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target language

T.H. Huxley 1893 Evolution and

Ethics

4 1996 419-425
° 3 232
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51 semantic accuracy

8

lexical ambiguity homonym
connotation denotation
signifier signified
1)
grammatical morpheme  ° 2)
6 2 30

7

8 Victoria Fromkin and Robert Rodman, An Introduction to Language. 5" ed. (Orlando: Harcourt
Brace College Publishers, 1993),128-130.
o 8  59-63
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1 Asfor the second part of the lectures' title, that connects with acuriousthesis|

have been urging for a number of years concerning the end of art. (p. xiii)

“curious’

In 1913, and even earlier, at Stieglitz's gallery, artists like Picasso and Matisse

were but marginal presences, too wild in a way to constitute a serious threat

to art as Henri, his followers, and his enemies understood it. But in Hopper’s

era, abstract expressionism was hardly marginal. (p. 118)
“marginal”

marginal

marginal

1913

4



3 Thisisthe style matrix, as| called it when, in 1964, | introduced it in perhaps
my most influential text, “The Art World.” (p. 157)

“style matrix”
“style”

“matrix”

163

4  Along the way my text is concerned with the end of modernism, and it seeks to

assuage sensibilities which had finally adjusted to the indignities modernism
visited on the traditional aesthetic postures toward art, and to show something
of what it means to take pleasure in post-historical reality. (p. xiv)

“sensibility” “indignity”
“visit on” “vigit

Onn ] On"
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vergangene

Pop Art and Past Futures

1960

the pale of history

vergangene Zukunft

Zukunft

pale

past futures
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vergangene Zukunft

difficulty

hypotaxis

10

syntactical

There are few better exercises for those who seek to think philosophically
about history—who seek, as | am attempting to do, for objective narrative
structures in the way human events unfold—than to attempt to see the way
the past saw the future, and hence the way those who saw the future as they
did had to see their present as they did. (pp. 101)

10

2000 176-201

200



There are few better to attempt to hence (to attempt to see)
exercises for those see the way the way those who
the past saw saw the future as they
the future did had to see their
present as they did.
7~ N\ Vel
Q"f‘i)seek B and
philosophically
about history

who /seek, asl am
attempting to do,
for objective
narrative
structuresin the
way human events

unfold
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5.2 syntactic idiomaticalness

11

Subject/Verb SV
12

parataxical linkage

Topic/Comment T/C

13

1 2 30
12 10 177
3 1997

Li, CharlesN. and SandraA. Thompson, Mandarin
Chinese: A Functional Reference Grammar (Berkeley: University of California Press, 1981 ).
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The book is devoted to the philosophy of art history, the structure of
narratives, the end of art, and the principles of art criticism. It undertakes
to ask how art like that of David Reed became historically possible and how
such art is critically thinkable. (pp. xiv)

To solve the philosophical problem of the relation of art and reality, critics
had to begin analyzing art of akind so like reality that the differences had to
survive the test of perceptual indiscernibility. They had to answer a
question like mine: “What distinguishes Warhol’s Brillo Box from the Brillo

boxes in which Brillo comes?’ (pp. 113)
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There will be alot missing from it by criteria appropriate to the concept of
art that has prevailed for some centuries. But then there may be a lot
missing from work enfranchised by that older concept which We Got It! has

got by criteria suited to the concept of art that work like it enables us better
to understand. (pp. 187)

We Got It!

We Got It!
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It was pop above al which set the

new course for the visual arts. (pp. 104)

It is possible to place alongside Clement Greenberg’ s lamentation that

©) (1)
nothing had happened in art in the last thirty years—that never in its history

2
had art moved so slowly—a deeply alternative interpretation. (pp. 135)

(4)

It is possible to place alongside Clement Greenberg’s lamentation

a deeply aternative interpretation that lamentation
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The only figurein the history of aesthetics | found to have grasped the
(1)

complexities of the concept of art—and who had almost an a priori

(2)

explanation of the heterogeneity of the class of artworks, since unlike most

philosophers he had a historical rather than an externalist view of the

5 (4)
subject—was Hegel. (pp. 194)
©)
The only figure...was Hegel Hegel
since a historical (view of the
subject)
be +
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The

philosophical problem must be examined.

