11960-709d & 283 @ Bav9 FEFESE FTAHLE

[. 59714
. el w e
1. F2ENUEE S0 2 /i<
2. Ndn| &1} v EATTEIY] A3}t
M & 293 4 3349 /dr|s & v EASFE]
1 2909] AuFe): Amsh =l Abo]
2. By 24 3|ee} 3HAl Aol
V. Y47t

=]
n
W wgYe daAdTAve] 9L

(NRF-2015S1A5A8017957).
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=0{7tH

2047 Zel S - vle] BAA] 1960-7098 vFe Adnjge

[¢]
43 WAool Fod FBL AT AL on) U LA ol BAA
=

e

of A3t depate] Aol ol Zuk Hshe] ‘ol T Eele HEAll A
= 2AIuD Eves BAEge] AR AdE ol dojek T
A= Aok viee A AdIE AFsT2 dAlz ded o

1) gty oz ‘doj3d A3 (linguistic turn)' = 20417] % 2 8}
Sk ool Ab&F Adofe] 7}1” "jr”"ﬂ A= }L EAAEE B2 dojHEg o AF
° Kl

oj9} o]} Qlof HAE (ordmary and ideal language philosophers)©] 5«] 3= 2

Q1 WA A dojA M3 olgt A vl feld Zelth Richard Rorty,
ed. The Linguistic Turn (Chicago: University of Chicago Press, 1967), pp. 8-9. 3+
H vlo]F 227 (Michael Losonsky)is dubd oz ‘9lojx A3zl Al Hst
o 7IWE & 2047] EAATY gA's Adthe AMES A FHAE, HI AL
AolA I YFe & 239 Aoz ALY Ut A3t Michael
Losonsky, Linguistic Turns in Modern Philosophy (Cambridge and New York:
Cambridge University Press, 2006), pp. 1-21.

2) Adrleol exdloly MEAGE Fol AR ANHAA dFL WL e
Adrles BE ddida Fuslel AFHn otk teel BasA e
= 370 W4, A

T A%el, AETE Adns 89 ey gdloler|ET
MNE F dqd ggsdt AGE T =2 oldst= o] Bl slth Tony Godfrey,
Conceptual Art (New York: Phaidon Press, 1998), p. 4, pp. 109-111, pp. 123-127;
Paul Wood, Conceptual Art (London: Tate, 2002), pp. 16-17; Peter Goldie and
Elisabeth Schellekens, Who's Afraid of Conceptual Art? (London and New York:
Routledge, 2010), pp. 89, pp. 42-43; Michael Corris, ed. Conceptual Art: Theory,
Mpyth, and Practice (Cambridge and New York: Cambridge University Press,
2004), pp. 254-267.
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A3k wpgel glo] ‘Aste] FAIE =

Fatatol =EdAgd RERIZ 2 A (Gottlob Frege)e] 42l =28}
q

of =] FAEES HARI IHEELE 2] A (Bertrand Russell)o] A&

2 : 4

11,3 A= ZE|(Richard Rorty)e] FHHE #2448 o]F Hsto] FAl o]

Al fAolE AN A ARSStaL Sl dolE o Bl ofslgte Mi a4
o

Mdn o] myde]Ee SEF9(literalism) b AHEAl (objecthood)S H] A 0 2
FTEAY FEehe Ao FARETGRE Al A 23 mjA 2 ALE
shA ® AL 18 mekE do] ofythd A FE A ARxlely B A 9] XA

3) Bertrand Russell (1988), in: Michael Losonky, Linguistic Turns in Modern Philosophy,
p. 1.

4) Richard Rorty, ed. The Linguistic Turn, p. 3.

