-

‘Art on the Edge between Creation and Dissolution .

Nakhwa, Korean Pyrography

By
He Ri Kwon
B.A. Brown University, 2016

Thesis

Submitted in partial fulfillment of the requirements for the Degree of Master of
Arts in the Department of History of Art and Architecture at Brown University

PROVIDENCE, RHODE ISLAND
MAY 2020



This thesis by He Ri Kwon is accepted in its present from by the Department of
History of Art and Architecture as satisfying the thesis requirements for the
degree of Master of Arts.

Date

Dr. Jeffrey Moser, Advisor
Date

Dr. Sooa Im McCormick,

Curator of Korean Art

The Cleveland Museum of Art

Approved by the Graduate Council

Date

Andrew G. Campbell, Dean of the Graduate School



PREFACE AND ACKNOWLEDGMENTS

This thesis is intended to discuss a genre of Korean painting called nakhwa #% % 43},

which literally means “burnt or scorched painting.” It is the equivalent to pyrography in Western
art. It is a technique of painting performed by burning the surface of materials, such as paper,
leather and more, with a heated iron. This thesis first reviews the fundamentals of nakhwa
painting, such as the required tools and the general process. Selected works from the collections
of major museums in U.S. and South Korea are examined to demonstrate the close connection
between this genre and ink painting. Then the history of the genre is examined in the context of
traditional crafts in general. Nakhwa has been practiced since the late Choson period of the
nineteenth century and was cultivated by the literati and royals to the extent that the genre
reached the neighboring country, Japan, where it was practiced under the different name, yakie.
In turn, during the first half of the twentieth century, in the Japanese colonial period (1910—
1945), the genre was also promoted by the Japanese colonial authority for political purposes.
While nakhwa was able to continue its tradition by winning the favor of the wealthy Japanese
officials, it was chosen as a traditional craft representing the ‘Korean color’ and became a
scapegoat of Japanese ‘Other Orientalism.” Following this, in the early 1960s, the general-
turned-president, Pak Chonghiii (1917-1979), supported traditional cultural assets with a series
of new policies and finally enacted the Framework Act on the Promotion of Art and Culture

(Eskle=712+) in the 1970s. This paper examines how nakhwa’s historical and aesthetic values

have been underappreciated in the shadow of mainstream art.
This research was first conceived when | encountered a nakhwa painting in the collection
of The Cleveland Museum of Art while working as a research fellow in 2018. In doing my

research on this artifact, | realized how scarce any related materials and research on the genre



are, let alone academic papers; only a handful of texts or records in Korean and Japanese are
available on the topic. The paucity of past records and the resulting undervaluing of the genre
motivated me to initiate the research to disseminate information on this interesting yet rare genre
from Korea to a broader audience internationally. | hope that the readers of this paper find it
informative and also discover the potential of the genre as a new art form in the context of
modern art.
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INTRODUCTION
It would not be an exaggeration to say that assert that fire might be the very first medium
of man-made art. Known to be the earliest art, the paintings of Maltravieso Cave in Caceres,
Spain were drawn with the ash mixed with dirt and fruits. As such, fire was among the oldest and
readily available tools that came into existence at the dawn of humankind, and the artworks using
it have continued to date as seen in the fumage works of Wolfwgang Paalen (1907-1959) (Fig.

1.1) and gunpowder paintings of Cai Guo-Qiang 3£& 3% (b. 1957) (Fig. 1.2). With its double-

edged properties of destruction and creation, fire has long fascinated and inspired many artists in

the west and the east alike.

I. WHAT IS NAKHWA?
In East Asia, the earliest form of pyrography—a technique in which the surface of
combustible materials, such as bamboo wood, cloth, leather, etc., is burnt with the carefully

controlled application of a heated metal tool—dates back to the Western Han Dynasty &% (206

B.C.E.-9 C.E.) or the Former Han Dynasty. Yet, the technique was reserved for a practical
purpose, as opposed to an artistic one, i.e., it was used to brand properties belonging to the
government to distinguish them from those of the subjects. It was not until the early Qing

Dynasty 7% #1 (1636-1912) in the 1700s that pyrography came to be commonly recognized as a

unique art form. It has been termed differently in East Asia, including Tanghua % &, Huchua

% #1in Chinese, Nakhwa /% %2 in Korean, and Yakie % # in Japanese. This thesis will focus

! Huohua (% #) was also frequently used in Korea.

2| used the Yale Romanization for this term, but throughout this paper, | followed the McCune-Reischauer
Romanization system. ‘3}’ is spelled ‘nak'wa’ in the McCune-Reischauer Romanization system.



principally on nakhwa, a pyrography technique, and works produced in Korea.®

Despite its relatively long history, a limited number of publications exist on nakhwa that
are written in either Korean or Japanese, and to the best of my knowledge, none exist in English.
Nakhwajang (2012), published by the National Folk Museum of Korea and co-authored by Kim
Inkyu* and Kim Yongcho, a researcher of the National Research Institute of Cultural Heritage
and a nakhwa artist, respectively, is believed to constitute the most thorough research publication
on the genre. A Japanese scholar, Takayuki Tabe, a former curator of The Koryo [Korai]
Museum of Art & & % #74g, Kyoto, Japan, published Yanagi Muneyoshi mo sanbishita nazo no
yakie hakkuts #p & Bt & 3 £ U 723 D Besr 548, 302 #7 & (2014), as a product of his long and
extensive research on pyrography of the three East Asian countries with a focus on Korean

nakhwa. In addition to these two books, Yi Sonhyong, a Korean studies lecturer at Hanyang

University, wrote an academic research paper about the Birds and Flowers Painting i & & by

the earliest nakhwa artist, Pak Ch’angkyu, in 1989. Indeed, there were no noticeable publications
on the genre until Chong Pyongmo, an art history professor at Gyeongju University and a folk art
scholar, and Pak Chonghye, an art history professor at the Graduate School of Korean Studies,
presented articles on the subject in 2015 and 2017, respectively. Chong’s articles deal with the
overall history of nakhwa and examine its connection to folk paintings; whereas, Pak’s paper is
also concerned with the overall history of the genre, but also focuses on errors made in previous
studies. The latest research in 2017 by Chong Yuhun, for his graduate thesis, primarily

highlights a contemporary artist, Kim Yongcho. I sincerely hope that my paper makes a small,

3 The word ‘nakhwa’ refers to the pyrography works done on the surface of any material other than bamboo, which
includes paper, leather, cloth, and even the rinds of gourds. Therefore, nakchuk (#+4%), the pyrography applied on
the bamboo surface, should constitute an integral part of nakhwa. However, due to a high demand for nakchuk
works and relatively abundant studies, particularly on the subgenre, it is often treated as a separate genre,
differentiated from nakhwa.

41 follow the original order for Korean and Japanese names, with the last name first and the given name last.



yet meaningful, contribution to ongoing research on the subject. The paper will introduce
nakhwa by covering tools and manufacturing steps, and investigate how it has evolved in the

context of the shifting history of Korea from the late Choson #3 4% period (1392—-1897) to the

present. It will also explore how ink paintings influenced the genre in the late nineteenth to early
twentieth century when nakhwa was most actively practiced.

The research starts with the Flowers and Bird (1991.80) ten panels nakhwa folding
screen at The Cleveland Museum of Art Collection (Fig. 1.3), and then expands to other nakhwa
works from the collections of multiple museums globally. Although various subject matter has
been depicted in nakhwa paintings in the past, this research will primarily focus on two subjects,
flowers and birds, and landscape, as they constitute the most prominent themes in existing
nakhwa paintings. The abovementioned publications on nakhwa written in Korean and Japanese
were beneficial in determining the starting point of the study. In addition, my serendipitous
encounter with a photograph published in the 1929 Choson Exposition catalogue illustrating the
nakhwa artist in hanbok, a traditional Korean costume (Fig. 1.4), alongside other Westernized
exhibits, led me to consider a possible association of cultural colonialism with traditional crafts,
including nakhwa, of colonized Korea.

1.1 Tools and Materials

Nakhwa does not require a large number of elaborate tools, compared with other art
forms. It relies on the craftsmanship of an individual practitioner, and a pair of irons, iron
holder/tongs (Fig. 1.5), and charcoal brazier are the only tools that are needed. An iron cleaner,
(hand) bellows and a drawing board are optional. Carbon paper and a charcoal stick may also be

required to create a sketch.



An artist needs a set of two irons with a tip of different shapes. One has a flat, triangular

head, called a P 'yongindu <15 (translated as ‘flat iron”) (Fig. 1.6), and the other has a shape of

a cone with a tapering end, named an Aengmuburi indu (translated as ‘parrot-beak iron”) (Fig.

1.7). An iron for the household was initially called various names, such as ‘ultu 4t ,” ‘undu &
3,7 or ‘hwadu k -,” according to early records, and appeared differently from the ones used for

nakhwa. Ultu had a small bow! or container to hold the hot charcoal at its end and has been used
since the Three Kingdoms Period (57 B.C.E.-668/676 C.E.) (Fig. 1.8).°

When the flat iron was introduced—possibly in accordance with changes of clothing
design—remains unknown; however, it is certain that it was introduced at some point before the
sixteenth century when nakhwa was first recorded. The edge of a flat iron is useful for drawing
long, straight lines, while its side or cheek covers the large surface and creates depth and
texture. The tapering end of the parrot-beak iron allows artists to execute details and write letters.
This iron was designed specifically for nakhwa, and not for clothing.

The iron is usually approximately thirty centimeters (11.8 in) in length, including its grip,
but its length can also vary, depending on the size of the charcoal brazier and the craftsperson’s

preference. Nakchuk /%44, a bamboo pyrography, artists who worked in Imsil 4=, North Cholla

Province—a region that is known for the active production of nakchuk craftwork—preferred to
use irons that had a longer shaft than an ordinary one, so that they could put the brazier outside
of the workshop or studio, in order not to inhale smoke and harmful gas from burning charcoal

when they had to work for an extended period of time.®

®In kyu and Yongcho Kim, Nakhwajang: Ch'ungch'sng-bukto muhysng munhwajae che 22-ho (Ssul: Kungnip
Minsok Pangmulgwan, 2012), 32.
® 1bid., 38.



Charcoal is mostly made from oak trees, of which nakhwa craftspeople used two types:
black charcoal and white charcoal. Black charcoal is more commonly used than the other due to
its affordability. It becomes charred at approximately 600-700°C (1,120-1,300°F), and is then
left untouched for two to three days until it cools down to 100 °C (212°F). Even though black
charcoal emits a certain amount of smoke and smell, it generates flames of a higher temperature
and is more combustible than white charcoal. In contrast, white charcoal is made by scorching
oak at a much higher temperature, 800-1,300°C °(1,470-2,370°F), and then quickly
extinguishing the flame. Although it has weaker heating power, it lasts longer and neither
releases smoke nor odor.

The primary material used for nakhwa is hanji # 4%, a Korean handmade paper. Although

it can be made of other plants, hanji is mainly made from the bark of mulberry trees, which
became known for its excellent durability. This is especially the case in Korea, where mulberry
bark is exceptionally durable since the trees endure extreme seasonal changes of the Peninsula.
Depending on the producer, qualities of hanji may vary. Indeed, numerous types of hanji exist to
meet different needs.

Hanji used for nakhwa should be susceptible to heat, while also being sufficiently stable
to endure heat. Such hanji often exhibits refined, golden hues. The two key factors that determine
the quality of the paper are the condition of the raw mulberry tree and the painstaking process of

repeated pounding in order to smooth the raw material, called toch’im 3% #5. On flawless paper,

an iron will run smoothly without being impeded by tiny fibers or fluffs. An uneven surface,
however, will not only obstruct the nakhwa process, but also limit the work’s lifespan.

Consequently, a nakhwa artist should first possess the ability to discern high-quality haniji.



Although hanji treated with the toch’im process is not easy to acquire currently, a studio

in Mun’gyong B &, North Kyongsang Province, still produces this particular type of hanji,

which is acknowledged to be the most suitable paper for nakhwa.’ For this purpose, the paper
should be sufficiently thick to withstand heat. To render dark colors, such as black, a heated iron
needs to stay on the same spot for a period of time or be applied repeatedly without burning the
paper. Therefore, hanji used for nakhwa usually comprises two or three layers. This particular

type of paper is called changji #4%. The layers are put together when they are pounded in

the toch’im process. In general, the double-layered changji is used for landscape and bird-and-
flower paintings, while the triple-layered one is used for bamboo and orchid paintings, since the
leaves of a bamboo and an orchid should be executed in vigorous strokes that require extra
pressure on paper for a longer period of time.

Nakhwa was performed on various types of wood, including the paulownia tree, zelkova
tree, linden tree, and alder tree; however, bamboo was the most popular. Boxes, furniture, and
musical instruments made of these trees were occasionally decorated with nakhwa. In addition to
the decorative purpose of nakhwa, it has a practical use of repelling insects and enriching the
sound of musical instruments.

Like conventional ink paintings, silk is another popular material for nakhwa. Due to its
high cost, however, nakhwa works on silk are not as common as those on paper. Rendering
nakhwa on the surface of silk is a laborious process because it is made of animal protein and
more vulnerable to heat than other media. Nevertheless, with the delicate control of heat, speed

and pressure, an experienced artist can produce beautiful nakhwa artworks.

"Yuhun Chéng, “Nak'wa kiye iii chdnsiingg wa pydnhwayangsang: Ch'ungch'dngbukto muhydngmunhwajae
kintingboyuja riill chungshimiiro,” (Andong National University, Master Thesis, 2017), 73.



1.2 Nakhwa-Making Process

Once materials and tools are ready, an artist can begin with a sketch prior to the
scorching process. The sketching process begins by spreading soybean oil on a thin hanji,

called sonikchi ¥ # 4% (translated as ‘cicada’s wing paper’). Sonikchi is thin enough to see

through, even before applying oil on it, and becomes even more transparent after being soaked in
oil and dried for three days. The artist rubs the entire surface of the treated sonikchi with a
charcoal stick made of a burnt willow tree to make carbon-covered paper.

In the subsequent step, another layer of untreated sonikchi is placed on a prepared
template for tracing. The sketch goes to the top of the carbon-covered sonikchi with changji at
the very bottom, on which nakhwa is applied. Then, these three layers of paper are fixed on the

drawing board, and the sketch is traced on changji with a bamboo stylus (or bamboo pencil 4+ ).

The artist leaves just the changji with the sketch on the drawing board, which is designed
specifically for nakhwa. The board usually has cutouts on each side, so that the artists can place
it between their legs (Fig. 1.9). Like many other arts and crafts activities in the pre-modern
society of Korea, nakhwa was performed in a sedentary posture. Unless the size of the painting is
too big to be handled in that posture, most nakhwa works are done on the floor in a seated
position. Indeed, it is crucial to have a proper, comfortable posture since the whole process often
requires many hours to complete. In addition to posture, one must also ensure that the sketch is
fixed firmly on the board since, unlike conventional ink paintings, the paper or silk can either

shrink or expand when exposed to high temperatures.



Once the iron reaches a desired temperature, which is usually determined by holding the
heated iron close to the cheek of the artist, he or she starts pressing the tip of the iron along the
sketch lines by holding a parrot-beak iron in one hand and an iron holder in the other (Fig. 1.10).
By delicately regulating the pressure, the artist generates distinct outlines with subtle variations
in thickness.

After finishing the outlines, the artist switches to a flat iron for shading and filling. The
application of gentle pressure by repeatedly sweeping the surface with the iron creates
multitudinous layers of shading. The artist chooses tools and applies techniques that are most
suitable for the subject and size of the work, i.e., which iron and which side of it to use, for how
long, and the strength of the pressure. Since nakhwa, as a two-dimensional medium, is largely
based on painting in terms of style and subject, it has naturally adopted techniques that are

commonly utilized in ink wash paintings, such as ‘hemp-fiber’ texture strokes # # % and ‘ax-
cut’ strokes ##4f 5%. It usually takes many years of training for an artist to be able to execute the

craftsmanship of shading that matches, or even surpasses, that of ink wash paintings.

An artist must also brush away any residue of the charcoal as often as needed. Switching
between the flat and parrot-beak irons, he or she makes the texture of the entire painting maintain
consistent tonality. Once the task is completed, as is also common with calligraphers and ink
wash painters, the nakhwa artist sometimes includes writings using the tip of a parrot-beak iron
and his or her name stamped as a seal.

1.3 Existing Nakhwa Paintings and Their Conditions

Despite the turbulent times of Korea, a handful of nakhwa works have survived in the

form of folding screens or framed pictures. The following museums in Korea are known to



possess at least one nakhwa work in their collection: The Gahoe Museum & &-+i454% in Soul ®
The Kansong Art Museum &4+ % #1748, The Kyonggi University Museum = 4 k £ % 1442, The
National Folk Museum of Korea & s k451454, The Haengsdo Museum of Keimyung
University 28 x £ % 47% 4 4%, The Jinju National Museum B = & 1 # 4 4%, The National
Museum of Korea B = + s #4,4%, and The Onyang Folks Museum ;& 15 k&1 47 4% in South
Ch'ungch'ong Province.

In Japan, Korean nakhwa paintings are held by such Japanese institutes as The Koryo

Museum of Art & & £#74g, The Tokyo National Museum % % & = #444%, and The Hachinohe
City Art Museum A F 7 #474% in Aomori Prefecture. In the U.S., nakhwa paintings exist in The

Brooklyn Museum, NY, The Cleveland Museum of Art, OH, The Los Angeles County Museum
of Art, CA, and The Yale Peabody Museum of Natural History, CT. The Museum of Ethnology,
Hamburg in Germany owns some of the earliest Korean nakhwa works. The majority of these
works are in the form of folding screens. It is also the case that many more works are held at
other museums around the world, in addition to those in private collections.®

Most of the works at the aforementioned museums were judged to be in a relatively good
condition, i.e., the images are sufficiently clear to identify the subjects, yet the accompanying
writings may be illegible. Decolorization, peeling, and stains are the most common issues
regarding the condition of nakhwa works. A few works are in such a poor condition that they are
not presentable. For example, some nakhwa paintings are mounted on a polystyrene board and,

as other types of little-known craftworks, are often given a low priority with regard to

8 The locations of the rest are all Soul, if not otherwise specified.
9 See the appendix 1 on page 70 for the chart of existing nakhwa works housed in major museums’ collections and
owned by private collectors.
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conservation compared with major ones, such as ceramics and fine art, including ink paintings.
Indeed, intrinsic properties of a nakhwa work pose constant challenges to conservators at
museums. For example, in ink paintings, ink soaks through the medium, either silk or paper. On
the other hand, nakhwa scorches only the surface of the medium, which makes preservation
difficult; once the surface of a nakhwa painting is damaged, it becomes permanently irreparable.
Moreover, the inevitable loss of carbon particles from burn marks, as a result of radioactive
decay over time, explains why the majority of nakhwa works still remain partially damaged,
irrespective of how much effort was invested in their preservation. In fact, even relatively recent

works can be subject to natural degeneration.

