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. A& ol dES} u&A}

of =i AA 7HE 4% A= =Y iz Ad AsHA oA} vz
"l 7}2l ol @&  (Arthur Coleman Danto, 1924-)¢] W|&AMES H]
AHo 2 HEFOEH 19 wsED WA ulsrE Y d2et YRS g
= Ae BAo= gt

GES HEAES AFoRE HEs AN #FldA T]sEgh viate
(Giorgio Vasari, 1511-1574)2] v]sAl o]|% d&o] IALE HstHow
AA WA FAHAde  “dA (Georg Wilhelm Friedrich Hegel,
1770-1831)9] d=dsE e A7 202 F7PEa vy, "l Aaw
7F grelal lkel, e, b fasow Akd AT o A4
(Geist)' oA dlzo] whEol Xokar 1" | AAHFH, des BAl9
AAPo R grASkaL glow, mE g Ae] g e e} zpale] At
ARESEIL s BEE o] tiE A JEFHE AujH oA I A
o oA elze] AEAN oulof] tig Fad =52 1807d &
e T4 #AeE (Phanomenologie des Geistes)s 3 17F 18184
o] % 3k A A9 Ko} 1Y AlF AREo] Ew3E g7t
(Vorlesungen iiber die Asthetik)y = oA Zto} &

(Immanuel Kant, 1724-1804)7} ‘v (3€)) & st&3 +
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1) GES] owAdste 27t 145, #s), o, £8, 93t T ds At figk =9 F
A ArRsta vk 2Rl 2 mRelA 18 fded & MR o Agshs
AL, o] w=io]l 19 mEAES vl QL] witolth whEkA] SFOR o] =Eof A

art’ & dE 2 &71E Zo| BUE A& AQstus WE 2, 18a,
‘the end of art’ &= ‘W&o ¢ 2 &7|H o)

2) Michael Kelly (ed.), Encyclopedia of Aesthetics, Vol 1, Oxford Univferstiy
Press, 1998 pp. 495-530, 3=

3) Arthur C. Danto, '"Three Decades after the End of Art', in: After the End of
Art: Contemporary Art and the Pale of History, Princeton University Press,
1997 (o)l M= AEA & %719, p. 26



l Yo YAzt i, AL oE HAWs HIbHow A
AT & 5 dS Zlojrh sl Addd oA d=e Ao T
FEAQ 7t oA og Sojuhe S WA o2 AN uE
el ANEF} 5ol AFeke Al w3 Aol &g sk
2171 olalle] &4 (a form of self-understanding)” &= epdc} 4 1
gaL oldd o]f®, 19 dEEoA HAlo]l EEHA &= AdAn'= wiAl
2 Rkl gldleh sAe AAE W el & w, ‘A (der

absolute Geist)'o] =22 WAS AFsAA x7] 2ale] Follr7t=

=2
3

o] 2]
S or Aofstal vk 1o E=A o

EASE UE (Cld) 3 agle] FolAE SWE FA Aleld] A

=
[l
fE
3

>

2 A dle e AT AHAEA (Zeitgeist)'e] RHFOR W= T

2 AA= L ol%, mEAR skelels] &R (Heinrich
Wolfflin, 1864-1945)¥ ¢=2o]= & (Alois Riegl, 1858-1905)°l 7l
FA ARl 2Ye A& 3l =t o5 A=A ] H] A

(Kunstgeschichte als Stilgeschichte), =+ d2JA} (Formgeschichte)®

4) Jason Gaiger, 'The Aesthetics of Kant and Hegel', in: Paul Smith & Carolyne
Wilde (ed.), A Companion to Art Theory, Oxford: Blackwell Publishing, 2002, p.
134 #=



Aol weA & YA gxHQl mEAtE 9453 itk o] F A
G4 Form)ol A B oM Edake] v

q
A48 4 mdoEAY P st WY o2A BT A
PN
=

S
U AHolnh6 AE-2 veAits ‘A4 A5 (Sehformen), & A ¥
Y215 (Vorstellungsformen)"e] A= spotetar Qlth. 7

i} o] MEAtES He ool Adolt mute] Ao we 17

N

=
ARl AL GE A A EEA d5ds vUE 55
3 Aol Hd=H, 1AL GEIF vEl] AAE Shue] WHER'E B
A ks Aelnh aElar 2 W E| RS Ao wEt vsAke] AlVE

2 3Rd oo A WMAE vEe] Aam vERA A4EA g,
SAl waA, obd m&o] MEEA 1 4% FHAFA B s Ao

o, F WA ‘JdHE Al WeElB. (Progressive Narrative) = vhatg] 9}
=H8238] (Ernst Gombrich,1909- 2001)¢] A& 2H A HAxle] Ul
BE JHY. &, o] A7l EWAQ vsTheo] Al oR A es)
ANde BAEsta w8 g A7 dEE 2319 AEe 2] o
=gdd 7]E (skil)” o XH &) 7Mesitta B
3 At Al HAE= 2881 (Clement Greenberg, 1909-1994)2] W&

5) 7], FARAS] vk BB GG FRFIA PHEe] FAl, LA
By Al 197, sk ++8], 2003, p. 231

7) Ibid., 238



BBt} o] AL dr A Y B Zato] (Roger Fry, 1866-1934)
o] HjFo 7 WHolowWA HEutalde] Fx7F TFECE vy, tA] T

st oAl mu Aol MEAR] Ylwe] ¢ ol EAEA e vl
TEZ v A7 W E R, v AA|7} o)Al shute] A7) /14
& 7] AlFFehE AR S 7T S, ofA] vEo] AR Apale] Fdl

