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Greetings

Do you remember a playground game hopscotch?
Few simple lines scratched out by a broken branch.
On one side was my land, and on the other side was my friends land.

We would advance, struggle, snatch, and compete.

How about all these years that stood everything up from lying down?
These days, with a few seconds in a virtual screen,
adrawn line becomes a plane, and the chaos of time

and space expanding is nullified by infinite replication.

Thats why especially in this time, the graceful strokes wielded by the plow,
and the sweat of a country farmer flowing along those lines

become even more nostalgic.

Everything began with the land.
And here we are, inviting you to one-square-meter plot
that was cultivated to protect its own world,

and to listen to the warm breath of the land.

September, 2023

2023 90 President of Daegu Health College  Nam SungHee
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Spring
280 x 10cm, oil on coated fabric, 2017
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Lines 2023
105 x 60 x 66¢cm, fabric on stainless steel, 2023

=R 25X /H|M(FER)2E Kol a2z aEX}

AOIE 2 | OESSHZ0tA0F R

S WEIIS0| MBS ST Of DISAIK MG S KB nle] BERDE S § 1ISAE ZAl
AIZ2 719) 5a] SHe 20| ULk HED AE0| it 25010 03] SHAE 1 S2 HOlLIX| Rt 2 2

ZHIZ PIXIAZ 4= ACHL 29| ZAEA HES2 2Aoe HXIglo] 724 Ol
CRRE FYS LUW FANOZ 72X 0]£0| AHSO| AUCH D HIC F1A| 0&(Concrete Art)2| CHEEZF

AN
ol B2 gt E|AHI(Theo van Doesburg)2| 7[5tat& AN UERE RM™oz HZA|7 | UL St=29|
L

Ch OIE S0 S FEH[S| Ozl HOtE| 2H0[HAN|EE "2ER2| AE2 T2 ZAFE 4 les
prud

BEJH TN HED MEO| Y M 0SS - Ho| BRab|S0| LA S| SRARol F38 LS
Z0H0f 0l 30| CHEE ADIS AZ0I SR BHN SXo0|C el FYC HED XS CHE 0|

2Lt OlsAE 20 HIE0IEN 242 Ve XSS Hiat2s Halet ZYTHY & AFQ 7R HE
HOiF= SItHE2 otL|Ct 22 29| Feks E= SAlol 11 Sehol| thsh XMelske YEet shzs MEH =
MSH= IFH0IM EHOETE. T2hM 2IF Feks tiske A7te] JaEXo|u FEA BEs mefsks 20| $25
Ch Z{7te] Folx! MEHO] DIESAIRZ & [T | 01242 O|AERIS 2HSO0IL7| uhiz0

o ZS WHN SEDRO| KIS HHFTA BiLS,

2.5%FI'e| UHIM(HR)

HED A =g MERIAM SUEICH O M2 moke 2Hke| 02| ZH(B)S BFXIZL SAloll +5 o

mII

ARl A2[9] LA CIES820] =Xl Zadat 230 YAU= Molct. 1 42| ojojo| AEf{E 2017t
£ Q0| =29 2Y MIAIE olalisk= ol ==0] =t ofH Tl A7HE E2US KMl 2 27t ofiE £

A 1R Mol = 20| UA=XIE ZIEFE 4 ULt “Lines 1607(charcoal on paper, 2023)"0fl= Ot

1) Hiotel 2fo|HANIE, "HER: MAXM-ZZ-H", (HE2_SZ0| & M, th7 0j&H, 2018, p.19)
2) 2T, “Mi3el ‘H'e gaiol”, (HER JHd =8 ME, 2|2t Zzi2|, 2015/2016, pp.9-10)



Nam Tchun-Mo  from Lines 16

x| 0| ol M U= S5t B SESH MO| ULk BEY = o = 51| SISt OBt R0l M0] M U= WX
H A7l Mo| oI} “Stroke—Lines 1903 (acrylic on

2 22ICt. 0] 0l2oll= ARzt HEYS| H2 M, F=712
canvas, 2023)"0llA= F1 ksl Xl

Mol 2K U1, MS2 tEHOIX| Zon o MS2 Sl 2 ACE HRIE Ljo|lZz O2 A 22 7i=

3T
2
HU
ro
rx
o
o
2
rx
o
ol
fol
L

Moz ERIICH W7t M Rlof ZEAY
CIRE XF20| 45, 2THOI MAZ 2245 MS 9I2 H0|n AR Wato| T 70| Halet O[S ZC.

