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The Korea Arts Management Service has 

embarked on the mission of planning and 

publishing English books with the purpose of 

raising international awareness on Korean art. We 

are proud to present Resonance of Dansaekhwa 

as the first in this series, providing a multi-faceted 

approach to the genre of Dansaekhwa.

Dansaekhwa is Korea’s first collective and 

international art movement, having prevailed 

throughout the development of Korean abstract 

art from the 1970’s to this day. After the trend for 

producing white-toned works rose among Korean 

artists in the late 1960s, Dansaekhwa emerged 

in exhibitions dominantly featuring white-toned 

works in Korea and Japan in the 1970s. These 

artists made use of characteristically Korean colors, 

such as whites, the five cardinal colors, and darks 

browns, materials such as hanji (mulberry paper) 

and hemp cloth, and techniques like pushing paint 

or soaking canvases. They aimed to construct an art 

form reflecting Korean sentiments and aesthetics 

by investigating themes of flatness and materiality 

and processes of repetition and meditation.

The English transliteration “Dansaekhwa” was 

first used in the special exhibition of the 3rd 

Gwangju Biennale in 2000, with seminal works 

and figures of the Dansaekhwa movement 

featuring in exhibitions such as Dansaekhwa: 

Korean Monochrome Painting at the National 

Museum of Modern and Contemporary Art in 

2012, and Dansaekhwa and Minimalism at the 

Blum & Poe in 2016. A recent surge in popularity 

of the artists and works of the movement, both in 

Korea and abroad, has also signaled an increase 

in demand for academic English resources on the 

genre of Dansaekhwa. To such ends, the Korea 

Arts Management Service wishes to assist those 

hoping to understand more about the genre by 

presenting a diverse spectrum of perspectives on 

the aesthetics and development of Dansaekhwa 

by experts in Korea and abroad. 
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This catalogue is composed of five articles, as well as 

numerous tables and references. First, the art critic 

Yoon Jin Sup follows the process of how the genre 

unfolded since the 1970s, analyzing the uniquely Korea 

aesthetic characteristics, sentiments and anecdotes of 

Dansaekhwa. On the other hand, Dr. Joan Kee sheds 

light on the significance of Dansaekhwa today by 

departing with a depiction of the environment in which 

Dansaekhwa originated in the late 1950s to the mid 

1960s, further analyzing works from the late 1950s to 

the early 1980s. Curator Alexandra Munroe focuses 

on the abstract and ethical elements of Dansaekhwa 

by reviewing the genre’s significance within the 

international development of Abstract Expressionism, 

while Economist So Jinsu presents a chronological 

overview of gallery exhibitions and art fairs from the 

1970s to these days, analyzing changing trends of 

Dansaekhwa in the art market since 2001. Art historian 

Yeon Shim CHUNG illuminates the Dansaekhwa fever, 

introducing the discourse surrounding Dansaekhwa 

established through exhibitions since the 1970s. 

Finally, readers can better understand and learn 

about the development of Dansaekhwa through the 

provided statistics and references covering seminal 

Dansaekhwa exhibitions up to 2016.

The Korea Arts Management Service hopes that this 

book may prove to be useful in raising awareness 

around the world on the aesthetic and historical 

value of Dansaekhwa, and in providing greater 

insights to all who are interested in the genre, 

including experts in the art scene, art collectors, 

academics and art lovers. Thus, we anticipate 

greater interest in the various activities of Korean 

contemporary art, here represented by Dansaekhwa, 

on the international stage.

The Korea Arts Management Service would like to 

thank Maroniebooks, Blum & Poe, Kukje Gallery, 

Professor So Jinsu for their contributions in the 

publication of this book as well as all who have 

provided articles or images. We will continue 

in its efforts to produce more discourse-based 

publications and English resources in achieving its 

objective of the globalization of Korean art.
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The Emergence and
Development of
Korean Dansaekhwa
in the 1970s

Originally published as Yoon Jin Sup, “The Emergence and Development of Korean 
Dansaekhwa in the 1970s“(1970년대 한국 단색화의 태동과 전개). in The Aesthetics of 

Dansaekhwa(단색화 미학을 말하다), So Jinsu, ed. Seoul: Maroniebooks, 2015: 68-95. 
This essay is an translated and revised version of the original text in Korean.
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1. Dansaekhwa and the Manifestation of 

Aesthetic Modernity

Although Dansaekhwa has only recently caught the 

attention of Korean and international art scenes, the genre is 

actually more than four decades old. Despite having almost faded 

away into obscurity only three years ago, the genre survived, 

and is now growing into a representative brand of Korean 

contemporary art.1

What can the sudden worldwide success of Dansaekhwa 

be attributed to? Among a myriad of contributing factors, 

perhaps the foremost is the uniquely Korean characteristics 

of Dansaekhwa. The genre’s success may be attributed to 

a certain inherent quality within the works that can be seen 

as radically different from any of the qualities identified within 

Western minimalism or minimal art. This paper will aim to define 

this quality. In other words, this paper aims to discover the 

nature of the unique qualities found in Dansakehwa, with the 

assumption that these qualities are fundamentally different from 

that of Western art; for instance, that it possesses aesthetic traits 

inherited from specifically Korean cultural sentiments, historical 

traits and reasoning. To this end, it is necessary to first examine 

the circumstances of the art scene in the 1970s, which marked 

the advent of Dansaekhwa.

The 1970s in modern Korean history is marked as an 

era of both hope and despair:  state-planned modernization 

paved the way for Korea’s astonishing and unprecedented 

economic growth, while human rights abuses were rampant 

in the very same pursuit. Dansaekhwa can therefore be seen 

as ‘the sole heir’ to the ideologies pertaining to an era in which 

hope and despair coexisted. The inherent aesthetic possibilities 

of Dansaekhwa were conceived from the plethora of different 

Western art styles that flooded into the domestic art scene at 

the time, and these possibilities could later flourish within the 

institutional opportunities presented by the art scene in the 1970s. 

Thus it came to be that the art scene of the time considered 

Dansaekhwa to be synonymous with the terms “avant-garde” or 

“contemporary art.” At a time when Grand Art Exhibition of Korea 

maintained its dominant role as sole authority in the art scene, the 

unfamiliar artistic concept and aesthetic syntax of Dansaekhwa 

would have come across as an incomprehensible art trend to the 

general public and other more conventional artists.

The crux of the problem was the concept of “flatness.” 

Viewers remained mystified by the unfamiliar techniques present 

on the canvas when confronted with works painted solely in black 

or white. How were they to understand what met their eyes? Most 

visitors could be seen lost in contemplation, tilting their heads 

in confusion, and this became an increasingly common sight in 

exhibitions held during the mid-1970s, which were replete with 

monochrome paintings, at venues like the Indépendant, Seoul 

Contemporary Art Festival, and École de Seoul.2 The genre had 

no popular appeal whatsoever. Genres that lack popular appeal 

often possess certain indiscernible pictorial devices that are 

unfamiliar to the public. For Dansaekhwa, the unfamiliar trait in 

question was the fundamental element that establishes a painting 

as a painting; what Clement Greenberg famously dubbed the 

“desirability of flatness.” In order to understand the painting, 

it was necessary to accept the surface plane as it was, or to 

recognize flatness as an ontological condition of the painting; this, 

essentially, is defined as aesthetic modernity.

Dansaekhwa was a genre that manifested aesthetic 

modernity to a greater extent than any other genre in Korean 

modern art. Hence, it would have been an immensely difficult 

task for audiences at the time to fully appreciate the works, due to 

the sheer unfamiliarity and difficulty of the syntax surrounding the 

notion of flatness. Above all, Dansaekhwa was a product of the 

modern age. Since “aesthetic modernity” is necessarily a cultural 

product which can only be acquired by waging through the 

arduous process of modernization, as seen in Western history, it 

is not surprising that the concept was difficult to decipher to the 

people of the time, who were still more accustomed to traditional 

measurements, like geun or cheok.3 It would have been unfair 

to have expected an accustomed reading of such aesthetics 

by a population that had yet to assimilate to the conditions of 

modernity. Today, genres that prevailed during that era, such as 

hyper-realism, conceptual art, art event, objet, installation, and 

video art, as well as what would later become Dansaekhwa, 

have been dubbed by some critiques as imitations of Western 

art; yet such rash judgments may be attributed to a lack of 

consideration of the cultural conditions and social circumstances 

of the time. Hastily devaluing a genre as an ‘imitation’ without fully 

The Emergence and Development of 
Korean Dansaekhwa in the 1970s

Yoon Jin Sup

▼ Fig. 1
1st École de Seoul, National Museum of 
Modern and Contemporary Art, Korea 
(MMCA), 1975

1. The English transliteration 
“Dansaekhwa” was first used in the 
opening remarks for the special 
exhibition catalogue of The Facet of 

Korean and Japanese Contemporary 

Art at the 3rd Gwangju Biennale in 
2000. It was accepted as the official 
term in the exhibition titled Dansaekhwa: 

Korean Monochrome Painting held by 
the National Museum of Modern and 
Contemporary Art, Korea (MMCA) in 
2012. See my articles “The Voice of 
Silence-Towards Nature” (from the 
English edition of the special exhibition 
catalogue of The Facet of Korean and 

Japanese Contemporary Art at the 
3rd Gwangju Biennale, 2000) and 
“Landscape of the Mind” (from the 
exhibition catalogue of Dansaekhwa: 

Korean Monochrome Painting held by 
the MMCA, 2012).

2. These major exhibitions were held 
at the MMCA in Deoksugung Palace 
in the 1970s.

3. In Korea, traditional measurements 
such as geun (equivalent to 600 
grams for meat and 375 grams 
for fruits and vegetables) or cheok 
(equivalent to about 30.3 centimeters) 
were replaced by the Western metric 
system in the mid-1960s, symbolizing 
the dawn of the modern era.
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understanding the intricacies of the political, economic, 

social, cultural conditions and circumstances of the times 

may result in an Oedipus-like situation, in which one 

unwittingly ends up slandering one’s own origins. 

From the perspective of art sociology, the 

emergence of Dansaekhwa in the 1970s and 1980s can 

be considered as having taken place against a specific 

backdrop of political conditions in the art scene, which, 

in straightforward terms, could have been read as an 

ominous sign of the return of the post-war Informel 

generation today. This issue involved a matter of “taste,” 

otherwise dubbed as habitus by Pierre Bourdieu. 

The “The Manifesto Against the Grand Art Exhibition 

of Korea” by artists Kim Younghwan, Kim Chung-

seon, Moon Woosik, and Park Seobo, who took part 

in the Four Artists’ Show held at Dongbang Cultural 

Center in 1956, clearly held political implications; yet 

beneath the surface was a matter of personal taste in 

rebellion against the old-fashioned, conservative style 

upheld by the National Art Exhibition. This inclination 

began to manifest itself two years later, during the 4th 

Contemporary Art Exhibit in 1958, when exhibitions 

began featuring abstract paintings which appeared 

as a mixture of European Art Informel and American 

abstract expressionism. Members of the Contemporary 

Artists’ Association had stylistically transformed their 

Art Informel pieces from anti-representational to that 

of the completely abstract; these members were those 

who art critic Lee Kyungsung referred to as “soldiers of 

aesthetics,” including Kim Serbohng, Kim Tschangyeul, 

Kim Chunggwan, Na Byeongjae, Lee Myoungeui, Lee 

Yangro, Park Seobo, Ahn Jaihu, Chang Sungsoun, Chun 

Sangsoo, Cho Donghun, and Ha Indu. On viewing the 

exhibition at that time, Bang Keuntaek keenly observed 

that the exhibition marked the emergence of Korea’s first 

ever group of so-called Informel artists.4

2. The Decline of Informel and the Rise of the “AG” Group

The rise of Art Informel, which had embroiled the art world in heated debate 

in the late 1950s, entered into a period of decline about a decade later in the mid-

1960s, as the art scene started to suffer from a saturation of artistic styles. It was 

the significant Exhibition of Young Artists Coalition, represented by the three artist 

groups of Zero, New Exhibition and Origin, that took the opportunity to enter the art 

scene at this time, armed with the concept of post-flatness, and brandishing, in the 

same manner as the Art Informel generation before them, western trends unfamiliar 

to their predecessors, with novel modes of expression such as objet, installation, 

and happening. This was an age where Western trends represented by pop art, 

Neo-dadaism, concrete music and happening were considered to be reserved as 

the domain of the younger generation. All genres of this movement were united 

under the common denominator of seeking to escape the surface plane.

As the Informel generation, which had dominated art circles for almost 

a decade from the mid-1950s to the mid-1960s, fell into demise without having 

accomplished any formal aesthetic orientation, avant-garde groups like “the 4th 

Group,” “Space and Time (ST),” “Avant-Garde (AG),” and “New Regime” started to 

become more prominent during the early 1970s.

This period of time in Korea was marked by Park Chunghee’s establishment 

of the Third Republic after his inauguration in the 1963 presidential elections. 

Defined by poet Yang Seongwoo as the “winter republic,” the period saw the 

repression of individual human rights and freedom as the price due for the more 

valued objective of economic growth. Major landmark national events also took 

place, such as the construction of the Seoul-Busan Expressway (1970) and 

breakthroughs in national export volumes of ten billion dollars (1977). At a time 

when enlightenment movement songs such as “Let’s live well” were popular 

nationwide and where black-and-white TV drama series with the ulterior motive 

of promoting industrial growth, titled “Rivers and Mountains in Every Corner of 

Korea” (starring Kim Heekap and Hwang Jungseun) were broadcast on the Korean 

Broadcasting System channel, the nation became fixated on the common goal 

of national modernization, spurred on by the Saemaeul Movement. Industrial 

transitions from light industries to heavy industries symbolized a shift from a 

traditional society towards an industrial society. It was also a period when sweeping 

changes occurred in residential environments and culture, as apartment complexes 

were developed in major cities including the capital. Therefore, it is hardly a 

coincidence that the genre of Dansaekhwa which originated from the Art Informel 

movement took place during this era.

In 1969, the AG group, following in the footsteps of the avant-garde Art 

Informel movement, embarked on their agenda with the novel slogan: “With a 

strong commitment to the purpose of the avant-garde, our mission is to contribute 

to the development of Korean art culture by seeking out and creating a new 

formal order in the visionless artistic domain of this country.” The group, however, 

disbanded in less than five years.

▼ Fig. 2
4th Contemporary Art, MMCA, 
Deoksugung Palace, 1958

4. Yoon Jin Sup, A Study on Korean 

Modernism, p.29, Jaewon Pub., 2000
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The Avant Garde group were an experimental 

and avant-garde group focusing on objet and 

installation that came into being in the early 1970s, 

with art critics such as Kim Inhwan, Oh Kwangsu, 

and Lee Yil providing them with theoretical support. 

The AG group was a collective of the most elite tier 

of domestic artists at the time, demonstrated by the 

inclusion of members that included the likes of Kwak 

Hoon, Kim Kulim, Kim Dongkyu, Kim Tchahsup, Kim 

Chungjung, Kim Han, Park Chongbae, Park Sukwon, 

Suh Seungwon, Song Beonsoo, Shin Hakchul, 

Shim Moonseup, Lee Kangso, Lee Gunyong, Lee 

Seung-jio, Lee Seungtaek, Cho Sungmook, Choi 

Myoungyoung, and Ha Chonghyun. To this day, 

every single member, now in their mid-seventies 

and eighties, is still active in the art scene, each 

continuing to be prolifically active as artists and 

mentors in the contemporary Korean art scene. Even 

the two artists who have since passed away, Kim 

Han and Lee Seung-jio, are noted for their significant 

accomplishments in the art world while alive.

The AG group presented a total of three curated group exhibitions by 

1972: The Dynamics of Expansion and Reduction (1970), Reality and Realization 

(1971), and The World of Post-Ideology (1972). In a time when art magazines were 

rare to come by, the group also published a journal of the same name, with the 

objective of informing and educating the domestic art scene about the very latest 

western art theories.

The Seoul Biennale, held at the MMCA in 1974, was an ambitious project 

planned by the group under the principle of “Committed to the avant-garde… 

to contribute to the growth of Korean art…” Yet despite the appointment of 

the prominent art critic Lee Yil to the selection committee and high hopes 

that the event would be a precursor to a series of international exhibitions, the 

event inexplicably ended as a one-off event. This was followed by something 

even stranger. The group’s regular exhibition in the following year only featured 

four artists: Kim Han, Shin Hak-chul and Lee Gunyong, and chairman Ha 

Chonghyun. This signified the surrender of the “April 19 generation (AG)” to the 

“War generation (Art Informel)” led by Park Seobo. Such a surrender was not so 

much due to a feud originating from disagreement over art ideologies or different 

stances within the group, but rather due to the complex internal politics of the 

domestic art scene, ruled by a conflict of interests, such as limited seats for 

participation in international exhibitions; an issue that is still thought to be casting 

an ominous shadow over the art scene today. Thus the AG group, despite its 

attempts to promote the ‘avant-garde’, eventually fell to its demise after a period 

of intense experimentation within the art world in the early 1970s.

3. The Establishment and Dissemination of 

Dansaekhwa in the 1970s

It is imperative to fully understand the dynamics of the 

domestic art scene, as well as the political, economic, social 

and cultural circumstances in the 1970s to fully understand the 

genre of Korean Dansaekhwa. This is why I have explained at 

length, the various activities of the AG group. I opened this paper 

by describing the genre of Dansaekhwa as the “return of the Art 

Informel”. In a similar manner, the term “avant-garde” is originally 

used to denote the military tactic of “recapturing territory”. As 

such, it is possible to imagine the social conditions ruling over 

the making of art history as a battle in which the ultimate goal 

of each genre is to “reclaim the higher ground”. And such an 

appropriation also exemplifies why the military term “avant-

garde” is used in such a variety of cultural contexts. Hence, under 

the acknowledgement that the fierceness governing art is very 

much similar to the fierceness governing life itself, it is not entirely 

surprising to imagine that the field of art in this era may have 

erupted into a fierce battle over who would ‘recapture the higher 

ground.’ This is because what is destined to be is ultimately 

reflective of the essence of life itself. 

In 1975, the year following AG’s ambitious Seoul Biennale, 

the Seoul Contemporary Art Festival and École de Seoul were 

established under the direction of Park Seobo. This process 

involved several groups, including the AG, being absorbed into 

this faction, whereby many artists chose to adopt the mode of 

white Dansaekhwa, thereby leading to the rise of Dansaekpa, or 

the consolidation of Dansaekhwa into a faction.5

Founded for the purpose of selecting artists for 

international events, the Indépendant held its first exhibition at 

the MMCA in Gyeongbokgung Palace in 1972. After the museum 

relocated to Deoksugung Palace in 1973, the exhibition became 

a permanent fixture at the new venue. The 1st Indépendant 

exhibition was held in 1972 by the Korean Fine Arts Association 

(KFAA). The exhibition was an independent show without 

screening, directed by Park Seobo, who wielded tremendous 

power at the time as an international sub-committee chairman 

and deputy director of the KFAA, and the exhibition was to serve 

as a means to select artists who would be given exclusive rights 

to exhibit at international events such as the Paris Biennale. 

Based in Japan at the time, Lee Ufan was invited as the judge 

for the first event. Lee selected the white-toned paintings of 

Lee Dong-youb and Hur Hwang after touring the exhibition with 

▲ Fig. 3
AG, No. 3, Korean Avant-Garde 
Association, 1970

5. See Yoon Jin Sup’s A Study 

of Korean Modernism, p.93-101, 
Jaewon Pub., 2000
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▲ Fig. 4
AG, No. 1, Cover Artwork: Suh 
Seungwon’s Simultaneity, Korean Avant-
Garde Association, 1969

Yamamoto Takashi, the owner of Tokyo Gallery, who would 

later host the landmark Dansaekhwa exhibition, Korea: Five 

Artists Five Hinsek, White.6 Yamamoto, who had lived in 

Korea during the Japanese occupation era and become 

fascinated by Joseon white porcelain, expressed a keen 

interest in the white paintings of these two artists. This 

later motivated the owner to host the exhibition Korea: Five 

Artists Five Hinsek, White at his gallery in Tokyo.

The exact moment when Dansaekhwa first came 

into prominence remains unclear. However, there have 

been other works predominantly painted in white: Suh 

Seungwon’s geometric piece Simultaneity on the cover of 

a 1969 issue of the AG; Lee Bann’s Instant Closed Door 

White, accepted for the 19th National Art Exhibition; Kwon 

Young-woo’s 70-21 (19th National Art Exhibition, 1970); 

Chung Chang-Sup’s Circle In Circle (19th National Art 

Exhibition, 1970); and Kim Hyungdae’s White-clad People 

(18th National Art Exhibition). Furthermore, in the White of 

Five People (Kim Juyeong, Lee Wonhwa, Lee Jongnam, 

Eom Heeouk, and Yeo Myeonggu) exhibition held at 

Myong-Dong Gallery in September 1972, all members, 

with the exception of Kim Juyeong, who presented black 

Dansaekhwa, displayed white-toned paintings, a precedent 

of dominance of white in the genre.7

These examples demonstrate that Dansaekhwa 

did not suddenly stirke upon prominence in the 1970s, but 

that it had rather been moving steadily toward its inception 

since the late 1960s. In that sense, the White of Five People 

exhibition can be noted as the first collective exhibition 

dedicated to the movement.

4. Aesthetic Qualities and 

Composition Structure of Dansaekhwa

Korean Dansaekhwa is an “art form of the mind.” Dansaekhwa can only 

be produced through the accumulation of time, during which the painter’s mind is 

thought to seep into the canvas through the medium of paint. This process gives 

birth to a unique aesthetic quality of Dansakehwa comparable to the process 

of fermentation. Representative works by Kim Guiline, Park Seobo, Yun Hyong-

keun, Lee Dong-youb, Chung Sang-hwa, Chung Chang-Sup, and Choi Byungso 

resemble techniques similar to the Korean culinary tradition of tang, a slow-cooked 

broth that can only produce its unique taste after long hours of simmering. The 

aspect of time is the most essential element of tang, represented by seolleongtang 

(a beef bone and stewed meat broth) and gomtang (beef bone soup). The work 

process of Dansaekhwa artists is similar in that countless repetitions of the same 

action is required to form the unique textures reproduced in the genre.

Time is an essential element in the genre, demonstrated through multiple 

examples such as Kim Guiline’s act of covering a canvas with hanji, or Korean 

traditional paper, in around twenty layers and then painting or spraying black 

on it; Park Seobo’s method of painting light gray or beige and drawing diagonal 

lines in a certain form with a pencil before the paint dries; Yun Hyong-keun’s act 

of repeatedly painting the burlap of a canvas with diluted light brown and blue 

colors so that the colors soak into the cloth; Lee Dong-youb’s method of painting a 

canvas with white and repeating brush strokes to uncover faint, gray-toned tracks; 

Chung Sang-hwa’s method of repeatedly creating grids on a canvas, peeling off 

the paint and filling the uncovered patches with similar tones; Chung Chang-Sup’s 

act of laying water-soaked tak paper on a canvas and arranging the paper into an 

abstract form; and Choi Byungso’s act of repeatedly marking lines on a newspaper 

with ballpoint pen and pencil until the paper becomes pitch black. Just as the 

success of any Korean tang dish depends on the duration and degree of heat, the 

quality of Dansaekhwa depends on how the artist may control the amount of time 

invested in a piece, or control over their actions and pace. The most vital element 

here is the mindset of the artist. In this context, sincerity, a fundamental Confucian 

virtue, can also be identified as a major contributing factor.

The appropriate amount of time needed to complete  seolleongtang can 

only be determined by the cook. It is solely through experience that the cook can 

make a mindful decision as to how long it will take to complete the dish. While it 

is accomplished through material means, the outcome ultimately transcends the 

materials. For this reason, Korean Dansaekhwa is considered to be the product of 

a mental process. In this respect, it can be reasonably understood that Western 

monochrome artists such as Yves Klein, Ad Reinhardt and Kazimir Malevich have 

purposefully adopted such an emphasis on the transcendental, owing to Eastern 

influence. This is in contrast to the analytic, scientific and rational reasoning 

manifested in the gridded structures by central figures of minimalism, such as Donald 

Judd, Sol LeWitt, Carl Andre and Robert Morris, and Agnes Martin in minimal art.

6. The selected paintings were Lee 
Dong-youb’s three-piece series Situation 
(1972) and Hur Hwang’s Variable 

Consciousness (1972). Lee Ufan, then 
a correspondent of the Paris Biennale, 
selected these works and the KFAA 
notified the Paris Biennale organizers, 
who disapproved their participation after 
determining that the works were not in 
line with the experimental style pursued 
by the exhibition, such as installation, 
three-dimensional art and performance. 
Subsequently, Lee and Hur attended the 
International Festival of Painting Cagnes-
sur-Mer two years later.

7. Regarding this, see “Korean 
Dansaekhwa Movement of the 1970s and 
its Internationalization,” Koo Jin-kyung’s 
doctoral thesis in art history at Sungshin 
Women’s University, p. 19-41, 2015.
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Another allegorical interpretation of Dansaekhwa can be 

found in the Korean traditional method of fortification, just as it is 

analogous to Korea’s traditional culinary culture. Traditional Korean 

castle building is characterized by its form, and entails the use of 

naturally shaped rocks. Its method is fundamentally different from 

the stacking and arrangement of evenly trimmed rocks as seen 

in the West, and the kenchi-zumi (literally meaning “dog’s teeth-

shaped stone masonry”)8 found in Japan. Such a module based 

method of fortification, that is achieved by interlocking different 

units, reflects a more rational and mechanistic way of reasoning. 

With this method, it is possible to predict exactly when the task 

will be completed. This is similar to Frank Stella’s earlier striped 

paintings, in which the viewer may predict at which point the 

painting may be complete by following the clearly defined path of 

the brush strokes. Hence, the empty spaces between the lines 

in Stella’s striped paintings serve no greater purpose than to 

demarcate the space necessary for gestural brushstrokes.

On the other hand, a crucial element of Joseon era 

fortification was the art of using rocks in their original forms. 

Master craftsmen of the era would be present on site to select 

each rock depending on their shape and size, thereafter placing 

them in an order that would require almost no alteration of the 

stone. In this process, the master craftsmen would become 

united in mind with the rocks.9 The castle would be built in a 

holistic manner, as each rock would be selected by considering the 

shape of the previously laid rock, as well as the overall structure. 

Despite their unevenly shaped, protruding and curved forms, Joseon 

era castles have withstood the test of time due to the pervading 

strength of the passion and devotion of the master craftsmen that has 

been ingrained in the structure during the construction process. Such 

impressions imparted by a western visitor in Korea upon seeing the 

walls of a Joseon-era castle, can be discovered in the following text:

 “That wall in Korea that Phædrus saw was an act of 

technology. It was beautiful, but not because of any masterful 

intellectual planning or any scientific supervision of the job, or 

any added expenditures to ‘stylize’ it. It was beautiful because 

the people who worked on it had a way of looking at things 

that made them do it right unselfconsciously. They didn’t 

separate themselves from the work in such a way as to do it 

wrong. There is the center of the whole solution.”10

This “unselfconsciousness” is a common feature of early, first-

generation Dansaekhwa; a trait that is rarely found in the products of 

Western rationalist dichotomy. The essence of the rational worldview 

of the West, which gave birth to minimalism, is the process of 

“otherization” through ‘gaze’. It materialized through the principle of 

perspectives and became a driving force behind Western imperialism. 

Based on the division between the subject and the object, Descartes’ 

cogito, namely a rationalistic mindset dominated by reason, brought 

about the concept of modernity along with the perspective of 

otherization and ushered in the paradigm of a new civilization that 

would differ from that of the dominantly theistic Middle Ages.

Leszek Kolakowski once said “if European philosophy is 

merely a footnote to Plato as Whitehead claimed then modern 

European philosophy is a footnote to Descartes.” In this context, the 

modern era could be seen as an age of reason based on certainty. 

In the same stream of thought, if Western minimalism could be 

seen as having been conceived from reason and to have borne the 

fruit of rationalism, Korean Dansaekhwa could be seen as having 

been conceived from a sensibility that embraced both reason and 

rationalism, whilst bearing the fruit of Korea’s traditional view of 

nature.11 The specifics seeds of this manifestation can be witnessed 

in the way Korean Dansaekhwa artists of the early 1970s embarked 

on developing their own stylistic genre by embracing the concept of 

“flatness,” hence “aesthetic modernity,” and further attaching their 

own “aesthetics of unselfconsciousness”.

10. Robert M. Pirsig, Zen and the 
Art of Motorcycle Maintenance. The 
Korean translation of this book by 
Jang Gyung-ryul was published by 
Moonji Publishing Co. Ltd. in 2010. 
Emphasis in bold was placed by the 
author of this paper. 

11. The Korean traditional view of 
nature, with the main theme of “not 
violating the order and law of nature,” 
originated in the Book of Changes, 
which organized the operating rules 
of all things regarding birth and 
death into the principle of Yin and 
Yang. Refer to the opinion of art 
critic Lee Yil, who considered the 
Korean monochrome painting as the 
expression of “pan-naturalism.”

8. Kenchi-zumi refers to the traditional 
fortification technique of Japan, derived 
from its form that resembles the 
interlocking shape of a dog’s teeth.

9. A similar case is found in the book of 
Chuang-tzu: the story of Duke Huan of 
Qi in the chapter “The Way of Heaven.” A 
wheelwright named Bian makes wheels 
with the following mindset: The hole of a 
wheelbase should not be too big or too 
small. The axle and the hole must fit each 
other, which is dependent on the pace of 
the maker. The secret is incommunicable 
and therefore cannot be transferred.

▲ Fig. 5
Yun Hyong-keun
Umber-Blue

Oil on linen
190 x 300 cm
1982-1986
Courtesy of Yun Seong-ryeol
© Yun Seong-ryeol
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Dansaekhwa was the only genre of contemporary Korean 

art in the early and mid-1970s that saw “quality” as a critical 

element of the creative process. While realist paintings such 

as hyper-realism have focused greatly on simulation, or the 

degree to which the content on the canvas resembles the actual 

object, and conceptual art has been preoccupied with “ideas,” 

Dansaekhwa has maintained its focus on the quality of the work. 

This inclination among Dansaekhwa artists may be attributed to 

a sense of desperation, originating from the belief that artistic 

success depended solely on quality. This was, in a sense, in line 

with the philosophy of Clement Greenberg, who regarded quality 

as a critical criterion of modernist paintings. The origin of the idea 

of “pictorial quality” pursued by the Dansaekhwa painters can be 

traced back to the proverbial notion that “extensive reading and 

cultural enrichment imbues one with the energy and scents of the 

text,” which was asserted by the renowned scholar and calligrapher 

Kim Jeong-hui (penname Chusa). This is the aesthetic characteristic 

observed in the works of first-generation Dansaekhwa artists, 

including Kim Guiline, Park Seobo, Yun Hyong-keun, Chung Sang-

hwa, and Chung Chang-Sup, which ultimately internalized the spirit 

of “self-discipline before discipline over others.”

The characteristics of tactility, spirituality, and performance are elements 

common to first-generation Dansaekhwa artists such as Kim Guiline, Park Seobo, 

Yun Hyong-keun, Lee Ufan, Chung Sang-hwa, and Chung Chang-Sup. Their style 

of art creates a unique texture in which a variety of actions using oil colors or hanji 

are repeated on the canvas. The Korean art scene in the 1970s also feature many 

other artists who have utilized various methods for Dansaekhwa.

These artists developed their own distinct styles: the repeated geometric 

patterns of Jin Oksun; the geometrically expressed images of a pipe organ  by Lee 

Seung-jio; the repetition of dots using melted wax dripped onto the canvas by Hong 

Min-pyo; Park Jang-nyun’s realistic depictions of creases on the burlap of a canvas 

using a single color; formal experiments by Kim Hongsuk on the rich materiality of 

threads; layers of paint applied on the canvas using fingers dipped in paint by Yoo 

Byounghoon; and the repetition of diagonal lines drawn by Kim Hyung-dae using a 

specially devised tool after dabbing paint on the canvas.

Among Dansaekhwa artists, it can be deemed that Chung Sang-hwa was 

the closest in his approach to the essence of the genre. His extremely ascetic 

process largely involved creating a rectangular module pattern by pleating a canvas 

and then repeatedly inserting and removing paint within the pattern. His works are 

reminiscent of physicality, or corporeality, which has been one of the mainstays of 

post-modernism since the 1980s. Chung had the characteristics of a pioneer. In a 

manner, the surface of his canvas is a sort of skin created through repeated acts, 

which can be likened to the physical terrain.

5. The Inherent Values of Dansaekhwa

I once wrote the following in the opening remarks for The Art of Dansaekhwa 

exhibition catalogue, which was held at Kukje Gallery in 2014:

 “Korean Dansaekhwa was first discovered by the eyes of others. This is akin 

to the manner in which others can sense my scent while I cannot smell my 

own. It was the Japanese that first paid attention to Korean monochrome 

painting in the 1970s. In the Korea: Five Artists Five Hinsek, White show, 

which was organized and held at the prestigious Tokyo Gallery of Japan by 

the art critic Nakahara Yusuke and the owner of the said gallery Yamamoto 

Takashi, five artists were featured, consisting of Kwon Young-woo, Park 

Seobo, Suh Seungwon, Lee Dong-youb, and Hur Hwang. Nakahara wrote 

in the introduction of the exhibition that “the works of these artists are not 

demonstrative of any tendency against colorism as an 

expression of their perspective toward color, but rather 

they focus their interest on something other than color,” 

and art critic Lee Yil also stated in the introduction that 

‘white means more than a mere color to us. ... It is a 

universe in itself beyond a color.’”12

▲ Fig. 6
Park Seobo, Hanji used for the work 
and the making process of Ecriture

Courtesy of the artist
© So Jinsu

12. Oh Kwangsu, “Dansaekhwa and 
Korean Contemporary Art,” symposium 
material for the Dansaekhwa: Korean 

Monochrome Painting exhibition hosted 
by the MMCA, p.21
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In the context of Dansaekhwa, Lee Yil’s remark is highly allusive. He referred 

to white as “more than a mere color” or “a universe in itself,” by focusing on how 

white can be seen as the source of spirituality. His views are particularly valid in 

relation to the nation’s symbolic association with white. From the early years of the 

modern age, westerners visiting the country have directly linked Korea with the image 

of a “white-clad people,” as they encountered waves of people dressed in white.