E]

A AsA A7) AAde Fe A7IRL Aot o] & 79 WiE

an

vl WA= G=7F vsAbelA o] s tiedel A Hoju dF o] st

A gErele] o] o = AL Iy HuYFES ol #

b old shibel B FaAA olhA gtk AAS v
o vl At ABHQ ATe] AN oldstel AFH EAS

AR Bk AL omtt weq oA wEAEo] WMEaEL

8) EYUF olg fojv= FEY 9 ‘mode’ oA Fdl® Zo|th [Lawrence E.
Cahoone (ed), From Modernism to Postmodernism: An Anthology, Oxford:
Blackwell Publishers Ltd, 1996, p. 11 #Z]. o] 8oj= “16417] = ‘A&
(now)’ olg& &I thh Fojol2A Jeh}r] AF” 3+9th [Raymond Williams,
When Was Modernism?’ , in: Francis Frascina and Jonathan harris (ed.), Art
in Modern Culture: an Anthology of Critical Texts, London: Phaindon Press,
1992, p. 23 7335]. wEba] BE olgt A HEAQl AoRRY e As M
sh7] fJall ARgE Aol7] wiZo] ofe] Al7]e] ARE ¢ Stk ey mlsel] glojA
HHUSFS 17“’ FAAQ ouE oz A7 % gt} meba] REE AIREAQL €]
‘3]9} F21Hel oJuE FAlo] Zta vl wrE] A9 BEe s U H

S oujsl= Al oYt “AEF (strategy) ¥F ¥4 (style) ZF =2]4}8} (agenda)S &
l,:‘ xsl 3’ (Arthur C. Danto, ‘Introduction: Modern, Postmodern’, in: AFA,
p. 8) o™, 1o WHE|HA w|Eo] 2] AalE Q1A e AlZIE ZHIZIT 1,
a1 EUUSES ‘v digk A AT & AlEst Zlo] 5oy, Y
UFS o “9ald HdelZ 47 (Ibid., p. 68)3F Fojgtal L3t} o] 3t Rl
FTES BRI FAH R U}foiz‘ Ao|tt.
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d ‘T4 (purity)
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The PFhilosophical Disenfranchisement of Art,

9) Arthur C. Danto,

University Press, 1986, p. 106



of wa® Qs 3sfell i 1 Ao AALE = HuA 2

Bl Eug fdo $A1 Aot

BEE od §490 RUFE Avlel S BAHoR Ewlel ehd
i w3 gk el FobEe $HOR oA kel AzZtHel Ao
A gelt A9 Asthel B&e AFTATHL Wil s AelTh o A
719 MEAES 54 F shbda @ 9 AA AR AHow
48 5 9 AFE| vlEnlA A S gk a3 TRE)
Hl&gtol ] AA7} B3 gltks A IAES MetFEon Ageta 9
&% UehiE Aold ole el ggeldan @ & gow, A
A4, ol e MEgEe] B Pow £ W & drks A2 A
SFE olth, gm ke oulolA, ofsh g Pae ofw AFHo
AT MEAFORA 94 P 5+ AEAE et oAy W

Aok4 slerigdon oFor HFHE e EHUZE olF (post

5
o
[oR
D
=
=
[0)]
C)
o
>
=
32
o

ol HHT S FHsH = Ame B2 o|E7FE1De o) &

10) Arthur C. Danto, Master Narratives and Critical Principles, in: AZA, pp. 51-52

1) A9 45, GEZF vjsAldA] A2 dejtilel]solgal 7438t thdFe]
28 njEA FHEAE F 55|, = Noél Carroll, 1947- ) ¥ t]7] (George
Dickie, 1926- )&oll 9Jall A v} 2lom, o] 9o v Fx1gA=2] daf7bA
=25 ®)3 [Mark Rollins (ed), Danto and His Critics, Oxford: Blackwell,
199317} &9d AR B =] gido] Hal vk wje] A=, ol wgo
AARQL Taledsly (1983)04 A5 ©ES] APdo] Aud vl 9lil, o], of e
o} = ZFF=2Estue] vjeAl w4l Zell= #Hd7] (Karlheinz Lideking)
ol oig [ THsAke] Fdo]l wEe]l  FHe oflth (Das Ende der
Kunstgeschichte ist nicht das Ende der Kunst), , 27| o, d7bv)<; | 1996,
4, 5935]& B3l BT 4HA7] AIRHTE 28 an o|nte| = TES] ow=Hst dnk
of #F =oEAE, ZAUT AN g mEmeAlEks] 2AAAQ] A&
o (F7] ddf vz Hqrs] olFH w|sh=dte] Al v - vjEAbe] T
ZAdste]) (2004)e} Bloli we] (Ml T o]F o] Jy; ofA WE9



