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13, no. 2 (Summer, 1999), pp. 26-57.
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15) Mary Jane Jacob, Linda Downs, The Rouge: The Image of Industry in the Art
of Charles Sheeler and Diego Rivera(Detroit, Mich.: Detroit Institute of Arts,
1978).

16) H2] A0jas 2ES SA2 g dejef ejuletel AFS 27 3 6YlA theal
AT, ob Hee) B BAE AAle @ AELE “lan 490 sdoele del
droletn Aol URlck chio] 80] Ueite A7 YA g8k grlel sl
7180t 2E2ts ZIgo] oigh gl A £AY g+ S9F oz Helnty FAget
o olof Hsh 2¥2te] <HE=ZO|E *FO*> Hefs =EAS Ao YAl Bsolety
Wsto] 1 7HRIS Eol A Ao li% efelere} Aol IAAG £ "olsolete A
1 e “HEZo|Eo] hEt AAE obd "REES 93 5" 13 Zlolzkn Bk
t}. o]Ze 2yt x%(wo rk)l} % (struggle)S E3i H”O}‘_ ‘_?_}O]E)r% 91 9
AP AL BISH Zlojgle BAlo] 19 7<ﬂollﬂf. Terry Smith, Making the

Modern: Modern. Industry, Art, and Design in America(Chicago: University of
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17) Karen Tsujimoto, [/mages of America: Precisionist Painting and Modern
Photography(San Francisco: San Francisco Museum of Modern Art, 1982), p.
14-16.
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JoKFrancisco José de Goya y Lucientes, 1746-1828), %71 2(Jean
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(Ferdinand-Eugéne-Victor Delacroix, 1798-1863)%-E <QlAr%£09] 37|
QAZol, opant, FulZ, vleizelo] ol27)7tx] reket AHESo] Ml
T}, olg} HEo} daj, AW, Amla}, AEO|E Hloju]A(Stuart Davis,
1894-1964) 59| 0] BPtse] AEE W) AAlECh “vl2o] e A
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(Still Life)>(1911)( 1)} ofute] FS wol: Ap10] <o) cfst
A7(Study of a Girl)(1912)(£2), B2o] M=ol este] Exlo] Ho]
£ 2] <F(Mandarin)>(1912)(£3)e 012 S50l 83 RHUES

18) OtElA MA]= 19084, MAF= MA]= 19109 19119, m7t4A MAl= 19119, o7t
Hlo} MAl&= 1913d9] &3it}t.: Karen Tsujimoto, $9] A, p, 18.

19) AMRIRZ7}T = AEHCE(Pgul Strand, 1890-1976)7F &0 31 si5o] “291 =&
‘ol Ahe dbo|gix|gF EAEo] @rtd Xo|9ith: "Paul Strand”, interview with
Bill Jay recorded at the London ICA, 1972, Creative Camera 141 (March, 1976),
p. 83.: Karen Tsujimoto, $J9] A p. 19.

20) Milton W. Brown, The Story of the Armory Show(New York : Abbeville,
c1988), p. 26.
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Troyen, Erica E. Hirshelr, Charles Sheeler: Paintings and Drawmgs(Bostonl
New York Graphic Society, 1987), p. 54.

22) A= IR 22 A7 AR, TAIAl ABAQlTole s FIARE okt ofw

2] 29 d5e fAEE 21D 2 ook A g WA 47Yof o]=Fon FEoA
AARE FAl s AlZTe) BARVEA] o]ojRa F 174719] AHE-Eo| HRTh. 1 & 1237
£ a9l Alel Agolgln S o3 Asel Algolslt. Ak 4
41 =20 D”O‘*E} Milton W. Brown, 2r9] A pp. 86-87, 97.
53 mHUSel Ges 2AASE 9 tre B4 AEES A AL AL
57H oldel Mz ZBe{2]Eo] o] Al 117“01 Oﬂ"" RAAIEE2] sl 7RaEsie). &
2 zxo} 7Rz{2](Bourgeois Gallery), thy ~ZBg{2](Daniel Gallery), 71= 7z
(Carroll Gallery), $JAJ&l Aol 7d2{2](Washington Square Gallery), & 7Hz{z]
(Modern Gallery) 5ol A&7 7HHsiAL o]2st A2ls5 &o Fd ZHYE AEs
o] m|ZolA £A%7] AJAEEch; Judith Zilczer, "'The World's New Art Center':
Modern Art Exhibitions in New York City, 1913-1918," Archives of American
Art Journal, vol. 14, no. 3 (1974), pp. 2-7.; Francis Naumann, "Walter Conrad
Arensberg: Poet, Patron, and Participant in the New York Avant-Garde,
1915-20", Philadelphia Museum of Art Bulletin, vol. 76, no. 328 (Spring, 1980),
p. 7.

23) Miltion Brown, "The Armory Show Retrospective", 1913 Armory Show, 50th
Anniversary Exhibition(New York : Henry Street Settlement, 1963), p. 35.

24) Carol Troyen, Erica E. Hirshelr, 2t9] AR p. 66.
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25) Karen Lucic, Charles Sheeler in Doylestown: American Modernism and the
Pennsylvania Tradition(Allentown, Pa.: Allentown Art Museum: Distributed by
the University of Washington Press, ¢1997), p. 37,

26) Arthur Jerome Eddy, Cubists and Post-impressionism(Chicago: A. C. McClurg
& Company, 1914), p. 96.

27) ofAAM TE ofRE] 45 BI W F AML, B2t3, Dbk, oA, Y 59 93
Uz AHET 2ol 48, Al 5o n)F Astso] AEAA 2ASAL FHA
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7 3k

28) HAFRCH WA %80 ¢ 9id 317 A I ZE|(Jean Crotti), FAFI B]23 A7)0 =
23 AMYzst m7pjof, dH|2 Z2f|=(Albert Gleizes)?t Fl2 Ty 0}31‘*‘31_'4
AX o Ap3 ®FE38ict: Francis Naumann, 2t &, p. 11, 19.

29) Gail Stavitsky, "Reordering Reality: Precisionist Directions in American Art
1915-1941", in Precisionism in America, 1915-1941: Reordering Reality(New
York: Harry N. Abrams, 1994), p. 12.
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30) Anne d'Harnoncourt, Kynaston McShine, ed., Marcel Duchamp(Munich:
Prestel;: New York, N.Y.: USA and Canada by Neues, 1989), p. 272.

31) Gail Stavitsky, 2to] =, p. 12.

32) Enrico Prampolini, "The Aesthetic of The Machine and Mechanical
Introspection in Art", Machine Age Exposition Catalogue(New York: May, 1927),
p. 9.
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Hdsks fd ZOUEY dF HoM &=A] E(George Ault,

1891-1948), 2o]A 2% ZX|o} Q7= AA %gai, AA HEARL
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4RSS SR o]
GACHL(ZI(E10)(21]) 43 Ulzo] 7IAE e FAl=
AR 42 mu zojg ofa= Eédf‘;‘ﬂﬂrﬂd, 0% o]
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192040 O]2o|A EA|QF AFLe stES A2t JpF 2 oA
AFO|AF 2E9] ul&e Aolst= 719 gt} n]&AlStA 9ttt Z(Wanda
Corn)o] AHai=o] 204]7] & “7|AAT9 “HUAEE"S u]=o] 77

35) Lewis Mumford, The Brown Decades: A Study of the Arts in America,
1865-1895New York: Dover, c1971), p. 63.

36) Colonel W. A. Starrett, Skyscrapers and the Man Who Built Them(New York:
Charles Scribner's Sons, 1928), p. 5.; Thomas A. P. van Leeuwen, T7The
Skyward  Trend of Thought: The Metaphysics of the American
Skyscraper(Cambridge, Mass.: The MIT Press, 1988), p. 4

37) John Van Dyke, The new New York(New York: Scribner, 1909), p. 95.: Erica
E. Hirshler, 2¢t9] &, p. 31.
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Tl 121 axjojch. Beego] 71¥sto] 9A]% Auto]o] A (Empire
Building) 9lol4 eich: $7¢ Ediz 19 302 950): Ao,
HE 5= EJLJEJ wol Feart THA QJUTh) Ty Hs 2
FollA ol2feh a0l AAMolu Eolide BF AAsH #th. Aoy
A=9] MEAolL Fudt BAES2 Aotz o O*Ur NEs

He= Sd=da AL

Row Building)2 1™ <13 ZjC'(Skyscrapers)>(1922)(513) oA = o]
¢ EAZ =EQY. dele o3 2 ddg Ado AleAY EP8Y A
A T R N
£ 27195 shelo] pAjsts AROIA WS melth Alzh gAlelo]
RE ORHY X EAle QXA A A2 o7l Teetd JET
o= mEAT o7lm} 2x%o] Ao 2AHES o) He LIS X
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e astel vl2o dEAE PYsts 15 WYse JlduHos

38) Wanda Corn, The Great American Thing: Modern Art and National Identity
1915-1935Berkeley: University of California Press, 1999), p. 15.
39) Carol Troyen, Erica E. Hirshelr, 2t9] AR p. 80.
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40) Mark Rawlinson, 2te] A p. 73.