2. HISTORY OF NAKHWA
Nakhwa in the Chosén Dynasty (1392-1910)

2.1 First record by Madam Chong from Andong

Pyrography began to gain popularity in Korea in the 1800s, a century after it became
popular in China. While the technique was practiced primarily on bamboo even prior to its
popularization, no renowned works or artists existed. Once it was imported from China, diverse
materials other than bamboo were put to use in Korea.

Although it is clear that nakhwa might have been brought from China and became

popular in the nineteenth century, the earlier history of nakhwa in Korea remains unclear. The

earliest writing referring to nakhwa is Kuinyoksohwajing #% 3% & & # (1917), a collection of

biographies and commentaries on painters and calligraphers from The Three Kingdom period to

the Choson Dynasty compiled by O Sech’ang & # g (1864-1953). It is noteworthy that a female
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artist, Madame Chong 7& K & A (1598-1681), was the first person mentioned in connection

with nakhwa according to O’s writing.

Madame Chong was from Andong 4% %,'° as a daughter of Kyongtang Chang
Hunghyo 3% &2 (1564-1633), wife of Sokkye I Simyong z % Z=r¥#f (1590
1674), and mother of Kalam I Hyonil # % 2 2% (1627-1704). She was born in
Sonjo 31st year (1598), i.e., Mustl year /% X 4 and passed away at the age of

eighty-three. She had six sons with no notable achievements. Chong mastered
classical literature when she was ten years old. Without any formal schooling, she
was gifted at calligraphy; however, as such [cultured] activity was deemed
unfitting for women [at that time], her outstanding literary and art works were not

passed down. ...King Jongjo iE4a (1752-1800) heard about this album (of her
paintings), ordered that it be brought before him, and admired it greatly. One of her
descendants, Suak 2 #% % (1845-1927), found the album in the palace later during
the Kwangmu year 5t & 4 (1897-1907). Chong was not only exceptionally

talented in painting flowers and butterflies, but was also highly proficient in
nakhwa.!
The author mentioned that her sons did not participate in civil service. However, one of her sons,

I Hyonil 2% (1627-1704), became a leading scholar of the Yangnam School 4 & £ ik, a

significant Neo-Confucian school based in the Yangnam region, which indicates the prestigious

10 Andong 4 % is located in North Kydngsang Province, the southern region of South Korea.

UK ZRA HERAF T BATHNL BEFTEA, BT LLS, BT F KRE FEATZ FAA,

12 PR B T PR AA, FEXE NE R LE2hsk 5 FmE KRR BHZE AR R AZRE 28
A BEFYHA 54 GEATR) [P] Bt me L EmEY. 4K EALREH AT T AESH LR
HLsE, Bl E. (g, HEEF S, 4 4, 136).
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status of her family. Regardless of the extent of her family’s influence, Chong, as a woman
living in the patriarchal society of the Choson period when women were confined to domestic
chores in women’s quarters, presumably had to be outstanding to pursue her artistic ambition.
According to the historical record, her album was passed down to the next generations until the
end of the Choson period, but unfortunately none of her works have survived. As a result of the
loss, the subjects and distinctive features of her nakhwa works remain unknown. The fact that
she was talented in painting flowers and butterflies may only suggest that the subjects of the
album were flowers and insects.

Her talent in flower and butterfly paintings also indicates that she must have been

influenced by paintings of her contemporary female artists, including Sin Saimdang 4= #% & X,

(1504-1551), who was arguably the most prominent female painter throughout the entire Choson
period (Fig. 2.1). This female master was renowned for her flower and insect paintings when
women’s art activities were severely restricted and frequently discouraged. Although the
authenticity of the existing paintings attributed to Sin Saimdang still remains as a subject of
controversy, modern scholarship has identified a possible connection between female painters of
the Choson period and the painting subjects of birds, insects, and flowers. These subjects were
derived from the common embroidery patterns which circulated among women of the Choson
society, irrespective of social class.*?

What motivated Madame Chong to practice nakhwa, from whom she learned, and for
how long she practiced are undetermined. It is believed that Chong was experienced in ink and

brush paintings, with no formal training prior to her first attempt at nakhwa. With her innate

12 Two renown art historians, Hwichun An and Kim Wdnyong, argue that “Sin Saimdang held an unchallenged
position in the flower and insect painting genre, as every painting of the genre dated to her time was theoretically
made by her.” (An, Hwichun and Wonyong Kim: 463).
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artistic talent, her easy access to iron and braziers in the women’s quarters conceivably enabled
her to attempt a relatively unconventional way of painting, using them in place of brushes and
ink. It is also a logical presumption that she had already been skilled in using them for their
primary purpose of ironing clothes. With familiarity and unobstructed access to the requisite
tools, she must have gradually developed her nakhwa skills and eventually became an expert in
it.

2.2 Beginning of the Genre, Pak Ch’angkyu

Further elaborated texts on the genre were published in the nineteenth century, when it
began to be widely practiced among the population. Susan® Pak Ch’angkyu i# .1 g 4 (1786
1855) was the first nakhwa artist to contribute to popularization of the genre. Yi Kyukyong
2 £ % (1788-7?), a scholar and author of Ojuyonmunjangjonsan’go #1474 #4%, which is
considered to be the best encyclopedia of the nineteenth century in Korea, mentioned Pak and his
works.

Among the paintings, there are burnt ones [with an iron]. In China (then the Qing

Dynasty), there were nakhwa paintings by a man named Wu Fengzi #%J& % (?-?) 4, who

was renowned for his pyrography. He was a military officer from Yunnan & &4 named

13 Susan .1 is his courtesy/penname. He often signed his work by this name and sometimes with his last name,
Pak, “#hiz.1.”

14 Fang Heng xian/Wu Tian 7 ¥ &/ & 1 (?-?), a prestigious painter and author of the Qing Dynasty included Wu
Fengzi in his writing: “Wu Fong-zi is from Dian Nan i #, Wuding & & region who was also called by Tian 5. His
forbears were all highly ranked military officials. Wu Tian & & was the eldest son. Even though he was a studious
young man, after he grew up, he abandoned studying and became slothful. He loved his carefree life without any
concern for power and money. He also loved drinking, and set a goal in life to drink daily ... Dian % was a place
replete with bamboo suitable for making chopsticks. Wu . used fire to draw animals, flowers, humans,
landscapes, and buildings on chopsticks %. These decorated chopsticks were highly regarded and sold at a high

price. His relative earned money from his chopsticks, but Wu never did, as he was only interested in his reputation.
Wu was sentimentally attached to his individual works, but sometimes he burned his finished chopsticks in his
drunken stupor, only to make another in remorse. [...] Wu’s chopsticks were often traded as valuable gifts among
government officials and even became a status symbol among noblemen.”
(https://baike.baidu.com/item/%E7%87%95%E4%BA%ACHESY%AL%ATYHES%AD%AG)



https://baike.baidu.com/item/%E7%87%95%E4%BA%AC%E5%A4%A7%E5%AD%A6
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Yeom . He always wandered around markets begging, and boarded at temples. He

looked naive, even to the extent that he was deemed a lunatic. However, he was a man of
a sensitive and thoughtful nature. It was exceptionally bizarre to watch him drawing
landscapes, figures, buildings, and forests on bamboo chopsticks with a mere inch-long
burning charcoal. ... I [Yi Kyukyong] had already heard about Wu Fengzi, who had a
peculiar character and am going to write about it (nakhwa) in brief. | have not heard

about anyone good at nak [#-; “pyrography” literally means “to scorch”] in my country

(Choson) yet. Although there are a few now [who practice nakhwa], their works are too

crude. Toward the end of King Sunjo’s reign 74 (r.1567-1608), there was a man named
Pak Ch’angkyu #- g 4 from Namwon & /%.2° He looked unappealing and spoke with a
stammer. Nevertheless, he excelled in sculpture and even more in nakchuk #%44. A high-

ranking official of Soul summoned him to the capital. Pak made a number of odd items
for the bureaucrat. His pyrography skill was so exquisite that watching his technique was
nothing short of divine. While Wu Fengzi’s proficiency in nakhwa deserves to be
acknowledged in writing, anyone who practices nakhwa in my country should revere this
person (Pak Ch’angkyu) as the best of all time without any doubt. Therefore, cannot Pak

be a worthy competitor of Wu Fengzi?

15 Namwon /% is a city located in North Cholla Province in the southwestern region of South Korea.

CUE s b RBIARRATF I, 18— EhIKEA, L6 FALTE, AFEMF REFERE, HA7 2.
ReAME A B, B T AR R, E LKA & BB, W B L [ es] B AR T A A, AT K e B & RRANE A
AEaME SLMIA L WRTHR i RAA G EH HhaHh T MAL ARTH A58 E RATARA L E%40

BT HERZIIT $HEHF2H b ERENY EELRAL KB TIHZL ZART TRELUARALFLF—

£ KRBT (2% "2 CRERB , £18 TEHER ).
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Referring to the names of representative figures, such as Wu and Pak, the record suggests that
nakhwa had already achieved an established status as a form of art, and was practiced
extensively in both China and Korea at the time of Yi Kyukyong’s writing. His writing also
indicates how rapidly pyrography came into vogue in the two countries, despite its relatively
short history, starting only in the seventeenth and eighteenth century in China and Korea,
respectively. The author also points out that Pak Ch’angkyu was highly talented in diverse
artistic fields, such as carving and pyrography. Indeed, irrespective of media, whether bamboo or
paper, he achieved the same degree of perfection.

Pak built up his reputation quickly, as he was praised by a volume of literature by his

contemporaries.

His ja 5 (courtesy name) is Song Mun % <, and the given name is Nang Kan
3. He was also called Su San .5, and sometimes Hwahwatoin x % & A (‘The
Master of Pyrography Painting”). He was raised in Hamyang #. 5% and held the

low-level government position of ch’ambong % #% while living in Chonju 4.1

His courtesy name is Kong Chip »-#t, whereas his given name is Su San. He was
born in the year of Pyongjin % & (1796) during the reign of King Chongjo. In the
year of Imo + 4 (1822), escorting Kim Nokyong 4 & # (1766-1837), the head of

Tongjisa'®, he (Pak Ch’angkyu) went to Yenching # . While he was traveling

Vma i, 2337, — 7, —AKFEA, BHGA. EALERTA, FEEA BELMN (B£F M7 KGR, ALE.
18 The annual diplomatic delegation sent to China in the month of Tongji 4 %, the eleventh month of the lunar
calendar, which is usually from mid-December to early January.
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around the city, he became well versed in iwahwapop X % % (pyrography
techniques). In the year of Chongyu T & (1837), he was given the low

government position of ch’ambong and finally began practicing the pyrography

technique. He entered the court in the year of Pyongo & 4 (1846) and won the
King’s favor. In the year of Kiyu &% (1894), the Qing’s envoy S0 Sang 3% saw

his works and praised them highly with great delight, and composed a two-phrase

eulogy. Other emissaries from China, such as Pyongbushi &g+ and Cho
n’gyong 4 &, witnessed his nakhwa works and also extolled them, clapping their

hands with joy. Consequently, the name from Korea now spreads throughout

China by the name of ‘The Master of Pyrography Painting.’*®
Pak Ch’angkyu’s courtesy name and family clan differ depending on the record, but modern
scholars agree that the conflicting records all indicate him.?° Using different Chinese characters
interchangeably for the same person was relatively common in the Choson period. Regarding the

contradicting family clans or bongwan &%, it should be noted that Chonju and Namwon are in

the proximity of each other, and it can be reasonably assumed that they engaged in active
commercial and cultural interactions with each other region. Furthermore, Chonju was well-
known for bamboo craftworks, especially fans; whereas, Namwon was known for bamboo
tobacco pipes during the Choson period. The fact that nakchuk has its own term, which is
separate from the umbrella term, nakhwa, testifies to a convincing possibility that the practice of

nakhwa on bamboo may have been the most common and popular technique. As a result, it may

Wem N, 380, EAARIRSE A TAMAE BEASH, ART, BLCEE THALAE B4 KEE FFAKNFE
CHARMBE KRS, KEBEEHF O At LEMAFFRARTIRZ, FHHZ ARLARFH T ¥ E, 2K FHEA
(F AN KB & A 3E).

20 Inkyu Kim and Ydéngcho Kim, Ibid., 17; Sonhydng Yi, Ibid., 109; Yuhun Chdng, lbid., 11-12.
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be likely that Pak travelled between the two cities and decorated bamboo craftworks with his
pyrography techniques.

It is noteworthy that Pak began practicing nakhwa after returning from his trip to
Yenching (present day Beijing). The fact that he was able to quickly acquire the technique,
without learning it directly from the artists, indicates that he must have had prior knowledge
about pyrography. It is also probable that he developed expertise in pyrography by practicing it
on more durable materials, such as bamboo and leather, prior to his travel to China, and then
adopted paper as a new medium for his future works.

The Museum of Ethnology in Hamburg possesses two sets (Fig. 2.2, 2.3) of three nakhwa
paintings and one sperate painting (Fig. 2.4) of Pak Ch’angkyu. As the earliest artist of the genre
with extant works, Pak seems to have taken an experimental, yet innovative, approach to the
genre in order to execute this novel method of creating paintings. He skillfully applied bold lines
to express the rough texture of rocks, and fine lines to depict the feathers of birds, the exquisite
patterns on flacons, and the leaves of willow branches. Due to his particular gift for the details of
these subjects, he could make a subtle distinction between birds on different panels.

Instead of simply imitating the attribute typical of ink brush painting, Pak attempted to
capitalize on the distinctive features of the genre to the fullest extent. Such endeavors are
especially noticeable in his way of depicting boulders. Specifically, the burnt marks run in all
directions, eventually assuming the shape of odd-looking rock formations with holes. Those

rocks have been called gongshi 4t %, ‘scholar’s rocks’, as they have been beloved by scholars for

their unusual shapes and invariable nature. Gongshi began to gain popularity as a subject for
painting in his time, especially among a group of leading scholar-painters spearheaded by

arguably the most prominent calligrapher and painter at that time, Kim Chonghti # s 4 £ &
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(1786-1856). Kim was the one who bestowed the honorable title of the ‘The Master of
Pyrographic Painting’ (Fig. 2.5) on Pak.

2.3 Nakhwa Artists’ Interaction with Literati Through the Circle of Kim Chonghuii

Pak’s accomplishment in the revival of nakhwa in the nineteenth century enabled the
genre to be recognized as a high art by aristocrats and royal family members. Many high-ranking
officials and literati of the period, including Kim Chonghtii and his father, Kim Nokyong, with
whom Pak Ch’angkyu traveled to China in 1822, were close to and interacted frequently with

Pak.

Kim Chonghtii’s enthusiasm for nakhwa did not stop at giving the title to Pak, but went

further to compose a eulogy as a tribute to the genre in Wandangjip ke ¢ 4& (1868; 1934), a series

of books comprising his essays. The completed series was brought to the public by one of his

descendants, Kim Ikhwan 4-311)%, in 1934.

On behalf of T’ae Che, writing this two-phrase poem on nakhwa.
The more you see him, the great artist Un Kwan is an extraordinary person.
He even excels in colors and hues.

Called a ‘Mercurial Lead 4% 5&,” he adopted the conversion 3% [of ink-and-wash

into pyrography] of the dragon and the tiger.

No plain ink of this world can match it.

Finger painting is an eccentric act, yet is still a mere dexterity.
Turned to an excellent means, an elastic metal is shifted.

Nothing is known to be superior to it.



19

Even though a sap of ink appears dignified, [it is helpless] in the face of the strike

of fire.?!
In his poem, Kim Chonghii praised pyrography highly, claiming that, although ink and finger
paintings were superb, neither could achieve the uniqueness of pyrographic paintings rendered

with the marks of fire.

High praise from a group of literati friends became widespread, and Pak’s reputation as

an accomplished nakhwa artist was soon established. Kim Sokchun 4 # # (1831-1915), a friend

of Kim Chonghtii who was a distinguished calligrapher and poet, was also deeply impressed with

Pak Ch'angkyu’s nakhwa skill and included Pak in Hongyangnu hoeinshirok 4r 2 s 1% A% 4%

(1869), a collection of his poems about talented personages that he had met.

He (Pak Ch'angkyu) severed his tie with ink and brush, and instead began anew
with a red-hot iron, a foundation for the true form of paintings. Carrying out the
delicacy of technique, its significance became clearer and more radical. As he
executed nakhwa to delineate Buddha on a wooden board, [I] became aware of his

skillfulness and finally realized that he is a true toin & A (expert). Thanks to his

artistry, nakhwa became a national specialty.??

As a calligrapher who used his fingers, as well as a brush, Kim Sokchun also sought new,
unconventional methods of creating artworks. As a consequence, he might have grown fond of

Pak’s experimental method and appreciated his talent. It is worth noting that Pak drew Buddha.

LR G KM K EM = H/ B E KABHAY T/ RIS F &/ AR R AR/ BT

3 AR AR L/ R kb Fhe SRR b/ B K (g4 % 4 10, 3).

22 41 8 417 A3 4% (1869); See Chonghun Pak’s article about the author, Kim Sukjun, for the original text; Chonghun
Pak, “An aspect about Joseon the middle class internal and external activity in the 19" century: Longing poem of
Sodang Kim, Suk-jun,” Tongbanghak 25 (2012).
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Apart from primary subject matters of extant nakhwa paintings, such as flowers, animals and
landscapes, diverse topics, including religious themes, were adopted in his time.

Kim Chonghtii’s favorite student was H6 Ryon #4& (1809-1892), a renowned poet,

calligrapher, and painter. He was trained in calligraphy and painting under the guidance of

Buddhist master Ch’otii Sonsa of Taehtingsa x #2<, where Ho6 had access to old painting albums
and the works of Yun Tuso # 4% (1668-1715), an established painter and scholar from an

earlier period. Thereafter, he became acquainted with traditional painting styles by copying
them. As he moved to the capital of the country to study under Kim at the age of thirty-two, Ho6
had an opportunity to familiarize himself with the styles of ancient Chinese masters of literati
paintings from the Southern School. He then developed his own individualized style, which is
known to be an exemplar of the adapted Southern School style in the nineteenth century and,

eventually, was designated a court painter after he presented his painting to King Hydnjong 2 %

(r.1834-1849).%

Rough, yet carefree, brushstrokes in his landscape paintings are distinctive of H6 Ryon’s
style (Fig. 2.6). While Ho was capable of painting details, he preferred uneven, bold brushstrokes
that generated vibrant line works. Such pronounced strokes with minimal use of gradations of
ink would be easier for a pyrographer to mimic than the ink-damp strokes. In addition to his
distinctive brush strokes, Ho Ryon excelled in composing his paintings. Regardless of the shape
and size of paper or silk—whether it was a hanging scroll, album, or fan—he knew precisely
where to place the elements and figures to create a perfectly balanced, harmonized scene (Fig.
2.7). Due to Pak Ch’angkyu’s close connection with Ho’s teacher, Kim Chonghtii, it appears

plausible that Pak had seen Ho’s paintings, and that they affected his art-making to some extent.