%9 Aol Al Qloir A wi} %
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tol7be dFe] dahzl IS A Hve AS wEth meps] A
of T T’ 9o weR dAHE FHolg, wd o9 T
GEO mEAl o] A4 dEHTd wEE T itk e HE
(Andy Warhol, 1928-1987)2] TBa = A (Brillo Box)s AA 3=
Had 7 7HA EAE JAEHA HeEd, 1AL )vsEEd A4
AHE Abolell Ao w ¢ gl s9A BAE, 28l )7
=40 JAAQ EAE AT s o] £ 7HA ZAE sAst
7] §1%F o] 249 55 AT e O LA E 19 ‘d=Hsy

d<«4sh) (2005)2 & F It

12) 9GE7}F ZAale) ofe] AAED AEFoA 2222 We]al %ol 91&9] HYa A}
v A o] T8 Yu|E etk Y ZHEAFEE gighul vjEAl gl Ze)
A= FAuA = 7H gigellA, Al HdA e s HEa glon 19641 oH
O Y& BEE A} AA3] dEs AVIE FEAeA v vEE Fokgrhal Bt
813 Stk (5= 11 #3) 183l T 929 HER A des AR T13le] Yo
QA A mEFe]l d 4 deA “HIHoR” AES GAWA “HIAIEAT Wz
Aaglom “wleel oo #Agt ¥ “m&e] IAMY FATE AAlStE AL AlEstaL
2 ok wstar ok (Arthur C. Danto, Philosophizing Art, University of
California Press, 1999, pp. 4-5 &%
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AR 847 drh A WA AL A vtE W ot

A M, o)A AAM e “mElE & (Gospel of
Saint Matthew)oll Al W82 g I7bS stue] Ao g2A FHl sk ofn
= A" = Uit 1Y dE=
19643 =% W&EA (The Artworld)y & T#HgAHY (Journal of
Philosophy)s Alell 3EstHA HRTE AbEo] ofg7| ajA mEAFow
HEE] =20 #g o]2S FAF R =9 grh il 19810l

=33 19 oEHete] £ THHst 719 W8 (The Transfiguration of

TolA vldE Aow ‘g

Y

rit

the Commonplace)s © ©] AMVds &#A FUth 28l 15 7] A
‘o JAE HIH AT &, 28al WsAsE 2 ZAA7F of| o
AHA A A4 (historical identity)” & 7FAAL Atk 7S St} 14) o]
d ALS A e ALY mEAES FAH R =3 Tl
% o]F (After the End of Art)y & 1997\dell &a3t}h. wheba 19
HEAbol 25 SHAoR HESHY] el 1o o Astel] w3k o]ES
A Au ol & ot
%]

GE= o4l o] o d EAF9] (essentialism)e] T A

13) Athur C. Danto, 'Pop Art and Past Futures', in: AZA., p. 129
14) Arthur C. Danto, Philosophizing Art, op. cit., p 1



A A o] Thsshbe Ao
‘WA (the Artworld)” 2= 7Hde =4 28y “vsA e
AL Aol we WistE= Zo]r] wide, Al HAE AAE #AE
ol EQItt. ol& FHEAEY, FAs AHAE dEVH AEY TS HY
A, “FefolH ¥l (Clive Bell, 1881-1946)7 15 mt2& P25
=57 aglar ‘2l B EASFEIFo2E (Neo-Wittgensteinians)” ¢ “7}
5 M4 (family-resemblance)” & #A%3tal dth= AL wvf

Ah1S) o)A e, HEsL ool n&e Aogel gl WA FA o

W (Nelson Goodman, 1906-1998)3} A9 AXx|3}tar Q. @A zfo]7}
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15) Noél Carroll, “Essence, Expression, and History” , in: Mark Rollins (ed.),
Danto and His Critics, Oxford: Blackwell, 1993, p. 84
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1D a2 v dE7F ddivlse] 54 5 stueta & 5 e A4 AbE
v FAA EAZ, oA TalA oj@A s A AZE zte] 7}
Sl A T stue vEEeR JIARWA Ha bgE St 2% A
S o9 A AAITIAL A=A =4 & Aot

eed vEAES B o 2319 2o A RS AEI=, 5 A
Aol el vk sk AR A9 FT|7E ofel Ao aHd =
© Aldddl= dsso] Eolebs ARES debAQl Al shxRE 1
o zoll theld sl FAH R Az A, Ll AlEES dA
Aolar Al Abgolom IFto] AAS de= dA Y FHE V=
(techne)® HSITE o] 7]&& 25d ‘d’ 2L HYgH e, o549
ool &sh= Zlo] o] A7l ‘g (craft)’ o]t 1al oW A&
T, A2 (mimesis)’ 2 &olE - AMAA A SR A}
L9 71714] st ‘R (imitation)’ , ‘4@ (representation) #L &

JEAHY - oy 7HA] oul2 WoEo] AL vk 29y, H|oj&
(Monroe C. Beardsley, 1915-1985)x “Zg}E9] ‘muA]~’ o tjs)
gukA el go]Ql, ‘olmgoe]A (imitation) & A&’ spA| gk, “Thekst 9

ue] ‘gz Aol A (representation)’ © 77bE HHAl o= ARgFH U}

—_

17) o714 ‘m]e] o] (theory of beauty) & #19st A2 ©EZ}L ‘ThF9]" Algle]
s Aoshed glol WHFAY S afAlskaL 7] uﬂTo] 7% AUk A)zhA el
el e wpEg st s WE & WA £Aol) dEel g