) 1960 kel 543 AAv = Jdne HEds A vE 55 AH57] 99
ngALe A ZHE 7] 2 -9 Hl( Robert Pincus-Witten)©] 193} |
Al &S nyde 5o “AAd A %2 (generative style)S WEAY 1 HAAZEEH
D= RV SRS I <] Ho]'é}”% T vy Ee VAR A FEFH A

WS v dHe] meAdS dZ=th Robert Pincus-Witten, Postminimalism

(London: Out of London Press, 1977), p. 16. A 8}%0], ‘S=EFo)'9} ‘A}EA'S n}

o] & 2 #|=(Michael Fried)7} vIUHEe|FE Hldatn] AA g 7fdo] vt £ 2EnY

He|~2ES] mydelF v Ze=o] g A Ao xRt dof, AR, B9
Agtr| Bt 287 18 A4le 2R Hedd vy EFe] WREEYYH 1

s FEste WA s U S 2% Aolqlriar Holop & Aojrt, o|¢t #H s}

, Z2EuYdEeFo] oju] wjydEg S ogtE AME A vt BE =92

James Meyer, “The Minimal Unconscious”, in: October, Vol. 130 (Fall, 2009),

pp. 141-176& #=x=3 A,

¢

|

rir _& PR
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%Lﬂ], 5o o])\yoi FAA ol 11 21

ZE A (primary structures)'s EEA3te ¢ s AL wAIAS Aol7]
wj#o|th6) E3] x4 T+~ (Joseph Kosuth'E $Ala}
Lo WA or FFaE MInEtEL BAHEY] =
1) =

s golek 718l “Aetshs weolet FE 7 e AR Y
T

Ir

T

lo
i
o
k
lo
o
e
oX
tlo
re

o L
Ao QAEE 7R FoAgd Ao ARdolty 53] FEH|E] HIEZ
7rERQI(Ludwig  Wittgenstein)] #4832 ZH Ay 24 729 (Rudolf
Carnap)©|t} #F(Willard v. O. Quine) 5ol H]3] 1960-70d ] v]=ro] &S 7y

A A %] FIRE B o 29 A4l 2R 02 e

r_{
O

6) FA50] ‘ZelolW ] AEZ A (Primary Structures)+ 1966 w52 Fujv&
(Jewish Museum)olld €@ A A]¢l <Primary Structures: Younger American and
British Sculpture>ll A fre) gt &ojojt}. Aol whoJo]7h A sle], o] HAIE= 7
g Fol w89 mEAdA shvte] gagt dAAz A e AVIZE #HAdoh
James Meyer, Minimalism: Art and Polemics in the Sixties (New Haven: Yale
University Press, 2001), pp. 13-30.

T FEe BAARA F 45 wEAGERl Ao v Adngel Faw 9

BN Holmg, o]

& A54o8 #8381 ?L

37 o

h2Ql o] Hastrh= A

OSL

mlo _ai > o

=
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s v G4 % AUE JEFOEA AlE B Adrsd He A
MEYL sejad ot

=] gl HE ko] H]
8] RaLo A= AbmellAd dojz
= ogsy vydysEs SHtud Aqd Advie A T
LeWitt)# @ ¥ = (Mel Bochner)e] 2l fg-sho], dojol tigh vlEA
o] ao] owdh x| ol ojufdt WAow & B A=A o
Zlolth. tlEo] o]59] AelA HENFERRIS] A Hsto] ARG H = WS
ZIN 7171 §1al olAHA Il ATt e EmA Zg29 A7 A A (self-reflexive) ©]
STl =TT &8-S tx BAsH 2 stk olE B o
M &of HEZFERS =y o mM 1960-701
=23k oyt miydeFe e AY

=
U HS wor Ut BA/ANY PHo AgsE vlEIUs

Jm

Ry

f

8) EAQ dz Ay E2(Jasper Johns)E £ F Atk E2E 19613 H|EAFE]
o] T4&# e Philosophical Investigationsy(1953)¢} T Mzt 244 A The Blue
and Brown Books;(1958)& <=1 o] 53¢l 1962 109 omE 149 Apgo
NS BolFE= <ulr e 3 Fool’s House>d 7ol HEAFEQS] ¢lojHeS 3
HAHow Fzx3 AEES AF3 8 drd. Roberta Bernstein, Jasper Johns’
Paintings and Sculptures 1954-1974 (Ann Arbor: UMI Research Press, 1985), p. 94.
E $E % 29 AFS HEAGERIY $7] HE ) dAdste] dAdsta dth
Paul Wood, Conceptual Art, p. 19.