2 Yangmo Chong. Choson sidae hwaga ch'ongnam (Soul: Sigongart, 2017), 868-867.
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Another notable student of Kim Chonghtii who might have contributed to the

development of nakhwa is Chon Ki w % (1825-1854), a painter and herbalist. Together with Ho
Ryon, Chon Ki followed the “Yehwang” style. It is the fused style of Ni Zan 423 (1301-1374),

the late Yuan 7.# (1271-1368) and early Ming 8f 27 (1368-1644) painter, and Huang

Gongwang % 7 (1269-1354), the painter of the late Song Dynasty % #1 (960-1279), which

was highly favored by Kim Chonghtii. The style refers to the arrangement of Ni Zan, often called

Kyoksuyangan 17K #, which means having water between lands by the riverside in the

foreground, and a mountain in the background of the painting (Fig. 2.8) and the brushstroke,
frequently used by Huang Gongwang, which was the hemp-fiber texture stroke (Fig. 2.9). Kim
sought Southern School styled landscapes, which evoked feelings of lonesomeness and
desolateness, and instructed his students to paint accordingly. Both H6 and Chon followed Kim’s

teaching faithfully and eventually established the trend of the time.

The principal arrangement of kyoksuyangan and its brushstrokes favored by the Southern
School painters were frequently found in landscape nakhwa paintings. Hemp-fiber texture

strokes, raindrop texture strokes & 2k i and thorn strokes ) L 4, in particular, were heavily

adopted in nakhwa, as the artists understood that fire could make the texture of a material more
pronounced than ink (Fig. 2.10). The nakhwa artists attempted to emulate brushstrokes by

eclectically selecting methods to generate the line works corresponding to brushstrokes.

For instance, one of a few remaining nakhwa landscape paintings, Ten Panels Nakhwa

Landscape Painting /% & .. k8 +#g & & (Fig. 2.11), housed in the National Folk Museum of

Korea collection (Minsok 045452), was done by a nakhwa artist, Pak Pyongsu #+ % # (1890—
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1952). Pak used the pointy tip of an iron to depict the rugged, yet fine, outlines of mountain
ridges next to the shore, which is punctuated with darker dots. With mountains, a stream and
architectural structures, such as houses and pavilions, facing the water, each panel presents a
differentiated composition from the others. The individual panels illustrate the scenery of the
changing seasons with varying volumes of leaves on trees and gradating shades over mountains

in the background. It is apparent that the subject originated from the Eight Views of Xixiang i# ia
A3, the classic subject of poems and paintings in East Asia since the Song Dynasty. The scenes

of fishing villages, of temples in the mountains, and of a shore with the moon point to the
possibility that the artist drew inspiration from the famous landscape theme of the Chinese

classics that were brought to Korea in the form of illustrated albums.

The influence of Ni Zan style, which had been widely followed by the Southern School
painters, is evident in the composition that allows the water source to explicitly separate the
landscape in the foreground from the mountains in the background. The vivid, sharp burnt marks
of mountain ranges and tree branches suggest the coarse hemp-fiber brush strokes of Ho Ryon
and other Southern School painters of the time. The lines and shapes of layered mountains that
appear like a mass of stacked land are common characteristics identified with Southern School
paintings. Such similarities in compositional and stylistic characteristics between Pak’s works
and those of Southern School paintings suggest that the style was continuously practiced into

later generations, including such artists as Cho Sokchin #45% (1853-1920) and An Chungsik

4% 44 (1861-1919) (Fig. 2.12), among others, who were contemporaries of Pak Pyongsu.
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2.4 Other Resources for Motifs and Styles

While nakhwa began as an offshoot of the popular craft, nakchuk, nakhwa is
fundamentally based on the ink painting, which has long established a strong presence in art.

However, unconventional methods of painting, such as finger painting 3 & % and thread painting
# 4, began to gain popularity, as consumers’ tastes became more diversified and the demand

for ink paintings exceeded the supply. Among these unconventional paintings, nakhwa was the
most favored, due to its distinctive nature and unique capacity to express fine lines and delicate
shading. Therefore, it reasonable that the style of nakhwa followed that of ink painting. When
nakhwa began to gain popularity in the early nineteenth century, the art scene of Choson was
replete with the influx of Chinese culture that provides references, such as illustrated print
albums, of the rising trend of the abovementioned Southern School led by Kim Chonghtii, and

folk painting, known as minhwa k..

In the late Choson period, the diffusion of high art and culture gave rise to minhwa. The
style, subject matter, and other features of the court painting had gradually been trickled down to,
and adapted by, commoners for the new genre. The style of minhwa is considered to be much
more straightforward, less refined, and less pretentious than that of the court painting. Nakhwa
was also influenced by this seismic transformation in the art scene, and began to display certain
traits of minhwa, especially from works created after the shift of lineage from the Pak family to
the Paek family in the early twentieth century during the Japanese colonial period.

It is presumed that nakhwa embraced many features of minhwa on its own initiative,
although an external factor may have also accelerated the new development. In the case of
painting, the gradual spread of the court painting to the art community was catalyzed by social

and cultural changes that occurred in the late Choson period. On the other hand, the stylistic
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diffusion of nakhwa took place relatively rapidly over a few years, since nakhwa artists had a
compelling reason to appeal to a broader audience, and especially Japanese customers, who
preferred the distinctive style of minhwa, to both maintain tradition and earn a living. It is
believed that their financial dilemma resulted from not only the oppression of the country overall
under Japanese colonial rule, but also the exclusion of the craft from traditional high art, in
particular. As a consequence, the stylistic tendency of nakhwa shifted in favor of the more
modest style of minhwa within a short period of time.

Along with the direct influence from contemporary painters, illustrated print albums
imported from China played an important role as a rich source of references for the relatively
new genre. Many popular Chinese print albums were brought into Korea and served as textbooks

of painting and sources of inspiration for more than a millennia. Jieziyuan Huazhuan 5 & %1%
(‘Manual of the Mustard Seed Garden’), Qushihuapu i %% (‘The Painting Album of Master
Koh’), Tangshihuapu 23k % ¢ (‘The Painting Album of Tang Poetry’), Haneigiquan % py 4 #,
(‘Strange Views Within the Four Seas’), and Sancai Tuhui = &4 (‘lllustrations of the Three

Powers’) constitute a few epitomes of this, among others. Artists of the time often emulated an
image in its entirety from illustrated aloums or solely its composition, or selectively chose
painting methods that they deemed most appropriate. Like painters, nakhwa artists supposedly
referred to these illustrated albums and took visual motifs from traditionally popular themes,

such as the Nine-Bend Stream of Mount Wuyi % /v, the Eight Views of Xixiang, Mountains
and Rivers without End ;.1 4 % 8, and the Taoist utopia known as Peach Blossom Spring #ti&

P18
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One of the examples that the nakhwa artists adopted which contained popular subjects or
themes from ink paintings is Ten Panel of Eight Views of Xixiang Painting (Fig. 2.13) from the
National Folk Museum of Korea (Minsok 029626). It was produced by an anonymous nakhwa
artist who left only the titles corresponding to the scenes from the Eight Views of Xixiang on

each panel, such as ‘The Temple in the Mountain . 7 # &, and ‘The Snow in the Evening
/L X #%%." The two panels are the artist’s additions, inspired by other sources of landscape

paintings. In addition to the titles, the artist provides subtle indications of the essential elements
of each locale of the Eight Views of Xixiang, so that the viewers could discern the scenes with

phrases from the classic poem.

The artist illustrated the mountain ranges with curves that are bent to the extent that they
appear mythical. The mountain peaks also seem unrealistically pointed. Unlike Pak’s landscape
nakhwa painting (Fig. 2.11), it was drawn with little sensitivity to the Southern School’s style,
and arrangements of mountains and water sources. Instead, the painter placed more emphasis on
displaying his own style, which relied heavily on the fanciful style of minhwa. Indeed, he tapped
into the famous classic theme, and interpreted it in his own distinctive style to demonstrate
artistic connotations in the context of nakhwa. While his depiction of the landscape appears both
unnatural and overcrowded, the whole set of screen panel paintings, when put together, exhibits

a coherence of style, indicating his remarkable artistic sensibility.

Therefore, with diverse resources, nakhwa artists did not only use one style, but
combined a variety of styles from various periods and genres in order to discover a better way to

emulate the ink painting and make optimal use of the unique nature of nakhwa. In addition to
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overall stylistic complexity, the artists possessed their own styles and preferences, as the genre
demanded individual creativity in both style and composition.

The existence of later works attributed to different artists, both known and unknown,
attests to the fact that Pak Ch'angkyu was not the only artist who practiced nakhwa, and that he
passed down the nakhwa technique to succeeding generations within his family. His cousin, Pak

Ikyu #» % AME 3 (1819-1858), was also highly esteemed, especially by upper class patrons, for

his nakchuk works. Unlike his uncle, however, who used paper as the principal medium, Pak
Ikyu applied his skill to bamboo and other unconventional media.
Favored by the King for his nakchuk skill, Pak Ch’angkyu once offered King

Honjong # % (r. 1834-1849) a bamboo tobacco pipe adorned with 34, a dragon

coiled around the stem. The King, after trying the pipe, was impressed with his

unsurpassed craftsmanship ## 3, and remarked that the scales of the dragon

seemed to shrink when he inhaled the smoke and expand when he exhaled it. He
asked Pak if the pipe was his work. Pak answered that it was his cousin Pak
Ikyu’s and humbly recommended him to the King. As a result, Pak Ikyu came to
Soul with the help of Pak Ch’angkyu and entered the court to have an audience
with the King. King Honjong greeted him and held Pak’s hands enthusiastically,

and bestowed his writing # % reading ‘Hongdusangsa 4r 2 48 %’ on silk. Pak

Ikyu, touched by the King’s blessings, wore the silk around his wrist from that

time forward. In the Year of Chongmi T 44 (1846), Pak lkyu passed the military
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service & #+ examination and continued his public service. Pak became a
Governor of Jindo #-g& county, but died at the early age of forty.?*

There are no extant written records about Pak Ikyu or his works. Nevertheless, the writing
constitutes testimony for demonstrating the value and popularity of both nakchuk and nakhwa,
and Pak Ch'angkyu’s fame. The outstanding nakchuk work on the pipe, and Pak Ch'angkyu’s
personal connections with royal family members, enabled Pak Ikyu to enter the royal court. The
court and aristocracy generally set the trend for art, which would be later diffused to commoners.
Therefore, given the King’s recognition of his talent, it was inevitable for the genre to rapidly
gain popularity.

Pak Ch’angkyu also trained apprentices. For artists of Choson, and even currently, it was
a common practice to train their direct descendants or other younger family members to inherit
their skill. In fact, nakhwa could not have survived without the Pak clan’s continuous endeavor

to practice and pass it down to present times. The Pak family resided in Milyang % 15, Namwon,

North Chélla Province and practiced nakhwa over generations until the 1950s. It was begun by

Pak Ch’angkyu, then his son Pak Chinok #1484 (1833—7?) and cousin Pak Hunkyu & 4& A8tz
and Pak Pokkyu #x/& 445 2, followed by Pak Chinho 44 % #1483, Pak Kyedam A ., 4h4% 3% and
Pak Sangchon /).l A48 3%, and finally Pak Pyongsu as the last member of the lineage.?® No

specific records exist about any of these individuals, other than a few of the better-known

members. Pak Pokkyu and Pak Sangp’il #}48 % (1895-?) were included in Milyang Pak’s

pedigree, and were also known as nakhwa artists, but left no works. Pak Ch’angkuk #z& 4+ g

Mg A KB E Ak (Imsil: Samsonginswaeso, 1973), 7.
25 See the appendix 2 on page 74 for the genealogy of the nakhwa tradition starting from the Milyang Pak family.
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(1830-?), despite the existence of his works (Fig. 2.14), was somehow missing from Milyang
Pak’s recorded lineage.

2.5 Yakie, Nakhwa In Japan

While nakhwa, particularly that done on silk, might have first begun in Korea, it was also

practiced by its neighbor, Japan. Historical records from the Edo Period ;= 7 (1603-1868)

document the dissemination and popularity of nakhwa beyond the Korean Peninsula. Indeed,

some of the nineteenth century Japanese texts refer to the term, yakie (3z()4), whichis a

synonym for nakhwa. Fortunately, a few yakie from the Edo Period have survived to date, and
are mostly held by private collectors.
Content about yakie that is closely related to Korea can be found in official and private

records written during the trips of Chosont ongsinsa #)#:i@4% 4%, ‘The Choson Mission to Japan.’

This was a series of goodwill diplomatic missions that Korea sent at the request of Japan’s
shogunate from 1607 to 1811 to promote mutual friendship and cultural exchange. A group of

diplomats, scholars, and artists embarked on the long journey from the capital Hanyang %15,

nowadays Soul, to Edo, the capital of Japan then. The trip was arduous, as it covered 3,000 km
(1,900 miles) over both sea and land. It was also a grand-scale event that involved 300 to 500
people on the Korean side and approximately 10,000 on the Japanese side, and consumed
substantial resources of the nations, especially those of Japan. A total of twelve missions were
sent over the span of 250 years and, on each trip, Korean literati, painters, and calligraphers
actively interacted with their Japanese counterparts. The diplomatic missions gradually
constituted an opportunity for scholars and artists from the countries to exchange ideas and

cultures.
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The record written during the last mission in 1811 contains a reference to yakie. Indeed,
an exchange of nakhwa and yakie paintings occurred for the first time during the mission,
although the exchange of ink-wash paintings and calligraphies had a long history, extending
from the first mission two centuries earlier. The last trip did not make it all of the way to Edo,

but only to Tsushima Island =t 5 %, an island lying between the Korean Peninsula and Japan, due

to political instability and deteriorated economic conditions of the countries. In addition, a
growing skepticism existed about benefits of the mission related to the expense of supporting the
missions. Nevertheless, the delegation of the last trip remained on the island for three months
from March 29th to June 27th, and details about the mission were well documented and have
survived to the present day.?®

A Japanese writer of the late Edo Period and early Meiji Era #1:4 (1868-1912), Nakane
Kotei + 42 &% (1839-1913), referred to kahitsue x % % (translated as ‘fiery brush/pen painting,’
which is identical to yakie or nakhwa) in his Kotei gadan # = 7 3¢ (1886). Despite exhibiting the

traits of godan, i.e., a sophisticated, yet personal, minor essay, his words could be regarded as a
meaningful reference to the early history of yakie.

The reference to kahitsu x 4 can be found in Hanan Hokiichi g% 2. — (1746—
1821)>"’s Imamonogatari 44435 (translated as “The Tales of These days”). The
content of the book corresponds to that of another text, Shokakuko j& # -, written
by the lord-secretary Yashiro Hirokata 24X 745 (1758-1841), who studied

literature under Hanna Hokiichi. I, myself, have not read the books, but | know

26 Mariko Nakamoto, "# #i@ 12 4% & 4% & @ 5%, in Yanagi Muneyoshi mo sanbishita nazo no yakie hakkutsu: teihon
yakie ko. (Tokya: Seibundd Shinkasha, 2014), 109; Busan Bangmulgwan, Documents on Joseon Tongsinsa. (Busan:
Busan Bangmulgwan, 2018), 5-10.

27 Hokiichi was a renowned scholar and Buddhist monk of the Edo Period.
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that during the year of Bunka x4 (1804—1840), Tobakd & 714z (1762—1832) 28
passed the kahitsu technique onto Igai Josui #434= 2 (?-7).
In the year of Shinmi ¥ % (1811), when the Choson Mission to Japan visited

Tsushima Island, Josui and his company demonstrated the technique of kahitsu
before the delegation. A young student from the Korean mission, named Yi

Munch’6l 2 st # (1765-1830), wrote an ode praising them as markedly unique

work.

Approximately twenty years ago in Nekishikyo iz # #¢,2° there was a man who

was skilled at drawing nakhwa paintings. He appeared to be around in his sixties
and liked to draw flowers, animals, and fish on paper or [wooden] boards. | had
an opportunity to see them (kahitsue) twice before, and only recently got to know
that his house was right across the river from my home! It has been a long time
since he departed, and he was indifferent to his neighbors. It is a pity that we do
not even know his name.*

Tobakd is known as Inagaki Sadaatsu #5312 % (1762-1832), the fifth lord of the Yamakami

W, E, that belonged to the military family of the Inagaki ## 3z, and was then highly revered for his

2 %35 % i%; the shogun who owned the territory of Yamakami .1, k.

29 The area is presumably the Negishi area 4% 4 #:. The author was born in Sitakani choja village F 4% # w7, today
Ueno in Taito City of Tokyo, which is adjacent to Negishi.

VX EFOF L. TPHRAMOELEH BRE — (35D 1F505;1746~1821 F)D [ 4453 IT# L <. 20 5k
C—ICAFEFARRREERRLE RUA OADT2; 1758~ 1841 YD Mg (BEH) | ITVHITKRD ., £ETL
ROFLDSIAFMH. & RESNE ST EFEMBAIFOEDE S12HD; 1762~1832 4£)D K ED L% H434e (1)
BO-U kT UONEZIZEM L /FREDAKBEPHNE > TRIZEES, R EBHBDP RKEORZ T U, @51
KEEFIFIIELZFHFLB FITFTHRELUZ. /ZO20 FAVFMITEABIIEE 2 E LIZEDODH 0D #1160 ATE. 4K
RROEITRACHEL L EEHODUI. /Tld— & Thaflis. AEDEENERANLIT. EPROTHMITHL K
HRTIZRIZH 21z ZOHFMPBPTTITE2>TALL. BHIZE 2T 2OFDLLLLT. BLNWIETH

%. ”(Nakane Kote, &= 4t3); Mariko Nakamoto, Ibid, 109-110.
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craftsmanship of nakhwa. One of his works was documented in the exhibition catalogue of the

13" anniversary of Kimura Kenkado A 4f3 # % (1736—-1802)’s death, under the caption, ‘Plate
1: Peach and White Crane Metal Brush Painting 4 % %t & % 8 by Inagaki Sada 4= # #32.” The

catalogue suggests Tobakd’s close association with Kimura Kenkado, a successful collector,
artist and scholar, and confirms that he was worthy of comparison with other celebrated painters

of his time, such as Tani Bunchd % 3% (1763-1841) and Tobatai Roku & 31 4 # (1739-18323).