A R TEFe & ool ol we ueE wa YY1 st e ol
WEe EaEAN WPl thh oliE A -stow threl 4 Aol 1 o]
(EAB)S) FAS GunFe dhm T & gor] T o2H JNe FYAFE ol
7Vedl 719E F48 BH ZHE] 7)ol le Aol ApEEe R, 187 wiio
Hlzo] tha AFE @ A~ o, ARNEA FAZCR Tl Aotk

18) Monroe C. Beardsley, Aesthetics: From Classical Greece to the Present: A
Short History, The University of Alabama Press, 1966, p. 34
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to Aesthetics: An Analytic Approach, Oxford

Introduction

20) George Dicke,

University Press, 1997, p. 45
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23) Arthur C. Danto, ‘Transfiguration of the Commonplace’, Jowrnal of Aesthetics
and Art Criticism, vol. 33, 1974, p. 143

24) Ibid., pp. 143~144

_17_



o)

Apgre] obd FE

=
=

Ful AW, PHAT 2 4

M
it

4
o}
o

o
ﬁo

A, old

el

‘.A_.uﬂo
B

)

X

i

o

—_—

0
N

‘.A_.uﬂo
B

12

o
[e)
-

H

dl,

=
X

o

7F e
(mirros)<
o, A= o
of oA, ALEe] ]Fe sk

of 17} A=}
AEo 7
ot et 2 )
UE

[e)

=

1S 38 (Hamlet)

3
A
]

-

R

L
—
)

2~

]‘lf: 7)_177

I<]

A, ofell AR Holms o

S

“v/f_iE]'Eﬂ

7] ¢
gEL o]y
HEA}

=<

]

A

GE=

Iz

o}l ok of7]el A 1

‘%A (The Artworld)’ &t

ZF
=

17}
=l

T

\
RS,

o]t}.25 1L}

il I i

-

s

|-y
RN

B
Hl
=

=

7]

1

0]
pal

)

SA

o A whn|g| 2 o & A Ho]x
o]

HI 9t} 26)
Ady o

o7
I I

NI

il
)

—

B

)

of A= HE-5
1” v ®Ba Qohen uhet

A
e

o
AAE 9
— 18 —

R

1

s

2o A = =t

el Al mef T webd o

25) Ibid., p. 144
26) Ibid.



A, o] FAre] Aol
g gl od AE vE WA BoRA HoFeE A A
(copy)sh= Wale] Rito 24 HoF= o gt

TEE A oo 9lo] HAE AR kil glow, webx] 17F A=

delze] AL wmelol ©R7} YU Azes AL FAF Aol v

rlr
to
L)
>
s
ftlo
td
o%
ok
o,
o
o
AL
N
)
Ry
N
)
o
t
ro
i

e
>
>

E+ ‘7t Ob+= oW ALo)v X (mirror-image)’} AA = O+ 3
o] oluH|” o]ar, “¥ief oso] Hulolgtal FpWH, AL oln| A=
A

=4 A 7 oA, AMEA, ofd R Al A HEYs el
3

(a semantical mongrel)” &2 X i1 ¢t} 29 wela, dutx oz wHHO)

A QoA e BANE A 2uN oA TEHA 34
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28) Ibid.
29) Arthur C. Danto, ‘Transfiguration of the Commonplace’, op. cit., p. 147
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32) Nelson Goodman, Languages of Art: An Approach to a Theory of Symbols,
(2nd ed.), Indianapolis: Hackett Publishing Company, Inc., 1976, p. 3

33) Ibid., p. 4

34) Ibid., p. 5

35) Ibid.
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2 49 AAHE 184719 MR WA deRoR AL el
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At wolEe] tixA ] HEAEQ! 93] H (Johann Gottlieb Fichte,
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22389  (Arthur Schopenhauer, 1788-1860), Y| (Friedrich
Wilhelm Nietzsche, 1844-1900) F°] ZHES] I &d 7]9dS & ¥4

S ARG EF, A AFE A 9 o BEAA
BAHoR Adste] AU B 5 AL W 10 o)2d] sz

37) Monro C. Beardsley, op. cit., p. 255
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39) George Dickie, Introduction to Aesthetics: An Analytic Approach, op. cit., p.
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41) Arthur C. Danto, ‘Introduction: Modern, Postmodern, and Contemporary’, in:
AEA, p. 7

42) Arthrur C. Danto, ‘The Intractable Avant-Garde’, in: 7he Abuse of Beauty:
Aesthetics and the Concept of Art, Chicago and La Salle: Open Court, 2003, p.
60 =
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=240, % (Quantity)” o A7old= “old JidE Wy, BHEAoR

WES FE 7 90w T (Relation) ¢ AZIGA HE  “ojw
mol 4L WY AZ4HE ‘oW uge] FRAHe F47 1005,

o

SFEL
H
‘g (Modality)” © AZIelA 2Re “o@ Y wil, ofH BAH
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43) Arthrur C. Danto, ‘Introduction: The Aesthetics of Brillo Boxes', in: ibid., p. 7
Bz

44) Immanuel Kant, Critique of Judgement, trans, by James Creed Meredith,
Oxford University Press, 1952, p. 50

45) Ibid., p. 60

46) Ibid., p. 80

47) Ibid., p. 85
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York: E. P. Dutton & Co., Inc., 1964, 109
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= A