 “The color white as witnessed by this journalist from the West draws 

interest in that it, too, stems from the perspective of another. Korea’s 

cultural symbolism behind white, as a representation of its so-called ‘white-

clad people,’ was developed throughout its long historical background. 

Such cultural symbolism converges through a variety of cultural media: for 

instance, white clothes worn by our ancestors; ‘white porcelain represented 

by the Moon Jar; white rice cakes placed on the table for important rites 

of passage, such as a baby’s hundredth day since birth and first birthday; 

white rice paper, one of the Four Precious Things of the Study; and hanji 

of various colors.’13 But Dansaekhwa does not limit itself to using white. 

As can be seen in Kim Guiline’s works, it also uses the Five Cardinal 

Colors of black, blue, yellow, red and green, while one of Ha Chonghyun’s 

monochrome paintings, created using the technique of pushing paint 

through from the rear side of a canvas, resembles a dark brown wall.”14

Hence, the act of defining black or white Dansaekhwa 

can be in reference to the idea of spiritual transcendence. 

While black and white may absorb or reflect light in its entirety, 

Dansaekhwa characteristically transcends such material 

properties. This is in association to why art critic Lee Yil viewed 

white as “more than a mere color.”

 “I valued the monistic sense of unity between materials 

and myself, or objects and the self, which is achieved 

through water’s ability to spill, smudge, or soak through. 

From this viewpoint, I tried to embrace the western 

Informel through the logic of eastern aesthetics in the 

1960s. And in the 1970s, I focused on how a ‘picture’ 

could convey the natural, immanent rhythm in the time 

and space of the East.”15

Chung Chang-Sup’s remarks above allude to an East 

Asian aesthetic notion of “unity between objects and the self,” 

as opposed to viewing the object as the other. This reveals 

the mental process of the artist seeking to move toward 

unselfconsciousness through the dynamics of unity between 

the artists and the object.

The idea that Chung’s work originates away from the scope of logic 

is demonstrated in the artist’s comment “My work is located in an area 

totally different from Western rationalism, i.e. the scientific view or formalist 

approach, because it only begins after removing the existing form, style 

and logical soundness.” This notion of turning away from logic can also 

be applied to the processes advocated by other Dansaekhwa painters, 

including Chung Sang-hwa, Park Seobo, and Yun Hyong-keun, whose 

works are uniformly characterized by unselfconsciousness, meditativeness 

and spirituality. They explore the “realm of the mind” through spirituality, 

tactility and repeated actions.

13. Yoon Jin Sup, “Landscape of the 
Mind,” p.9

14. Yoon Jin Sup, “The World of 
Dansaekhwa: Spirit, Tactility and 
Performance,” introduction of the 
catalogue for the Art of Dansaekhwa 
exhibition, Kukje Gallery, 2014 

15. Chung Chang-Sup, artist’s comment, 
catalogue for the Modernism of Korean 

Art: 1970-1979 exhibition

◀ Fig. 7
Chung Sang-hwa
Untitled 12-5-13

Acrylic on canvas
259.1 x 193.9 cm
2012
Courtesy of Gallery Hyundai
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I first coined the term “Dansaekhwa” to connote Korean 

monochrome paintings in the English edition of the catalogue 

for The Facet of Korean and Japanese Contemporary Art, a 

special exhibition held under the 3rd Gwangju Biennale in 2000. 

Prior to this point, countless expressions were used to refer 

to Dansaekhwa, including monochrome painting, solid-color 

painting, solid-color flat painting, monotone painting, and single-

colored paintings. The many anecdotes regarding the emergence 

and dissemination of the term in Korea and abroad shall be 

omitted here, since they have been widely covered in my previous 

works. Ultimately, the term succeeded in being commonly used 

worldwide, primarily due to the exhibition Dansaekhwa: Korean 

Monochrome Painting hosted by the MMCA in 2012 that laid the 

foundation for the global debut of the genre. To have curated this 

exhibition as visiting curator is a matter of great pride for myself, 

as the exhibition ultimately paved the way for Dansaekhwa to be 

introduced onto the global stage. 

Dansaekhwa is now venturing into the glare of global 

recognition. British art magazine Frieze has recently covered the 

genre in a feature article16, and the Taiwanese magazine Artco 

has published a Chinese rendition of one of my articles on the 

topic. In 2013, a special feature was printed in the American 

magazine Art Asia Pacific.

However, despite the keen interest of numerous 

international art magazines, some Korean galleries inadvisably err 

toward taking a purely commercial approach to the genre. Above 

all, for Dansaekhwa to truly take its place in the global arena, 

it must be accompanied by the necessary academic research 

and criticism. The current circumstances naturally necessitate 

that domestic galleries position themselves to work toward the 

common goal of more Dansaekhwa falling into the ownership 

of noted foreign museums and collections. Yet it is only when 

academic approaches can parallel increased ownership in 

collections abroad, that the welcome revival of Dansaekhwa can 

maintain its current level of success. 

From a Western point of view, the fact that Dansaekhwa 

has emerged somewhat belatedly as a genre may simply be 

a matter of curiosity for some, or even appear as whimsical. 

However, a substantial narrative can be established from the 

fact that today’s second-generation of Dansaekhwa artists, are 

following in the previous generation’s footsteps, by continuing 

in the tradition of using materials befitting the post-industrial 

age. At this point, greater discourse is necessary to identify why 

minimalism, a genre almost extinct in the West, has maintained 

its vitality in Korea for decades and continues to be established 

as a field of active experimentation. This is a matter which must 

not be approached with indifferent curiosity or to be interpreted 

by extraneous theoretical frameworks like “Orientalism.”

Kukje Gallery’s efforts following the 2012 MMCA 

exhibition has successfully contributed to the recent 

worldwide dissemination of the term Dansaekhwa, which is 

a matter of great joy for myself. The decision to use the term 

“Dansaekhwa,” instead of “Korean monochrome painting” 

in the opening remarks for the special exhibition catalogue 

of The Facet of Korean and Japanese Contemporary Art 

of the Gwangju Biennale in 2000, stemmed from the belief 

that it was necessary to exercise greater ownership over the 

inherently Korean genre. The term “monochrome,” which 

describes the genre in a more objective sense, would have 

failed to differentiate this category of work. Once the term is 

widely recognized throughout the world, we can then further 

exchange our opinions through unique personal interactions, 

ultimately arriving at a point where we may share more plentiful 

cultural resources. In this respect, a full-fledge discourse on 

Dansaekhwa may be initiated through productive conversations, 

once we have established a continuous stream of discussion on 

the genre. This is demonstrated by the fact that many industry 

associates in European and American art circles have begun to 

take an interest in Dansaekhwa. There is no longer any need to 

advocate parochial nationalism or excessive patriotism in an age 

of ubiquitous social media. The intrinsic values of each culture 

can only be fully appreciated once all cultures are embraced, 

and the world moves toward establishing a garden of diversity. 

Questions such as whether modernism has met its demise or 

what may be a substitution for modernism are irrelevant to the 

current agenda. Korean society, even with its highly advanced 

IT industry, is an embodiment of the coexistence of pre-

modern, modern and post-modern traits. The discussion on 

Dansaekhwa today is calling for more enlightened and broad-

minded contributions.

16. The article was authored by Yoon 
Jin Sup, Joan Kee, Sam Bardaouil 
and Till Fellrath, the latter two of 
whom organized the Overcoming the 

Modern, Dansaekhwa: the Korean 

Monochrome Movement exhibition at 
Alexander Gray Associates Gallery in 
New York in 2014.

▲ Fig. 8
3rd Gwangju Biennale, Catalogue and 
introduction for The Facet of Korean and 

Japanese Contemporary Art, 2000



Resonance of Dansaekhwa035034

Joan Kee

Joan Kee is Associate Professor in the History of Art at 

the University of Michigan, Ann Arbor, the first academic 

position in North America specifically created for the study 

of modern and contemporary art in Asia. A graduate 

of Yale College, she received a J.D. from Harvard Law 

School and a Ph.D from the Institute of Fine Arts at New 

York University. She is the author of Contemporary Korean 

Art: Tansaekhwa and the Urgency of Method (University 

of Minnesota Press, 2013), a finalist for the College Art 

Association's annual Charles Rufus Morey Book Award, 

given to an especially distinguished book in art history. A 

contributing editor to Artforum, she has written widely on 

East and Southeast Asian art for such publications as Art 

Bulletin, Art History, Art Margins, Archives of Asian Art, 

Oxford Art Journal, including editing a special issue on 

contemporary Asian art for Positions: East Asia Cultures 

Critique (2004) and co-editing an issue of Third Text on 

contemporary Southeast Asian Art (2011). 

Originally published as Joan Kee, "Tansaekhwa, In and Out". in From All Sides: 
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Blum & Poe, 2015: 6-42. This essay is an abbreviated version of the original text.
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article, “70 nyŏndae ŭi misul, kŭrigo kŭ 
ihu” (The art of the 1970s and after), in Yi 

Il misul p’yŏngnonjip hyŏndae misulesŏ 

ŭi hwanwŏn kwa hwaksan (The collected 
works of Lee Yil: The compression and 
diffusion of contemporary art) (Seoul: 
Youlhwadang, 1991), 110–18. As part of its 
campaign to promote the use of Korean, 
the language division of the Korea Art 
Education Promotion Association urged that 
monochrome be replaced by tansaekhwa. 
See “Misul chinhŭng hyŏp urimal yongŏ 
chŏngnipjagŏp hwalbal” (Korea Art 
Education Promotion Association active in 
establishing Korean terminology for art), 
Hankyoreh, February 18, 1990. 

3. Yun’s Umber and Blue No. 39, shown at 
the Second Independants Group Exhibition 
in Seoul in 1974, was among the first 
Tansaekhwa works Love saw. The work was 
an oil painting on canvas, measuring57 1/8 
x 69 1/4 in. [LB: This one got missed. Please 
confirm. JK: Yes, this is right]

4. Yoo Kŭn-jun, “Han’guk ch’usanghoehwa 
ŭi chŏngnip” (The establishment of Korean 
abstract painting)], Yesulgye 3, no. 1 
(Spring 1971): 34.

For a type of painting that allegedly said nothing, the works 

retroactively described as Tansaekhwa, had a lot to say. 

Translated as “Korean monochrome painting,” Tansaekhwa 

works questioned the terms by which painting was known. 

Never an official, organized movement defined by a specific set 

of prescriptions and declarations, Tansaekhwa’s representative 

works, at least until the mid-1980s, were both too subtly different 

and too strangely familiar to settle into the parameters of a 

recognizable collective style.1 Even its most enthusiastic viewers 

struggled to describe what it was that they saw. Tokyo-based 

American critic Joseph Love tried hardest, waxing eloquent in Art 

International on the “casual attitude towards finish, a singular lack 

of color in the usual sense, and almost no expressionism of either 

surreal-fantasy or emotional action varieties” 2

But as one of the most perceptive of all observers 

of Tansaekhwa, Love understood all too well description’s 

shortcomings, particularly in front of a work like Yun Hyong-

keun’s Umber Blue series. Begun in 1973, each work in the series  

consists of a canvas roughly divided into three column-like parts.3 

A large unmarked space is flanked on either side by two dark, 

almost black, pillar-like bands, the result of mixing ultramarine 

and umber pigments with turpentine.  The considerable expanse 

of pictorial space deliberately left unpainted emphasizes the 

physicality of the canvas in a way that stresses the painting’s 

objecthood. Yet this expanse does not invite the viewer into 

the canvas so much as call attention to its edges, the putative 

moments at which the painting is supposed to stop. 

The ambiguity so tantalizingly raised in Umber Blue (fig. 1) 

such as Umber Blue 30-V-75 is visible elsewhere in Tansaekhwa 

works. It led Yun and Chung Sang-hwa, Ha Chonghyun, 

Kwon Young-woo, Lee Ufan, and Park Seobo in directions 

that introduced different ways of looking at abstraction and its 

complicated relationships with painting. Born during Japan’s 

imperial occupation of Korea, which from 1910 to 1945 saw 

the Korean art world reconfigured according to the separation 

between Western-style oil painting and “Oriental” ink painting, the 

majority of Tansaekwha artists came of age professionally from 

roughly the late 1950s to the mid-1960s, when abstraction in 

South Korea was mainly discussed as if it were a language, 

and one with deep ideological connotations. A few artists lived 

and worked abroad, usually in Tokyo or Paris. But nearly all of 

Tansaekhwa’s stalwarts were acutely conscious of a modernity 

that for too long held artworks hostage in a brace of arbitrary 

distinctions, many of which resonated strongly with those facing 

Korean artists and viewers in their everyday lives as citizens of 

both a nation and world in flux. “Truly innovative abstraction,” 

Yoo Kŭn-jun wrote in the progressive journal Yesulgye in 

1970, is that which makes “irrelevant the distinctions drawn 

between ‘Oriental’ painting and ‘Western’ painting, between 

what is ‘Korean’ and what is ‘international,’ or between what is 

‘traditional’ versus what is ‘modern.’” 4 

Tansaekhwa: Inside and Out Joan Kee

▼ Fig. 1
Yun Hyong-keun
Umber-Blue

1975-1976
Oil on linen
120x181cm
Courtesy of Yun Seong-ryeol and PKM Gallery
© Yun Seong-ryeol 

For an in-depth examination of 
Tansaekhwa’s historical formation see 
Joan Kee, Contemporary Korean Art: 

Tansaekhwa and the Urgency of Method, 
(Minneapolis: University of Minnesota 
Press, 2013).

1. The École de Seoul series of 
exhibitions founded by Park Seobo are 
largely responsible for the recognition 
of Tansaekhwa elsewhere in Asia; for 
instance, the exhibitions of Tansaekhwa 
works in Taiwan during the 1970s and 
1980s were partly due to Park’s efforts, 
as evidenced by the spate of articles on 
“Seoul school” painting. See, for example, 
Li Heng-giu, “Hanguo hanchungpai 
xiandai huihua” (The modern painting 
of Korea’s École de Seoul), Lion Art 

Monthly 79 (September 1977): 11–18; 
Lee Shi-chi, “Dongfang jingshen zaitiren” 
(Reacknowledge the Eastern spirit), Lion 

Art Monthly 79 (September 1977): 19–23; 
and Lee Shi-chi, “Zhonghan xiandaihua 
zuotanhui” (Forum on modern Korean 
and Chinese painting), Lion Art Monthly 

159 (May 1984): 56–63.  Yet the works 
shown in the École de Seoul exhibitions 
were diverse, often including freestanding 
works that coincided or resonated with 
those shown in other experimental shows, 
such as the Taegu Contemporary Art 
Festival or the S. T., an informal artists’ 
group, based in Seoul and begun in 
1969, which was mainly concerned with 
conceptual and performance art.

2. Joseph Love, “The Roots of Korea's 
Avant-Garde Art,” Art International 19, 
no. 6 (June 15, 1975): 31. Art writing 
in Korea during the 1970s and 1980s 
indicates that the general reference term 
was monokŭrom, which is borrowed 
directly from the English monochrome. 
The term monochrome was regularly used 
in Japan. Despite the many Tansaekhwa 
works exhibited in Taiwan in the 1970s 
and 1980s, neither tansaekhwa nor 
monochrome appears anywhere in the 
published critical literature. Tansaekhwa 
was used increasingly in the early 1990s 
by Lee Yil, who added the word to his 
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Objects of Their Abstraction

Different as their backgrounds were, Tansaekhwa artists 

shared an interest in getting to know the object through its most 

basic material properties. That interest was so intense as to 

amount to a kind of belief. Their world was marked by not only the 

material deprivations experienced in the wake of the Korean War 

but also the realization of imminent dispossession. What is here 

now may no longer be tomorrow—a truth painfully affirmed with 

increasing frequency in late 1960s and early 1970s Korea as civil 

liberties were suspended in the name of national security. That so 

many Tansaekwhwa artists insisted on showing what paper, paint, 

or canvas could do, even to the point of stressing the obvious, was 

a means of establishing concreteness, albeit temporarily. Their 

works were methods of inscribing their presence upon the object 

and the viewer in ways that could not be easily undone or ignored.

It was not a coincidence that the work appeared just when 

the word experiment (silhŏm) was becoming increasingly common 

parlance among some critics. The term was used to justify the 

violation of the well-entrenched medium categories so unequivocally 

accepted by the several informal artists’ groups that proliferated 

in the mid- to late 1960s. Nor was it mere chance that Kwon’s 

works appeared just as the comparatively recent contest between 

abstraction and figuration began to seem as inconsequential as the 

older division between painting and sculpture.5

In 1969, Tokyo-based Lee Ufan published a review of 

contemporary Japanese art in Space, then the leading publication 

for visual culture and the only consistently published outlet for 

visual art criticism in South Korea.6 The article prominently featured 

many of the artists whose works would soon be associated with 

Mono-ha, the constellation of influential Japan-based artists known 

for their unexpected and deliberately incongruent arrangements 

of natural and man-made materials.7 Lee stated, “There may be 

viewers who will be upset at such works, asking how these things 

could be art. But those who produce such things are in fact 

afraid of having their works be called art at all.”8 Using the term 

encounter, Lee emphasized the moment when things—including 

objects and people—established a relationship with each other.9 

Much of this emphasis was to bypass what he saw as Western 

art’s preoccupation with representation. It was not necessary 

for art to impart meaning or even to make sense; indeed, the 

encounters that seemed to intrigue Lee most were those that were 

visually or physically unstable. 

The timing of Lee’s article or his works could not have been better, 

especially for the A. G., a group of Seoul artists and critics who banded together 

in late 1969 to exchange ideas and exhibit works based on the relationship of 

freestanding objects in a particular physical space. The group’s chairman, Ha 

Chonghyun, then engaged in pushing the limits of received ideas of painting and 

sculpture, was the group’s first chairman. 

Eventually Ha returned to painting. Only now it was painting that reflected 

the memory of what it was like to work with freestanding objects. For early versions 

of what he initially called Works, but would later be renamed Conjunction, he 

stretched an expanse of coarsely woven hemp and attached its corners to four 

roughly waist-high metal posts. With a painting knife, Ha pushed thick oil paint up 

from beneath a canvas whose coarseness (approximately six threads per half inch) 

readily enabled such penetration (Work 74-06, fig. 2). He then spread, or swept, the 

pushed-up paint across the canvas using a knife or brush (Conjunction 75-1, Work 

77-15, fig. 3). In certain instances, the artist crouched beneath the stretched canvas 

to better control the movement of the paint.  

5. For an overview of key groups, 
along with reprints of their exhibition 
pamphlets and catalogues, see Oh, 
Han’guk hyŏndae misul tasi ilkki II.

6. Lee Ufan, “Ilbon hyŏndae misul 
ŭi tonghyang” (The direction of 
contemporary Japanese art), Space 4, 
no. 7 (July 1969): 78–82. 

7. On Mono-ha, see Monoha to posuto 

monoha no tenkai: 1969-nen ikō no 

nihon no bijustsu (The development of 
Mono-ha and post-Mono-ha works: 
Japanese art after 1969), ed. Toshiaki 
Minemura (Tokyo: Tama Art University 
Museum and Seibu Museum, 1987); 
1970-nen—busshitsu to chikaku: 

Monoha to kongen o tou sakkatachi 
(Matter and Perception 1970: Mono-
ha and the search for fundamentals), 
ed. Museum of Fine Arts, Gifu, (Tokyo: 
Yomiuri Shimbunsha and Bijutsukan 
Renraku Kyōgikai, 1995); Yasuyuki 
Nakai and Azumi Sakai, Mono-ha saikō 
(Reconsidering Mono-ha) (Osaka: 
Kokuritsu kokusai bijutsukan, 2005); 
and Mika Yoshitake, Requiem for the 

Sun: The Art of Mono-ha (Los Angeles: 
Blum & Poe, 2012).

8. Lee, “Ilbon hyŏndae misul ŭi 
tonghyang,” 82.

9. See Lee Ufan, Deai o motomete: 
Atarashii geijutsu no hajimari ni (In 
search of encounter: At the dawn of a 
new art) (Tokyo: Tabata Shoten, 1971).

▶ Fig. 2
Ha Chonghyun
Work 74-06

1974
Oil on hemp
60 3/8 x 45 3/4 inches
Courtesy of the artist and Blum & Poe
Los Angeles/New York/Tokyo
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Toward Paintings That Were Not Pictures

For Ha, the goal was to question what it is that canvas 

does other than serve as a painting’s support. “To ask what is 

being painted is a meaningless question,” he asserted.10 The point 

was to ensure that the resulting painting would not be business as 

usual: “It appears as though I have deliberately avoided painting 

to produce representation or shape.”11 Yet Ha never wanted 

to imitate sculpture per se; he was fortunately too interested 

in exploring the possibilities of treating materials as literally as 

possible. Nevertheless, he admired the laboriousness and hands-

on quality so repeatedly ascribed to sculpture (Conjunction 74-26).

Now resettled in Kobe, Japan, Chung Sang-hwa raised 

similar concerns in his rectangular paintings based on the 

repeated application and stripping of paint.12 Yet before he 

became known for his technique—a fact that says more about the 

enduring requirement that Korean artists possess particular skills 

10. An Yŏng-sin, “Ha Chong-hyŏn: 
Attŭrie t’ambang”(A visit to the atelier of 
Ha Chonghyun), Hwarang 28 
(Summer 1980): 88.  

11. Ha, “Muljil kwa hoehwa ŭi chohwa,” 25. 

12. A Korean resident of Kobe was said 
to have bought one of Chung Sang Hwa’s 
works in Seoul in the mid-1960s, an act of 
generosity that allegedly helped persuade 
Chung to make Kobe his permanent home 
in 1969; see Ito Makoto, “Chung san no 
koto” (About Mr. Chung), in Chung Sang 

Hwa sakuhin ten (Osaka: Shinanobashi 
Gallery, 1970).

13. Chung Sang-hwa, interview with the 
author, August 14, 2014.

▲ Fig. 3
Ha Chonghyun
Conjunction 75-1

1975
Oil on hemp
66 15/16 x 96 7/16 inches
Courtesy of the artist and Blum & Poe, 
Los Angeles/New York/Tokyo

▶ Fig. 4
Chung Sang-hwa
Untitled

1969
Acrylic on canvas
116 x 73cm
Courtesy of the artist and 
Gallery Hyundai

than it does about what their works actually look like—he was not 

quite finished with color. Circular forms of white, purple black, and 

a dramatic orange red mingle and merge on a rectangular canvas 

whose edges just barely hold them in place. The geometry clearly 

appealed to Chung’s new audience, including Yoshihara Jirō, 

the legendary patron and leader of the Gutai group who invited 

the new arrival to join the established, if increasingly fragmented, 

constellation of artists perhaps best known for pitting painting 

against performance.13  

But these geometries were the remains of an intense 

process of painting, spraying, and scraping. The starting point 

was always a canvas primed with white paint. On this surface, 

Chung applied other colors, sometimes using a brush to produce 

gradated striations and other times with a mat blade to flatten 

the paint into the surface. He sprayed the canvas from behind 

to loosen sections of dried 

paint he subsequently tore or 

scraped off with a knife. Often 

the removal was so forceful it 

exposed the raw canvas itself. 

In one early work (Untitled, 

1969, fig. 4-6), orange-pink 

circles are shaded around the 

edges so that they appear 

to have volume. They project 

slightly from the surface, an 

impression emphasized by 

the fine white line that outlines 

each circular form, the remains 

of the original primed canvas. 
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More telling are the kinds of white used. If the white half-

circle in the upper-right-hand corner in one work looks particularly 

stark in comparison to its somewhat deflated white counterpart 

on the left, it is because the former is the original primed canvas 

and the latter is painted. White posed a special challenge, one 

Chung acknowledged when he described the tendency of his 

viewers to treat it as a “non-color,” as “empty,” and as something 

that had to be seen in contrast to other colors.14 In response, he 

actively exposed more of the raw brown canvas, using its gray-

yellow undertones and coarsely woven surface as a foil. 

 Chung’s concerns resonate with what Lee Yil described 

as Yun’s “complaint against form.”15 Initially interested in the 

cinnabars and blue greens characteristic of traditional decorative 

coloring (tanch’ŏng), Yun gravitated later toward darker colors 

(Untitled, 1970, fig. 7), opting for what Lee called the “erasure 

of color”16 The notion of how paint behaves reminds us of Yun’s 

interest in chance, or, more specifically, his interest in making 

visible the point at which he withdrew from manipulating the 

pigment. The canvas weave is apparent, as is the ductile nature 

of the support, emphasized by the rate at which the pigment 

separated from its turpentine binder, its pace enhanced by the 

coarseness of the canvas. Dark parts do not frame the unmarked 

central space in the way that rivulets of bright color do in a work 

by Morris Louis, another artist with whom 

Yun has often been compared. The canvases 

that Louis used were so large the issue of 

management took on considerable urgency. 

His bright, saturated colors draw attention to 

the corners of the canvas in ways that make 

it seem less enormous. Yun instead searched 

for an internal scale that might justify the 

painting’s existence. This was not simply a 

matter of taming largeness through merely 

filling as much canvas space as possible. 

Managing pictorial elements was the priority. 

Later versions of Umber Blue show space 

partitioned into different bar-like lengths. At 

the same time, Yun avoided undertaking this 

management through an exclusive appeal to 

geometry—the painting cannot be read as an 

arrangement of squares or rectangles. Or, as 

critic Yi Kyungsung pointed out, there “was no 

image to block the eyes” from taking account 

of the space in which the work was shown.17 

14. Chung Sang-hwa, interview with Lee 
In-hyeon, “Sigak e hosohanŭn ch’ŏljŏhan 
p’yŏngmyŏnhwa: Chŏng Sang-hwa ssi ege 
tŭnŭnda” (A comprehensive flatness that 
attracts the eye: According to Chung Sang-
hwa), Space 15, no. 6 (June 1980): 93.

15. Yun Hyong-keun, interview with Lee 
Yil, “Ch’ejiljŏgigo chikgwanjŏgŭro todarhan 
segye” (A world reached intuitively and 
through temperament), Space 24, no. 11 
(November 1989): 133.

16. Ibid.

17. Yi Kyungsung, “T’ŭgihan chohyŏng 
kamgak ŭi kyŏnghŏm” (An experience 
of a unique plastic sensibility), Space 11, 
no. 12 (December 1976): 82.

◀ Fig. 5
Chung Sang-hwa
Untitled

1970
Acrylic on canvas
195 x 130cm
Courtesy of the artist and Gallery Hyundai

▼ Fig. 6
Chung Sang-hwa
Untitled 77-0-A

1977
Acrylic on canvas
35 7/16 x 23 5/8 inches
Courtesy of the artist and Blum & Poe, 
Los Angeles/New York/Tokyo

▼ Fig. 7
Yun Hyong-keun
Untitled

1970
Oil on canvas
41 x 32 cm
Courtesy of Yun Seong-ryeol
© Yun Seong-ryeol 
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Among the more sophisticated members of Yun’s audience, 

Yi was getting at the non-anthropocentric dimension of Umber Blue. 

The key relationship is not the one between painting and viewer, as 

encapsulated by the image. It is the relationship between works. 

Think, for a moment, of Yun’s attraction to works by Mark Rothko, 

which he saw during his brief New York sojourn in 1974. But where 

Rothko stacked rectangular blocks along a vertical axis, even as they 

expanded laterally toward the left and right edges of the canvas, Yun 

divided pictorial space into sections that pulled the painting apart.18 

The majority of the Umber Blue paintings have an unusually large 

amount of blank space, while the works’ pigment-stained bands 

hover like bit players in the wings. These paintings are not meant to 

face their viewers directly; they look sideways to the other paintings 

sharing the same wall or gallery space.

To paint as if painting was no more than a means of creating 

pictures was an approach that could not be easily ignored, however. 

In the early 1970s, Kwon strayed somewhat from the path that he so 

boldly forged in his groundbreaking 1966 exhibition. Something of 

this was reflected in the covers he designed for magazine journals. 

Their concentric circles and ovular mounds inject a dynamism 

that overcomes the severe restrictions of space, color, and design 

typical of Korean magazine covers of that time. They were not 

unlike the soothing geometries Chung Sang-hwa produced in 1971; 

their individual parts seemed to fit together effortlessly, although 

not without traces of struggle. But Chung was equally interested 

in exposing all the seams. After painting a coarsely woven brown 

canvas with multiple layers of white paint, sometimes mixed with 

gray and blue. Concentric and overlapping circles appear to spin 

away from the center of the picture, their movement stopped by the 

confines of the rectangular edges. 

Around this time, Chung moved away from vinyl-based paints 

to more durable acrylics (Untitled, 1970, fig. 5). He also applied 

several layers of zinc-based white paint onto untreated raw canvas, 

stretched and mounted upright. Chung built up the layers into 

thicknesses of as much as 3/16 of an inch, after which he removed 

the stretcher bars. Laid on a flat horizontal surface, the canvas 

became loose, flexible, and even flimsy. Chung remarked that canvas 

was “fabric you can grab and crinkle, like the creases of a skirt.”19 He 

then turned the primed canvas over to expose its untreated back; 

on this side, the artist repeatedly inscribed vertical and horizontal 

lines, and, occasionally, curves, with pencils of varying thicknesses. 

The considerable pressure he applied caused the primed surface 

to crack at random intervals, a process Chung further encouraged 

by folding the canvas into accordion-like pleats and then stamping 

each pleat with the edge of a metal scraper or knife. Thus treated, 

the canvas was reattached to the stretcher bars, from which the artist 

proceeded to strip tiny rectangles of dried paint from the surface 

using a burin-like tool or a scalpel-like utility knife. To ensure balance, 

he periodically rotated his canvases, often working centrifugally from 

the outermost edge. Remaining areas were repainted, or in Chung’s 

words, “filled,” with several coats of less matte acrylic paint. In some 

works, whole areas were repainted to emphasize larger incidents of 

interruption. Over time, the paint dried out, which in turn produced 

thin hairline cracks in the mottled surface. As more paint dried, it 

peeled away from the upright canvas. The cracks then expanded 

into wider and deeper fault lines that called attention to the roles of 

illumination and shadow in painting. 

 Labor is central. So is gesture. But as Chung himself 

noted, paintings are more than “what repeated actions excrete.”20 

His most successful paintings do more than record past gestures. 

One example is a large work from 1973 that is based on a faltering 

compromise between regeneration and disintegration. Another is a 

1975 grid that somehow refuses to settle into the kind of repression 

and stillness so routinely, even automatically, attributed to this 

most modernist of compositional structures. Paint peels away from 

the canvas as its weight succumbs to time, gravity, and changing 

temperatures. Yet the grid form is so recognizable because of 

the flaking paint and cracked surface. The work calls painters to 

remember their own indebtedness to material properties or, as in 

another work from 1977, the energy produced from juxtaposing 

different properties.

Kwon would have agreed. In an untitled work, the ripped 

paper takes on an unprecedented prominence. The work was made 

by the artist pressing his fingers directly into, and against, a papered 

support mounted upright on an easel. Kwon’s marks seem to literally 

poke holes into the grandiose claims of purity and eternity associated 

with monochromatic painting, especially white monochromes. At the 

same time, Kwon appears to fully recognize the vulnerability of the 

paper. In one photograph, he cautiously reaches toward the paper as 

if about to stroke its surface, a gesture that suggests a measure of 

care toward the materials.

These early investigations expanded into a full-blown tension 

between materiality and image. For his fourth solo exhibition, at the 

Sinsegye Gallery in Seoul in 1977, Kwon produced works by tearing, 

or puncturing papered supports using various instruments, including 

his own hands, the end of a paintbrush, an awl, or a wooden dowel 

with a sharpened end. Kwon layered multiple sheets onto a plywood 

support to emphasize the resistance of the paper and the force with 

18. See Joseph Love, untitled essay,
in Yun Hyong-gun (Seoul: Munheon 
Gallery, 1976).

19. Chung, interview with 
Oh Sang-gyel, 321.

20. Chung, interview with 
Lee In-hyeon, 92.
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which he punched through its surface. He applied up to ten layers, 

creating a surface whose hardness and durability was similar to that 

of drywall. The works involving rips were covered with as many as 

three or four layers of paper. The plethora of small tears peeling away 

from the supports in works, such as an untitled work from 1977, 

demanded close attention to the surface, which eventually made one 

think about paper not in terms of its function as a support for color 

but in terms of its materiality. 

In emphasizing the tactility of paper to a previously 

unprecedented degree, Kwon appeared to ask himself if it were 

possible to untie the cultural connotations of hanji from its purely 

material properties. The reception of his 1977 show made it evident 

that it was not. Critics either admonished him for throwing in his lot with 

“contemporary art” or refused to take his works seriously, as perhaps 

too cruelly suggested by their use of the word “fun.”21 Even the relatively 

nonpartisan Park Yong-sook lamented Kwon’s allover rips and tears, 

asserting that in treating paper as just another material substance, the 

artist wrongly abandoned his duty to paint.22 To Park, experimentation 

like Kwon’s was a step toward “digging the grave of ink painting.”23 

Not wanting to be defined by his background or by the 

institutions with which he was affiliated, Kwon decided to move to 

Paris in 1978, saying, “In my passport I state that the reason for my 

trip is to study.”24 Living in relative obscurity, he was free to explore 

what he wanted without either the burden of being known as an 

ink painter or the institutional—and possibly, state—pressures that 

“made it impossible to focus entirely on making work.”25 During his 

state of virtual self-imposed exile, Kwon sought to divorce hanji from 

its legacy, a quest confirmed in part by his decision to sign his works 

in English rather than use the traditional red seal that of his earlier 

paintings. He continued producing punctured works. First, he wet 

small circular sections of the hanji sheet with glue, then, while still 

wet, he punctured these sections with a finger, a brush, or an awl. 