His companionship with renowned contemporary artists also indicates that Tobako was active in
both artistic and political arenas. The “metal brush” mentioned in the title refers to an iron used
for kahitsu or pyrography. Tobakd’s choice of this unconventional tool and medium certainly
must have attracted notice from his contemporaries.

The real name of Josui is Ikai Shok #4944 (?—?). He was a member of the Japanese
delegation from the Kokura ]+ £ region to receive the Korean mission. Apart from

performing yakie, he was also commissioned to paint scenes of the 1810 and 1811 missions for
the official record. In 1810, he painted Chosonin 6hyangiing ch irosamsonbudo

BEEA R A AR E 2901 AR an album of thirty-two leaves depicting a
banquet thrown for the Korean delegation (Fig. 2.15).3!

The original yakie paintings that Josui produced no longer exist. Nevertheless, the vestige
of nakhwa found in old Japanese writings testifies to their existence and popularity in both Korea
and Japan in the early nineteenth century. The culmination of interest in nakhwa and yakie is
also evident in the final Choson mission to Japan. This fact also highlights the unique character

of the genre, being not only an established form of art, but also a spectacle that can be watched.

31 The album is now stored in the Hosa Library 3 % < %, Nagoya, Japan.
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However, its inherent value as a performance was misused more than a century later during the
Japanese colonial period, which will be discussed further in the later chapter.

A reference to yakie is also present in the book Koga bikou <+ & # %, which is a

collection of commentaries on old paintings and biographies of painters composed by Asaoka

Okisada #1 | #2441 (1800-1856), the son of the painter Kanou Naganobu % 274245 (1775-1828).
In the book, the 47th chapter of Yamatoe ##: (“Japanese painting”) is assigned exclusively

to yakie: “Yakie exists in Choson. The landscape [yakie] painting from the album that was drawn

by a Korean artist [living] in Japan sk #1 A proves that his aesthetic execution of yakie is nothing

less than that of artists [in Choson].”%?
Although Kogabikou does not include the aforementioned yakie painting itself, it

introduces two other yakie paintings of Asai Midori % 3 # (?—?) and Koikawa Hakuga & )1 & i
(1800-1820?) that contain their names in the form of their seal: ‘Oussi s 2’ and ‘Hakuga & .’

The subjects of the two drawings, respectively, are a bonito fish (Fig. 2.16) and running horses
with Mount Fuji in the background (Fig. 2.17). Although these subjects were uncommon in
Korea, they contained auspicious and congratulatory significance in Japan. In addition to subject
matter, the compositions of Japanese paintings also differ from those of Korean paintings. Unlike
Korean nakhwa paintings, which are usually composed vertically and cluster writings in one
corner or either side, these two yakie paintings are extended horizontally, which is unique to
Japanese art. Notably, the bonito painting features writing along with the depicted subject at the

center of the work.

32 Takayuki Tabe, Yanagi Muneyoshi mo sanbishita nazo no yakie hakkutsu: teihon yakie ko, (Tokyo: Seibundo
Shinkasha, 2014), 111.
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Due to their common roots in traditional ink painting, yakie and nakhwa were popular in
their respective countries with their own distinctive features. Moreover, a few artists, including
the influential shogunate-painters, contributed to the dissemination of the genre throughout
Japan. This shared history of pyrography explains Japanese familiarity with the genre, even in
the modern era, which possibly led to the promotion of nakhwa in Korea under Japanese colonial

rule.

I11. Nakhwa during the Japanese Colonial Period B #3& & #1 (1910-1945)

In the early 1900s, during the reign of King Gojong & % (1852-1919), the country strove
to autonomously promote its crafts through modernization. iwangjing misulp 'umjejakso 2 £ %%
# e A% P (“Yiwang-jik Artwork Manufactory’) was founded in 1908 near the Kyongbok

Palace, and remained in operation until 1936. Despite the effort that the royal court invested in
modernization, the country succumbed to the colonial rule of Japan in 1910, and thereafter
efforts for self-reliant modernization failed to advance. During the period from 1922 to 1936, the
Japanese authority took over the management of Yiwang-jik Artwork Manufactory and made it
manufacture craft goods primarily for commercial purposes for Japanese consumers, with no
regard to artistic value or craftsmanship of the genre, which degraded it as a result. Indeed, the

goods were only driven by foreign demand, and especially that of the Japanese.

3.1 Beqginning of Cultural Politics, Munhwat'ongch'i s4t.45:4 (1919-1931)

At the very beginning of colonial rule, the Japanese colonial government adopted a
strategy of force, coercion, and oppression. However, it became apparent after the nationwide

March 1st Independence Movement in 1919 that the military governing policy backfired and met
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strong resistance from Koreans. Consequently, Japan changed its ruling stratagem with the

appointment of Saitd Makoto 7 i & (1858-1936), a former Japanese naval officer and

politician, as the new Governor-General. He served in the position for two consecutive terms
from 1919 to 1927. In a marked departure from the militaristic ruling policy, his new ruling tenet
was focused on culture, expressed in the statement, ‘For the sake of the development of culture

and minryoku k.7 (‘national power’).” The new rule seemingly loosened restrictions on Koreans

to some degree. For instance, the Japanese colonial government allowed the publication of a few
Korean language newspapers, in a conciliatory gesture of accommodating popular demands and
customs of the Korean people. However, behind all of these apparently sincere policy shifts,
Saitd’s actual objective was to preemptively blunt the resistance of the Korean people.®

Saitd’s cultural policy was further buttressed by Mizuno Rentard K 2 4f X 2z (1868—

1949), who served as Parliamentary Commissioner of Korea from 1919 to 1922. The Japanese
believed that, with minimal direct involvement of the Japanese government, the new policy
would ultimately cause Koreans to constrain themselves. This policy shift gave rise to, and also

made a significant impact on, Chosonbangnamhoe % # %% 4 (‘the Choson Exposition’) and
Choson misulchollamjon # &% % #5 % %4 (‘the Choson Arts Exhibition”) often known as
Chosonmijon 31 & % J& (1922-1944), resulting in Koreans becoming both the subject and the

audience of these events. Indeed, these occasions were more efficient and skillful ways for the
intended effects of the policy to filter fully into all aspects of people’s lives. Another intention of
the cultural colonialism was to turn Koreans’ attention away from the desire for independence

towards engagement in cultural activities. For this reason, cultural content produced in the 1920s

33 Michael Robinson, Colonial Modernity in Korea (Cambridge, Mass.: Harvard University Asia Center, 2004), 51-
52.
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should not be taken at face value, as it was largely politically determined, and possessed an
obscured intention to indoctrinate Koreans to accept the legitimacy of colonial rule against their
will 34

With their new governing ideology put into practice, the colonial government constructed
several cultural facilities, including libraries, museums and exhibition halls, and created a new
department within the government to exclusively oversee the social and cultural edification of
Koreans. Any in-depth scholarly analyses or poetic panegyrics about crafts including nakhwa,
are scarce after Korea came under Japanese colonial rule. Amid the paucity of relevant
information on nakhwa, newspaper articles published in the 1920s about the nakhwa artist, Pak
Kyedam, and his students were considered particularly invaluable. Along with the text
descriptions and surviving works, the photograph of him demonstrating a nakhwa performance
included in the catalogue of the 1929 Choson Exposition provides a rare glimpse into its artistic
momentum in modern times. Through the patchwork of such fragmented records, primarily
newspaper articles published in the early 1920s, the somewhat disconnected history of nakhwa
could be compiled in the absence of full-fledged scholarship on the genre.

3.2 The Representation of Nakhwa in Colonial Media

During the colonial period, newspapers played the most crucial role in disseminating
information and new ideas among Korean people. Some articles about nakhwa included in this
chapter aimed to objectively describe and introduce the genre; others invoked nakhwa in the
process of advancing colonial agendas. The articles on nakhwa that are introduced below show
not only historical traces of the craft itself, but also those of manipulations by invisible Japanese

hands of cultural activities and how they controlled the media to legitimize their colonialism.

34 Hyung Il Pai, Heritage Management in Korea and Japan (Settle: University of Washington Press, 2013), 114-
141; Mayo; Shin.
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The first article about nakhwa was published in Maeil shinbo 4 g # #,% a widely

distributed daily newspaper, which reluctantly became pro-Japanese after the Japan-Korea
Annexation Treaty in 1910. The Japanese were aware that newspapers played a pivotal role in
Choson society as a potent channel for disseminating political propaganda, as well as the latest
news.3® Being aware of the powerful influence of local newspapers over Koreans, the Japanese
colonial government either commanded the newspaper companies to cease publication if the
newspaper resisted publication guidelines dictated by the government or took over their
ownership entirely. Maeil shinbo was a case of the latter, and became the only newspaper written
in Korean until 1920, even though it also frequently contained the Japanese language. At that
time, Koreans were allowed to use their own native language and alphabet to some degree. The
following is the earliest article on nakhwa published on November 5, 1918.

‘Distinctive Nakhwa’

Mr. Pak Pyongsu 4 % % 4 residing in Chinan 44 county of North Cholla

Province was greatly exalted at the competitive exhibition®” held in the third year

of Taejong X it (1914) as a master of nakhwa, ‘the painting made by scorching
with an iron.” He had come to Kyongsong 3% (currently Soul) again on the

thirtieth of the previous month and stayed on the fifty-sixth street of Songhyon-

dong #4575 area. His visit was on the advice of Minister Yi Wanyong % % A

(1858-1926) to come to the capital and pass down his nakhwa skill to future

35 Maeil shinbo used to be called The Korean Daily News % #4 g 4742 T2 < 41X when it was first founded by
an Englishman named Ernest Thomas Bethell in 1907. As the Japanese assumed ownership of the paper, they
dropped ‘Korean’ from its title. Consequently, the newspaper had Maeil shinbo as its title, and was heavily
controlled by Japanese policies of censorship.

36 Michael Robinson, Ibid., 52.

37 Kongjinhoe 23t 4 571 3]: an exposition or a trade fair showcasing Japanese industrial products and Korean
products, presumably mostly craftworks, given the stage of industrial development at the time.



generations, since Pak is already sixty years old and does not have much time left.
This type of painting, nakhwa, is a different kind of painting, not brought from

either Qing or the West. Pak [Pyongsu] ’s grandfather, Pak Ch’angkyu #+ g #,

mastered the technique by studying and training by himself.

In fact, there were nakhwa works outside of Korea, but those were done on wood
or bamboo, while Choson’s nakhwa works were done on paper. It is relatively
easy to draw on a wood or bamboo surface by searing it with a heated iron. On the
other hand, although it may appear effortless to work on thin paper without
damaging it, it is actually almost impossible to execute on paper without
mastering this extra-ordinary skill. For this reason, the claim that nakhwa

blossomed as an art in Choson may be legitimate.

Because of this reason [that it was unique to Choson], a substantial number of
students existed since the medium came into being, but none of them were
successful. Even Pak’s father learned the technique, but was unable to master it.
Pak himself had possessed a cultivated appreciation for the arts since childhood
and could submit an impressive painting to an exhibition at the age of 18. He was

highly praised by the magistrate of Chinan 44 at the time, Kim Stungchip & # 4%
(1826-?), and through the introduction of Kim’s brother, Kim Hongchip 474 4%

(1842-1896), his works were even sent to Japan. Pak achieved great success in
his career and continued practicing it for forty years. He was remarkably

successful and received many commissions from all over the country. As a
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promising pupil who will succeed his elderly master, Pack Namch’dl & & # from
Chonju 421, is a twenty year old young man. His calligraphy is brilliant, and he

is working diligently to preserve the tradition of practicing nakhwa following in
the footsteps of Mr. Pak (Fig. 3.1).%8
According to the genealogy of the Pak family, Pak Pyongsu was only twenty-nine years
old when this article was written, and it is believed that the article mistook Pak Pyongsu
for an earlier nakhwa artist, Pak Kyedam. In fact, Pak Kyedam was then in his fifties,
which is largely corroborated by the article describing the artist as already being sixty

years old. Furthermore, the title, “Ong 4,” refers to an elderly man, which could mean a

seasoned artist who had practiced the art for “forty years,” rather than one in his twenties
with much less experience. Therefore, the earliest newspaper article about nakhwa
principally focused on Pak Kyedam, the well-established nakhwa artist who became
widely known to the public for the first time in the beginning of Japanese colonial rule.®

His close relationship with Japanese customers enabled Pak Kyedam to be the first
nakhwa artist covered by the press. The majority of his works were produced at the request of
Japanese patrons, and thus they are currently mostly owned by private collectors in Japan. Given
the fact that all of his works now in Japan, including the four panels folding screen, Flowers and
Birds nakhwa painting (Fig. 3.2), include an inscription that reads ‘Han'gukchonju Wolsan

# B/ AN AL, itis almost certain that they were produced after 1919 when the country began to

officially call herself Han'guk (“Korea” in Korean), replacing her former name, Choson.*° It is

38 “T'iksaegi inniin nak'wa,” (Distinctive Nakhwa) Meail Sinbo, (November 5, 1918).

39 Chonghye Pak, “Scorched Paintings of Korea During the 19" and early 20" century,” Journal of Art History 33.
(December 2017), 83.

40 In 1987, Emperor Gojong promulgated the county’s name as ‘Korean Empire % #+# H,” yet this was withdrawn
by the Japanese government in 1910.
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also logical to assume that Pak Kyedam, as a grandson of Pak Ch'angkyu’s cousin, learned the
technique and style of Pak Ch’angkyu. Unlike his forebear, Pak Kyedam produced most of his
works in a screen format, and his subjects were a mixture of the Four Noble Ones

(sagunja mw # F)—the plum (mae #), the orchid (nan [4), the chrysanthemum (kuk ), and the
bamboo (chuk #)—and other flowering plants that conveyed auspicious meanings. Such a

seemingly idiosyncratic combination was initiated and made popular again in the nineteenth

century by Ho Ryon, the aforementioned Southern School painter, particularly in Honam #3 &,

the southwestern region of the country (Fig. 3.3). It was natural for Pak Kyedam, as a native of
Honam, to follow the popular trend of painting in the region and adopt it for his nakhwa works.**
It is noteworthy that birds and flowers are key subjects for all of his extant works in
Korea, and they are all made in the form of either eight or ten panels screen: Flowers and Birds
Iron Painting housed in the Onyang Folks Museum in Asan, South Ch'ungch'ong Province (Fig.
3.4), Nakhwa Birds and Flowers Ten Panels Screen (Fig. 3.5) in the Jinju National Museum (Jin
1107), and Birds and Flowers Ten Panels Screen (Minsok 029691) in The National Folk
Museum of Korea (Fig. 3.6). His works exhibit a certain degree of regularity in the order of
screen panels and the combination of depicted subjects. His screen usually starts with the first
panel with apricot blossoms and concludes with pine trees. He demonstrates consistency by
repeating the same combination and composition of plants, animals, and/or insects for the
different screens.*? Indeed, a review of his works indicates that he produced a multitude of

identical rough sketches.

41 Chwijeon, Kim. “A Study of Seoul and Local Painting Circles in Early Modern Korea,” Journal of Korean
Modern & Contemporary Art History 20 (2009), 11-13; Chonghye Pak, Ibid., 85-86.
42 See the appendix 3 on page 75 for subject matters and their orders of his screen paintings.



40

Even though his works lack originality, his ability to masterfully execute what he

intended to express is exceptional. Pak reinterpreted the ink painting techniques of goule 4%,
the use of thin outlines and application of color, later on and the mogu % &, “boneless” method

in the language of nakhwa, and was adept at applying them to the medium. The intricate, yet
smooth, contours in and unimpeded execution of chiaroscuro in his works attest to his
unparalleled excellence in nakhwa technique.

Pak Pyongsu, who was mistakenly identified as Pak Kyedam in the
aforementioned article, is his younger second cousin. Pak Pyongsu was better known for
landscape paintings (Fig. 2.11), rather than flower and bird paintings (Fig. 3.7). He had a
profound understanding of the Southern School style of landscape painting and adapted it
to nakhwa. His burnt marks evoke those made with ink; he gently rubbed with the cheek
of the iron to depict hills and slopes, which is akin to the ink staining method achieved
with smearing, sonyom % %, and quickly dapped the tip of the iron to create pepper dots,
hoch'ojom #A#z 25, which is also a commonly used technique in ink paintings. Another
noteworthy feature is that all of his works include a seal that reads hwahwa X %, “fire
painting” (Fig. 3.8). Red seals in the shape of a banana leaf are also found in the paintings
of his forebears and teachers. The continued use of the seal by the Pak family implies that
it became an emblem of the family’s long pedigree of nakhwa, which was later passed

down to the Paek brothers.

Paek Namch’6l & & # (1898-7), as mentioned in the article, was appointed to be

the successor to Pak Kyedam, led by the Japanese Governor-General of Korea. However,

no further record exists regarding his birth or professional career, except what is provided



in this article and one painting, verified only with photography (Fig. 3.9).* Other than
Pak Pyongsu and Pack Namch’6l, Pak Kyedam had one more student, as revealed by the
collaborative work by Pak Pyongsu and Pak Sangp’il. This student was Pak Sangp’il, a
great-grandson of Pak Ch’angkyu. It is quite probable that they were both trained under
the guidance of Pak Kyedam in the same period of time, especially given their similar
age.

The National Folk Museum of Korea houses a rare, collaborative work** of the
two pyrographers: Pak Pyongsu and Pak Sangp’il. Birds and Flowers Ten Panels
Nakhwa Screen (Minsok 057829) (Fig. 3.10), that consists of six panels done by the first
and the remaining four by the latter. Two different intaglio seals imprinted at the

bottom—Ch’osan # .1, and Sokch’6n % 1—enable us to identify who produced the

individual panels. The common subjects of the paintings are birds and flowers, and the
flora of the Four Gentlemen. It is noteworthy that Pak Pyongsu painted only the Four
Gentlemen, while Pak Sangp’il took charge of other secondary subjects, derived
primarily from folk paintings, which suggests that a hierarchy might have existed among

the pupils.

41

With the twentieth century approaching, the design and composition of nakhwa paintings

became simplified. For example, Pak Pyongsu drew only a few branches of plum blossoms,

instead of the entire tree as his predecessors had done. Indeed, the works of both Pak Pydngsu

43 Chonghye Pak, Ibid., 93; Fig. 16.
%4 The fact that Pak’s signatures on the first set of orchid and plum blossoms and those of the last set are not

identical suggests that one of them did not originally belong to this screen. Further research is needed to confirm

whether Pak altered the designs on purpose, or if the two additional panels were added intentionally when the screen
changed hands. Nonetheless, the format of the signatures on the first two panels is different from the rest. Therefore,

it may be reasonable to conclude that these two panels used to belong to the other set of screens, or were made

separately from the beginning.
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and Pak Sangp’il appear almost as cropped images of a larger painting. The folk paintings,
minhwa of the time, were also in accordance with the trend of unpretentious design. Overall, the
nakhwa artists seemed to have ridden on the wave of the mainstream trend in order to target a
broader consumer base and/or simply to conserve production time.