113) Arthur C. Danto. op. cit., p. 32

1866-1952)
112) Ibid., p. 144
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oe G PAsta. Tela a9 oL ‘HAAFIARE A4 8
AEZ FIEAQ Folgste] Wy o)A LIS T “Ed

I} gukdiojgto g xje] shfe] wm|gke] wshkd WAE (Aesthetic Theses of an

—

Aesthetic as Science of Expression and General Linguistics)” ©]gb= A&
o2 1900 olztdn]o} EEfY ol (Accademia Pontaniana)ol| &=a& A&
shaz, 21 991 1902 sty Unkiosto g o] w|Et (Aesthetic as a
Science of Expression and General Linguistics)y & 331U, o] &
o] HeA AAZF NRE TAANAS (Filosofia dello Spirito)s Al 1
dolt}., A=A Ak “Halo #g AF (the study of Mind, or

Spirit)” oldll, 1AL “AAEZ” orh15) Ao ANE Q4
(knowing)” 3 “&9] (doing)” 2 T 7bx 71®A  HAe Hshx

A=, e ‘84 (the usefu)” =& “A (the good)” ol
o o, /A “A#AA A2 (intuitive knowledge)” ot “
2124 A4 (logical knowledge)” & X = 3}l quf. o]d 19] #HsHA

A= 19 omEel 71Z27F "ok 2 ZRle] AA Tajste] #gk Af

i R

facs

2% olAlo] (New Essays on Aesthetics)s (1926)91%=  “HA4 =
(Iyrical)” ¢l d<=e] 245 AN = ‘o 2d& AAY o4
EAIY, o] AES FASE REES MEAQ Aol dA]7 At
‘AL 2 AA tig s FHEAT & 7HAAL Az, o] A ujEe
“Slhitel ©rdsk A (a single intuition)o] YX” Hw, “o] A o] A
Ak shke] AA - (emotion)o] vt A (feeling)”116)0]2}ar YA &FaL
Atk wEbd olEA B AL, A=A o] ‘BE &S A ®d

P UDel Aolu), olefa 9] o2 BE apEel ANl JF& Frh

114) Monro C. Beardsley, Aesthetics: From Classical Greece to the Present: A
Short History, op. cit., p. 319

115) Ibid.

116) Ibid., p. 322
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olgjgt o2&, Wu= HAA (Bernard Bosanquet, 1848-1923)¢]
Mo glel] #3sk M 7+9] (Three Lectures on Aesthetic)s (1915), H 7t
(Curt John Ducasse, 1881-1969)¢] Td]<d3%t (The Philosophy of
Art)y (1929), 12]ar 53], A=A e FAARAL B7Pts 2995 (Robin
George Collingwood, 1889-1943)2] Td)<&2] ¥¥] (The Principles of Ar
s (1938)5 & & AUh118)

g, o)A wlmo] FAe] BS "l HItow o] s AT HE

WA FAolA olEste] AMEE mmo]l &2 A<l Ve

M 5 FA 1E FUR LS “BolE = mi gle
W9 AL FT CHsAQ MAow Azduiel & ATolga Ui
9. Ed, e ‘o] udEue gay, 3o vee gy dE 4

g0 AEoRA Agrleste AE WelEne] v & M
5

T lo|th120 o)A W&o 1 FoE 14

2l .
12]al o] Al FotE= shhe] dsto] Hu. webA o] ok )
nge] TSl APEE Rl o &tE sl tdFe iz AT g

117) Ibid., p. 322

118) Ibid., p. 324

119) Arthur C. Danto, ‘Pop Art and Past Futures’, in: AFA., p. 122

120) Ibid,. p. 122

121) Arthur C. Danto, ‘Painting and the Pale of History: The Passing of the
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Pure’, in: AEA., p. 102
122) Arthur C. Danto, ‘The Decades after the End of Art, in: AZA., p. 33

123) Arthur C. Danto, ‘Modalities of History: Possibility and Comedy’, in: AFA., p.
194
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A UEE R Ao 2 A9 n&A}

GEE A9 owdets 7|2E ste] mleAte] digh o] &5 Asfgt
Taear 719 wiEAbe] B2 IS vigo® ) v ddel e
o5 Alsta v 28] wEAbel] tigk o] BollA Y E5eiva &
T A AL "= 9QAE WHEEESY EHAlR Eue Aot
WHE B+ 'wp2E WHEE (master narratives)'?] o]&o] 33k Ho]
oomEb dEE o R dud veAtsd vee Bosr @R
mjgALe] o] Zo] gk =ofo Bty Ro|gk FHetr] fla L] msAt
7HEe] olgg WE AR Hlushas azks AlEekara) gkt
FAS dd “grstehdt e w)

, “18AM17] eo]%, 53] HIAR (Johann Joachim Winckelmann,
1717-1768)%]  Taiduin|sAl (Geschichte der Kunst des Alterthum
s)a (1764) o] % Fak LA Adoz W3l 12089t 1= vfx}
2o ‘HI|EA] WA & Hol ‘W AFY FA Y Wi FAS
TR kA o] AAE, FEY dolu] 2~ (Whitney Davis)e] g ¥
YA, Hxe AT v gAY = & 5 den, mErke A
of tigh Ajr]” 2Ry ‘Ho & FF7 o2 Fo EXvs HUbE
w9t} 127

T e uhAE o] AEAS AR FelEo] A o]

N

1>
i)

o FEAY, F FHEA A olg

A]

