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* 1 Berton Roueché, “Unframed Space,” The New Yorker, New York: Condé Nast, No. 24 (August 5), 1950, p.16. [
1 F51H#&.

* 2 Arthur Drexler, “Unframed Space: A Museum for Jackson Pollock’s Paintings,” Interiors, New York: Billboard,
109, No. 6 (January), 1950, p. 90.
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WAY T AV TINREF REE TEE, A X ahBafE U 7zBEmdEOFREEIC & HIFE L
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*3  Jackson Pollock: a catalogue raisonné of paintings, drawings, and other works, Francis Valentine O’

Connor and Eugene Victor Thaw ed., Vol. 4, Connecticut: Yale University Press, 1978, p. 209.
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* 4 Francis V. O'Connor, “Jackson Pollock’s Mural for Peggy Guggenheim: Its Legend, Documentation,
and Redefinition of Wall Painting,” Peggy Guggenheim & Frederick Kiesler: The Story of Art of This
Century, New York: Solomon R. Guggenheim Foundation, 2004, pp. 150-169.

*5 CR506, 507, 521, 536r, 536V, 537r 7% EDIEICZ 5 LIENR 5N 5,

* 6 Yvonne Szafran, Laura Rivers, Alan Phenix, and Tom Learner, “Jackson Pollock’'s Mural: Myth and
Substance,” Jackson Pollock’s Mural: The Transitional Moment, Los Angeles: Getty Publication, 2014, p.
72.

* 7 Jackson Pollock, “Application for Guggenheim Fellowship” (1947), Jackson Pollock Interviews,
Articles and Reviews, New York: The Museum of Modern Art, 1999, p. 17. [ ] (5 [H#.
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WD 5, TN, HEFAITHT 2 RO, BT DIRE NS &5 KIG S HE
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IS, BICHD R —A «N—h « XYM VOHZIHN > TV EEZIFS LTS,
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* 8  Peggy Guggenheim, Out of This Century: Confessions of an Art Addict, New York: Universe Books,
1979, pp. 295-296. [1 35H#.

*9  Barbara Rose, “Jackson Pollock at Work: An Interview with Lee Krasner,” Jackson Pollock: Interviews,
Articles, and Reviews, New York: Museum of Modern Art, 1999, p. 40. (Originally in Partisan Review, New
York: Partisan Review, 47, No. 1, 1980.)

*#10 - O’Connor, 2004, p. 161.

* 11 T. H. Benton, “the Mechanics of Form Organization,” The Arts, 1 , November 1926, pp. 285-89: II ,
December 1926, pp. 340-342: 1, January 1927, pp. 43-44: IV, February 1927, pp. 95-96: V , March
1927, pp. 145-148.
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Jackson Pollock’ Works Accepted as Decoration
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* 12 O'Connor, 2004, p. 162.

13 Cf AR T2y 7V >Ry 7 OREORAE ) 7220 BIrE, —O—tiE =HS . —~ " HH.
* 14 (O'Connor, 2004, p. 160.

* 15 Jackson Pollock: a catalogue raisonné of paintings, drawings, and other works, Vol. 4, p. 245. [ ] &
Gl

* 16 Helen A. Harrison, “Painting as Walls: Peter Blake, Jackson Pollock, and the Myth of Ungramed
Space,” delivered on 21 March 2015 at the 11th Biennial Symposium of the Latrobe Chapter of the
American Institute of Architects in Washington, DC, 2015, http://www.academia.edu/11793290/
Paintings_as_Walls_Peter_Blake_Jackson_Pollock_and_the_Myth_of_Unframed_Space (2017/3/9 fifZ2)
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* 17 Steven Naifeh and Gregory White Smith, Jackson Pollock: An American Saga, South Carolina:
Woodward/White, 1998, p. 588.

*18  Peter Blake, No Place like Utopia: Modern Archtecture and the Company We Kept, New York: Knopf,
1993, pp. 111-112.

*19 TN TOAERBBUILLTOMD . (B (1946) (P~ —% 1 L, No. 9A, 1948) (1948).{No.
17A,1948) (1948). (No. 1A, 1948) (1948) 8. (BRfhr) (1947) (&), (No. 17, 1950) (1950),
(No. 24, 1949) (1949) (#B7). (No. 10, 1949) (1949),
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Jackson Pollock’ Works Accepted as Decoration
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*20  Arthur Drexler, 1950, p. 90.
* 21 William Kaizen, “Framed Space: Allan Kaprow and the Spread of Painting,” Grey Room,
Massachusetts: Massachusetts Institute of Technology, 39, No. 13, Fall 2003, p. 87.
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*#22 E. A Carmean Jr, “The Church Project: Pollock’s Passion Themes,” Art in America, New York: Brant
Publications, summer1982, pp. 110-121.

