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‘122 (Grid)9 ¥4 Al
— AR AERY 1 G4 FHoZ -
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. 850l 2loiMel 7[sfets Pxet J2ie 2H)
1. J2IS JlsEn Paef ofuls HETY
2. 713131 HelZMe) YA JRlcel A
. #cholze] ®7IAlclol QoM BAE J2/=e| HAH Ha
1. MBOIM R0l o2t A J2lSe g
2. g45 d2l=2l Hds FH
V. #choisel FoIAIClol ol HAA Talsel =2l Fa
o sy 3%
1 s 22isel Eely HYM YN Jeice WA
2. 8NH D2l HN 3%

V. Z2E(&H)

[.A &

A7) g3, 53 g gloA ‘ZEFe(Fundamentalism)] £38&
gjste] Bo] FoidAle gt &S UAY Ttk FAY) 271 BEHUE g
o] APAVIZRE 60 vlUEelESY =& AT ol2x It IHaHA
A7), 3o ZEo| g BLE ‘HWozMo FUE oY By Fd A9
s Zd?l7\1°ﬂ AFHIAT 53] S APHFE AXAZA Y ‘HHWo] oud 9
g Ad 4 IeAle] #Ao] RotAth AMEEA Y Hwo| ojle AHEEA Y] H
He ARsFs FANGeEAY Hud e dig E&o] Arlg AL A F
A,

+ HRUSE et Sk 14, plEs BAKElEeh
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shdel Aol olFA FA S Aol FAE o @A 3
Aol =Hom HAUAS sl 979 “E:’EO] FAB|SALY Fo WEgg o
Fo] gttt ot 1 ZhedA ‘22 E(Grid) THE A gstuE el gl
ZA9] tigke %io*oili} Az}, of B¢ 1'3]5—‘5 ot Hue 234
B2A7L obdet ARAZAY HE o &A|, oA EEia =
dogA ola =it

A, 222t § 2719 AT7AEAA °'°V1 AAE] HE <kl Z& A}
4¥s %%3}7] AR v RN SR AN qdeje] HFoE e w)
GHAY AL ol2fdt AR dFola vUFolE] AoAE o|EHH 2da]
A, Azt k=] o]28 Axd ‘Fo¥HE (Tautology)?] =ge ol#d %7
FA9] istet =4 A& A Astd dWE BT

#4579 (Reductionism) ¢ ‘ele]EeF (Literalism)< S0 ZEF4H A
ZtolA Bt SHEHA S Aostee AEE AdEelZlE 9ok

FYFlel Foiwry, 12y YHPHFLE 8oHE ZEFYEH Hxo 9o
A agles d ol ‘ArFR e 24F sidelr|Hks g ZEAY 1 A
Ao AR S8 HAL E3 aF8A BAA HAU ol FA7E AM
A AGDAZ] T olEHW HEHZAAN AFREHe ZduFE 33kt x7AH
olF A7l FIH o2 FAYA o2t dWyAte] EAHI g ad
29l Aot a=okdE RUUF dstAale] ZENdolg a1 4S F

£ 47 HE o] Hell FEAA I o vopide aErt RHYFA
()9 AHA Aol BoUE Fshbe vz o] azlmsgel ‘FAAY
(FREISHL & = ivke | FEstaa dv. 2309 olHE e AF
2N BAZAY BAAT e oA s 24 AFEiIR) Ade }E}:%]‘
£ oA 248 F A&7t o A7 olF EAER o2 vhFH ad=
Al B Sl dvjEs b F2o] Sl

netd gFA sk Al oA @ Aotk = FHAE HFE S
Avhss 17= AL AFE AHE el diulE ARRB)E F8E 5+ 3
2 o] A met ael=st g48e 343 e B 5 9™ HHe 4
A 5 Stk Aol
TAE 9 FEAM Lepid 2= ‘AR HAE ZoUSssate 2

rlr

o
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2t

Fo] FI|RCUE e o]2= d¥e WHgog q¥ £ Us Brt oy o
g 33t o] AdEdnt &M tFo]l & 5 glodde AL FEAL £
ot deryog e 33t ZEMFoRAY = O FAFEH AAA
vgg BASE BTN I3, 5 o7IM dFuR = AU A}
o] AH) A wEhe e B & Ja 2HOEHN =9 ZEMEE F 49
ILHOE A £ & vke HA o] d79 Z8A4E AgkE E & itk
st AT wEkA o Zdo] AVE & Aok YIS ARy e iz
HAE FEsle SEYEEAM == IAHAEI AAFRY  AAA
Z'(differential structure)t TFAHCE o€ MdEd £ et g ELo]
713

ol TAE tF7] AiMe dA 2= AT A Ade] FAJMAE
& staat gk 71EkEr YAol g g AAse ofF FLE s
dejzt & o FAHQA ono ojA T = vlEd AdEEN S AAse &
o] E(frame) 24 AT & kg Aotk 53] m=e daed AH - F F
F(lattice)¥ Z& —ge= 94 FFEEAMPo] olgl 715 /Nd(functional
concept) 224 FAA YL7AE F=dhe T2 Add F Atk F FFH a7
=8 FAlY FHAS AAZle 2EAER s, ol FAA aRlEat 3
e s A71E BAZTOUBINE, 718te 271 okstEa AEETA F2
A a=rt A, 01%54%:— A7IE AV (RS 2 18 & Ak

2 ATFE Y8 92 MddT7E FAEH Ruz k. 9dA gl F2A 5

321 7)skerA ‘%‘E}H ZEMNEE oy HsiME 718Ee] Vg erAg
aejzd] B F(E dEe 72 B FEES HESE de A=(W.K.
C. Guthrie)®) (A History of Greek Philosophy) V7l 88 ©AE AF3
Z F vk oyl BAS 24 dig Feje niEelA JEhde 718EHE AN
9} ‘A9 WAlE FAM'(internal order of nature)ol <3 HEH ‘FH
Ay (horizontal nature)@} ‘424’ (vertical nature)& T&d= dl= ZHE &g
(Robert Lawlor)®] (Sacred geometry) 27} T3t BL AAE A4 € A
oltt. & W Y =AY Tz WHHAAY g nFE AsA

s

L
ffL»L

'rﬁr}g:
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rr

1) W. K. C. Guthrie, {A History of Greek Philosopy) , Cambridge At The University
Press, 1971.
2) Robert Lawler, {(Sacred Geometry) , Thames & Hudson, 1992.
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= 3HE g =(Herbert Read)® {Icon & Idea) 3¢ 2ZZ#(Willy Rotzler)9
{Constructive Concepts) 4] sf}e] EHAQ AlHAT7 B AoAR 1=
o ‘HHAel g ST EA AL A (redlity) & 2293 ‘BH o2 A
#AA7]31 AEAM(linear perspective)®] A}Zd Fwel dFA F WA ;
reticulated net) 7+&& 1#shk= doe dxE 2AHSamuel Y. Edgerton, Jr.
9] (The Renaissance Rediscovery of Linear Perspective) 57} £%o| € 4
AA .

olde] AYPATEREREH ol EY T Ue FT/AFELS t3H ol 292
F dtk. A=g9 (A History of Greek Philosophy) & 2219 (Sacred
Geometry) ZHEE Ig=7t (B9 71884 Ad¥S AT F e 74
& wolsyrh E3 P9 (eon & Idea) & B A9 nde) 7)siets &
gle] AlddTel 93 715ty Ede] ¥MAA)L o2A a=g YESA HAUe
S AAREE $ itk 2229 (Construction Concept) 9 T F3Me
71815 gejzAe] gAH o= FARAe] ofGA JFeFeAI FEHNA
nir|to 2 o2 &< (The Rediscovery of Linear perspective) © AFAIH &
g ozA ARHorE 474 2=g IS AZI7E HAey A4S
7 A4 HiAE AN FANF A A Fge 2P ehz2XY 7TA
94 AA HWAEHA R s #RE & A o dAFEe ATAL
gFuz s 44 g =9 sledel didt uEg 94T VAT H94EE
3 Jee wFaA g .
£ A7t 53 azl=9 A sjA st FEI}nA ste Zﬂ\‘l, 3]stAt
Agbe]l et Qe el 729 AT sjAEA Y] 5Ao] sty FAE 2
AAE A8 7k ¢ dgA spids o wWgs Zolstal $i7 “H-Er°]‘3}.
o] Al ATE sl £ =M z2lert SA48n gle YAIRH ddlel o
2717k Ad 44 wet A= A EHAAE Bstel ANFHAF S nHse
3, 53] oot 9ed] 71akeE g9 YR vehie 3 AY 244

[o5

3) Herbert Read, {Icon & Idea) ¥ o 433 1982.