(2

126) BHg7], d=2olx a9 “YAALEA Y weA - HEA FEEAE SHOE

fojsl-ol&stA; A 163, 3= n|std<&3sts], 2002, p. 68

127) Whitney Davis, ‘Winckelmann Divided: Mourning the Death of Art History’,
in: Donald Preziosi (ed), The Art of Art History: A Critical Anthology, Oxford
Universtiy Press, 1998, p. 40
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TAE AWsta vk 2 A FAA WstE Wl A7), S “ard
%2 (Antique style)” , “s3%2 (Sublime style)” , “o}&ths 44
(Beautiful style)” , “XHFeFAl (Imitation style)o& A|7]E &3},
gl At FAFE olFThy FA7MA] xHg & HET gthal she

AFo] ARAGL FHQ A1 oA wpabelh A7 2A ] v EAE

2 verstEA RAHQ weAt AR At @ 5 gom, o|F, o]
o S o3 Aus A’ HUch e FWOR, WAWL ¢

L)
o
>,
1A

Ol
o
rlr
=

=
Shbo] t)ghe] gAY HEALe] V| RE AR dRol= gF, e
3 BWZY g3 ofd] vfEX =3 (Aby Warburg, 1866-1929)9F 7o

BEES xdets $AY gAEe] da dFESs Akl 59, ¢
glo] 53k 1889 K-E 19059 Ale] 205t mlEAbE w4l gl
of ZEARl W3l & 7t oAl Hw, 1 Wl T4 ‘FEIstE
E (Jakob Burkhardt, 1818-1897)¢] '"dRHESAMZHEE o] A&
o7 == A o]Prh130 o] gt Wl FHoA, BEd ELIALRA Y

EARE FAARA wlEAbR WEE AT 0] FA AR ezl 3l

128) Lionello Venturi, History of Art Criticism, trans. by Charles Marriott, op. cit.,
pp. 152-153 %

129) Ibid., p. 153

130) ¥47], d=zolx 229 “YAAEA Y oAl - WHEA LA
op. cit., p. 69
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ARSYEL Al 199 (2003), p. 231

132) 1Ibid., pp. 69-70

131) Ibid., p. 69
133) Ibid., p. 73




I Q= WA, "EA njeAls 2l mE, FAH A3 7hH] o
gk mEA 24, S A ZAAe EAo] FE W&ST olFi e
Holth 135 A ZE L FAALRA S HEAtE ‘A7 2AE (Sehformen),
T ATA FAIAE (Vorstellungsformen) 2 34e}slar o), 136)

oG AA NN, T ‘Ao GarmAe] WEAS A4H =4

Vielheiten zum Einheitlichen)', Z2]3L "o’32Q1 2o Azl a2}
iAol WA (die absolute und die relative Klarheit des
Gegenstindlichen); 5 Tt 9] ‘A2 ©A¢] o] o8] Aw 3o}
D137 o) e} Fho] MEHL FAALRA O mEALE AlZFAQ] o]
AR BRA, BE derbe ‘ol AIZAQl TheAds EAT & FlolH

“WE o] BE Aol g A7 o] oUmE, A7 A Al
]_

:
87 A S, wekA A9 $ET § nelFi solgn ¥

AR, B A9, oS3} we] v AAZ WHERE B gt o
AL E MEAt AW B B G Ao g 1550 ¥

A Ze dEsts %9 Pl WA, BEE 25t A9 g

1SS
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=
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135) Ibid., p. 231

136) Ibid., p. 238

137) Ibid., p. 239

138) Heinrich Wolfflin, Principles of Art History: the Problem of the Development
of Style in Later Art trans. by M. D. Hottinger, New York: Dover Publications,
Inc., 1950, p. 6
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A7} 2aw wdEte] FRA0RE Ngo] Ao oYsti Ao

_

2]
o 1 3 HolA dES HsAle vlEAATE AA us BESHE
71%74Q Are] ko] uebd W3} i ok g o)ie “‘UF
o142 Z X (a kind of cognitive progress)” o™, o] <2144 HHE=
Ao R, “nlgo] Foldlte] ¥k 214 (knowledge of what art is)
7 & A @oh189) wheEba] wabE e ElBe] AAb A ZE A u)do] o
el gretelz EaEat A6 vge] AV A% H3, 2 e o

Fo) muAQl goln, 1 FAe wEAAle oE 24e AxsuA

I
vy
°
o
N,
rlo
e,
o\
1o
=)
)

(]

F 7 o] 4

Aotk &, vEAA7E 4o UE SHRAM oled Aotk

rlu

139) Arthur C. Danto, ‘The End of Art’, in: The Philosophical Disenfranchisement
of Art, Columbia University Press, 1986, p. 99
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B. "lsAte] AldiTE

GEE vlEAke] v E B me vgake] 7 A7 472 FEshar
Atk 2 TEE vl A7) A FHA wE AR AMA AT
Hlzo] 1 AA7E vleEA A ZekA] e, vhAl waEjA, o} mzo] H]
=24 2 JTE FdskA X st Al7lolth. dE= Ao “ofx gt
ool oisliA “AlAIe] A FEe] olYth (no historical part of the
world)” efaL EelaA, 1A “H]SAMA (unhistorical)” o]aL, “w|]/d<gh
g4l (undeveloped spirit)” o]2}il Zgh F-4E FE3A, o9} fALs)
Al mlgo] wER AsA] B st AlZIE ‘Y9Abe] e YR F

o Aolgtar i v 1 vES “YAv]E (primitive art), WEH|&E
(folk art), &l (craft)” wo] siFETh140 T AELS FuA0 &3