Regardless of the simplification of design, the burnt marks created by Pak Pyongsu
achieved a level of refinement that was equal to that of brushstrokes. His nakhwa paintings are
minimalistic, with no extreme shading or superfluous line work. On the other hand, Pak Sangp’il,
who was five years younger, had not fully developed his skill by the time that this work was
produced. His curved lines were somewhat abrupt with a lack of fluidity, and he tended to depict
elements in an unnecessarily enlarged scale. Leaves on the grapevine, two peonies, and flipped
lotus leaves dominate each painting, which signifies his immature technique in producing
nakhwa, particularly in depicting and proportioning the subjects. Having both of their works
together side-by-side provides an opportunity to discern the different stages of development of
nakhwa craftsmanship. Irrespective of Pak Sangp’il’s level of expertise, the red hwahwa seal on
each of his nakhwa paintings indicates that he was formally trained and inherited the nakhwa
tradition of his family.

Examining the 1918 Maeil shinbo article, it can be interpreted in more than one
way, depending on the perspectives of readers. In light of the fact that Pak Kyedam
received a good number of commissions for nakhwa works from Japanese patrons, it is
presumed that the pro-Japanese Maeil shinbo supported him. Nevertheless, the accuracy
of this information cannot be guaranteed, and it could even be regarded as a thinly-veiled
criticism of Koreans for their failure to preserve their own indigenous culture. The article

only briefly introduces nakhwa by describing the requisite tools and the process in a few
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sentences. The article focuses more on the history of the transmission of nakhwa and an
artist, Pak Pyongsu (Pak Kyedam), and his only apprentice, Pack Namch’6l. It also
alludes to criticism that the practice of nakhwa has not been effectively passed down to
posterity, despite its root in Choson. The article highlights that the survival of nakhwa
was at the mercy of Minister Yi, a leading pro-Japanese figure of the time, who helped
Pak exhibit his works in the capital. In fact, the intention of Minister Yi to bring Pak to
the capital seemed to promote nakhwa as a traditional craft. However, as Pak’s works
were in great demand among high ranking officials from the colonial government, Yi
might have used Pak to earn himself political favor from those officials. It is also possible
that his patronage for the genre was a pretense for obscuring his true objective, as the
primary policy of the colonial government was to make Koreans assimilate into Japanese
culture by drawing on commonalities rooted in the shared ancient histories of the two
nations.*

This fact becomes increasingly evident when compared with other vernacular
newspapers that published similar articles, yet with a subtly different focus and tone. The

following articles were printed in Donga ilbo % = g 3% a few years after the first Maeil

shinbo article on nakhwa was released. Donga ilbo was founded in 1920 and renowned

%5 1n 1900, the first Japanese archaeologist, Yagi Shozaburd A &, # = #r (1866-1942), from The Anthropological
Society of Tokyo (now renamed to ‘The Anthropological Society of Nippon (ASN)’) was sent to Korea, who
researched the correlation between the iwaibe, or “ritual-style” pottery, and kofun pottery found in Korea. After his
survey, other archeologists and historians made their way to Korea and brought their students from the Tokyo
Imperial University and the Tokyo Anthological Society Tokyo University with them. The new archeological
discovery was revolutionary for the time, as the Peninsula’s archaeological record would represent the preconceived
prehistorical trajectory tracing the birth of early Japanese civilization to the continent. The conceptual development
of a common “Japanese/Korean” culture and racial lineage based on comparing the archeological records of the two
countries became prevalent among young graduate students and scholars of the time (Pai, 109-113). The fieldwork
and surveys were all parts of the Japanese colonial policy known as ‘Japan and Korea as one nation’ 7 & —4k, a
colonial policy with an aim to convert Korea into an integral part of Japan (Pai). It was also referred as ‘“Nissen doso
ron B & F48%” in Japanese.
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for its anti-Japanese attitude from its inception, unlike other contemporary newspapers,
such as Maeil shinbo and Choson ilbo #1%# 1 4%, whose views aligned with the colonial
policy of Japan.“® In fact, Donga ilbo was actively involved in promoting the genre, and
even financially sponsored a nakhwa convention, unlike other newspapers that only
published articles on the topic.

‘Unpo, Hosting a Pyrography k % Demonstration’

With the benevolence of the master pyrographer in Choson, Unpo Paek

Hakki, and at the sincere request of the town (people), Paek will hold a

pyrography demonstration at Sansujong town hall starting from two in the

afternoon and will offer the general public an opportunity to witness his

unusual talent (Inch'én) (Fig. 3.11).4

‘Chinnamp'o 4i% *® Pyrography Demonstration’

At the Chamber of Commerce and Industry Pavilion

Mr. Unpo Paek Hakki from Chonju in North Choélla Province—the old

apprentice of Ch’osan (Pak Pyongsu), the inventor of hwahwa X &, which

will establish a new history in the art worlds of both East and West—

46 Donga ilbo is known for the incident in which they erased the Japanese flag from the running tunic of Son
Kichong, the Korean marathon runner who won the gold medal in the 1936 Berlin Olympic Games, in the medal
awarding ceremony photograph. As Korea was under the colonial rule of the Japanese Empire, he thus represented
Japan, and not Korea. The alteration of the image enraged the Japanese government, especially the Japanese
Governor-General of Korea Jird Minami &  #r (1874-1955), who penalized the newspaper by imposing a nine-
month suspension of publication.

47 “Unp'o hwahwahoe kaehoe & # X # 4 B 4,”; Unpo, Hosting a Pyrography Demonstration) Donga ilbo

(July 8, 1923).

48 A seaport city in South P'yongan province, North Korea.
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travelled to China with his alumnus, Mr. Yu Kihong #l 24, On the way,

they arrived in Chonnamp’o on the 2nd of the prior month. Under the
sponsorship of the headquarters [of Donga ilbo], Mr. Unpo Paek-hakki
will demonstrate his artistic talent in hwahwa to the public at the Chamber
of Commerce and Industry Pavilion on the coming 6th at two in the
afternoon. While Mr. Unpo Paek-hakki possesses artistic genius in this
distinctive technique as a result of his decade-long training, he is now able
to create famous works of art easily with a single stick of heated iron. He
is an unusual contemporary artist who has sold paintings of birds-and-
flowers, the Four Noble Ones, landscapes, and fish-and-crabs. Through his
expected tremendous success in the future, he will make a significant
contribution to the art world (Fig. 3.12).%°

Along with Pack Namch’6l, Pack Hakki & #54 (1895-?) was also likely to be a student of Pak

Kyedam. His Nakhwa Birds and Flowers Ten Panels Screen (Minsok 047242) (Fig. 3.13) at the

National Folk Museum of Korea include the seal of his courtesy name ‘Unpo & i#.” Paek Hakki

and Paek Namch’6l were only three years apart, and besides their works, there is no extant
record about them, other than the aforementioned newspaper articles. Therefore, whether they
were brothers or the same person remains undetermined. Despite the possible stylistic change

throughout one’s career, the stylistic dissimilitude between the works of two artists strongly

g KE G BRI RO Rm i Rl Aess SAE KEH AL HELS HH Ak AN TH ok
A APTANERKS RS FE AR &F, At =8 gidol # 4] At (SorLE) 5 ##E Tl 2= K8
Pk = BRI Lol KO AT R4 09 KEHS — ol A Elol2tetl ke BT £MR R4 pAF L B
o 2t ROl a1 2l % HHESE LT FHOE 40 — /O B GAR KA, WET, LK 8 A F L0
LAEFEEHRACE F2 AREMR HHT 0L ¥ ot 53 #4aE @sto] prRol 2 x¥ Fakel st
“Chinnamp’o hwahwahoe: Sangdp'oeiiisonusangesd 4t i# k& € & £ &3 Lol A,” Chinnamp'o Pyrography
Demonstration: At the Chamber of Commerce and Industry Pavilion, Donga ilbo (September 5, 1924).
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implies that they were two different individuals. Paek Hakki is characterized by his trademark
semi-circular marks on tree branches and scratches on top of shading to emphasize a sense of
depth, which are not found in the works of Paek Namch’61. While he abided by the arrangement
set by his predecessors, he simultaneously attempted to make a unique contribution to his works
by adding certain details, such as a pair of tiny beetles, the root of orchid, and flying birds with
different postures.

The article focuses on ongoing events and shows the continuity and popularity of
nakhwa at the time of writing. Although public interest in nakhwa decreased markedly
compared with its popularity in the late Choson period, the technique neither died out nor
was it considered outdated. The choice of particular words in the articles— ‘new history
of East and West’, ‘contemporary’, and ‘future’—connotes modern elements of the
genre, as well as its appeal to other cultures.

In addition to their role of enhancing public awareness of nakhwa as a
contemporary art form, the newspaper articles contributed to the increased accessibility
of art to a wider range of audience, regardless of economic or social status. Indeed, the
public exhibition of art indicates that nakhwa was no longer the exclusive possession of
aristocrats and royals. This major historical shift, in terms of the audience and consumers
of nakhwa, took place throughout the colonial period.

Another noteworthy development occurred during this time. The lineage of
nakhwa practice that had been passed down exclusively to the descendants of the Pak
family finally came to an end. Apprentices from outside of the family were allowed to
inherit the tradition, which gave the genre a new opportunity to extend beyond the

confines of the clan. As a result, both Pack Namch’0l and Paek Hakki could succeed in



the tradition, suggesting that, as outsiders to the Pak family, they did not take the
opportunity to learn the technique for granted.

Shidae ilbo 4% B #& was another popular vernacular daily newspaper launched in

1924. The newspaper thrived as a nationalistic paper, as it was founded by the renowned

writer and cultural activist Ch'oe Nason 4% & £ (1890-1957). The slogan of the company

was the alliance of, and cooperation among, Koreans. Unlike other newspapers, the front
page of Shidae ilbo always covered social and cultural issues, instead of political ones,
and it hosted a number of major speech contests and nationwide sports events. The
newspaper’s primary focus on contemporary sociocultural trends led it to cover Korean
arts and crafts including nakhwa and its commercialization.

‘Mr. Paek Hakki’s Visit [to Shiniiiju 47 % #°°]’

Holding a Pyrography x %; hwahwa Demonstration

The great hwahwa painter, Mr. Paek Hakki, from the Wansan %,.1, area of

Chonju, North Cholla Province is visiting Shintiiju on his way to Southern
Manchuria. At the request and with the support of the regional governor
and five or six others, the hwahwa demonstration will be held on the
coming 2nd at two in the afternoon. He will also be demonstrating his
technique on the spot to the public, and the paintings will be individually

made. The (entrance) fee will be three won per person.

%0 Located in the northwest of P'yongyang, near the Chinese border.
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The subjects of the paintings are figures, landscapes, birds and flowers,
and fish and crabs. Without any tool, other than a heated iron, he performs
this marvelous technique, and the audience cannot help but be astounded
by his extraordinary skill. As the technique applied to silk or paper is
native to Choson, the hwahwa technique of Mr. Paek will spread widely
across the world. The hwahwa works at the exhibition will be raffled off
due to high demand. The first-place winner will receive five paintings, the

second three, the third two, and the fourth one each.>!

‘Hwahwa Demonstration, a Big Hit in Shintiju’

Mr. Pack Hakki’s Hwahwa Demonstration was held at the Shintiju
community center at two in the afternoon on the 21st of last month. The
reported information about the demonstration is the same as the previous
one (article). It also included raffles; the first prize went to Pak Yuchong,
the second to Kim Yongsam, the third one to I Songktin, and the fourth
one to Song Chewon and sixty-six others. The convention was a huge

success (Fig. 3.14).%

LK E M QbR KO KHOR

b AME AMNE@ LT XK KER aBLKE AF 9aHE #EDS K2 RN 2 A4S AwbkF AT £2RAY
#FRE K =8 TH ol &AM A e Rl XFEE MM FHE AT £ = =/ Kol

KEE T A, Lok, 6k, &EFAE oFF B AL Qo] ot —m 9] JIFE 2ol 99 7L skl 2 F47 452
ObF =4 SHA & = Qlom B ukHsmoll Fohs e B B KO KT 4 ¥R OR FASHE Tk O kF
MRy XS FHOR Pt —F— AR, ZF—AZHK ZF A, wHFHA— K XOIZ Pt “Hwahwahoe
kaech'oe” (Hosting Pyrography Demonstration: Mr. Pack Hakki’s Visit), Shidae ilbo (September 18, 1924).

2 car ko KA AR

ask RO K4S MEDT &2 gt dootAYS At =+ —n8 TF =woll o AEnolM R4S

MAESHIL S Aot — 4 A, =F ARk, =4 PR, wF R SHAACINUL RAERS

235k okl gt} “Shindiju Hwahwahoe Songhwang” (Hwahwa Convention, a Big Hit in Shintiiju) Shidae

ilbo (September 24, 1924).



Both articles demonstrate Paek Hakki’s endeavor to disseminate nakhwa, and to enhance
public awareness of the genre, as he held a series of his namesake nakhwa conventions
that received rave reviews. He was arguably the most active pyrographer who took full
advantage of mass media. He was as young as twenty-five-year-old when he was first
spotlighted in the article released in 1924, and when he traversed the country to hold the
conventions under the strong sponsorship of local officials of visiting cities and regions.
In view of the great consistency in the depiction of subjects, and their composition
and hierarchy, in his works including but not limited to Nakhwa Birds and Flowers Ten
Panels Screen (Fig. 3.13) and Peacock on Blossoming Plum Branch (75.65.3-6) (Fig.
3.15) from the Brooklyn Museum Collection, Paek adhered to the established format of a
nakhwa folding screen, which was previously created by Pak Kyedam. However, Paek
highlighted subjects in dynamic postures and devised his own distinctive combinations of

reeds and storks, peonies, and bees. In his sweetbriers # s 7 (rosa rugosa or beach rose)

chrysanthemums and boulders, barely visible novel patterns can be seen.

Apart from his success in introducing nakhwa to a broader audience, how the
general public initially encountered the genre should be placed in proper perspective.
According to the articles, the attendees were charged for admission and were offered
artwork as a prize. Thus, public might have considered this demonstration as a kind of
performance, instead of a presentation of craftwork. Seventy-six nakhwa works that were
offered in the raffles were not a small number to produce within a limited time, and the
quality of the works presumably could not match that of Paek’s usual creations. While
holding such an occasion with promotional gifts helped to raise awareness of nakhwa, it

also assumed the risk of degrading the value of nakhwa in the arts and crafts world
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thereafter. Joining the tide of commercialization, nakhwa had made progress in
consolidating its potential as a both traditional and contemporary popular craft. It also
bore the long-term risk, however, of eventually degrading its value as a cheap tourist
souvenir, which in fact transpired in the 1970s.

3.3 Nakhwa Performance at the 1929 Choson Exposition

Along with Japanese control over the media, expositions and exhibitions held in
the Korean Peninsula were also utilized as disguised propaganda devices to achieve
political aims. Japan had participated in a series of world expositions held in Europe and
North America, and found them to constitute effective tools for justifying colonial rule
and governing subjugated people.>® Therefore, they brought the concept to Asia, which
eventually resulted in Orientalism in Asia, i.e., ‘Japanese-style Orientalism,’ also referred
to as ‘Oriental Orientalism,” as a senior researcher at the London Institute, Chelsea
College of Arts, Yuko Kikuchi termed it.>*

The first exposition in Korea was held in 1915 under the official title,

Chosonmulsan'gongjinhoe 31 &4 # -1 € (‘the Choson Products Competitive Exposition’), at

the Kyongbok Palace in Soul. The Japanese colonial government chose the venue with an
obvious intention to debase the royal authority of Korea, and turned the premises of the Yi
dynasty’s once royal palace into a market and exhibition location. The organizer of the
exposition was unabashed about disclosing its thinly veiled purpose as “a vehicle to ‘awaken the
[Korean] people from a hundred years of slumber,” and as an opportunity for Koreans to

‘compare the inferiority and superiority of products on display and realize the grace of the new

3 Sog-yong Ch’oe, Han guk kiindae iii pangnamhoe, pangmulgwan (Soul: S6gyong Munhwasa, 2001), 18-21.
54 She is now a professor of Craft History and Studies, Kanazawa College of Art, Japan; Kikuchi Yuko, Ibid.
“Interaction,” xv-XVii.
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rule.’®® In the same vein, the second grand Choson Exposition of 1929 was held in the same
venue, but with a slightly different intention. This time, the exposition was focused on the ‘co-
prosperity’ of Japan and Korea. The exposition was aimed to accentuate Japanese superiority,
while bringing the ‘Korean local culture Chosen no kyodo geijutsu’, ‘Korean atmosphere Chosen
kibun’, and ‘Korean uniqueness Chasen koyi’, which was a clear sign of ‘Other Orientalism’, to
the fore.%® Through these events, the Japanese positioned themselves as superior beings, and
relegated Koreans and Korean culture to an inferior status to make their colonial rule appear
legitimate.

The floor plan of the 1929 Exposition (Fig. 3.16) reveals its concealed purpose.
The organizer arranged individual galleries with the intention to establish a clear
demarcation between a traditional Korea and a modern Japan, and ultimately to vindicate
their act of colonialism. The center of the exhibition hall was reserved to accommodate
the key component of the exposition, i.e., the industry hall. Exhibitors included a number

of leading companies from Japan, such as the Oriental Development Company s #3574
#* X 44k, the Mitsukoshi =#: Trading Company, the Mitsui = Trading Company, and
the Mistunakai =+ # Department Store. While these industrial companies were assigned
prime locations in the venue to showcase the then cutting-edge technology of
Westernized Japan, Korean exhibitors were given galleries at the fringe of the exhibition
hall. Moreover, one of the galleries displays a picture of a scene of torture (Fig. 3.17) and

traditional handicrafts that seemingly inherited ‘Korean uniqueness’, which was

obviously designed to depict the stagnation of modernization and industrialization, and

% Kal Hong, “Modeling the West, Returning to Asia: Shifting Politics of Representation in Japanese Colonial
Exposition in Korea,” Comparative Studies in Society and History, vol. 47, no. 3 (2005), 508.
% Kal Hong, Ibid., 514; Chasen hakurankai Keijo-kyokai hokokusho (Soul: Kysngsong hydphoe, 1930), 98-99.
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even the backwardness, of Korea. It is interesting to note that the demonstration of
nakhwa was among many on-site art performances at the exhibition.

