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Park Suk Won, Accumulation 250222, 2025, Korean paper on canvas, 182 x 182 cm
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Park Suk Won, Accumulation 24028, 2024, Korean paper on canvas, 130.5 x 130.5 cm



Park Suk Won : Reaching Beyond Matter
by Way of “Stacking and Layering”

Park Suk Won constructs his world through acts of
repetition, accumulation, stacking, and layering. These
aren’t mere acts of structural assemblage or formal
arrangement. The primal gestures evident in his three-di-
mensional works, produced by cutting and rejoining stone
and steel plates under a rubric of jeok (accumulation) or
jeok-ui (accumulative intent), as well as his two-dimension-
al works involving tearing and reapplying Hanji onto
canvas, connote temporality and spatiality, while simulta-
neously revealing the raw materiality of the media. Park’s
works are born at the juncture between the act of stacking
and the material’'s response.

Structurally, Park’s stacked works resemble towers or
monuments. Stacking is not a drive toward completion but
an ongoing state of generation, closer to the progressive
rhythm of existence. This act of laying one layer upon
another isn’t a repetition of redundant nature but rather
what Gilles Deleuze calls the “repetition of difference,” a
generative motion that begets subtle variations and new
equilibria with each instance. The methodology of tearing
and rearranging layers of Hanji onto canvas seen in Park’s
recent works corresponds to his sculptural practice of
vertical stacking, transposed into a horizontal register. The
resulting planes evoke sectional diagrams of his three-di-
mensional works, with delicate and pliant fibers supplant-
ing the coarse materiality of stone or steel.

Whether in sculptural form or on a plane, the artist’s formal
language of stacking and layering traces its genealogy
back to cairns and the Buddhist tradition of stacking stone
towers. Beneath the minimalist austerity of his forms lies
the memory of shamanic experiences absorbed during his
childhood. As the artist recalls, his formative years were

spent in a space-time in which shamanism pulsed within
the rhythms of daily life. Memories of shamanic practice
are commonplace for those of Park’s generation, but the
atmosphere of his hometown Jinhae, in Gyeongsang-
nam-do, remains etched particularly deeply in the artist's
unconscious. More than mere structures, stone towers
and altars were mediators between human and divine
worlds, built up through repeated gestures of stacking
aimed at spiritual communication. Park’s stacked and
layered forms translate these ritual gestures in a modern
sculptural vocabulary, and his repetitive practice is thus a
type of incessant ritual.

True to his early declaration that “a stone must be seen as
a stone,” Park embraces and respects the inherent
properties of his materials. The stones, wood, earth, iron,
plaster, cement, and Hanji he employs are not merely
instruments for creating form but entities with ontological
presence. Each material maintains its own specificity even
as it becomes part of the whole. Park’s role in this process
is to help material existences surface; thus, his actions are

mere responses to the materials.

In recent works, the artist constructs geometric frames with
steel, fills them with cement, and repeatedly infuses them
with moisture in the drying process so that rust forms on
the steel plates and seeps into the cement. His interven-
tion in this process thus recalibrates the relationships
among materials. This exploration of inter-material
relationality traces back to Park’s 1971 work Jeok-71-A,
exhibited at the Second AG Exhibition Reality and Realiza-
tion held in 1971, where he juxtaposed clay and squared
timber to highlight the contrast between the soft, yielding
expanse of clay against the rigid, artificially hewn wood,



thereby exposing their respective states of existence.
Through the Jeok-ui series that followed, Park has
sustained this contrastive framework, juxtaposing dispa-
rate materials such as stone and steel, natural rock and
stainless steel, and wood and plaster, in addition to later
extending the methodology to Haniji.

At first glance, Park’s colored Hanji works evoke mono-
chrome paintings. Yet the two diverge both methodologi-
cally and conceptually. Like his Jeok-ui sculptures, the
artist's Hanji works are products of repeated division,
recombination, stacking, and layering. Park first inscribes
thick, straight graphite lines at regular intervals across the
surface of colored Hanji using a long ruler. He applies
moisture along these lines, allowing fibers to loosen, then
carefully tears the sheets by hand. Once dried, the torn
pieces are methodically reassembled onto canvas, layered
upon one another to form a relational composition. This
process is conceptually in line with his sculptural method
of cutting and welding steel plates into recomposed forms.

The delicate and fibrous materiality of Hanji forms a
contrasting relationship with the initial graphite lines: a
strict linear order set against the natural irregularity of torn
paper. This polyphonic effect also parallels his earlier
works that emphasize the materiality of geometrically cut
metal and organically fractured stone by juxtaposition. In
some works, the graphite lines remain straight and firm to
reinforce structural stability; in others, they appear feath-
ered due to tearing to imbue the composition with supple
rhythm. The faint irregularities on the surface of the canvas
catch light, generating soft bands of flowing color that
infuse the frame with depth. While the works are strictly
abstract, these visual variations evoke the tranquil ripples

of the sea or vast open terrain to leave lasting sensory and

emotional impressions on their viewers.

This exhibition illuminates the ways in which Park’s
gestures of stacking and layering, the properties of his
materials, and the Korean sensibility mediated by Haniji
recalibrate and propel one another as they shape Park’s
artistic world. His works inquire into how existence
emerges and takes form from sensation before
representation, from material before meaning, and from
structure before figure. Cement, steel, plaster, and Hanji
transcend mere material to become stratal units inscribed
with the memory, time, physicality, and spirit that make up
the world. By stacking and layering matter, he reawakens
the sediments of unspoken sensation and memory within
us. These strata are at once solid and tender, and refined
yet vital. Undivorced from life itself, Park’s art reveals the
latent power of matter, opening fissures toward the

invisible world to invite us into a realm of forgotten senses.

Kim Yisoon
(Art historian and former professor at Hongik University)
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