=2, $FEerA, 7Hge FHERA Azd Aot =&
P
ue

140) Ibid., p. 26

141) Arthur C. Danto, ‘Three Decades after the End of Art', in: AEA., p. 25

142) 1 ouA|= A9 o5 42 A 52 a9 22 9urt oyt 1 7S
18229 eikonoll A k] icon o2 WHHE Dolt} = icons Edo|u o 1
H dlg] S Aske Aolth FAl, FEYS AAA R3S 8 1 A
drelis Fete] o] &at7| & sialth oA whdtete] wste] icon wAIE - AT}
% (iconoclasm)- & Wit Wb o2 A8 d&zEo 2 A Q2lE Ao oy
g} e FuARl weE Yehdle A Exgich. "ge w2, o]k icon
< JlsaAdA ARk o s FAle] FRe Ful omAE G sk, AAE, “H
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g5 FAGtE 9TS 7] "ol AAR vz Jfdo] ofz dukAQl
o Ao yEfA k7] dEAEde FHsiH, o] HelA A4 (Icon)
S oA wHlzo] opd Ao R Bl glth

FRA AZ]elAA oAl wo] HAale] FEh Stor Eojrte AVIE,
CHA] A, W] Alti7E AR E = Al7TE BEE “1300-1880% 747
o7 Hi omn  oJA7]= ‘EHHEQ YHEE YA} (mimetic
narrative history)” 2 ZFFHEITE143) 1 o] H e olm| A &L wEEA] <l
A A ggkoern, 1 oluA|= 7i<le] ALE Zlo] ofye} 7]&Ew
Al wEE yeRd= Aot ol A Al 17h FEgh g
= Wd & oA A2 ‘wrygsle Tdwey & (Art and llusio
my (1962) 3} Evps Fof fopstgrge] 3 5 (1962)" ojvh. =7}
SR Z A FHESE T gty A ‘W] AL oW A The
71?7 g3 “Ajd 2] v]E (representationalist art)e] A7} oW
A 7Fsd71?” gl BAG T4 e 'YL EAE AAHoR U
Fa e Enps FoA JA5E 3 27F FETE UL A AA R
7bestttal 57 s ol #ek Aol ol

=}
‘HlmAbe] XIHAQD ®El (progress model)<, wE Y3 WS Wy

o
N
N

=

)

o7 A AL, TG E=

“

22 g2k omAEY | H3 HE opdgrte] 4 AEHW] o|w|A|vkE X
siel A ‘I AA] 2 (unpainted)” & ‘Y ZE 9o R FA HL) o
oln| X&) B3+ go]= “a-cheiro-poiction £2.8 TEA] ¢+ (not made by hand
A, SRS non manufactum 183 B Ao} RE ne—ruko-tvorenii AOE Ab
|7 ARt olo] AEolA Rt el 7 iR R sujoln| A= “gk gt
o] #Folgtal WAtk thA] alA AAE 18zl °1U1X]°] Zolt}y, ey o] RS
g e dubAel syt oplglon wiE A erkeh e AgAjekar A7kl
t}. Hans Belting, Likenes and Presence: A History of the Image before the Era
of Art, trans. by Edmund Jephcott, The University of Chicago Press, 1994, p.
49 3=z

143) Arthur C. Danto, ‘Master Narratives and Critical Principles’, in: AFA, pp.
47-49 F=x

144) Arthur C. Danto, Philosophizing Art, op. cit., p 1.
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AHH, CFAALE AR e HAxIA FHROEAM BEIYY” upAgE K
B HERHAT” L FASEAT149 vk = ARale] AAQ frjarbd
Ay 10S ESHsiali=dl, o] Y Fxe AETH =43 S J7
A, o= A7lel e A mlsdk 2R (imitation) @] 710l A X ES)
of oj A7l FHa

shth 1= ol #AleAM, Bl vl JALE MEetal vk =,
2ol JHS  mHEE 7]Eo] AL2E  (Giotto di  Bondone,
1227-1327)0 4 A1Ztate] #lev 2% v} ®WX (Leonardo da Vinci,
1452-1519), =9} (Raffaello Sanzio, 1483-1520), w|AgA=Z
(Michelangelo Buonarroti, 1475-1564)° °¢]28 AHS o]FiL 9]
A Egv= Aolnt whebs wpabe]e] wlmAls THTIEA S wEAY
A, A7kl Al JFHAUT. e o] FdA fe] vETtEe X
7] mlErbEe] A7 o gate] Adigk AT & AN tirkET o]
gt A H, ol=o] AFAg ‘miE” W AET ) g o A
AeEth e HFANA et mz A=

o

3L
o2 A%y AdE AHstuxd =7 olluh whAke el dAdlM ®E,

145) Arthur C. Danto, The Philosophical Disenfranchisement of Art, op. cit., p. 86

146) o] A& Qa) Tolgelele] A1 ol sl 27l AFAle]l Al (Le Vite
depitl ecellenti, pittori, scultori, e architettori italiani)s (1550) = A|Zo=2 =
A= Aot