The sheet was then applied to a support covered with several more 

layers of hanji. The punctures protruded toward the viewer and, when 

lit from above, cast shadows onto the white surface. 

From 1980, Kwon tore through the hanji using an array of tools 

(Untitled, 1980, fig. 8-9). He tore just enough to disturb the surface 

but not so much that the work became a mere record of prior activity. 

In a major solo exhibition at the Hyundai Gallery in Seoul in 1982, 

the works provoked some viewers to wonder if Kwon’s repudiation 

of the color black was in fact an alibi to justify his experiments in 

plasticity.26 Yet his exclusion of color was so complete that some 

viewers ceased to regard the materiality of paper, seeing only a “world 

of nothingness.”27

A comparison of Kwon’s work with work by Chung, who 

relocated to Paris at almost the same time as Kwon, is revealing 

(Untitled, 1977). From a distance, Chung’s work looks like a field of 

pure white. The effect of total whiteness exists in spite of hairline 

cracks in the painting’s finish, as well as occasional grayish blues 

and beiges that peep through the painted surface. These cracks and 

glimpses of underpainting initially appear as minor disturbances that 

fail to displace the monochromatic substrate as the painting’s central 

focus. On closer inspection, however, the viewer becomes more 

aware of the exchange that takes place among these disturbances 

in the surface. The strongest of these works, however, manage to 

do more than simply repeat the form of the grid or the monochrome. 

As Chung observes, the surface must be thick enough to “rise up 

and meet its audience.”28 Too thin and the work merely illustrates the 

grid. Too thick and the painting threatens to become overly flat and 

smooth. Deciding when to stop painting consequently became one of 

Chung’s greatest challenges. 

21. Oh Kwangsu, “Chŏnt’ong sojae 
wa sŏgujŏk chohyŏng chŏngsin” 
(Traditional subjects and a Western 
mind-set of plasticity), Space 12, 
no. 6 (June 1977): 95. 

22. Park Yong-sook, “Tongyanghwa 
ŭi sae hŭrŭm” (New currents in ink 
painting), Kyegan Misul 1
(Winter 1976): 49.

23. Ibid., 50.

24. Kwon Young-woo, “Yŏhaeng 
mokjŏk—STUDY” (Purpose of trip—
STUDY), Kyegan Misul 8
(Winter 1978): 128. 

25. Kwon Young-woo, quoted in
Kim Chŏng-hwa, “Kwŏn Yŏng-u 
hwabaek kwa hamkke” (A talk with 
Kwon Young-woo), P’ari Han’gu, 
January/February 1987.

26.   Kim Pyŏng-jong,
“Chakka Kwŏn Yŏng-u” (The artist 
Kwon Young-woo), Space 17, no. 6 
(June 1982): 42. 

27. Ibid.

28. Chung, interview with the author, 
August 14, 2014.

◀ Fig. 8
Kwon Young-woo
Untitled

c. 1980
Korean paper on rag board 
mounted on panel
63 7/8 x 51 inches
Courtesy of the Estate of Kwon 
Young-woo and Blum & Poe, Los 
Angeles/New York/Tokyo
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◀ Fig. 10
Park Seobo
Ecriture No. 42-43-73

1973
Pencil and oil on canvas
161.93 x 130.18 cm
Courtesy of the artist 

29. Hong Hwi-ja, “Isaek chŏnsihoe 
kannŭn Park Sŏbo ssi” (An unusual 
exhibition by Park Seobo), Tonga Ilbo 
1 (October 1973).

30. Hong, “Isaek chŏnsihoe kannŭn 
Park Sŏbo ssi.” 

The Marksmanship of Lee Ufan and Park Seobo

Nothing has been used to describe Korean monochrome 

painting, but the more accurate term is nowhere. For viewers who 

accept the invitation of the painting, there is nowhere else to go but 

back into the physical world from whence he or she came. How to 

paint without producing a picture was in fact a real challenge for many 

Tansaekhwa artists, whose cosmopolitan awareness of international 

developments made it especially difficult to ignore external demands 

that they prove the cultural singularity of their works. After having 

invested so much of his early career in promoting abstraction as a 

necessarily international language, Park Seobo found this particular 

task especially difficult, as demonstrated by early versions of the 

Myobŏp works he debuted in Seoul and Tokyo in 1973. A rectangle 

covered with fine diagonal incisions appears to project outward 

from another larger and darker triangle, also covered with diagonal, 

albeit coarser, incisions. The work reads as a representation of one 

rectangle enclosed and contained within another rectangle. Park 

described himself as “an artist who refuses the image.” “All that is 

left,” he insisted, is “the infinite repetition of a type.”29 In his newly 

unveiled series, canvases were stretched very tight so that when he 

made contact with his pencil, he could feel “the canvas vibrate as it 

bounces back [against the pressure of the pencil].”30 (Écriture No. 43-

73, fig. 10). In the relatively cramped space of the Myongdong Gallery, 

where Park first presented the Myobŏp works, the artist hung a large 

canvas next to a smaller work. The two works were hung about four 

inches away from the wall so that they projected into the physical 

space of the viewer. 

◀ Fig. 9
Kwon Young-woo
Untitled

1973
Korean paper on plywood
63 3/4 x 48 1⁄16 inches
Courtesy of the Estate of 
Kwon Young-woo and Blum & Poe, 
Los Angeles / New York / Tokyo
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The installation emphasized the centrality of distance 

in the Myobŏp paintings, which only make sense when seen 

at very close range or from a considerable distance. Viewed 

close up, we begin to imagine the force with which Park pushed 

his pencil through the layers of resistant oil paint. Park used a 

shade of white paint that both foregrounds and obscures the 

dark gray pencil marks: “the white I use is that which betrays the 

least personality.”31 Its lightness or, rather, creaminess sets off 

the darkness of the pencil lead. Yet it does not offer a serious 

challenge to the pencil in the way that a stark white might. The 

lead stands out against the cream—or in some cases, gray—

support, but it cannot render the painting into a figure-ground 

proposition. At a distance, we can track where and in which 

direction the lines move. But when seen from the position usually 

expected of a respectful gallery visitor, the painting recedes into 

the wall, just another object among many others. 

The Myobŏp works offer a means to consider how 

painting can be defined as a set of shared assumptions that 

inform a habitual way of doing. This is foregrounded through a 

comparison of Park’s works with those of Lee Ufan, whom Park 

met in 1968 and with whom Park sometimes painted.32 During his 

travels in Europe and the United States after participating in the 

1971 Paris Biennale, Lee found himself especially intrigued by the 

works of Lucio Fontana, Yves Klein, and Barnett Newman, which 

presented a different approach to painting—as a field where “body 

and substance collided.”33 By the fall of 1972, Lee completed the 

first of his From Line paintings, which involved pulling a round-

tipped brush, normally used for ink painting, from the top edge 

of a canvas to the bottom.34 The force with which Lee pulled the 

brush through caused it to deposit non-viscous mineral pigment 

onto the canvas so that the painting became a record of somatic 

activity. Not long after embarking on the From Line works, Lee 

began his From Point series, which followed a similar method, 

except that the brush was repeatedly pressed into the canvas to 

form round or elliptical, or, less often, squareish points. 

The shift to painting was not so much a break as a 

continuation of Lee’s previous interest in staging unexpected 

viewing experiences through the pairing of different materials. The 

debut of the From Point and From Line series occurred in 1973 at 

Tokyo Gallery, where they were shown alongside examples from 

an earlier series of notched wooden panels titled From Notch, 

also known as Cut Up. The juxtaposition pointed up the effect of 

depositing and redepositing varying amounts of pigment on an 

inert support. 

Seen over a period of time, however, we cannot but notice 

how each row of points appears to fade into pictorial space, 

however shallow that space might be.35 Considering Lee’s earlier 

explorations of optical illusion in painting, this sense of recession 

acknowledges the debt owed by certain kinds of abstraction to 

the tug-of-war between materiality and illusionism. Both From 

Line and From Point ease concepts particularly suited to the 

discussion of ink painting back into view, which is unsurprising 

given Lee’s early training in the medium. 

Still there is just enough variety between the marks so 

that they are neither monotonous nor so individually discrete as 

to disrupt the pattern to which they belong. The marks activate 

the flow of energy in a way that is significantly different from the 

sequencing underlying other works based on ordered repetition. 

Indeed, a major challenge for Lee was to enact repetition without 

lapsing into mechanization or banality, a recurring problem 

throughout the centuries-old history of ink painting: painting 

meant more than the mere occupation of physical space on 

a canvas. Several works from the From Line series show Lee 

appearing to skip over a line so as to open up canvas space. In 

others, he deliberately sabotaged the consistency of his method 

of pulling his brush so that lines appeared to become points. 

Incidentally, this is where Lee makes plain the importance of 

labor. He may use the literati painter’s brush, creating an image of 

effortless refinement, but encrypted within each brushstroke is the 

image of Lee hauling stones or heavy steel plates that featured so 

prominently in the Relatum works he continued to produce.

Color was critical. Most From Line and From Point works 

featured bright vermilion or deep cobalt against a white or, less 

commonly, yellowish canvas. The starkness of the color contrasts 

ensured that viewing would begin in a moment so brief as to be 

justly called infinitesimal, particularly when seen under the artificial 

lighting of a gallery or a photographer’s studio. Lee experimented 

occasionally with white, producing works that ostensibly 

disappear into the light. But by applying white as an accumulation 

of discrete points, rather than large geometric areas, Lee made 

it difficult for viewers to bypass the work altogether. Even when 

juxtaposed with the chromatic drama of some other From Point 

works, the presence of a white-on-white From Point remains as 

palpable as ever. We sense that something is happening on the 

canvas yet we must work to discern what that event is. Here is 

where Lee makes his best case for the virtues of slow looking.

The very effort needed to see a white-on-white work 

reminds us also of Lee’s interest in triggering the viewer’s 

31. Park Seobo, “Tansang ŭi nout’ŭ” 
(Random notes), Hwarang 33 (Fall 1981): 
61. Park added that the white he used was 
a combination of multiple colors, added to 
neutralize what he described as the high 
purity levels of the white coming directly 
from the tube. 

32. On the circumstances of their meeting, 
see Joan Kee, Contemporary Korean Art: 

Tansaekhwa and the Urgency of Method 

(Minneapolis: University of Minnesota 
Press, 2013), 105–6.

33. Nakai Yasuyuki and Kajiya Kenji, 
“Oral History Interview with Lee Ufan,” 
December 19, 2008, Oral History Archives 

of Japanese Art, accessed July 6, 2014, 
http://www.oralarthistory.org/archives/
lee_u_fan/interview_02.php.

34. Ibid. Lee states that a number of works 
from both series were sold by the Minami 
Gallery to European and US collectors 
prior to their Tokyo Gallery debut in 1973. 

35. This work was shown in Lee’s 
solo exhibition at Tokyo Gallery, 
March 1–19, 1977.
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recognition that he or she is situated in a particular time and place. 

Lee’s understanding of orientation and scale facilitates this process. 

In one work, he built the painting in from the physical edges of the 

canvas. Rows of points parallel the edges, successively rotating 

inward toward the picture’s center. Other works show Lee spacing his 

points evenly throughout the canvas, imitating how we see objects 

directly in front of us by shifting our eyes left and right. In From Point, 

Lee also deals frontality a few blows for good measure. The sum of 

three separate rectangular canvases, this work pivots around the 

junctures where one canvas joins another, marking the points at 

which Lee first impresses his brush. Seeing the work directly from 

the front therefore makes less sense than viewing it from the edges 

where he initiates his series of points.  

Close physical encounters were also crucial to Park Seobo, 

who repeatedly claimed that he began Myobŏp after a session of 

watching his second son’s attempt and failure to write within the 

lines of the paper typically used by Korean students for penmanship 

practice.36 Indeed, Park would add another name for Myobŏp 

sometime between 1974 and 1976: Écriture. First proposed by his 

friend, the critic Bang Keun-taek, an avid follower of structuralism, the 

term brings to mind Roland Barthes’s seminal 1967 essay, “Death of 

the Author.”37(Écriture No. 54-77)

But Myobŏp demanded a kind of attention and a set of skills 

noticeably different from those employed by Lee: scratching and 

scrawling, as opposed to Lee’s process of impressing and pulling. 

The blank canvas was a source of endless intrigue for Park, posing 

the challenge of trying to ensure that a painting would be accessible 

in the same way from all four sides. Yet Park’s paintings were and 

are highly somatic. Returning to the language of ink painting and its 

dependence on theories concerning the flow of energy, Park called 

the brief untouched spaces in his work “breathing holes.” 

For South Koreans living under an authoritarian regime, the 

issue came down to who had the right to be an author or, more 

fundamentally, a creator. In 1972, the Yushin Constitution essentially 

awarded the state the right to do with citizens’ civil liberties as it 

saw fit, an expansion of power that by 1975 resulted in catastrophic 

suppression. Under such circumstances, the idea of authorial 

intention was reframed as wanting to make way for the viewer and his 

or her capacity to experience the world without unsolicited external 

interference. Upon the debut of his Myobŏp works in 1973, Park 

stated: “We have come to a point where it is no longer possible to 

represent anything,” a cryptic remark that said far more about what 

was happening at that time than any outright critique could.38 That 

he felt the limits of representation was perhaps due to what he knew 

to be an unavoidable closeness between visual art and visual culture 

funded by the state, a proximity that he, as a participant in the National 

Documentary Paintings Project, the single largest visual arts program 

sponsored by the South Korean state, was especially familiar with. 

Some versions in the Écriture series show Park extending 

the curve of his lines (Écriture No.5-80), while in others he obliterates 

pictorial space by pushing the pencil back and forth across the 

canvas (Écriture No. 45-75, fig. 11). Still others, like Écriture No. 64-

74-77 (fig. 12), show what look like wavering tally marks herded 

together in neat, precisely ordered rows. In some cases, Park laid the 

canvas flat on the ground and then positioned a raised plank over 

the surface of the canvas, allowing him to get as close as possible 

without actually touching it. The only contact is through the pencil, 

which in Park’s hands is a tool for sketching and, specifically, shading. 

“I do not express anything. Therefore, I depict nothing.”39 In the early 

days of showing Écriture, Park maintained this attitude, indicating his 

disinterest in rehearsing painting’s supposed ability to convey meaning. 

36. The title Myobŏp was among a 
number of options Park considered; 
he settled on it after consulting with 
Lee Ufan. Park Seobo, interview 
with the author, May 29, 2014.

37. “Death of the Author” resonated 
with Lee Ufan’s efforts to reconsider 
artistic creation as a means of 
redistributing authorial authority. As 
Lee’s friend the art critic Nakahara 
Yusuke would point out: “The 
word ‘from’ connotes something 
temporal, not spatial. It is entrusted 
to the one who sees (emphasis 
mine).” Nakahara Yusuke, untitled 
essay, in Lee Ufan (Tokyo: Tokyo 
Gallery, 1977). Republished in 
Korean as “Yi U-hwan chŏn” (An 
exhibition of Lee Ufan works), 
Hwarang, Spring 1978, 96. 

38. Park Seobo, quoted in 
“‘Myobŏp’ŭl hyanghan 
kk’ŭtŏmnŭn panbok” (Endless 
repetition undertaken for the 
‘Myobŏp’ works), Chubu Saenghwal, 
October 1973, 66.

39. Park Seobo, quoted in 
“Mai ribing” (My living), Chugan 

Kyŏnghyang, October 7, 1973, 99.

▼ Fig. 11
Park Seobo
Écriture No. 45-75

1975
Pencil and oil on canvas
129.86 x 161.61 cm
Courtesy of the artist 
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In some ways Tansaekhwa was what its detractors later 

claimed: a retreat into form. But it was a retreat that turned 

out to be an advance into the very heart of what was really at 

stake in Yushin Korea. Form, specifically visual form, was the 

crucible through which questions of agency were debated. The 

state recognized this immediately, as seen by its early initiation 

of such enormously, ludicrously ambitious programs as the 

National Documentary Paintings Project and by the proliferation 

of images, particularly photographs, that celebrated the 

Korean state’s unchecked frenzy of construction undertaken 

in the name of development. To call attention to form outside 

its capacity to represent certain subjects or to communicate 

particular messages, this was what mattered. It mattered 

especially given the contradiction of a state that desperately 

wanted to be modern but was also intent on completely 

suppressing the modernist myth of individualism in the name of 

constructing a discrete national identity. 

Monochromes at Large

In 1975, Tokyo Gallery held Five Korean Artists, Five 

Kinds of White, a group show featuring painters working 

primarily with different kinds of white materials. A multilateral 

effort involving the acumen of the influential critics Nakahara 

Yusuke and Lee Yil, the show was organized by Tokyo Gallery 

owner Yamamoto Takashi in association with Kim Mun-ho, 

the owner of the Myongdong Gallery and a key promoter of 

experimental art in Korea. Lee Ufan, who by this time had 

been instrumental in promoting contemporary Korean art in 

Japan, was also an important participant in organizing the 

exhibition. Central to the show was the color white, which had 

already been identified as a major theme in contemporary 

Korean painting in such exhibitions as Modern Art ’73.40 

In thinking about the show’s title, Yamamoto and 

Nakahara were right to emphasize the differences in each 

artist’s use of white. Kwon’s works are white because he 

refrains from using a brush or a pencil; in contrast, those 

of Park look whiter because the artist uses so much dark 

graphite in their production. Difference mattered, even if it 

meant shifting the burden of discernment onto the viewer. 

So it made sense, at least at first, to call these works 

“monochromes” in the large-scale exhibitions featuring 

contemporary Korean art in the late 1970s and early 1980s.41  

As the “Korean monochrome” brand gained momentum 

in Japan, works produced in the mid-1980s and after had 

noticeably neater, more controlled, surfaces that could more 

persuasively be described as monochromatic.42 

But we must also remember how Ha and his 

colleagues were feted for being so close to “nature” and 

“the natural.” “What matters,” Lee Yil declared to Parisian 

audiences on the occasion of Tansaekhwa’s first major 

European debut, was how artists like Chung, Ha, Kwon, 

Lee, Park, and Yun “always possess the canvas as a means 

of declaring their unity with nature.”43 Toward the end of the 

1970s, Ha mixed different pigments to produce what he 

called “hemp color”: “I seek only to show the naturalness of 

the conjunction between the extremely restricted materials 

of hemp and pigments . . . naturalness is probably the 

foundation of my work.”44 What he meant by “naturalness” 

was a state where “neither the support, nor the paint, nor the 

gesture takes precedence over the other,” a state he felt he 

accomplished some time in 1977.45 

▲ Fig. 12
Park Seobo
Écriture No. 64-74-77

1977
Pencil and oil on canvas
194.95 x 299.72 cm
Courtesy of the artist 

40. Organized by the Myongdong Gallery, 
the show included all of the artists later 
included in Five Korean Artists, Five Kinds 

of White, as well as others who were later 
associated with Tansaekhwa, including Ha 
Chonghyun, Yun Hyong-keun, and Choi 
Myoung-young. Although Modern Art ’73 
included a wide range of works, critic Oh 
Kwangsu perceived a tendency toward 
a deliberate “cultivation of ambiguous 
images” based on the use of “extremely 
limited colors,” which he also described 
as a “denial of color”; see Oh Kwangsu, 
“Three Exhibitions,” Korea Journal 13, 
no.10 (October 1973): 59. 

41. Korea: A Facet of Contemporary Art, 
was held in 1977 at the Tokyo Central 
Art Museum, where Kwon Young-woo’s 
S77-23 was shown. Another important 
exhibition was the second Asian Art 
Show held at the Fukuoka Art Museum in 
1980. Nakahara organized Korea: A Facet 

of Contemporary Art around works he 
selected from the École de Seoul series of 
group shows established by Park Seobo 
and his colleagues. Kwon’s S77-23 was 
among the works included. See Suh Sung-
rok, “Ekkol tŭ sŏul 20 nyŏn ŭi palchach’wi” 
(In the footsteps of the École de Seoul), 
in Ekkol tŭ sŏul 20 nyŏn, monok'ŭrom 20 

nyŏn (Twenty years of the École de Seoul, 
twenty years of the monochrome) (Seoul: 
Kwanhoon Gallery, 1995).

42. When shown in Paris as part of the 
Second International Conference of 
Contemporary Art at the Grand Palais in 
Paris from November 11, 1978, to January 
29, 1979, the reception of this perceived 
emphasis on the monochromatic was 
lukewarm at best. For a discussion of 
these exhibitions, see Kee, Contemporary 

Korean Art, 233–59. 

43. Lee Yil, “Peinture coréenne 
contemporaine,” in Secondes rencontres 

internationales d’art contemporain : 

Exposition aux Galeries Nationales 

du Grand Palais, Paris (Paris: Presses 
artistiques, 1978). 

44. Ha Chonghyun, “Chayŏnsŭrŏumŭl 
chajasŏ” (In search of naturalness), Space 
17, no. 5 (May 1982): 37. 

45. Ibid.
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Against this context, then, consider what Yun had to say 

to a reporter from his home province of Ch’ungch’ŏng: 

 I have come to dislike color. As I erased color from my 

works, a darker color emerged. It was a concentration of 

navy and the color of dirt; I combined them and it became 

the basis for my work. . . . I do not tire of this color, and 

although it looks black, it is a mixture of the colors of dirt 

and of water; it is a bitter color, like that of rancid ink. . . . 

All living things eventually turn into this color.46

Mixing blues with dark brown, then pouring the admixture 

onto a canvas that had been painted with a thin layer of oxhide 

glue, Yun produced matte, deeply dark surfaces that in many 

respects more convincingly accomplished the functions ascribed 

to black. If the darkness he created effectively transformed the 

unmarked spaces as both central and irreducible, it was due in 

large part to how they absorbed light, canceling any previous 

indication of the canvas’s original reflective properties. 

The darkness served Yun’s paintings well. It rescued 

them from having to fulfill the obligations of being “sublime,” a 

word conspicuously absent from descriptions of Yun’s work. 

The management of space made even his largest canvases, 

some of which measure more than seventy-eight inches wide, 

seem rather familiar. While we may not be able to resist looking 

at Umber Blue as yet another example of Korean abstraction’s 

embrace of “the flat plane,” we, insists critic Yi Jun, are equally 

powerless to resist the work’s “humanity.”47 There is, as Yun’s 

friend Lee Ufan pointed out, something “earthy” about the 

works.48 In fact, Yun’s largest canvases may be some of the best 

arguments ever made against equating mere largeness with 

monumentality. These are as non-monumental as paintings can 

be. “I want to hang my works on a dirt wall,” Yun said.49

But the reception of Tansaekhwa works in Japan and 

Taiwan during the late 1970s and early 1980s showed that it was 

not so easy to avoid abstraction’s relationship to representation 

and symbolism. If Taiwanese viewers took Korean abstraction 

to heart it was because they saw its materials and generous 

use of negative space as emblems of cultural difference. Such 

works appeared to reject the master narrative of abstraction’s 

presumed universality so unquestioningly repeated in histories 

of Euro-American art.50 The promotion of a distinct Korean 

monochrome painting, moreover, was in fact initiated by 

Japanese critics and institutions and then later adopted by 

their Korean counterparts.51 So successful was this promotion 

through exhibitions like the massive Korean Contemporary Art 

Exhibition: The Latter Half of the 1970s; An Aspect, that critics 

soon expressed skepticism about its effects. “Rather than talk 

about the art itself, we start wanting to think about art as an 

institutional system, [or as] a societal phenomenon,” grumbled 

critic Yoo June-sang.52 Even Lee Yil would retreat from his earlier 

claims about the cultural symbolism of white to instead define 

“Korean monochrome [painting]” as a “return to that which is 

basic,” a thinly veiled turn of phrase that betrayed a certain 

exhaustion with the increasingly elaborate and outlandish claims 

made in the name of this body of work.53 

Here we revisit Park Seobo’s desire to “empty himself,” 

which by 1981 came to mean something quite different from 

what it had meant in 1973 or even 1977. How does one escape 

those who “clung to the fantasy” of thinking that “meaning could 

be extracted from artworks or that artworks could be treated 

as a way of expressing meaning?”54 From the perspective of the 

viewer, the answer may very well lie in recognizing the specificity 

of a particular work by making its constituent material properties 

known in ways that emphasize that we do not fully know what 

we are looking at. We see irregular shapes, dripping paint, 

crooked alignments, uneven widths, and cracked surfaces; 

in short, everything that goes against the very autonomy and 

purity associated with a particular definition of monochromatic 

painting. This was painting through which an expanded history 

of abstraction could be seen more clearly from all sides. 

46. Sŏ Sŏng-suk, “Nae kŭrimŭn namu 
t’omak, kŏdaehan hŭkdŏmi, tolgidung 
kat’ŭn kot” (My paintings are like pieces 
of wood, large heaps of earth, and stone 
pillars), Ch’ungch’ŏng Ilbo, May 15, 1986.

47. Yi Jun, “Sŏyanghwagaegwan,” [A 
survey of Western painting], Han’guk 

Yesulji 16 (1981): 176.

48. Lee Ufan, “Yun Hyong-keun no 
shigoto” (The work of Yun Hyong-keun), 
in Yun Hyong-gun (Tokyo: Muramatsu 
Gallery, 1976). 

49. Yun Hyong-keun, quoted in, “Po’sŭtŭ 
aebsŭt’ŭraeksyŏn ŭi singyŏngji kaech’ŏk” 
(Carving new vistas of post-abstraction), 
Chŏnsigye 1 (March 1977): 24.

50. Poet, painter, and critic Chu Ge (Yuan 
Dexing), who organized Modern Korean 
Painting, the first major exhibition of 
contemporary Korean art held in Taiwan, 
which took place at the National Museum 
of History in 1977, remarked on the long-
standing characterization of Koreans as 
“a people distinctive for their affinity to 
white”; see “Baise de geming” 
(A revolution of white), Lianhebao, 
August 26, 1983. Tansaekhwa artists 
mentioned in Chu’s essay include Lee 
Ufan, Park Seobo, Kim Tschang-yeul, 
and Kwon Young-woo

51. Some Korean critics stressed the idea 
of the monochromatic in shows of Korean 
art overseas, such as the Taipei Fine Arts 
Museum’s Contemporary Korean Art 
(May 1–June 24, 1984), another 
large-scale exhibition featuring many 
Tansaekhwa artists. See Kim Bok-young, 
“Nature, Structure, and Thinghood,” 
in Hanguo xiandae meishuzhan 
(Contemporary Korean art exhibition) 
(Taipei: Taipei Fine Arts Museum, 1984), 9.

52. Yoo June-sang, “Hana ŭi 
yangsangŭrosŏ monok’ŭrom ŭi ŭimi” (The 
meaning of monochrome as an aspect), 
Space 195 (September 1983): 78. Along 
similar lines was Lee Ufan’s decision 
to call his works From Line and From 

Point; the literalism of the titles was a 
preemptive measure to dissuade viewers 
from reading the works metaphorically. 
Lee Ufan, interview with the author, 
Feburary 24, 2014. 

53. Lee Yil, “Kisŏng sedae, kŭrigo kŭ 
chisok” (The older generation and its 
continuation), Hyŏndae Misul 60
(Fall 1980): 33.

54. Park “Tansang ŭi nout’ŭ,” 61.
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In 1956, the Chinese ink painter Zhang Daqian travelled 

to the French Riviera to meet Pablo Picasso. Zhang regarded 

Picasso as the greatest living master of modern art, and Picasso 

regarded Zhang as the greatest living master of traditional ink 

art. Their meeting was publicized as a summit between the East 

and the West at a time when the international art world was 

seeking universality through a common language of calligraphic 

abstraction. Picasso impressed his visitor by praising the genius 

of Chinese monochrome painting and proudly showed Zhang 

his own experiments with “Chinese brush and ink.” Allegedly, 

Zhang told Picasso he was missing the whole point: His black 

was only black; in East Asian monochrome, a master can draw 

10,000 colors from a single well of ink. 

The Korean term dansaekhwa (also transliterated as 

tansaekhwa) literally means “monochrome painting.” But as 

critics have debated since it first gained currency between the 

mid-1960s and ’70s to describe an emerging collective and 

art movement in Seoul, often Dansaekhwa works are neither 

monochrome nor painting: their neutral grounds, repetitive 

marks and lacerated surfaces create objects that intentionally 

deflect familiar readings. Hovering between object and 

painting, Dansaekhwa’s abstractions are more spatial than flat, 

more experiential than pictorial, more conceptual than purely 

aesthetic. Their radical restraint is, like Zhang Daqian’s take on 

ink, the means to an alternative world. 

Dansaekhwa developed among a generation of artists 

who had come of age during the era of Japanese colonial 

rule. Each had witnessed Korea’s liberation in 1945, China’s 

consolidation as a communist state in 1949, and the ensuing 

Pacific front of the Cold War as it tragically played out on 

the Korean peninsula. The movement coalesced against the 

backdrop of Park Chung-Hee’s authoritarian rule over the South 

Korean state–what Lee Ufan recalls as “the oppressive and 

windowless reality of Korea during the 1970.”1 Contemporary 

critics described Dansaekhwa’s exploration of process, labor 

and materials in terms of “method” (myobŏp) and positioned 

the movement as a critical space between modern oil and 

traditional ink painting, whose opposing forces dominated the 

postwar Korean art system. The artist Park Seobo, regarded 

as the movement’s champion, originally titled his Écriture 

series myobŏp. This emphasized the sheer physical labor and 

durational practice of incising rows and rows of illegible cursive 

lines in wet whitish paint on a taught support. Park’s illegibility 

went further than undermining literal meaning; it deliberately 

sought to elicit a state of open, unfinished uncertainty “to break 

painting down”2 and thereby, to challenge a whole array of 

established orders, artistic and otherwise. 

Within Korea, Dansaekhwa has long been recognized 

as one of the most influential art movements in the history of 

contemporary Korean art, promoted by Korea’s leading art 

critics and revered in the university arts academies associated 

with its core artists. It has also been celebrated as Korea’s most 

international art movement. Dansaekhwa’s origin is cited as its 

first group show, Five Korean Artists, Five Kinds of White, held 

at Tokyo Gallery in 1975; partly through its chief interlocutor Lee 

Ufan, who moved to Japan in 1956 and lived between Paris and 

Kamakura from the early 1970s on, Dansaekhwa artists were 

increasingly exhibited in Japan and France at important galleries 

and international shows like the Paris Biennale. But it is only 

recently that the movement has sparked new attention abroad. 

In 2011, the Guggenheim Museum in New York organized 

Lee Ufan’s first retrospective in North America. Spanning six 

decades of his career, the exhibition explored Lee’s influential 

role with Tokyo’s Mono-ha movement as well as with Seoul’s 

Dansaekhwa. In 2012, the National Museum of Modern and 

Contemporary Art in Seoul presented a major survey curated 

by Yoon Jin Sup and accompanied by a scholarly bi-lingual 

catalogue, Dansaekhwa: Korean Monochrome Painting which 

received wide international acclaim. And in 2013, the University 

of Michigan art historian Joan Kee published the book, 

Contemporary Korean Art: Tansaekhwa and the Urgency of 

Method, the first comprehensive critical study of Dansaekhwa in 

English.3 These recent studies have sought to present the Korean 

artists in a broad historical and intellectual context, linking their 

activities in Seoul, Tokyo and Paris to the most urgent issues 

and critical discourses of contemporary international art of their 

day. Dansaekhwa’s minimalist images made by spilling, dripping, 

soaking, puncturing, pushing and tearing monochromatic tones 

of paint, ink and/or paper on a variety of surfaces are being 

reconsidered in relation to the broader shifts that marked the 

transition from modern to postmodern art. 

The Ethics of Abstraction, 
or, for the West, a Rediscovery of 
Dansaekhwa

Alexandra Munroe

1. Lee Ufan, interview with Yoon Jin Sup 
in Dansaekhwa: Korean Monochrome 

Painting (Seoul: National Museum of 
Modern and Contemporary Art, 2012), 42.

2. Joan Kee, Contemporary Korean Art: 

Tansaekhwa and the Urgency of Method 

(Minneapolis and London: University of 
Minnesota Press, 2013), 4. She writes: 
“Tansaekhwa was not about the mastery 
of technique, the transmission of meaning, 
or even the manipulation of materials. Its 
makers were primarily concerned with 
bringing together certain materials and 
material properties so as to break 
painting down. Potentially this opened up 
room for the reconstruction of a different 
narrative of painting....” 