41) Rosalind E. Krauss, The Originality of the Avant-Garde and Other Modernist
Myths(Cambridge, Mass. @ MIT Press, 1985), p. 10.

42) o] A o] wREol|A Zi&|gH 13WA] Ao R dume AE|Fe| A7}
AALE WO AL el uRd) B AEUCS, wEl A7} A4S AN deje
<EUAERS Ao & A (Doylestown House, Open Window)>(c. 1916-1917)1}t <3}
OF 317F &W>02 7i7F 153} 45 A2 LAkslch: Theodore Stebbins, Gilles Mora,
Karen Hass, The Photography of Charles Sheeler(Boston, Mass.: Bulfinch Press
Book, 2002), p. 79.

43) v]= #HiAdyolYol Z(Pennsylvania) ‘g&%0l| YRI5t AHx]Fe g PR FHUA= &
AERo|t). A= 19109 R3Ql AP el A 1926W7HR] = AERRO] = A
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A 73t ofAR2 =a2{yiit}; Richardson, R. Sarah, "Modernism Meets the Farm:
Precisionist Paintings and Photographs of Vernacular Architecture”, Ph.D.
Dissertation, City University of New York, 2005, p. 25.
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oA EHE"E A o HIAQ A& 3 7oz xEHG &
ZAlE 3t o] 7|stetN YENL AREJTHE HolA & AL
o] A]zZto] AtFs] AX|ZWE&S & 4 ch; Theodore Stebbins, Gilles Mora, Karen
Hass, 2t9] AR pp. 210-211.
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45) 2]AJo} opgtrt2 . ARRIZE AL 2 il F(Alexander Rodchenko, 1891-1956) &
Al O}EHH H2 EAY oA ofll2 B AS o8l ARlE Ae AleE Ao =
Aol AZoltt Al Mo 0] Ape dejo] AT OIS SARH AHE PASHE 9

19 -"]H_E 7 -1 i



dt2 ‘A U3H(precision) o] it o]E o2 19249 ALe]AE = 2hm
Z(Paul Rosenfeld)= @7|mo] AF=Zof s “7|Al2 U= OoAsh A=}
Zol FYsithn W ue) 1926 WMl 2WE  m(Robert
Allerton Parker):= a2jo] tjsf “Qu}ojo] 77t AulsH olgt FHE
2 W) ol% 19279 0]&AtstAt gmee siAlfred Barr)7h HE
Z2]X|(Bowdoin College)o|A] <o]= 0] 0]&9] Zsk>o|zt= 70}94 Tx
AT Mg s B4R s u]ed E4o] fololy

L A2 A
Ly
2 Aot A fRAS IYg HoRn FJURo et q%‘@ AE A

Aot 2EAlFol A2 Aol FAF —](Russnan Formalism)o] “SA7A|  3}7]
(Defamiliarization)”9] 7§'d-& w21 ME} UAA s st x7h, ol EA
|29 vl gle ARZo] oish AAlS MAler] e 1otd Wyos AbZo] tist At
Ao t*’&&“ﬂ ARl HALS wHAA Ao tfsh ojxj2& TZHs Algste Zo|ot

2EMAE 553 422 o] 2si0] YEhts R29e] 2mR AL AHe] A
AZtoz MEAAA oA WHAEQ AZoz RANAY ABES s e 9
Alog  J{Hsith; Abigail Solomon-Godeau, "The Armed Vision Disarmed:
Radical Formalism from Weapon to Style" in Richard Bolton, ed., The Contest
of Meaning: Critical Histories of Photography(Cambridge MA: MIT. Press, 1992),
p. 87.

<3 Y(Balconies)>(1925)04 1= ¥HEAQl WIYE offoA 9= H& AlZh ¢
0] AHo] ofd FHAA HZozH Hrp AFAQl HS HolA HEHZe =4S
3 FAS MAlsi <AHEH4 AgHAssembling for a Demonstration)>(1928)ofA]
DAY AIHE HietE = ARES &5 2 27 AS3eem 41 4F
gh med otof] do] S FAo=R YEE RS FATE D= AAY BH Ed)
Byt WU} Ao g FPL S5 ol 2AA AAL 59 M2e =
o= At 2EAIFA oA ol2igt dF A2 WHAPE AN &9 tidZ
o glo] Wotzol= Zlg WAlstL 5&A0ld Az siA s

FJ mjo r|r ofm

oY

(a9

% gl = NS 4 RS st g
o= sith. ojot 22 Helg wlTE YURIAISY AFL TAHS £FYL O
= AZpol g1 gk,

46) Paul Rosenfeld, Port of New York(New York: Harcourt, Brace, 1924), p. 203.

47) Robert Allerton Parker, "The Classical Vision of Charles Sheeler",
International Studio, vol. 84 (May 1926), p. 68.; Sharon Lynn Corwin,
"Picturing Efficiency: Precisionism, Scientific Management, and the Effacement
of Labor", Representations, vol. 84, no. 1 (November 2003), p. 140.
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712 goi7h =AkE 7] AASETHAS) FE Y= 1xF AAIOA ol MEAl
T =9 ZIAIRO e et =AE RS HESte FAO fEY =
]

CUST AEe} St Vg AR AR2 ASHAC AHZ 0]59 A

2 FHlEY 22 58 2oUEe 32 9 A7l giZo] a4
(Purist)”, “FH|AE  2]¥2]5(Cubist  Realism)’, “Al DAz 0]
(Neo-Classicist)”, “AlZH-z=0](New Objectivist)”, “3Alzxo] zldz&
(Formalist Realism)” & #3 ZHYZE dAS A7 ste olge= =
7%= th49) Tedt §5 ZHyEo] dight 2¥olgts vjEE mshY]
sl o7t AR R n[FAQl AZ Aoy ojftt. "ME2E 5o
N2 AHE AlASH] oA S8 59 dAtoA AejAlor &57

b W ujFY of&7tEL 2L ulH(vision)S YHEOIoRiCt ) 15
are] Aop(self-image)e S| fY B3] AFeAS Ao AL A
(AAR 15 FAYS Uehs 2 S8 gYTts S
Bxo'7} stegolz §EE olgole /Y Ul
g_
=

U1 AED o0 =P 0]40)
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e
o
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S
4L

48) Alfred Barr, "Tendencies in Modern American Painting'(summary of lecture),
The Bowdoin Orient, May 9 1927, pp. 3-4: Diana Murphy(Editor), Precisionism
in America 1915-1941: Reordering RealityNew York: Harry N. Abrams, 1994),
p. 22.

49) “HYZOY"2He ol 19279 YLAE v} HE Ao BhE goi2 ARE A

2 2 o]59] oot TR FUFY" = Opgst olgo2 3O Yol Aed d
7] Qo= H]EU} 2] wHato]E(Henry McBride)= 19283 FotE “A(Art News)s
of 7]ugh "y ZHei2|o|A 9] ¢ AsnHImmaculate School)’2h= AE2] H|F

N “HUT At GE2E Ao} AHE, Pt 2T HUL ULAsIs) SHo]
9t 7 HEHA o] 58 “etXfAsto 2 Aolsit).; Henry McBride, "Immaculate
School Seen at Danlels, Art News, no. 5 (November 3, 1928), p. 9.; Karen
Tsujimoto, &o] A p. 22.
19479 &=7} E(Wolfgang Born)o] AA] Fo]=9] XE3KStill-Life Painting in
America)sO A AHESE ol 2 “FUFol’ets fofrt stagoj2 ZojFch o2 Af
3 AEoln Aol gk Se 159 Ale HURI e o5 ofef o] 2
8t ZIAAUE di¥lste AFAQ 22X 7177 =tk Mark Rawlinson, 9Fe] A, p.
48.

50) Thomas A. P. van Leeuwen, 9] A p. 3.

51) Anna C. Chave, "Who Will Paint New York?: The World's New Art Center and
the Skyscraper Paintings of Georgia O'Keeffe", American Art, vol. 5, no. 1/2
(Winter-Spring, 1991), p. 91.
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Hotsol Rt ol AAARA 719 48 o= HEEHA. 1Y
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BoZE Zol9lcks) JAN, Rl Aot efsteA Ao s

52)
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2 == =9 JUF

| & o]lRol= 7% &Y dEo=
B8 SY5ILAF st U= UleA|Y] YRt £a3st @4 = AZIctn XA AR
7], "AERe dEy 2 uleo ARG TEUn]eArdT A11673(2004)s.  pp.
127-151.