4) Willy Rotzler, {Constructive Concepts) , Rizzoli Internasional Publications, Inc.
1989.

5) Samuel Y. Edgerton, Jr., {The Renaissance Redicovery of Linear Perspective) ,
Icon Editions, Harper & Row, Publishers, 1975. '
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A 3 esA Oz /gy RAFE olFA He A7 st 5HE o
T B Kol itk 2= YA A nFde vEe] tE 22 A
A7F AmEA dnt ade2A AEI AR, AP TR HHe
9 &, ‘*-’F ITER F4d A= HAHNY 2 =Tt olF HEH
FeH FeH A Fo AHHoE WA Y BHY JvIE nFFe
24 4 113]‘:’6’4 AAgel BoFE AR $udS 22E  sle A
o2 7|dgt

I. BzAtel glolr 9] 7185ty 29 129 £4

1. 22|=9t J|e8 pxof ofH|y HY7E

A7loME B =F9 FAA s B ZAXA Ao 4A 3]st A
718kt 2] Aol ouAd S HAstRA 8= ] MaozAe (8
o dzigt 71818te] #AE nFsAth wekA AREF)FERA e A7 st
T 8% A2 viEkEY dAdd dTE T

ad) 7)skehe Az ‘Agd Fel(a priori axlows)W ‘7Y (assumtion)ol 2
A FA g1, f2dus 7S 2uylsEde ga 1 Al 2wy
& AR et FEe HENAITL ohd ‘Fopddd FYA (metaphysical
unity)oll #& 541 Aolch Fetugtast (gl dig AMdE “EAse AL
5 goltte-e 19 Jyolth e el Edwsta vk E3 FHELS A
3 ool wiskel Abgo] glo] GHAEEI AL ‘olulof (A ; Idea, eidos)zt
Aolste oldlol= Al g Z&H th&)ell digr st [—3&], Elfw)el oig
TR, MA e FEY dAYdA )& A%E s (K] & Be s e

U

yoll o

Ol

6) ‘454 2=='(llusion Grid), ‘848 z8]l='(Formal Grid) ; 9714 ‘934 22='9 ‘g
A3 aE's dEgd griz Nstaa s & YFA 2s'e 2uday ARAY e
Aol wel HHe] Ao AlE(reality)& Zﬂﬁi?}f_’-i”‘] HAsE BAES)E S9FAE
(illusionistic reality)$ TAst= AR é“ii"i——] ‘grid'& wstnat gl ol oisl, g
A a2 FUIFE olF oA ‘EdY AL guiste T3 E-gA Tz
(field)= BEe)9) £A), 22la g HwAe] "Hi-\% ui2A 29 #EAA YuEA 9
‘= 3k E AYEA He NEA fol2A AHgstna it
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go] ZE 79 AL ‘Y (idea)d ‘4 (number)e] 24 Edtd )
3t ‘AxE o] UdaF(the ordering one) Z5E BAAS e He AR As)
3 9ok ey Age] v vehd £ gl HE), F FETUEEg e A7t
dHAEA ‘It $FE Augt = Seagse =g AEA HH, oldRE
F9 A 71stetA =8 AAZE §ds] 235 o|FA] XapAl HuA =3
E Yoz o AFE ‘FE WG E ZeEAA "k o] i T
B2 7slee Fgsy]) Hstel A =AU =S AFHs] Slstd &
(R] 9} AR2E o] g3lirh G FetEe] Aad “Hz4 WEHeld 71318
A Zoju, WiAAY 72 F ‘AGE F v ¥ ‘FHH FE (morphological
texture) S Xujata HAlL 7]5}8HH o] = = ‘7‘%01 it =}
e ey T2 fXE dvke =
A BEe AdA AHA AAd sidE=HE Aolth webA °‘Z_-S— i‘i—‘?‘—“ﬁi 7] 0}
75”5‘1 E%% AU gojue Aoz ARG E3
3 — OFD}W—’QWEL—”} J

g
-

ro,
—E ;

rl
O_LJ

71818 olmrlEAel gz B dAFe ZHE Ee9 (AA4718E)
(Sacred Geometry)) olX A& - FAE9] #g T3 449 EA9 44
t 71EEta vl &AM SeM wstET 9gs 12 £ T Ex 71
a1eky AMele AL T EA BE A AXY Q1zke] AT KAk F
A 7= E3sta Qe Aolrh 53 nd] o EAdd: a7 Wikl m}
gt A FAAY &% A9 Ax & 3 gAY MG AZY des =
EA q71eA 2HEg e R AML A4 %Z:%%"] o2& ’5}‘%53
FZEA o|AE AHY FXES F
ol gsty ol JHASS ¢S

F‘l'iﬂ agzAdie 7lEkEE FE 7.‘4_5}?101—4 E%J_Jql olog 73}
gES AAE ‘e %Z‘—.J’BE

3} oldjo} ARstel WAL >r+ 2o,

gl VR

8
o
)
M e
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solg goz Az
£rRd (48383) < 7 °ldloklidea)

Adel o WA 4 N el ol
A7 (Reality)
<E 1>

QoA AF FHFRO DB AZAGH SRR Fol hE szl
HE e 2e 209 NS BAT & .

O 1 od 4& Aot
- 7hAe 148 4Pk
-AYH w9le] deE diFEske AW 2 AAY) ez o]
cRE IR T - A5 TRblAE AH(FR; pointal) T Ev 7|HEEDE
B
%¥(quantity)elth
A4 d2l2A e d(power of multiplicity)< VERATH
€ vehlie A orig AUn 2 Mol oM A& Adh
® 3e Poltk
- Q24 AYA(Trinity), 5 499l Mg vehdoh
- g7 odue A /e Hez TAE 448E FATC
- A3 Ao 5 FgoidA dolg B AAHeln AF sbed AHdz 23
olgjo] o]FojZrk
M-S Feo Y g 99t
@ ‘4= Fejo|tk
CHZE A7) AR, & AAAE e
- QAR AR & 2X2 =48} o] FE AR AlEo|th
<47 AWEoln 43 @ RS Ushdth

©
N
fr

[*]

14

-4

v

olelMgt 2ol ‘4ot WHe WAL FuE YA 2RO HMHY Ego)
=g AYAAL 3l A% 2HE Y7 B AAY AYPelD A7

d25 4719 SEHeZE FHY glew, AAF FH EAHcross)E AAIE Al
Z 7}53 AAA Aotk olHd Ye FAY O uHNE9 WAl 93] Hold

Lu
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F led, G A9 wAje] o3t e e, A M wAE H ()
o Y, o5 e nAE AAHE JAH el 2471 ssA skl &
A9l ojmoA Hojdths AL wEe] IS WA & & & 3t

781y FEA 9 sy azlse #3 ATFE ATdAME FATIAIdeA
AAZINURE Agste A £ & UKol olul TAZIAdY] EoZ¥H
(ideo-plastié) FaWHAAN T3 Pe(tecti-form)E & F AF0] AX7IAI
o 7188 g TFE AR 5 Qo

2. 7158 HefzAM2| HAH J2|=9| 2A|

A7dME Feeta pxel AWl o ATEA, HAHE =d dakw B
A9 94 294 @48 WMeRES T YAFL TN AH, A 24
3} Hol Azt M ‘E(frame)o] HFHo2 “HYH(transformation)E
A3 A Ao, AL RRAL o4 Folx TANE F FAH] WA
S A¥A7IL 2= ‘Y& suoRsd EE HAE vRkIvga d¥stn gloh
g Heodle AHE ‘E'S U9 ‘FE JFEER WPl A2 1 .4
Bo] TAY ZA, g5 2L s #ded Faxe Feshe Viset
AN 2o o3} Ade,