=
HEZOAE OE X S ST HIEE @S2 50| AN FAHo=z Hot F2fe| HMZt =Tt MM
A

J2% MME 2eIct o47]of|
KK

MIHZ! 2 dIgsteArt Mket €& S0 B0l 250(U0t S0 &
2 H|'2 2HIt Si50] x| ¢42 EHO| M2 WCHZ 0[0X|HA ZEint RElo] AHEFR)0| MERAZ 2t
SOt 2o| Hztofl w2t o] AFM2 Al HARICE M| o= xS L7 off & Z=0ICh
HEZE 0l2{et ZE B0 SFAI717] 2o 27|H2 2ES JUCh @ DO FALZR UHElQ 7=
=2 US0| A0 20I= AOIUCE 7|CH A LIRS ol TS EAI7|2 21 2ol A 24X (resin)
ROZ Hot 2 ZoH RSN TS Z2|AZICE 0 M2 2Tl Al B=H Moz sl UCt. "Beam™™
A2 0] M2 A 2 At HHA| 20| A2 22 HelZ TSN XM 22 T 1 2{of MAs
X

ACL O M= U™ #2220l ZAZMo= s 2IY 7| 3ict

ZUHOR U TS tiglol 2lsh UMMER)O| LIRICE 01X 7[otald FaXE thestel Higfo= Lt
7+ 40| OfL|Ct 23|z ZHHA WHOZHE AW EojLiRt Ql=, OEX2H AAR A QUCKfree—standing)? |2
Ch= ZHHA HHO| 2ESHM M U= X0| HOl= O|RFEt ARIES| Z7HE k= 2.5XHHQ| UXME THSO0H
Zd0|Ct, 2IO[HIA|E= UY ASS UU=HIE E76tL, 01A XHIE ZZS17 |20t MYQ| (st Moz

XM FERE 1A Ol20| HZA71 3t

Wt CHEtSH RESHERE): M2 ‘Slals 32Vl 35

O[Z UEEfS] FESS HHACH ZBAI7IXF ZHHA FR0] £210] B2 2 B7t0| BHSOYHCY, 0f B2t
Sofes wo| gt 2hzof w2t AEOR TUXIS SIS0 ALt HE J0ME H0| 2X| o= B
O{F2MS ZUsl TS BHS0| ZOIUS ERHFHAIRH HEDO| HHAVME Lo| T2XIS J2iZCt, Ho

oh 3719k Zol2] YUX| EHE HiZshM 221 &

rio rlo

hu
2
rn
[
02
P
kol
=

2
&
@Hﬁ
E
Ao
g

é
i
0o
OR
jo
nﬁ
]

Tl

3) 2| ook EHlo|Rete| i, (HER_S30| & M, thrala®, 2018, p.131)

il

L7t gl

HEZ7F EZet UY 7222 ‘322 MY DIEA0lIM of7[sk= 22 S7Hpictorial space)nt 37| CH2
o

o
Ch MYQ| 2laby S7H2 EH A0 Mol 230t H2Y SS E8aiM UMAS S2L27|= FXI0ITt A
H

SO HHRACE ‘BIEHA S2F2 27t 71wz BhE S H(ilusion) #0[2k= ol 0|2 =IRACH =
0

=
T 7P} Heks EYES MM M=0| FFYE S2ts W=E0t= 2FE0| Eof ofof w2t 242 3|3t =

=
S LiSUCH atXtEe] ATHE O|XHE0| E345t

o
= Q| FHHe2 tiefet BRE0| LIEH f= BiH

o
S| WAL ZieH Dl0] SHAIE H1517} 2041710 ZIA ZIMEIBA ZHHA B7bol cist A42to]