* 23 Rosalind E. Krauss, “Contra Carmean: The Abstract Pollock,” Art in America, New York: Brant
Publications, summer 1982, pp. 123-132, and ‘Reading Jackson Pollock, abstractly,” The Originality of
the Avant-Garde and Other Modernist Myths, 1985, pp. 221-242 (V¥ 7V > « Kaw 7 =T, 5
M) TV o 70 NEEZR, Bt —hh=% —H%5 /\=~—hH .

*24  Robert Storr, “A Man of Parts,” Tony Smith: Architect. Painter. Sculptor, New York: The Museum of
Modern Art, 1998, pp. 10-35. Harriet F. Senie, "Re-Approaching Tony Smith,” Sculpture, 1998 (November),
http://www.sculpture.org/documents/scmag98/tsmith/sm-tsmth.shtml (2017/3/9 &2

*25 SKew 7 O—JIH—F—HOEMICIZBAREED - HDOFM 2 AI AN I 2 EIRHEIN, %
DRDFHICBNTE, vV IART 7 VAL DHB [RT A ADBERLTHA VR END S
W ERSTVD. TOBRADADEDDIC, Kay 734y YV UFNETT, AIABH LLRD
THA V& ZMTo TN, THEICOWTH LWL ikl &EBWTWa (Cf. Jackson Pollock: a
catalogue raisonné of paintings, drawings, and other works, Vol. 4, 1978, pp. 257-258),

*26  (Cf. Steven Naifeh, and Gregory White Smith, 1989, p. 681.
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* 27 Jackson Pollock, “Interview with William Wright” (1950), Jackson Pollock: Interviews, Articles, and
Reviews, New York: The Museum of Modern Art, 1999, p. 23.

*28 filZIE, 1960 FFICHER I NI/ S—Y Y XX AT A ORI OR—=V Y XA 2 T4 (BiED) (1959)
22

*29  Jackson Pollock: a catalogue raisonné of paintings, drawings, and other works, Vol. 4, 1978, p. 261
(VT4 2V Ay V) AGOFH, —LA—4F AN ERN TA - Ay V) AsidEE) ()70 )i
R, — =R, S JUUED .

* 30 Krauss, 1985, p. 237 [(—/Juued) . [ ] F51H#E, X75IHANO [ #5E&E. 797 AKX 3L
TOHRMN S DFIHT&H %, “Round table on Modern Art,” Life, 1948, cited by B. H. Friedman, Energy
Made Visible, New York: Mc Graw- Hill, 1972, p. 125; Douglas Cooper, The Listener, July 6. 1950, cited by
Friedman, p. 155; and Howard Devree, The New York Times, Dec. 3, 1950 cited by Friedman, p. 167.
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Il GRENEHFEIKREIN T, BEICHENZAY 22— a2V Thb, A —

* 31 Clement Greenberg, ‘Review of Exhibitions of the American Abstract Artist, Jacques Lipchitz, and
Jackson Pollock™(1948), Clement Greenberg: The Collected Essays and Criticism, Vol.2: Arrogant Purpose,
1945-1949, edited by John O'Brian, Chicago: The University of Chicago Press, 1986, p. 75.

%32 Krauss, 1985, p. 237 (—/UHE] .

* 33 Clement Greenberg, “The Crisis of the Easel Picture” (1948), Clement Greenberg: The Collected
Essays and Criticism, Vol.2: Arrogant Purpose, 1945-1949, edited by John O’Brian, Chicago: The
University of Chicago Press, 1986, pp. 222- 223 ([ —E)VEDOfEk] [7V 23— FitahEE) ik
MR, SEERE, —OOnEE, JNO~/\—H] .