9) 53| o]Z7tolak A7FSl wlelF FE ~(Michael Corris)e 7IEPl&S @] W&t

S @EZgshe ZYgol ofvgt &4 Ad AAE AEA olsista W s

‘Gjrrel A3 (paradigm shift) & o]3] &t Michael Corris, ed. Conceptual

¢

lo oy 4
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1. 7H'gol=1t 8| EA FERI

1. I2ENYUEIHFOEANY du <

EAARD =9 44 & 2S5 4 BHAaye AS A9 Fo Fgom
24 ZFAE olgd iy el val o e olfE vyH S
T8I FHolgE Sl dsiAurt A et Slvh wopwl FEE
(Benjamin Buchloh)7} A4 a}5c0], 7idnle2 1960 752 vlsAlol 45
=4S BYd oy mydeEe] ‘S8 AR I A Abgel gk o

oFa} a1

@ ddonvE B 12 A9 Advise] A% P EF o
A

Holgek 10 29, BAY, BpsE nURZoRRE Fo g% AL o
oo} o] F dlolzA FuFIA i HAANN A& AP HEAA 3
FHgolthiD 53] frgol Adugel MUReZES 1 Fudon ks 4
nEe w, o] Al A7ks QU WAy 7SN 2 A0 A

$o) WY Aolsh TPYe TAGOR =l = G Aol A Ak =
Ndviee URgZoziy 288 LaEnUd 39 stz 3

g
5 olUmeEe AHoR AussE Adviene] 14d 542 2 nelF

Art: Theory, Myth, and Practice, pp. 1-18.

10) Benjamin Buchloh, “Conceptual Art 1962-1969: From the Aesthetic of Administration
to the Critique of Institutions”, in: October, Vol. 55 (Winter 1990), pp. 105-143.

11 mlo]E FZEl 27t A8 o], 1999 A2~ v <3 (Queens Museum)dll Al 7H3 ¥ <A
AF+H MEF Global Conceptualism> ©]% Mdn&d 3k == AR T3
‘703 u) < E(conceptualisms)’ol e A& FLa QA vl dukHgorw ‘gapF el

Adu 4 1960-70dtHe] 3 n] 71 v < (Anglo-American Conceptual Art)S #1338}

= o] A# o)t} Michael Corris, ed., Conceptual Art: Theory, Myth, and Practice,

pp. 10-11. #a= A ¥l mps} o] 2813} Hads FHeR 789 MEnE

S u#&st= vl o= FAKEd Ruscha), 52 Y49 (Bruce Nauman) 5 7= A5

o] AEAQ vgoly okE <l FFAA(Art and Language) 1H& THOR T =

o AdrEe thEA g
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© T8 ArkEelde Kolth

wA & =Sl A9 vyddFe A ZTtolaH2) Hxw YN vs
(Conceptual Art)'oleb= &ol& AHEE Mdvnls A7teA myde|ss 7]
=0 AAA "ol A 53] 2519 oMol TAdR|Ee dE EdE
Paragraphs on Conceptual Art,(1967)3} "7l w]sd tigt &5 Sentences on
Conceptual Art;(1969)2 d&o] Sotrlel 3z ZHE(Henry Flynt)7} 334/\151
SE3h gEste] drbAl Jhdom ARREE ‘FAIE 1 E(Concept Art)' ¥} Ml

= o @A 7 v oR Aske Uidnles 2440w A7|g ﬁ"ﬂé
o] o]24 Axolgt= FHoAX FHL ot Ik

14
o
!

12) dlolvl = vl H  (David Batchelor)® =9 A= ol S 2WE Rals Z

= = [
g, & 239 oA A7tE nUdgEs SAA dF Y ‘M (core) &2 7HFET)
David Batchelor, Minimal Art (London' Tate, 1997), pp 6-13. ZHY vUEH &S
ATete FgAES MUEYSS e SdE veesoly 54 1F50E HA
gom o] Ho 9lojAE HHXéEiJA o 97F ofrth 53] wuUdy S Aol T
3o & nsAtsal Y mlojoj = 1960 -9 nuHEeFdd i) A9l
2ol A Rk oyt =AY GE oM E thgFet Afolet o] AL A “Ao]
o] Z(a field of difference)”e]lctar ZFZ3 8} Qt}. James Meyer, Minimalism:

Art and Polemics in the Sixties, pp. 3-5. ©]&13F nyEg &9 W3 oldAAL ny
HEES HBA R &3 gdd EAEvUEEFoA s FA0 HER
etttk £ A9t bgF e 22EvYEE SR JduE TS oY st wetd
A olsfEojof & Zlojtt.

