L H— e« X 2 2 (Walter Benjamin, 1892-1940)
DR L T7 75 (aura)? DETHY , Vv -
AR— RV ¥ —,(Jean Baudrillard, 1929-2007) #&"E
L7=lv 325 —2 ) imulacra)®Th b L E 25,
ZVRY w7« V=AY (Fredric Jameson, 1934-)
FU—FRcRESIND Ry 77—k % IR
A2 REX=A L] OFNZZET, @b LIcESY =X
AITHITT DM KB E LoD, BHIEARTERIC
BT 2 E=h bk oS b, EAUTHE S SUbRYEE
FHRROWIRE i L T 5%,

fENZ, 29 LIEEmnN KRR ZHE#ET 5 TR
Y7 e TR T BNDDIE, FILE TOEN
ACEMEREGIEFELRBHAN 7= LTED

? Cooke, Lynne. “The Independent Group: British and
American Pop Art, a ‘Palimpcestuous’ Legacy.” Ed. Kirk
Varnedoe and Adam Gopnik. Modern Art and Popular
Culture: Readings in High & Low. New York: Museum of
Modern Art, 1990. pp. 192-216.
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Mechanical Reproduction.” llluminations. Ed. Hannah
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%8 Baudrillard, Jean. Simulacra and Simulation. Tr. Sheila
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EMBYUIRTHD, [Ry 7 -7 — 134V U
EabE—HDHWNIA I T a rORELEIChE
T BEBAENTH Y NS, KRESUEDA A—T
U7 £ T Lo TRz 2 BEGE 2 L.
b7 a~v— v U RXAIYED BBV 72 TF
T o] IZEEL LT, ZAUditllE A LTI S
WiEE LT ETo TRy 7« 77—k OERIIEER
ThHY, =V — MEROR A - T— b x4
L HEFEFRI & U TRER O ZTBLOFTIR %2 S @A
1. KREMEASIZB W TRESYL DAL LT[R
RIEND ZE AR EZINRBATZ ST2DOTh S,

7. =27 —FHK L DOEH)

(R 7« T — M IEEATOEICE EED
I BEET D biE S biEE e R, &0 DT,
Ry 7« T—F ERE 27 —FRITEE2BR
\Zd o7z, A EF L+ 7 U A(Simon Frith) 5% [7—
kA2 b > 7 ](Artinto Pop, 1987)I28 T,
AXVADT — AT —IVOIRBT — F LR =
T —EREEODTZENEA L TE L O &217
S>TNDY, FEEE 60 FERORE 2 7 —FRBR [
V74 wv¥a-A2r7 =AY 3| (British Invasion)
THEB LI 22—V vy idiE, 7— A7 —LH
FHE 3%\, B — kL X(The Beatles, 1962-70)D > =
>« L/ > (John Lennon, 1940-80), =— VU > 7 « X
k— > Z(The Rolling Stones, 1963-)D ¥ — & - U F ¥
— A (Keith Richards, 1943-), ¥ — K /3— X (The
Yardbirds, 1964-68)> =1V v 7 - 7 Z 7 |k » (Eric
Clapton, 1945-)72 & Difii & To 203, 4 O 1T ECA il B
WEDOREEZZITTCT— A7 —ZEFE LTI 2
— VY VEEOEE Th ol T— AT — X
ANWRERCe AN RifE ST E LTEZ B U7 LRIIZ
FIHSN TV H DM, FERICIE TRy 7 -
T—F R 2 T —HF R R U T
B HIEEMLE & L CTHEREL TWe D Th D,
ZOWFL BV ~E | ffERTO2 TR —
Vb ROLND, 0FERDAFY 22K T L0y
IR R e B—=hLADLa—FR -« Py iy hMiE

% Frith, Simon and Howard Horne. Art into Pop. London:
Methuen, 1987.

fifEdL & LCOFMM by, 7 LA 71, B— kv
AP GTFEDT WAL [H—V x> b e X=X e 1
U —en—2 7 Z 7« K ](Sgt. Pepper’s Lonely
Hearts Club Band, 1967)D L 22— K« ¥ 7 v F & F
iz, RN— < — k=—(Paul McCartney,
1942-) D7 A 77 & PRIz, EEICH LIz — b
VR e AN RHRRUINL S | F ORI & 5
AT 20 AL ORI A AN 59 4 DS ELE S DR
BEOX IR THD, 7 LA ZITHBEMEE
BRE LI ETARLIEADOETY ROFEWREHIVEL .,
TOBLEZ A 3= Lam L, HEICIREL TWo
Too [h=Y = h e XRX=X e — =
757 N RI IV RETOYA 75T U v o
REFMEL XL LN D, Vx v MCHIEAN
E£FV, BT TI—HD [RA K« TNRL -
AN—EM) #ZE L,

Fle NIV B E— ML AD B8 EDT LN A
[ « & — KL X] (The Beatles, 1968)> L =— K -«
Cx oy NEFRTL, Uy sy MIA—/T, £
DYy NDOAA—=I05 [FRTA K« TN A
EWVWHHEFRTHIEIND Z EDHFNE N, —RT 5L
SUTNIRTIFA L THDN, FDHA LRI MY
L, SESFEFRV YN ERINTHE— LD
HIMEDMEIL S 2 RBLL TWD, E7z, 70 FRUTE
BT sa%y— -+ 22—V v 7 (Roxy Music)D~7 7
A7« 7= U—(Bryan Ferry, 1945- )13 == —% v
ANVKFAEFERFICAN IV F Db & TEIFE 5T
HETholeZ b, TEa—mlIE— M XZRIEL
T A N—DAF 27—k « % 7 U 7 (Stuart
Sutcliffe, 1940-62)7% /XA 12 A (Cili%E L 7= 35475
BHEOEHEE T E bR LT &z,