53) Paul Strand, "Photography", The Seven Arts, no. 2 (August, 1917), p. 525;
Peter Schmidt, "Some Versions of Modernist Pastoral: Williams and the
Precisionist", Contemporary Literature, vol. 21, no. 3 (Summer, 1980), p. 389.

54) Elizabeth Cary, "Art in Trade", The New York Times (May 8, 1927), p. 25.;
Richard Guy Wilson, "Selling the Machine", The Machine Age in America:
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A2 5 ae40l Jhxlet M & Bgste ojata mdollr),
ssts ol2fgl ojnjxle] BRE o4 ¥ ohje} Fu
g worck. 714 olulx ® opia} JAXY Wastn 7t

APE 8849 7RIS WAMle= ddiAtelole 2S5 Al AAT

S
Zo|t.

AbA W ILE ofu]3(Saks Fifth Avenue) WH3HA 1(%20), Fat
olg2] dH2]d(Chrysler Imperial) AbgAl F(E21)4 @A™ HAEL
(Austin Company) Fi(=22)94 & & UAXo] GA| Y F1E52 AE

= 8% SWEt. 3 < 3¢ T
=7t d@ed, 4 B, A8 2L ide AZshrlol Agsitt
A HASW7] 2o o] 22 mIYS ALt oldl YoM ofart
=9 FsH= ARt =t YA Fdar mHdao] fof viES HA
AstAY webd & A= FAL AW P o= SAGE . 19264
Fola 222 2t ol HY2l(Lord & Taylor) B4 Fof FA2 T
A HEo FulEA A S ARgS EAk AEICH(E23) ds
7bsol FAE R W Hee Fa A d3a I 65 soiHt
diEAQd Far A N. W. oflojof & &(N. W. Ayer & Son)2 @Pts=

1918-1941(New York: Harry N. Abrams, 1986), p. 65.

55) 2x~WE =3 (Theodore Roosevelt, 1858-1919)& ojn] 190940 “=7tA 84"
of ol =g v} Q. RFRHELE §F AAMo|A £ A ®lojy o] LI VHESIHA]
IR A 7PE FAg Al 7Rl a2, "FfdshA] e A AYRE A 121
8789l Z1'"olgtn alict; Theodore Roosevelt, "Special Message", 22 January
1909, A Compilation of the Messages and Papers of the PresidentsNew York,
1897. 1922), 10: 7640-41.; Sharon Lynn Corwin, 2r9] =(2003), p. 139.

56) Michele H. Bogart, Artists, Advertising, and the Borders of Arf{Chicago:
University of Chicago Press, 1995), p. 139.

23 "':l"'\-_E 'kl::. -] H L



7185 719 EAE 7|ETS) e7|xS v|Xd o2 aVtEo] IALE

ol YALs TAAL A2 FA] o]F F st 55| AMIVFE2 Fa 9

Bl a5 Aol wott. A2 7MY AESHA AlE= AvAA AEYE 4+

AL, Faro] ot P pet mugel Apolo] HSHAE A4t 4 Qe
oAl 7] oZo]tt.58)

ZTA} 20 UAE(Condé Nast) A% AMKIZER H0re AFQ! AFA]

#o o=gt Agto]A(Edward Steichen, 1879-1973)2 “oj= A|Cj

ME AR ol A gARlte] Fo| o5 B
o o g

SOt 1 &%
sto] AbElo] AR AFEEl = Zof] ool :”‘*El‘ﬂ TS F3UH.59)
I “oglx Al A]tf(commercial age)o] A1 Tk, ‘At oj&g &
2 7 " 71FE A 9 AL &g Uotn] A3AQ 4E5g E
& Mg st

92 S5 oA AES oyl
JAkE YRR o) ShSoll 1

% s
h. 39 cpmAQl A}l Al <HZeta ejolE

2 o

=
B=

57) o] & 3FAtS & 19279 N. C 9to]ojA(Newell Convers Wyeth, 1882-1945)¢t
%%1 71 E (Rockwell Kent 1882-1971)= AE}QIYo] mot(Steinway Piano)e] L=

@ory 1930ty &4t g2 Y A|(Fernand Leger, 1881-1955)= 0]= Zigojy| xF
(Container Corporatlon of America)?] 1S Torch 1939d xAJo} QI|mES 7]%
5 = oiQlofj= 3JAKDole Pineapple Company)? Z1E 7|&8s7|= 3ith Sharon
Lynn Corwin, 2t9] Z(2001), p. 18.

58) 19329 479 o] FA] x5S AU g A(Gallup) ZALo] TrE2H A=A ER|o]/d
we Apslo] B4 o &wolett Sgto] GAolgith. of2jsh Autz vjRo{ye
B xe0] AMXS Est Ly gif= Asicty B 4 Qith; Minutes of Staff
Meeting, Research Department, J. Walter Thompson Company, March 1931,
3/5, RG 2, JWTA: Michele H. Bogart, 2to] A% p. 202.

59) Carl Sandburg, Steichen: The Photographer(New York: Harcourt, Brace, 1929),
p. 55: Carol Troyen, "Photography, Painting, and Charles Sheeler's 'View of
New York'", The Art Bulletin, vol. 86, no. 4 (Dec., 2004), p. 735.

60) B2 RE APIRZIEOl AUESl 4Y BES AR AL ok AE g9l o
goz S| F|IA} 2t19o] -HS oﬂH Aqlﬂxur 9] RAIE LS 0]31 3t omoloﬂ

WS Y71E SelUle Aok F AEMCE CARolIT 4 of& ol 2o
Z(Camel) GelE 471 Slol g g AL geolgAl 1 i Fael Bade
~50] @21 WuE awo] yo| AEshe ol o) vmstA Acjole) MEe

“719 Altj(corporate age)” _J gt ®olzty dH|wSHth: Paul Strand, "Steichen
and Commercial Art", The New Republic, vol. 61, no. 794 (Feb., 1930), p. 21.;
Patricia A. Johnston, Real Fantasies: Edward Steichen's Advertising
Photography(Berkeley: University of California Press, 1997), p. 220.
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(Douglass Lighters)>(1928)(&24)9|A = = 5 50| A=9] FE
Rota, G728 &4, Bz S0 o|85] Z7HS
o2 Jlsteta PYejs Al AL =
KApzeo] elolelel WARE A, JRIAFSO] Shlo] 2y Bag
o FAROMAE Mz aAtEE WAK LA £UA Ui £
|55 AGAIZITE6D

AEfo]Zlle]  HE  o]o] 4g], o3l B 3g}o] E(Margaret
Bourke-White, 1904-1971) S} 22 AJRAISE HolSo] X713t 7]

Al olstg 7tolste AlES BT 53] H2= FagAl N. W. ofo]

T

of & £9 2% AP} Hol LE ALY AFL 3 Wi 5 PEF A
ol BES ololuith. YA AMIAZE] ofF We FI AEL U

71950] o A9 ARle HdedeA 295t & 4+ ok &27F N
W. ofojo] & &5 &l 9T w2 <L. C. 20]A EAPZ|(L. C. Smith
Typewriter)>(1924-1928)>(&=25)2} ®W33to|EZF =2 ERX}7|(Royal
Typewriter) 3JALoA] Q]z] ¥Fe <z22eF ERALZ|: A}FH(Royal Typewriter:
Keys)>(1934)(526)a sl @elue, ERb]S ozbd Watow o Rwup
Bl AsH 28 25 GESH AN fAMdE 218 2 Ao
ol Aoz P31 AlEFS AdUo] ofd FHJA #of x|Eo] HEIE

stal, 2982 S5l AlEa vige] thel S sl &= A9 AR 712

Efo| 7o} Agg OPg & woigeh Aol Wasol=e] A7

S AYsl HE AS 2o olgfst A& ‘TJrEP}K] shopd Q)]
S ¥X] 2 Aol2ty Fus| = 3it}62) o] Faox GAl AT F
el st StHS ’?_ii‘i%% & 4 9ok
| @E]A A& 3AKOtis Steel Company)2]

ozg wol AU AFSS ¢t 2 AFL A Sk 2%

T T
|U
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)
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61) Patricia A. Johnston, ¢]9] A pp. 113-115.
62) Stephen Bennett Phillips, Margaret Bourke-White: The Photography of Design,
1927-1936New York: Rizzoli, 2003), p. 57.
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MEHSmoke Stacks and Coal)>(1928)(£27)8 EW 2xloz wWojole
=51 Az el s HEEE0] A dess AT & AT
syt ZAro] S wio] fju|S &) ZAF JLx9] Al=2olo] 7Z+xREo] Q)
o Ush= L E=AMSLS ©A QX o1 02X FAO B FEeF X
A Zoool 2A™o] A 9t E3 QE|A A At YrE mo
<200E, 2]0]564(200 Tons, Ladle)>(1928)(=28)o|AL lo]S1t a4 U
Bo] nxBoke x5ty 9)ct, H—]iQOIEL HdoA o] tju|et d=
2 B3l 3 19 Vst £We FAsM HouME 5719 dv1E
&of Al