13) ‘FAE "Ee S47tolx A%rel e ZUETL ToAo]: ZAE olE oM AR
7 ARl mlES AAS7] s AHE S Bol itk 1963 EYAM L AERA ] Ad
EUES] o] o AolE T FAE = AR stedd dgdte T A F
S e g Y& PE ZAE vER Golsta Stk Henry Flynt, “Essay:

Concept Art” (1961), in: La Monte Young and Jackson Mac Low, eds. An

Anthology (Publisher unknown, 1963). Z&ju 117} thF & vl&EAlR & 52
249 AguEe, FA gaert F8E vkek 2ol ‘9 WHd vyl olEd
AdE MEAA F/RE nlste vh, nydEEFoRRE TS vEess A

t}. Lucy Lippard, Six Years: The Dematerialization of the Art Object from
1966-1972 (Berkeley: University of California Press, 1973), ix-x.
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Variations of Incomplete Open Cubes
PNPNPN|
NI
RN E NSNS EN N NG S Rple]
SIS NDMIGIAWDIG | [ GBI
RN RIQISICIENRN O]
S N N Qe N N A o NN BN
RRIAENEINCEIBIDIRIG O]
N |
ICSIGIENCIEEY 1R ﬂ;@*@
RO BRIk N RIEN
BB DB B BIRIRIK RIS
DB RSB
B |
T 1] & 23, <2aMs dal Yukd el £u> [ 2] & 29 <E2xst 2l
1974, 122709] *A 2z zx2t A o =H> 1974, Zolof Hz
(24 20.3x20.3x20.3cm), 1317 9_| ARlnt 229 (24 &3, 406x40.60m, ZHel T

66x35.5cm), 7

o Zd], 2819 <Z¢dst A Variations of Incomplete
Open Cubes>(1974)2 ‘HH3FX 2= vlad wesk ol A

H
Zete] 12718 BAEE ZheAl @2 2ehd oA

Ay

| £9] 7t A B
T gobdl Ao g o] B Al RFE vk SAAY A oR 23k
o] o] wgs v, o]E thA 3] YAl 2FEE wEo] A sloltt
%1, 21 o] Ads 8 A3 ded AdelA U yFus H3e A9E
< PidAez] g8A e A (ANAHeR] AdEE A Aol AH"E
MEA BT} 14 o Fo| i =0 E A uk 29lo] ApAle] Fo|A AzEE Y

el Mg ol ARF F2 o] ERYoA == dojok A AL

ole] Igl= wyHeFe] e WAE ZIAA] v EAdS o

99 ApdellM =ejdivk= HolM A2EvYHEF T8& Fa A
=AAY et dEA e 2 Bay B vyE S

o224 22715 Wdstd 1966 AL olEut AEL &

olgh Aol #7149 ANE Jl8ae] mUdelEs s

o,
=

o
o

14) Paul Wood, Conceptual Art, p. 47.
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st AMZE FUm)S AAT vb k) A oul o] Agn|se] =q"E &
g HZ29 AAZ HrpE o] HAl A HAayE =9= A =(Donald Judd),
Z W (Dan Flavin) & 4 vUEe|2EESS] 24 =29 & ojye ZHE ~
9<&(Robert Smithson), o8} 3 A|(Eva Hesse) & X2~Eu|YE 2759 AAA]
agar E AolA(John Cage)st 22 So7ht obd  whulz A (Arthur
Babakhanian)# 722 8tk 23 w|Ro| o] =7]7kA] 1007Hel] Eab= Aol g
ZeAEA BAAH NFA Falkess BAVIE BAbstoe]l ® 3tdo FEE Id

shTt [I= 3, 4].16)

zhed EZ > MAlof

xy
=3 st

5

89 SVA(School of Visual Arts)ol A 7NHE 2y =zl d’e] Ha Wae <
A MEE AHIEE JrEAe & Ay =2 Fol 919 VE A A
5 Working Drawings and Other Visible Things on Paper Not Necessarily Meant
0 be Viewed as Art>olgt= 21 A&S AYal L9tk 100719 Z2AE A 314
B o2e 2AA% e 2 ARG 953 LHD AS2 B4 sele W A 3
s Au e 747k Adelel 2707k /158 FUEs} Balo]l AHgH A%s 2]
o] =37 Ayt o] Aol thehA = James Meyer, “The Second Degree”, in:
Conceptual Art: Theory, Myth, and Practice, ed. Michael Corris, pp. 108-1225 3+
2% 7.