147) Giorgio Vasari, The Lives of the Artists, trans. by julia Conway Bondanella
and Peter Bonanella, Oxford University Press, 1991, pp. 277-278
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49 Qe BAY Aolth, HEE 19 WHEBE “ AZHe 9o

FA” S gt ‘AT Bt AoZ Wt 149) F

B35l Fxmolx Akl 7 23 (Karl Popper, 1902-1994)%  “#}
FE Al oa] Eojdle Aol oyt FxA<l

2ol ola] ==" drkar ®ked, o9k MS2ehAl wH s e “dErt

= A4Sl A A 1s 7HAAL AlZF sk Alo] ofdEl A4S o]y

=& MEE 7HA AL AlAE g gkan SR80 1| vhgol] “o]3lo]
2

‘A7 (reality)’®l

a8 Aol ‘WHE7] (making) 7F 0 ‘%37] (matching)’ o 2FA
<ok o] FF Asie ‘EHUE AAe ‘AR (growth)’ olfar &
st A7 o A=, & ety W EEBEE Bt Adste skt
o ARl I BA” 7F de Aol Ly ol dA¥AddE =
Tt 2 FRpe] zpolHolutal & ¢ Qv AL ‘oA AldEo] A
Zbg AAET wEe A A Zel YEiAT 7 ofYe REFAIY
(falsification tests)” ¢ &}ol o]gk Zlo]t}. 15D

T, olef T AZHARD e R'E ojEA THsIR dES

148) Arthur C. Danto, ‘Master Narratives and Critical Principles’, in: AZA, p. 48

149) Arthur C. Danto, ‘Introduction: Philosophy and Contemporary Ar’t, in:
Philosophizing Art, op. cit.,, p. 2

150) Ibid., p. 50

151) Ibid.
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g e s 45T 5 e ‘sEd s (ki) o A

wol sl st Aot 152 el AZHQl &l ofd 3]

2747 A7) A7 Ry Fdd dAE F Y 59

S
LAogRE £ IEE HEAtdAd A oAal” o AA7F AL
oAl @A, “Z]mlEe]  (Cimaebue, 1251-1302)°4%E AXAHE
(Jhon Constable, 1776-1837)7}#| 2] w]< AL oA “L=<=3F X H7}
cAPTG= A7 = ALttt 5 5 AN mkEr)ep g7 o 5y
=9 282 RAFAAEZTE 37| AEGFIRHA Y olF" &, F2,
“AIZt (Cézanne) ¥ FHI=E (cubists)9} ok} (fauves)” 7FA] 9] o]
S, 1A AFA] AelA FAHE (abstract art)7hA 9] o]FT &
= A7 #@a Be AR olof 22 JAelMga &
T AT kA dEE FEE5|7F FHA4F (Marcel Duchamp,
1887-1968)3 #2 ¥ #EsE, d& 49, 941 (Raushenberg,
1925-2008)4 =3 2& Artes AAYS Aoldtal Bl e,
AL ARkl oulol A A Holx| erty] Wi 4 Flo|th154)

=
A, ololsh e AR A FAle] AFow s v HHeA B 7

y =
T, 459 (impressionism) ¥} w&o] ol Fo|t), ot <l
AT e o ol EWARl Ade] v|so] QA &kr] ol

152) Arthur C. Danto, 7he Philosophical Disenfranchisement of Art, op. cit., p. 90

153) Artur C. Danto, ‘Introduction: Modern, Postmodern, and Contemporary’, in:
AEA, p. 3

154) 1Ibid,
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Abstract

A Study on Arthur Danto's Theory of Art History:
— Focused on the Self-Consciousness and Narratives of Art

Oh, Yoon-Chul

Advisor: Prof. Park, Chung-Kee
Department of Aesthetics and Art
History

Graduate School of Chosun University

The purpose of this thesis reveals the significance of the art
theory of Arthur C. Danto, one of the most influential art critics,
philosophers of contemporary art, and clarifies the limits or
problems of it.

Danto relates the contemporary art with 'pluralism'. For Danto,
contemporary art has no historical direction it "can take from this
point on." That is, art has reached its end. And that is what he
means by the "end of art". And "the end of art" means the end of
a certain narrative which has unfolded in art history over the
centuries, and which has reached its end in a certain freedom from

conflicts of the kind inescapable in the Age of Manifesto.



Art in the Age of Manifesto had borne the responsibility for its
own philosophical definition, but contemporary art no longer does
And there is no further direction for the history of art to take.
Danto recognized that a history in art reached an end. Today,
therefore, art would be called 'post—historical art'. Danto says
"everything is possible." Andy Warhol has said: "How can you say
any style is better than another? You ought to be able to be an
Abstract Expressionist next week, or a Pop Artist, or a Realist,
without feeling that you have given up something." Furthermore,
art criticism survives into the age of pluralism.

For Danto, a pluralistic art world calls for a pluralistic art
criticism, "a criticism which is not dependent upon an exclusionary
historical narrative, and which takes each work up on its own
terms, in terms of its causes, its meanings, its references, and how
these are materially embodied and how they art to be understood.'
Although contemporary art no longer requires its own definition,
Danto presents two conditions of art definition. "To be a work of
art is," he says, "to be (1) about something and (i) to embody its
meaning." He, therefore, believe that "art is an essentialist

concept."
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