We tha Yesoz AFshe SAE Rl (229)
=< 249 2 QFA AAE A9 EtE
FOE]A A|A 3AHThe Otis Steel Company—Pioneer)s(1929)0] AlZict.
1920900 7|82 719 SEE Hdll EHES eI 7o A Al
As2 AAs] W3t AREISHAL glojdl& o](David E. Nye)= "AlY
d Y E2(General Electric) oAl Waist £mF 2w 73 (Monogra
Jas o2 S0 19209 ol% AFY AoIM wFAE BiAIRE o]u]A] At

o] LetHQl FaFo] HAokal A|At. 19 FMof maw ARIZFE2

3

2 SRt AP xS JAS WERoR wojxol 3 Uwe
AT, FYY, DA 5 FESIDA YOk 5, 159 ARL ARG
S Telm $A9) vlefE(metaphor) o|ch.60) deit ARG o2 wokd

RE A 9A] 7oA AT olulAISS BAF Yol Al 95| el gk,
PR A OIS AMIARIA Ut o)A £l
g o Aojat Bolu AR RARQ e WA Tepw A4 & A

63) 22l QEAAY AP 9] Ado] ofyef WIAZIo|ET} IR R A &S
g A2 AEo|=t AubEo] Woll & QEA FAF Aol 849 AMlE A uR
gdajo]] AMLL 8719 AKIE © Aol&E AZ —Jﬂo}m‘/\i St A2 ojz] Aol =it
o] AElE2 olg A FUE TEA AIE ARl AFCE: Stephen Bennett
Phillips, 29} A, p. 57.

64) &8(AR)SH —;L%% &4 W AR&sh= 871

65) David E. Nye., Image Worlds: Corporate Identities at General Electric,
1890-1930Cambridge, Mass. : MIT Press, ¢1985), p. 103.

66) David E. Nye., $J9] A p. 103.
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717) s Ade §¥ES 2xle S3ckn 8| ugich §wRe} shsol o
HlElE B0l U ML YA guioletn ofzi] o]t

J43¥o] <zt 832 (Ford Blast Furnace)>(1929)(%=30)= 219 19274
Ab <8320} AX7|(Blast Furnace and Dust Catcher)>(1927)(%=31)2t
0hS APtCE gl J1S Solit ARl PERY shso oful: ARk
Arg el ER Hdighe AEsHA mAsiUaL ot & A7He] o= AhEo

A Bols fAMdE BAl ZEOA Aot ojnA7t ofFE o=l &

=

oA R e " Al A

2 AT Zlo] 1Y olnlAlE fdeitts A= A9 225t
of FiL oofXofN =FAEY Rg2 A EUA] dal =E2ive A4
ol UMY dRER YEUEs Fez #dHdo AAlR 192749 F1
+& staAldl A oM FaoA kE BHAS ofEA SlioF & A
dHelists 470 =eAte] B2 RIEA AlEY F80 dH=

67) TAl 2EAL] 1850} IF AMIATE ok2H(C. E. Wagner)o7l ZE A} ARRIE A
AR} m2]E(C. R. Frede)7} ¥l WX]Z9] Y&o]c}.; Sharon Lynn Corwin, %49 =

(2001), p. 26.
68) B3 3lo]EQ] ARl Arde ZFX] FAE]djo] ol|B Y ZEAE(Saturday Evening Post)so]
L3 oo Rl AH 2] stof  XIsiE]Qith;  Margaret  Bourke-White,

"Industrial-Ford Blast Furnace", in G. Herbert Taylor, ed., My Best Photograph
and Why(New York: Dodge Publishing Company, 1937), p. 14.

69) Allan Sekula, "Reading an Archive: Photography between Labour and
Capital"(1983), Liz Wells, ed., The Photography Reader(London: Routledge,
1983/2003), pp. 443-452.
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o sleigt AT WHH olo] B FAA sFe 19299 ChREY W
ASHUL AR olujx] GA] o]2i3t WS WIstAA M2 FHo] ol
=i "ot

70) “&g A RE N Bojo] 2% 527 sfo] Wi o7} AAE AFal Aol

ofd Azl AFE £ A= st st o] Z¢ol9 xdolty. K. G. Merrill,
"Putting Action into Industrial Broadsides", Printers’ Ink Monthly(November,
1927), p. 133.; Sharon Lynn Corwin, 2t°9] Z(2001), pp. 27-28.
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1920 U]= 0]=9] ARARQl #9171+ AEFYE TR ot 28 =2
quUEo] tAlE olfAY AZIRH. BAl shue] Adist 55
29|, =AY, 88449 7RIS Y AUF9 ola2 15 AAR X
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Z0] ofgff =FAt=o] viAlE 4tA OoJuX|E2 =AY QlHo| digt A
0] 29 Y= 2te =AM AAs] Hakstr] AJARIe. "ol o2
o] withvt © GAES AAsh] sl 8F= oA B 2, HAVIeE A
5= UFH Al 42 UEL, U g A AR U=27] s
A 71EAA SHR(AKR)E G 259 =59 7IA7F QIdwrotof ot
7| =Eofof qtth= AtelA Z9717F A" Zlolth.72) ofn] 1920 FE
LEXIS Flueto] Dol tiAuE 2] AR} 2o]A }9l(Lewis Wickes
Hine, 1874-1940)2 1932 wlztst Fairjolal 7|70 that A}RIsHA of
(Photographic Studies of Modern Men and Machines)s?] A]-=0fA]
‘A= Ajae] Wot wE glo] Aaz AYAIA] gron] J|A= JAS w
5 4 k92Ut o %L JS AFRRLAE Qat IASS ofE A
Al Afo] Woslth i Tatn] wEAISS o|n|AR 7|t 20| ojFt
5942 FRAE?

NAZN FRE o A =5 AIA,

0] obet Alze Als] AAE WS A =%

SF0IA Lot AlRh} Aol Tt Aol

il

71) Paul Strand, "Photography', 7The Seven Arts, no. 2(August, 1917), p. 525;
Peter Schmidt, 9] =, p. 389.

72) Melvyn Dubofsky, [ndustrialism and American Worker, 1865-1920(Arlington
Heights, IL: Harlan Davidson, 1975), p. 2

73) Lewis Wickes Hine, "The Spirit of Industry', Men at Work: Photographic
Studies of Modern Men and Machines(New York, Macmillan, 1932), p. 4
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Aon wEAPL Al R 3 AL2lE Z1APF didlehs AtEo] ofs]
#3lict; Waldemar Kaempfifert, "The Dramatic Story Behind
ork Times (December 18, 1927), p. 5 Sharon Lynn Corwin,

Q.
Q.

<]
Ford's", Th
9] =(2001), p.

77) AR AAEY(GE) B0l UeRts wEate] Arfet 1At 239 UK WA}
H7|E 87 TRE LY =XHThe Ford WorkergQ “ZE9] 0] w=XxKFord’'s Future
Worker)a}‘— Utgo= F5 & 2¥o| 134X]7]= 3t} Sharon Lynn Corwin, ¢
9] =Z(2001), p. 45.