16) Tony Godfrey, Conceptual Art (New York: Phaidon, 2008), p. 116.

15)

o~
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o
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0_9{:',
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ox
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i
o
ko
o,
X
k=
i)
e
1o
ok
1>
o
fi

gt SARES |71 o AZsoR sk 97 HAdw
A AAE AR SR BolEEE” Aol EFdY HAuve sldnse
AEAQL 71Nk Al stAThID “IpA el gk JA ot B ARR JNEA, &=
g4 el RASR HAads, veAbeAk A9 vholo(James Meyer)7b 15
at5col, o] 21 ApAell S xS Sl A<D (seriality)' oIy 8] Xt
ARG Py S o= E JidA Abreh 3AA A]le e =9 i
AR v, x2EVUEFoRAM ] g sS uFee d T8% 99& A

2|} 18)

o4

@9, A A& ‘ofo]

Zoz AAAE 24

Ao Aot @il =ukE Ui

mean-ing (mén’ip), n. 1. what is meant; what is in- o B o -
tended to be, or in fact is, signified, indicated, referred u] e }\] ‘X_ILE]_ 7(:)] To ]:]_ 6—]_Z] E’_]_—, U]’E_

to, or understood: signification, purport, import, sense, h4

or significance: as, the meaning of a word. 2. [Archaic],
intention; purpose. adj. 1. that has meaning; signifi-

cant; expressive. /HE] ‘1:‘4 }\c}:(Marcel Ducharnp)g Eﬂ ‘q Hﬂ o]

1} o= gelst2E(Ad Reinhardt)

4 85 5 O AdE 4

o,

S gyl RzaaedE BTe
£ 5 x4 242, <HEORdo2Ael ) ]
al2)(elals, 1967, LI2 Slo| ET3 L, A el Siadele &
Z0| 214, 119.4x119.4cm, 5,1 3)]\% 7H1é7§'?4 _‘13_:‘:;]14- Z_r':)b]—?ﬂ'?l .?r_

Fas old Zed ax
o % AAE 349 4T RES o
SEEERIEEICEEEREE R

17) Mel Bochner's interview with Elayne Varian, March 1969, in: Mel Bochner, Solar
System & Rest Rooms: Writings and Interviews, 1963-2007 (Cambridge: MIT
Press, 2008), p. 57.

18) James Meyer, “The Second Degree”, pp. 112-114.
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FH e FAY 7S HAdd A 2, ZFaE ATIAAAL] vyE A}

E2HE FAF94 RoyFe Ar|dddy =4 249 dxE Fopllth=
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e mgsst T, dols AHE FR 4
Q) =g A HFEPL, Aolel ERPuTkE F4H dojst 47He @
A Afole] rge et g0z ARHAG, AT “FRe] ofm G A

19) 25at AAR tdEe o Adden B4R (A4 o)Fe) BE dEe (3
) Aol eba A%d v gor], &Y déart-as-ar) e 2ld
2E9 FouuAel HAS BEH BAWASL FAAGHY Aag AV &S AR

3ttt Joseph Kosuth, “Art After Philosophy” (1969), in: Conceptual Art: A
Critical Anthology, eds. Alexander Alberro and Blake Stimson (Cambridge: MIT
Press, 2000), p. 164, p. 168. ZF2o] thdl HAkzl 2leldt2E ] o3k U g2 304
Ry Eye #dd gk =9 2% Paul Wood, Conceptual Art, pp. 41-43; Frances
Colpitt, “The Formalist Connection and Originary Myths of Conceptual Art”, in:
Conceptual Art: Theory, Myth, and Practice, ed. Michael Cirris, pp. 28-49& =%

& A

20) Joseph Kosuth, “Art after Philosophy”, p. 165. && oA IAFiAes EEE A=)
7 AAS dsolgta FEW IR deotfEe MES dvta AFEHA
:]7_ [