3. See Alexandra Munroe, ed., Lee Ufan: 

Marking Infinity (New York: Guggenheim 
Museum, 2011); Yoon Jin-Sup, ed., 
Dansaekhwa: Korean Monochrome 

Painting (Seoul: National Museum of 
Modern and Contemporary Art, 2012); 
and Joan Kee, Contemporary Korean Art: 

Tansaekhwa and the Urgency of Method 
(Minneapolis and London: University of 
Minnesota Press, 2013). Dansaekhwa was 
never a formal collective and numerous 
artists have been identified with it since 
the 1970s. The key figures are are Park 
Seobo, Lee Ufan, Yun Hyong-keun, Ha 
Chonghyun, Hur Hwang, Kwon Young-
Woo, Lee Dong Youb, Suh Seungwon, 
Chung Sang-hwa, Choi Myong Young, 
Chung Chang-Sup and Kim Tschang-yeul.
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During the 1960s and ’70s, terms such as “system,” 

“structure,” and “process” recast the object of art as an open 

and dynamic event, completed in the mind of the viewer and 

contingent on its environmental conditions. The emergence of 

Dansaekhwa and its ties to Mono-ha coincided with that of other 

conceptualist and Post-Minimalist movements, including Arte 

Povera in Italy, the Joseph Beuys circle in West Germany, and 

Process art and earthworks in the United States. Significantly, 

all of these vanguards were the first to progress as simultaneous 

and interconnected developments in cities around the world, 

beyond a single geographic center. It is what Japanese critic 

Haryū Ichirō called “international contemporaneity” (kokusaiteki 

dōjisei) in the late 1960s and what artist Ha Chonghyun 

described in 1970 as “simultaneity” (tongsisŏng).4 From the 

Asian perspective, such simultaneity corrected the perceived 

time lag between the center and periphery, which had long 

relegated Asian contemporary art as a late-comer to the kind 

of formal innovation that drove international modernism ever 

forward. In a post-colonial world order, where the possibility for 

multiple and different meanings, interpretations, and expressions 

of human culture and experience gained critical ground, the old 

hierarchies between the West and the rest of the world were no 

longer legitimate or persuasive. 

 But following its initial flourishing, a conflicted legacy 

kept Dansaekhwa in limbo for the following decades: Sanctioned 

by the very state the artists resisted, “Korean monochrome 

painting” was promoted in the 1970s and ‘80s as Korea’s most 

important contemporary art movement because it appeared 

both distinctly Korean (the severity, the whiteness, the ethics) 

and prophetically international (its abstraction, its minimalism, its 

transcendentalism). This over-simplification, eliding any political 

readings of the work’s quietude, contributed to the rise of the 

more populist Minjung art movement in the 1980s. In solidarity 

with the thousands of citizens massacred at the Gwangju 

Uprising against the military rule of yet another strongman, 

Chun Doo-Hwan, Minjung artists and critics sought to create a 

visual culture that actively reflected the political turbulence and 

social and economic injustices of contemporary Korean life. 

Increasingly, Dansaekhwa art was criticized for its indifference, 

letting loose a generational and ideological divide in the Korean 

art world over the true identity of Korean modernism–realism or 

abstraction, national or international?

As this controversy around Dansaekhwa has abated 

within Korea, new critical perspectives have helped position the 

movement abroad within the discourse known as “alternative 

modernism.” As the Eurocentric narrative of modern art history 

expands to encompass intellectual and artistic movements from 

the non-Western world, the issue of how and by whom historical 

value is ascribed has come to the fore. The struggle artists 

outside the West faced–how to be modern but not Western, 

which in Korea also meant how to be modern but not Japanese–

has become key to a wider understanding of modernism itself. 

The ways Dansaekhwa artists mined aesthetic strategies and 

philosophical logics from a real and imagined Korean past, for 

example, expressed a certain political resistance to the legacies 

of Japanese colonialism and its state promotion of nihonga 

(Japanese-style) painting. It was also a way to forge a particular 

minimalism and abstraction that might link to, but not be 

subsumed by, contemporary trends abroad that were circulating 

in Korea. For example, the first issue of A.G. journal, published 

by the influential Avant-Garde (A.G.) group of artists and critics 

in 1969, featured works by Donald Judd and Robert Morris. 

Dansaekhwa’s vision for a distinct field of Korean contemporary 

art, while simultaneously intersecting with international art 

movements, can now be appreciated as a powerful example 

supporting the call for a “global art history.” Like other art 

movements from outside the West, such as Japan’s Gutai and 

Iran’s Saqqakhaneh, Dansaekhwa offers what cultural theorist 

Arjun Appadurai calls an instance of “modernity at large.”5

One of the main tenets of global art history is to 

contextualize long-overlooked movements within their particular 

local, regional or national history. Where postwar abstraction 

was promoted as a utopian project of universalism through the 

internationalist rhetoric and redemptive gesturalism of abstract 

expressionism and Art Informel, contemporary abstract painting 

from outside the United States and Europe has floated in a no-

man’s land precisely because its national markers seem to be 

invisible. Where contemporary non-Western art has flourished 

in sites like international biennials, emphasis has been on works 

that virtually narrate “difference” and are clear representations 

of “other.” Artists like Murakami Takashi with his neo-Pop 

iconography derived from Japanese animé subculture thrived 

in the 1990s and early 2000s, while Chinese realist painters like 

Zhang Xiaogang dominated the view of contemporary Chinese 

art with scenes that were easily acclaimed as “local” because 

of their representations of Cultural Revolution-era life. With 

all this noise, Dansaekhwa artists like Ha Chonghyun, whose 

Conjunction series of the 1970s present mute surfaces of white 

4. See Reiko Tomii, “‘International 
Contemporaneity’ in the 1960s: 
Discoursing on Art in Japan and Beyond” 
in Japan Review Vol. 21 (2009): 123-147.

5. According to anthropologist Arjun 
Appadurai, wars, colonialism, migrations, 
tourism, global capitalism and trade have 
radically altered the social and territorial 
formation of cultural identity. See Arjun 
Appadurai, Modernity at Large: Cultural 

Dimensions of Globalization (Minneapolis: 
University of Minnesota Press, 1996); 
Arjun Appadurai, Globalization (Durham 
and London: Duke Univesity Press, 
2001); Homi K. Bhaba, “Locations of 
Culture” in Sanjeev Khafram and Peggy 
Levitt, eds. The Transnational Studies 

Reader: Intersections & Innovations 

(New York and London: Routledge, 
2008); Andreas Huyssen, ed. Modernism 

after Postmodernity (Durham and 
London: Duke University Press, New 
German Critique 99, 2006); Andreas 
Huyseen,“Geographies of Modernism in a 
Globalizing World” (Durham and London: 
Duke University Press, New German 
Critique 34, 2007). 
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oil paint pushed through the back of rough hemp cloth to create 

palimpsest-like expanses that conjure no image beyond its 

physical presence, could only wait in hiding.

More recently, global art history has begun to address 

the phenomenon of ink art. This describes brush-and-ink 

painters who appear to use East Asian literati ink painting and 

calligraphic traditions to create new forms of expression that 

critically synthesize Eastern and Western practices, principles 

and philosophies of art. Last year’s exhibition called Ink Art: 

Past as Present in Contemporary China presented at the 

Metropolitan Museum of Art, New York sought to define ink art 

as an established cultural phenomenon entrenched against 

the ubiquity of contemporary global art. It could be tempting to 

position Dansaekhwa, which has long been theorized in terms 

of particular Korean and more broadly East Asian aesthetics, 

within the larger implications of this discourse. But the problem 

with this reading is that it exaggerates the traditional sources 

of an artist’s work over his/her actual modernity, forcing a 

false binary and contest. The history of Dansaekhwa offers an 

alternative approach, revealing how individual artists working 

in a loose collective negotiated a rich inheritance to construct 

an urgent art for their times. Dansaekhwa artists like Chung 

Chang-Sup famously rejected the Korean arts academy system 

that divided “Eastern painting” (tongyanghwa) from “Western 

painting” (sŏyanghwa), and ink from oil, on the grounds that such 

categories were outmoded. They explored and staked out an in-

between aesthetic system grounded in materiality more than any 

medium itself like ink or paper, one engaged with the durational, 

repetitive practice of mark-making over the symbolism of any 

reductive imagery. Chung rejected the use of ink, pigment or 

brush altogether by applying wet mulberry mark fiber directly 

onto the canvas, allowing its natural coloration and materiality 

to stand in for painting itself. By so doing, he challenged the 

distinctions between oil painting and ink painting in order to 

move beyond the reified distinctions that governed the debate. 

In the case of Dansaekhwa, these complex issues run deeply 

through all of the artists’ careers, and are entangled in cultural 

discourses that precede contemporary ink art debates by at 

least a century.

Perhaps the biggest development creating the current 

international excitement around Dansaekhwa is the return of 

abstract painting. For decades, abstract painting has been 

somewhat marginalized by contemporary art critics, curators 

and the market alike, in favor of conceptualist trends like 

installation art and new media, for its associations with the 

failed project of international modernism. In the postwar era, 

artists around the world from Beirut to Osaka to Mexico City 

used abstraction to forge authentic subjectivity as resistance 

against the legacies of wartime totalitarianism. Big, bold, free 

abstract painting was cheered as the triumph of American-style 

liberalism, individualism and internationalism over the rising Cold 

War threat of communism. The new universalism transcending 

the borders–and the recent enmities–of the East and the 

West was envisioned as the common ground of ink painting 

and abstraction: The ink abstractions of American painters 

like Morris Graves and Mark Tobey who actively appropriated 

East Asian aesthetics inspired artists like Zao Wuxi and Zhang 

Daqian to imagine their ink painting as a way to universality.6 

In 1953, the Korean critic Nam Kwan stated, “Ink painting is, 

at heart, abstract.”7 But by the early 1970s, the Vietnam War, 

the Watergate scandal, and the 1973 oil shock eroded these 

internationalist visions. The Western bloc’s aspirations for a 

vanguard “world style” was dismissed as regressive imperialism, 

and adventurous museum exhibitions introducing abstract 

painting developments from around the world were largely 

abandoned in a mindset of overall retrenchment. Revisionist 

critiques on the political uses of abstract expressionism, 

focusing on the Museum of Modern Art’s International Council’s 

touring exhibitions during the Cold War, further discredited the 

kind of art that had once made Jackson Pollock a hero of the 

free world. Along with transcendentalism, abstraction fell out of 

favor for not being political or critical enough. Likewise in Korea, 

Dansaekhwa’s abstraction was criticized in the 1980s for failing 

to document social and political realities.

To recoup abstraction, we must be prepared to restore 

our faith in art’s potential to stand for something outside our 

everyday social reality. And to appreciate unfamiliar abstract 

art, we must be able to simultaneously link and detach the 

work before us from the history it may have worked through. It 

is interesting to recall that Lee Ufan began his From Point and 

From Line series after encountering Barnett Newman’s abstract 

paintings in New York in 1971. Lee recognized in Newman’s 

minimalist abstractions (which the American himself called 

“sublime”) his own search for a space that was both material 

and transcendent, reductive and expansive.8 Without doubt, 

the increasing number of recent shows in Europe and the U.S. 

focused on the international legacies of gestural, minimalist and 

systemic abstraction of the 1950s through 1970s have inspired 

6. For a comprehensive study of the 
influence of Asian aesthetics and 
philosophy on modern American art, 
including Abstract Expressionism, see 
Alexandra Munroe, ed. The Third Mind: 

American Artists Contemplate Asia

(New York: Guggenheim Museum, 2009). 

7. Nam Kwan cited in Kee, Contemporary 

Korean Art, 46.

8. Alexandra Munroe, “Lee Ufan:
Stand Still a Moment” in Lee Ufan: 

Marking Infinity (New York: Guggenheim 
Museum, 2011), 28.
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a rethinking about abstraction, monochrome, and materiality 

and have offered the art-going public a kind of profound order 

missing in a popular culture’s cult of irony, critique, spectacle 

and appropriation. The huge appeal of Anish Kapoor’s 

monochromatic and illusionistic voids, Mark Bradford’s collaged 

canvases composed of layers and layers of barely legible 

billboards advertising the sad desolation of America’s urban 

blight, and the recent revival of interest in Japan’s Gutai and 

Europe’s Zero movements are examples of this fresh turn towards 

abstraction. In this new environment, Dansaekhwa has been 

“re-discovered” in the West. Increasingly the topic of research, 

exhibition and acquisition, it is recognized as both a historical 

movement identified with Korea’s tumultuous Yushin period and 

as a mindful contemporary art grounded in acts of restraint. 

As the works in this exhibition attest, “Korean monochrome 

painting” is perhaps the only contemporary art movement in the 

world that is so purely construed as an ethical practice.
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The Growth of the 
Dansaekhwa Art Market:
Auction Houses, 
Gallery Exhibitions, and 
Art Fairs

Originally published as So Jinsu, “Diverse Dansaekhwa Art Market:
Auction Houses, Gallery Exhibitions, and Art Fairs“(다채로운 단색화 미술시장, 

경매시장·화랑전시·아트페어). in The Aesthetics of Dansaekhwa(단색화 미학을 말하다), 
So Jinsu, ed. Seoul: Maroniebooks, 2015: 18-64. This essay is a translated and 
revised version of the original text in Korean.

So Jinsu  

So Jinsu is a professor of economics the Kangnam University, 

director of the Art Market Research Institute, co-representative 

of the Asia Art Market Research Union, and chief Korean 

delegate of the Universal Esperanto Association (UEA).

So studied economics at Seokyeong University, and earned 

a Ph.D. from Dankook University with a dissertation titled “A 

Study on the Classical Economic Crisis Theory.” He worked as 

a research fellow at Department of Political Economy, University 

of Glasgow in the United Kingdom and later explored Russian 

and Mongolian Altai petroglyphs with Russian scholar Dr. 

Vladimir Kubarev from 2002 to 2006. So has delivered special 

lectures on the Korean and Asian art markets at various art 

fairs held in Japan, China, Taiwan and Korea. He has written 

many theses on classical economics, art markets and published 

books, including Research on Classical Economics (chosen 

as an excellent academic book by the Ministry of Culture and 

Tourism in 1999), Adam Smith: Lectures on Jurisprudence 

(Korean translation of both volumes published by the Center for 

Free Enterprise in 2002), Understanding the Cultural Economy 
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1. A Surge in Demand for 

Dansaekhwa at Auction Houses

The Korean art market has experienced diverse changes 

over a relatively short amount of time since the turn of the 

century. Gallery exhibitions continued to lead sales in the art 

market for the first five years of the new millennium. Galleries 

continued to feature domestic artists, but also became more 

open to showcasing popular foreign artists from the West, 

China, and Japan. The art market, which previously featured 

oil paintings, Korean paintings, and calligraphy, moved towards 

specializing in oil paintings alone. The auction market, once 

monopolized by Seoul Auction, South Korea’s first modern and 

antique art auction house established in 1998, transitioned 

into an oligopoly by the end of 2005, with the establishment of 

the industry newcomer, K Auction. The competition generated 

between the two auction houses facilitated greater circulation 

of art market information, particularly in terms of the price of art 

set by individual artists and the art market itself. Accompanied 

by a revitalized global art market and elevated social status, the 

Korean art market ultimately entered into a period of prosperity, 

followed by surging demand for art acquisition in 2006 and 2007. 

This was when foreign art started to enter the Korean market 

at an increasing rate, while Korean art also began venturing 

overseas at the auction houses of Hong Kong and New York.

However, as the Korean economy entered a period of 

recession following the United States subprime mortgage crisis, 

the Korean art market lost its momentum and slipped into a 

long-term slump, which continued until early 2014, lasting over 

five years from late 2008. During this period, galleries started to 

favor participating in art fairs as a means of showcasing artists 

at a lower cost, rather than hosting full-fledged exhibitions. 

Dansaekhwa, a genre that had flourished in the 1970s, shifted 

into the spotlight, as auction houses started to revise their 

portfolios and galleries sought out new outlets to overcome the 

recession. This shift eventually proved fruitful, as the market 

gradually improved from late 2014 with rising demand for 

Dansaekhwa, mostly surrounding artists such as Kim Whanki 

and Lee Ufan. The revival of Dansaekhwa, a genre characterized 

by its minimalistic and abstract aspects, conveniently coincided 

with the skyrocketing popularity of abstract art in art markets 

worldwide such as Hong Kong, leading to a rapid increase in 

demand for works in the genre both in Korea and abroad.

Group exhibitions by Dansaekhwa artists and the 

genre’s introduction into the art market can be traced back to 

the 1980s and 1990s. The works of Dansaekhwa artists were 

introduced extensively in exhibitions such as Korean Modern 

Painting in the 70’s at Walker Hill Art Center in 1988 during 

the Seoul Olympic Games, and Korean Monochrome Painting 

in the 1970s1 at Gallery Hyundai in 1996 amidst the global 

abstract art boom of the mid-1990s. Yet, the art field had yet to 

experience widespread social demand for cultural activities as 

per-capita income in Korea had only just surpassed $10,000, 

and art galleries and museums favored hosting exhibitions on 

pre-established genres or one-time events. Moreover, the genre 

had yet to be established as “Dansaekhwa”, with ‘monochrome’ 

being the preferred mode of reference, revealing the premature 

state of the market at the time. 

On the contrary, the recent Dansaekhwa boom is much 

more substantial, forming against a backdrop of number of 

conditions, including: a period of prosperity in the Korean 

art market from greater popularity of conceptual art and 

several select artists; higher economic standards driving a 

surge in demand for art coupled with more active galleries, 

auction houses and art fairs; overseas promotion pursued by 

leading galleries and auction houses specializing in modern 

and contemporary art; and a surge in competition between 

domestic and overseas galleries to feature Dansaekhwa 

works at prestigious international art fairs. The recent 

Dansaekhwa boom, which has proceeded in concurrence 

with a reassessment of both the history of contemporary 

art and Dansaekhwa artists, could be seen as a successful 

attempt by the art market to escape recession on one hand, 

as well as the result of having strategically promoted the 

genre of monochrome paintings in domestic and overseas 

markets under the name “Dansaekhwa”, continuing stream of 

discourse that arose through a Dansaekhwa exhibition held 

as part of the special exhibition of the 2000 Gwangju Biennale 

and Dansaekhwa: Korean Monochrome Painting held at the 

National Museum of Modern and Contemporary Art, Korea 

(MMCA) in 2012.

The Growth of the 
Dansaekhwa Art Market:
Auction Houses, Gallery Exhibitions, 
and Art Fairs

So Jinsu 1. Gallery Hyundai, Korean Monochrome 

Painting in the 1970s, Feb. 1-25, 1996. 
Attending artists include Chung Chang-
Sup, Yun Hyong-keun, Kim Tschang-
yeul, Park Seobo, Chung Sang-hwa, Ha 
Chonghyun, Lee Ufan, Kim Guiline, Lee 
Seung-jio, Suh Seungwon, Choi Myoung-
young and Lee Dong-youb.
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The auction market has always been a clear indicator of 

economic health; domestic auction houses specializing in modern 

art such as Seoul Auction and K Auction could confirm the market 

potential for the genre in the first half of 2014 by observing how the 

market responded to the works of individual artists based on low- 

to mid-priced artworks and small-scale works of Dansaekhwa. 

Therefore, since the second half of 2014, these institutions have 

been striving to expand the market by promoting entire sections 

solely devoted to Dansaekhwa. Domestic and overseas auction 

houses sprang into action after Christie’s Hong Kong presented 

works of Lee Ufan along with those of Chung Sang-hwa and Yun 

Hyong-keun at a special private Dansaekhwa exhibition during the 

day sales in its autumn auction. Seoul Auction created an entirely 

new section of “Monochrome Paintings” comprised of works 

by Park Seobo, Chung Sang-hwa, Chung Chang-Sup, and Ha 

Chonghyun at its May 2014 auction in Hong Kong; thereafter, in 

June 2014, the auction house set out to promote the genre at a 

major domestic auction by officially using the term “Dansaekhwa” 

in a section named “Abstract Art: Monochrome/Dansaekhwa.”.

By the last quarter of 2014, the Dansaekhwa boom was 

clearly felt. Seoul Auction increased the number of Dansaekhwa 

works in its collections, first in November at Hong Kong, and 

thereafter at a major auction in Korea in the following December. 

Not to be outdone, K Auction also presented a collection of 

Dansaekhwa at a domestic winter auction in December 2014, in 

which 20 works were successfully sold. Christie’s Hong Kong also 

revealed its first Dansaekhwa collection at the autumn auction in 

November 2014, releasing the works of Lee Ufan with four works 

by Chung Sang-hwa and Yun Hyong-keun, substantially raising 

the profile of Dansaekhwa in Hong Kong auction houses. The new 

connections established between the auction houses of Korea 

and Hong Kong has since brought soaring popularity to the genre. 

Despite an exponential increase in the number of works handled at 

each auction, most have been successfully sold. Dansaekhwa has 

now emerged in vogue across the Asian art market.

▲ Fig. 1
Dansaekhwa on the preview of an auction, 
ⓒ So Jinsu

▲ Fig. 2
Dansaekhwa auctions at Seoul Auction 
and K Auction, ⓒ So Jinsu 

Period Auction results Chung Sang-hwa Park Seobo Yun Hyong-keun Ha Chonghyun Chung Chang-Sup Total sum

2001- Sold lots 98 92 47 12 7 256

2013 Auction turnover 2,196,000,000 2,745,000,000 779,600,000 130,600,000 76,000,000 5,927,200,000

2014 Sold lots 32 29 23 19 3 106

 Auction turnover 2,651,820,000 1,375,410,000 924,970,000 690,540,000 33,000,000 5,675,740,000

2015 Sold lots 83 89 64 51 20 307

 Auction turnover 19,144,130,000 13,972,640,000 3,923,730,000 3,301,240,000 957,490,000 41,299,230,000

Total sum Sold lots 213 210 134 82 30 669

 Auction turnover 23,991,950,000 18,093,050,000 5,628,300,000 4,122,380,000 1,066,490,000 52,902,170,000

Table 1. Auction Results: The Five Representative Dansaekhwa Artists (Price Unit: won)

Data: total sum of sales by Seoul Auction and K Auction (2001-2013); total sum of sales by Seoul Auction, K 

Auction and Christie’s (2014); total sum of sales by Seoul Auction, K Auction, Christie’s and Sotheby’s (2015). 

Statistics were compiled by aggregating the offline sales results published on the website of each auction house.

From the end of 2014, competition between auction 

houses in Korea and abroad to seek out works of Dansaekhwa 

against galleries that sought to acquire artwork in order to hold 

exhibitions or attend art fairs has become so heated that, in 2015, 

auction houses including Seoul Auction, K Auction, Christie’s 

and Sotheby’s engaged in a scramble to find high-quality 

Dansaekhwa. In particular, fierce competition in the Hong Kong 

art market has called for strategic planning to determine where 

and how many works may be released.

As well as submitting between 15 to 30 Dansaekhwa pieces 

at a time to major auctions in Korea and Hong Kong throughout 

2015, Seoul Auction and K Auction also held more auctions to 

coincide with Art Basel Hong Kong and auctions at Christie’s 

and Sotheby’s. As a result, a great number of artworks were 

successfully traded within a short period of time, generating more 

than three fold in sales than the previous year. Domestic auction 

houses, which had previously specialized in Western-style paintings 

by artists such as Park Soo-Keun, Nam Kwan, Lee Joong-Seop, 

Kim Tschang-yeul, Chang Uc-Chin, Lee Dai-Won, Kim Chonghak, 

Oh Chi-Ho, To Sang-Bong, and Oh Chi-Gyun, and Korean-style 

paintings by artists such as Chun Kyung-Ja, Yi Sang-Bom, Byeon 

Kwan-Sik, Lee Ungno and Suh Se-ok, could now take the initiative 

to globalize figures like Kim Whanki, Lee Ufan as well a notable 

Dansaekhwa artists such as Park Seobo, Yun Hyong-keun, Chung 

Sang-hwa, Chung Chang-Sup and Ha Chonghyun

In 2015, both Christie’s and Sotheby’s held a private sale 

in conjunction with the Hong Kong sale to introduce Dansaekhwa 

and Korean abstract art. Coinciding with Art Basel Hong Kong, 

Sotheby’s presented the dual exhibition series Avant Garde Asia, 

featuring shows titled Avant Garde Asia: Lines of Korean Masters 

and Avant Garde Asia: Gutai and Its Legacy. In addition, Christie’s 

held the exhibition Forming Nature: Dansaekhwa Korean Abstract 
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Art in New York and Hong Kong during the autumn auctions. 

As the two prestigious auction houses actively introduced 

Dansaekhwa artists to the world by presenting Dansaekhwa in 

their private sales, day sales and evening sales in 2015, they further 

contributed to bringing Dansaekhwa to the international limelight 

by introducing the genre through gallery exhibitions and art fairs.2

As seen in Table 1, 256 works of the five representative 

Dansaekhwa artists were sold from 2001 to 2013, indicating 

that each artist would have made an average of four sales on 

average per year. On the contrary, artists would have, on average, 

sold more than 21 pieces in the year 2014 alone, with a total of 

106 artworks successfully bid. This signified a more than 2.3 

fold increase in average auction turnover, from an average of 

23,150,000 KRW in the previous years to 53,540,000 KRW. In 

2015, a total of 307 artworks by the five representative artists 

were successfully sold in auction houses at home and abroad, 

amounting to 61 works per artist, approximately three-fold of 

the previous year, with average bidding prices skyrocketing to 

134,250,000 KRW. Sharply climbing prices in the Hong Kong art 

market resulted in record prices for works by Chung Sang-hwa 

and Park Seobo surpassing  one million dollars each.

For the past fifteen years, the Dansaekhwa auction market 

had been led by the two most prominent Dansaekhwa figures, 

Chung Sang-hwa and Park Seobo, followed closely by artists 

such as Yun Hyong-keun, Ha Chonghyun and Chung Chang-

Sup. As these five artists flourished and the price of their art took a 

favorable turn, demand for artworks created by Kwon Young-woo, 

Kim Guiline, Ahn Yungil, Lee Dong-youb, Lee Seung-jio and others 

also started to increase. Subsequently, a renewed discourse on 

Dansaekhwa was established once again through discussions, 

symposiums, forums and feature articles of art magazines and 

other publications.3 It became widely recognized worldwide that 

D-Dansaekhwa, a term coined by the Korean curator Yoon Jin Sup, 

and T-Tansaekhwa, which was phonetically named by a foreign 

scholar, both referred to the same genre of Korean art created by a 

group of representative Korean painters from the 1970s.4 

Recent recognition of Dansaekhwa, after forty years since 

the genre was at the height of its productivity, has rekindled 

interest in prominent works of Korean abstract and minimalist 

art, assisted by dmestic economic growth, the expansion and 

development of the art market, and the influence of globalization. 

The art market has also already begun discussing the post-

Dansaekhwa period in anticipation of market expansion that may 

follow the Dansaekhwa boom. Along with the greater generation 

▲ Fig. 3
Auctions Sales at Christie's, Courtesy of 
Christie's ⓒ So Jinsu

of information and increased awareness in auction houses, 

prestigious galleries in Europe, the United States and elsewhere 

continue to hold invited exhibitions featuring Dansaekhwa artists, and 

the Dansaekhwa frenzy has swept across art fairs in cities including 

Basel, London, Miami and Hong Kong. The successful procession of 

the five representative Dansaekhwa artists have helped to shed light 

on lesser known artists of the same period, who are no longer active 

due to early death, retirement or stylistic change. With auction houses 

at home and abroad springing into action, the Dansaekhwa market 

has been nurturing its ability to survive and self-expand.

2. Galleries as Primary Platform for Dansaekhwa

Dansaekhwa was able to endure as a genre in the spectrum 

of Korean art history amidst the emergence of a host of different 

art genres and movements, including art informel, avant-garde, 

Dansaekhwa, minjung art (a Korean social realism movement), 

postmodernism, hyperrealism, feminism, media art, installation 

art and K-pop, due to the consistent efforts of the artists and art 

dealers who have persisted in their cause regardless of unfavorable 

circumstances. The development of the Korean art market is 

characterized by the revival of the art market in the late 1980s during 

the 1988 Seoul Olympics, art sales through galleries which wer 

established in major cities such as Seoul, Daegu, Busan, and Masan, 

and finally the art market boom of 2006 and 2007. The following 

section is a summation of the exhibitions held by the representative 

Dansaekhwa artists since the late 1970s, as well as a chronological 

overview of exhibitions held by galleries.

1) Exhibitions Per Artist

The prolific number of exhibitions held by Dansaekhwa artists 

(refer to Table 2) is a clear indicator of their commitment to the genre 

despite belated recognition. Yun Hyong-keun and Chung Sang-hwa 

were the most prolific Dansaekhwa artists in Korea and abroad during 

the 1970s and 1980s. This was replaced by Park Seobo, Yun Hyong-

keun and Ha Chonghyun in the 1990s and 2000s. Over the course 

of 45 years, Park Seobo has exhibited his works in no less than 58 

exhibitions from 1971 to 2015, while the late artist Yun Hyong-keun 

exhibited in 55. The genre has a prolific history of exhibitions, with 

both Ha Chonghyun and Chung Sang-hwa, who are still active today, 

each exhibiting 39 and 38 exhibition.

2. For the assessment of the globalization 
of Dansaekhwa, refer to Yoon Jin Sup, 
Joan Kee, Sam Bardaouil and Till 
Fellroth, “Skin & Surface,” Frieze, Feb. 
20, 2015; Kibum Kim and Natasha 
Degen, “The Koreans at the Top of the 
Art World,” New Yorker, Sept. 30, 2015; 
and Scott Reyburn, “A Year of Highs and 
Corrections in the Art Market,” New York 
Times, Jan. 1, 2016.

3. For example, a symposium hosted by 
Kukje Gallery, The Art of Dansaekhwa, 
Sept. 1, 2014; So Jinsu (Ed.), On the 

Aesthetics of Dansaekhwa, Maronie 
Books, 2015; Korean Art Research 
Institute (KARI), "Monochrome Painting, 
Its Aesthetics and Social History”; Open 
Symposium of Korean Culture and Art 
Criticism Forum, Dec. 5, 2015. 

4. Yoon Jin Sup, “The Voice of Silence-
Towards Nature,” “Encounter of Korean 
Monochrome (Dansaekhwa) and 
Japanese Monoha,” Preface of Gwangju 
Biennale Catalogue, 2000; Joan Kee, 
Contemporary Korean Art: Tansaekhwa 

and the Urgency of Method, University of 
Minnesota Press, 2013.
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Artists Location 1970-1980 1981-1990 1991-2000 2001-2010 2011-2015 Total

Park Seobo Domestic 4 4 14 13 4 39 58

 Overseas 2 2 6 7 2 19 

Yun Hyong-keun Domestic 7 6 9 10 1 33 55

 Overseas 2 7 8 4 1 22 

Chung Sang-hwa Domestic 1 3 2 4 4 14 38

 Overseas 11 8 3 1 1 24 

Chung Chang-Sup Domestic 0 3 7 5 1 16 24

 Overseas 0 3 2 1 2 8 

Ha Chonghyun Domestic 3 1 4 10 4 22 39

 Overseas 2 2 7 3 3 17 

Total Domestic 15 17 36 42 14 124 214

 Overseas 17 22 26 16 9 90 

  32 39 62 58 23 214

The 1990s and the 2000s proved to be the most active 

period of time for prominent Dansaekhwa painters, in terms of the 

number of exhibitions held at home and abroad. Despite being 

in their eighties, surviving Dansaekhwa artists including Park 

Seobo, Chung Sang-hwa and Ha Chonghyun each proceeded 

to hold five to seven exhibitions in the decade following the new 

millennium. Moreover, the Modern Museum of Contemporary Art 

hosted retrospective exhibitions to recognize the work of artists, 

with exhibitions hosted for Park Seobo in 1991, Chung Chang-

Sup in 2010 and Ha Chonghyun in 2012. Invitation exhibitions 

were also held for Chung Chang-Sup at the Ho-Am Art Museum 

in 1993, and Park Seobo at the Busan Museum of Art in 2010 and 

at the Daegu Art Museum in 2012.

 Many exhibitions in the early phases of the Dansaekhwa 

movement in the 1970s, were held in Japan; five times at 

Muramatsu Gallery, three times at Shinanobashi Gallery, two 

times at Tokyo Gallery, and once each at Motomachi Gallery and 

Gin Gallery. Tokyo Gallery was particularly prominent among 

Japanese galleries for hosting the most exhibitions by Korean 

artists from1975 to today; from a total of 38 exhibitions, 15 were 

solo and group exhibitions dedicated to Dansaekhwa. Staged in 

1975 at Tokyo Gallery, Korea: Five Artists Five Hinsek, White was 

the first overseas group exhibition of Korean Dansaekhwa artists, 

and featured the works of Kwon Young-woo, Park Seobo, Suh 

Seungwon, Lee Dong-youb and Hur Hwang.

Dansaekhwa exhibitions in Korean galleries can largely 

be distinguished into three distinct periods that each assisted 

in establishing the fundamental elements necessary for the 

formation of the Dansaekhwa art market. The first period is from 

the 1970s to 1980s, which was a period of time dominated by 

▲ Fig. 4
Korea: Five Artists Five Hinsek, White, 
1975, Tokyo Gallery, Courtesy of Tokyo 
Gallery + BTAP

the likes of Myong-Dong Gallery, Jean Art Gallery, Inkong Gallery, 

Munheon Gallery, Duson Gallery, and Gallery Hyundai, driven by 

a sense of conviction and duty to pioneer the Korean art market. 

The second period is from the 1988 Seoul Summer Olympics 

to the mid-2000s, when a number of these galleries were 

joined by new emerging galleries like Gallery Hyundai, Jean Art 

Gallery, Johyun Gallery, Kongkan Gallery, Park Ryu Sook Gallery, 

Wellside Gallery, Sigong Gallery, Gallery Shilla, Rho Gallery 

and Galerie Bhak. This group of galleries continued to hold 

exhibitions, pinoeer inroads to domestic and overseas art fairs, 

while maintaining existing personal relationship between galleries 

and artists. Lastly, the third period is characterized by galleries 

such as Gallery Hyundai, Johyun Gallery, Wellside Gallery and 

Park RyuSook Gallery, that kept close ties with first and second 

generation of Dansaekhwa artists, and new galleries such as 

Arario Gallery, Hakgojae, Gana Art Center, Kukje Gallery and PKM 

Gallery, which became more involved during the art market boom 

in 2006 and 2007 and took the lead in fostering young artists 

and promoting Korean art overseas while establishing strategic 

partnerships with artists through new investments.