AAZ ANZIAAY 7eetE  Eeelx ddd JleEAAde  didel ‘e
P (prototype) 8l AAH 2ol olzt Y wrozRE Yo S¥3 ‘9
AR FAolPe dal ge guos Howd,

g2 gted(Max Raphael) & AX7IAHe) 71818t 449 S4e OFHA
(synthesis), @gh<Al(simplicity), ®@34¢] &F(formal necessity), @Dz
(detachment), ®¥HAl(definitness), ®FFA(energy), @& <Qu|e] A4
(connection of content and meaning)s 77FA2 EAsl3a Uc}d
olFg EAL AAFIH AP gz Jd AARJAEANA MEE 734 7l
FAe 24 AU FFeolg & 4 Aok AAIEY Vs g3
@49 AME AAZ vAFHA Ao zAstn ATFAHsEE I B

iy

rir

7) geometric entaxis ; 71388 WdEo] olsist F4o 3 ANHE Aoz a3 MdE
9] &40 g Jt AuF tE o] £52 gk
8) Herbert Read {Icon & Idea)



‘DR|='(Grid)e] ST ofx 133

2 Boln, oA a5 $FH HQ AFE EAd UF FITE ‘93F 7
%'(hieroglyphic sign)l ®lEAFH R 715184 ez FHT Ao, o7|dA
o 71818ty 713E diAdolz e AAA oug YEstn gl& Aeg FHH
MARIGA M2 FRdele f8oz Sd 7istetd 7lae AM7INY &
719 &3k olFES ulgdME F&F YuzA9 7|8 rlae HH o
F9 F¥FYH(syncretistic) FA 22 At AL 238 T F3HA
S AR AR Hxo 7R dFol & = gl ‘dA9] el olEth ol
3 Z@9 W3l= A Y olgHEst vEA 9o FAYNE s de
29 ZA g AAEGY dFQ WE (3K interlacing) F A9 EAE
3 g0l 54 ol slsgee #HFY F Qo
T vl vjgy A ATuRde FilY 7iskety T2 oul |
BE EUT Gl i o] 7|5 Aol £ FAFHLE olsjstnat st
12L& A7z &, a2gert 71sEg4le ZHE s Rl
Az A+t dgtolt. HFE njEe FAHZ| BRI vlEEA I AlgY ¥
Aol BAS JHRIFIAR Al aelake ofie] HmEsste EA4E AAse
F8 Q8%lo] Hr
HiZRu] e olsjahes dlole  uhRe R mg oA AAE o] 7k2] 2EQ

pacd
KT
[

O zElx-2vt 9o A uld g £33 H2

@ kol UlF BN A2 Qo) i WA 4y

@ shte omAiE Ty Hoz o)

@ 3hte] AHS ‘BAV(EEE ; mimnesis) £ ‘AQ(FE ; re-enactment) £ Q14

AUERE 53] 647] BHT wFaAY Bokl #3 W, S5 8o}
2SI (RO o Tid A7 AR clzzion olFelE A Be B4
e slelstolinh B3] slstetel Qutdlelsh 41 Wak opel Aol 7]

shehg HEshn 9SS BAY 4 Yov, V19 duse AAuEY R

H

—_—

1o ofn

1

O

9) AFFHPURL ; quadrivium) ; 2o TE)2olAe] 7)5be} Ak WES)E AR gotg waim ¥
Hel A3 1 BE WA ¥ oide 18 359 BEAA XA FAold MFY 1
A mEe] YoM F8E AH FEe AL ol wE #4, 3, =g A=
2 trivium)elgt et
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Z At g ¢ F ko B2 H|R™ 3slilA Az, bzt
theeh videl uiddel oigk BAol REHm glok wizdr|&E AAAE A
T8 542 A, A9 L'e Adske ez 28U Ao A EIE
B2 94 AloldlA ‘Ao A¥EA MAYE ‘BAstd Loz ofdste AT
4, ‘O3AA A HdREd XS AP B vhste Aoz AYA
£ WATZE ASAe A7) R olgduE Aeolth H7ldA AT
2 o (diversity)d] ol WEd obErhE Aol olE ‘FUA (unity) ™
ol olgthe AYS A8t JYtho

bl

TERh HIED|Ee e ko] A &AE IR st BFAMAC £3t1,
FEE AR st FAAAC &3 He Ao Wx ok Ys(Nyssa)9 A
a2 12](St. Gregory)w U3F 2227} Galola FFolH “no|EA(noetos)” Al
A%t ‘oto] AH|EX (aisthetos) I A7F E/E I HFEE Ao A7 CHID o]
o the vhFs “HIZI” FEe) oM ok £F7I8HE) o] (ol EA'Y Al
o &3t} F At AT wed B G| 27 V&L ‘ol RHEX A
of Wi 71setdl AE3tAth AL A4l HAS M ZAFor FAs)
£ Aoz HZEnes oFstede w8 d77F A 73y gtn A9
stch 2= uiRd vt ‘B v ¥ (surface-aesthetic) & ‘EAstE WA
sk T a=la, ‘FEE AFda EaE B dizk d7E FIkd
Ao v AEd AAE e HAFFE (catoptrics)123} AdsA €
HZEA e 3y ATE 8T FA Y EHe JHften, o] EdE
HIZE A XM E 758t A|Aa} Heto] E v|Fg AAGHA HA oA #F
gto] A3 SR, devstetee] dg @Az olofAA BZEr|ee] B

o|g} Zo] 44‘—‘}4 Aatol| i ofal= AWl AAAM FLF FAA THUN

Aol ¢ 5 R BAlS, 2 Alole] Rl F2e L PRI FNE 9
Hate o2 WAL ok vEe] AF7ke vlestel el A4 Fre
4 7o), 2o, Woldl I3 F48 FFeoldzH oz nelgon, ol

10) Gervase Mathew, (Byzantine Aesthetics), Icon Edition, Haper & Row, Pudlers,
pp.17~18.

11) Ibid., p.24. _

12) Ibid., p.30. Cutoprics ; A& WAtE o)A FaiA HE Fehe 79,
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s u|ZEl Y] FA]o] ZylAbaol ‘MEAIY (linear perspective)-& EHIAI7]A Ach

0. Aejri&e) A7AGD YN F4H TRTe) Iy 37

1. MZ=olM B[S0 O|2= FAH 12|29 HAY

og

1 MIZH=2| Jlsteta sl Axjel 242t aix)

19417] ARte] vjefFE 2Ulds ofF S4d #FFH AT AlZE 19
A7 2o vl 94 AMFYY &0l & £ e 1AFYH A
AsHUFEDY FrFAH AeE Adstn AFEAAS ‘A4 (coherence) ol 3
A|(dismantling) ¥+

AR 4095 ,
o] AHEH ER oA AeY 18804 o2 #E
ZHA "ok 2% ©A] 9] d4o 93 ‘' (mode) 224 EE QIZEY 4h9] 7]
22 9 F9F AN QYYD e AL 2 ¥ ‘o A
A EHe EAZ JASIAY ARt=s dde2AMY F4E O AAVL sty &
HozMe ‘5% B4 (pure form) &2 Hgtow, olgfdt Ao BAHL 4HHs
7] 98t ‘EAle] olm)(significance of form)E T&stm HdHIuA stk
O d2A deFoatEe o] ‘AdE (association) S s A uh,
AR 1 AA2AY AHE(thing in itself) & ‘EAZHQ AlE'(essential
reality)oll #AS 7FH

Bapilele Aodolgte Ak AL FAlY A¥d Azi-o gHAe 33

on‘.
xE
2
ofj
=
%
'
o
]