HH

foi
08
o
o
ra
=
N
i
ol
Tob
14
)
N

|0
>
=
i)

1

N
S
e
rek
Q'E
)
kl
ok
iz}

Ut gLt o2l 22t SAE WEX|

52

F-.-

2 AR 20| BHsHKI= 20| LIEHHCE o7]0M SHoZ Lizh Z71S0] T3 AH2KFrank Stella)

o 22 Ol AE(minimalis)SOIC, 0SS B3k Z71o| BIeIZAt 275| Sioi Tt AHaks ‘Black

Paintings 1%k 2HHSIHA “BAI0| Hi= Z40] ZAI0| E= Z40|CHWhat you see is what you see) 2t ZRHICT

=
Kpelo] ZHHAOE HA Q= A 2/ HE £l E2 T Sith= 2oICh HIE 0|20M= 23ty S2ts

ZX5| Mgt A2 A”2te| HFS =0| 7teict,

HEZE 23K S MAE A0| ofLl2t ERE WHoz 3™ S7hs SEYCL UY #2E= Hoj

A a1, STt st slde| a|s E7| =it

Monet)O|LC}.

2o| ol thell HEZ AR BelS ZHu Mut 8o 45 ZES BT 017 22E 24|(Claude

= "SI & MZ CHE AlZIol| 2ojLt= el Hek= WRLE s Z1S2] Zofut Aol &

——

4)

5)

A"ILO| “Black Paintings”®1&(1958—-60)2 FE4R If
= 4% ¢ Fug flE 29| Ho|of siEst]

.
www.moma.org/collection/works/80316, 2023 8& 22

HEDO| “Beam" T2 Z0fM Hlm X AXIMO| 712, MZE ZFE ZZES2 (IS S0 ‘Beam 17-149”, 2017) ARRISR BH A=ELO| “Black
Paintings” %1t H|X6l HYUX| Z2ELE O 22 M 2485| 2Lt



Nam Tchun-Mo  from Lines

Sf= 0|IZIt. o H SiLte| REIEE A HE A= AIZE2 ZH7t otk L2ic . ok 2=
“Grain Stacks ¢S Sl ZHof Q! 22 HHO| OUSERE HSVIK| M2 THE MU oM Haloh=
&2 RARBIHEA o= 2 SE a2 HA SR M2

7
Hlme|n AZZHMT0| 1 7HE
AL,

CH7 12| 2217|E Mot Yo R5|2 HARIC 2t H
7IXIE K|ct2tn it BYlE 2ot ME(Rouen Cathedral)?| HHE
2ot MY 7E A7 HIo[X| M S22 X0 T HH slEof ez

oM S0{Zt Otx| F=20| AUCt 25 47o| £t JF A& Soil= 0] 20| 2eX|Meo=z HHo| & 1

MZ CHE AlZitholl 1224 2

20| Ut BE W= O250| MM 0157 20[X[2F £F =il AX7i0| 2012 S0 I A H|Het Me
= ZAE Ao,

HEZE ULFARIE, E5| ZUHIE dzste A=, 252 SIR0| Hof 3t IFEE HoFT| st
o2 Fo| JZS JR00F HSLICE L2 2= ot HEC2 1 1Y THIE WS 4 JUSFLICL 2 2F
E2= otel & 2toflM LojLEA| 2SACE &

HAIO| SRS AR TRiFE FRIS A TEBOSM, SRS BISOI DUIA SHS 3 K=

o
ful
H
i
-
i

9
fjo
oHﬂ
4
ol
s

rm
s
]
1=
1o
fim]
tol
i
or

o
>

YxlMo] Szt J2l= E2Y
HEZO| HX| AFE 256k AFe MOz OfshE 4~ UCL = UY XS 22 XL F20
dEME 00 BxiE USH HRIE HHAM DT MAFHS| HXAFo2 UL 24Xt S0|