Table 2. Exhibitions Held by the Five Representative Dansaekhwa Artists 

Statistics were compiled by aggregating all exhibitions held at galleries and art museums held before December 31, 2015.
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 2) The 1970s and 1980s: Independent Galleries Provide 

a Platform for Dansaekhwa Exhibitions 

The first gallery to showcase Dansaekhwa works was 

the Myong-Dong Gallery in Seoul, established in 1970, which 

presented Yun Hyong-keun’s solo exhibition for a week from May 

18, 1973. Featuring seven year’s worth of work, the exhibition 

displayed many large-scale pieces that reached up to the size of 

100F, named after the pigments used, in the manner of Black and 

White, Ultramarine, and Dark Brown. In October 1973, the gallery 

commenced hosting the works of Park Seobo, displaying 25 

pieces from his Ecriture series, including nine large-scale pieces 

of 100F and 300F, characterized by the repeated pencil lines 

over varying canvases. Following this exhibition, Myong-Dong 

Gallery introduced Ha Chonghyun’s works, with three consecutive 

Dansaekhwa exhibitions. This provided the base for Myong-Dong 

Gallery to start to be known as a pioneer in its field, for strictly 

abiding to its principles of exclusively staging exhibitions for artists 

producing refined work. 

◀ Fig 5
Chung Sang-hwa
Untitled 012-5-7

Acrylic on canvas
130 x 97 cm
2012
Courtesy of Gallery Hyundai
ⓒ Chung Sang-hwa

Munheon Gallery was the second gallery to stage Dansaekhwa 

exhibitions, inviting  Ha Chonghyun and Yun Hyong-keun in 1975 and 1976 after 

its establishment in 1970. Celebrating the artist’s nomination of the Space Art 

Grand Prize, the Ha Chonghyun exhibition included 20 paintings from the 1960s 

and around 20 experimental wire installations. Yun’s exhibition at the Munheon 

Gallery was staged the year following his participation in the 1975 São Paulo 

Biennial, including works produced since the late 1960s, featuring a shift in 

the artist’s work, in which there were now two, rather than many, large colored 

columns. The third most notable gallery in the Dansaekhwa movement is the 

Tong-In Gallery, which featured Park Seobo’s Ecriture pieces in a solo exhibition 

in 1976, a year after its opening. 

 The fourth most notable gallery in the genre was Jean Art Gallery, 

which opened in 1972. The gallery held the Work on Paper exhibition in July 

1979, displaying artworks using the medium of paper by 17 artists including 

Kwon Young-woo, Kim Guiline, Park Seobo, Lee Ufan, Yun Hyong-keun, and 

Chung Sang-hwa. In June 1980, the gallery invited Chung Sang-hwa, who 

was then active in France to host a solo exhibition featuring the artist’s works 

from Japan and France over the previous 18 years. The exhibition featured 

pieces using square mosaic patterns and colors like scarlet, yellow, blue, gray, 

and white. Jean Art Gallery also held two group exhibitions, Korea: Work of 7 

Contemporary Artists in 1983 and Nine Artists of Today in 1991. The gallery 

continued to promote Korean artists including Chung Sang-hwa, Chung Chang-

Sup, Park Seobo, Yun Hyong-keun, and Lee Ufan, actively submitting the works 

of these artists to art fairs abroad.

 Founded in 1970, Gallery Hyundai, which is considered one of the 

most prominent galleries in Korea, held a Lee Ufan exhibition in 1978, and 

Korean Contemporary Art: Unique Methods of Exhibit by Four Artists in July 

1979, featuring the works of Kim Tschang-yeul, Park Seobo, Yun Hyong-keun 

and Lee Ufan. These exhibitions motivated the gallery focus more heavily on 

Dansaekhwa. Starting in the 1980s, the gallery became more actively engaged 

in introducing Dansaekhwa artists and held seven exhibitions in total, two for 

Park Seobo in 1981 and 1988, three for Chung Sang-hwa in 1983, 1986 and 

1989, and one for Ha Chonghyun in 1984. Gallery Hyundai has continued to 

actively promote major Korean artists active domestically and abroad, including 

those specializing in Dansaekhwa.

 Additionally, Duson Gallery was the first to showcase the works of 

Chung Chang-Sup in an exhibition in 1984, after 33 years since his debut on 

the art scene, followed by Contemporary Art of the 1960s: the Works of the 

Biennale de Paris in the same year, presenting the works of 14 artists, such as 

Kim Chonghak, Kim Tschang-yeul, Park Seobo, Chung Sang-hwa, and Chung 

Chang-Sup, all of whom participated in the Paris Biennale from 1961 to 1965. 

In 1991 the Gallery went on to exclusively showcase 20 pieces by Park Seobo 

at a time when the National Museum of Modern and Contemporary Art and the 

Chosun Ilbo Gallery held large-scale retrospective exhibitions for Park.
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 Inkong Gallery hosted exhibitions featuring Yun Hyong-keun at its 

Daegu location in 1986 and 1987, and a solo exhibition for Park Seobo in 1987. 

Following the 1988 Seoul Summer Olympics, the gallery staged the works of Yun 

Hyong-keun in solo exhibitions in 1989 and 1991 at its Seoul location. The gallery 

particularly worked hard to introduce Yun to the international art scene in 1989 

through critiques of Yun’s works by critics such as Lee Yil, Joseph Love, Lee 

Ufan, and Nakahara Yusuke.

 The 1970s to 1980s marked a period of sturdy growth for Dansaekhwa, 

starting with the first solo exhibitions of Yun Hyong-keun and Park Seobo in 1973, 

until the opening of the 1988 Seoul Olympics, when numerous Dansaekhwa 

exhibitions were held by domestic galleries that strongly supported Korean artists, 

including Myong-Dong Gallery, Munheon Gallery, Tong-In Gallery, Kongkan 

Gallery, Seoul Gallery, Jean Art Gallery, Kwanhoon Gallery and Gallery Hyundai, 

recording a total of twelve exhibitions for Yun Hyong-keun, six for Park Seobo, 

four each for Ha Chonghyun and Chung Sang-hwa, and two for Chung Chang-

Sup. Additionally, many exhibitions were staged in galleries in Japan, such as 

Muramatsu Gallery, Shinanobashi Gallery, Motomachi Gallery and Tokyo Gallery, 

amounting to a total of ten exhibitions for Chung Sang-hwa, four for Yun Hyong-

keun, three for Park Seobo, and two for Ha Chonghyun.

 3) From the Late 1980s to 2005: Galleries Committed to the Cause 

Continue Dansaekhwa Exhibitions

From the late 1980s to the early 2000s, the Korean art market shifted its 

focus from Korean to Western paintings, as more galleries opened in both the pre-

established Gangbuk art district and the emerging Gangnam art district. Galleries 

also started to participate more actively in art fairs. The economic boom which 

followed the 1988 Seoul Olympics triggered a peak in sales in the art market, and 

galleries have ventured in to art markets overseas with greater frequency since 

the start of the new millennium. This period saw a marked increase in interest 

towards Dansaekhwa artists, with many galleries in Seoul (e.g. Park Ryu Sook 

Gallery, Wellside Gallery, Hakgojae and Gana Art Gallery), Busan (e.g. Johyun 

Gallery and Kongkan Gallery), and Daegu (e.g. Sigong Gallery and Gallery Shilla) 

actively engaging in hosting Dansaekhwa exhibitions, in addition to the mainstay 

Dansaekhwa galleries such as Gallery Hyundai and Jean Art Gallery ,

 Gallery Hyundai staged a solo exhibition of Park Seobo in 1988, at 

a time when Korea was thrust into the international limelight due to the Seoul 

Summer Olympics. Despite the slump that hit the Korean art market from 1992, 

the gallery continued to host exhibitions featuring Chung Sang-hwa, maintaining 

a close partnership with the artist to this day. In 1996, the gallery hosted Korean 

Monochrome Painting in the 1970s in February, an exhibition of the previous 

year’s Venice Biennale participant, Yun Hyong-keun in June, and an exhibition 

of Chung Chang-Sup’s newly branded tak paper (Korean traditional paper made 

from mulberry bark) in November, ultimately leading to Gallery Hyundai having 

hosted exhibitions for all five major Dansaekhwa artists of the 1970s. In 1997, 

it held a Solo exhibition of Park Seobo, displaying large-scale Ecriture pieces 

with black hanji (Korean paper handmade from mulberry trees). The gallery 

hosted two group exhibitions in 1999 and 2001, Korean Art of 50 Years: 1950-

1999 and The Development of Korean Contemporary Art, 1970-90, in which 

they could consecutively feature the works of Park Seobo, Yun Hyong-keun 

and Chung Sang-hwa. When the 2002 FIFA World Cup Korea/Japan was 

held, the gallery staged a solo exhibition of Park Seobo, showcasing his works 

using hanji, pencil and colors.

 Park Ryu Sook Gallery also hosted a range of Dansaekhwa 

exhibitions; The gallery hosted two Park Seobo exhibitions in 1997 and 

2002 after having introduced the artist’s works at Art Basel in 1996. It also 

submitted Chung Chang-Sup's works to an art fair in Melbourne, Australia in 

1998, and held a solo exhibition of Chung in Korea in the following year. Later, 

the gallery held exhibitions of Ha Chonghyun in 2001 and Yun Hyong-keun in 

2003. Aside from hosting solo exhibitions, Park Ryu Sook Gallery continued 

to feature group exhibitions of Dansaekhwa artists: Joseon White Porcelain 

and Contemporary Art in 2000; 17 Artists Representing Korea Today in 2007; 

Blank, Speak to Untold in 2012; and Painting Not Painting in 2014.

 Wellside Gallery submitted Ha Chonghyun's works to the Foire 

Internationale d'Art Contemporain (FIAC), when the French art fair invited 15 

Korean galleries to an event honoring partner countries in 1996. After reopening 

at a new venue the following year, the gallery featured Ha Chonghyun in its 

premier exhibition, showcasing the artist’s latest series Conjunction (1996-

1997). The gallery staged a solo exhibition of Park Seobo in 2005, featuring 

the artist’s experimentation with various pigments in the 2000s, and thereafter 

exclusively reserved its booths for the works of Park at the Korea International 

Art Fair, Shanghai Art Fair and China International Gallery Exposition in Beijing. 

In 2007, the gallery hosted a solo exhibition of Yun Hyong-keun, but had to 

cancel plans to submit Yun's works to the 2008 Frankfurt Book Fair, due to 

the artist’s passing.

 Johyun Gallery in Busan has, to this day, staged seven Park Seobo 

exhibitions at three year intervals since first featuring the artist in a solo 

exhibition in 1991. The gallery also hosted two more exhibitions dedicated to 

the artist in conjunction with a retrospective of the artists at Busan Museum 

of Art in 2010, and to coincide with the revival of Dansaekhwa as a genre in 

2015. The gallery staged four solo exhibitions for Chung Changhwan in 1994, 

2000, 2004 and 2015, and continued to introduce Chung's works by hosting 

group exhibitions and representing the artists at events such as the Korea 

International Art Fair. The gallery also actively engaged in promoting Yun 

Hyong-keun, after first hosting the artist’s solo exhibition in 1999, hosting two 

additional exhibitions in 2002 and 2007. Johyun Gallery held as many as 17 

exhibitions inviting Dansaekhwa artists, featuring the works of Park Seobo, 

Chung Chang-Sup, Yun Hyong-keun, etc.
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Starting from 1996, Sigong Gallery of Daegu started to 

show its avid support for Dansaekhwa artists by hosting four 

Ecriture exhibitions by Park Seobo in 1996, 1997, 1999 and 2002, 

and by hosting a solo exhibition for the tak paper artist Chung 

Chang-Sup in 1999. The gallery continued to feature Dansaekhwa 

works even after the gallery was acquired by Leeahn Gallery, in 

the form of A Table of Korean Contemporary Art in 2007 and A 

Table of Korean Contemporary Art II: Dansaekhwa in 2015. In 

addition, Gallery Shilla in Daegu hosted solo exhibitions of Yun 

Hyong-keun in 1999 and 2003, and Park Seobo in 1999 and 

2012. In 2006, the gallery submitted works of Yun and Park to 

an art fair in Cologne, Germany. At the same time, a series of 

solo exhibitions for Dansaekhwa artists were held across Korea, 

featuring Park Seobo at Kongkan Gallery in Busan in 1991, Yun 

Hyong-keun at Galerie Bhak in 1994, Yun Hyong-keun at Rho 

Gallery in 1999, esquisse pieces by Park Seobo at Rho Gallery 

in 2015, the latest works of Yun Hyong-keun at Gallery Ihn in 

2002, and drawings by Park Seobo at Gallery Sejul. Since the 

art market began to mature during the 1988 Olympics, until the 

genre saw a rise in public interest at around 2005, Dansaekhwa 

exhibitions were continuously held, owing to the sheer tenacity 

and determination of art galleries across Seoul, Busan, Daegu 

and other regions, all which remained committed to the genre.

 4) After 2006: Exhibitions by Galleries Seeking Investments and 

Globalization of the Genre 

The Korean art market experienced an unprecedented era of prosperity 

from late 2005. The previously gallery-led art market witnessed fiercer competition 

as K Auction was established as a counterpart to the existing Seoul Auction. The 

auction market boom, invigorated with the upturn in the global economy, witnessed 

groundbreaking records in auction sales each day. However, the Dansaekhwa 

market underwent little change despite such favorable circumstances. During this 

time, only a few Dansaekhwa exhibitions were held, mostly by galleries that kept 

close ties with Dansaekhwa artists. One of the characteristics of this period was 

that artists began to enter into exclusive partnerships with specific galleries, unlike 

the past practice of artists hosting exhibitions at many different galleries. Such a 

trend has become all the more prevalent, as galleries continue to invest their efforts 

in globalizing the art market. 

Since the art market boom of 2006, Gallery Hyundai, a strong patron of 

Dansaekhwa artists, has hosted Chung Sang-hwa exhibitions every two to three 

years (2007, 2009, 2011 and 2014). The gallery’s 45th anniversary exhibition in 

2015, titled Korean Abstract Painting, was a vast exhibition which showcased 

works by the first generation of modernist artists as well as Dansaekhwa artists 

such as Park Seobo, Yun Hyong-keun, Chung Sang-hwa, Chung Chang-Sup, Ha 

Chonghyun, Kim Guiline, Lee Ufan and Kim Tschang-yeul. The exhibition featured 

many Dansaekhwa pieces, clearly reflecting the rising popularity of the genre.5

Wellside Gallery hosted a Yun Hyong-keun 

exhibition in 2007 after having hosted a long stream 

of Park Seobo exhibitions. Johyun Gallery in Busan 

continued holding Park Seobo exhibitions in the 

2000s (2006, 2010 and 2015) and hosted a Chung 

Chang-Sup exhibition in Korea following the artist’s 

exhibition at Galerie Perrotin, France. Gana Art 

Gallery also contributed to promoting Dansaekhwa 

artists by hosting the exhibition Ha Chonghyun, 

Half-century of Abstract Art in 2008. Arario Gallery 

exhibited works by Park Seobo at its Beijing gallery 

in Jiuchang Art Complex, China in 2007 after Park’s 

retrospective exhibition at the Gyeonggi Museum 

of Modern Art, and hosted Park’s Empty the Mind 

exhibition at Arario Gallery New York in 2008.

Pyo Gallery held exhibitions for Chung 

Chang-Sup in 2001 and Ha Chonghyun in 2006 

and 2013. It also hosted Chung’s solo exhibitions 

at its locations in Seoul and Beijing in 2007, when it 

was in vogue for Korean galleries to open branches 

▲ Fig 6
Exhibition view at Chang-Sup Chung 

Retrospective, 2010, National Museum of 
Modern and Contemporary Art, Korea, 
Meditation Series, Courtesy of MMCA
ⓒ Chung Chang-Sup Estate

5. Gallery Hyundai, Korean Abstract 

Painting, 45th Anniversary of Gallery 
Hyundai, Mar. 25 – Apr. 22, 2015.
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in Beijing. Hakgojae hosted Process, featuring Chung Sang-

hwa’s paper-based pieces, and its Shanghai branch hosted 

Unconstraint Creation (大知無碍) in 2014, featuring the artists 

Lee Ufan, Ha Chonghyun and Chung Sang-hwa. To this day, 

PKM Gallery manages all aspects regarding Yun Hyong-keun’s 

exhibitions and participation in art fairs, after having concluded 

an exclusive contract with Yun’s surviving family. The gallery’s 

premier exhibition after relocating in 2015 was titled Yun Hyong-

keun, and was accompanied by a commemorative monograph.6

Kukje Gallery, a forerunner in generating significant 

momentum for the rise of Dansaekhwa, hosted a Park Seobo 

exhibition in 2010 and Dansaekhwa exhibitions at a larger 

scale under the title The Art of Dansaekhwa in 2014. The latter 

exhibition encompassed works of Kim Guiline, Chung Sang-

hwa, Ha Chonghyun, Lee Ufan, Park Seobo, Chung Chang-Sup 

and Yun Hyong-keun. In addition, the gallery contributed to the 

formation of international discourse on the values and significance 

of Dansaekhwa by holding a symposium for critics and artists at 

home and abroad to coincide with notable events such as the 

Gwangju Biennale and a special exhibition at Leeum, Samsung 

Museum of Art. In 2015, Kukje Gallery took the lead in globalizing 

the genre, hosting an official collateral event of the 56th Venice 

Biennale in Italy, titled Dansaekhwa, in collaboration with the 

Boghossian Foundation of Belgium.7

▲ Fig. 7
CHUNG Sang-hwa Solo Exhibition, 
2014, Gallery Hyundai
© Gallery Hyundai

◀ Fig. 8
Yun Hyong-keun Exhibition, 2015, 
PKM Gallery, Courtesy of PKM Gallery
© So Jinsu

◀ Fig. 9-1
Kukje Gallery, Symposium held along 
with The Art of Dansaekhwa, 2014
© So Jinsu

▼ Fig. 9-2
Installation View of Dansaekhwa, 

Collateral Event of the 56th International 

Art Exhibition – la Biennale di Venezia

2015, Courtesy of Kukje Gallery
© Fabrice Seixas

6. PKM Gallery, Yun Hyong-keun: Selected 

Works 1972 - 2007, 2015.
7. Kukje Gallery, The Art of Dansaekhwa, 
Aug. 28 -Oct. 19, 2014; Lee Yongwoo (ed.), 
Dansaekhwa, La Biennale di Venezia 56, 
May 7 -Aug. 15, 2015.
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The recent Dansaekhwa boom and growing recognition 

of its artists may not have been possible without the commitment 

of countless galleries over a period of more than four decades. It 

could be safely assumed that the refined history of Dansaekhwa 

today has been co-authored by the insight and devotion of the 

directors from a variety of different galleries, each demonstrating 

conviction, loyalty and strategic planning and investment.8 

Having emerged in the 1970s from exhibitions at a handful 

of galleries including Korea’s Myong-Dong Gallery, Munheon 

Gallery, Kongkan Gallery and Seoul Gallery, as well as Japan’s 

Muramatsu Gallery, Tokyo Gallery, Gin Gallery, Motomachi Gallery 

and Sinanobasi Gallery, Dansaekhwa today continues in its stride 

towards globalization, enduring with a tenacity akin to the rose of 

Sharon, Korea’s national flower, at galleries across the world, in 

the United States, France, Hong Kong and China.

3. Dansaekhwa Artists at Domestic and Overseas Art Fairs

1) Domestic Art Fairs Since 1979

The exhibition and sales of Dansaekhwa in the Korean art market 

has taken place through a variety of channels: namely, galleries in the 1970s; 

auctions that started in late 1998 and flared into competition in 2005; the 

Korea Galleries Art Fair held by Galleries Association of Korea since 1979; 

and the Korea International Art Fair (KIAF) founded in 2002. It was after the 

establishment of the KIAF in 2002 that art fairs became more widely known to 

the general public. Art fairs became an increasingly popular option to galleries 

after the United States subprime mortgage crisis in 2008, as they emerged 

as a more cost-effective alternative amidst the sudden depression within the 

domestic art market. Galleries suddenly found themselves having to cancel 

or downscale exhibitions in an art market that had otherwise exhibited robust 

growth since late 2005.

The KIAF was established as Korea’s premier art fair where galleries 

could sell works by artists in residence or artists in contract at home or abroad. 

KIAF statistics show Park Seobo’s work was the most frequently submitted 

among those of Dansaekhwa artists. Fourteen years of accumulated records 

show that Park’s works were submitted by 43 galleries, Chung Sang-hwa’s 

works by 27 galleries, Yun Hyong-keun’s works by 18 galleries, Ha Chonghyun’s 

works by 11 galleries and Chung Chang-Sup’s works by six galleries from 

the period of 2002 to 2015. Wellside Gallery was Park Seobo’s most loyal 

proponent,  representing the artist each year without fail for 14 years. The artist 

was also featured 10 times by Johyun Gallery, and once each by 19 galleries 

including Gallery Hyundai and Gallery Euro. Chung Sang-hwa was represented 

eight times by Hakgojae, four times by Gallery Hyundai and two times each by 

Gallery Won and Wooson Gallery.

Yun Hyong-keun’s works were submitted four times by Gallery Shilla, three 

times by Wellside Gallery, two times each by Johyun Gallery and Gallery Focus, 

and once each by PKM Gallery, Leeahn Gallery and the Columns Gallery of Korea 

and Galerie Jean Brolly of Paris, France. Ha Chonghyun’s works were submitted 

four times by Gallery Euro and once each by Pyo Gallery, Wellside Gallery, Gallery 

Focus, Gallery Yemac, Gallery Pakyoung, Wooson Gallery of Korea and Galerie 

Winter of Germany. Chung Chang-Sup’s works were submitted four times by 

Johyun Gallery and one time each by Pyo Gallery and Gallery Euro.

By the 14th KIAF, Wellside Gallery had submitted the most Dansaekhwa 

works to the KIAF, recording a total of 17 times (14 for Park Seobo and three 

for Yun Hyong-keun), closely followed by a total of 16 times by Johyun Gallery 

(ten for Park Seobo, four for Chung Chang-Sup and twice for Yun Hyong-keun). 

Chung Sang-hwa was represented for eight consecutive years by Hakgojae, 

seven times by Song Art Gallery, six times by Gallery Euro and five times by 

Gallery Hyundai.

▼ Fig. 10
Park Seobo Ecriture(猫法 ) 1967-1981, 2016 
January-March, White Cube, Courtesy of 
the artist and White Cube

8. Discussions on the beginning of the 
Dansaekhwa boom in the art market 
inevitably mention Dansaekhwa: 

Korean Monochrome Painting (Mar. 17 
- May 13, 2012), an exhibition curated 
by Yoon Jin Sup and held at the 
MMCA, for its vast scale and vigorous 
expert discourse on the genre that 
formed through the exhibition.
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As the fever for Dansaekhwa started to spread in the market in 2014, KIAF 

recorded the following number of Dansaekhwa submissions: 13 works by Park 

Seobo, nine by Yun Hyong-keun, six by Chung Sang-hwa, five by Chung Chang-

Sup and three by Ha Chonghyun. A total of 14 galleries, of which 10 galleries 

each represented more than one artist, submitted 36 Dansaekhwa works to the 

KIAF in 2014, clearly demonstrating a resurgence in the genre. The trend could 

be witnessed again in KIAF 2015, with galleries submitting 10 Dansaekhwa works 

by Chung Sang-hwa, eight by Park Seobo, eight by Yun Hyong-keun, three by Ha 

Chonghyun and two by Chung Chang-Sup.

The number of galleries representing Dansaekhwa had previously been 

limited to four for the 1st KIAF in 2002 and seven for the 2nd KIAF in 2003. After 

this point, the number decreased yet again, with only three galleries submitting 

Dansaekhwa in 2006 and 2007, despite the vibrancy of the art market at the 

time. However, regardless of the recession in the art market, this number has 

increased to six to seven galleries each year since 2008. In 2014, which marked 

the revival of the genre, a total of 14 galleries submitted Dansaekhwa works, 

and the KIAF also hosted a special Dansaekhwa exhibition. In 2015, 19 galleries 

featured Dansaekhwa. Such widespread recognition and expansion of the 

genre was evident not only in the KIAF but also in exhibitions such as the special 

exhibition Dansaekhwa and Antique held in April 2015 at the Busan Annual 

Market of Art, and a special Dansaekhwa exhibition of the Asia Hotel Art Fair held 

at Conrad Seoul in August 2015. 

◀ Fig. 11
KIAF 2014, Booth of Park Ryu Sook Gallery
© So Jinsu

▼ Fig. 11-2. 
KIAF 2014, Booth of Wellside Gallery
© So Jinsu

10. Kim Daljin, The Proper Perspective 

on Contemporary Korean Art. Baleon 
Publishing Company, 1995, pp. 262 - 269.

2) Overseas Art Fairs after 1984

Korean galleries started venturing overseas to participate in art fairs in the 

1980s. The Korean art market opened up to the international scene as Korea’s 

economy and trade grew due to the Five-Year Economic Development Plan and 

the export-driven economic policies of the 1960s and 1970s. Such a shift was 

first marked when Jean Art Gallery, which at the time was active in Japan and 

France, submitted the works of nine artists including Kim Guiline, Nam Kwan, Park 

Seobo, Lee Ufan and Hwang Julie to the International Contemporary Art Fair (Foire 

Internationale d’Art Contemporain: FIAC) of Paris, France in 1984. This marked the 

beginning of direct participation in the FIAC by Korean galleries. Likewise, Gana Art 

(currently Gana Art Gallery) represented artists such as Choi Jongtae, Lee Man Ik 

and Lee Jong-sang at FIAC from 1985 to the early 1990s.

Korean galleries’ participation in overseas art fairs substantially increased 

around the 1988 Seoul Olympics. Gallery Hyundai participated in Art Chicago, 

submitting works by Chung Sang-hwa and Shim Moon-Seup in 1987 and by Lee 

Ufan in 1988. Likewise, Jean Art Gallery participated in the Los Angeles Art Show, 

representing 13 artists including Kim Bongtae, Nam Kwan, Park Seobo, Paik 

Nam June and Lee Ufan in 1987 and Park Seobo in 1989. Pyo Gallery introduced 

Kim Kulim to the Los Angeles Art Show in 1988. At the time of the 1988 Seoul 

Olympics, galleries expanded their scope of participation in overseas art fairs 

ranging from the International Contemporary Art Fair (Feria Internacional de Arte 

Contemporáneo: ARCO) in Spain and the Stockholm Art Fair in Sweden.

In the 1990s, a greater number of 

Dansaekhwa artists ventured into art markets 

overseas. The large number of Korean galleries that 

participated in the Tokyo International Art Fair in 

1990 marked further expansion into Asian art fairs, 

with a grand total of ten Korean galleries including 

Kukje Gallery, Gallery Mee, Gallery Maek-Hyang, 

Wellside Gallery, Jean Art Gallery and Pyo Gallery. 

In 1991, Duson Gallery submitted works of Park 

Seobo, Ko Younghoon and Oh Sufan to the Tokyo 

International Art Fair, and Gallery Hyundai submitted 

works of Chung Sang-hwa, Kim Tschang-yeul, Paik 

Nam June and Lee Ufan to Art Chicago.

Since its establishment in 1992, Korean 

galleries, namely Gana Art Gallery, Nabis Gallery 

and Gallery Hyundai, have participated in the 

Nippon International Contemporary Art Fair (NICAF). 

Nabis Gallery exhibited works by Ha Chonghyun 

while Gallery Hyundai exhibited works of Paik Nam 

June and Lee Ufan.10 At the 1993 NICAF, an affiliate 

of Jean Art Gallery represented Chung Chang-Sup, 
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Ha Chonghyun and Cha U-hee; Gallery Hyundai represented Chung Sang-hwa, 

Kim Tschang-yeul, Lee Ufan and Paik Nam June; and Sun Gallery represented 

Park Seobo. At the 1996 FIAC of France, Jean Art’s affiliate gallery represented 

Ha Chonghyun and Cha U-hee, and Johyun Gallery actively engaged in 

promoting the works of Park Seobo by dedicating an exclusive booth to the artist. 

In 1997, Gallery Hyundai, Gaain Gallery, Kukje Gallery, Park Ryu Sook Gallery and 

Gana Art Gallery participated in Art Basel.

In 2000, Wellside Gallery, Jean Art Gallery and Galerie Bhak participated 

in the 7th Melbourne Art Fair, further introducing Dansaekhwa to the wider global 

market. In this fair, Jean Art Gallery exhibited Park Seobo’s works, and Wellside 

Gallery exhibited works by Ha Chonghyun, Lee Kang So and Kim Bongtae. In 

2005, Dansaekhwa artists including Park Seobo, Yun Hyong-keun and Chung 

Chang-Sup were invited to display their works at a special exhibition in the 

Shanghai Art Fair. In 2011, Wellside Gallery participated in the 2nd Korean Art 

Show held in SoHo, New York and submitted a substantial number of works by 

Park Seobo. The Dansaekhwa genre has thus far increased its participation in 

overseas art fairs at a steady pace, after first exposing itself abroad in the 1990s, 

expanding in the 2000s, and finally commercializing its assets in the 2010s. Kukje 

Gallery is taking the lead in globalizing the genre of Dansaekhwa by continuing to 

supply galleries and individual collectors with works from its collections featured 

at Frieze Masters and Art Basel by Ha Chonghyun, Park Seobo, Lee Ufan, Chung 

Sang-hwa, Chung Chang-Sup, Kim Guiline and Kwon Young-woo.

▲ Fig. 12-1
Art Central, 2015, Booth of Gallery Hyundai © Gallery Hyundai

▲ Fig. 12-2
Art Basel, 2015, Booth of Galerie Perrotin © So Jinsu

Art Basel Hong Kong in March 2015 featured numerous Dansaekhwa works 

submitted by Kukje Gallery (Park Seobo, Ha Chonghyun), Hakgojae (Chung Sang-

hwa), PKM Gallery (Yun Hyong-keun), Blum & Poe of the United States (a group of 

Dansaekhwa artists) and Galerie Perrotin of France (Park Seobo). Passion for the 

genre was also evident in Gallery Hyundai’s Dansaekhwa exhibition at Art Central, 

which was held during the same period. The many Dansaekhwa featured in Art 

Basel Switzerland in June, submitted by both domestic and overseas galleries, also 

demonstrated the ongoing course of globalization of Dansaekhwa.

4. The Dansaekhwa Boom and Expansion of the Art Market

Despite being barely acknowledged, first as a genre since first entering 

galleries in the early 1970s, and second, throughout the golden years of 

auction houses and galleries in 2006 and 2007, Dansaekhwa sales finally 

started to soar in 2014, almost 40 years after its introduction, largely due to 

exponential growth in large-scale galleries, overseas promotion, increased 

featuring and sales in auction houses abroad, and exhibitions and sales in 

leading international art fairs. The rate of demand and prices have significantly 

risen as stronger ties are established between domestic and overseas markets, 

consequently shedding light on other Dansaekhwa works that had long lain 

dormant in the warehouses of collectors and galleries.

The Dansaekhwa boom, 40 years in the making, combined with 

domestic and overseas demand, has triggered fierce competition between 

galleries, auction houses and art fairs both at home and abroad to acquire 

a greater number of paintings. It has also challenged stakeholder groups to 

develop strategies and build fundamentals for qualitative improvement, and 

has prompted the development of discourse and evaluations of the stylistic 

techniques used in the genre to promote greater international recognition. The 

Dansaekhwa boom has encouraged the Korean art market to pursue wider 

networks with the art markets of the United States and Europe, as well as that 

of Hong Kong, which functions as a platform to the art markets of Asia. The 

multi-faceted growth of the Dansaekhwa market has encouraged the market 

for the five leading artists to continue to mature, and has broadened horizons 

for other Dansaekhwa artists, ultimately opening up greater inroads between 

the art markets of Korea and abroad.
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This article looks at the way two exhibitions of Dansaekhwa—

at the Tate gallery, Liverpool, in 1992 and the National Museum 

of Modern and Contemporary Art in Seoul in 2012—created 

a storied space and narrative of “non-artificial nature” and 

modernist Korean aesthetics.1 (Fig. 1) Dansaekhwa is known as 

postwar Korean abstract painting, which is also referred to as 

monochrome painting, Dansaekjo. Although numerous terms 

have been used to describe Korean abstract paintings, the recent 

retrospective exhibition curated by Yoon Jin Sup in 2012 in Korea 

clarified the current terms that I deploy in this paper. Dansaekhwa, 

widespread in the 1970s, marked a concrete contribution to the 

history of modern and contemporary Korean art, with several 

landmark exhibitions in Korea garnering critical attention. We 

shall look at two exhibitions: one outside Korea and the other in 

Korea, marking a twenty-year interval. Taken together, I want to 

create embedded stories pertaining to Dansaekhwa, which is said 

to be non-objective art without any narrative or subject matter. 

My aim will be to approach this work from a contextual vantage 

point while replying to the critical writing of Lee Yil, Dansaekhwa’s 

main protagonist critic. It is my hope to reconsider Dansaekhwa 

as a site or a storied “pictorial and social” space, thus fortifying its 

salient critical stories and formal innovations. 

1. Dansaekhwa: Lee Yil’s “Hwanwon” and “Hwaksan” 

Dansaekhwa, postwar abstract art in Korea, was loosely 

formed in the 1970s and continues to exist in the work of artists of 

the younger generation. Yet, interestingly enough, this style of work 

is not a painterly movement or school, but rather a tendency to 

create work that is “monochromatic,” dansaekjo, as its manifestation. 

This manifestation has never disappeared and has become 

generationally interlocked. 

The 1992 exhibition entitled “Working with Nature: 

Contemporary Art from Korea,” consisted of the first generation of 

Dansaekhwa artists such as Chung Chang-Sup, Yun Hyong-keun, 

Kim Tschang-yeul, Park Seobo, Lee Ufan, and Lee Kangso.(Figs. 