Zo|A Hx T (Lewis Mumford)s “71A17}F Q7R & S=A(active)o] &1 QI7HA
(human)o] =45 7|AE  ol&sk=  AF2  EA(passive)o]  Ei Z|AA
(mechanical)o] It} Wsto] o]zigt QIZtat 7|A|19] ZAgho] FAolet= 574 FA0
AMRE 25t 7ol ofyz} Z[AAHY AN HSE UrEHHt Zol2t Eom}, Lewis
Mumford, Technics and Civilization(New York: Harper, 1934; Chicago:
University Of Chicago Press, Reprint edition, 2010), p. 315.
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AR gl thet A4S e ojuls(Ruet AR Heb s, 7129 A
12 WA 5 A st AW w50 PEZS A AAuL Z2M)o| of
ZFol st g ol AR Zlo|ck9) Fe] AZU(Charles

Chaplin)®] 43} <2d ol =(Modern Times)>(1936)= O

Y A
dA At b, GAIA 28 7IAFY R Qlsl IEY] EAAdol ¢
s =202 B Atk AEd2 3FA Lot =FAR =5t W
A 71A 3oz IS Aot BAIY =EAEY S oS4
oz AT deAlet JdEeEol B At tigh #g2 =F o
ol tiet APEA BAFS BIRS] =54t et keH S dxste 4%
oz FNEHAS. mepA A YERts k=gAte] ofnjAlE2 =EAtY

AR F23HEA e BATE QLow AR S 4 §eg FEsUL,
1YEE ool ofjgict 1920AtiAIEE BlE 7|9 FEZolL
BUO wEAS0] Ues g AU 19SS O8F 0% -

=

o
o =52g PASH: FWET GHBS U CHEO] AU TS H7A
g_‘x

FX T = A(Ford News)s= olg]”o2 1934 109350 ®Ao] L8749
A%t Gdol T 255 IS 7IAE AEshe ARkle A U=
AtsAE BlAE HE oAM= <1l &(Master Hands) (1936)(=32)0]2t=
30 A9 oy ZE2 AASIE o "es g 24 5Huighol
AFEE0] AbsARE skt olg WEZ] YAl 5.060,00089] &7
2 = 3AEo] Basith o s ARSI |AE ':}E% o] &
QS0 £5 2 7187t Aok Iy o3 tatubs ojYd Zo] R2xF
g MRFZoNA HolX| HER o]7lo] ARFALE e & & AlAst
£ o] Y2 AlEQAE P EuRo] AFEANE e Qe B At
=9 252 AR CoR got AbgAL AJAto] oBA| k= EAES] &0 o3

78) 71=9] YAlut iR o] g2 o R QIR A AbRE A7 2dolH
A B R QI ks 7lsdt Ao EHAI7| L AR2of tigh QIte] mXJH}E ZEHA|
7= 7gol7| = st

79) Max Fraser, "Hands off the Machine: Workers' Hands and Revolutionary
Symbolism in the Visual Culture of 1930s America", American Art, vol. 27, no.
2 (Summer, 2013), p. 97.
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ol Al ex] BojZECEE) Fojo] mEO|q AR <2le] 2x] EAh Ab,
7] 2J2]1 AF=XRHRiver Rouge Plant: A Film Story of Men,
Methods, and Motor Cars>(1937)(%=33) 9A] = =X= Q3514 thFi

SIct. Qe wEHOR wEAigol B UYRN datt RSUS YL
AR UI BETSE B, EE Ao ABT SLlA A8 FAL
SESE B 5 Y RSE7N goo zes) wSxje] A
FA7HA) AU Tk ojnlxg AR ZIYEe) Ame e 7]
S2 7Y AN =FAEY =5 RS AR gon] 15 w1
& AsictE opolg qEas dpel AFEUA 1A SYAE Ae
A oreth

AP olul R FAZE ZIAIONAN =EAtR AFAATA olfH A
tjzgolats 7]ZAI7F E2AJEH7] mjRol7|= SHR|E AE|A  2]delE
(social realism)8lQ] Bj=yte Hito] Q1S 7oz Aty =ct. S&Hup
olte]7}, obrlol SO & 2ue ouAts R o]ojxl n]Re] & A
5o turo] U2wso] SAlste Ao AlSlolA 0 7t HR2A 2

st shto =5 §Rqollsd] 152 BE ofeg & Yr AF A

al

A7 o9 olo] met 1910At) AVRE E5] Lol mlole 2
5L o2 £ oofx|A R old UF =F AFY 5
g olBe) ARlEAE stuel BRI dgoz AAE ARAIEE B

e AUslRcke osld “stzstzol ANA BAlo] YxtAL BAAL
2 25

NSOIA Qe wEsts Alo] 5780 Jprke Zlo|Qihed ol Aol

80) Max Fraser, 2] =, p. 103.

81) A=A 2|de]Eut AtE]RolA 2]de]E(Socialist Realism) thE 7igoltt. AFE]A]
g dejEol AuiAlG T AFRlA Sl diddste] AR27tol gt v, 7hd, =59 7HA]
Sé A2 AR BN FHE FAR W, AIEFoA 2jdeE2 4H|o

E AgoA TAd A Oi Ar2] 39| KﬂﬁH 388 FHZ FRshL AHiAIEolY
B2 XX|st= W8S oEtt: David Shapiro, ed., Social Realism: Art as a
Weapon(New York: Ungar Publishing Co., 1973), pp. 28-29.

82) 191790+ & 400001719 mjo] HASiTE. 19179 1918 o= F 1009+ Hof =
SA7E 1919do= 4009t o Pk w=wAbsEol mdol Adith:  Melvyn
Dubofsky, 2to] A pp. 114-115.

83) Donald Drew Egbert, Socialism and American Art in the Light of European
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7338 2pel AJao] tjAlE28%) tizgo s ¢lof musiA o uju|s]

oF QIZte] A2 Eoh AR AJMoA RASH] A|AEICHSe) F}
Al 0]g8hS “AHEZOA 2] da]&(capitalistic realism)”’o]2}
Al 714 njghg F£A5td AV HEE mA pub
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of HUct.87

20dTho]l A, EAlS YRR AYstd FolA 2x ol oprtel

B Agto|Ex AR wEA] thet AL msty = SAS AEo] BAL

3t7] A1xlgHCHss) Zola 2mdut A ]

Masses)s?] EA|S AAIGEAL 728 A7) g SHc}.89)
‘9% ol og7lE e "9 HHSe FYS

AE'2 45 AR TUASY Aol wE WES, 4o too

qejn) 50| 9SO L & SolH AIE SFFHORE st Aol

dm
2
|m
)
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=)
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Utopianism, Marxism, and Anarchism(Princeton: Princeton University Press,
1967), p. 85.

84) 8133, "1930dmiollA] 1940t 22] 0]=0]&o] o]gf7|o] gt A3 AMEA 2]de]E
I 2YEAFAS U0, TS 0l&au ojSHBAF YA R, 20134,
p. 37-38.

85) Tt=(The Masses)s(1911-1917), T 2E % 4(1926-1948)0] o]o] 1930¥of=
rgdz] 7 (Daily Worker)s(1930-1966), Fut=2E]Xt 2]H(Partisan Review)s
(1934-2003), 194000+ FojA & WIJIAEH(Mass & Mainstream)a(1948-1963)7}
A2 e

86) 19261 ZFist AR tiFa A AZole "FAAQd kF 50|
27 ®ol] Yol AZrgt Zojn o]gjgt P Fol= "ol £ FR|A el A

WeE o wEich ojn] obA AZbe vt Q= TojF a0y FolAHThe Liberator)a

1918-1924) dA] 4RI HARA &S = =gAte] A& Rt o2zt &%
252 54 thﬂroﬂ AASHA] Yol RESH =it 9, I Foxtze s Fw
S ol Rl 5, 57 FuU WAR AT ol EAEC £AT 4 A
U= Zlo] Z R YTt Virginia Hagelstein Marquardt, "'New Masses" and John
Reed Club Artists, 1926-1936: Evolution of Ideology, Subject Matter, and Style",
The Journal of Decorative and Propaganda Arts, vol. 12 (Spring, 1989), pp.
58-59.

87) Paul Zutringer, "Machine Art is Bourgeois', New Masses, vol. 4, no. 9
(February, 1929), p. 31.; Sharon Lynn Corwin, 29} =(2001), p. 32.

88) Op7ISl w3 sto]E= 1935 FEE(Fortune)s AI(E5)2S] QIEFOAIA =AY 4o
oigt Aol =obxl Zof tis “£x]0j%l FHo|U TR 5S AL UL AKIES ’i‘lt
A o Fa8id aF, U A o olgist AMXl o]Hof| = AA| 42 §rEste= A
o] Q3 oAXRIH 1 tgsict: Vicki Goldberg, Margaret Bourke-White: A
Biography(New York: Harper & Row, 1986), p. 149.