It was Pak Gyedam who demonstrated the performance of nakhwa. No other
document about the demonstration exists, other than the photograph of his booth from the
exposition catalogue. In the photograph, he is seated on a mounted booth, replicating his
studio or room where his finished works were hung or leaned against the wall behind
him. The Japanese organizer of the exhibition chose nakhwa as a suitable showcase item,
as they were already familiar with the genre. Indeed, they had their own tradition of
pyrography, yakie, and thought that its unique nature would be appealing to the visitors.
Furthermore, the choice of genre was politically motivated to promote the concept of

Nissen doso ron B # 783, a historical discourse claiming that ‘Japanese and Koreans

are from the same ancestors’ sharing the same pre-modern history,* in this case, nakhwa

and yakie. Along with this argument was the ongoing phenomenon of the Mingei &,
(‘folk craft’) movement, spearheaded by Yanagi Soetsu #p 5 5t (1889-1961; better known

as Yanagi Muneyoshi), whose strong passion for and interest in Korean crafts, especially
in ceramics, led him to found the first craft art museum of Korea. The movement, with its
focus on crafts, influenced the committee’s decision to include nakhwa in the 1929
Exposition.

However, the Japanese selected nakhwa as a double-edged propaganda tool since
it constituted a perfect example of traditional handicrafts to embody the ‘Korean color.’

Korean nakhwa craftworks, which required laborious effort with a rudimentary set of

57 Some Japanese archeologists and historians viewed Choson as a “stagnant state of old Japan”; Hatada Takahashi,
“Nikkan choyaku to Chosen bunkazai henkan modai,” Rekishigaku Kenkyu 304 (1965), 36-39.
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tools, formed a sharp contrast to the Japanese products manufactured with modern
technology. As the Japanese government attempted to justify its act as a way of
'modernizing Korea,” it employed the expositions as an excuse for ‘enlightening the
colony.’®® This explains why they included nakhwa in the North Cholla Province booth,
and classified nakhwa as a ‘regional specialty’ rather than a form of ‘craft arts.” The
exposition held a distorted view of Korea’s traditional arts and crafts by artificially
cherry-picking what and how items were presented. What the Japanese called the
‘Korean color’ was selected without serious consideration of Korean tradition and
culture, and failed to represent an appreciative view of Korea. Nakhwa was only one of
many traditional arts and crafts that was degraded under Japanese colonial rule.

The awareness and popularity of nakhwa among the Japanese audience, in turn,
put the genre in an ambivalent position. Even when freedom of speech and creation was
restrained by the censorship of the colonial government, it was fortunate for nakhwa to be
able to carry on its tradition. A considerable number of nakhwa works were able to be
produced because they were liked by the well-to-do Japanese in Korea. In line with the
increasing exposure of the genre to the general audience via the press and expositions, on
the other hand, the colonial rulers newly identified nakhwa with one of the means to
achieve their political ends in the context of the cultural politics. In this process of
existing under the patronage and pressure of Japanese simultaneously, missing are

methodically documented records on the tradition and history of nakhwa. What is further

%8 Alexander Powell (1879-1957)’s 1922 article reflects the then-mainstream Western opinion: “Justifying power
politics as inevitable to civilize primitive people in the competition for colonies.”; Kikuchi Yuko. “Yanagi Soetsu
and Korean crafts within the Minegei movement,” Korea: The Past and the Present: Selected Papers from the
British Association for Korean Studies (Folkstone: British Association for Korean Studies, 2008), 89.



lamentable is that many otherwise extant works have failed to survive to date due to the
fragile nature of the nakhwa works themselves.

Nonetheless, it is fortunate that a number of works with identified artists, who
have not been mentioned in the above articles, have managed to survive: Pak Sangchon

(Fig. 3.18), Pak Hakrim & #1484k (?-?) (Fig. 3.19), and Paek Namyoung & .1 & &

(?—?), among others. These works with the artist’s seal could be an ideal subject for
further study to bridge the gap in the chronology of the genre. Even in the absence of a
signature or seal, it would be possible to date nakhwa works through stylistic analysis and
scientific methods, such as a radiocarbon dating of paper material and measurement of
the pressure of a stroke.

For instance, Ten Panels of Eight Views of Xixiang Painting (Fig. 2.13) from the
National Folk Museum of Korea (Minsok 029626) and Birds and Flowers (1991.80)
from the Cleveland Museum of Art collection are both done by unidentifiable artists, but
they share similarities in style that are based on minhwa. Despite faded burnt marks and
damaged parts, it is easy to discern the burnt marks made with uneven pressure, unnatural
curves, and the distinctive alternation of black and white stripes in both paintings. These
shared features suggest that the two paintings might have been produced by the same
artist. Burnt lines of the paintings are unusually irregular and, instead of a planned
scorched mark, numerous dots were applied to fill the surface, which was unprecedented.
As a consequence, such stylistic similarities leave room for further research into the

stylistic transition of nakhwa paintings over time.

IV. Nakhwa after Korea’s Independence (1945)
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Even before the country recovered from the havoc caused during the colonial era, the
Korea suffered another unprecedented adversity, the Korean War (1950-1953). Nearly all official
art-related activities were brought to a screeching halt until the warring parties signed the

armistice. After the war in 1957, Korea Handicraft Demonstration Center $+=+-g-a A ¥4 (KHDC)

(Fig. 4.1) was founded with the financial and technical support of the U.S. at the request of the

first president of the Republic of Korea, Yi Stingman 2 8% (1875-1965). U.S. designers were

dispatched to Korea to train Korean craftspeople and to develop products based on traditional
Korean craftworks. Even though there were some limitations and constraints, such as that the
U.S. designers were not allowed to share the latest designs with their Korean counterparts, their
contribution undoubtedly helped to advance the level of Korean craft manufacturing and to
expand to industrial design later on.%

The U.S. perspective also played an important role in the process of product design and
development, which brought the idea of Orientalism back again in the name of a ‘regional
specialty.” Most of the final products were made of cheap materials, and caused the degeneration
of traditional crafts into tourist souvenirs. The center lasted only for three years, as the contract
ended on May 31, 1960, but no one was willing to take charge of the center in the midst of
political upheavals and ensuing social turbulence in the early 1960s. As a result, the existence of
the KHDC gradually faded into history and the fate of Korean crafts, including nakhwa, became

precarious.

5 Jong kyun Kim, “The Activities and Accomplishments of the KHDC from1957 to 1959,” Archives of Design
Research (2007), 33.
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4.1 Nakhwa and Tourism during Pak Chonghui’s Regime (1963-1979)

As the military regime under Pak Chonghtii 41 .E & (1917-1979) came to the fore, many

traditional values came under criticism for being anachronistic, and were blamed as the main
cause of the country's backwardness. However, the president did not disdain all traditional
values; he singled out certain traditional values, historical figures and cultural assets, and took
advantage of them to legitimize his military coup d’état and five terms of his presidency by
amending the constitution. Such blatant exploitation of history and culture was not largely
different from what the Japanese had previously done in the name of cultural politics. During the
early period of President Pak’s presidency, nakhwa, like most other handcrafts, was not
sanctioned by the government and was relegated to the category of ‘tourist souvenir’ handicrafts.

During the late years of his presidency, Pak changed his political strategy regarding the
use of traditional arts and crafts, and consequently proclaimed the Framework Act on the

Promotion of Art and Culture 237155 (Act number 2337) in 1972. One of the primary aims
of the act was to edify people about the national identity by frequent exposure to cultural heritage
in their everyday lives. In the 1970s to 1980s, nakhwa and related events, such as craft
expositions, were commonly reported in a number of newspaper articles. The following articles
are from vernacular newspapers at that time, in the 1970s and 1980s, Maeil gyongje "2 734 and
Kyonghyang shinmun 73 9415, respectively.

“The First Intangible Cultural Asset Craftworks Exposition’

Exhibition Held at The Ch'angdok Palace Until November 201
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The First Intangible Cultural Asset Craftworks Exposition, hosted by the Bureau of
Cultural Management, is being held at the object gallery in Ch'angdok Palace from
October 30th to November 20th.
The exposition aims to put the artisans’ skills on display for the public and, more
importantly, to promote the development and dissemination of traditional crafts.
296 works in nineteen different genres, including eighty-seven works by Intangible
Cultural Asset artisans and 209 works by the independent craft artists, are on
exhibition.
Through the exposition, the Bureau will give grants to independent craft artists
and, moreover, designate those who submitted extraordinary works as Important
Intangible Cultural Assets. The 209 works by independent craftsmen were
carefully chosen out of a total of 650 works by the evaluation committee of the
exhibition.
The submitted works by genre are as follows: decorative crafts (knotting, gilding,
nakhwa) = forty-six works, horsehair crafts = eleven works, ..., while there are
135 artists designated and supported by the government as Intangible Cultural
Assets (Fig. 4.2).5°
The article underlines the pivotal role of the government in promoting traditional crafts
by granting the prestigious title of Intangible Cultural Asset and by hosting such events.5!
It is also worth noting that nakhwa was selected when it was not an Intangible Cultural

Asset, and thus there was no designated artisan with the prestigious title representing the

60 «“Chelhoe In'ganmunhwajae Kongyejakp'um Jonshihoe,” (A siib it T# 2570 11 9 20 €7HA] g 48 g Al;
The 1st Intangible Cultural Asset Craftworks Exposition: Exhibition Held at The Ch'angddk Palace Until November
20" Maeil gyongje, (October 2, 1981).

&1 The Bureau of Cultural Management is the affiliated branch of the government.



genre. In fact, the genre was classified into the subgroup of ‘decorative craft,” which

indicates its subordinate status as opposed to other mainstream forms of crafts, such as

ceramics and mother-of-pearl crafts.

‘A Nakhwa Cabinet by Sangil Furniture Company Displayed at the First Fine
Furniture Show’

Depicts a traditional landscape evoking tranquility and solitude

A piece of furniture crafted with a time-honored technique entranced the attendees.

It was a nakhwa cabinet manufactured by the Sangil £ — Furniture Company. Its

facade was decorated with a traditional landscape scene using a heated iron or
skewer.

The technique was first popularized in China, and then spread to Korea when Pak
Ch’angkyu acquired it in the Choson period. Recently, the Sangil Furniture
Company attempted to revive the technique in order to preserve traditional cultural
heritage.

The cabinet was made of elm and basswood, which are sought-after materials for
furniture due to their refined texture.

In particular, the landscape scenery exudes oriental beauty and provides a

comfortable ambience for the older generation (Fig. 4.3).5

62 «“Nak'wa changnong sangilgagur: Chont'ong sansuhwasaegyd punwigi kiitik,” (¢ & 5 A L7

A5 L kENA E97] 1S A Nakhwa Cabinet by the Sangil Furniture Company Displayed at the First Fine
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Furniture Show: Depicts a traditional landscape evoking tranquility and solitude) Kyonghyang shinmun (October 20,

1981).
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The article presents how nakhwa adapted itself to the changing arts and crafts world, while it
simultaneously strove to meet the shifting demands of the market. Nonetheless, people still
tended to associate the genre with such words as ‘old fashioned’ or ‘antiquated’, as opposed to
‘progressive’ or ‘avant-garde.’

Scholars assess that the President Pak’s policy for the promotion of traditional cultural
assets was discriminatory was controversial. Nevertheless, it is clear that his cultural policy
helped to introduce lesser-known crafts, such as nakhwa, to the public. Accompanied these
articles, advertisements that recruited new students and offered nakhwa classes at local

community centers often appeared in the newspaper as well.%® In fact, Kim Yongcho # & 444

(b. 1950), a nakhwa artist designated as a Korean Intangible Cultural Asset in 2019, and is still
active, first became interested in nakhwa when he came across an advertisement for recruiting
apprentices in Donga ilbo in the spring of 1972.%4

4.2 From the Modern Era to the Present Day

The history of nakhwa artists after Paek Hakki was orally transmitted by the

nakhwa artist Kim Yongcho and also in part by the nakchuk artist Kim Kich’an 4 )&
(b. 1955). According to the history, Paek Hakki had a number of students prior to Korea’s
independence in 1945, but only Ch'oe Songsu & % # % % (1920-1985) decided to

continue his career as a nakhwa artist. He was highly regarded for his nakhwa landscapes,
birds and flowers, and genre paintings. After the Korean War, Ch’oe resided in the

Sodaemun & Xk 7] area in Soul and kept cultivating his nakhwa skill until he passed away

53 See the appendix 4 on page 76 for a list of newspaper articles released from the 1960s to 1990s.
8 Yuhun Chéng. Ibid., 20; Yongcho Kim, personal interview, March 26, 2019.
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in 1985. In 1972, one of his students, Chon Ch'angchin w & w g 4t (b. 1947), who was

trained under Ch'oe’s guidance for five years, opened the first Korean Nakhwa Studio in

Chongro 3-ga 4z 34 = #%, in the center of Soul, and trained approximately thirty students.

In addition to teaching, Chon, with his students, strove to systematize nakhwa techniques
for broad applications, and to upgrade outdated tools to improve productivity. After he
ceased his practice and transitioned to the publishing business, his students, Kim
Yongcho and Kim Sonchong, have followed in the footsteps of preceding nakhwa artists
until today.

Kim Yongcho, with his four colleagues, continued to practice nakhwa at a rented
workshop near the former studio of his teacher, and marketed their works as tourist
souvenirs in order to earn a living. The commercialization of nakhwa occurred at an
opportune time when many Japanese tourists came to Korea from the early 1970s due to
Japan’s economic boom. He and his colleagues were kept busy satisfying increasing
demand for nakhwa souvenirs at department stores, arcades, and retail shops in Soul. The
studio had to be closed down a year later, however, when all of his colleagues stopped

pursuing their careers as nakhwa practitioners. In that year, Kim relocated to Tokyu 7444

Mountain in North Cholla Province (Fig. 4.4). As a result of the increasing popularity of
domestic tourism by Koreans through the 1970s and 80s, in line with the rapid increase of
household income, Kim enjoyed a stable income from sales of his nakhwa works before

he moved to Songni Mountain 4-# .1, which has long been one of the most popular

tourist destinations in Korea for long.%® Overall, nakhwa diverged from its traditional

8 Since the Japanese colonial period, Songni Mountain was chosen as the one of Korean Eight Views (K##/\ i),
which imitated the Eight Views of Xiaoxiang (i# # /\ %) of China.



form and content in order to survive the dramatic shift of Korean society, resulting from
rapid economic growth and political democratization after the colonial era.

After Kim moved to his current studio in Boeun #.2. in the proximity of Songni

Mountain in 2000, he stopped making souvenirs all at once. Indeed, he had come to
regret producing mundane commercial works for a living.®® Instead, he focused solely on
making artwork for its own sake, and attempted to re-establish the traditional value and
glory of the past while developing his own style. Kim introduced a technique for creating
multiple layers of shades by repetitively alternating scorching and cooling to produce a
reflective gloss over the painting (Fig. 4.5), and a cluster of dots to mimic the pointillism
technique of Western paintings (Fig. 4.6). He also came to embrace diverse subjects to
depict figures of his contemporaries. Like when King Hyonjong summoned Pak
Ch’angkyu to the court to make nakhwa works for him in Choson Dynasty, the Korean
government commissioned Kim Yongcho for a nakhwa portrait of German Prime
Minister Angela Merkel, which would be given to her as a gift on the Korean president’s
visit to Germany.

In addition, Kim was the first nakhwa artist to systematically organize and
document traditional and contemporary nakhwa methods, and adopted certain features of
Western paintings. In recognition of his contribution to the genre, he was designated as a
State Cultural Asset of the Northern Ch'ungch'dng Province No. twenty-two in 2010, and
as National Intangible Cultural Asset No. 136 in 2019. He demonstrated the value of the
genre as an art when his works were exhibited and favorably received at home and

abroad due to the distinct artistic beauty of his laboriously crafted works, as well as the

5 Yongcho Kim, personal interview, March 26, 2019.
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uniqueness of the genre itself. Indeed, his nakhwa works have been exhibited in China
and Japan on multiple occasions, and in Italy on the occasion of the 2014 Asolo
Biennial.®” He remains in active practice and is training his daughter, Kim Yuchin (Fig.

4.7), as his apprentice.

67 Kichun Kim, “Poiin, Nak'wajang Kimyongjossi It'aeri piennalle kanda” (B2, Y8 A J 24 <ol e 2]
Hlld#]” 7ttt Poiin, the Nakhwa Artist Mr. Yongjo Kim Going to the Biennial in Italy) Chungang ilbo,
(December 29, 2013).
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CONCLUSION

Nakhwa, the technique of painting that scorches the surface of paper, leather and wood
with a heated iron, has been practiced since the late Choson period, with the earliest record
tracing it back to the seventeenth century. It requires a set of relatively simple tools: a flat iron, a
‘parrot-beak’ iron, an iron holder, and a charcoal brazier. The delicate control of temperature and
pressure is a crucial element to achieve a desirable outcome, and it takes many years of devoted
training and a strong commitment to become a seasoned practitioner.

Nakhwa works in various forms were produced in volume in the late eighteenth to
nineteenth century of Choson, especially after the reputation of the nakhwa artist Pak Ch’angkyu
spread widely to the extent that his name reached King Hyonjong, who personally praised Pak’s
skill and works. This royal approval certainly increased the popularity of the craft, in general,
and his works, in particular. Pak also enjoyed the companionship of contemporary literati artists,
and he was particularly close to a coterie of Kim Chonghiii and his associates, who was
inarguably the most renowned calligrapher, scholar, and painter of the time. Due to his
companionship with Kim and his students, who played an active role in establishing the cultural
trend of the Southern School style in Korea, Pak must have had opportunities to view their ink
brush paintings and applied the style to his nakhwa paintings. Indeed, the works of his
descendants, especially landscape paintings, reveal the strong influence of the Southern School
style. Nakhwa paintings are also indebted to the illustrated print albums imported from China
and folk arts of the late 1800s, also known as minhwa, for their subject matter and diverse styles.

In the late Choson period, the fame of nakhwa extended beyond the border of the
country. Yakie and kahitsu, the Japanese equivalent of nakhwa, were referred to in the official
record on Chosont’ongsinsa, the Choson Mission to Japan in the Edo Period of Japan. Ikai Shok,

a member of the Japanese delegation, demonstrated the technique before Korean envoys in 1811.
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This event signifies the popularity of the genre not merely as a form of art, but also as a spectacle
that captivated audiences from the two countries.