= HaF Lo UHEl 2l 85 S0{2t FHLIZE Xt S0l S0XIRE EXEE AYHS o At

S2i2 20| oItk YEDE HHARSE XIREHT o UMK M2 s TS FaHs o

4

og

“Spring(2017—2023)'2 ‘U's UXIMS WmXIA|7 |FHA
= 0] 07} TAIZ HIEO| A QUCE ZFM CHE et = 3|0{X[1 oA ZH42|

|02 Xt ES THE AFO0ICt 0] AR 22

ol

SiEf7} M2 Ch2=Ct

-

0] ZZ2 72 LR et 22 Z271= oith 7h24| ZAX IhEo| BiXte| LI 22 eisiM &7} &
o| g} O|Ze2RE S HUTHE AHES AT it et 0|7t X Mo|U= &8 271=
SiCh HERE ARl M2 Mol Muk= A Tt SUX|2E SZholl 2 SIHE Moll2t7 (&= Sttt o] AiF

2 20101 21 ZLF'| T 5% F2 MZAS ER5H 0IXIGRIAL! BHE)SS FeRSUCE

6) John House, Monet: Nature into Art (Yale University Press, New Haven and London 1986, p.198)
7 212l & p. 201
8) 2| Z0t EHIOIRRtS thE, (HEZ_SZo| & M, thr0laR, 2018, p.134)

O1F7 UNH M ZElelM TE HX| AEF2 2 MAO|LE Z2ka0f Qs 2= Rui7t U= TS e
of CHEC}, 7HHZ 2 2[00 LIATICE UMA M2 SHE, witehM Sl E2(drawing)S 8 X 2
2ICt, ‘JZtofl 22 E2Y'2 FH0| TIRYEHEM L2 FH(0|CH 71 TRl o7 AR B0l HE7
X E= TAE HollM o2 Mg 20 X e o= MEU(Fred Sandback)2| ZiZ0|CL” SHECZ

OIZE 27T5| YUt HEZQ AZ2 0TS 2ot M= J0| ST Zofut 72|17t Eot 29| Y|
20| FEFet 7| dutidlet 2| A7te] &5 HA
ZC} 19| M2 & U FASO0|2ks &) YN BE%

= o
RIS A1 7| W20l 7+ ZUE QAZMO| Muk= 742|7t ELt, Hheslf 20l= 2Z0IX|2H Fzhol 22|

A 0[Zi(8t5R)
lSe BUSl0| M2SS T8Ik DlAlel SE0IM 25 HIAS) 2ol AES Sles 2 Zoks B
7} kA BHS7| SfsH FALSICE A7tol FHXI HIZSHAl RCH RECH ChEA| SO FHoIN ZNEC ¥

|
2 HIE7IS0| 222 OlsAe] S0l E7{Lt HIH 0|22 MEsliM H|Xslth= S0lM Eotolls de2 2
QICH T12iLt 1 HISE Aol Lot o{EA XX 0|42 =715 = mf Z7toll thet 20| U= OlsH7t
M7t

HEDO| MAMA FH3e| SE K0l MHEORCEL IHXC 2N FHOR TP |HO= UY X222
DHS0| Yo| OJ2 JBXIE AF HOFHA 2K 1} 3xt3e| B2t X|HE ZHHAO 723ICE 71E F4S
O MZE 7|AMCE XMEsh= MHSH= FEMY EYUX| Z2X|2F Feko| F7tofl HRM 7|E AR
2= H%s67| 022 FAS CHS0WICE A”RE 2 F2E Sofl "F4I0| E= 20| F4lo| E= Zo|ct
(What you see is what you see)'S W=UCHH HERE 251919 TX2ES IS0 "GA0| E= 0| H

Alo| Ly7l= Zd0|CHWhat you see is what you feel)’ S ASIGHCHT St 4 Q)Ct

9) AR A0} BS0IE 22 HIE %"J sHRIst -Erzf;%_r Bi220] SOIC}, TS A 4| G Mol MR ZZolM B 4 9l K2 B
o