*34 SRS TRRm O, WAOBM——I1940 FRDO I LAY k- J) 28—=7 | [TEHEEM )
No.7. =jsttt, —O0M, —O/\~——=H,
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VR« 22 —TBi3, BADZTOHICHHRAZOEBGETZT ENTEB X %K,
PITE R o 2B DAY 2a—V a3 Y REOD LTz, 72, BEX Z A LDOERMME
DHTEBDOAY 2—Va VERABZELATEAN—FDA Y 2—V 32D
i, XTIl OFERTHHRNEEKTE, RICK>TULAhEIEMB T LN TE
BODTHB, *F

CCTHIVYN=TNED HENA) 2—Y 3] 2ROkl Lid, FHTHO RN
b, RICK>TORFEZREZ I EDTEE2EMEZLELELZLDDTLETHS, T LTR
0y 7 SHIREAB EROREIE, BHEHEDRUROPTOAAL I LDTEH%EMZ2ELE
VAN RIC, W RMiE 355D LV DT,

COXS I, DR ZBA T, £ IHEMNEEEZMN G 5 LWV I mikid,
ARy 7 Ozl 22 & 1357525 & D L /DT 5iEIc @28 DTH 5. e L 21,
DT IUAE, Koy 7ORED T8 2RO LTRSS LT, BE2REVE
fiEKAILTNE "%, EfMRAAY—-> vy ¥R Eiz, Koy 7 OfEfhzEie s
T LIITHENTH > 7z 1713 1956 FFOFRRRDOH T, MIGEB TR O/EM A L
ICHWSNRTWHAICH S C EZRBDENE L, TNDDIRBIHWINE 2 2effi & & F
LTWiEWNZ L2 LT a, E5IC, UTFOXSICdNE T & T, Ry 7Oz
K A LRBRD THB T L2 TIRT %,

Ay 7D (No. 1) ® (DY XL) &, EffiLT2IC3HEDICHmL, AED
Tt DTH B, EANDHETDH, DO, fEMOEXMPHITEICHMO 5N T
fatE &, MEBDH 5 B P LIEZ WK o el DA A&, T O bl 2
RROABENRFMERIEZ 5 2072, *%

UL LENS, T5 LR D w 7 DB G L& S &9 BHEE——21) 2N
— 70 THEIAY 2—Va V], 759A0 [H#E], Yyvao [, BENC s
SED] —— LR WTNEEEEDN BN ERD DRBES L EVEDTED .
WHUELETY Y EOARLTWAED, T5 LTsRiGWic, 505 5 MEzR L

* 35 Clement Greenberg, “Modernist Painting” (1960), Clement Greenberg: The Collected Essays and
Criticism, Vol.2: Arrogant Purpose, 1945-1949, edited by John O’Brian, Chicago: The University of
Chicago Press, 1986, pp. 222- 223 GafE. —OOpM, ———EJ .

36 IO RE, Ry ZORER T LW FEZRFOND ZICHZ2HEM L3RR 5 & 1EdT 5,
L LREy 70 E 5 OREO F#ZZ DX 51> 72T Lid7au0 (CF Krauss 1985, p. 237 (—JLPUE]),
* 37  Meyer Schapiro, “The Younger American Painters of Today,” The Listener, London: British

Broadcasting Corporation, January 26, 1956, p. 147.

61



Tw gV RO T DIERODERINZ

TIEMDOERNR O Z RNZ, Ry 7 DIREDEMNEE 2> T a T L Z217E
OICLTWBEEEAELD, T4&DDB, TLAURAIA, AV UANRay 7z
FEMICHOE S & L& D1C, Ry 7 OREICEMNEEZRTE 5 2 id. HRD
BEZRDTH %,

DlbziE A, KB IHTIE, Aoy 7oEmZE LIKERICERZH TS, FHE
WEZRTNER B TH B IS, A —)VA —T 7 — IR DL 7 R 72 S2 B
KO LT B, T U TZOME, A—)bA—7 7 —feEidE RN OEMNERE LTH
LiENE T LIcRb D7,

3 fERfBICKLBROY VIREDRE

1951 4Eic, Koy 70X — VA —7 7 —2#iE 7 7 v > 3 Vs TVOGUE) 3 HED
FEliZ A HIchoTlio/z"® [K6]), LA L., ZHUIEMESROHEN & LTEHE N
72D TRV, KEEETR—AELZETIVOEEE UTIERIZEH SN0,
FHFAFVAMHDOEHR L) - E— s ThH D,