89) Virginia Hagelstein Marquardt, 2t9] =, pp. 60-61.
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ol &2 e ole= H& AR Zolt) dlerte2 A

= = o
ofsf "AF"E Fote YAl ATt Asit)
7129 gAtol dieh dAol Bl FAl AteA g ofstolA ket
Zol ofln oavts ALk 1SS =FAE JASH He 5§ &

T
oA HRHSS LeiECh AR ATISS olA] 717 ulstolet: FAA o]

2) At 2l del s Hisat Hofa 2t

A2 dEaol UEudes 2290 AROE Holu|A9 &5o] Hojx
of FAl =FAtY ola2 w=FAh, Ate] v, T4 ols Abol9] S
+ Aol ARl FAAQI ofgo] & oz tigt SAIo]AL
QU ZgRI2kAL o471 2jAJot LHxF00] Jligof dYdol, 7Isted 244
YA olsolgbe ARl ARIAIRD Zlo|t}.92) Jejut of2igt

1 Jloz Hob )R] it 1932\ o] 9] ArFol Al A
<0]%=9] AF3]A WA (The Social Viewpoint In Art)>2 “AE31 AT
e A, "FHYL 2ot e Wtk ool Az
(Meyer Schapiro) HA] "GAR|oIA9] Ate]lx W@z ol sjojstal &3
st AA wSAISC] 27 SHOA A AL =49 A2, B4l

Sofgls Joletd of Holen Itk u|HECk

k)

2 ol N2 ¥n

1

oo o X
o mo 2 N
oK
i)

0,

|

90) Stuart Davis, "The Artist Today: The Standpoint of the Artists' Union,"
American Magazine of Art 28 (August, 1935), pp. 476-78.

91) David Shapiro, "Social Realism Reconsidered', Social/ Realism: Art as a
Weapon(New York: Ungar, 1973), p. 14.

92) Virginia Hagelstein Marquardt, 2t9] =, p. 62.

93) Virginia Hagelstein Marquardt, 9] 2, p. 72.

94) Meyer Schapiro, "John Reed Club Exhibition", New Masses, vol. 8, no. 7 (Feb.,
1933), pp. 23-24: David Shapiro, 2t9] AR p. 66.
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7t WAlZ Y¥ete = (Mexican Muralism)2 A-3&91 Atz wto}
SojFS Zlojch. wWAFE ABL Qv Z(Alvaro Obregén Salido,
H(1920-1924)310] viAZA =2 A(José  Vasconcelos,
5 Ao A2 =7t BAle At AA2 & e
ot Heheso FAl= e 7IF S0 yidler FAS
= o] =A7]= Ao FAo] AT Hetes2 of £
I Ao tdigss Asstyl ddoldlenz tiESoA MY wEy &
oz HgEojof gt 127] fsliAe Halt 7Hg Agsia o] #2
= AAsH] Yol edeyt viAFAlE A= oA ZHE
Q2AF(José Clemente Orozco, 1883-1949), gjHjel, TH| & dutz A]
Aol2A(David Alfaro Siqueiros, 1896-1974)o|# ¥t AJdS w7
ch.95) i} @A Ro] WEANE DAAZ|LAL & AR Aol o] meA
EX 19229 ®ab} 39lupo] ZZo] ol ZAMF &7t SUW(El

Sindicato de Pintores y Escultores)’o] &38slHA] 1 A o] AX} Ha}
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95) Desmond Rochfort, Mexican Muralists . Orozco, Rivera, Siqueiros(San
Francisco: Chronicle Books, 1998), p. 11.

96) AlFAlol 2 A7F Ade BR9] AAES HWH o]F0] A|Fshe oflgo
Sl BAIElO] Qltt. A7) Eot dERd QdeE, SAIH
g Y= 2§80 25 RS0 Y&l ARG =sAet 59
woll 254 92 B2 AdA=oA 2219 71282 gk o 2101 7=
of oA Zmsto] Ateld2 A= Aoltt. HEAQ T2l ojAster 2 el
AQl oeg v fiFol FAE & v 71gudYd ofl&S Aok gttt David
Alfaro Siqueiros, Art and Revolution(London: Lawrence and Wishart, 1975), pp.
24-25.
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L BHoA ASE HaeEe AT YRRRE FA YA Wk s}
Sol WAH Ade EFSHY 2 ESL MEstn YR 27
‘24T e AR SAIS YolPtit ol QAIMALY) 1924 @
B2 U AMSTE vdE: ML FP B2eEn sl
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9457} IEP o YHHUA FRY &
a

qd wAt &7 "3t #7(los tres grandes)’o] o|Tl& WHEHE
S AFZepREAIRE WAIR HEtREo] Y42 = 2] ZeXA =9
A Eartee M2 FHS dolstAl Ert. 19209 Syto] EAF WA
3 EEleE2 0l Ao dojil FEAN HEgso] Hd oy
AA7E B2 =t 1930 10€0] HEZF e 0]&#(Metropolitan
Museum of Art)oA] A&EQl <HA]F 0]&(Mexican Arts)>X2 24 7F
o= 137] =Xl 20 <3 AAE A2 ghgo] £oth WAIR UtE

2 33 AL /NS §6) 0FAY UAS FHHO 1 F AAl

97) Jean Charlot, The Mexican Mural Renaissance, 1920-1925New Haven: Yale
University Press, 1963), pp. 295-296.

98) Jean Charlot, 9]9] A, pp. 292-293. 1A% 2H2t= FLE ol Hat o=lg &
Ut AE7E et = WEAOIUHE Olf+= LEAFAR}N AFO|R2AYF AFZ 4 9l
o] =3MQ AR9 oz ozt Zof vl et Hekse] FX|oA ZA o
FTUA] g HEoR AdS W] gedd Ae® HEelch

99) olo] 19239RH "olx tiF oA & 'F 7P 5435t WAt derte Y2 uAL of
+ FAIA HA R HEtEo] Al HartEo tigh Z1AbEe] ARl Aal7] AJARSIT
QRAF "HAIRO] woF'E E2U Al & UM ASo® UlxS WE3lth: Anna
Indych-Loépez, Muralism without Walls: Rivera, Orozco. and Siqueiros in the
United States, 1927-1940Pittsburgh, Pa.: University of Pittsburgh Press, ¢2009),
p. 5.
W E3 dn(Bertram Wolfe): 1924'd "HA|Z9] dlaat s oA 2uzts F40=2
Rl ol v]E7r 98 mjx](Walter Pach)= 1924 XA T &9 HAE
(Masters of Modern Art)sit of2] A'd52 &l MAIZ Haprtzo dist A5 Us
oftt. ofYE} Ha|U(Anita Brenner):= 19294¥ XA TAY H9o $AHIdols Behind
Altars: Modern Mexican Art and Its Cultural Roots)so|A] ¥WH3te-= 0] A|Xu} Q=2
A3, 22}, AlAlo]= A0 Agg thEQdtt oy &A™ ogkA(Ernest Evans) HA] 2
L2 3 Tooju gjy|2te] A F(The Fresco of Diego Rivera)as &715t9tt.: Eva
Cockcroft, "The United States and Socially Concerned Latin American Art",
The Latin American Spirit: Art and Artists in the United States 1920-1970New
York: Bronx Museum of Art, 1989), p. 185.
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2fo]E(Thomas Craven, 1888-1969)2 WA|Z o&S
Ao Ax"E B AtSol|2tn i) EopA SHE HIE(Thomas
Hart Benton, 1889-1975)2 “ZAlo =

&2 Wt ul= Oleo] 7tobd wiefolatal AZshe Ak FEstA LA

'y g g WAL Ul%ﬂ 7RIS =ol ATh109) o=2 S8l A
A
ES

WA HIR52 *l *}94“ EJ%FJ%% £85 A8 U AT
w4 ohue] WA AllE ARG Flo]t}.104)
ol2{gt WAL U]zo] tigh S ¥rgstx SH2{(Rockefeller)

100) Anna Indych-Loépez, 9] A p. 117.

101) Alfred H. Barr Jr., "Russian Diary 1927-1928", October 7 (Winter, 1978), p.
15.; Leah Dickerman, Anna Indych-Loépez, Diego Rivera: Murals for the
Museum of Modern Arf(New York: Museum of Modern Art: Distributed in the
U.S. by ARTBOOK/D.A.P., c2011), pp. 20-21.

102) Belisario R. Contreras, Tradition and Innovation in New Deal Art{lLewisburg :
Bucknell University Press ; London : Associated University Presses, c¢1983), p
22.

103) Thomas Hart Benton, An American in Art: A Professional and Technical
Autobiography(Lawrence: University Press of Kansas, 1969), p. 61.