TAYBZEBNTH, [Ry 7T —h] LR
T —EREOMFEOOE TR, U —FRI/VTEEAD
AN Oy = BR7 AWV NORVIEY Ay S SRRV S
25 %7 F(The Velvet Underground)% 7 15 = —
AL, O6THERKRO [T NTxzy b T ¥ =07
7R« 7 R+ =a] (The Velvet Underground and
Nico, 1967) CT B2 —ZHTW5, U¥ 7 v MMIY
F—RNVDTHFA T, NFFORIZT +—R LD
BLHMANGINTEY [N FF - TARL] LD
RTINS Z b H D, o, U4 —R/MEL
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FICHERNELS, o — - IVF v —|
(counter culture)Z & L7z TE—h « V=R —¥
= 7] (Beat Generation) & i 2 F5 5, BREIFHIEIC b
FO MU CERMREER (T4 —T TR
%~ (underground cinema)® FLAIFELE L 720 . 60
FERT AV AR OFEIR & 7257,
712, [Ry 77— h IFHICARE 2 7 —FH L
HHBMRIZH o 72721 TIEAR W, 684, NIV b
67T HFICa—Y T A=V ADI VT -V xH
—(Mick Jagger, 1943-) & EffpgO R N— |k« T LA W
—(Robert Fraser, 1937-86) 7% M%T%Fﬁﬁ’@ﬁéﬁéﬂ
I EMEE R T2V A7 ) — iz kB EMR
(Ao R 671D (SWlngelng London
67 11, 1968) ZHlfEL T\ 5, ZDOESMIE, NI b
> 3%l had felt a strong personal indignation at the
insanity of legal institutions which could jail anyone for
the offence of self-abuse with drugs.”' & k-~=T\ % k
2T, JTRIIE & WD B O TI v 7 O &
L. 7 U AP —ITEWHID T S 7@l 22 ks>
WTOHEHHTH S, SHIZ, A4 ML HHAL
MTHDLN, FHHE P —HEZEBEL Tz T2
4 ¥ -1 R (Swinging London)Z k& L T
BY .60 FEROADEFEVZDLEED FT v 7T
X 20 b O RIR e RIEAR & o A
MENTNDEERD, ZOLHC, Ry 77—
M OFARE 27 —BFREEZ T LD LT HEE L L #E
OO RRZITHEEZ & & RO -0 TH 5,

8. LIV
PED XS, TRy 7« 7= IZONTEZEL
TEIDB, TORRIUYEMERZEHI LT, 1 A

Hix, =V — FLERNR g - T— 1) %1H
HETHERROE =T N F—% 4T~ Kk
fbaw T —~IZ TRCEET) 280, BiERET 10—
7 EHEETENFICE TR A L LT ETh D,
ZHUIBERR OB 2T L. it & B % BTG O Bk
ZRED ., <@kl ARSI L > &y S ST BB
FRAARIED BEED BT, WhIXHENAIE TH -

1 Hamilton, Richard. “Swingeing Sentence.” Collected
Words 1953-1982. London: Thames and Hudson, 1982. p.
104.

Hk Ry 77— b HE

oo DFED, Ry 7« 7T—F | ITKREHELEESDOKR
R E GNP T D22 & T [ng - 7— M)
DAL FHEZ BAEE L IO TH D,

2 HEIE, RESUbZ HERICEREL L CEIRY
BEMNG L, FANT 7 AAERTEZT7T 4 ¥
77T — b ERBLEZETHDL Ry 7T — 1)
DT RAMEZ S U2 BE IR, YR tha R & B
DRV, Fr—/L X+ T A b+ I /L X(Charles Wright
Mills, 1916-62)i% [V A b - & Z—] (White Collar:
The American Middle Classes, 1951)(Z 33\ CHik g 7 A
U 3 OFRHACIZAE 5 o BERSR 0O KRN 2 F5 4 L 72
2 %7, FA Y4 v K- U—2Z~ 2 (David Riesman,
1909-2002) 1% [k Ze 4 ] (The Lonely Crowd: A
Study of the Changing American Character, 1950)(Z35
W T HIEERSR DAL S BOVERE & 3 HT L, i & DRI
MAaERT 5 MM g%l (other-directed) & X854t
L7z, 2h b o B & HauiE, HEEE
7% & DTN EA LM RIS VT TR
v T — ] OREHBEZOWEETT AV D
BEARFRIRTEERLE —MMEL TV ER D, &
BE. 60 FFARDT A U J1 TlIE N EERS 1‘&7‘_ T <,
H AN BB RS BANOMSHEH N FTREIZ 2D, A
EoMeE S, fOGES), ZorE R HGES) 7 £ RGEB) A
BRI, 2F0, Ry 7« 7— | 1TYEREOFE
BB ERR LT EI T T 4 v 72T — N Th
ST EEZR LD,

Flo, Ry 77— M FERRZTICEEEDS
T BRI & R EE) L, 60 ARk
RefFziEH S e, KR TREASATL IRy 7 -
7 — b FEEOICE LN (A ¥y vy
R IC#EERZRZ, Tho o H—- ﬁ/b?’v—J b

HIRLThote, TOXIIT, HEXLO—HA2H
Ofﬁﬁ¢uW%LTWotﬁhﬁ77*FHi
20 HEACIETN SR BTk Z o 7o fe b B R BT A O

72 S0 D ThH D,

32 Mills, Charles Wright. White Collar: The American
Middle Classes. New York: Oxford UP, 1951.

% Riesman, David. The Lonely Crowd: A Study of the
Changing American Character. New Haven: Yale UP, 1950.
p. 22.
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