T LRy ZOEFHDFNICDONT, EfihRKT €Y — - 7T7—21F, Koy
ZROaAC—%5E5T] *P LR, T B VOCUE) D& TH 57 A1) /15
FED EFHBSHRO LTz BIcmd T, RAay JOMEnERET 5 L mER X LNEEE T
HBLVITEERRLIEEVIDE, TUF VW&, 75— DRBEEEZ TN 5,
CNHEDOREMICIE, 7 AU ADTZ 2 AISHT % AL &0 S B R F-EDNAD 51
TWBETFETE* Y, DX, IS5 VRARDTYA U THOENDE, 7 AU RO R L
AZAETAMED . 7 AV A NBEFRIC K B RATHOMREORHICIDT & T, BIEPT AU A
DAL ZFNELDEDTH BT LERRLIEEVS D, TDXSic, W#HlE 'VOGUES

DREMHD SBUAINEX ZFHI S T LT, Ry 7 OEMDEAZEHLE L Tibh Ty
ZHFTRENT EETET B,

LAhLEDNS, TNSDOBEENHL ETEETINVEZDORICESZHTTNS T LIFIE
FAENEZTINIES RV, REEREZCEEHE -OHNE T 2E5HOMKEIZELD,

*38  Vogue, New York: Condé Nast, 1 March, 1951, pp. 156-159.

*#39  Thimothy J. Clark, “Jackson Pollock’s Abstraction,” Reconstructing Modernism, Cambridge: The MIT
Press, 1990, p. 190.

* 40 Anne So6ll “Pollock in Vogue: American Fashion and Avant-garde Art in Cecil Beaton's 1951
Photographs,” Fashion Theory, 2009, vol. 13, p. 30.

62



Jackson Pollock’ Works Accepted as Decoration

COFEHTIE, ABEIER— A2 L 5 ETIVOBERICKEEIN, FERZzAETNT0WEDTH S,
RO RAEDEETIE, WAMCMULHEINZ (T2 H—+ 2 ZAF) (1950) DR
T, R=VTI—aD RL ARG ZUAAREETIVHE 72> TR=AL T3, HEHD
O—XEDO RLA LN a— NV ZBICE L >T2ETIVOHERKICIE, 1950 FICHIfEE N
7z (No. 27) &. (No. 28) OHHNELHENTWVS, TOHMEICBVTIE. 2
BB TN EITA T, ETIVORIBZFRN 28 272, Z O PO
DOEIHANEL LIXETNTVBRICBRENDZT2A 5, REICIE, AA— M HRSD
WKHRD LI BOW R L AZE TV, (kDY XL, No. 30) (1950) DHiICNL> T
Wh, SEREICBESND > TVEEDD, fRlE TV EDHEMNIVZDICET
IVOREIMEENCE D, ilZZb T8 TVD, £z, ETIVOB Lm0 M, BaoRL
ZiE, AEEOMFHE R U THED, ETIVEREED KL KD ENEREINTVSD
DEH>TH%,

REDE/ 70— LEICE HU (T2 VX=X ) ORI DEHEDOGTEE [V
YUYV e Ray JOMSHE] LEE N EOSEMER I N TS, dFIcE, R
BoTW2ONREY JOEMTHET LR, XT g« N—=V VX - F¥IF7V)—Tik¥
INZT ENFHHEINTIRNZEDD, AL DIEHDZA MIVREHWEER EMNGEENS T
CldEV. VI—UMiRB K5I, KAy 7OaAE—%5%5 T EHNBRENTNEED
., TRHEDIHELRBNTHEEEADEA9, FlAFVABETHEE—
MW, TAVHDAA—VIKICE T L TELTH T ENTIE R TD—H T, B
— k OMMDOIERIC HAE BT UE, BT TIVOEFIC U UIREMN AR 2EE LT
Wl EDWAS MRS, TR ZIE192T HEDY a—V7 (F 2 NLILKAN) OEET
. HRICO I IFAOEMO DOV THEM TS (K 7], ficE 1956 FFO< U Y >
Era—, 1960 FEDA— RV — + ANy TN—=VDEHICEWNTEH, HRICNET S
DAV SENT WS, THIC 1938 FICE—FUid, BEFKYa—Y - TIv b IV
ACHEDEZRE EE TR, ZOEEICENTEEMOBHROM TR—A%Z & > T
W3 [K8), 97bb. BE—hUick > TRIET ZkIE. \WZE5|E TS0 HE
BREETH D TH B, Tz, Rawv7OF—)bA—"7 7 —faimd . ik &
FREDRNREZRIET 2 E DL LTHHAINIZE WS T EERWGFRNWT 2255,