Nam Tchun-Mo  from Lines




Nam Tchun-Mo  from Lines 24 25

From Line 2502

210 x 195cm, acrylic on mixed media, 2023
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Lines 0401 Lines 0603
105 x 75cm, acrylic on paper, 2023 105 x 75cm, charcoal on paper, 2023



Nam Tchun-Mo  from Lines 28 29

Rieis:

Lines 1301 Lines 1805
105 x 75cm, acrylic on paper, 2023 105 x 75cm, charcoal on paper, 2023
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Beam
55 x 320 x 15cm, oil on coated fabric, 2023
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Lines 2023
156 x 136 x 55cm, fabric on stainless steel, 2023
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Nam Tchun-Mo: 2.5 dimensional lines
and shadows drawn by light

Kate Lim | Director of Art Platform Asia

When critics analyse a work of art, they tend to search for purported commonalities between art-historical
precedents and the work in question, and set out to shoehorn the particulars of the work that they think
will fit art-historical schemas. Various writings on Nam Tchun-Mo's work thus far seem to be based on this
frame of analysis. For example, Beate Reifenscheid, Director of the Ludwig Museum Koblenz in Germany,
claimed in her essay for Nam’s solo exhibition: “The works of Korean artist Nam Tchun-Mo could be
described as concrete, and thus placed directly in the European tradition of Concrete Art. His sensitive works
are undoubtedly inspired and mentally permeated by it She intended to establish a direct relationship
between Nam's work and the geometric abstraction made by Theo van Doesburg, a prominent figure of
Concrete Art." Yoon Jin Sup, the Korean critic, remarked: “Nam’s sharp-edged furrows and visibly random
fluffy fibers feel easy and comfortable [---] which generally characterizes Korean Dansaekhwa works." Yoon
interprets that Nam’s work continues to reflect the aesthetic trait of Dansaekhwa.

These kinds of art theories, however, can only serve as a vantage point that makes it convenient to provide
a broad overview of the artwork; not as a magnifying glass that shows the intricacies of the work on its own
terms. Creation is born out of an interplay of external influences and the idiosyncratic resistance to them,
through which the artist finds his or her own solution. For this reason, it is crucial to comprehend the artist’s
paradoxical and creative response to external influences. Through the artist’s creative choice, interesting
discrepancies are made between the work and the broader art-historical reference, and these are key factors
that make it difficult to measure the artist’s work exclusively against classifications or tendencies. My essay

focuses on explaining such discrepancies in Nam’s work, which | believe is a defining element of his art.

1) Beate Reifenscheid, “Nam Tchun-Mo: Gesture-Space-Light” (Nam Tchun-Mo_from lines to landscape, Daegu Art Museum, 2018, p.19)

2] Yoon Jin Sup, “Towards a Third ‘Quality” (Nam Tchun-Mo: Selected works 2012-2016, Leeahn Gallery, 2015/2016, pp.9-10)
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‘2.5 dimensional’ lines

| find Nam's creative origins in his lines. Complex experiences and observations are intertwined in the
lines, much like the fusion of sounds produced when a pianist simultaneously presses multiple notes on
a keyboard. Unravelling the skein of the meanings embedded in his lines will be helpful to understand
his artistic domain. This exhibition features several drawings that show the kind of lines Nam is interested
in. Lines 1607 (charcoal on paper, 2023) captures short and stubby lines that look as if they are erected on
the surface of paper. What makes the illusion of their three-dimensional upright appearance is almost
imperceptible, with blurry shadows drawn at the edge of the lines. Another drawing shows thick lines in the
shape of square bricks, and there are wavy, entangled lines as well.

Stroke Lines 1903 (acrylic on canvas, 2023) is a painterly depiction of bold, thick and unruly lines crossing
over each other. Each red line is underlined by black, and the composition of lines are far from symmetrical;
some are broken halfway. Over them, thin horizontal and vertical marks are made by a paint knife, disturbing
the angle of the overall composition. The tension between wild and tame brush strokes coalesces into one
body, resulting in lines that generate a sense of three-dimensionality.