1
The term pop was invented by Lawrence Alloway, my immediate
predecessor as art critic for The Nation, and though | feel it captures only
certain surfaces of the movement, it was not a bad designation in terms of
itsirreverence. (pp.128)

2

But the power of Greenberg's vision is nowhere better testified to than
through the radical critiques of painting itself which began to develop in the
1980s. (pp. 137)

1980

grammatical units

it he
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In the summer of 1992, Greenberg spoke for a small group in New York.
He claimed that perhaps never in history had art “moved so slowly.”
Nothing, he insisted, had happened in the past thirty years. For thirty
years there had been nothing but pop. He found this incredible, and he was
extremely pessimistic when someone in the audience asked what he foresaw.
“Decadence!” he answered, | think in anguish. (pp. 105)

1992

he Greenberg

dash
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In my sense, once art itself raised the true form of the philosophical

guestion—that is, the question of the difference between artworks and real
things—history was over. (pp. 113)

My aim in any case is best served by going directly to what it seems to me
Reed’s use of the apparatus of the film loop, the mechanism of pictoria
dubbing, and the monitor—not to mention the bed, the robe, even the

picture seen as part of a bedroom installation—exemplifies in terms of

contemporary artistic practice. (pp. Xii)
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5.3

1995

14

contextual fitness

14

1998

346
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If the label ‘ Abstract Expressionism’ means anything, it means painterliness:
loose, rapid handling, or the look of it; masses that blotted and fused instead
of shapes that stayed distinct; large and conspicuous rhythms; broken color;
uneven saturations or densities of paint, exhibited brush, knife, or finger
marks—in short, a constellation of qualities like those defined by Walfflin

when he extracted his notion of the Malerische from Baroque art. (pp. 102)

Mal eri sche

Handling mass large saturation brush

mass

mass

Brush

brush mark

broken

color
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5.4

2001 1986

The Philosophical Disenfranchisement of Art  *°

“The End of Art”

The Philosophical

Disenfranchisement of Art °

B 2001
18 Arthur C. Danto. The Philosophical Disenfranchisement of Art. New York: Columbia University
Press, 1986.
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Duchamp daVinci
Pop art

Baroque

The End of History coincides, and is indeed identical, with what Hegel
speaks of as the advent of Absolute Knowledge. Knowledge is absolute when
there is no gap between knowledge ad its object, or knowledge is its own
object, hence subject and object at once. The closing paragraph of the
Phenomenology suitably characterizes the philosophical closure of the subject
it treats of, by saying that it “consists in perfectly knowing itself, in knowing
what it is.” Nothing is now outside knowledge, nor opague to the light of
cognitive intuition. Such a conception of knowledge is, | believe, fatally
flawed. But if anything comes close to exemplifying it, art in our times
does—for the object in which the artwork consists is so irradiated by
theoretical consciousness that the division between object and subject is all but
overcome, and it little matters whether art is philosophy in action or philosophy
isart in thought.’

7 1bid., 113.
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The End of History coincides, and is indeed identical, with what Hegel speaks of
as the advent of Absolute Knowledge.

coincide with the advent of Absolutd

A

B

Knowledge
indeed
Knowledge is absolute when there is ho gap between knowledge and its object, or|no gap
knowledge is its own object, hence subject and object at once.
The closing paragraph of the Phenomenology suitably characterizes the
philosophical closure of the subject it treats of, by saying that it “consists in _
o . . i characterize
perfectly knowing itself, in knowing what it is.
knowing
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Nothing is now outside knowledge, nor opague to the light of cognitive intuition.
Cognitive
intuition
Such a conception of knowledgeis, | believe, fatally flawed. Concept
But if anything comes close to exemplifying it, art in our times does—for the|
object in which the artwork consists is so irradiated by theoretical consciousness
that the division between object and subject is all but overcome, and it little irradiate
matters whether art is philosophy in action or philosophy is art in thought.
—— consist in
divison
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define

false friend
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identity

18

18
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