E—hrYOHEDX ST, A—)LA—T 7 —#H ORI AYIDFET B &0 S KIS,
TICEKVEET, Koy 7OfWERSEZIRE LIt GHICBNTEONTEKITH 7z, R
gy 7k, JWE— -« TIWINVERNV R« 2 A LAV EEREBICK 2T, 4—
VA= 7 —feli 2§l d %4 % 1948 L S EBIRE TN TWE DN, ZONT
NCBNTE, BRRICEINIA—IL—T 7 — Bl HENZTRa Yy ZIFE UM E
NTWBDE, WV TORMEETHZ 7 Z - A7awid, 1958 FE0MmE Vv 7
Ve Ray JOEME] ORT, T ULeRay 7OFEEREHRLENS, ZOEMDE
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FIZDVTRDESITIBRT NS,

Aoy IHBIEFHICKEGF v UNAZBEIRL 22 Lk, e SADHMNICET S
DTH2H, IzEDEROIZDICEETH S DI, BEFEY 1 XD ZHl/E L 7z
Lo T, Ray 7oliZiclth s La20d, B [environments] &
ToleewnwsTeThsd,

A7avERay 7N iRz, BEOMEMCKMEETE VS, 1961 i
FeR Uiz (BE) F. FEOHECIBDZ A Y2 MIcE 5 £E, 20 LZ2HEHICHH
BB VS ERTH -T2, ATawlk, ZAYD LI i>TWaHEGDORE I/
Mo ERE TS, TOFHEEK, #FFH lAssemblage, Environments and Happenings)
IR ENTOZ DD, ZTOEBRCIE. A LADRE LicRay 7OFEMINSN
TW5D77"? [[K9), Wi#DF v 7 a3l [Environmental Painting| it ENTH
., A=A =7 —HEEICHENTRY v EY I Z L TWA KRRy JOEEE, 71
D (fE) MBI, BEZERT 51EMTHE T ENRENTNS,

COFHOHEIIE, Koy 7 DOFEHN [LITTLE MAN IN BIG SEAJ O & & £14
WHENTWS [X10), TTTE. MEHS ENFTBROLMND ZIHC RAL T, /INE 7R
KOFAEERILTE TS, TNHOREDSHLENTHZDIE. A7avidRay 70
TEmD—K—KZBEHL TV BED TR AL, HEKOIERD—kE 75> TO L DDR=EK
LTWaHZHEHAL TS WS L THb, EEAANTHTIE, Ray 7 OIERMZE
FIEER L LTS TV B DT TRV, Ry 7 OISO AN T 2 24 MR RICHT
—BELEZTNBTEICE/RLTVS Y,

FA LADBEHICELHENIA—)VA—T 7 —f2lic DN T, MR vy > - 7 LA
. TR =)V TaA v —)VOREICHIE T ENTEEKE OFLZIER L TV 5, U
2 AV —)VORRENE, [ D KER T 2 BERPIRD S AL T 5 C LR D %, Btk
DOEMICHINNZ ANWE. HIehERRRE — KL TE> TV 2D X S ICHiN, i 72T
MINCHE 2 D70, 7L AIc kU, A LADEEE T 2 1V —)LOIgH & [AEkDOFF
WafoT0s eV,

*41  Allan Kaprow, “The Legacy of Jackson Pollock,” Jackson Pollock: Interviews, Articles, and Reviews,
New York: The Museum of Modern Art, 1999, p. 87 (originally in Art News, No. 6, October 1958, pp. 24-
26, 55-57).

*42  Allan Kaprow, Assemblage, Environments and Happenings, New York: H. N. Abrams, 1966, pp. 142-
143.

* 43 Kaprow, 1999, p. 87.
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A WADEEOHOREE. H2 Y7 ORI, 21Uk L. HEINRE K. HoO
Wifi, BBIHET U TOBEREMORT RIS 0o TOBA. i
BBIHE. OB EHHEL CEEEBR L. SHHED T e 55, ©H