Nam drew inspiration from his memories of sloping fields - familiar scenes from his childhood
environment. To him, the sight of gently slanting fields with successive furrows, seen from afar, looked like
a linear translation of soil. His attention was particularly captured by the warm radiation emitting from the
rows of greenhouses with their black vinyl surfaces built in the fields. The vinyl surfaces under sunlight would
reflect and gloss over, whereas other areas out of the sun remained dark. The whole scene was a phalanx of
lines alternating with luminescent and matte black; a visual drama of black lines that continuously changed
in tandem with the shifting light. This experience made him realize the artistic potential inherent in lines.*

Thus, Nam created an innovative device that encapsulated this experiential observation of light and
shadow in his work. He made a U-shaped structure, a miniature version of furrows in the field, which he
affixed to the canvas. Over the stretched fabric, he applies liquid resin using a brush. After the cloth dries
and hardens, he detaches the fabric from the wooden frame. The color of the fabric, once combined with
resin, transforms into a hue of unprocessed cotton cloth. In the Beam series, this fabric is either cut into
long straight units, or small fragmented square units in different lengths that are affixed to the canvas and
painted over. In the case of the Spring series, which began in 2018, he meticulously joined these fabric units

together to form curved shapes. At times, he directly drew black lines inside his U-shaped structures.

3) Interview with Henri-Francois Debailleux, (Nam Tchun-Mo_from lines to landscape, Daegu Art Museum, 2018, p.131)
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Consequently, the combination of U-shaped structures and the canvas gave birth to Nam'’s three-
dimensional lines. These lines, far from its flat linear components, defies the art historical trajectory of
geometric abstraction and simplification. Nam’s lines slightly protrude from the canvas surface, and yet fall
short of being free-standing - they are still dependent on the canvas. By this configuration, Nam crafted
this concept of two-and-a-half-dimensional lines that hover between the 2D and 3D plane. Although Beate
Reifenscheid was aware of Nam's U-shaped structures, she connected his work to Concrete Art by reading
his unique linear shapes as a Western precedent of geometric lines, failing to notice the significance of

Nam'’s devices attached to the canvas and the creation of a new structure itself.

Relief painting in dialogue with light: creating new pictorial space

Once these U-shaped structures are integrated with the canvas, a multitude of small spaces emerges on
the canvas surface. In these spaces, shadows are naturally made in conjunction with the varying intensity
and angle of the influx of light. In traditional paintings, painters apply darker tones to the surface of the
object that is untouched by sunlight, to simulate shadows and bring a sense of depth. In comparison,
light itself takes on the role of the shadow-creator in Nam’s work. Composed of three-dimensional units of
varying sizes and lengths, his relief paintings essentially paint shadows, too.

The “space” created by Nam's U-shaped structures significantly differs from the concept of pictorial
space as purported by Western oil painting. The Western pictorial space is created on the canvas by using
perspective and modulation of colors that elicits three-dimensionality on a two-dimensional canvas. Over
the course of centuries, Western Old Masters explored an array of approaches to crafting pictorial spaces.
The most significant challenge in representing three-dimensional reality within the confines of the two-
dimensional canvas arose from the fact that the range of luminances created by light hitting the surface
of objects is enormously larger — almost limitless — than the range of color values achieved by the painter.
This means that only a limited range of three-dimensional attributes can be depicted because of the limited
range of colors available.

As radical changes in modern art made way into the last century, the pictorial space on the canvas
became regarded as no more than an ‘illusion’ skillfully created by an artist. If it is primarily an illusion,
the painter’s technique to achieve pictorial space for precise replication in the conventional way can be
redundant. A new grammar for composing the two-dimensional space arrived when the artist broke the

customary rule for making shadows and planes, proposing a new configuration of paintings - the course of
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which has resulted in flattened painting’ During the latter half of the last century, Minimalists embarked on
the extreme flattening of painting, dismissing the painting and eliminating any illusion of pictorial space.
For example, Frank Stella remarked on his Black Paintings, “What you see is what you see’, meaning that
his canvas holds no trick or illusion beyond what is plainly visible. Art-critical theory puts a great deal of
importance on Stella’s Black Paintings because the series is considered as a noteworthy illustration of the
complete removal of pictorial space.”!