13) o)A Tdulee AZA, B B TeAd oz TR 9 ‘Zoinl& (Modern Art)
of sgEch 2ot Boeige] RE AUTZYE 2047] Aol e BIHCER),
AEH BAL o)FF AZE AL gl Hel, A7) Akriee AR N5 olF YA
e AR AL AARAE BFAN ANl S, ULBEAN WA FasH 2 7y
7o 252 A4 %uA Sgv BE Suiee 2oede FHoR @ o)X, T4,
Z1A plgst olsh 4UE 589 BHAd)e FREAF vez FRHo] s
WA QW Fsiedel UUE el AR BAGA wu AAEEDE HAsk 2y
Hoke A 242 WAAA TN, =T 729 WY ATAE AD HskolA ]
Yol olu7kAY Bl TEY Pledl WA, 2 PR Agsast B
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dedA g 7l ke 233 &/\EH EAe 2AE FAHoz <45}
a9 ZEH=E Fe ANE £ 5 oA Ak AT oleh e Ads
A% 19 e =¥ A EH ol ‘“F(sphere), ‘Y% (cone), ‘¥
(cylinder) & 24 4 AA gon oAL o5y 19 A A ‘OhF
(multiplicity) & A8A7I= AZI7F 9o oA o, A, FIAWY F9
Hzistst pdeAxle vlAA ZRov o FEHELS SHAAdA AR tE o
Z uide o] X ke YAEA ANHAR Ut @A A= 33}

AT AT TAT B GRYOL oA, e 2aad 99 298 2
s

o e

5 AAFI2RE 45 WotA B2 dulstel, Arjslstel Yo} BRIt
YA AP s T8 WIS oIFel Hrh olgh ge Manel 5y
e 200 el Az PEE Ao, 31 FF ShEA A

2) 7Bl52 JlstetEl

o HollA )& uie} o] AdTE e} A= F7I0E 357} o] Fo
#4 AAL] AEe] Er)o wE ddES P e 2047] st EA
3}711 Al Heje] BAlO ddshe AZIZE HA 204712 M2L vlEgH
o2 AFe FHIFS iAol TFAA vz FHE ZE dEE o
2A itk o dF9] ‘ol¥eF (aphorism)e] FHZ 45t Ho.

A7taE “AAL st ‘A (reality)olth a2t U] A 2AE GA] st

olck ek AFHT gtk AN B & %ol 2E BH '
S At glon 19 e AR oyl EEEHI S ¥ 5 I
3 B39 FgdMe Hrtad AR didke duieke F#3d)
51314 2458 Wjgstn diide) oulet FaetA A sy eass wds
T Qe Aolt. Relael HABI(L Estaque) $74.(1908)3 W7kke] Tohuls
o] o7} E(Les Demoiselles d’Avignon),(1087/1808)& w3tAl RHAY W
HoRRE FHIFAHQ BHOPHOR WEEhs olE dAuis|ste] Adio] & &
oz magch

‘/\l

é

(moizel 22)

@ B3l BEiEe) AY FERE olFH FAMH BoB Wt

@ WAMHIA AR AN WA A2e ARFUAN ofuig 4¥E as
A ek
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@ A9 FAlol QoM IR Az E718 FAO BFAHE EEE

N

2 7AE 389 WEES M2 A IFHT FHE Vs gddd

S)
tlo ¥
A
)
o b
),
lo

@ oFE Wz HFE o|FRE AFezm IHAZY AYTE o]gdld ‘ol
Z (volumes) & ¥A3x AFHAY ‘T4

® A2 Holn gAakAl vl A BHY A2} ol FoiA

o1 A}E (spatial impression)& F&38 WAtk

oA dAlgE F Ao Aee AEH opHdvES AW ARG Fulgd &
ﬁ]ﬁ*‘r—ﬂli*‘] 3)3le] ‘FHE (surface)d ‘@2 E-FE (illusionary volumes)°
3344 ‘I F (bodies) T} ‘FZF olgte WFHQ 33 =EAME FEHE T o
3‘3]2 ‘ZA] AR (simultaneous) ER O 24 AN &S BoAFT )
t}h14)

g7tk Betae BHEUHE Fot AR AFES At B ol A=
& 3319 AR AFPste JIEE HAFA QT l, o|R& oln] AztLof
s ‘Yol AAE o|F ulFlaet vBElad i) Frd AWRH AMEL A F
dolgl & & o} R T JFAY AFH FTHE WFORHA FulEH
ste] FAAAM B F v 309 =2 dFZgolet & & vk 53] Belas
‘A, AT ATHeEE AF AES dEA 2HY £ glde olRE €
249 T EAl, W7t ADR Az 3332 AYe A% Hedd E%35]
sty FulEe 71skEHd AAle A4 AzE FAHYL” o T EA47}
Bazigel Jdojx FAH = =23 F4H fAE dysked T8 B
[<X=4 1:]-/\] =213 ]-7-" 5]1:]—

FHIE 7lstegale Hts, BEadt nprA R #Al(Fernand Léger) 9
AENME U, 53] 1912d3 19143 Alole] FHEME oizte] FiolE
EAZClE Holg EE s TE O 45, Aud A(ENEY =72 T
Akt =3 FAKMarcel Duchanp)?l “Adg Ugos JR'Se ZHE #

1

F(F

14) Ibid., p.19. Autsl =gi&
g 4 °‘L’—'3| 0131?‘* 73

o

FATEH Egez AFAIE Aol HiE FulEe ol

£ ZuaAl ATe veg e & BEHA U
0) ]
H

AZYS WL BN Fo2A THsAAT olgd Mol ATUHA e 2
WiFEe] BRI AU, BARW “BAAA FEo] BAH Fhe HAL Kol Fu

cka & 4 gk
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E9 FAAY BAFE T oA 5 245 TS FuE AdeE <
e s EHHeE AN At

B Fu27 v v)eery st e gz Zdo)=(Albert Gleizes)$}
% o)A A (Jean Matizinger)®] 34 <FHEF2(Du Cubisme) >olA AAld v}
sto] 929 A7} AR JeEt 727 IHEE AHL g8 2
| mEadT)

2ol 3

=

[+

@ g7t 2R I ZAxzAe ZeHe) g #dE M 9 &5l =28 F Ut

@ TuE HES 33y Heo oj2id 3y Hejrt A | Y TS oA
ek £FAL g fEEey 303 EFsa Sl

@ AZ2A F7He ‘FHUMHD (convergence) ¥ ‘AR (ER) (accommodation)d] 7Hzte] A%
o2Ry 7 ay Pek HEQ 33 gloix AL A

@ AR WHES AANG A2y HAS AA Hojux 3le] FH EAS AR &
=Y

® 3ty FHe FE37 A6 AEFFGIE TS A5 3F 28 FAEH sEoRA
‘339 W(E) 02 WRHIATHS |

Zeolzgt FuAAE olF ‘szte] W MEA AYH 7818y Fejsol
‘Feje) AFA ol A2e FNH 52E P B8 ZiEsdd 2 A
@ B3 AFelME Fgeld, AR, 4F, VLTS & ] )
Ueds Sk gele 984S 248 FuE %Aé%al 42l 'w—g— £
og s FEHUES dol 191030l mAFd Y &

H&g AE, doludd e -odME wtedsm itk Fatelxe o

T2 nPFYgAE g3 19200 FREved A4S Hsk=d, °El—t— o] A
@‘,% A F8]¥F (dynamic cubism) EE ‘FH|EH vl REn o|AL
o FE7 2e=eleke 33te) J3dL FA4 S 1FE 4+ Utk

2.8 AFMA 1zksk 2ulAbAe] 39 F ApRFo 2 RE njElFee n|tiA A
7kt skl ozt WAAAS AEE ek Aol

15) Willy Rotzler, {constructive concept) , op. cit., p.20.
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EToT T pYFTeETES PEES

Q=yd 93| wogd ARgAs a2 A Je g

2 ol siA A7, Bdel A4, d%H 7
Ao A4 | dSHAEFe 2 A zs} 718hery A

Ao A%
AHET dFHY | BERoR zx}]é} 713 8k3t 7] A 8
gge ag DTS 0 A= BlE AR 84, 3| AUE clg 3
N e e
229 5%

2. gAY Jg|cof Y HE

Bl 74 Fiste] ¢ 2PAAL dod nag A= g, FHIE, vEFY
33 5 EFe °k2}94 Aol oy ‘aFE 9 gAY xAd I F1
At

o2 2&2]9 (F+2%% JhdConstructive Concept) & E3te] 204)7] &ddj
v & °] 2L o] &@aeA GA | T4t