MUEeFe Folune Agrse oA F stz 383
GAFIHQ mrne) FolRus FURA Y 3
ool Aol e Hhal A =

S BEEEEREENS

2
179-201& g 2.
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Bhole] BA A AGHoE BEIAYS B ohle A2 Jold Yoz ¢
N n| &

[€]
g W QA Sewul, ol wel Advisel e golsh A9 Py 9
A= golfes nolEth 53 oo AW ddojAYA gue arom
MU Ze] ZEF Al BEe] thd Bierel gelgdd H, vuHeFe)
Agsrd EAEel el dofsh olvle] #Ae s drEHes g

21) Sol LeWitt, “Paragraphs on Conceptual Art” (1967), in: Sol LeWitt, ed. Alicia Legg
(New York: The Museum of Modern Art, 1978), pp. 166-167.

22) Mel Bochner, “Excerpts from Speculation(1967-1970)" (1970), in: Mel Bochner,
Solar System & Rest Rooms, p. 75.

23) My Fe] HshA 7)uko] dAdsto|dlthes M FX 9 Aol 5&] AHER Fof
7heY e A dAsHA oy WER-FE 9 A4 dAeh o g3 o]
g =9 9o gt} James Meyer, Minimalism (London: Phaidon, 2000), p. 196 ff.
2 AL 2047] %o FHoA doljd F HeA ol & & A3}
WA AT 0] Ao FAASRE 77 myde s Jidrsd A g 4
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O:

o
=)
2 3:&

R I 0101' e

1o o9 o
fo o ¢

o S ok

N
e



Hdols o "|EAFEIRl /| M2 209

o2 Ao =3E HEASFERIY T=g-dd =31 Tractatus

Logico-Philosophicusy ¢t 19490 ¥ & 1953 Joj2 &3 THshy &
1=

rr
N
N
N
N
o

T Philosophical Investigations ]

S dEste AREe|th HEZFER] Hete] H7)ef 37)= 118 A9 gy
Zoom AAW 19 4o Ao

a7 ARle] HEhE aom A
Aol AAS AAEA a2ERE AL AT 2 A3y "ol uxm A=y AA

§he A ghs)

oT.
ol
2
>
3
O,
rlr
jat)
o)
o
re
o)l
o
A
f
ell)
=3
B
=)
S
>

T T =ay(o)F Tz H3he 7

Qo] ZAlel AfF= AYEA gt e FH-= atd T 12 AlAA

A, (A& Ae A, 2009). §HE HIEA

A g TRl #etel On Colory 7 4402 ¢

gtl ol thE MW oz Nicholas F. Gier, Wittgenstein and Phenomenology

(Albany: State University of New York Press, 1981); 942, Mo EZ{rEFl: AojH]

HogAe] Asty @kt A dAe A+ 4 (1990), pp. 121-1478 FHxE

24) olst HEAFEIQIY] F=e]-H8t w9 T4 gt o gk die Hee] F4

A A8t pp. 231—250; gt A d sl A,

datal FAAN 1991), v EAFE] A, T=2-F

A &7 (A, 2006), HIEAFES] A, 01037“ %7:3, rass g
(A A 2006)% dxste] st ol

25) g 743“44 are] doizi7b 1o HE ARt T o9 A #AHEEETE 19 A7)

(biography)7} 1] HdtE Awate ol drivbsE 7lodgt=rte] Al tisiA =

therg Asir s Aoy Aojx HEZGERIS A9 29 & AEE §

7 EojttRofol ghrh= Zlo] At Aztolt) HIEZNFrERQIS Ao glo] 4he] A

717 AU onlo] s A= Stuart Shanker, ed. Ludwig Wittgenstein: Critical

Assessments (London: Croom Helm, 1986), pp. 1-155 #x& A.
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A9l FRske] JAsh] Al & A4 7IE Foll ek Ao s
oo 71urs & ‘dojo] 1 o] E(picture theory of language) S E3] o9} Al
Al BAE 71 Aotk 2jde] MEH 3 5 -G fgEor Al v
Fea,e HEAGER] A FdstA E3E HolAa 0 1 vhe] AMES
R 27F1951d BHAIE o] o] frdel AR E wddEarsel ofs A,
Z3E BBt ol ade]&E e AdojH Jlso] Abe] =EA 1doln 1
gg agoRAe] doje AREIL =24 s et He Aotk =
g AEellA Aol A skol HIEZNGERIS AAIZE APAER o] Fo]A
AL Trefgk “Abd ] =4 17lo] Abil(Gedanke)' & FFeIHA HEho] A
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37) Brian McGuinness, Wittgenstein:' A Life - Young Wittgenstein, 1889-1921
(London: Duckworth, 1988), p. 303.