Nam differs. He does not eliminate pictorial space, but rather reintroduces it, albeit in a uniqgue method.
He makes a new space by means of his U-shaped structures that enables us to immediately perceive the
ever-shifting shadows cast by light. If we are to take the Minimalist tendency that proposes the idea of
elimination of illusion as a ‘progressive’ step forward in art, Nam instead chooses to take a step back, and it
shows fascinating creativity. Nam creates a captivating space in which illusions and reality coexist. Instead
of purging illusions, he devises a distinctive arrangement on canvas that reveals the interplay of light and
shadow. Through his work, viewers can see what causes the visual changes and how the change is played

out by light: they can enjoy both illusion and principle.”!

Condensing Monet’s Grain Stacks series into one

Claude Monet, similarly to Nam Tchun-Mo, had a keen interest in the transitory effects of light. He said, I
felt that it would not be trivial to study a single motif at different hours of the day and to note the effects
of light which, from one hour to the next, modified so noticeably the appearance and the colouring of the
building”® Putting this idea into practice, he painted the same grain stacks from late summer to winter
under changing light, translating the atmospheric effects into a play of light and color. Monet remarked in
1891 that “the individual canvases of the series only “acquire their value by the comparison and succession
of the entire canvases!” In a similar vein, Monet also painted many versions of the frontal view of the

cathedral in Rouen at different hours of the day. The cathedral is made entirely of beige stone and there is

4)  Stella made his Black Paintings series (1958-60) by applying enamel paint directly onto the canvas to create two seemingly identical sets of
black stripes, each the width of the housepainters' brush used to produce it, interspersed with lines of unpainted canvas. (https://www.moma.
org/collection/works/80316, last accessed on 22 August 2023)

5) One of Nam's Beam series, "Beam 17-149"(2017), is composed of relatively straight horizontal and vertical lines. From the frontal digital image, it
might look similar to Stella’s “Black Paintings, but the two works are fundamentally different.

6) John House, Monet: Nature into Art (Yale University Press, New Haven and London, 1986, P.198)

7) Ibid, p.201

41

a deep-set portal at the central doorway in the shape of an arch. This central doorway is usually painted
darker because it is in the shade - apart from one version. In this version, a golden orange color is abundant
in the doorway. Monet was probably trying to depict the effect of the sun momentarily streaming into the
cathedral doorway.

Nam said, “The Impressionists - | am thinking of Monet in particular - had to create a series of works to
depict the changing course of light of a day. As for me, | can embrace the entire process through a single
piece of work® Nam's work is equipped with an innovative structure that lets light inscribe its own activities
and traces on its own accord. Metaphorically speaking, if Monet's solution to the transitory effects of light

works like a planar figure, Nam condenses it all into one structure.

Drawing in space with three-dimensional lines

Nam'’s installation has evolved from the U-shaped devices intrinsic to his relief painting, which | observed,
as what occupies the two-and-a-half dimensional. At times, he used to draw black lines inside the device,
a feature compatible with shadow. And now he extracts the black-lined U-shaped device from the canvas
and uses them to build three-dimensional installations. This experimentation brought about an interesting
transformation. In the exhibition space, the shape of the U-shaped structure with its sides and the pocket-
like base looks like a soft casing enfolding clear black lines. With the “three-dimensional lines” liberated from
canvas, Nam constructs diverse structures that inhabit the space.

Spring (2017-2023) showcases a grid pattern in the center shaped by the crossing of three-dimensional
lines. Several of these structures are placed across on the floor of the exhibition hall. Each shape is not
identical, and subtly different from one another, bending and stretching in slightly different directions. It
may evoke a skeletal body of a tree in winter without its leaves. The central grid pattern bears a striking
resemblance to the Chinese character [H], signifying “field” If you prefer to take this reading, the work may
look like an intriguing symbolic entity, the shape and meaning intertwined; since it is a reminder of the fields
and furrows that were a source of Nam’s creative inspiration. Many viewers liken his work to contemporary
calligraphic lines drawn in space. Yet, Nam explains that his lines are irrelevant to conventional calligraphy.
Spring (2017-2023) is a shape which constantly drifts from one meaning to the other in the realm of porous

borderlines; what it's actually about is only half-determined. The work seems to evade resemblance to

8) Interview with Henri-Francois Debailleux (Op. Cit, 2018, p.134)
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anything. It puts evasion and uncertainty into a shape.