DI ZMMEHI L TR XSS, HENICY LA DOFRIE, BEEEHZFE—-HL TS
EWVIICHIENHZEA5 Y, L LAENS, 7 LA DBRZEEHKE WS T VIR, 4
TayoRay Rz EERET 5 L TEERTRETIEIENEEZ S, LWVHIDE A
LADFHEIFAREH THZMND 2, B U I NIEENOA — VA —T 7 —famio @
IS K B SE, AEOMOKIE LWV S ZOREEEN 28TV E N5, &L
<EATuvid, (&) KBWTH—DZ A V2KICHEBICKZFEDTEL, BEICBW,
TENHEBREVHOKRELIZ>TELHENTW ., 2ol e, ARBEHEICK>T—
JEd 5oLl TeA—IVA—"T 7 — 2l O KIGRHI T ZH. 7T a0 HISE 5 2
T EMFERDICES> T VD, BDAVARL—Y gy« 7—MNch7awOEHEDE
MR 52 TV A T LIClEANE, A—)bA—T 7 —IREOKENEESD, ZThoh
—fhkEo>TT M) ZOBERE S I EHEIC K > TilgE Nz C &3, EFICREREs
ERHOEEZ2E%9,

HFbYic

ARG T R 7 OFEDENZE MO & UTHRbN TEIBICDOVTESR L,
B2ETRUICED . EINERIEBPHFARICEN R0y 7 OE 2K & 135855 S
DEFL TV &I, 20 HEWBICE T 5, 7 VT s 0—A)L - 2)bEadT
HIC K DEMHIDZTTELTVE T LRBENTHA S o KEIE, EfizHk 514
WA E B A, RENRERTRZVWEEA TV, LML, AETHEILzES
Ty Ry 7 ORREFZEANOHRZ 2 & LT Toiebd Tldizv, 7LA 7
DI RT Y 7 OfREIDEELE UTHAET 5 XS IckFt SN T\, Xee—Fr07y
v¥a YERL, BTV EREOEHRZTSE S TRROHIRZED EF T, ZLT
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*44  Jean Clay “Hans Namuth critique d'art,” Macula, No. 2, 1977, Paris: Brochet, p. 25.
* 45 Cf. Rosalind Krauss, “Reading Photographs as Text,” Pollock Painting, New York: Agrinde Publications,
1980.
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Ve — bR, Hfiir FHEERL T ASEMEINEERT SR, EEEEERSZ 57259,

X hik

1

Ty V- RKOv Y (EE)

1943 . A>T 7 ADEF

605 X 243cm, 77 A F T KRFFEMERREL

X 2

SO WAC TR N

“the Mechanics of Form Organization,”
The Arts: | ,November 1926, p. 288.
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X7
LU E=hY
(a—I7 BF/INLIVKAN)) 1927 F

X8
Ja=Y-TIvbTAVR
g2V - E—h>) 1938 &

59

7oy -HhT7a

FAssemblage, Environments and
Happeningsl 1966 . pp. 142-143.

10

7oy eATAY

[Assemblage, Environments and HappeningsJ
1966 . p. 10.
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Abstracts

Jackson Pollock’'s Works Accepted as Decoration

Nanako KAKE!

This paper aims to examine Jackson Pollock’s Works accepted as decoration. Pollock’s all-
over paintings are used as elements to decorate spaces. For example, they were used as wall paintings
to decorate houses, as a window decoration for a church building, and as a background for models of
a fashion magazine. There are many studies on these individual examples. However, no studies exam-
ined these examples uniformly from the viewpoint of acceptance as decoration.

In first section of this paper, we examine Pollock’s first mural painting to decorate Peggy
Guggenheim’s house in 1943. This work has important characteristics which are related to all-over
paintings. Examining this mural will become clear how the characteristics of all-over paintings were
acquired. Furthermore, I focus on the relationship between Pollock and architect Peter Blake. We
will verify that Pollock’s works were treated as decoration by Blake. In second Section, we will discuss
a church building plan that Pollock was supposed to decorate windows. However, art historians and
critics have denied that Pollock’s works were regarded as decoration. We will examine how they deny
decorative characteristics of all-over paintings. In third section, we discuss photographs which repre-
sent Pollock’s works as parts of the interior decoration. In addition, we will verify that Allan Kaprow
regards these photographs as important and take their feature into his works.

Through the above, this paper clarifies that Pollock’s works were accepted as decoration,
and such examples influenced later artists. These results urge to rethink modernism’s idea that con-
siders decoration as a mere visual adornment because Pollock’s works aren't treated as such. Pollock’s
works is meaningful as a threshold to change the meaning of painting and decoration. These result

contribute to consider installation arts and decorative arts prospered after Pollock.
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