Throughout three decades of Japanese colonial rule, Korean traditional arts and crafts had
been suppressed or exploited as a ruling stratagem for the Japanese to reinforce the legitimacy of
their colonial rule and to assimilate Koreans into a Japanese way of life and thinking. However,
due to the patronage of Japanese clients who commissioned many nakhwa works from Korea,
nakhwa was able to continue being practiced over generations. Until the early twentieth century,
when Paek Namch’0l and Paek Hakki carried on the nakhwa tradition, it was passed down
exclusively within the Pak family. While the later nakhwa artists followed the folding screen
format and subject matter, and the arrangements established by their forebears, they also
endeavored to achieve their own styles, e.g., through new ways to handle an iron.

Pursuant to Japanese newly-adopted cultural policy, the colonial government in Korea
initiated various cultural events, such as the Choson Exposition and the Choson Arts Exhibition,
in the early 1920s. These events were purportedly designed as an integral part of their overall
governing strategy to ‘Japanize’ Koreans in all aspects of cultural life. Traditional Korean crafts,
including nakhwa, were included in the events, but exploited for showcasing the backwardness
of Korea’s traditional culture, as opposed to the modernity of industrialized Japan. It is fortunate
that, amid the scarcity of written records on the genre in the early 1900s, newspaper articles
constitute an invaluable source of information for tracing the fragmented history of the genre and
providing a holistic understanding of it, even though some of them concealed a subtle political
intention advanced by Japanese colonialism.

In the case of nakhwa, the independence of the nation in 1945 did not improve the

situation, due primarily to the unprecedented destruction that occurred during the Korean War in



65

the early 1950s and political upheavals in the early 1960s. Korean traditional crafts were
selectively promoted under the auspices of President Pak Chonghtii’s authoritarian regime, in
accordance with the regime’s focus on the revitalization of virtuous traditional values. However,
nakhwa could not fully benefit from the policy, as it was excluded from mainstream arts and
crafts. Therefore, it was only nakhwa artists who continued and promoted the tradition. The first
nakhwa studio was opened in Soul by Chon Ch’angchin in 1972. After he changed careers, one
of his students, Kim Yongcho, has continued to practice nakhwa, and fulfills his duty of
preserving and advancing the traditional technique until today. Years of his commitment and
endeavor have gradually become successful in demonstrating the unique beauty and past glory of

the craft of nakhwa to the world.
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Appendix 1 The chart of existing nakhwa works housed in major museums’ collections and
owned by private owners

Author Title Format Size (cm) Collection
1 Hawk on 1 panel 22.7x20.2 | Gansong Art Museum,
Withered Tree Soul
(6 AR H)
2 Birds and 2 panels 55.7x33.0 Unknown
Flowers (it & &)
3 | pak Ch’angkyu Chrysanthemum 1 panel Unknown Private, Japan
g Hge | (Sangchi/HER)
4 | (1796-1855?) | Birds, Flowers, | 3panelsina | 88.4x30.6 The Museum of
and Gongshi set Ethnology, Hamburg
(“Scholar (1997:09, 1998:09,
Stones”) 2015:09)
(L 8%z H)
5 Birds and 3 panelsina | 56.8x33.5 The Museum of
Flowers set Ethnology, Hamburg
(A 2146, 2147, 2148)
6 Birds and 1 panel 55.0x33.0 The Museum of
Flowers Ethnology, Hamburg
(12.24:92 dop 1)
7 Landscape 1 panel 12.0x20.0 Private, Japan
Pak Ch’angkyu (L kE)
8 Aelg A g Birds and 8 panels 53.0x34.0 | Gahoe Museum, Soul
(1830-?) Flowers
9 Birds and 8 panels Unknown Private, Korea
Flowers folding
screen
10 Birds and 8 panels 54.2x31.8 Tokyo National
Pak Chinok Flowers Museum
11 A SRAR Gongshi and 8 panels 52.0x33.0 | Gahoe Museum, Soul
(1833-?) Flowers
(BmiHE)
12 | Pak Hunkyu Landscape 8 panels Unknown Private, Korea
Tk AN Bh folding
(1836-?) screen
13 Birds and 10 panels Unknown Private, Korea
Flowers folding
screen
14 Birds, Flowers 10 panels 100.6x29.8 Chinju National
and Plants folding Museum, Chinju,
(‘LB HE) screen Korea
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15 Birds, Flowers 10 panels 97.6x29.5 The National Folk
and Plants folding Museum of Korea,
screen Soul
16 | Pak Kyedam Birds, Flowers 10 panels 127.2x31.2 The National Folk
b AR and Plants folding Museum of Korea,
(1869-1946) screen Soul
17 Birds, Flowers 8 panels 102.0x30.4 Onyang Folks
and Plants folding Museum, Asan, Korea
screen
18 Birds and 4 panels Unknown Private, Japan
Flowers folding
screen
19 Bamboo (44 &) Hanging 93.5x29.4 | Ryuseikaku (i 2m),
scroll Chiyoda city, Japan
20 Bamboo Hanging Unknown Lost by fire
scroll
21 Lotus Flowers Hanging 128.0x30.0 Private, Japan
Ckzem) scroll
22 Flowers and 8 panels 95.0x29.0 Joseon Minhwa
Plants (£ &) folding Museum, Yongwol
screen
23 Pak Sangki Birds and 10 panels 95.0x29.0 Joseon Minhwa
Jaaly AR K Flowers folding Museum, Yongwol,
(1882-?) screen
24 Birds, Flowers 10 panels 94.8x25.7 The National Folk
and Plants folding Museum of Korea,
screen Soul (min 57829)
25 Landscape, 10 panels 100.3x The National Folk
Flowers and folding 26.7 Museum of Korea,
Plants screen Soul (min 45452)
(L K FEST )
26 Birds, Flowers 8 panels 61.0x29.0 Joseon Minhwa
and Plants folding Museum, Y ongwol
screen (C3-21)
27 Birds, Flowers 12 panels 99.8x29.5 | National Museum of
and Plants folding Korea, Soul (Ku 5211)
screen
28 Apricot flowers a pair of 92.3x29.8 | LACMA (M.80.1364a,
and Bamboo hanging 92.7x29.2 b)
Pik Pyéngsu (54 8) scrolls
29 oAb Rk Gongshi a pair of 87.0x28.5 | National Museum of
(1890-1952) (“Scholar hanging Korea, Soul (bon
Stones”), scrolls 8202, 8203)
Bamboo and

Orchid
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(zm 41 E)
30 Birds and Framed 27.0x94.7 The National Folk
Flowers Museum of Korea,
Soul (min 57936)
31 Orchid and Hanging 99.0x29.0 Private, Japan
Rocks (i .z &) scroll
32 Birds and Hanging 93.0x28.5 | Koryo Museum of Art,
Flowers scroll Kyoto
33 Landscape Hanging 95.0x31.0 | Towada Art Center,
scroll Amori, Japan
34 Landscape Hanging Unknown Lost by fire
scroll
35 Apricot flowers Hanging 94.0x30.0 Private, Japan
and Nightingale scroll
(#HEE)
36 Bamboo Hanging Unknown Private, Japan
scroll
37 Orchid and Hanging Unknown Lost by fire
Rocks scroll
38 Birds, Flowers 8 panels 168.0x46.0 Lost by fire
Pak Sangchon and Plants folding
Dy AbAR screen
39 (1901-?) Birds, Flowers 8 panels 104.0x30.0 | Keimyung University
and Plants folding Museum, Daegu,
screen Korea
40 Bamboo Poster card 13.4x8.6 Yale Peabody
Museum of Natural
History
41 | Pack Namch’ol | Orchid and Rock Framed 108.0x45.0 Lost by fire
& T admy (zw®E)
42 (1898-?) Bamboo Framed 114.0x45.0 Lost by fire
43 | Paek Namyong Orchids and Hanging 96.9x28.8 | Koryo Museum of Art,
L & diE Butterflies scroll Kyoto
44 Birds, Flowers Unknown Unknown | Gyeonggido Museum,
and Plants Suwon, Korea
45 Paek Hakki Birds, Flowers 10 panels 96.8x27.5 The National Folk
TH A and Plants folding Museum of Korea,
(1895-?) screen Soul
46 Birds and 4 Panels 98.3x30.4 Brooklyn Museum
Flowers
47 Orchids (Fi =) Hanging Unknown Private, Japan
scroll
48 Willow Tree Hanging Unknown Private, Japan
(#rmE) scroll
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Appendix 3 The subject matters and their orders of nakhwa folding screen paintings

The works of Pak Kyedam #r4 % (1869-1946)

Title Subject of each panel
(Collection) 10 9 8 7 6 5 4 3 2 1
Nakhwa Birds and Pine tree | Bamboo Chrysan Grape Peach Peony Willow China Orchid Apricot
Flowers Ten Panels Crane Bird themum vine flower Bird tree rose® Gongshi | blossom
Screen (NFM, Minsok Gongshi Bird Squirrel Bird Gongshi Brid Bird Butterfly Bird
029691) (Fig. 3.6) 68 Gongshi | Gongshi Crab Gongshi
Nakhwa Birds and Pine tree | Bamboo | Chrysan Grape Lotus China Orchid Peony Peach Apricot
Flowers Ten Panels Crane Bird themum vine flower rose Butterfly Bird blossom | blossom
Screen (NMK, 40466) Bird Squirrel Reed Bird Bee Gongshi Bird Bird
Kingfish | Gongshi
er
March
snail
Nakhwa Birds and Pine tree | Bamboo | Chrysan Grape Willow Banana Orchid Peony Peach Apricot
Flowers Ten Panels Crane Bird themum vine tree tree Bee Brid blossom | blossom
Screen (Jinju National Gongshi Bird Squirrel Brid Butterfly | Gongshi Gongshi Bird Bird
Museum, Jin 1107) (Fig. Gongshi | Gongshi
3.5)
Flowers and Birds Iron Bamboo Grape Peony Peach Willow Apricot | Pine tree
Painting (Onyang Folks Bird vine Bird blossom tree blossom Crane
Museum) (Fig. 3.4) Squirrel | Gongshi Bird Bird
Gongshi
Flowers and Birds Four Chrysan China Peony Orchid
Panels Screen (Private themum rose Brid Gongshi
collection) (Fig. 3.2) Bee Bird
Gongshi
The works of Pak Pydngsu #+ % #% (1890-1952)
Title Subject of each panel |
(Collection) 12 11 10 9 8 7 6 5 4 3 2 1
Nakhwa Birds and Apricot Orchid Bambo Chrysant Reed Lotus Grape Peony* Orchid Apricot
Flowers Ten Panels blosso o heg;‘r“ém Goose* flower* Vine* Butterfl blosso
Screen (NFM, Minsok Bird y Bind
047242) (Fig. 3.10)
Nakhwa Birds and Pine Bambo Banana Chrysa Reed Lotus Orchid Grape Willow Peony Peach Apricot
Flowers Twelve Panels Ctree de Itsr'e(ei nthemu Goose fg)wzr B“g:erﬂy vine ]t;eg Butterfl blosso blosso
rane 1T 1T m ee . 1T m m
Screen (NMK, Gu 5211) Gongsh Kingfis | Conesh y Bird
i her
Nakhwa Birds and Chrysant Grape Lotus Willow Orchid Peach Apricot Pine
Flowers Eight Panels he};:_‘ém vine flower tree Bee blosso blosso tree
Screen (Joseon Minhwa Kl}eed Bird - m m a Crane
Museum) ﬁlgﬂs hyce;gc Bir:
er er
*Panels done by Pak Sangp’il
The works of Paek Hakki & #54 (1895-?)
Title Subject of each panel
(Collection) 10 9 8 7 6 5 4 3 2 1
Nakhwa Birds and Bamboo Chrysan | Paulown Reed Lotus Willow Orchid Apricot Pine tree
Flowers Ten Panels Bird themum ia tree Crane flower Peony tree Butterfly | blossom Crane
Screen (NFM, Minsok Bird Bird Kingfish Bee Brid Bird
047242) (Fig. 3.13) er
Nakhwa Birds and Bamboo | Chrysan Reed China Banana Lotus Peony Willow Apricot | Pine tree
Flowers Ten Panels Bird themum Goose rose tree flower Bee tree blossom Crane
Screen (Kyonggi Bird Kingfish Brid Kingfish Swallow Bird
University Museum) er er
Peacock on Blossoming Orchid Peach Chrysan Lotus
Plum Branch (Brooklyn Gongshi | blossom | themum flower
Museum Collection, Flycatch Bird Kingfish
75.65.3-6) (Fig. 3.15) er Gongshi er

8 Gongshi (4t %), known as scholar’s rocks.
8 Rosa chinensis ( A %), also known as Bengal rose.
0 To be specific, Asia paradise flycatcher (4% &).



78

Appendix 4 The list of newspaper articles on nakhwa released from the 1960s to 1990s

Date Newspapers Translated Titles Original Titles in Korean
June 6, Kyonghyang | Folk Art Village (1): Bamboo K2 vks (1): #1529
1966 shinmun, 5 Craft of Tamyang i T3
1970.07.08 Donga ilbo, 5 Traditional Folk Arts Being olg| A 7=
Forgotten--- ‘Nakhwa’ &R B ARS 128
Scorched on Woodblock, etc. a3 g},
1973.10.30 Kyonghyang | The Intangible Cultural Asset | A f s4bptr T3 ZF=7: 11 4
shinmun, 5 Craftworks Exposition: Held 20 A7HA] g 45w Al
Until November 20" at
Ch'angdok Palace
1997.05.26 | Maeil gyongje, Appreciating Aesthetic Bajj&o] &7l A=
31 Enjoyment of Foregoers Z2on). <B5LQ Ao o
Indwelled in Fans: ‘Year of
Cultural Heritage’
1977.09.23 | Maeil gyongje, Folk Tourist Products B R A AU, AR
o | Competie B Of- | 74 Il
o e
Winning Products: Using A, RASAI ST
Omnipresent Materials, X
Introducing Our Folk
Tradition and Earning
Foreign Currency
1981.06.22 Donga ilbo, 5 Culture Briefing: [At] The A sais A Y,
Center for Everyday N =R =P A
Wisdom, Free Class for
Nakhwa Portrait
1981.07.29 | Dongailbo, 11 | Donga Post: Free Class for RBEANE IR E I
Nakhwa and Nakp’il ngzrs
1981.08.07 | Dongailbo, 10 | Donga Post: Free Class for fEEANE: UL (MK E,
Nakhwa (Painting with an Q=g Tt 7)), Y
Iron) and Nakp’il o o] —
(Calligraphy with an Iron) T )
a7
1981.08.19 | Dongailbo, 10 Donga Post, Classes: [At] R EEANE TR AR Y,
The Center for Everyday Ul (k%) 9
Wisdom, Free Class for
Nakhwa and Nakp’il
1981.10.05 | Dongailbo, 11 | Donga Post: Recruitment of RHEAE: B

Male and Female Nakhwa
Apprentices

T e A5




1981.10.20
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Maeil gyongje, | The 1% Excellent Furniture A 13 QK ARy EAN:
7 Show: f\ Nakhwa Cabinet by 1 A2 A7
Sangil Furniture Company Ho o
with a Traditional Landscape AT Lk A =97 15
painting teeming with a
feeling of seclusion and
serenity
1981.11.19 | Dongailbo, 10 | Donga Post: Special Class for | & 3= X AE: Y3} 5, vl71A]
Nakhwa, Knotting ol EW7}
(Macramé), Gourd Bowl
Crafts
1981.12.05 | Maeil gyongje, | Nakhwa: [Painting Made By] 1% & 5ol Gt QI FARS,
9 Using a Heated Iron, A B ZASH B2
Originated from China; -
Making Portraits and Folding A B Al AR
Screens, Popular Among
Foreigners
1981.12.21 | Dongailbo, 10 Donga Post: Classes for BAAE: 7FE U o5
Nakhwa and Knotting
1982.03.16 | Dongailbo, 10

Donga Post: Classes for
Traditional Knotting, Gourd
Bowl Craft, Flower
Arrangement, Knitting, and

Nakhwa
1982.04.02 | Dongailbo, 10 Donga Post: Classes for HIEAE: 7hE U5
Nakhwa, Gourd Bowl Craft, Lo, Bo| tjE, L)
Flower Arrangement,
Knotting, and Knitting
1982.07.01 Donga ilbo, 7 The Center for Everyday A28 Y, k2SS
Wisdom, Nakhwa Class
1982.08.10 | Dongailbo, 10 Donga Post: Classes for R HEAE: 7S WS o5,
Nakhwa, Knotting, and E1 RS
Gourd Bowl Craft
1986.07.28 Kyonghyang Profitable Calabash Bowl A5 e F-gEh 1k
shinmun, 7 t d_%raft:ngntinduglg t:\% . 70 “FAX, BF T3k o]o]
radition of Gourd Bowl Cra L L
in the 1970s, Popular Desk TRATE, AR AR
Lamp and Wall-Hanging
Decoration
1987.09.29 Kyonghyang Along Marketplaces and ekl & A e (4): E5
shinmun, 16 Through the Ages (4):

Tamyang Bamboo Product

Market

SRR
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1990.10.16 | Maeil gyongje, Today, Competitionof 30 | 25307 T8 A7 7] (&
19 Sports Begins (National HAZA A, FFE o=
Sports Festival in North A P A
Ch'ungch'dng Province, e
Local Craftwork Exhibition
Hall and Market)
1993.11.04 | Han'gyerye, 15 Focus on TV Programs: g 24, da]H|A:
Carrying on the Traditional HE3)5} I2 AE7,
Painting ‘Nakchuk,’ Osle 5 =
Searching for the Traditional AEESHE ot <H=>
Culture <Nakchuk>
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ILLUSTRATIONS

Figure 1.1 Wolfgang Paalen, Smoke Painting (Fumage), 1938
(Photo: https://seattleartistleague.com/2018/06/27/sal-challenge-fumage/).

.