Nam'’s installation, constructed from individual three-dimensional lines, stands apart from traditional
sculpture made by modelling or carving. Nam's work emanates a sense of weightlessness; it feels as if it is
levitating on the floor. Nam was probably trying to “draw in space” by connecting and criss-crossing the
three-dimensional lines. “Drawing in space” is the subject that emerged along with the development of
abstraction. One of the most emblematic examples can be observed in Fred Sandback'’s installation. It is
made of lengths of thread stretched across the gallery space, from floor to ceiling or from wall to wall.”
Sandback’s installation achieves the extreme reduction of sculptural mass. In contrast, Nam's installation, for
all accounts, differs markedly from Sandback’s extreme reduction. For one, Nam manually makes the three-
dimensional lines. Unlike the inexpressive ready-made materials like Sandback’s yarns, Nam's materials elicit
something akin to calligraphic strokes, carrying a somatic quality. Moreover, his lines are not naked lines but
accompanied by a quasi-three-dimensional U-shaped structure. Hence, they are far from being the most
simplified element in the composition. Nam's drawing in space might appear to be a simplified abstraction,
yet it has a less radical reduction than Sandback’s drawing in space. Nam'’s pursuit of less reductive

abstractions is an interesting contrast to the approach of Western modernists.

Creative discrepancies

Artists consistently seek to make the unknown visible, presenting to us what is novel. Through the lens of
art history, an individual work might be easily lassoed into a particular trend, but, with a closer look, each
artist endeavours to infuse his or her work with distinctiveness. The artist's worth is not assessed by how
similar his or her work is to prevailing narratives but by how he or she delves into their own idiosyncratic
interest and reified the differentiation through their work. Critics frequently examine an artist's work within
the context of a predominant trend described by theoretical language, forgetting that we can have a
truer understanding of the artist only if we concentrate on what degree of creative discrepancy he or she
achieved and how it was accomplished.

Nam'’s art evolved, like his own contemporaries, within the development of abstraction. However, instead

of going with radicalization, he chose to make less reductive work through the creation of U-shaped

9) Sandback’s installation is made of nothing but lengths of yarns and it looks as if the gallery space is divided by transparent walls. “Viewers
report the impression of a pane of glass suspended between the strands, and often feel a strong desire to reach out and touch it (Robert
Linsley, Beyond Resemblance, Reaktion Books Ltd., 2017, p.114)
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structures - a method to capture the shadow drawn by light. This opened up something new: something
between 2D and 3D. Nam’s art may be seen as retrograde by those who mechanically adhere to established
trends in abstraction. Nam, however, intrepidly paused in the full swing of the reductive course of art and
presented us a level of experience beyond existing art-critical readings. It was only through radical reduction
that Stella showed us “What you see is what you see’, but it was through the creation of the 2.5D structures

that Nam has manifested: “What you see is what you feel”
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Stroke-Lines 2211

260 x 194cm, acrylic on canvas, 2022
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Stroke-Lines 1903

260 x 194cm, acrylic on canvas, 2023
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Stroke-Lines 2503

260 x 194cm, acrylic on canvas, 2023
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Spring
93 x 100 x 8cm, oil on coated fabric, 2023
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Spring

290 x 6¢m, acrylic on coated fabric, 2020
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From Line 2301

210 x 195¢cm, acrylic on mixed media, 2023
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From Line 2602 From Line 2902
210 x 195cm, oil on mixed media, 2023 210 x 195cm, oil on mixed media, 2023
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From Line 2402

210 x 195¢cm, acrylic on mixed media, 2023
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Spring-Beam
260 x 230 x 16¢cm, oil on coated fabric, 2017-2023
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