38) Wittgenstein, Tractatus, § 4.115.

39) Wittgenstein, Tractatus, § 654. “A & AR F glE ASo] Yr}. oJAEL ~x=
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40) Wittgenstein, Tractatus, § 6.421.
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28" Aolth. “The work of art is the object seen sub specie aeternitatis; and
the good life is the world seen sub specie aeternitatis. This is the connection
between art and ethics.” Wittgenstein, Notebooks 1914-1916, §7.10.16 in: James
Mark Lazenby, The Early Wittgenstein on Religion (London: Continuum
International Publishing, 2006), p. 10. o]& ujo] A &2 ujc]$ Hg v EAFES]
o] AuFeE 29 wh()AESY] g ow tFa . &# wt g A, THEg
Efolo] whH sk, wbAF . ubedd 271 (AFE el A 2015), pp. 15-25.

42) C. G. Luckhardt, ed., Wittgenstein: Sources and Perspectives (Ithaka: Cornell
University Press, 1979), pp. %4-95; HIEZA<FEF] A, o]dd &7, F=g-d8 =11,
p. 11304 A ol&.

43) Wittgenstein, Tractatus, § 6.54.

44) Wittgenstein, Tractatus, § 6.1261.
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45) Wittgenstein, Philosophical Investigations, §§ 23, 19. T&-7,2] RE <¢18&L& Wittgenstein,
Philosophical Investigations, trans. G. E. M. Anscombe (Oxford: Blackwell, 1968); HE
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e A4 4 HEE FAE

46) Wittgenstein, On Certainty, § 599. W}él‘ of #3lod o 182 Wittgenstein, On
Certainty - Uber GewiBheit, trans. G. E. M. Anscombe and G. H. von Wright
<New York: Harper, 1969); H|EZl+ERQl #], T el #3lel,, o]dd &3 (HA
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47) Wlttgenstem, Investigations, § 129.

48) Wittgenstein, Investigations, § 66.

49) Wittgenstein, Investigations, § 453.



Hdols o "|EAFEIRl /| M2y 217

g olFsty] A 27F ARESE 5% de st ofolefUE dofof o
=]

th50) ] Ale] Mi=i1;o] Aol A] “H]

A% waa JP =RF A% oleld WA olssojor @ Zelrks o}
SolA HAT F glol, 2913 wAUY AL MEAGE Aot VL
oleE FHE 5, 3 dlojgh A4, ARSI A3 meve A, AlaLg 77}
Arele] =t 2] Golq Rl g ol HEAA AdHES wolF)
o5 AYelH FRF S WEolulE Bt ololgUT mFnd B
YH9l 25 Adisdl A A LohE = glrke Ae e Hehe Dol ob
0 w4 wt we e, weE Ba, v toz HEolel A7)A)
4 A7) AL W) woltt

. £ 2s8iat & 23142| sidols £ d|EZwrEr

1. & 2319 AnF9: dx9} =Eed Alo]

du)ze] Aol Bdwa =919 Jarsd v 2us,1%7)
I %] tldk BHE,(1969)004] Bl EZSFES Hdte] weks gl
AL 18 oJ¥x ks oy wEZAGERIY M= e e 7}

Ao MEsk AR e wa BgE. 1y IEE e 4

50) Brian McGuiness, Approaches to Wittgenstein (London and New York: Routledge,
2002), pp. 215-223.

51) Bertrand Russell, “Introduction” (1921), in: Wittgenstein, Tractatus (1974), xxiii.