Figure 1.2 Cai Guo-Qiang, Crocodile and Sun, 2007, Gunpowder on paper, mounted on wood as
six-panel screen, 233 x 463.8 cm (Photo: https://www.eslitegallery.com/en/product/cai-guo-
giangscrocodile-and-sun/).



https://seattleartistleague.com/2018/06/27/sal-challenge-fumage/
https://www.eslitegallery.com/en/product/cai-guo-qiangscrocodile-and-sun/
https://www.eslitegallery.com/en/product/cai-guo-qiangscrocodile-and-sun/

82

Figure 1.3 Flowers and Birds (Alan Carter Covell and Kyu J. Pak-Covell, 1991.80), 1800s,
Joseon Dynasty (1392-1910), ten-panel folding screen with designs and inscriptions burnt into
paper (pyrography), 153.5 x 443cm (Photo: The Cleveland Museum of Art;
https://www.clevelandart.org/art/1991.80).



https://www.clevelandart.org/art/1991.80

83

Figure 1.4 Pak Kyedam giving a demonstration of nakhwa at the 1929 Choson Exposition
(Photo: National Research Institute of Cultural Heritage Collection;
https://www.nrich.go.kr/kor/subscriptionDataUsrView.do?menuldx=1106&idx=154&gubun=J)

Figure 1.5 An iron holder/tugs (Photo: Kim, Inkyu, and Yongcho Kim. Nakhwajang:
Ch'ungch'ong-bukto muhyong munhwajae che 22-ho [93H: SAHE L FJE3HA A 22 T)).


https://www.nrich.go.kr/kor/subscriptionDataUsrView.do?menuIdx=1106&idx=154&gubun=J
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Figure 1.6 P’yongindu, a ‘flat iron’ (Photo: Kim, Inkyu, and Yongcho Kim. Nakhwajang:
Ch'ungch'ong-bukto muhysng munhwajae che 22-ho [S8H: 3B T3 -E3HA] A 22 3)).
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Figure 1.7. a Aengmuburi indu, a ‘parrot-beak’ iron
(Photo: Kim, Inkyu, and Yongcho Kim. Nakhwajang: Ch'ungch'ong-bukto muhyong munhwajae
che 22-ho [H2H: SHEL £33 A 22 2)).
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Figure 1.7. b The aengmuburi indu, a ‘parrot-beak’ iron handed down in the Pak’s lineage
(Photo: Kim, Inkyu, and Kim Yo6ngcho. Nakhwajang : Ch'ungch'sng-bukto muhyong munhwajae
che 22-ho [S3H: SHEL FFE3HA Al 22 )

!

Figure 1.7. ¢ Tools, including irons, iron holders, dust cleaner, and hand-operated bellow, still in
use and owned by the contemporary nakhwa artist Kim Yongcho (Photo: the author).
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Figure 1.8. a Bronze iron, Kory0, 34.7 x 15.1 cm (Photo: National Museum of Korea).

Figure 1.8. b Bronze iron, Packche, Kongju Kimsongdong (& i#& -~ 2 3% ) Muryong

wangniing (&, % £ %), 19.0 cm, (Photo: Gongju National Museum).
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Figure 1.9 (left) Boards especially designed for nakhwa craftsmen
(Photo: Kim, Inkyu, and Yongcho Kim. Nakhwajang: Ch'ungch'ong-bukto muhyong munhwajae
che 22-ho [G34: SH B X TP E3HA] A| 22 2]); (right) Boards still in use marked with
numerous burnt marks at Kim Yongcho’s studio (Photo: the author).

Figure 1.10 Scene of nakhwa demonstration showing how to write with the tip of the parrot-
beak iron in one hand and an iron holder in the other (Photo: Kim, Inkyu, and Yongcho Kim.

Nakhwajang: Ch'ungch'ong-bukto muhysng munhwajae che 22-ho [S3H: S H 5T
A Al 22 2]).



89

Figure 2.1 Attributed to Sin Saimtang, Insects and Flowers painting (1% ¥ ff 4% ¢ 2 3% 5 8)

(Sinsu 3350), Joseon Dynasty (1392-1910), ink and color on paper, 28.0 X 32.8 cm (Photo: The
National Museum of Korea).
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Figure 2.2 Pak Ch’angkyu, Rocks, Flowers, and Birds (53} 22| A% I8 & i & 125 B)

(Heinrich Constantin Eduard Meyer, 1997:09; 1998:09; 2015:09), first half of the 19" century,
pyrography on paper, 88.2 x 30.6 cm each (Photo: The Museum of Ethnology, Hamburg).

Figure 2.3 Pak Ch’angkyu, Flowers and Birds (43} 3t ;1% % it & B) (Carl Christian

Gottsche, A2146; A2147; A2148), first half of the 19" century, pyrography on paper, 56.8 x 33.5
cm each (Photo: The Museum of Ethnology, Hamburg).
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Figure 2.4 Pak Ch’angkyu, Flowers and Birds (43} St ;1% & 7 & B) (Carl Christian

Gottsche, 12.24:92 dop 1), first half of the 19" century, pyrography on paper, 55.0 x 33.0 cm
(Photo: The Museum of Ethnology, Hamburg).
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Figure 2.5 Kim Chonghui, Hwahwatoin writing gifted to Pak Ch’angkyu, Joseon Dynasty
(1392-1910) (Photo: National Research Institute of Cultural Heritage Collection).



Figure 2.6. a Ho Ryon, Landscape (3#8&( ) %) 2.1 7K i )(Dongwon 3261), Joseon Dynasty

(1392-1910), ink and color on silk, 88.2 x 35.2 cm each (Photo: The National Museum of
Korea).
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P 4,1 7k 8) (Duksu 3971), Joseon Dynasty (1392-

1910), ink and color on silk, 27.0 x 53.0 cm each (Photo: The National Museum of Korea).

G

Figure 2.6. b Ho6 Ryon, Landscape (3
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Figure 2.7 H6 Ryon, Landscape (4 .1 7K i), Joseon Dynasty (1392-1910), hand fan, ink and
color on paper, 21.0 x 60.8 cm (Photo: Seoul National University Museum; Chong, 870).

Figure 2.8 Ni Zan, Wind among the Trees on the Riverbank (7T 4.3 =% EAKE $h)

(1989.363.39), Yuan Dynasty (1271-1368), hanging scroll, ink on paper, 59.1 x 31.1 cm
(Photo: The Metropolitan Museum; https://www.metmuseum.org/art/collection/search/41154).



https://www.metmuseum.org/art/collection/search/41154
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Figure 2.9 Huang Gongwang, parts of Dwelling in the Fuchun Mountains (g &L /& &), Yuan

Dynasty (1271-1368), handscroll, ink on paper, 31.8 x 51.4 cm
(Photo: Zhejiang Provincial Museum; https://www.npm.gov.tw/exh100/fuchun/en_02_1.html).
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Figure 2.10 Various types of burnt marks of nakhwa emulating the brush stokes (Photo: Kim,
Inkyu, and Yongcho Kim. Nakhwajang: Ch'ungch'ong-bukto muhyong munhwajae che 22-ho

[Yod: SHEE FFEA A 22 3]).


https://www.npm.gov.tw/exh100/fuchun/en_02_1.html
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Figure 2.11 Pak Pyongsu, Ten Panels Nakhwa Landscape Painting (/& & L 7K B + 1@ & &)

(Minsok 045452), folding screen, pyrography on paper, 109.5 x 29.5 cm
(Photo: The National Folk Museum of Korea).
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Figure 2.12 (left) Cho Sokchin, Village Far by River (/4354 B ), mid-19™" century, hanging
scroll, ink and color on paper, 128.0 x 33.5 cm, private collection in Seoul, Korea (Photo:
http://www.methodos.co.kr/bbs/board.php?bo_table=study 5&wr_id=392&sca=tb08&page=4);
(right) An Chungsik, Landscape (4 ¥ 41 2 .1, 7K 8 ) (Dongwon 2695), Joseon Dynasty (1392-
1910), hanging scroll, ink and color on silk, 186.5 x 56.3 cm (Photo: The National Museum of
Korea).



http://www.methodos.co.kr/bbs/board.php?bo_table=study_5&wr_id=392&sca=tb08&page=4
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Figure 2.13 Ten Panels of Eight Views of Xixiang Painting (i i\ = B 1 & & J&) (Minsok

029626), folding screen, pyrography on paper, 32.5 x 100.0 cm (Photo: The National Folk
Museum of Korea).
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Figure 2.14 Pak Ch’angkuk, Flowers and Birds (7 % &), 19" century, pyrography on paper,
52.0 x 33.0 cm (Photo: Gahoe Museum; Hwang, Hon-man).
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Figure 2.15 Ikai Shok, Chosonin 6hyangiing ch’irosamsonbudo (3% ANk e £ A =530 H),
1810, 32 leaves painting albums, ink and color on paper, 30.3x21.0 cm (Photo:
https://enchiren.com/documents/map_none/%E4%B8%83%E4%BA%94%E4%B8%89%E7%9
B%9BY%EA4%BB%98%E7%B9%B0%E5%87%BAY%E9I%A0%86%E4%B9%8BY%E7%B5%B5
%E5%9B%B3-2)



https://enchiren.com/documents/map_none/%E4%B8%83%E4%BA%94%E4%B8%89%E7%9B%9B%E4%BB%98%E7%B9%B0%E5%87%BA%E9%A0%86%E4%B9%8B%E7%B5%B5%E5%9B%B3-2
https://enchiren.com/documents/map_none/%E4%B8%83%E4%BA%94%E4%B8%89%E7%9B%9B%E4%BB%98%E7%B9%B0%E5%87%BA%E9%A0%86%E4%B9%8B%E7%B5%B5%E5%9B%B3-2
https://enchiren.com/documents/map_none/%E4%B8%83%E4%BA%94%E4%B8%89%E7%9B%9B%E4%BB%98%E7%B9%B0%E5%87%BA%E9%A0%86%E4%B9%8B%E7%B5%B5%E5%9B%B3-2
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Figure 2.17 Koikawa Hakuga Horses and Mt. Fuji (‘& %) X ), pyrography on paper
(Photo: Tabe Takayuki).
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% ; Distinctive Nakhwa) Maeil shinbo,

(HF&o] Ae %
November 5, 1918. (Photo: National Library of Korea, Newspaper Archive).

Figure 3.1 “T'uksaegi inntin nak'wa.”

Figure 3.2 Pak Kyedam, Flowers and Birds (& & &), four panels screen painting, pyrography
on paper, includes the inscription “Han'gukchonju Wolsan” (#2 B 41 H .L), private collection

(Photo: Tabe Takayuki).
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Figure 3.3 Honam (3 &) region is marked in red in the map of the Korean Peninsula
(Photo: https://ko.wikipedia.org/wiki/%EC%A0%84%EB%9D%BCY%EB%8F%84).



https://ko.wikipedia.org/wiki/%EC%A0%84%EB%9D%BC%EB%8F%84
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Figure 3.4 Pak Kyedam, Flowers and Birds Iron Painting

(Photo: Onyang Folks Museum).
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Figure 3.6 Pak Kyedam, Birds and Flowers Ten Panels Screen (it & B 1 & & &) (Minsok

029691), Joseon Dynasty (1392-1910), folding screen, pyrography on paper, 31.2 x 127.2 cm
each (Photo: The National Folk Museum of Korea).

T TSI

Figu_re 3.7 Pak Pyéngsu, Blrds and FIowéfé Tvx;e'lvé' F;énéis Screehr (#F %ﬁk%
1% & 7t B B + =g & &) (Gu 5211), Joseon Dynasty (1392-1910), folding screen, pyrography
on paper, 99.8 x 29.5 cm each (Photo: The National Museum of Korea).
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Figure 3.8 A seal inscribed with hwahwa ( X &), “fire painting,” on the fifth panel of Birds and
Flowers Twelve Panels Screen (Figure 3.7) screen.

Figure 3.9 Pack Namch’5l, Orchid and Rock (% % & 4 ), pyrography on paper,
108.0 x 45.0 cm, Private collection (Photo: Intangible Heritage Digital Archive)
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Figure 3.10 Pak Pyongsu and Pak Sangp’il, Birds and Flowers Ten Panels Nakhwa Screen
(& & it B B 1 1g & A) (Minsok 057829), folding screen, pyrography on paper,
133.0 x 331.5 cm (Photo: The National Folk Museum of Korea)

(lower four panels) Pak Pyongsu’s orchids and apricot blossoms from the same screen.
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Figure 3.11 “Unp'o hwahwahoe kaehoe” (£ /& X & & B4 Unpo, Hosting a Pyrography
Demonstration),”Donga ilbo, July 8, 1923. (Photo: Naver News Library).
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Figure 3.12 “Chinnamp'o hwahwahoe: Sangdp'oetiisonusangeso” (48 &8 K& &

A & 3% 7 _E o A]; Chinnamp'o Pyrography Demonstration: At the Chamber of Commerce

and Industry Pavilion), Donga ilbo, September 5, 1924. (Photo: Naver News Library).
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Figure 3.13 Paek Hakki, Nakhwa Birds and Flowers Ten Panels Screen (% & it & B +1g /& &)

(Minsok 047242), folding screen, pyrography on paper, 139.2 x 347.0 cm (Photo: The National
Folk Museum of Korea).
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Figure 3.14 (left) “Hwahwahoe kaech'oe” (K & & B #: & 542 K9] k4792, Hosting

Pyrography Demonstration: Mr. Pack Hakki’s Visit), Shidae ilbo. September 18, 1924; (right)
“Shintiiju, Hwahwahoe Songhwang” (#7 & /: X & & 2 ; [In] Shinuiju, Hwahwa Convention,

a Big Hit), Shidae ilbo (September 24, 1924) (Photo: National Library of Korea, Newspaper
Archive)

Figure 3.15 Paek Hakki, Peacock on Blossoming Plum Branch (Designated Purchase Fund,

75.65.3-6), late 19™-early 20" century, Joseon Dynasty (1392-1910), branding, ink, and light

color on paper, 98.3 x 30.4 cm each (Photo: Brooklyn Museum Collection).
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Figure 3.16 Floor plan of the 1929 Choson Exposition with the author’s notations
(Photo: National Museum of Korea; https://www.museum.go.kr/modern-
history/docubj.do?aseq=561&group_nm=%EC%A1%B0%EC%84%A0%EB%B0%95%EB%9E
%8CY%ED%9A%8C%20%EB%B0%B0%EC%B9%98%20%EB%8F%84%EB%A9%B4&majo
r=%EA%B8%B0%ED%83%80).



https://www.museum.go.kr/modern-history/docubj.do?aseq=561&group_nm=%EC%A1%B0%EC%84%A0%EB%B0%95%EB%9E%8C%ED%9A%8C%20%EB%B0%B0%EC%B9%98%20%EB%8F%84%EB%A9%B4&major=%EA%B8%B0%ED%83%80
https://www.museum.go.kr/modern-history/docubj.do?aseq=561&group_nm=%EC%A1%B0%EC%84%A0%EB%B0%95%EB%9E%8C%ED%9A%8C%20%EB%B0%B0%EC%B9%98%20%EB%8F%84%EB%A9%B4&major=%EA%B8%B0%ED%83%80
https://www.museum.go.kr/modern-history/docubj.do?aseq=561&group_nm=%EC%A1%B0%EC%84%A0%EB%B0%95%EB%9E%8C%ED%9A%8C%20%EB%B0%B0%EC%B9%98%20%EB%8F%84%EB%A9%B4&major=%EA%B8%B0%ED%83%80
https://www.museum.go.kr/modern-history/docubj.do?aseq=561&group_nm=%EC%A1%B0%EC%84%A0%EB%B0%95%EB%9E%8C%ED%9A%8C%20%EB%B0%B0%EC%B9%98%20%EB%8F%84%EB%A9%B4&major=%EA%B8%B0%ED%83%80
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Figure 3.17 Display of a torture scene at the 1929 Choson Exposition (Photo: Ch’oe, Kong ho.
Sanop kwa yesul ui kiro eso: Han'guk kizndae kongyesaron, 75).
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Figure 3.18. a Pack So-Sahn [Pak Sangchon], Bamboo and Bird (YPM ANT 203762), burnt
etching postcard (Photo: Yale Peabody Museum of Natural History;
https://collections.peabody.yale.edu/search/Record/YPM-ANT-203762).



https://collections.peabody.yale.edu/search/Record/YPM-ANT-203762

Figure 3.18. b (left) Pak Sangchon, Apricot Blossom Painting (##£8) (Hwach’o 2-151),
pyrography, ink and color on paper; (right) Pak’s signature, “Pak Sosan (#/]+.13)” on the top of
the last panel with the bamboo trees (Photo: Gahoe Museum, the author).
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Figure 3.19 Pak Hakrim, Ten Panels Nakhwa Screen (¥4 /& 1 +%) (Minsok 005634), folding
screen, pyrography on paper, 100.8 x 29.4 cm (Photo: The National Folk Museum of Korea).
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Figure 4.1 (above) The office of the Korea Handicraft Demonstration Center (KHDC) in Seoul
and the employees working on the design for an inlaid marble gameboard and bass jewelry,
respectively (Photo: Industrial Activities Bulletin);

(below) President Pak visited the center in February 1970.

(Photo: =T AFQI LA E] 20 WA}, RE=T] AFQ1 274N E], 1990, 90).



https://books.google.com/books?id=P6bpmbwn6_EC&pg=RA16-PA1&lpg=RA16-PA1&dq=Industrial+Activities+Bulletin;+Demonstration,+practical+training+and+education&source=bl&ots=RWWWTaTc22&sig=ACfU3U2PTpAQK6xyi_iGVq7ygaWkrdJ5uQ&hl=en&sa=X&ved=2ahUKEwi1xY7Y2-PoAhXSGM0KHbDmBn0Q6AEwAHoECAwQLA#v=onepage&q=Industrial%20Activities%20Bulletin%3B%20Demonstration%2C%20practical%20training%20and%20education&f=false

v —— - — ——— — .

VREGS SHT % BOFAN HRIROT NRSEHERED =

S Ey HUE,

| pemx gk avecs |
Ee @3 A
ES HABEESH

1 kbR pABS 2o B8 g NNR RERGGAR b

N

JEASTRA bR GASVK @R Akl @
e g e

Ao MBH BT >
| *M'r Mgs-- Dps HAdN HAEY GAL

JRERA- X dRHE

INAR 2Rt —

117

Figure 4.2 “Chelhoe In'ganmunhwajae Kongyejakp'um Jonshihoe” (A St Bt T3 AHEA

119 20 €714

g #& % A; The First Intangible Cultural Asset Craftworks Exposition:

Exhibition Held at The Ch'angddk Palace Until November 20™), Maeil gyongje, October 2, 1981

(Photo: Naver News Library).
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Figure 4.3 “Nak'wa changnong sangilgagur: Chont'ong sansuhwasaegyd punwigi
kiuk” (1% & A2 AA717: A5 kA E997] 12 A Nakhwa Cabinet by
Sangil Furniture Company Displayed at the First Fine Furniture Show: Depicts a

traditional landscape evoking the tranquility and solitude), Kyonghyang shinmun,
October 20, 1981 (Photo: Naver News Library).
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Figure 4.4 Scene of Kim Yongcho’s shop at Tokyu Mountain, North Challa Province (Photo:
Kim Yaongcho).

Figure 4.5 Kim Yongcho, Summer Mountains (2009), pyrography on Korean mulberry paper
(hanji), 180 x 60 cm, owned by the artist (Photo: the author).
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Figure 4.6 Kim Yongcho, Shinsonam Seated Bodhisattva Maitreya (2007), nakhwa on paper
(hanji), 52 x 150 cm, owned by the artist (Photo: the author).

Figure 4.7 Work by Kim Yuchin, an imitation of one of Pak Ch’angkyu’s work from The
Museum of Ethnology Collection (Photo: the author).