2, 3) Lee Yil who wrote in the exhibition catalogue defines the work 

as “post-minimal abstraction that is both post-formalist and post-

materialist.” This implies the “limiting of the ego in the intellectual 

sense and a curbing of involvement in the act of painting.”2 This first 

important exhibition of Dansaekhwa for foreign viewers encapsulated 

the twin forces within its “nature,” which appeared in writings by 

both Lewis Biggs and Lee Yil. “Nature” was also a typical East 

Asian metaphor, often distinguished from any western counterpart. 

Nevertheless, Lee Yil did not attempt to radically depart from 

modernist understandings of abstraction in this exhibition, and this is 

what I want to discuss here. 

As Dansaekhwa was making its formation, Lee coined 

the terms “hwanwon” (還元, reduction) and “hwaksan” (擴散, 

expansion), in the catalogue preface of AG [Abbreviation of Avant-

Garde] Association’s exhibition.3 (Figs.4, 5) In his essay, Lee defines 

“Hwanwon” as “[the] Dynamics of Expansion and Reduction” for the 

1970 AG exhibition: 

 From the most rudimentary forms to the events that happen 

along the prolongation of the everyday, or from the most 

fundamental and direct experiences to the material as 

the coagulation of concept, today’s act of art is an all-out 

challenge against art itself and throws away all coxcombry. 

The significance of art at its most primary state lies not in it 

being “art.” but in it being a confirmation of life. Today’s art 

aims at that primitive significance…. 4

In this writing, Lee emphasizes today’s act of art as 

“rudimentary forms,” a “primary state,” and a “confirmation of life.” 

He continues to define “hwanwon” and “hwaksan” with the following: 

The Storied Space
of Korean Dansaekhwa: 
“Reduction” and “Expansion”

Yeon Shim CHUNG 

1. Except for my name above, all the 
Asian names in the paper follow Asian 
style with the last name first. For Korean 
texts, I use the Korean Romanization 
System, not the McCune–Reischauer 
Romanization System that is no longer 
in use in Korea. For the  artists’ names, I 
follow the way they have introduced them. 
In the parentheses are the translated 
titles of articles and journals in English. 
This should be helpful for finding the 
original sources. The Tate exhibition 
was on view from April 8 to June 21, 
1992. This exhibition was co-organized 
by the National Museum of Modern 
and Contemporary Art Seoul with Tate 
Gallery Liverpool, sponsored by Samsung 
Electronics. However, this exhibition 
abroad did not create any critical context, 
assuming that Korean contemporary art 
was never introduced to Europe seriously. 
In 1993, the Miyagi Museum of Art had the 
Dansaekhwa exhibitions with 12 Korean 
participants. See Minemura Toshiaki, 
“Korean Contemporary Art As Aeon,” 12 

Contemporary Artists from Korea [韓國·
現代美術の12],” (Miyagi, 1993), pp. 20-23. 
Lee Yil’s essay was also published in this 
catalogue in Japanese and the Korean 
version is reprinted in Yeon Shim CHUNG  
et al. (eds.), Lee Yil Anthology, Vol. 1 
(Seoul: Mijinsa, 2013) pp. 624-628.

2. Working with Nature: Traditional 

Thought in Contemporary Art from 

Korea, exhibition catalogue (Liverpool: 
Tate Gallery Liverpool, 1992). 

3. In the current English translation of 
“hwanwon” as “reduction” it is a bit 
tricky because Korean critics tend to 
relate “hwanwon” with Greenbergrian 
reduction of representations. In the 
paper, I examine the double meanings 
or double fates of “hwanwon.” I follow 
the existing translation of “reduction” 
for “hwanson” as found in critical 
studies in Korea. The AG Association 
published its journal AG four times. 
The initial issue of AG was published 
in June 1969, then March 1970, May 
1970, and finally the last issue in 
November 1971. 

4. This originally appeared in AG 70 
exhibition catalogue; reprinted Yeon 
Shim CHUNG  et al. (eds.), Lee Yil 

Anthology, Vol. 1 (Seoul: Mijinsa, 2013), 
p. 370. The next sentences are as 
follows: One strand of line is charged 
with infinite potential, as, for instance, 
a high-tension wire connecting the 
universe would be, and generates 
intense tension in our consciousness. 
Also, an anonymous object is open 
toward a lively reality because of that 
anonymity, and leads us toward an 
adventure of new perception. No, 
the world is in fact anonymous and 
we experience, act, and cognize in 
that anonymity. As Chung Moojeong 
noted, this state of life is based on 
Henri Focillon’s writing from whom 
Lee Yil’s concepts derived. 

◀ Fig. 1
Dansaekhwa: Korean Monochrome 

Painting, March 17-May 13, 2012. 
Exhibition View at the National Museum 
of Modern and Contemporary Art, Korea. 
Left to Right: Yun Hyong-keun, Burnt 

& Ultramarine Blue, 2004. Oil on linen, 
259x162cm, Courtesy of Yun Seong-ryeol 
and PKM Gallery; Lee Ufan, From Line, 
1974. Glue and stone pigment on canvas, 
194x259cm, National Museum of Modern 
and Contemporary Art, Korea; Park 
Seobo, Ecriture No. 101104, 2011. Mixed 
media with Korean hanji paper on canvas, 
180x300cm. Courtesy of the MMCA
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 Art as a “declaration of anonymity” is in itself naked art. Art 

reduces to the most fundamental self and at the same time 

expands into a state of life before art was art. What is in 

between such expansion and reduction is neither a certain 

history nor a dialectic. What lies there is a complete and 

true dynamic of existence. It is because a true creation lies 

in the awakening of this existence.5

This exhibition of AG configured the essential idea of 

Korean modernist criticism and pictorial traces. According 

to the article entitled “AG in [19]71 in the eye of the Japanese 

painter,” printed in Hongdaehakbo,6 Suzuki Yoshinori (鈴木慶則)  

responded to the AG exhibition in Seoul, noting that:

 On my stay in Korea, I could see one aspect of 

contemporary Korean art which, without exaggeration, is 

never known in Japan, and, in particular, it was fortunate 

to see ‘AG 71[1971]’ under the title of “Reality [現實] and 

Realization [實現]” at the National Museum of Modern 

and Contemporary Art (Kyeongbokgung). I assume that, 

considering the theme of the previous AG exhibition in 

1970 as “the dynamics of hwaksan and hwanwon,” AG 

notices the rudimentary state of nature, and parallels its 

structure with the confirmation of life.… I could realize, to a 

certain degree, that it was similar to the feeling that I drank 

Coca Cola with its Korean trademark. The emerging white 

text of Korean [Hangeul] seemed to be fresh and new, 

something disparate from the taste of Coca Cola.7 

◀◀ Fig. 4
Lee Yil, “The Dynamics of Hwanwon and 

Hwaksan,” AG, 1970. 
Kim Daljin Art Archives and Museum, 
Seoul, Korea

◀ Fig. 5
Detail

▲ Fig. 2
Park Seobo
Ecriture No. 41-78

Pencil, oil on hempen cloth
194 x 300 cm
Leeum Samsung Museum of Art, Korea 
Courtesy of the Artist

◀ Fig. 3
Critic Lee Yil and Dansaekhwa artists
(Left to Right: Choi Myung-young, 
Park Seobo, Lee Yil, Ha Chonghyun)
Photo Archives: Lee Yujin 

5. Lee Yil Anthology, p. 370. The word 
anonymity [無名性] in Lee’s text also 
appears in Park Seobo’s writing. See 
Park Seobo, “Hyeondae Misulgwa Na 
(Contemporary Art and Me),” Misul 

Saegye, vol. 60 (Nov., 1989), pp. 108-109. 

6. This article is Lee Yil’s translation into 
Korean and printed in Haedaehakbo [弘大
學報], dated March 15, 1972; the original 
article by Suzuki Yoshinori appeared in 
Bijutsu Techo [美術手帖], vol. 24, no. 353 
(March 1972), pp. 22-23. Suzuki (1936-
2010) was a Japanese painter, a member 
of the group Genshoku(幻触). It was led 
by art critic Ishiko Junzō (石子順造); the 
members shared interests with Mono-ha 
artists.  See Kenji Kajiya’s interview 
with the painter; 
http://www.oralarthistory.org/archives/
suzuki_yoshinori/interview_01.php

7. Since Lee Yil studied in Paris, AG 
employed the French title for this 
exhibition: Réaliser et la Réalité. For AG 
activities, see Kim Mi-kyung, “Hangukui 
silheom misul-AGreul jungsimeuro (Korean 
Experimental Art–AG),” Hanguk Geundae 

Misulsahak (The Journal of Korean 

Modern Art History), 1998, pp. 374-404. 
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By interpreting “hwanwon” as an art that reduces to the 

most fundamental self, Lee and the Dansaekhwa artists would 

later create a critical site for modernist practices of abstraction 

in Korea. Modernist “Reduction” as the rudimentary form of 

art and life is also evoked in the Park Seobo one-man show at 

Myong-Dong Gallery, which ran from October 3 to 10, 1973. In an 

interview with a daily Korean newspaper, Park said, “my work is 

an action, not an expression.(Fig.6)”8 In this early solo exhibition, 

Park noted that only a “pulse” operates in his work and in a way 

it is “far niente [無爲].” Interestingly enough, in Park’s remarks, 

“being modern is the crisis of image,” of the artist in “negation” to 

tradition. This negation speaks elegantly to the auratic impulse of 

the avant-garde and it works as a modernist claim à la Clement 

Greenberg. In the accounts of Lee and Park in the early 1970s, 

there is also the coincidence of encouraging artists to return to 

the Zero point in art. First let’s look at Lee’s text: 

 In other words, art converges toward the most 

fundamental and singular state, while at the same time 

permeating into the complex cells of scientific civilization, 

or transposing into an unfamiliar material, or expanding 

into an act of no-contemplation in a pure sense. Has art 

already ceased to be art? No. If we were to in any context 

talk of “anti-art,” it would still be under the name of art. The 

task presented before us today is to give new meaning of 

life to the art that has returned to its Zero degree.

In this Zero degree of art, Park elaborates his own line as 

being original and singular, noting that the copious retroaction 

on canvas enables us to feel its resistance, and its impulsive 

sensation leads us to the interior of canvas. This process recalls 

the road to reach Tao.9  

On Park’s exhibition in 1973, critic Yoo Jun-Sang also 

expressed the idea of Park’s work returning to Zero point,10 

as Park criticized Euro-centered art as a result of the Western 

perspective of having humans at the center of a composition 

looking at a thing [事物]. In the interplay of negation to tradition, 

Western (and Modern Japanese) aesthetic values and practice, 

these Dansaekhwa critics and artists expand their art as an anti-

art form, struggling to create the utopian Esperanto of abstraction 

in Korea. It was Park Seobo who was committed to promoting 

possible changes to the Korean cultural economy for art and 

wished to show the work of these artists abroad. Apart from his 

solo exhibition at Myong-Dong gallery in Seoul and Muramatsu 

gallery in Tokyo, the Indépendant de Séoul in 1974 was fruitful 

in disseminating the practice and formal concentration into 

abstraction known as Dansaekhwa.11 (Fig.7) A series of exhibitions 

and criticism began to establish the legacy of Dansaekhwa, 

resulting in modernist myth of Dansaekwha in Korea and 

culminating in the 1992 exhibition at Tate Liverpool. 

2. Korean Modernism’s Double Fate: 

Modernist Negation vs. Modernist Nostalgia 

From the beginning of Dansaekhwa to the 1992 exhibition 

in the UK and the 2012 exhibition in Korea, there were no serious 

studies on the paradox of Lee Yil’s “hwanwon” and “hwaksan” 

concepts, except for a few scholarly articles by Chung 

Moojeong.12 There was, however, revisionist condemnation of Lee 

Yil’s critical perspective and other Dansaekwha critics, targeting 

them as descendants of colonial historicism, in particular in their 

critical defense of white color and monochromatic verisimilitude 

in their exhibition titles and articles.13 In other words, the 

modernist painterly practice coexists with modernist nostalgia 

returning to the origin and the past, unlike the Western concept. 

Once Lee’s “Hwanwon” (還元) designates modernist abstract 

practice in the same way as Western abstraction; it also plays its 

double, ambivalent role in designating the return to the origin in 

the context of nostalgia. Here, I want to bring up the double-fate 

of “hwanwon” and discuss the calling of “returning to the origin,” 

the literal meaning of “hwanwon.”14 

As a backdrop to Dansaekwha, Lee Ufan’s recent 

interview with Yoon Jin Sup is worth quoting.15 Lee, both as 

witness in Korea and observer in Japan, recalls the era: 

 It was the time when everyone’s life was frozen up in 

extreme poverty; it was the era of [the] abstraction. 

This was the background of the monochrome. With the 

destitute minimality in impoverished life in one hand [and] 

the oppressive military government on the other hand, 

 the monochrome appeal was an ideal fit. Employing 

single color or the technique of repetition was chosen as 

an effective collective style for the purpose of expressing 

the will to resist.16

This statement leads us to think of the sociopolitical 

and economic conditions of Korea in the late 1960s and 1970s. 

▲ Fig. 7
Indépendants de Séoul, 1974

▲ Fig. 6
Chosunilbo(October 7, 1973)

8. Chosunilbo, October 7, 1973. 

9. Dongailbo (October 1 , 1973). 

10. Yoo Jun-Sang, “Park Seobo jeoneul 
bogo (Park Seobo Exhibition Review),” 
Chosunilbo (October 31, 1973). 

11. 2e indépendant de Séoul took place 
from December 20 to 28, 1974.  

12. Chung Moojeong, “Hwanwongwa 
Hwaksanui Mihak: Lee Yilui Misulbipyeong 
(The Aesthetics of Reduction and 
Expansion: Lee Yil’s Art Criticism),” 
Hanguk Geunhyeondae Sahak 
(The Journal of Korean Modern and 

Contemporary Art History), vol. 17 
(Dec. 2006), pp. 123-148.

13. See Park Carey, “1970 nyeondae 
Hanguk Monokromui Giwongwa 
Jeontongseong (The Origin and 
Traditional Nature of Korean Monochrome 
in the 1970s), Misulsanondan, vol. 15 
(Dec. 2002), pp. 295-322; Park Seoboui 
‘myobyeob’ (Éricture)gwa jeontongron 
(Park Seobo’s Écriture and Tradition in the 
1970s), Hanguk Geunhyeondae Sahak 
(The Journal of Korean Modern and 

Contemporary Art History), vol. 18 (Dec. 
2007), pp. 39-57. For the question of this 
revisionist view connecting the colonial 
historicism of Dansaekhwa with Yanagi 
Muneyosi’s view, see Lee Ufan’s response 
in Danseakhwa: Korean Monochrome 

Painting, pp. 32-35. 

14. Lesley Ma, organizer of the 2014 
symposium at M+, has told me that 
the word “還元” does not exist in China 
where ‘還原’ is used in its place; 
E-mail conversation with the author 
dated June 13, 2014.  Lee Yil’s original 
text published in AG employs the former 
that I use in my paper.  

15. Lee Ufan and Yoon Jin Sup: 
Interview with Lee Ufan, in Dansaekhwa, 
2012, p. 42.

16. Underline is the author’s emphasis. 
Yoon Jin Sup, “Interview with Lee Ufan,” 
p. 42.
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Political opinions were easily censored, and the ideological 

debates of the Right and Left were fierce. At the same time, 

President Park Chung-hee focused all his efforts on modernizing 

South Korea, effacing, to some degree, the genealogy of tradition. 

Beneath this landscape, what makes “hwanwon” intriguing 

and polemical, even problematic is to think of what “the origin, 

the original or the original condition” means. To return where? 

And what is the Zero point, and how does it differ in the Korean 

context? The former is the symbolic place or site to return to 

and the latter is a pictorial condition to return to.17 My intention 

here, unlike revisionist art historians, is not to criticize why 

Dansaekwha artists turned toward political abstention and formal 

experimentation. Rather, by looking at original sources, I want to 

bring up the concepts of “hwanwon” and “the Zero point” within 

the identity of Korean abstraction.

Lee Yil wrote his essay on “white thinks of” in the exhibition 

catalogue of “Five Hinseku White,” viewed in May, 1975 in Tokyo 

Gallery, with works by Lee Dong-youb, Suh Seungwon, Park 

Seobo, Huh Hwang, and Kwon Yungwoo.(Figs.8-10) 

 To the critic, “the white” is not the limitation in the 

use of the color of white as its literal meaning; rather, it 

operates in the “imaginary field” of all possibilities. Lee Yil also 

notes that, “To our artists, the white monochrome is rather 

a proposal of spiritual vision accepting the world,” unlike 

Western monochrome painters in search of new possibilities 

of painting.18 Monochrome, the literal meaning of a single color, 

is being used from this moment, although these artists did not 

employ one color at all. To the critic, the return to the original 

condition was evoking the Koreanness in the state of Zero 

degree in writing and in art making.19 In struggling to formulate 

the Zero point in art, Park also attempted to create the locality 

or singularity of abstraction, in the emphasis of physical and 

repetitive performativity. To the critic and painter, the type 

of Dansaekhwa was not a simple painting, but a “field” of 

performative involvement. In other words, the act of “a painting 

is a painting is a painting is a painting…” Thus, the painters 

accumulate their anti-art form or informe in the gestures of their 

hands and bodies. 

In interpreting the color of white literally, however, Joseph 

Love, one critic of this exhibition wrote in the Japan Times, 

Sunday, May 18, 1975: “Despite geographical nearness, it is 

rare to see a full scale exhibition of Korean art in Japan. There is 

a sense of isolation, almost sadness in it after the Koryo Period 

and one can still detect it in contemporary art.” At the end of 

this article, however, his tone is calmer: “The main interest in 

contemporary Korean art is not in symbol, figuration or space, 

but in exploring textures… [the] thing which the artist makes 

becomes a symbol of itself and each textural incident takes 

on weight more than in other abstract style… an art that falls 

into no trap of false nationalist traditionalism while preserving 

its roots—i.e., a true radicalism.”20 In addition  Korean abstract 

painting still lingers in works by the next generations after Park 

in artists such as Kim Tae-Ho and others.21 (Fig. 11) Still the 

performative act of painting and physical resistance is visible 

in their laboring with layers of paints. The modernist practice 

and nostalgia were completely obliterated in the 1992 exhibition 

in UK, under the umbrella of “[Dansaekhwa] Korean artists 

working with the nature.” 

17. Park Seobo, in his interview at the solo 
exhibition of Myong-Dong Gallery, noted 
the word of “endemism/singularity [風土
性].” In relation to the “origin,” see Yeon 
Shim CHUNG , “Japanese Colonial Policy 
and the ‘Return to the Soil’ in Colonial 
Korea,” CAA 2002 (Philadelphia). 

18. Lee Yil, “White Thinks of,” Five 

Hinseku White, exhibition catalogue, 
Tokyo Gallery, 1975; reprinted in Lee Yil 

Anthology, p. 398. Hinseku, meaning 
white color is the repetition of the same 
work. This exhibition was made possible 
by the gallery director Yamamoto who 
viewed the 1972 Indépendant de Séoul, 
and the critic Nakahara Yukuke. 

19. The critical issues of tradition 
and identity are discussed in Lee 
Yil’s writing for the exhibition entitled 
“Contemporary Asian Art Show” at 
Fukuoka Art Museum in 1980; reprinted 
in Lee Yil Anthology, pp. 509-513. His 
paper presented at the symposium for 
this exhibition is also reprinted in Lee Yil 

Anthology, pp. 507-508. 

20. Joseph Love, “Two Exhibitions, 
Korean White and Japanese Blue,” 
The Japan Times (Sunday 18 May, 
1975). Another writing was translated 
into Korean: “Joseph Love. S.J. ui 
‘Hangukjeonui yesuleui geunwon 
(The Roots of Korean Avant-Garde 
Art), Hongdaehakbo (15 June, 1975); 
originally published in Art International, 
volume XIX (15 June, 1975), pp. 30-35. 

21. Soon Chun Cho and Barbara 
Bloemink, The Color of Nature: 

Monochrome Art in Korea (New York: 
Assouline, 2008), pp. 208-231. 

◀ Fig. 9
Chung Sang-hwa
Untitled 74-6

1974. Oil on canvas
227.3 x 181.8 cm
The National Museum of Modern and 
Contemporary Art, Korea. 
Courtesy of the Artist and Gallery Hyundai

▲ Fig. 10
Suh Seungwon
Simultaneity 70-26

1970. Oil on canvas
130 x 162 cm 
Courtesy of the Artist 

▼ Fig. 8
Five Hinseku White, May 1975, 
Tokyo Gallery 
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3. Unfinished Project of Dansaekhwa : 

The hidden voice of Dansaekhwa artists and 

after their stories 

The 2012 exhibition of Dansaekhwa was a curatorial attempt 

to “stir the ashes of Modernism and rekindle the embers” to 

contemplate the span of forty years of the art in Korea. In terms of 

museographical sense, the exhibition was successful in bringing 

Modernist issues in Korea but its exhibition design itself silenced the 

sociopolitical frame and failed to create “the storied space” of Korean 

modernism’s double fate, as I noted above. 

In relation to a political voice, Ha Chonghyun’s early works, 

especially Work 71-11, Counter – Phase [對位] of 1971, consists of 

newspaper stacks on one side and paper on the other side.(Fig. 12) 

The use of a newspaper stack on the floor is very new in the sense 

that this medium of books and newspapers corresponds to the age 

of the art of the [modern] city. Ha employed books and newspapers, 

media disseminating information when he was actively involved in 

AG period (1969-1973) as well. At that time, Korean newspapers 

were highly censored and the censored sections were covered 

with white spots. In 1972 and 1973, the artist produced the 

barbed wire on a panel in which the reverse part of the canvas is 

knotted with wires. Ha’s use of wire, newspaper stacks etc. lies 

in his artistic credo, stating: 

 The art of this century compared to the one preceding it 

unravels itself in city environments. Challenging factors 

such as mass production, quickened flow of information, 

urban rationalism and its indifferent attitude, various 

geometric forms of city architecture, stacks of gas tanks 

and towering presence of chimneys, all of which remind 

in their anonymous realm of monuments, proved to be 

decisive in subverting the established order of artistic 

concepts. … a process of synthesizing different modes of 

artistic expression, from painting, sculpture to architecture 

and design, will experience a serious field expansion.22

22. Originally Ha Chonghyun, “Hanguk 
Misul 1970nyeoneul mateumyeonseo 
(Korean art entering the year of 1970),” 
AG, vol. 2, March 1970, p.3; quoted from 
Kim Mi-Kyung, “Energy, Flow, Time, Void – 
The Discourse on Ha Chonghyun,” 
Exhibition Catalogue, Ha Chonghyun 
(Seoul: National Museum of Modern and 
Contemporary Art in Korea, 2012), p. 52. 

▼ Fig. 12
Ha Chonghyun
Counter-Phase

1971
Newspaper and paper, dimension variable 
Courtesy of the Artist 

◀ Fig. 11
Kim Tae-Ho
Internal Rhythm 95-30

1995
Mixed media on wood panel
162 x 131 cm
Courtesy of the Artist 
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preferring the return of images in their paintings. Often painters 

of the latter, preferring images in their paintings, were openly 

criticized by the first generation Dansaekhwa artists.(Fig.14) 

In a recent colloquium with Ko Younghoon, Ju Tae Seok, and 

Kim Gang-Yong, figurative artists in their late 50s and early 

60s, that were taught by Park Seobo and Ha Chonghyun, Kim 

recalled that “when I painted a brick, endless brick, it was not 

a real object of brick… Thinking of Dansaekhwa mentors, my 

brick was an object that led me to think in an abstract way. The 

brick was not the real one, although viewers tried to connect 

with the real things.”23 

As thick as the surfaces Dansaekhwa artists created, 

their works revealed layered, storied narratives of pictorial 

and social space in relation to “hwanwon” and “hwaksan.” 

Lee’s critical terms and Dansaekhwa grew out of great social 

upheaval and repression as well as urbanization in Korea in the 

1970s. In the article, I discussed the double fate of “hwanwon” 

as the modernist negation toward abstraction and modernist 

nostalgia returning to the origin, which I call “vernacular” 

Modernism in Korea.24

23. The colloquium took place at Gana Art 
Center on May 31, 2014, in conjunction 
with Ko Younghoon’s exhibition.

24. For “vernacular” Modernism in Korea, 
Yeon Shim CHUNG , “Lee Insung’s 
Studies of Post-Impressionism: His Quest 
for Vernacular Modernism in Colonial 
Korea,” in Lee Insung: The Centennial 

Celebration of Lee Insung’s Birth. Exh. 
Cat. (The National Museum of Modern 
and Contemporary Art, Korea, 2012), 
pp. 70-75, 168-169. 

◀ Fig. 14
Ju Tae Seok
Railroad, 1980

oil on canvas
193.9x112.1cm
Private Collection  
Courtesy of the Artist 

▼ Fig. 13
Ha Chonghyun
Work 74-06

1974. Oil on hemp cloth
153 x 116 cm 
Courtesy of the Artist and Blum & Poe, 
Los Angeles / New York / Tokyo

By placing contemporary aesthetics in the changing 

city environments, Ha expands the medium of tableau to 

other materials and installation pieces, signaling subdued yet 

discernable political voices. Although this kind of experiment was 

short-lived in his AG period, “experimental art” in the late 1960s 

and 1970s produced Lee’s terms of “hwaksan” [expansion] of 

modernist and postmodernist thoughts in art and life.(Fig. 13) 

These two terms coexist in the “vernacular” development of 

Korean modernism and postmodernism from 1960s to 1990s. 

In considering Dansaekhwa critically, we also need to 

explore the work of the students of several Dansaekhwa artists, 

acolytes who went on to develop the next generation of Korean 

abstract painting, as well as the New Realist Painting, the so-

called New Image Painting (Neo-Imagism in Lee’s words), 



Resonance of Dansaekhwa107106

Kim Daljin

Upon studying metalwork design at Seoul National 

University of Science and Technology, Kim Daljin 

earned a master’s degree in culture and art 

studies at the Graduate School of Art, Chung-Ang 

University. He worked as a journalist at the monthly 

magazine The Exhibit, and worked in the Reference 

Department of the MMCA and Gana Art Center. He 

also served as a vice president of the Korean Art 

Museum Curators Association. Currently, Kim is 

working to publish Seoul Art Guide and manages 

Kimdaljin Art Research and Consulting and Kimdaljin 

Act Archives and Museum, as well as Korea Art 

Archives; he serves as chairman at the Korean Arts 

Archive Association, as well. Kim has co-authored 12 

Stories of Exhibition Curators and wrote The Proper 

Perspective on Contemporary Korean Art.

Originally published as Kim Daljin, “The Timeline“(연표), in The 

Aesthetics of Dansaekhwa(단색화 미학을 말하다). So Jinsu, ed. 
Seoul: Maroniebooks, 2015: 344-357. This timeline is a translated 
and revised version of the original contents in Korean.

106
   l
131

The Timeline of 
Dansaekhwa
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1970 —

Solo exhibitions

Chung Sang-hwa

June 1−7, Shinanobashi Gallery

Osaka, Japan

Park Seobo: Hereditarius

December10−17, Seoul Gallery

Seoul, Korea

1971 —

Solo exhibitions

Chung Sang-hwa

April 19−25, Motomachi Gallery

Kobe, Japan

1972 —

Solo exhibitions

Ha Chonghyun

March 6−12, Gin Gallery, Tokyo, Japan 

Chung Sang-hwa

1972, Mudo Gallery, Tokyo, Japan

• This chronological timeline of 

Dansaekhwa was prepared with a focus on 

exhibitions from the 1970s to the present, 

featuring five artists; Park Seobo, Yun Hyong-

keun, Ha Chonghyun, Chung Sang-hwa and 

Chung Chang-Sup.

• Solo and group exhibitions of the five 

painters are listed chronologically with exhibition 

periods, and in cases where the exact period is 

unknown, only the year is specified. 

• Group exhibitions include dedicated 

Dansaekhwa exhibitions or abstract 

art exhibitions to which art works were 

submitted by the five painters.

• The title of exhibitions use the same 

titles as used at the time. Participation in 

art fairs is excluded. 

The Timeline of Dansaekhwa Kim Daljin

—

Group exhibitions

1st Indépendant

 August.1−5, National Museum of Modern 

and Contemporary Art, Korea (MMCA)

Seoul, Korea

—

Group exhibitions

Contemporary Korean Art: 1957−1972

February 17− March 4, Myong-Dong Gallery

Seoul, Korea

—

Group exhibitions

1st Seoul Biennale

December 12−19, Myong-Dong Gallery

Seoul, Korea

Ha Chonghyun and 68 other artists

—

Group exhibitions

Korea: Five Artists Five Hinsek, White

May 6−24, Tokyo Gallery, Tokyo, Japan

Park Seobo, Suh Seungwon, 

Lee Dong-youb and Hur Hwang

1st École de Seoul

July 30−August 5, MMCA, Seoul, Korea

Park Seobo and 23 other artists

2nd Daegu Contemporary Art Festival

1975, Keimyung University Art Museum

Daegu, Korea

Park Seobo and 76 other artists

1973 —

Solo exhibitions

Yun Hyong-keun

May 18−24, Myong-Dong Gallery

Seoul, Korea 

Park Seobo: Ecriture

June 18−24, Muramatsu Gallery

Tokyo, Japan

Park Seobo

October 4−10, Myong-Dong Gallery,

Seoul, Korea

Chung Sang-hwa

1973, Muramatsu Gallery

Tokyo, Japan

Chung Sang-hwa

1973, Shinanobashi Gallery

Osaka, Japan

1974 —

Solo exhibitions

Ha Chonghyun

June 10−16, Myong-Dong Gallery

Seoul, Korea 

Yun Hyong-keun

June 17−23, Myong-Dong Gallery

Seoul, Korea

1975 —

Solo exhibitions

 Ha Chonghyun: Space Art Grand Prize 

Commemoration Exhibition

November 18−23 Munheon Gallery

Seoul, Korea

Yun Hyong-keun

December 1−7, Munheon Gallery

Seoul, Korea 

Park Seobo

October 4−10 1973
Myong-Dong Gallery
Seoul, Korea
Courtesy of Kim Daljin
Art Archives and Museum

Ha Chonghyun

June 10−16 1974
Myong-Dong Gallery
Seoul, Korea
Courtesy of Kim Daljin 
Art Archives and Museum
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1976 —

Solo exhibitions

Yun Hyong-keun

June 21−27, Muramatsu Gallery

Tokyo, Japan 

Park Seobo

September 10−19, Tong-In Gallery

Seoul, Korea

Park Seobo: Travel Diary of the Hand

October 5−11, Tong-In Gallery

Seoul, Korea

Yun Hyong-keun

November 10−16, Munheon Gallery

Seoul, Korea

Chung Sang-hwa

1976, Muramatsu Gallery, Tokyo, Japan

Chung Sang-hwa

1976, Shinanobashi Gallery

Osaka, Japan

1977 —

Solo exhibitions

Chung Sang-hwa

February 5−12 Motomachi Gallery

Kobe, Japan 

Yun Hyong-keun

April 20−30, Space Gallery, Seoul, Korea 

Invitation Exhibition: Yun Hyong-keun

November 7-13, Seoul Gallery

Seoul, Korea

Ha Chonghyun

November 19−30, Space Gallery

Seoul, Korea

Chung Sang-hwa

1977, Gallery Coco, Kyoto, Japan

1978 —

Solo exhibitions

Park Seobo

June 5−June 17, Tokyo Gallery

Tokyo, Japan 

Yun Hyong-keun

September 1−16, Tokyo Gallery

Tokyo, Japan

—

Group exhibitions

2nd Seoul Biennale

June 26−July 1, Myong-Dong Gallery

Seoul, Korea,

Park Seobo and 34 other artists

—

Group exhibitions

Korean Contemporary Art: Unique Methods of 

Exhibit by Four Artists

June 6−13, Gallery Hyundai, Seoul, Korea

Kim Tschang-yeul, Park Seobo, 

Yun Hyong-keun and Lee Ufan

—

Group exhibitions

The Commemorative Exhibition of the 1st 

Anniversary of the Fukuoka Art Museum Asian 

Artists Exhibition

Fukuoka Asian Art Museum

Fukuoka, Japan, November 1−30

Park Seobo, Yun Hyong-keun, 

Chung Sang-hwa, Ha Chonghyun 

and 23 other artists

—

Group exhibitions

Works of 10 Contemporary Artists

November 7−13, Kwanhoon Gallery, Seoul, Korea

Kim Jinsuk, Suh Seungwon, Lee Kangso, 

Lee Dong-youb, Lee Seung-jio and 

Choi Myoung-young

—

Group exhibitions

The Phase of Korean Contemporary Art

March 22−28, Kyoto Municipal Museum of Art

Kyoto, Japan, Park Seobo, Youn Myeungro, 

Yun Hyong-keun, Chung Sang-hwa

Chung Chang-Sup, Ha Chonghyun 

and 31 other artists

—

Group exhibitions

Works of Seven Contemporary Korean Artists

May 18−27, Jean Art Gallery, Seoul

Kwon Young-woo, Kim Guiline, 

Kim Tschang-yeul, Park Seobo, Yun Hyong-keun, 

Lee Ufan and Chung Chang-Sup

—

Group exhibitions

The Trend in Contemporary Korean Arts 

over the Past 20 Years

November 19−30, MMCA, Seoul, Korea

—

Group exhibitions

Group Exhibition for Six Painters of 

Contemporary Korean Art

August 15−21, Muramatsu Gallery,Tokyo, Japan

Quac Insik, Kim Tschang-yeul, Kim Whanki, 

Park Seobo, Yun Hyong-keun and Lee Ufan

Korea: A Facet of Contemporary Art

August 16−28

Tokyo Central Museum of Art, Tokyo

Park Seobo, Yun Hyong-keun 

and 15 other artists

Korean Contemporary Painting

September 12−21, 

National Museum of History, Taipei, Taiwan

Park Seobo, Yun Hyong-keun, 

Ha Chonghyun, etc. 