52) Peter Goldie and Elisabeth Schellekens, Who's Afraid of Conceptual Art? pp. 14-15.
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54) Sol LeWitt, “Sentences on Conceptual Art” (1969), in: Sol LeWitt, ed. Alicia Legg,
p. 168.
55) Wittgenstein, Tractatus, § 6.126.
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58) LeWitt, “Sentences on Conceptual Art,” § 21.
59) Sol LeWitt, “Wall Drawings” (originally published in Art Magazine, 1970), in: Sol

LeWitt, ed. Alicia Ledd, p. 169.



Hdols o " EZFEIRl [ H2d 221

ZtAF el AAE ol ES 2 v
2A a4 B ooy} ‘47t [EAERAHoR] e Ae a7 did e
AEA7E ojdl F3S A EA 73 01]%7;6 T A6 oA, 19709 E=
o Faly Z2AE <A AHES A4S HE Lines Connecting
Architectural Points> A A&, 1520 Aol djgh A=A theket 4
W age] g Aold How dalf, Fojxl o mRE oW AlZkHel At
o] A= dEErletd [ 71
o]x & 1960d ] Tk o]F x|&AH o0 Z AZE <Y =ZY>S uZE oo
o @] A E W2e Y 249 FES HolFn At o= dF%ow
T SdHA g A AT dEeiAY AE &Sk AAE =ydith F44Q
ol

ol ol A&t BEA At FET 292 d7dd & =EE TS
o] Ao MR B ‘=S =gdor nal agead gy =g njgoe
ZA9 W=, & =l WAE BEAHoR gEy vz Holu Rz W

4
Hg AgomA dsas oleleUs Bojske A A A £dsad
=

g}, o9} Ayste], dHo] =mEd

FAe AHgstel R Qojd AR B A4H AUBS wE:
e GAHo Fas 290 Aol dal), FxF §9Ebsurdist
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61) Rosalind E. Krauss, “LeWitt in Progress” (1977), in: Rosalind E. Krauss, The
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ABSTRACT

Wittgenstein in Conceptual Art:
Nluminating the work of Sol LeWitt and Mel Bochner in the
1960s-70s

Eun-Young Jung”

This paper aims to explore the ramifications of Ludwig Wittgenstein's
analytic philosophy in conceptual art of New York in the 1960s—70s,
particularly in the work of Sol LeWitt and Mel Bochner. The genesis of
analytic philosophy in the early twentieth century in Europe has been
characterized as ‘the linguistic turn’ in the history of philosophy; the
emergence of conceptual art in the late 1960s in America may well have been
understood as ‘the philosophical turn’ to philosophize art under the influence of
analytic philosophy. Conceptual art, in its attempt to ‘do philosophy, sought to
find its philosophical foundations in analytic philosophy, particularly
Wittgenstein’s vision and methods.

Wittgenstein’s writings, including Tractatus Logico-Philosophicus(1922),

which is representative of his early logical positivism, Philosophical
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Investigations(193), the key book containing the philosophy  of
ordinary-language of his later period, and On Certainty(1969), the book
Wittgenstein wrote during the last couple of years in his life, left many
mmplicit and explicit marks on LeWitt's and Bochner’s conceptual art. Starting
their artistic career as Minimal artist or critic, LeWitt and Bochner embraced
Wittgenstein's philosophy of language in attempting to overcome the literalist
stance of Minimalists on art objects and the phenomenological world. They
paid keen intellectual attention to the philosopher’s emphasis on the limits of
logical language, the mystical connotation (“There are, indeed, things that
cannot be said. They make themselves manifest. They are what is mystical.”),
and the language game as the indubitable ground of our life.

Revealing the rich ramifications of Wittgenstein's thoughts on language
and the world in LeWitt's theoretical writings and his series of Wall Drawings
and Bochner's Wittgenstein Illustrations(1971) prompted by the philosopher’s
On Certainty, this paper illuminates that LeWitt and Bochner attempted to
manifest in their work the irrationality of logic and rationalism and the gap
between conceptual language and material phenomena. Their work shows the
wide scope and multiple layers of conceptual art; it was not merely a
dematerialized form of linguistic practice, but an art doing philosophy with

many different means including contradictions and doubts.

Key Words
Conceptual Art, Linguistic Turn, Ludwig Wittgenstein, Mel Bochner,

Post-Minimalism, Sol LeWitt
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