104) O]&Atstat mA]A @ I (Francis V. O'Connor)= GA] HA| I =9 Jgkao]
u)ZollAl dop oidgiertol tisl =3t vf Qty. 3= 1920|h] olEE S,
& opd, e, oA Hu|et 2 3UpSo] "ofmal 49] PEFoA ‘ﬂoiurxl Fofl 29
&S B9sty] 2 FHS ofHds] A4A S ©” WAIR t]le2 "Z3HA, olg&
Eﬂﬂ A2 AEE AfYFQct 1 AHaict; Francis V. O Connor, "The Influence
of Diego Rlvera on the Art of the United States during the 1930s and After”",
in Cynthia Newman Helms, ed., &29] A p. 159.
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et ZE2|X|(Aldrich) 7ttt 22 B53F ZHEE2 AR oe AL
(Mexican Arts Association)2 A™5IHA 2jHjate] ©= MA|S FX15}t
71% sich105) 1931 124 23¥¢ #& JdAd u]l=(The Museum of
Modern Art)OﬂH %‘Ed 2Jeete] ©= HAl= 7HE ol = ®IA ZHIA o]
AL OIH A olg2 & ] UladoA TiAlRt O HAIY HQlFolzt
+ A, B JESHL A= A7 gadolet= Ao QlojA o ARl 4
of &t AAIRoY TFA] 2jdetof] gist Wis 585tk 5379 A
oF T2 5Tk 64Tl W7o thi 3. 106)
HAIZ O]zof dist 271 oid viFol= AAIAA Q
tf. FAl HIAIZeL O]= Afo]Q] AR Ae]Al 7]+ &
Aol A5E0 A Aol 107) K]L}"] " EHLJ of fﬂi} 9
e

-

£2

&

28 A7 295l i BUES S71E WD olgol ook
T 4 YA QQo|UAT YA 0]To] MARE iz MASIL Y
B 2 52 0 0T WAD AW N A A o
n}]

NAZel £o} Al HaleFo] SAGH: RatH AmE AA

lo

) Max Kozloff, 2t9] =, p. 222.
) Leah Dickerman, Anna Indych-Loépez, 2to] A p. 12.

107) Terry Smith, Q9] & p. 207.

108) 0= b= =APJol tigt Al olu] QFRE A|7|=o] . U= ulas
o]0l A APAEE Zlo] ofyet R3] ulzo] U™ Ao|AL ul=xe] Aoz ojAld A
ojt}.---of7]qll ojEgt FA] A, = A3 4 ot Aol A¥rAQl o= Y o=
0]&of oist H7tgct: Samuel Isham, The Hlsz‘ory of American Painting(New
York: Macmillan, 1905), p. 3.

192040) <ofwe] £>2 sJHo2 2l vlgo] O SUHA FAFlT L
=7tz A2 89 FUlEZ vFAe2 HPAIR vzl F7FE ST o]
A A9 AT ALEUA vl= UolA = nj=tte], @A u)Zogt &, nl= AEo|
719k & Ul=o gist Z35o] g5 9 st A= oA+ oj=gee njZA 29
e &2 QoA tiigee 22 A $42 AXE 13 IR FAAQ

SHOA FuEY 22 F84 E'ﬂq o] B4 BlojuA] Z3ick= HE AT "¢
= 229 A g 171“ 74 4l 8-S S4c719 3ot = vEs Aoz gy

T—‘]‘_ “Fulgol it ojefsta Al 0} OH“—J oot ¥R Uf?‘iﬂr. B4k of

Yat "oj=9 =4 AERE E}S&Oh =& Ardoll RYE|A %515}1 AT = vl

T ¥RoIt}: Paul Rosenfeld, Port of New York: Essays on Fourteen American

Moderns(New York: Harcourt, Brace and Company, 1924), p. 281, Mark

Rawlinson, ¢to] A4 p. 3.
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Sh QIithi09 1927 WAlRE wed we x| Tjaf Soole @=
(Dwight Morrow, 1873-1931)= @] ZofA] "America"tt "American"o]
2 ©ol AREO] oRlsithe AE olf=E tiAREe] YAZ "American
Embassy"o]A "United States Embassy'2 BHLl= & W3 Qb o]z A}t
o|9] IS ¢ststE Al=E EUCH0 T 1929 2d2tolAl RHA
o] AHAQ Fo|=yd}l7HCuernavaca)o]l U= I=2HA FH(Palacio de
Cortes)o] M2t T21Z 212 sty sleiA WAlD Hete 5L AlA
e WELS Asle Pu 220 AYI AAEL vlRu WA 22 A
stea] Azol ofgh 27 914l FAAQl Yo R uppe] wegichi)
dHet= FEHA F Het olezr AmHA|AFOf FHAZA(Stock
Exchange Tower)?} AHZTZFA]A of|& ofdHSan Francisco Art
Institute)] #st2 T = ]2oae] EL ofojuizirt.
ellete] H& @cf 0]2W AA] A “Babd @get £5F of

o make S WAZe 0T Aole] AME =RsiuAl @ A
Chl2 S35 ole] AHEIFEY] WAR o]2d] thdh walu
7190 ool siME Ads] Easict 2lulate] AHEL wA
obx o] mt oA AT AU Ytk Akt u]RolA ofo]
Al olzls wre Az o&Uinh B WEleEo] 59 Qg
e AT AR “obd AbEslSo] A Wrlel wEg 9
it olumg Fiod b AYRc gggor g
1} =
of

i) rlr

o A B A7l AHRILE S 2luet e AbglRe] 4
SR e FEE AAGE Bl BYoRK ©F
S| Blust SaMYS s nar stoick
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109) Max Kozloff, oto] =, p. 222.

110) Howard F. Cline, The United States and Mexico{Cambridge: Harvard
University Press, 1961), p. 211.

111) Howard F. Cline, ¢J9] A, p. 211.

112) Bertram D. Wolfe, The Fabulous Life of Diego Rivera(New York: Stein and
Day, 1963), p. 297.

113) Max Kozloff, oto] Z, p, 222.

39 A 'kl:: -TH ¢



=)
>
&l
T
for
ro
off!
rlo
g
- 3
1o
2
i)
_g
é
X,
Fll‘

Y moUsTe A9

e diss A0l At AlSE o %3 5 9le U% de7t=e &A1 7t
g S8lae da 2522 oAXY b= diaAdA & et o
oF g&o WAL Hepta] AF2 FRA=0A HA|Zet] e W
A 7AZ & Qe stue 1A tiViAI=AY AES staA Al
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114) Bertram D. Wolfe, Q9] A0 317.
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19279 7F2, N. W. ofojo] & £&2] otE ¢fE 2 Ey2{(Vaughn
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of gt 544 siAS @2 tFHHEZ AMlS
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THoz 19274 97 FA APOIA 7HE 2 AR BAoloich 3L
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(conveyer), 5% 47719] 7|AIE Hgotl A 79 5HAYHY =FAL
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okl QITHL) AA Ztfo] AHEsAF F7to]

115) Carol Troyen, Erica E. Hirshelr, 29] A p. 17.

116) Mary Jane Jacob, "The Rouge in 1927: Photography and Paintings by Charles
Sheeler", The Rouge: The image of Industry in the Art of Charles Sheeler and
Diego Rivera(Detroit: Detroit Institute of Arts, 1978), p. 11.

117) Sharon Lynn Corwin, 2t°9] 2(2001), p. 21.

118) Carol Troyen, Erica E. Hirshelr, 2t9] & p. 123.

119) Mary Jane Jacob, ¥9] &, p. 6.
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120) Frederick Lewis Allen, 7The Big Change - America Transforms Itself,
1900-1950New York: Harper, ¢1952), p. 100-101.

121) Karen Lucic, "Charles Sheeler and Henry Ford: A Craft Heritage for the
Machine Age", Bulletin of the Detroit Institute of Arts, vol. 65, no. 1 (1989), p
38.

122) Terry Smith, o] A, p. 95.

123) 4& *‘aﬂloi(Upton Slnclalr)7} FAF=R}e] 2H(The Flivver King)a2 193740
QL. A 2 Z5Zol A|7t “*(horse) ol =7t Ak SRRtk o7t
oj"ahs 22 ’\l’%‘ﬁ}% o] M2 mrol XA olopr]E Fal = A AMoln A
o] 209t Iej= 4532 AT

124) Terry Smith, 9] A p. 99.

125) Matthew Josephson, "Henry Ford", Broom, vol. 5, no. 3(Oct, 1927), p. 142.
de] 2o UIAE e O AolA AAfeld, Ardo) QlojA = HYIolA vl Ry A
A9 Uz grolgte AAE wE AHz=a 192080 o] AFG9] ofo]Eo|Qitt;
Judson C. Welliver, "Henry Ford, Dreamer and Worker", American Review of
Reviews, vol. 64 (Nov., 1921), pp. 481-495.; Steven Watts, 9] A p. 272.
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126) Steven Watts, £]9] A p. 272.

127) Steven Watts, 9] A p. 352.

128) Terry Smith, 2t9] A p. 100.

129) Carol Troyen, Erica E. Hirshelr, &) & p. 17.