1979 —

Solo exhibitions

Ha Chonghyun

October 1−6, Muramatsu Gallery

Tokyo, Japan

1980 —

Solo exhibitions

Chung Sang-hwa

 June 2−9, Jean Art Gallery, Seoul, Korea

Yun Hyong-keun

November 20−26, Kwanhoon Gallery

Seoul, Korea

Chung Sang-hwa

1980, Motomachi Gallery, Kobe, Japan

Chung Sang-hwa

1980, Bergheim Culture Institute

Bergheim, Germany

1981 —

Solo exhibitions

Park Seobo

 November 3−9, Hyundai Hwarang 

(currently Gallery Hyundai), Seoul, Korea 

Yun Hyong-keun

1981, Association Villa Corot25 Ateliers

Paris, France

Chung Sang-hwa

1981, Gallery Objet, Germany

1982 —

Solo exhibitions

Yun Hyong-keun

October 28−November 3

Kwanhoon Gallery, Seoul, Korea 

Chung Sang-hwa

1982, Korean Cultural Center

Paris, France

1983 —

Solo exhibitions

Park Seobo: Paper and Ecriture

April 8−18, Space Gallery, Seoul, Korea 

Chung Sang-hwa

May 10−16, Hyundai Hwarang

Seoul, Korea 
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Chung Sang-hwa

1983, Gallery Ueda, Tokyo, Japan

1984 —

Solo exhibitions

Ha Chonghyun

May 24−30, Hyundai Hwarang

Seoul, Korea 

Chung Chang-Sup

September 7-21, Duson Gallery

Seoul, Korea 

Chung Sang-hwa

1984, Motomachi Gallery, Kobe, Japan

Chung Chang-Sup

1984, Art Core Center, Los Angeles, US

1985 —

Solo exhibitions

Park Seobo: Hanji and Ecriture

July 3−23, Ina Gallery, Tokyo, Japan

Ha Chonghyun

July 8−20, Kamakura Gallery

Tokyo, Japan

Chung Chang-Sup

December 21−30, Cheongtop Gallery

Cheongju, Korea

Chung Chang-Sup

1985, Gallery Ueda, Tokyo, Japan

Korean Contemporary Arts Exhibition - The 

Latter Half of the 70's: An Aspect 1

June 11−December 27

Japan: Tokyo Metropolitan Art Museum, etc.

Park Seobo, Yun Hyong-keun, 

Chung Sang-hwa, Chung Chang-Sup, 

Ha Chonghyun and 34 other artists

—

Group exhibitions

Black and White in Art Today

October 5−December 14

Museum of Modern Art, Saitama, Japan

Park Seobo, Chung Sang-hwa 

and 3 other artists

—

Group exhibitions

Black and White in Contemporary Korean Art

August 25−October 24, MMCA, Seoul, Korea

—

Group exhibitions

Contemporary Korean Art: Currents of the ‘70s

May 1−June 24, Taipei Fine Arts Museum

Taipei, Taiwan, About 50 artists including Kim 

Tschang-yeul, Park Seobo, Lee Dong-youb, 

Chung Sang-hwa and Ha Chonghyun

Korean Contemporary Art of the ’60s

May 26−July 15, Walker Hill Art Center

Seoul, Korea, Park Seobo and 30 other artists

Contemporary Art of the 1960s

November 16-24, Duson Gallery, Seoul, Korea, 

Park Seobo, Chung Sang-hwa,

Chung Chang-Sup and 11 other artists 

The Exhibition of White Paintings by Eight 

Contemporary Korean Artists

June 18−July 20, French Institute of the Republic 

of Korea, Seoul, Korea

Kwon Young-woo, Kim Guiline, Suh Seungwon, 

Park Seobo, Lee Dong-youb, 

Chung Sang-hwa, Chung Chang-Sup, 

Choi Myoung-young

—

Group exhibitions

Minimal and Maximal

June 25−July 7, Jeon Gallery and Hu Gallery

Seoul, Korea, Park Seobo, Yun Hyong-keun, 

Chung Sang-hwa, Chong Chang-Sup, 

Ha Chonghyun and 8 other artists

1986 —

Solo exhibitions

Park Seobo

June 16−28, Tokyo Gallery, Tokyo, Japan

Chung Sang-hwa

September 23−October 2

Gallery Hyundai, Seoul, Korea

Yun Hyong-keun

November 5−28, INAX Gallery

Osaka, Japan

Yun Hyong-keun

December 9−22, Inkong Gallery

Daegu, Korea

Yun Hyong-keun

1986, Gallery Soo, Daegu, Korea

Chung Sang-hwa

1986, Gallery Ueda, Tokyo, Japan

1987 —

Solo exhibitions

Park Seobo

May 29−June12, Inkong Gallery

Daegu, Korea 

Chung Chang-Sup

July 8−20, Gallery Ueda, Tokyo, Japan

Chung Sang-hwa: Paper Works

 September 3−15, Apgujeong Hyundai 

Gallery (Hyundai Department Store B2)

Seoul, Korea

Yun Hyong-keun

Paper Works, September 7−20

Inkong Gallery, Daegu, Korea

Yun Hyong-keun

Paper Works, September 8−21

Gallery Soo, Daegu, Korea

Yun Hyong-keun

1987, INAX Gallery, Osaka, Japan

1. Korean Contemporary Arts Exhibition -  The Latter Half of the 70's: An Aspect

Jun. 11−Jul. 10, 1983 Museum of Contemporary Art Tokyo, Tokyo, Japan
Jul. 17−Aug. 14, 1983 Tochigi Prefectural Museum of Fine Arts, Tochigi, Japan
Aug. 20−Sept. 25, 1983 National Museum of Art, Osaka, Japan
Oct. 29−Nov. 20, 1983 Hokkaido Museum of Modern Art, Hokkaido, Japan
Dec. 8−27, 1983 Fukuoka Art Museum, Fukuoka, Japan
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1988 —

Solo exhibitions

Park Seobo

November 21−30, Gallery Hyundai

Seoul, Korea 

Chung Sang-hwa

1988, Motomachi Gallery, Kobe, Japan 

1989 —

Solo exhibitions

Chung Sang-hwa

March 2−11 Gallery Hyundai

Seoul, Korea 

Yun Hyong-keun

November 6−December 5

Inkong Gallery, Seoul, Korea

Chung Sang-hwa

1989, Galerie Dorothea van der Koelen

Mainz, Germany

Yun Hyong-keun

1989, Gallery Yamaguchi, Osaka, Japan

Yun Hyong-keun

1989, Suzukawa Gallery

Hiroshima, Japan

Yun Hyong-keun

1989, Galerie Humanite, Nagoya, Japan

1990 —

Solo exhibitions

Ha Chonghyun

June 11−July 4, Kamakura Gallery

Tokyo, Japan 

Yun Hyong-keun

September 17−October 6, Gallery Ueda

Tokyo, Japan

Chung Sang-hwa

1990, Kashihara Gallery, Osaka, Japan

—

Group exhibitions

Modern Paintings in Korea: Trends of the 70's

February 20−March 31, Walker Hill Art Center, 

Seoul, Korea, Park Seobo, Yun Hyong-keun, 

Chung Sang-hwa, Chung Chang-Sup

Ha Chonghyun and 23 other artists 

Modernism of Korean Art: 1970−1979

September 29−October 20

Trade Center Hyundai Gallery (at Trade Center 

Hyundai Department Store), Seoul, Korea

Park Seobo, Yun Hyong-keun, 

Chung Chang-Sup, Ha Chonghyun 

and 15 other artists 

—

Group exhibitions

Hiroshima

May 5−August 20, Hiroshima City Museum of 

Contemporary Art, Hiroshima, Japan

Park Seobo, Yun Hyong-keun, 

Chung Chang-Sup, Ha Chonghyun 

and 2 other artists

—

Group exhibitions

A Grouping for the Identity of Contemporary 

Korean Art II - The Period of Reduction and 

Expansion

October 4−9

Hanwon Museum of Art, Seoul, Korea

Yun Hyong-keun, Ha Chonghyun 

and 28 other artists 

Informel after Informel

October 21−29

Chosun Ilbo Gallery, Seoul, Korea

Kim Tschoonsu, Moon Beom, Park Youngha, etc.

A Facet of Contemporary Art 1991: Five Critical 

Views Following a Break from Imagery

1991, Arko Art Center, Seoul, Korea

—

Group exhibitions

Working with Nature

April 8−June 21, Tate Liverpool, Liverpool, UK

Kim Tschang-yeul, Park Seobo, 

Yun Hyong-keun, Lee Kangso, Lee Ufan and 

Chung Chang-Sup

—

Group exhibitions

In Search for the Origin of Korean 

Contemporary Art

November 16−December 16

Total Museum of Contemporary Art, 

Seoul, Korea

Jung Yung-yul, Cho YongIk, etc.

1991 —

Solo exhibitions

Park Seobo: Trends of 

Korean Contemporary Art

October 4−9, Arko Art Center

Seoul, Korea 

Yun Hyong-keun

October 15−26, Inkong Gallery

Seoul, Korea

Invitation Exhibition: Park Seobo’s

Recent Works

10.23−11.5, Duson Gallery

Seoul, Korea 

Park Seobo’s Paintings: Those 40 Years

October 25-November 24, MMCA

Seoul, Korea

Yun Hyong-keun

October 28−November 6

Dain Gallery, Korea

Park Seobo

December 5−12, Kongkan Gallery

Busan, Korea

Park Seobo

December.5−12, Gallery World 

(currently Johyun Gallery), Busan, Korea

Yun Hyong-keun

1991, Gallery Yamaguchi, Osaka, Japan

Yun Hyong-keun

1991, Suzukawa Gallery

Hiroshima, Japan

Yun Hyong-keun

1991, Galerie Humanite, Nagoya, Japan

Chung Sang-hwa

1991, Gallery Ueda, Tokyo, Japan

1992 —

Solo exhibitions

Invitation Exhibition: Ha Chonghyun

October 14−23, Nabis Gallery

Seoul, Korea 

Chung Sang-hwa

November 10-20, Gallery Hyundai

Seoul, Korea

Chung Sang-hwa

1992, Shiroda Gallery, Tokyo, Japan

Yun Hyong-keun

1989, Inkong Gallery
Courtesy of Kim Daljin Art 
Archives and Museum
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1993 —

Solo exhibitions

 Chung Chang-Sup: 

Unpainted Paintings 1953−1993

December 5−12, Ho-Am Art Museum

Yongin, Korea 

Yun Hyong-keun

1993, Locks Gallery, Philadelphia, US

Yun Hyong-keun

1993, Donald Judd Foundation

New York, US

1994 —

Solo exhibitions

Ha Chonghyun

March 16−April 29, Wassermann Gallery

Munich, Germany

Yun Hyong-keun

April 20−May 24

Total Museum of Contemporary Art

Seoul, Korea

Yun Hyong-keun

April 27−May 24, Galerie Bhak

Seoul, Korea

Chung Chang-Sup

June 1−10, World Gallery, Busan, Korea

Ha Chonghyun

June 6−July 9, Kamakura Gallery

Tokyo, Japan

Chung Chang-Sup

September 5−24, Tokyo Gallery

Tokyo, Japan

Park Seobo

October 29−November 28

Remba Gallery, Los Angeles, US

Park Seobo

Novembr 7−19, Galerie Bhak

Seoul, Korea

Park Seobo

1994, Tokyo Gallery, Tokyo, Japan

—

Group exhibitions

12 Contemporary Korean Artists

July 24−September 15

Miyagi Museum of Art, Sendai, Japan

12 artists including Park Seobo, 

Yun Hyong-keun, Chung Chang-Sup and 

Ha Chonghyun 

—

Group exhibitions

20 Years of École de Seoul, 20 Years of 

Monochrome

September 6−19

Kwanhoon Gallery, Seoul, Korea

Park Seobo, Yun Hyong-keun, 

Chung Chang-Sup, Ha Chonghyun 

and 44 other artists 

—

Group exhibitions

Korean Monochrome Painting in the 1970s

February 1−25, Gallery Hyundai, Seoul, Korea

Park Seobo, Yun Hyong-keun, 

Chung Chang-Sup, Ha Chonghyun 

and 7 other artists

Spirit of Korean Abstract Painting

May 15−June 20

Ho-Am Art Museum, Yongin, Korea

Park Seobo, Yun Hyong-keun, 

Chung Sang-hwa, Chung Chang-Sup 

and 12 other artists

Black & White

April 18−May 4, Gallery Seomi, Seoul, Korea

13 artists including Park Seobo, 

Chung Sang-hwa and Chung Chang-Sup

—

Group exhibitions

Monochrome after Monochrome

April 6−May 6, Whanki Museum, Seoul, Korea

Kim Tschoonsu, Park Youngha, 

Yun Myeong-jae, Choi Insun, Han Myeongho 

and Han Jungwook

Korean Abstract Art

June 1−July 30, Seonam Museum of Art 

Exhibition Hall 2, Seoul, Korea

Kang Yongwun, Lee Myeong-Ui, Lee Taehyun, 

Choi Gwando, etc.

The Blue - Another Spirit

September 9−October 9

Whanki Museum, Seoul, Korea

Kim Tschoonsu, Kim Whanki, Chung Sang-hwa, 

Ryu Hee-young, etc.

Yun Hyong-keun

1994, Chinati Foundation

Marfa, Texas, US

Yun Hyong-keun

1994, Donald Judd foundation

New York, US

Yun Hyong-keun

1994, Yein Gallery, Masan, Korea

Chung Sang-hwa

1994, Kasahara Gallery, Osaka, Japan

1995 —

Solo exhibitions

Ha Chonghyun

April 7−27, Hanlim Gallery

Daejeon, Korea 

1996 —

Solo exhibitions

Park Seobo

February 27−March 23, Sigong Gallery

Daegu, Korea 

Park Seobo

April 2−22, Johyun Gallery, Busan, Korea 

Yun Hyong-keun

June 4−20, Gallery Hyundai, Seoul Korea 

Chung Chang-Sup

November 5−20, Gallery Hyundai

Seoul, Korea

Ha Chonghyun

1996, Biever-Risch Galerie

Luxembourg, Luxembourg

1997 —

Solo exhibitions

Ha Chonghyun

January 18−25, Biever-Risch Galerie

Luxembourg, Luxembourg

Park Seobo

February 9−March 1

Remba Gallery, Los Angeles, US

Chung Chang-Sup: Unpainted 

Paintings 1953−1993
December 5−12 1993
Ho-Am Art Museum, Yongin, Korea
Courtesy of Kim Daljin Art Archives 
and Museum
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Park Seobo: Print Exhibition

March 28−April 10, Sigong Gallery, Daegu, Korea

Park Seobo

April 1−15, Gallery Hyundai, Seoul, Korea

Ha Chonghyun: Anxiety and Silence

May 28-June 16, Wellside Gallery, Seoul, Korea

Ha Chonghyun

September 29−October 28, Kamakura Gallery, Tokyo, Japan

Park Seobo

September 29−November 30, ACE Gallery, Los Angeles, US

Park Seobo

October 21−31, Park Ryu Sook Gallery, Seoul, Korea

Chung Chang-Sup

November 5−20, Gallery Hyundai, Seoul, Korea

Yun Hyong-keun

November 16, 1997-March 29

1998, Foundation of Concrete Art

Reutlingen, Germany

1998 —

Solo exhibitions

Chung Sang-hwa

October 23−November 6

Gallery Won, Seoul, Korea 

Park Seobo

1998, Tokyo Gallery, Tokyo, Japan 

Ha Chonghyun

1998, Kamakura Gallery, Tokyo, Japan

1999 —

Solo exhibitions

Yun Hyong-keun: Facing Nature

March 17−31, Rho Gallery, Seoul, Korea

Park Seobo

March 18−April 10, Gallery Shilla

Daegu, Korea

Park Seobo

March 18−April 10, Sigong Gallery

Daegu, Korea

Ha Chonghyun

May 4−21, Espace Paul Ricard,Paris, France

—

Group exhibitions

Painters of Silence: Eight Contemporary Artists

 May 15-September 6

 Museum of the Castle of the Dukes of 

Wurtemberg, Montbéliard, France, 

Park Seobo, Yun Hyong-keun, 

Chung Chang-Sup, Ha Chonghyun 

and 4 other artists

Ideology and Spirit in Korean Dansaekhwa

December 11, 1998−March 2, 1999

Busan Museum of Art, Busan, Korea

Park Seobo, Chung Sang-hwa, 

Lee Ufan and Hur Hwang

Park Seobo

September 3−22, Johyun Gallery, Busan, Korea

Yun Hyong-keun

October 1−14, Gallery Shilla, Daegu, Korea

Chung Chang-Sup

October 19−30, Park Ryu Sook Gallery, Seoul, Korea

Chung Chang-Sup

October 22−November 10, Sigong Gallery, Daegu, Korea

Yun Hyong-keun

November 22−December 6, Johyun Gallery, Busan, Korea

Chung Chang-Sup

1999, Tokyo Gallery, Tokyo, Japan

2000 —

Solo exhibitions

Chung Chang-Sup

May 3−15, Johyun Gallery, Busan, Korea

 Works of Ha Chonghyun Donated to 

Hongik University Museum

May 13−27, Hongik University Museum

Seoul, Korea 

Park Seobo

2000, Tokyo Gallery, Tokyo, Japan 

—

Group exhibitions

The Surface Plane as the Mind

March 15−June 1

Busan Museum of Art, Busan, Korea

Yun Hyong-keun, Chung Chang-Sup, 

Ha Chonghyun and 5 other artists

Postwar Abstract Art in Korea and the West: 

Passion and Expression

March 17−May 14

Leeum Samsung Museum of Art, Seoul, Korea

Yun Hyong-keun, Chung Sang-hwa, 

Chung Chang-Sup, Ha Chonghyun 

and 22 other artists

A Facet of Korean-Japanese Contemporary Art, 

Man + Space: 3rd Gwangju Biennale

March 29−June 7

Gwangju Museum of Art Gawangju, Korea

Park Seobo, Yun Hyong-keun, 

Chung Sang-hwa, Chung Chang-Sup, 

Ha Chonghyun and 22 other artists

Nature: The Self and Being

May 26-July 28

POSCO Art Museum, Seoul, Korea

14 artists including Park Seobo, 

Yun Hyong-keun, Chung Sang-hwa, 

Chung Chang-Sup and Ha Chonghyun

Joseon White Porcelain Dynasty and 

Contemporary Art

July 12-22, Park Ryu Sook Gallery, Seoul, Korea

Park Seobo, Chun Kwang-Young, 

Chung Sang-hwa and Chung Chang-Sup
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 Park Seobo, Esquisse-Drawing & Painting 1996−2001

May 30−July 31, Gallery Sejul, Seoul, Korea

Ha Chonghyun

June 6−19, Gallery Bijutsu Sekai, Tokyo, Japan

Park Seobo

September 10−October 5, Sigong Gallery, Daegu, Korea

Yun Hyong-keun

September 12−October 28, Gallery Jean Brolly, Paris, France

Park Seobo

September 25−October 24, Johyun Gallery, Busan, Korea

Park Seobo

2002, Remba Gallery, Los Angeles, US

Park Seobo

2002, ACE Gallery, Los Angeles, US

Yun Hyong-keun

 2002, Strasbourg Museum of Modern and Contemporary Art

Strasbourg, France

2003 —

Solo exhibitions

Chung Chang-Sup

April 1−12, Gallery Euro, Seoul, Korea

Yun Hyong-keun

May 2−27, Gallery Shilla, Daegu, Korea

Ha Chonghyun Paintings

 June 11−July 15, Mudima Fondation for 

Contemporary Art, Milan, Italy

Yun Hyong-keun

November 17−December 2

Park Ryu Sook Gallery, Seoul, Korea

2004 —

Solo exhibitions

Chung Chang-Sup

June 15−July 14, Johyun Gallery, 

Busan, Korea 

Special Exhibition for Local Artists IV: 

Ha Chonghyun

September 9−November 17

Gyeongnam Art Museum

Changwon, Korea 

Park Seobo: The SMALL

December 20, 2004−January 19, 2005

Gallery Quesaisje, Seoul, Korea

Ha Chonghyun

2004, Gallery Bijutsu Sekai, Tokyo, Japan

—

Group exhibitions

White Spectrum - Joseon White Porcelain and 

Contemporary Korean Art

March 12−June 30, Gwangju Joseon Royal Kiln 

Museum, Gwangju, Gyeonggi-do, Korea

Park Seobo, Chung Sang-hwa, 

Chung Chang-Sup, Ha Chonghyun 

and 5 other artists

—

Group exhibitions

Paintings of Monochrome and Polychrome

September 9−November 14

Gyeongnam Art Museum, Changwon, Korea

Chung Sang-hwa, Ha Indu, Ha Chonghyun and 

Park Saeng-gwang

Korean Plane Painting: Past and Present

September 25−October 31

Seoul Museum of Art, Seoul, Korea

Park Seobo, Yun Hyong-keun, 

Chung Sang-hwa, Chung Chang-Sup, 

Ha Chonghyun and 12 other artists

2001 —

Solo exhibitions

Ha Chonghyun

February 22-March 3

Chosun Ilbo Gallery, Seoul, Korea 

Ha Chonghyun

May 2−8, Jongro Gallery, Seoul, Korea

Ha Chonghyun

May 12−July 7, Kamakura Gallery

Tokyo, Japan

Ha Chonghyun

May 26−June 24, Gallery Yamaguchi

Osaka, Japan

Chung Chang-Sup

September 4−25, Pyo Gallery

Seoul, Korea

Yun Hyong-keun

September 21−December 25

Art Sonjae Museum, Gyeongju, Korea

 Chung Sang-hwa: Opening Exhibition of 

the Ieyoung Contemporary Art Museum

November 2−30

Ieyoung Contemporary Art Museum

Yongin, Gyeonggi-do, Korea

Yun Hyong-keun

2001, Bibi Space, Korea

2002 —

Solo exhibitions

Ha Chonghyun

January 3−20, Korea Art Gallery

Busan, Korea

Park Seobo−Ecriture

March 20−April 7, Gallery Hyundai

Seoul, Korea

Park Seobo

March 20−April 7, Urigurut Ryu

Seoul, Korea

Park Seobo−Ecriture

April 2−20, Park Ryu Sook Gallery

Seoul, Korea

Yun Hyong-keun

April 19−May 3, Gallery Ihn, Seoul, Korea

Yun Hyong-keun

May 1−20, Johyun Gallery, Busan, Korea

—

Group exhibitions

Minimal Language

April 25−May 5, Gallery Seohwa, Seoul, Korea

Kim Tschang-yeul, Park Seobo, 

Yun Hyong-keun and Chung Chang-Sup

Development of Contemporary Korean Art: 

1970−1990

September 26−October 7

Gallery Hyundai, Seoul, Korea

Yun Hyong-keun, Park Seobo, 

Chung Sang-hwa and 7 other artists

Shadow of Spiritual Enlightenment

2001, Gallery Sagan, Seoul, Korea

—

Group exhibitions

Age of Philosophy and Aesthetics

November 21, 2002-February 2, 2003

MMCA, Gwacheon, Korea

Park Seobo, Yun Hyong-keun, 

Chung Sang-hwa, Chung Chang-Sup, 

Ha Chonghyun and 40 other artists
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2005 —

Solo exhibitions

Park Seobo

July 1−20, Wellside Gallery, Seoul, Korea

Yun Hyong-keun

September 7−12, Seongsan Art Hall

Changwon, Korea

2006 —

Solo exhibitions

Park Seobo

May 1−June 2, Johyun Gallery Benecity

 Busan, Korea

Yun Hyong-keun

October 21−November 18

Gallery Jean Brolly, Paris, France

Park Seobo: Cabinet des Dessins

November 22, 2006−January 15

 2007, Museum of Modern and 

Contemporary Art of Saint-Etienne

Saint-Etienne, France

Ha Chonghyun

2006, Pyo Gallery, Seoul, Korea

2007 —

Solo exhibitions

Yun Hyong-keun: Poetry of Silence

March 1−31, Wellside Gallery

Seoul, Korea 

Chung Chang-Sup

March 28−April 28, Pyo Gallery

Seoul, Korea

Chung Sang-hwa

May 2−20, Gallery Hyundai, Seoul, Korea

Park Seobo Today Playing with Color

May 11−July 8

Gyeonggi Museum of Modern Art

Ansan, Korea

Chung Chang-Sup

May 19−June 18, Pyo Gallery

Beijing, China

Yun Hyong-keun

June 1−30, Johyun Gallery, Busan, Korea

Park Seobo

September 22−November 18

Arario Gallery, Beijing, China

Chung Sang-hwa: Process

November 28−December 24

Hakgojae, Seoul, Korea

2008 —

Solo exhibitions

Ha Chonghyun

Half-century of Abstract Art

February 29−March 23, Gana Art Center

Seoul, Korea 

Park Seobo − “Empty the Mind”

May 1−31, Arario Gallery, New York, US

Chung Sang-hwa

June 19−July 19, Gallery Jean Fournier

Paris, France

Park Seobo − “Empty the Mind” 

July 25−September 21, Wellside Gallery

Shanghai, China

Park Seobo

July 25−October 20, Wellside Gallery

Beijing, China

2009 —

Solo exhibitions

Ha Chonghyun

February 31−March 14, Winter Gallery

Wiesbaden, Germany

Chung Sang-hwa

November 17−December 6

Gallery Hyundai, Seoul, Korea

—

Group exhibitions

Korean Monochrome by Four artists

October 7−27, Galerie Dorothea van der Koelen

Mainz, Germany

Kim Guiline, Park Seobo, Yun Hyong-keun 

and Lee Ufan

—

Group exhibitions

Korean Abstract Art 1958−2008: Space and 

Materiality, Actions and Pastimes, Repetition 

and Structures, Color-field and Light

July 9−August 23

Seoul Museum of Art, Seoul, Korea

Park Seobo, Yun Hyong-keun, Chung Sang-hwa 

and 39 other artists

Trends in Contemporary Korean Art I: 

Dansaekhwa

December 27, 2008−February 23, 2009

Yunseul Art Gallery of Gimhae Arts and Sports 

Center, Gimhae, Korea

Kim Jong-geun, Park Seobo, Yun Hyong-keun, 

Lee Kangso, Lee Ufan, Chung Sang-hwa, 

Ha Chonghyun and Hur Hwang

—

Group exhibitions

Void in Korean Art

November 1, 2007−January 27, 2008

Leeum Samsung Museum of Art, Seoul, Korea

Chung Sang-hwa and 13 other artists 

featured in Section 2

Abstract Art, Amusement on the Borders

November 7, 2007−January 17, 2008

Seoul Museum of Art Nam Seoul Annex 

Building, Seoul, Korea

Park Seobo, Yun Hyong-keun, 

Chung Sang-hwa, Chung Chang-Sup, 

Ha Chonghyun and 16 other artists

A Table of Korean Contemporary Art

May 30−July 1, Leeahn Gallery, Daegu, Korea

Kim Whanki, Lee Ufan, Kim Tschang-yeol, 

Park Seobo, Chung Sang-hwa 

and 4 other artists

▲ Park Seobo, Arario Beijing, 2007
Courtesy of Arario Beijing © So Jinsu

▶ Yun Hyong-keun, 2007, Wellside Gallery, 
Left to Right Park Seobo, Hong Kai, 
Yun Hyong-keun, Oh Kwangsu, Kim Yongdae, 
Courtesy of Wellside Gallery
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Ha Chonghyun

November 20−December 20

Seok Gallery, Daegu, Korea

Ha Chonghyun

November 28−January 31, 2010

Bluedot M Gallery, Changwon, Korea

2010 —

Solo exhibitions

Ha Chonghyun

1.7−1.22, Severance Hospital Art Space

Seoul, Korea

Chung Chang-Sup

August 3−October 17

MMCA, Gwacheon, Korea

Park Seobo

November 25, 2010−January 20, 2011

Kukje Gallery, Seoul, Korea

Park Seobo

December 11, 2010−January 30, 2011

Johyun Gallery, Busan, Korea

 Park Seobo, Pioneer of Korean Avant-

garde: 60 Years of Artworks

December 11, 2010−January 30, 2011

Busan Museum of Art, Busan, Korea

2011 —

Solo exhibitions

Chung Sang-hwa

 May 14−August 21, Museum of Modern 

and Contemporary Art of Saint-Etienne

Saint-Etienne, France 

Chung Sang-hwa

July 5−31, Dugahun Gallery

Seoul, Korea 

2012 —

Solo exhibitions

 Daegu Art Museum Special Exhibition: 

Park Seobo

March 6−July 29, Daegu Art Museum

Daegu, Korea

Ha Chonghyun Retrospective

June 15−August 12, MMCA

Gwacheon, Korea 

Park Seobo

September 17−October 9

Gallery Shilla, Daegu, Korea

Ha Chonghyun

2012, Winter Gallery

Wiesbaden, Germany

2013 —

Solo exhibitions

Chung Sang-hwa: On Time and Labor

June 20−September 7

Wooson Gallery, Daegu, Korea 

Ha Chonghyun

September 30−November 2

Pyo Gallery, Seoul, Korea 

2014 —

Solo exhibitions

Chung Sang-hwa

March 26−April 7, Dugahun Gallery

Seoul, Korea 

Ha Chonghyun

May 29−July 27, Wooson Gallery

Daegu, Korea 

Chung Sang-hwa

July 1−July 30, Gallery Hyundai

Seoul, Korea 

Park Seobo: Ecriture

November 6−December 12

Galerie Perrotin, Paris, France 

Ha Chonghyun

December 6−December 20

Blum & Poe Gallery, New York, US

—

Group exhibitions

Color of Nature, Korea’s Dansaekhwa

March 6−April 25, Taipei Fine Arts Museum

Taipei, Taiwan

30 artists including Lee Ufan, Park Seobo, 

Lee Seung-jio, Kim Taeho and Lee Kangso 

—

Group exhibitions

60-70's Korean Contemporary Painting

March 7−24, Gallery Hyundai, Seoul, Korea

Park Seobo, Chung Sang-hwa 

and 6 other artists

White & White: Dialogue between 

Korea and Italy

March 29−June 2

Museo Carlo Bilotti, Rome, Italy

Park Seobo, Chung Chang-Sup 

and 9 other artists

—

Group exhibitions

Overcoming the Modern Dansaekhwa: The 

Korean Monochrome Movement

February 19−March 29

Alexander Gray Associates, New York, US

Park Seobo, Chung Sang-hwa, 

Lee Dong-youb, Lee Ufan, Yun Hyong-keun, 

Ha Chonghyun and Hur Hwang

Minimum vs. Maximum

February 28−April 27

Gallery White Block, Heyri, Korea

Oh Younseok, Lee Kangwook, 

Chung Seung-un

—

Group exhibitions

Danseakhwa: Korean Monochrome Painting

March 17−May 13, MMCA, Gwacheon, Korea

31 artists including Kim Whanki, 

Park Seobo, Youn Myeongro, Lee Kangso, 

Lee Ufan, Chung Sang-hwa 

and Ha Chonghyun

Korean Danseakhwa (MMCA Exhibition Tour)

June 1−July 15

Jeonbuk Museum of Art, Wanju, Korea

17 artists including Kim Whanki, 

Park Seobo, Youn Myeongro, 

Lee Kangso, Lee Ufan, Chung Sang-hwa 

and Ha Chonghyun

—

Group exhibitions

Daegu Art Museum Opening Exhibition: Full of Qi

May 26−September 25

Daegu Art Museum, Daegu, Korea

Park Seobo, Yun Hyong-keun, 

Chung Sang-hwa, Chung Chang-Sup, 

Ha Chonghyun and 31 other artists

Monochrome Painting I

September 23−March 31, 2012

Gonggan Purple, Heyri, Korea

Chung Chang-Sup, Park Seobo, 

Chung Sang-hwa, Lee Seung-jio, 

Suh Seungwon and Kim Taeho

Korean Abstract Painting−10 Perspectives

December 14, 2011−February 19, 2012

Seoul Museum of Art, Seoul, Korea

Yun Hyong-keun, Chung Chang-Sup 

and 8 other artists
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2015 —

Solo exhibitions

Park Seobo

March 11−21, Roh Gallery, Seoul, Korea

Yun Hyong-keun

April 15−May 17, PKM Gallery

Seoul, Korea 

Park Seobo

April 23−June 8, Johyun Gallery

Busan, Korea 

Park Seobo

May 28−July 3, Galerie Perrotin

New York, NY, US

Chung Chang-Sup

June 4−April 1, Galerie Perrotin

Paris, France 

Chung Chang-Sup

July 30−August 30, Johyun Gallery

Busan, Korea 

Ha Chonghyun

September 17−October 18

Kukje Gallery, Seoul, Korea

Yun Hyong-keun

October 3−December 23

Blume & Poe Gallery, New York, US

Chung Chang-Sup

November 3−December 23

Galerie Perrotin, New York, US

Ha Chonghyun

November 6−December 5

Tina Kim Gallery, New York, US

2016 —

Solo exhibitions

Park Seobo

January 15−3.12, White Cube

London, UK 

Empty Fullness: Materiality and Spirituality in 

Contemporary Korean Art 2

June 27, 2014−February 24, 2015

Korean Cultural Center, Beijing, China, and others

Yun Hyong-keun, Chung Sang-hwa, 

Chung Chang-Sup, Ha Chonghyun 

and 6 other artists

Silent Echoes of Korean Abstract Art: 14 Artists

August 12−October 12

Wooyang Museum of Contemporary Art

Gyeongju, Korea

Art of Dansaekhw

August 12−October 12

Kukje Gallery, Seoul, Korea

Kim Guilin, Chung Sang-hwa, 

Chung Chang-Sup, Ha Chonghyun, 

Park Seobo and Yun Hyong-keun

From All Sides: Tansaekhwa on Abstraction

September 13−November 8

Blum & Poe Gallery, Los Angeles, US

Kwon Yong-woo, Park Seobo, Lee Ufan, 

Yun Hyong-keun, Chung Sang-hwa 

and Ha Chonghyun

Unconstraint Creation

December 20, 2014−February 8, 2015

Hakgojae, Shanghai, China, Lee Ufan, 

Chung Sang-hwa and Ha Chonghyun

—

Group exhibitions

Avant Garde Asia: Lines of Korean Masters

March 13−27, Sotheby's Hong Kong Gallery

Hong Kong, China

Kim Whanki, Park Seobo, Lee Ufan, 

Chung Sang-hwa, Chung Chang-Sup 

and Ha Chonghyun

White Resonance: The Sentiment of Hanji and 

Contemporary Art

March 20−August 30

Museum San−Cheongjo Gallery, Wonju, Korea

Park Seobo, Yun Hyong-keun, 

Chung Sang-hwa, Chung Chang-Sup 

and 37 other artists

History of Korean Abstract Art

March 25−April 22

Gallery Hyundai, Seoul, Korea

Park Seobo, Yun Hyong-keun, 

Chung Sang-hwa, Chung Chang-Sup, 

Ha Chonghyun and 13 other artists

Dansaekhwa

May 7−August 16

Contarini-Polignac Palace, Venice, Italy

Kwon Young-woo, Kim Whanki, Park Seobo, 

Lee Ufan, Chung Sang-hwa, Chung Chang-Sup 

and Ha Chonghyun

A Table of Korean Contemporary Art II: 

Dansaekhwa

May 28−June 27, Leeahn Gallery, Daegu, Korea, 

Lee Ufan, Kim Whanki, Park Seobo, 

Chung Chang-Sup, Chung Sang-hwa, 

Yun Hyong-keun, Ha Chonghyun, 

Lee Dong-youb and Lee Kangso

—

Group exhibitions

Dansaekhwa and Minimalism

1.16−3.12, Blum & Poe Gallery

Los Angeles, US

Chung Sang-hwa, Ha Chonghyun, 

Kwon Young-woo, Lee Ufan, Park Seobo 

and Yun Hyong-keun

2. Empty Fullness: Materiality and Spirituality in Contemporary Korean Art

Jun. 27−Jul. 18, 2014 SPSI Art Museum, Shanghai, China, and Korean Cultural Center, Shanghai, China
Aug. 21−Sept.15, 2014 Korean Cultural Center, Beijing, China
Nov. 6−Dec.10, 2014 Korean Culture Center, Berlin, Germany
Jan.9−20, 2014 National Art Museum of Indonesia, Jakarta, Indonesia
Feb. 10−24, 2014 Brazilian Museum of Sculpture, São Paulo, Brazil
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Text Available in Foreign language

I. Publications

Biggs, Lewis and Kim Bok-young. Working with Nature: 
Traditional Thought in Contemporary Art from Korea. 
Liverpool: Tate Gallery, 1992.