A - AT AP Fe)-nle
:l 3 A
ARl A7 wAEFe 38 2av)e

AAe) A FHieY Iglh, Baa, 44, J3, F2IM] AES AXEAN
Azl 7)31eHA 3sl2 A of7)4 ‘TRE 'R A st Qe
71818hA] F3)ste] Ave BE=2¢r 3E FadjdoR Atk 53 2xg¢t
gate o]&7 AAAtoloA ‘HAHA A'(universal) S 2FE ‘H53 A'(indivi-
dual) g, ‘ARE A'(objective) C2HE ‘FHZHQ A'(subjective)S T-83}7
gtk BEke ded] 234 guE oFe e AL ‘FEEA AR AR
A A Aol yEhdtin Aostn ed 1 Aol thgI o] AeEld
4 Ur}16)

16) Chares Harrison & Paul Wood. {Art in Theory 1900-1990) , BLACK-Wall, 1991.
p.369.
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Individual Subjective Figuration?] %] Basta A% g

Universal Objective Figuration®] #|A 9sln YU Y

9 =3 HgoA B uigt o] ZZeElet ke FAY YAdA A
gold ‘B 74 33 (Non-figuration Art)gt AolatA €t

B FAse ‘v FAY ggolgs 2L guiE zH4 Hed o
AL B 337t AMEFY APelM gaEle slslety 29 38d a2z
2 wgselske e Jujdn |

2o ggte] ZHE <Lighthouse at Westkapelle>(1909) <E3} 1>9AE ‘A

Ade) AR, ‘QIge) BA 23 wEs WA Yefed, oy BEae
o) AAFIH e AUFI2RE ogHolE FAE VAT 5 glon o)

il
2 a9 FAFAA 2AHA 73 AA F BG4 AT fHEE v
A dck 2= Fste] 3293 PeRE 2243 stz ¥y sHolrke #
AL og3 go] AT Uk

AR, oIS 33te] 9 M2 FAo HE-AAE AN P} F2It A,
A, FUIF 3ste B o|BEY-FH ¥ FHI 2FH e AT A A
&'(absolute reality)S ZH=H 49 ‘A|Z3A ALE (ture vision of reality)2 H3bg.
AR, 45 sste] Ag—+933 £33, F T+ -, of Sz "4 qA A, o 9
@ @A (simplicity) 2 ‘924 (generality)o] Z2H -3 2229 2P
G, o 293 AzgFee Jlastd 7z adce) AP-AAFAH 9AH T
%'(centrifugal composition)oll 71Z3tx Utk ‘71&ed FIF)E HAYAR.

o ; <Composition ; Color Planes with Glay Contours>(1918) <%% 2>

NN £ & gFe] Bt ABHE Ao 9@ e ol T2
g Fael £Ys 3490 AAZYY 9UHI e BAY 4 A 2

= ug2E <Viktory Boogie-Woogie>(1943/1944)6] o] 27713 AMaEo] 4
‘é%ﬁi-’?‘ﬂ Gl AA|HB8 Alz¥Fo HAlE 7|54y FEAAR A
Aslsh FIoe FA4F ag=slsty AYS S



i (Grid)e] i siE 4]

) Ryl UItHAM Jlstats ey

o7 AN A5 A YoM FHZE olF HrhFeR olgslel st
B S A, DD oA J|22d Sste) uthyys BuEy
Bagn. LA Aze H3TzE AAs] dskel Heys Ay

gaulxle] AFAE DA sl FHE AU gagely 9, Adgel w9
93 g, Wee Al ezt ohe T Al 3 9o A st

27 FAYG AR g dEd ‘F(type)d HIWHA FHE 7R
AT 7P S8F EOE olfe ‘YA (R ; sreretness)olek. & I AR
o ZES W AAE AN AR o]FE =AFH AEAdAM Fethd,
el Fefe] dadolM FEske S AEsta Sl

A 71ekgel] gt AlEE 19 A iR 53 AE - AT oA <H
BEG s> 98 FAgAA deiva gk a3e A4 okvg

o ‘=¥'(diagram)1P 22 Uebdty J2ju F WA 7 I
b AR o dA(—E) B diF D2l s wEE = gl
gy FFoRAM /Ed F2E HQ dEIEFL <HFAEE>(Black
Square, 1920) <=3 3>olt. TeH|XE 29 HRldE EF3tT o}f-2H A7)

—
S SN G} 29 AT RATE BAY Sk olF wye

LSS TE N o S W

&

tlo

ol
ol
e
2
=
Z
=)
o>
rlo
o,

e
lo of

r\l

39,

17) Dr. Andreas C. Papadakis, op. cit. p.48. EE2EME(Geoffrey. Broadbant)e W&
(Henderson)o| 172-& 482159 431493 FI¥(four-dimentionalspace)ol ¥ o]2&
SAANFY =g dmsta gloh B3 38 A7k 4aeM F3hE B8] S oluA
‘33194 YA (there-dimentional cube)E& Zold Holz RS ‘ZYWA'(hiper-
cube)gt F-21 9otk o2 YA HAUL 679 AlAEHe WEo| BAE o]FERE HIY
o oM 2z d 9ol sty QHHAE DEo] dogn thA] 3xges doA At

18) ‘AR’ (Oneness)oll T&AE= A1 A<1.2.1>7188He] 71xME3 o8y 28z ‘gaF
(—% ; the one)& #Z.

19) o}f2#lA7|E LAu|e] FHA 7lEge] dig Bl wiAde] d & e FIAAE A
T3 F1 gleH, EE 19 FEAME 9A] EEutz] oabe AMECA 97E @t
ofg A A7lE 1912 <Teritum Organum>& 2W3}x, 19158 129 AA7}F thA
Alotelz WAsg) | A7le] A dHelzafzad ‘85 43399 (Death and Fourth
Dimension)e]@ Zd3E 7} A& & o, 29 FFE “He Alde"o] xd 7]astgael
g(&®E =2 U

tlo
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‘Bt (Claude Bragdong]) 4xR1olA 9] 1343 EA19 AYEdA BHAF
ot <%8 1-1, 1-2, 1-3>%=%

>
‘e

l.
JO

I /u "
<
-.‘-‘\

<o 1-1>& ‘9¥d  MA(archetypal world2 A ‘gAY
(cube)s} ‘BA(ERMEA M)A (phenomenal world) £ 4]
o] ‘PAlzt &'(Square)S eI gloh

<T 1-2>+ '9AY 55F 53 5 (Personalities)®] FH ¢l
MEA EQow Yt REEoirt

<&t 1-3>& YA} viEEdd AAHES FHo] MY 2

£ At 7P e 3T B RAA 824

19} Z}E <Supermatism>¥# <Black Cross, =% 4>dAE <Z8f 3>0A
AAND BALE I LA B £ D M HHe] wal B gsiA el
b 718keH FR-FAARAZE mAe] % ‘AR FE-Jt S ol

)

e,

¢
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V. ddivied F7|N0200 glejx 43 1t =93 FF3
AAY AF

1. 84 a2ice] £aE FEN YR I W

1) 20MI7) 3l3t2YeE Mol AN D&

204171 B9} g3l= ‘BEAAH 0T EAE= AME (physical reality)ol thak IdFA
oz olgstd nFIFANA Blofu} sfte] ‘ALERA (object) 24 1AEHe = 24A
o] HgE & 4 Utk & HoAe 7HF dARA Y] '8y A AFE (illusionistic
reality)e] B4 AxQl ‘euAq'2ZA WsEAANE RAANA ‘TH=AAY 7%
3 dgg n@sty 2] ofn|e} wiR& BFstaA} SAE LEAY] HE =2
& AL 33e Ags A AYstA HIAh 2EA & ‘wjA AA(medium
itself) 913 Aol it dFHol At sfte] “AA (entity) 2 AA3HA HA
t}.21)

EHUE 33N 2=t ‘AAXAIAY (self-refrentiality) ol2ke #d3 AA)
g E94 AAlz d8Tle 7lse gt ‘aese 2ddaAde] 42
I ARE oA 2ulds AFAPHC] I3 ouxE ‘BYH A}
Z'(illusionistic reality) /9] 'dF4 I3F'E SGAZGY, ZOUF s 2
FEE FHoR o T ALsE AHSL AFERA (object) 2A Y
A A (real reality)E $43t9h

2219 2(Rosaline Klauss)E 28&¥ 2UUE nlgo] Xgshe ‘7]5'e 3

o o3 2ol Belasin.