130) Richard S. Tedlow, Denial: Why Business Leaders Fail to Look Facts in the
Face and What to Do About [{(New York: Portfolio, ¢2010), pp. 24-25.

131) Terry Smith, Q9] & p. 106.

132) =9 TO] ool sHAR Aoj& ¥ 1926 AlUd ZE A0l HHd= Tojgo]
= "2 =9It} Steven Watts, 2Fo] A p. 346.
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133) Steven Watts, 2to] A0 p. 368.
134) Richard S. Tedlow, &°] A p. 25.
135) Steven Watts, 2to] A p. 370.
136) Charles Brock, 9] A p. 74.
137) AROIA "O|ES ARS A U Ao el BIY
Mulzo] Fee Fo) 22 Ad] w3t Aze] e Ao
C}.: Steven Watts, 2te] A, p. 374.
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Steven Watts, 2to] A p. 365.
139) Martin Friedman, 0*_1 AR p. 65.
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140) Terry Smith, 9] A p. 112.

141) Robert Lacey, Ford: The Men and the Machine(Boston, MA: Little, Brown and
Company, 1986), pp. 298-99.

142) Carol Troyen, Erica E. Hirshelr, 2t9] M p. 122.

143) Constance Rourke, Charles Sheeler: Artist in the American Tradition(New
York: Harcourt, Brace & Compnay, 1938), p. 130.
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144) David E. Nye, American Technological Sublime(Cambridge, Mass.: MIT Press,
1994), pp. 109-142.
145) 19289 10¥ Lt XA 85 X9 BA|Z AlC}
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146) Carol Troyen, Erica E. Hirshelr, &9] & p. 17.
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148) Terry Smith, 9] & p. 124.
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152) <AIXHE 7#AY|o]o]>, Ford News 8, no. 22 (October 1, 1928), <Z2|A 7]>, Ford
News 9, no. 2 (January 15, 1929), <d|o]S Z>, Ford News 9, no. 4 (February
15, 1929), <834 =2>, Ford News 9, no. 7 (April 1, 1929), <Avt4 9] A A}F1l(Storage
Bins at the Boat Slip)>, Ford News 9, no. 9 (May 1, 1929), <2& ZA@7]>, Ford
News 9, no. 11 (June 1, 1929), <EJr0] 2% ttE7|(Forging Die Blocks)>, Ford
News 9, no. 15 (August 1, 1929), <do|& _4 A& 57](Pouring Molten Iron from
a Ladle)>, Ford News 9, no. 18 (September 16, 1929), <&&j(3a) AL ALRA}
(Slag Buggy)>, Ford News 10, no. 2 (January 15, 1930), <&83%=2 o} &1 Ale
AtEAFS(Row of Slag Buggies Under the Blast Furnace)>, Ford News 10, 23
(December 1, 1938).

153) 42t o] o2 Wopgolx] Yot ol Palolat 19| AF WSO T YL F
ot & < E(Edith Halpert)] £-g wWols¢Ql Zlolt}. Iy A
B4E AAFshs Aol ojA---129] Abtlo] HR w2 A0l WA Q=
£ &5 et 22 Ao ojo] grEolAl tiE=9 Heg vt gt »Eo] AR
O 9s|HA defollA] A AdS Fdstn g8 Ao AEE A4S 2AFh:
Edith Halper to Musya Sheeler, April 11, 1967, Downtown Gallery Papers,
Archives of American Art; Theodore Stebbins, Gilles Mora, Karen Hass, 9]
AR p. 124,

19344 LEJ} ARRIS oJ=islont Tt delS Als) 2F st Aol BFsteet
AR AAE SHUAER SFA] SErTH'D] AA QJARS wWEth: Diane Tepfer, "Edith
Gregor Halpert and the Downtown Gallery Downtown (1926-1940); a Study in
American Art Patronage", Ph.D. Dissertation, History of Art, University of
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Michigan, 1989, p. 99: Theodore Stebbins, Gilles Mora, Karen Hass, $19] A, p.

137.

dHEE= AAER Ha AR Bl etz st 7 ofBAWL giekE AAISEAIRE 20 o
E(6m) =o]of 600 HJE(GOm)—l 7I2E "R Adshs A2 T2t 7] "ol o

AotL dlol 5o X|X] ¢Foftt.; Mary Jane Jacob, 249 =, pp. 14-15.
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Abstract

A Study on the Works of Charles Sheeler and

Diego Rivera Commissioned by Ford

Seechoon Chung
Department of Archaeology and Art History
Graduate School, Seoul National University

Supervised by Professor Youngna Kim

Charles Sheeler(1883-1965), a American Precisionist, and Diego
Rivera(1886-1957), a Mexican muralist, were commissioned to
create a work by Edsel Ford(1893-1943) in 1927 and 1932,
respectively. Even though there are obvious differences in the
depiction of Ford's River Rouge plant between the two artists, the
efforts have been poor to compare and analyze differences in the
backgrounds of commission and the resulting works according to
Ford's purposes and intentions of commission. Ford's purposes of
commission are important in that he asked two artists, who were
different from each other in every aspect including nationality,
political tendency, genre, and style, to express Ford's River Rouge
plant. He ordered a work to two artists that showed clear
differences in the aesthetic tendencies around the Great
Depression, which raises a need to focus on major changes to his
intentions before and after Great Depression.

In the 1920s, "Precisionist," who described the skyscrapers
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and factories, the icons of American economic and industrial
development, in neat lines and simple and sharp geometric forms,
were considered as pioneers of American modernism. The
aesthetics they pursued was deemed to visualize the economic
prosperity of America in the most effective and appropriate ways
and accordingly welcomed by corporations.

Riding the trend, Edsel Ford asked Sheeler to take pictures
of its River Rouge plant to be included in a variety of publications
in 1927. Comprised of neat lines and the most basic and simple
forms as if they would reproduce Cubism in photography, his
photographs employed an expressive method proper to convey the
modern images that Ford wanted to convey. Depicting the forms
of subjects in a concise and sharp fashion, his photographs were
good enough to satisfy Ford that tried to express the industrial
dignity with plant buildings. Sheeler symbolized plants as aesthetic
buildings and granted artist symbolism to them. Ford did
promotions for his new model with his photographs, and the
results were successful. Ford succeeded in impressing the public
with the corporate modernity and industrial greatness through
photography, enjoying its second heyday. Once the Great
Depression hit America in 1929, however, Ford faced a crisis of
its corporate dignity hitting the bottom due to the worst economic
conditions and strikes. In that situation, Ford must have felt a
desperate need to depict capital-labor relationships in mutually
dependent and friendly images rather than antagonistic ones. That
context had something to do with its decision to commission
Rivera to create a mural for the Detroit Institute of Arts in 1932.

Sponsoring artists with a socialist tendency like him was a proper
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decision for Ford to demonstrate that it had a friendly attitude
toward workers.

Rivera wunified workers into a single class of workers,
emphasizing the masculinity and power of workers that were
committed to labor with the sleeves rolled up in his murals. In his
murals, workers were depicted as the working class with the
power to move the massive industries in reality and work new
innovative technologies to generate real values instead of
low-class workers that used to be regarded as expendables that
could be replaced anytime for their simple labor. Those heroic
images of workers, however, masked the strikes that took place
earlier and caused 65 casualties and the pain and sorrow of
workers due to the Great Depression. Rivera showed how
important positions the labor force of workers held in modern
industries, but he never raised direct objections to the American
economic system. That is, his Detroit Industry Murals were not a
monument to the workers that were emerging as the subjects of
history but presented very corporate-friendly images to express
the power of workers that would go along with the corporations
and the sacredness of labor that was loyal to mass production. In
that aspect, his murals contained the optimal images to restore
the dignity of Ford that hit the bottom due to the Great
Depression and strikes.

Before launching a new model, Ford commissioned Sheeler
to take pictures to promote the precision and greatness of its
plants. As its confrontations and conflicts with the workers grew
intensive during the Great Depression, Ford commissioned Rivera

to create murals to depict capital-labor relationships in a mutually
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dependent manner. In that sense, the two artists' works
commissioned by Ford were not simply based on their industrial
interest but derived from the capitalist strategies of Ford, a
colossal corporation. The ways Ford selected and sponsored
artists reflected the trends of industrial images those days and
exquisitely corresponded with the need to establish and reform its
corporate image owing to the economic and social situations. The
analysis results indicate that the two artists' works related to Ford
were not simply created out of their industrial interest but were
the outcomes of their engagement with the capitalist strategy of a

corporate giant called Ford.

Keywords: Charles Sheeler, Diego Rivera, Ford, Precisionism,
Mexican muralism, Industrial image
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