Busan Museum of Art. Korean Monochromism: Methods, 
Idea and Spirits.  Busan: Busan Museum of Art, 1999.

Cho, Soon-chun and Barbara Bloemink, The Color of Nature: 
Monochrome Art in Korea, Paris: Assouline, 2008. 

Daegu Culture & Arts Center. Re-appreciating Art in Daegu: 
Special Exhibition of Contemporary Art in Daegu 1974-1979. 
Daegu: Daegu Culture & Arts Center, 2004.

Dagen, Philippe and Kim Mikyung. Ha Chonghyun. 
Gwacheon: National Museum of Modern and 
Contemporary Art, 2012.

Edizioni Mudima. Ha Chonghyun Paintings. 
Milano: Edizioni Mudima, 2003. 

Gallery Hyundai. Chung Sang-hwa Exhibition. 
Seoul: Gallery Hyundai, 1989.

Gallery Hyundai. The Development of Contemporary 
Korean Art. Seoul: Gallery Hyundai, 1996.

Gallery Hyundai. Korean Abstract Painting. 
Seoul: Gallery Hyundai, 2015.

Gallery Hyundai. Korean Monochrome Painting in the 1970s. 
Seoul: Gallery Hyundai, 1996.

Gwangju Biennale. Man + Space. 
Gwangju: Gwangju Biennale, 2000.

Hanwon Museum of Art. A Grouping for the Identity of 
Contemporary Korean Art II-the Period of Reduction and 
Expansion. Seou: Hanwon Museum of Art, 1991.

Heygi, Lóránd and O Kwang-su. Chung Sang-hwa: Painting 
Archaeology. Saint-Étienne: Musée d’Art Moderne de Saint-
Étienne Métropole, 2011. 

Lee, Joon, Sakai Tadayasu, and Roselyne Marsaud Perrodin. 
Lee Ufan. The Search for Encounter.  
Seoul: Samsung Museum of Modern Art, 2003.

Lee, Sun-young, “Chung Chang-Sup: Art alongside Nature,” 
Chung Chang-Sup Retrospective Guidebook, Gwacheon: 
National Museum of Modern and Contemporary Art, 2010. 

Lee, Ufan, Alexandra Munroe, and Mika Yoshitake. Lee Ufan: 
Marking Infinity. New York: Solomon R. Guggenheim 
Museum, 2011.

Lee, Ufan. In search of encounter: At the dawn of a new art 
(Deai a motomete: Atarashii geijutsu no hajimari ni). Tokyo: 
Tabata shoten, 1971. Revised edition, In search of encounter: 
The beginnings of contemporary art (Deai o motomete: 
Gendai bijutsu no shigen). Tokyo: Bijutsu shuppansha, 2000. 

Lee, Ufan. Lee Ufan. Tokyo: Bijutsu shuppan-sha, 1986.

Lee, Ufan. The Art of Encounter. Edited by Jean Fisher. 
Translated by Stanley N. Anderson,
 London: Lisson Gallery, 2004.

Lee, Ufan, Joseph Love, Lee Yil, and Nakahara Yusuke. 
Lee Ufan. Seoul: Gallery Hyundai, 1978.

Lee, Ufan. Yun Hyong-keun. Tokyo: Muramatsu Gallery, 1976.

Lee, Yil. Kwon Young-woo. Seoul:Hyundai Gallery, 1982.

Lee, Yil and Nakahara Yusuke. Five Korean Artists, 
Five Kinds of White. Tokyo: Tokyo Gallery, 1975.

Lee, Yil, Kim Bok-young, and Oh Kwangsu. Park Seobo. 
Seoul: Gallery Hyundai, 1981.

Leeum. Postwar Abstract Art in Korea: Passion and 
Expression. Seoul: Leeum- Samsung Museum of Art, 2000.

Makoto, Ito. Chung Sang-hwa Exhibition (Chung Sang-hwa, 
sakuhin ten). Osaka: Shinanobashi Gallery, 1970.

Massol, Jacques. Kwon Young-woo. 
Paris: Galerie Jacques Massol, 1976.

Nakahara, Yusuke. Park Seobo. Tokyo: Tokyo Gallery, 1978.

Bibliography for 
Dansaekhwa and 
Dansaekhwa Artists

Hegyi, Lóránd, and Okyang Chae-Duporge. 
Lee Ufan. Paris: Communic’Art, 2005.

Ho-Am Art Museum. Chung Chang-Sup: Unpainted Paintings 
1953-1993. Young-In: Ho-Am Art Museum, 1993.

lm, Ch’ang-sŏp and Ahn En Young. Park Seobo, a pioneer 
of the Korean avant-garde(박서보, 한국 아방가르드의 선구자).  
Busan: Busan Museum of Art, 2010. 

Jeong, Biong Kwan and Oh Kwangsu. Chung Sang-hwa. 
Seoul:Gallery Hyundai, 1983. 

Kee, Joan. From All Sides: Tansaekhwa on Abstraction. 
Los Angeles: Blum & Poe, 2015.

Kee, Joan. Contemporary Korean Art: Tansaekhwa 
and the Urgency of Method. Minneapolis: University 
of Minnesota Press, 2013.

Kee, Joan and Yoo Jin-sang. Park Seobo. 
Seoul: Kukje Gallery, 2011.

Kim, Bok-young, “World of the Material and the Self United: 
Pan-naturalism and the Structure of Materiality to Chung 
Chang-Sup,” Chung Chang-Sup: Unpainted Paintings 
1953-1993, Young-In: Ho-Am Art Museum, 1993. 

Kim, Young-ho and Chung Joon-mo. Kwon Young-woo-Artist 
of the year (권영우-올해의 작가).  Gwacheon:MMCA, 1998. 

Korea Arts and Culture Education Service. Korean 
Contemporary Arts Exhibition - the Latter Half of the 70’s. 
Seoul: Korea Arts and Culture Education Service, 1983.

Korea Arts Management Service, and Ministry of Culture, 
Sports and Tourism. Empty Fullness: Materiality and 
Spirituality in Contemporary Korean Art. Seoul: Korean 
Cultural Center, Korea Arts Management Service, and 
Ministry of Culture, Sports and Tourism, 2014. 

Korean Avant-Garde Association. The 1st Seoul Biennale. 
Seoul: Korean Avant-Garde Association, 1974.

La Biennale di Venezia. Edited by Yongwoo Lee. 
Dansaekhwa, Venezia: Marsilio Editori, 2015.

Nakahara, Yusuke. Yun Hyung-Keun. 
Tokyo: Inax Gallery, 1986.

Nakahara, Yusuke. Yun Hyong-keun. 
Hiroshima: Suzukawa Gallery, 1989. 

National Museum of Modern and Contemporary Art. 
Age of Philosophy and Aesthetics: Korean Contemporary 
Art from the Mid-1970s to Mid-1980s. Seoul: Life and Dream 
Publishing Company, 2002. 

National Museum of Modern and Contemporary Art. 
Chung Chang-Sup. Gwacheon: National Museum of Modern 
and Contemporary Art, 2010.

National Museum of Modern and Contemporary Art. 
Dansaekhwa: Korean Monochrome Painting, Gwacheon: 
National Museum of Modern and Contemporary Art, 2012.

National Museum of Modern and Contemporary Art. 
The 1st École de Seoul. Gwacheon: National Museum of 
Modern and Contemporary Art, 1975.

National Museum of Modern and Contemporary Art. 
Ha Chonghyun Retrospective, Gwacheon: National Museum 
of Modern and Contemporary Art, 2012. 

Nuridsany, Michel and Tai Arata. Lee Ufan. 
Tokyo: Toshi shuppan, 1993.

Oh, Kwangsu. Kwon Young-woo. 
Seoul: Seoul City Museum, 2007.

Oh, Kwangsu, Philippe Piguet, and Lóránd Hegyi. 
Chung Sang-hwa: Painting Archaeology. Saint-Étienne: 
Musée d’Art Moderne de Saint-Étienne Métropole, 2011. 

Oh, Sang-gil, ed. Rereading Korean Modern Art II, 
Vol. 2, Seoul: ICAS, 2001.

Oh, Sang-gil, ed. Rereading Korean Modern Art III, 
Vol. 1; Vol. 2, Seoul: ICAS, 2003.

Oliva, Achille B. Lóránd Hegyi, and Lee Ufan. Lee Ufan. 
Milan: Fondazione Mudima, 2007.

PKM Gallery, YUN HYONG-KEUN, 
Seoul: PKM Gallery, 2015. 



Resonance of Dansaekhwa131130

Stella, Dominique, and Gino Di Maggio. Ha Chonghyun. 
Milan: Fondazione Mudima, 2003.

Su-Fu, Martha and Kim Bok-young. Contemporary Korean 
art exhibition (Hanguo xiandae meishuzhan). Taipei: Taipei 
Fine Arts Museum, 1984.

Tokyo Gallery. Sixty Years of Tokyo Gallery + Beijing Tokyo 
Art Projects 1950- 2010. Tokyo: Tokyo Gallery + BTAP, 2010.

Yi, Kyungsung. Korean contemporary art exhibition: 
An aspect of the latter part of the 1970s (Kankoku gendai 
bijutsu ten: 70 nendai kōhan, hitotsu no yōsō). Seoul: 
Kankoku Bunka Geijutsu Shinkōin, 1983. 

 Yi, Kyungsung, Lee Yil, and Minemura Toshiaki. Forty years 
of painting by Park Seobo (박서보 회화 40년전). National 
Museum of Modern and Contemporary Art, 1991.

Yoon, Jin-sup, Alexandra Munroe, Sam Bardaouil, and Till 
Fellrath. The Art of Dansaekhwa. Seoul: Kukje Gallery, 2014.

Yoshiaki, Inui. Chung Sang-hwa. Tokyo:Gallery Ueda, 1983.

Yusuke, Nakahara. Korea: A facet of contemporary 
art(Kankoku, gendai bijutsu no danmen). Tokyo: 
Central Museum of Art, 1977. 

II. Literature and academic journal

Kee, Joan. “Points, Lines, and Encounters: The World 
According to Lee Ufan.” Oxford Art Journal 31, 
no.3 (2008): 403—24.

Kim Seungduk, “The Works of Lee Ufan: His Position in 
Contemporary Art.” Journal of Samsung Museum of Modern 
Art, no.1 (2000): 41-66.

Kwon, Young-jin. “The Monochrome Painting Movement in 
1970s Korea: The Critical Analysis of Korean Modernism.” 
Doctoral diss., Ewha Womans University, 2014.

Text Avaliable in Korean ONLY

I. Publications

Chang, Junseok. Research on Korean Identity through 
Korean Art. Seoul: Shinwon Book, 2009.

Chiba, Shigeo. Yun Hyong-keun. 
Seoul: Artsonje Museum, 2001.

Chung, Yeon Shim, Kim Jeong-eun and Lee Yoo-jin eds. 
Lee Yil Anthology. Seoul: Mijinsa, 2013.

Hakgojae. Chung Sang-hwa Process, 
Seoul: Hakgojae, 2007.

Hakgojae. Lee Dong-youb. Seoul: Hakgojae, 2015.

Kim, Bokyoung. Eyes and the Mind. Seoul: Hangilsa, 2007.

Kim, Bokyoung. Study on Contemporary Art. 
Seoul: Jeongeum Publishing Company, 1987.

Kim, Bokyoung and Others. Ha Chonghyun. 
Seoul: Misoolsarang, 2001.

Kim, Soohyun and Others. Contemporary Korean Art 
1970-1980. Seoul: Hakyoun Cultural Publishing Co., 2004.

Kim, Youngna, 20th Century Korean Art 2: A Period of 
Change and Challenge. Seoul:Yekyong Publishing Co., 2010.

Korean Art Appraisal Association ed. Ten Years of Modern 
and Contemporary Art Appraisal in Korea. 
Seoul: Samunnanjeok Publishing Company, 2013.

Kwanhoon Gallery. The 20th École de Seoul: 
20 Years of École de Seoul and 20 Years of Monochrome. 
Seoul: Kwanhoon Gallery, 1995.

Lee, Yil. “Approaching Meditative Art.”
Anthology of 100 Representative Contemporary 
Korean Artists: Chung Chang-Sup. 
Seoul: Kumsung Publishing Co. Ltd., 1977.

Lee, Yil. “Artists in the 1970s.” Forty Years of 
Korean Abstract Art. Seoul: Jaewon Pub., 1997.

III. Media & Art Magazine 

Fujieda, Teruo. “Action and process: From the Lee Ufan 
exhibition” (Akushon to purosesu: Lee Ufan ten kara). 
Bijutsu techō, no.373 (November 1973): 243–54. 

Harris, T.J.G. “Lee Ufan.” Art International, no.2. May, 1978.

Kitazawa, Noriaki, Tani Arata, and Suga Kishio.
“Feature: Lee Ufan.” Mizue, no. 909 (1980): 12, 39-54.

Liles, Robert. “Beyond White. Reading Tansaekhwa Today.” 
ArtAsiaPacific, no.89. July–August, 2014.

Morgan, Robert. “In Conversation Seobo Park with Robert 
Morgan.” Brooklyn Rail, July 10, 2006.

IV. Video documentations

Chosun Media. “One Color Endlessly Filled in and Erased: 
Artist Chung Sang-hwa.” YouTube.
https://www.youtube.com/watch?v=QjSeumDAvZQ 

Chung, Joyce. “Why Dansaekhwa: Collateral Event of the 
56th Venice Biennale.” YouTube. 
https://www.youtube.com/watch?v=MK0nWcPpOeY

MBC, The Stage of Masterpieces: 
Park Seobo, October 17, 1989.

MBC, “Artist Park Seobo: Master in Korean Abstract Art,” 
Andong MBC’s Sunday Encounters, August 6, 2000.

National Museum of Modern and Contemporary Art. “An 
Interview with Ha Chonghyun.” YouTube.
https://www.youtube.com/watch?v=RIFPm88N_eY 

Park, Young Taek. “Abstract Paintings by Yun Hyong-keun.” 
YouTube.
https://www.youtube.com/watch?v=PDnwntm-kbc

4art, Park Seobo, Records of Exhibitions at the Gyeonggi 
Museum of Modern Art, May 2007.

Lee, Yil. “Between Paper and Paper: Chung Chang-Sup’s 
Works.” Lee Yil Anthology ІІ. Edited by Yeon Shim CHUNG 
and Others. Seoul: Mijinsa, 2013.

Lee, Yil. “Discourses on Yun Hyong-keun.” 
Lee Yil Anthology ІІ. Edited by Yeon Shim CHUNG and 
Others. Seoul: Mijinsa, 2013.

Lee, Yil. “Ha Chonghyun: On Non-pictorial Paintings.” 
Lee Yil Anthology ІІ. Edited by Yeon Shim CHUNG and 
Others. Seoul: Mijinsa, 2013.

Lee, Yil. “Park Seobo's Recent Ecriture Series.” 
Lee Yil Anthology ІІ. Edited by Yeon Shim CHUNG and 
Others. Seoul: Mijinsa, 2013.

Lee, Yil. “Pictorial World of Ecriture: 
The Works of Park Seobo,” Lee Yil Anthology ІІ. Edited by 
Yeon Shim CHUNG and Others. Seoul: Mijinsa, 2013.

Lee, Yil. “The Space of Secretive Breaths: The Works of 
Chung Sang-hwa.” Lee Yil Anthology ІІ. Edited by Yeon Shim 
CHUNG and Others. Seoul: Mijinsa, 2013.

Lee, Yil, “The Trace of Ecriture: Perspectives on Park Seobo.” 
Lee Yil Anthology ІІ. Edited by Yeon Shim CHUNG and 
Others, Seoul: Mijinsa, 2013.

Lee, Yil. “The Works of Ha Chonghyun.” 
Lee Yil Anthology ІІ. Edited by Yeon Shim CHUNG and 
Others. Seoul: Mijinsa, 2013.

Lee, Yil. “Void as Texture: The Works of Yun Hyong-keun.” 
Lee Yil Anthology ІІ. Edited by Yeon Shim CHUNG and 
Others. Seoul: Mijinsa, 2013.

Lee, Yil. Collection of Art Critique. 
Seoul: Youlhwadang Publishers, 1991.

Lee, Yil. Lee Yil's Critique Journal. Seoul: Mijinsa, 1998.

Lee, Yil. Reduction and Expansion of Contemporary Art. 
Seoul: Youlhwadang Publishers, 1991.

Lee, Yil. Perspective of Contemporary Art. 
Seoul: Mijinsa, 1985.



Resonance of Dansaekhwa133132

Lee, Yil and Joseph Love. Chung Sang-hwa. 
Seoul: Gallery Jean, 1980.

Lee, Yil and Joseph Love. Yun Hyong-keun. 
Seoul: Munheon Gallery, 1975.

Lee, Yil and Kim Bok-young. Park Seobo. 
Seoul: Gallery Hyundai, 1988.

Lee, Yil and Others. Yun Hyong-keun. 
Seoul: Inkong Gallery, 1989. 

Love, Joseph, Lee Ufan, and Lee Yil. 
Park Seobo-The paintings of Park Seobo: Diary of the hand 
(박서보의 회화: 손의 여행기). Seoul: Tongin Gallery, 1976.

Love, Joseph, Lee Ufan, and Nakahara Yusuke. 
Yun Hyong-keun. Seoul: Inkong Gallery, 1989.

Oh, Kwangsu. Forty Years of Korean Abstract Art. 
Seoul: Jaewon Pub., 1997.

Oh, Kwangsu. The History of Contemporary Korean Art. 
Seoul: Youlhwadang Publishers, 2010.

Oh, Kwangsu. Yun Hyong-keun. Seoul: Gallery Rho, 1999.

Oh, Kwangsu and Seo Seongrok. One Hundred Years of 
Korean Art. Seoul: Hyeonamsa Publishing Co., Ltd., 2001.

Salm kwa kkum. An era of reason and feeling: 
The development of Korean con-temporary art, from the mid-
1970s to the mid-1980s (사유와 감성의 시대: 한국 현대미술의 전개, 
1970 년대 중반 - 1980년대 중반). Seoul: Salm kwa kkum. 2002.

Seo, Seongrok. Contemporary Korean Art. 
Seoul: Moonye Publishing Co. Ltd., 1994.

Seo, Seongrok. Monochrome after Monochrome. 
Seoul: Jaewon Pub., 1995.

Seo, Seongrok. Postwar Korean Art. 
Seoul: AM Art Publishing Company, 1995.

Seo, Seongrok. Park Seobo: From Informel to Dansaekhwa. 
Seoul: Jaewon Pub., 2000.

II. Literature and Academic journal

Kang, Taehi. “Lee Ufan and tansaekhwa of the 1970s.” 
(이우환과 70년대 단색회화). 
Hyŏndae misulsa yŏn’gu, no. 14 (2002): 135–61.

Kim, Bokyoung. “Theory of Consolidation: On Chung 
Chang-Sup’s State of Unity between the Material and 
the Self.” Journal of the National Museum of Modern and 
Contemporary Art. Vol. 2, 2010. 

Kim, Yisoon. “1970s and 80s Korean abstraction and 
materiality.” (1970–1980년대 한국 추상미술과 물성). 
Misulsa hakbo, no.35 (2010):139–70.

Kwon, Youngjin. “The Creation of Korean Modernism: 
Monochrome Painting of 1970's.” Publication by the 
Association of Art History, Vol. 35, 2010; republished as 
“Monochrome Painting in the 1970's: The Creation of Korean 
Modernism.” Reading Contemporary Korean Art. 
Seoul: Noonbit Publishing Co., 2013.

Yun, Nan-Jie. “The Rivalry in the Movement of 
Monochromatic Painting: Park Seobo and Lee Ufan.” 
Study on Contemporary Art History. Vol. 32, 2012. 

III. Media & Art magazine

“Interview: The artist park Seobo, his first solo exhibition 
in six years.” (인터뷰: 6년 만에 개인전 연 박서보 화백). 
Chungang ilbo, December 6, 1981. 

“Interview: Studio visit—Mr. Park Seobo.”
 (인터뷰: 아뜰리에를 찾아서- 박서보씨). 
Hongdae hakbo (홍대학보). December 1, 1977.

“Interview with Kim Yŏng-ju: Ten years of abstract 
painting by Park Seobo, its legacy and outlook.” 
(대담 김용주: 박서보, 추상운동 10년 그 유산과 전망). 
Space 2, no.12 (December 1967):88–89. 

“Interview with Park Seobo by Oh Kwangsu, ‘on reviewing
 the 1970s’.” (대담: 박서보 - 오광수, 70년대를 보내며). 
Hwarang, no.26 (Winter 1979):13–19.

“Kwon Young-woo explores white in his farewell exhibition.” 
(권영우씨 흰빛 추구한 도불전). Chungang ilbo, May 20, 1977. 

Seo, Seongrok. “Works of Chung Chang-Sup: With Silence, 
with Namelessness.” Reading Contemporary Korean Art. 
Seoul:Noonbit Publishing Co., 2013.

So, Jinsu ed. The Aesthetics of Dansaekhwa.
(단색화 미학을 말하다). Seoul: Maronie Books, 2015.

Suh, Sung-rok. Park Seobo From informel to Tansaekhwa 
(박서보: 앵포르멜에서 단색화까지). Seoul: Chaewon, 2000.

Suh, Sung-rok and Others. Twenty years of the École 
de Seoul, twenty years of the monochrome (에꼴 드 서울 
20년·모노크롬 20년). Seoul: Kwanhoon Gallery, 1995. 

Total Museum of Contemporary Art. Yun Hyong-keun. 
Seoul: Total Museum of Contemporary Art, 2001.

Yi, Kyungsung. “Yun Hyong-keun.” Anthology of 100 
Representative Contemporary Korean Artists (윤형근: 

한국현대미술 대표작가 100인선집). Seoul: Kumsŏng, 1979. 

Yon Art Printing Co. Ltd. Chung Sang-hwa Painting 
Archeology. Seoul:Yon Art Printing Co. Ltd., 2009.

Yoo, June-sang. Kwon Young-woo. 
Seoul: Myongdong Gallery, 1974.

Yoo, June-sang. .Kwon Young-woo. 
Seoul: Sinsegye Gallery, 1977.

Yoon, Jin Sup. A Study of Korean Modernism. 
Seoul: Jaewon Pub., 2002.

Yoon, Jin Sup. “Chung Chang-Sup: World of Unity 
between the Material and the Self.” One Hundred Major 
Contemporary Korean Artists. Seoul: Samunnanjeok 
Publishing Company, 2009.

Yu, Wu-ri. Yun Hyong-keun's Umber and Blue Paintings. 
Seoul: Achim Media, 1996.

Yun, Nan-Jie and Others. Reading Contemporary Korean Art. 
Seoul: Noonbit Publishing Co., 2013.

“What Korean monochrome means as a style” 
(하나의 양상으로서 모노크롬의 의미). 
Space 18, no. 9, September 1983.

An, Yong-sin. “A visit to the atelier of Ha Chonghyun.” 
(하종현: 아뜰리에 탐방). Hwarang, no.28 (Summer, 1980): 81-88.

Bang, Keun-taek, “Kwon Young-woo of the paintings 
without brushstrokes.” (붓자국없는 그림의 권영우씨). 
Han’guk ilbo. June 23, 1966.

Cho, Chŏng-kwŏn, Kim Bok-young, and Chang Sukwon. 
“Feature: Park Seobo.” (특집: 박서보). 
Space, no.190 (April 1983): 20–67. 

Chung, Sang-hwa. “A comprehensive flatness that 
attracts the eye: According to Chung Sang-hwa.”
(시각에 호소하는 철저한 평면화: 정상화씨에게 듣는다). 
Space 15, no. 6 (June 1980): 90–94. 

Ha, Chonghyun. “Thoughts on the Japanese art world.”
(일본 화단을 둘러보고). Hongdae hakbo (홍대학보), April 15, 1972. 

Ham, Se-jin. “Liberation through refusal.” 
Sŏn misul, no.43 (Winter 1989): 24–29. 

Jeong, Biongkwan. “The com-plexity and paradox of 
Chung Sang-hwa's paintings.” (정상화 회화의 복합성과 역설). 
Space18, no.6 (June 1983): 50-53. 

Jeong, Biongkwan. “The artist speaks-Kwon Young-woo.” 
(작가를 말하다-권영우). Wŏlgan misul 2, 
no. 2 (February 1990): 39–42. 

Kim, Bokyoung. “A new aspect of materiality: 
Ha Chonghyun's later Conjunction works.” 
(물성의 새 위상: 하종현의 후기 ‘접합’시대). 
Space 27, no.10 (October 1992): 97-100.

Kim, Bokyoung and Oh Kwangsu. “Korea's mono-chromatic 
two-dimensional painting.” (한국의 단색 평면회화). 
Wŏlgan misul 3, no. 6 (March 1996): 42–77.

Kim, Chae-gwan. “The Ha Chonghyun I see.” (내가 본 하종현). 
Sŏn misul, no. 42 (Fall 1989): 18–23.



Resonance of Dansaekhwa135134

Kim, Chin-yŏb. “Interview with Ha Chonghyun-
Experimentation, an endless denial of oneself.” 
(표지 작가 인터뷰: 실험, 그 영원 자기부정). Misul segye, no.153 
(August 1997): 50–53. 

Kim, Chŏng-hwa. “Talking with Kwon Young-woo.” 
(권영우 화백과 함께).  P’ari han’gu, no.7 (December 1987). 

Kwon, Young-woo. Interview by Kim Chol-hyo and 
Yun Hye-jun, October 13, 2000. Archives of Korean Art 
Journal, no.1(2003): 82–90.

Lee, Ufan. “A Sense of the World as Enacted by the Point and 
the Line.” Space 13, no.5 (May 1978): 38–43.

Lee, Ufan. “The Problems of Korean Contemporary Art.” 
kyegan misul7, no. 3 (Summer 1977): 142-50.

Lee, Yil. “The Chung Sang-hwa I know, the person, the art.” 
(내가 아는 정상화, 그 인간, 그 작품). 
Hwarang, no.53 (Fall 1986): 39–44. 

Lee, Yil, “The World of Chung Chang-Sup's Paintings,” 
Hyeondai Misul, spring, 1991.

Lee, Yil. “On Yun Hyong-keun.” (윤형근론). 
Sŏn misul 11, no. 7 (Fall 1990): 10–17.

Lee, Yil and Ha Indu. “Feature: Park Seobo.” (특집: 박서보). 
Sŏn misul, no. 27 (Fall 1985): 10–33. 

Lee, Yongwoo. “Meeting Chung Sang-hwa.” 
(작가와의 만남: 정상화).  
Hwarang, no. 40 (Summer 1983): 39-44. 

O, To-gwang. “The works of Kwon Young-woo.” 
(권영우의 작품).  Ilgan sports. August 26, 1977.  

Oh, Kwangsu. “Vanguard art: Ha Chonghyun.” (앞서간 사람들: 

하종현). Kk’umim, no.10 (January-February 1978): 74-77.

Oh, Kwangsu. “Structure as spirit: The recent works of 
Chung Sang-hwa.” (정신으로서의 구조- 정상화의 근작). 
Space 28, no.1 (January 1993): 50–55.

Suh, Sung-rok. “Monochromes of the late 1970s.” 
(70년대후반의 모노크롬).  Misul p'yŏngdan, no. 21
(Summer 1991):19–25.

Yamane, Hideo. “Wandering with pictures.” 
(E to tomoni hōrō suru). Kobe Shimbun. October 21, 1972. 

Yi, Hŭng-u. “A day in the life of artist Park Seobo.” 
(화가의 하루). Hwarang, no. 18 (Winter 1977): 69–76. 

Yi, Kyungsung, “Experiencing a unique plastic Sensibility.” 
(특이한 조형감각의 경험). Space11, no.12 (December 1976): 82. 

Yoon, Woohak. “Kwon, Young-woo/The essentialization of 
alonesome beauty of making.” (권영우/백지의 묵시적인 표정을 

따라서). Kyegan misul, no.22 (Summer 1982). 143–46.

You, Hongjune. “The aesthetics of texture and illumi-nation.”. 
Kyegan misul, no. 9 (Spring 1979): 125–28. 

Yoon, Jin Sup. “Returning to the fundamental condition of 
nature: Ha Chonghyun's recent works.” 
(자연의 원소적 상태로의 회기: 하종현의 근작에 대하여). 
Misul p’yŏngdan, no. 88 (Spring 2008): 38-45.

Yun, Hyong-keun. “A multitude of pains... until the work is 
finished” (작품이 되기까지). Kyŏnghyang sin-mun, 
February 3, 1977. 

Yun, Uhak. “Kwon Young-woo.” 
Hwarang. no.35 (Spring 1982): 27–32. 

Published by Korea Arts Management Service

Supported by Ministry of Culture, Sports and Tourism

Publication

President Kim Sunyoung 

Editorial International Business Development office

 Visual Arts Planning & Development Team

Director Kim Shinah

Manager Shim Jieon 

Project Manager Moon Soeun 

Contributing Writers Yeon Shim CHUNG

 Joan Kee

 Alexandra Munroe

 So Jinsu

 Yoon Jin Sup

Translation Ewha Research Institute for 

 Translation Studies, Ro Seongja

Proofreading Row Seunghyun

Book Design by Kwon Ohhyun (STUDI5)

Printed by Joongang Print Company 

First Edition March 2016

Copyright © 2016 by Korea Arts Management Service

12F, Hongik University Daehak-ro Campus, 57, Daehak-ro, 

Jongno-gu, Seoul(03082), Korea

Website eng.gokams.or.kr

Phone +82-2-2098-2925

E-mail art-trans@gokams.or.kr

Publication rights of this book is reserved by Korea Arts 

Management Service. Copyright of the texts and photos in this 

book are reserved by each author. 

Our special thanks go to Maroniebooks, Blum & Poe, 

Kukje Gallery, Kim Dalgin Art Reserch and Consulting, 

Gallery Hyundai, So Jinsu and all participants that provided 

materials for this publication.

Resonance of Dansaekhwa

This bibliography is recategorized of the literature in 
The Aesthetics of Dansaekhwa, edited by So Jinsu 
(Seoul: Maroniebooks, 2015) and From All Sides: Tansaekhwa 
on Abstraction by Joan Kee(Los Angeles, Blum & Poe, 2015).



Resonance of Dansaekhwa137136



Resonance of Dansaekhwa139138



Resonance of Dansaekhwa141140



Resonance of Dansaekhwa143142



144

12F, Hongik University Daehak-ro Campus, 
57, Daehak-ro, Jongno-gu, Seoul 03082, Korea

Website eng.gokams.or.kr
Phone +82-2-2098-2925

E-mail art-trans@gokams.or.kr