E

agl=% ‘24 (mordenity) S ‘F1H'(spatial) 22 EE A7+ (temporal) 22 A=

20) o714 Tddivlee] oA, g F& ARClAM TadFlged AZAY, 2 AR Ry F
A5 vla7A 2 vEAty ddE FREIAE ), 37dUr &L vlUdHelEd R EAE
2 U A AEE d2A " Atueds EAERHYEPost-Modernisme] A7)
TEE VUHOIE o|F o Y onARAMe Adirlee Al NS AADL ), KA
Ad vig o F7A, & B9 olE9] $7)d) aigsle ‘ag=v) =3 A%S 24 °
oUHelEZ ¥E] dF1 9l7] W] Later Modernismd 42& 2=t} 3¢k
21) Howard N. Fox, “The will to meaning” content, catalogue, Wasington;
Smithsonian Museum. 1984.
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qge B2

Aq71M FH uizAMe =g ‘HHA (flatness), ‘7]3}fi}§}’(geometfify),
‘A (order) 2 A=Y, AIF 3o wsle] ‘9 A}A'(anti-nature), W A}
A'(anti-real) 24 &2 'AH&A (autonomous)E S Aol "ok F ‘9
A A (The real)Z2A Rot F3lolA 9] ‘A}2-F (objecthood) S E5EE 9v|gh
o B3 3elEst gte @A g Az g R Aol F4ldA s
AR 2 $AXY 3He ‘AAA (wholeness) o] 74ZHth

2 folA ¥Rl FF ne] AdH 5AE& 893 ol

- Aurde FAXMLE FHURAA FzE ‘vigd 743 (aesthetic decree)olth
- 33le] ‘242 Z'(ontological condition)o] FTHH 33 1 A2 v oz
‘AFEH &4 (literal boject)7} €k

=G AA guizAe ase ddide Adelgtn Asim, 1 olfe
‘A, aEs o] FA7] o= Fdd IFHA & A gl 2ol
EA, 20c: RHUF gl ¥ ag=e] WA 194719 HFAM &3
guld & olrkelM EHs] 23 & k)

&8 Aoy ‘a='y ddel Aol ojg24

- AT ;AR (reality) & ‘A& (representation)dd) 3 ‘)8 (mapping) WHoE o
FAL YHALE g AR oIt .
-2l a ARl gde didk Qaez ‘Fa'(place)d EA7F okl 'BA'(view)d

olzo 22X ‘BAH EA'(materialism)& 2]u|dch

a2y geeae 2047] a2 s9] oule] gAbs Waln gl 2xaetd ad
=t 'eg Y 2¥AAGE 31 F7 gl THuAe] a=rt Wy
A AAreY F0FT dou, o= eRlstZE(Ad Reinhardt ; 1913~67)9] 2HF
oA A7)ske vle} 2ol 2047)9 adlEe wxE $9 3 ‘@AY (monade)d
iflgke AdHste] #4% HEg BdEcth oqrH BU=Hd ARgY ez

22) R. Klass, <(The Originality of the Avant-Garde & Orther Modernist Myths) ,
The MIT Press, 1985, p.9. :

23) Ibid,, p.9.

24) .Tbid.
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gte] &4 AAR Ao E A% & £ Yo
°] o]'°“*1 il 1?4594 ahe BUY AAY FT7o AAH P9 FTE TE
A% £ Utk ool el FelgaE a¥=g ‘9aF  EA)(centrifugal
existence) 2A19] 2='9 ‘FAHAH EAl(centripetal existence)2A1S] 18l=
T NS wEelA sjAst o
g2 ol e F i HigkelA dutee B 9ok Aojt.

- EAR EAEAY Te; 2 AARAY EAAE RoFH, Aoz REsA i
5 $dEY FAE AL F

s FAE ZA2AMe s ~1quoi 24 BZo| ‘FW'(surface)d] ZAL Eu] Fwuy

o H|243 3= AHo| olidg 1 RAES Al uoz

Falaat gich

o>' ml

ol el A 71ed WEE 28ty thE <E 2>% 2

A Ztel oulx]e] oig w4
i
£ UWRE gshe ae-~EAA 4 Hmaterialization) >8] =4k
Tl

T

—>

S8 AAe Pz o 24
<E 2>

ool M &g =9 Al i F A FFelAe nFL QBARA
9 3s'E A¥ste divledAd FHH =9 AFF AA7 4HE 5 Sls
2k sted BAe Fi ATetch
2oUE 2] A% O YuidXe 204)7] vledA 7P Fag ‘olulA’
o ‘el o dAd ‘adl='e 243 o duje nFsuA s 2 iy
< A, 38ke] FHUER) 3 B (i) 8o A, EX, ez o443 44
I %F AAol BF A7, AA, ALY WDz s #F dFolth A
AR Al 288 (Clement Greenberg)dl 2aiA 3lslollA 714 Fad 24

2 AZED gled 2 e oe3 2.
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s & 2B 3] AA - Aol T T w} Jaib} aEY FELE W ofF
g9 78oz FEI AY9A A & RAohD

71N aMaE sUdelEr ME 230l ¥ ded

Q]
2790 2220 2% A4 A9 A dASRS 4YsT AL Al

Aok F HA EAe oot ged gdis BTt Bt 2YE 2 gl
t delA 718l FeeAs olgld S tigte] thgd o] AYstn 9l
ot %Y gP|Er ROV FAoR gigAle Aol dvhd, a3e 3
3 1 A ZYd dFHoE tSATE Aolvh Ed AL AAE wkE F

gle H3lE 9u|dt 20 A WA AT AR ul8(factual display) 249 1
g et AT2A WHY A& 4E dgse) 99 Sdo] Hn Yk 1
E]E/] A (field) ¥ ‘ZE (modules)?] Al FH& F31 A3 AL &
A g2 ol(Lawrence Alloway)] WYHOIES Vehd 12|=e] oigh Ao

A A oldE & ok

“agEx AFKE °]F= Tunderlying composition®] ofzt Abde #
Ao t},”2n

e Telest Ak EWozA ‘ER XL beA s ARE &
sgom, EE 053 /12esA7t anslel 9eS gnidh geby e=

aﬂ A
£ ‘B (surface)? ‘&% (edges), ZHfield)#} EE(modules)d AFH o &
./,: 3)\1:]—.2) 33]594 ]9Jr7E‘€— 577:_‘—3— ‘ARA F2¥(all-over space)? FIH,

g

b e vehdth
°]9Jr 22 1"45«] AllE gg 2ol 1%3}31_ o1tk

r_>.i
2,

o
j&l
—Ll

PN
2
=
Q
=
w)
o
]
e
=3
le]
Q
Qo
3.
L,
w
@
s
=
@]
Q
=
=
2

<
i
-

O A& EEY 7% HAARA Ao HEex HEQ ‘Complex all over poured

T R
lines'& £2E Eo 27F A0l DAFS A% Lok o|A% ©F FeAs

25) Clement Greenberg, Recentnss of Sculpture, in Minimal Art;A Critical
Anthology, E.p. DUTTON&CO., INC, 1968.

26) Rosalind E. Kraus, op. cit. )

27) Ibid,, P.19.

28) John Elderfield, GRIDS, Artfourm, may, 1972, p.19.
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&Y aem A |ReszAY TR AN H8Y 5 ok

@ Eejx Folxf| B¢ By Folxe ‘A (stain painting) € 7Hsd &
ARE oA vEE ALE, 9rIMe SR AR, ‘=(E; figure) st (M
ground)®] FEolith. EA, Wulxe] ‘GE (#F] (warp)H ‘AE [(HE71)
(woof) 9] gj2Folrt TE 7|5og &AL 9] th o|AL Y gy HH
z79 AxHolA ‘glejd a8l (literal grid) 2N 2El& Folx 33} o ‘A
A4 (all-over qualities)o]l ¢ A& BFFHC}30

oldoll A AFE ‘=(E A, ‘YEH HNEF EAle AF sl x&

He) A9 AFEY. AR oz 4E}u~ gRzAe) wde §g o Izl
AEdol ‘YHD'F Hrlo] BAHe] A, wepy A W (A1) o dxRo] (K

) o 3ol A [edge) & FH3M= tidoz Jehdomt it A3 3
F7re) Edolels §l§M HAAel 2r)d o2 515}
FAEAFY o} Iz ‘BWY AV 7P 2% AR diFEHEM R
(%) ‘RE EF3 4“]2 ‘2leg =g /‘Hsg o= REaLE 7
¥

sty A7|E 3ste) A4 AT AFH st Ars
‘AW FZ¥(all-over space)? AAEH =3 :LE]‘:’ o} A (% fields), ‘B
% ExE I3 gs EEHAZAES #EE ¢ ok 53 E29 IelAMe
249 A Bl ‘2XE 7HA'E a‘ﬁﬁ}-‘f AVIZ BHEA o

g old(Philip Leider)E £59] 33X F 712 Aold xHl g thdd

0

@ ‘FHAA (flatness) ‘A1 A &'(visual quality)ol] #HHF F4F a3,
@ 3T(ER)e &0z ‘EF(physical), ‘ATH (objective)Ye 29
AR A WAE TR 2

SOl AP B @ plUEES) 334 Aol YehA e Avl2 s
A ek, WA (all-over) B8] Q014 AL RESE TPs-Ause dad
o-t sstzAel A AAs BAse FAT A AR, 29 TE

29) Ibid.

30) Michael Fried, Morris Louis, Harry N. Abrams, inc. N.Y., p.19.

31) Philip Leider, LITERALISM & ABSTRACTION ; Frank Stella’s Retrospective at
the Mode- rn, in Artforum, April, 1970. '
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otEo] glojA] 3k A9 THE A7lelA Az Atk 2der) T ER R
9] 3]3F(copper painting) <Ouray>(1960/61) <E% 5>24 7ulx F AE &
FHo Ar7|9h 2 3RIAZ8 R 33ke] EANE AR AR 2L Zfolth

uwebAl mluUE olEx WAl &g ‘33 HAA'S Er|ste tiAlel ‘Fg)
g ‘zZ¥olgtn BEYE F ' 3349 FAEol Hu 27 ‘AE(work)/AHE A
A(object)' & &= A&HE g5t @32

el d2A, Aol ‘AAEe(box-like) YA s FEH 33l oM dF
HozAe ‘AR A Zolr} e A Hold AR AT A 2L ov]
7} At

oldell Al AFet kel HHAY X7t eBAEMY AEHS S AA
9 {714 BAE L <E 3>oIM9} Zo] AT & 3l

o
P
s
)

stain painting
all-over painting } literal grid

32HY A object

minimal art

sl3te] HHAe] ¥ ouAZA LA HE
| literal art J

(monochrome)
(monotone painting)

HEECEEEE LT EEECE -

(315te] HHAe 27])
<E 3>

2) DjUEE0 A0Me FAH D2|=9f 22 Mal4

o7|ME vUE olES] ‘AR (Object)$t ‘AFEAY (Thingness)ol #3AF9} =
gdo A9 ‘B4t }‘]'E(SDGCIfIC object)?] ATE T8l wUdFd 3lo]
gy oz YXE FAstuz ol uUBotESY] FHog olFfHE ‘2
g agle'e ‘#9gegxy aez's 2AFoR A Ao, 237 239

2) sfofu] ©rkAl, 20417] st 9 lﬂE’,-iﬁE%ﬁiﬁ’rﬁ%{iﬁiﬁé’, 1994. p.20.



R2|=(Grid)e] BTt siE 149

=2 71EASHY ‘BAA 7FA'(material values)E 2AsHA € o]AL B
A’ (physical) ol ‘ABZ'(objective)Q! objectBA mlU™Zo] 71 4+ A

RS dAsEle 8 AR 2B A9 A&4S gS5stA Aok

714 AT uUHFANA AR T AR AAg Fate aElsel YA
g A Folvh vUHolEE #IA FHEA EE aAH7F sbed Oy

E'(units), W2 ‘ZE'(modular)8 WEZ o]Fojxe A oz AHH
oh webA FEY JhEE Q4% sk 718 e9H JEAT & vked o
gl=e] el o) vHEES HAZR gk dubyog mUHolEx ~dz 33
A AFtsled mej29] ‘3R K process-oriented) PlE S AA 60dH T o]
A(Michael Heizer ;1944~)¢] ‘tiA] o<’ (Earth works)Z o]ojAE ‘F7] WY
oA HdRA k3

thee PUgEeEe] AEAA7E Ad 54E 71ed Aoth

rir ml

O A 9 dejgA 2E vER'Y ouS AAsI

@ T F&FH FA o8 FAHU

@ W' ‘FAF F¥(neutral surface) 24 FAEW ‘G EL AYH &
oAU dAAQ GEdt A Bgg FHsA "

oAl 71&% wleh o mUHolEe) Aulx SHL ‘YT 1 AA

QWO R vz 3 Ag ge WA MNP + USE ¢

_4

E
=

A

EgE A=9] ‘B3 AME(specific object)e 19 H|HE  <Specific
Object>ellA A71& ‘YFHUF] FA'IA ‘o|xdd 3I3'E W Had'9
AT TAE AF Yol dhe BHAN B AR Y ZAE 4
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33) AR <3.2.1-2>9 ‘&FF Iz
34) Suzi Gablik, ‘Minimalism’, ed. Nikos Stanges, {Concept of Modern Art),
Thames & Hudson, 1974, p.245.



150 zHEojggfeiy Voll

sdehs S5 ARAARD Ao 23 SHdN 93RS AAT F 9

e AL AZsEA AN vlUdelERRE EejA7zal dgith ey A=
a9 vhE 9R4E /MeA s BE IS shue] AAEA 79 FHE
AN 0 ZH ‘specific object’olA PP 2.HAQ] v t}Sy} o] FAF}
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a3 AAAY B, AN AW, e, olriA, MR FAE T
¥ Baow Fold QN Wrke AME oplaTm

uehr 2dzte] siwo] ‘334 (picturesqueness) & HHLEH CARZAA 7}
ﬂﬁit}‘ﬂ 7‘%594 SEAE ‘I'E HEoEN ASAA7E @ Aotk oA 4t
Aoz g AR AA'E &%‘1}94 A ojEse 2dete 2B A% @
g AEAC did SHd R =EFoRM, Az FHd o] ‘TR
Z'(Primary Structure) £ ‘B384 EAlste AME o] Hof vUdE&s A4
atA ¥t}30

TG o] Fglo] tiE AR AHe = AEEY FAR dao 2dg
7b AF% 2ouEe EEQ ‘Al —what you see’ is ‘what you see’—o°|
Aol & RojUElR dAAdd B o AREFo(thingism) & 3 AgHgolzt

2 % ol

<o

2. gAx a2lze dHT R

35) Donald Judd, “Specific Object” Donald Judd ; complete writing, 1959~1975, N.Y.
Univ.,, Press, 1975, p.181.

36) C. Gottlieb, op. cit. p.115. ,

37) of. A8, (ENRSEMAE) , EsybE, 1985, pp.72~73.
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22 A #9950 vlygolEe E4ozM ‘©@ed ANEZ dHEHE Aorhd
4714 RHUFS AAEG ‘T2 E Fxate ZHFIY EAS HEhlx s

gl3A Hrh

Azt¢-2~(Rosalind Krauss)€ “EUUZE 7S A4, A4, 53,
0‘579; TE AAQN FgetA widE FAH FHe2A @R FAAE AT
2ouFe] 44 FE ke AAR

desin glee Wax gtk 1 EM o}714 ws}m} e A

37] EEM%% g2 FAe NEAA2ZRE A JHHARE A2
A% ovlaT. % mouzel 2a5c] BUd Bgoz HE Bt A7)
W, Pleg wom ABATIAY AR AolA AsHEHATIE Rolot

Webd AAFYIEE FAERHUAES tiFo] Bl SolN B3, 4z
AEBAE 2 AT KR, AR, AR, Gae uPe, B et A9
AR g8 BB 5 A Astn Y VAL 5 ok

hee 2WE AvA(Robert Smith)el & £HE A4FDlee] B A
£ Wi geh 8ok Aok

O <50t > ; v HIgHel gt vl kel AR
@ <503 $71-60dd] 7] > ; ‘W24 (context~conscious), ‘B A (non~
object), ‘%7] ¥4 (post-Duchampian), ‘Y 7184’ (preto-conceptual) =¥ 0]

F2E. olE

@ <60dd] 9> ; HAFY] o] dEAY dEe] ARe WHEE ZA i, HE A
Aojsl, 8 ZA A, AREET, S WA 99, 78, JF Tl de &
3=zt
@ <66 o]E> ; ‘U (context)H ‘FUAE oaFe] ELQlH T Bie] &
A 3 Fe BAE, AnE, AREE, S35, Aed 5ened @A
3.

38) K#/L <3.2.3-1> p.183. .
39) Nikos Stanges, {Concept of Morden Art) , Thames & Hudson, 1981, p.256. cf
Robert Smith, ‘Conceptual Art’.
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o7)1A FEE RAE ANFLIET} & HollM nEAHoH dFA 12z 33}
3 gz, gEE =9 QEA agudA ¢d3] ol ‘M g ®
= ‘g agEddan goe Hold 4 ZF2A(Joseph Kosuth ; 1945~)=
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U2 HAFLIEZR dojujgR A e Aost=d 7P A 2E9
Al Eol T}

@ =8E H39 s> (Somehow, 1976) <2 6>92] T gojr} 3=t
ol FALE]o] 918 otk oJ7]A ‘become’olF LHHIL r|Ho] &Aool |
th. 71EvEeY] ALERA TV EA] A 41 gtk

@ =4 ZF29 <Fholy ARl ¢AE>(0ne and Three Chairs, 1965) <E=%
7> U EE AL 9} o] 2] 2EH ‘Bol¥hE (tautology) & AAIEIL Utk

@ #® H&u(Mel Bochner ; 1940~)¢] <—"f'—4+’84 Fe>(Axiom of indiffer-
ence, 1973) <=3 8> 7+ Aol xHl AF® ol]el FHA AP7A #A
S Zn Yok vk 29 AEFL AA 3 FHelx, HEHQ HITWAAdE #
AstAl e]EdtaL Qlt}40)

oAbl N} o AAFLEE MYBelEe] TUHKRLINY FE F UHY
ael=e) ‘euAl 2= SR QUAGELI)TEY W] AV BASE &
AEolRe B & o

-2>) EILEZHUEBS M 2E=S

oA drnl&el F7INe] QYoH T2lse) AAH AFE AN dAs
A A A Hede 3= Fa9) A4 B4
Ao ugeles} BruEe] £44 1 AVt Bed ANZ 24U Anw

T @ o AAFYolEE vUEelEd 234 T4osry dgde W 1=

40) Nikos Stanges, op. cit., p.264. Robert Smith, <Conceptual Art>
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41) 2L 7MY F4% TaANor FAH IAERUUSZY T rtee EH | .Bdd
Z AA-o de, F33 2det i foln)A H99-2d A Ejoel Shapiro(1941~), &
2 AEZ Chales Simonds(1945~), UZetA ol¥ gyl Folx el ii.vladoleln
Helu-2HE 2} JPYX|, Relx FFRIT IWE T2, g Hamy v AR vz
Zt AMA, HT)e, HE WA o}E-Atolo} ojmir ZA] EFAA M ©)x
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42) HiElthe o7)A RelgdEe] 2@ HF<] ‘EAEontology)# HAL FHolAshe A&sIEA
= A B FUW A8 1 oldel FW B4 AR olyste] 7EL 4 3
AW olyFAFe dlolsh ABVE DA ALAL g BIY & A vy F

B33 s ke 2% AT R PASAY T PASS DEH BT ol 3
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4 AFHe FEFOA A AXE A st YA a==' P43
SO RERIE R ERHL T
oz 2uPyne 44H FHozAY HEA Y da) F4Y T 2
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(EE 1) 2Ceplot “Lighthouse at Westkapelle”, (TEF 2) 2210k “Composition @ Color
Oil on cardboard, 15 3/8x11 5/8", Planes with Gray Contours”,
1909 QOil on canvas,
19 1/4%x23 7/8”, 1918

(T 3) YYHIX|, “Black Sqaure”, (= 4) YYHIXI, “Black Cross”.
Oil on canvas, 106x106¢m, Qil on canvas, 106x106cm,
Late 1920s Late 1920s
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{ZT 5) 53 AGR} "Ouray”, Copper paint T T 6) ZHIE w2,
on canvas, 79%3/4°, 1960—61

“Somehow”, 81
slides project at 15—second

in terals on carousel projector,
1976

(=T 7) &8 2LA, “One and Three- (LT 8) ¥ ¥5L4, “Axion of indifference”,
Chairs”, Folding Wooden chair, Axion of Indifference(detail)
photograph, blown—up dictionary Tape, coins ink, 1973

definition, chair 32 3/8x20 7/8“,
1965
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m Abstract

A Study on the Construction and Deconstruction of

the ’Grid’:The Historical Context and Interpretation

Kim, Jai-Kwan

A Thesis for a Doctor s Degree
Dep. of Science of Fine Art
Hong-Ik University, 1996.

The Grid, a lattice structure adapted in paintings, is one of thesimplest plastic
structures based on the intersection of horizontal and perpendicular lines. Though
mankind has, from the pre-history to the present day, put it to good use in everyday
life as a traditional practice or a magical, esoteric, religious emblem in the case of
the teciform of primitve art, it was in the paintings of Piet Mondrian that the Grid
showed its modern, artistic transformation.

As we suggest in the title, before I state the Grid as a plastic construction of
modern painting, this dissertation inquires the Grid structure that extends over
paintings through the ages as a painterly conept, especially focused on their formation
and deconstruction.

To begin with, my dissertation investigates, as a historical background, a generél
idea of the geometrical structure and phases of its transition in art, prior to dealing
with the Grids as plastic strures in modern painting. the core of my study on formal
Grids is permeated through the third chapter. The first chapter concentrates on, firstly,
difining the notion of the Grid and geometrical structure, secondly, searching for a
historical backgrounb with whict the so- called modern Grid-paintings come in,
inquiring into the formation of the illusion-Grid as aresult of discovering the linear
perpective and the situation of the conflict and reconciliaton between reality and
illusion,

Based on these considerations, the second cecond chapter will examine the various
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sitations of formation and adaptation of the paintery Grids in the Literalism-Grid, as
we have already seen in the chapter one. »

And the cardinal third chapter devotes itself to the process of the formation of the
so-called Object-Grid and Literal-Grid in the Literalism or Minimalism as its logical
extension of the Painterly Grid. With it we can get to an interpretation and
understanding of the meaning and qualites of Grid dwelt in Modernism thst
transformed the structure of Painterly Grid originally as a plane concept to the third
dimentionl structure.

And then, the fourth. chapter, we try to draw a new meaning andre-interpretation of
the Formal-Grid as a representatuinnal structure appeared in the post-modernist
paintings, going with its deconstructional situation.

Therefore, we can, in our study on Grids, see the various points of view in the
interpretation of them as illusion-strucfure, as plane-structure, and as cubic-structure; its
concept differs form times, oscillating between its formation and deconstruction.

The Grid, as we have seen ‘in my dissertation, contains various problems and
significations in art that deserve to investigate throughly, including some important
plastic problem such as space and plane, and, in the case of de-grid, time. We may
expect new concepts of it that will have difference meanings. I hope my study makes
some contributions to understanding the coordination of the abstruse ‘modern and

contemporary art.



