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One Divided into Three : The Exhibition of Three Korean Artists
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One Divided into Three: The Exhibition of Three Korean Artists

Peng Feng
Curator of the venice biennial, Supervisor of Ph.D Candidates of Peking university

As the grand narration in art history goes, modern art took the place of classic art; contemporary art
then replaced modern art. But this is far from what really happened. This threefold division of art is not
consecutive, but concurrent. Classic, modern and contemporary art defined, rather than replaced one
another. Such co-existence and dividing into three is clearly visible in the art scene in Korea. We selected
three artists from each respective genre and thereby try to demonstrate the well-preserved ecology of

Korean art scene.

Paik Nam June is an internationally recognized contemporary artist from Korea. His video
installation enjoys a tremendous influence in international contemporary art world. Paik is regarded a
groundbreaking maestro. Lee Wal Chong’s painting is remarkable in its modernistic characteristics. His
inspiration comes from experience of life in the Jeju Island, full of childlike candidness and well-con-
tained humor. Kim Hyun Jung is an heir of the Korean painting heritage. She created a neo-classic style
incorporating realistic fine techniques with pop art. It is worthwhile to note that the ages of these three
artists lie in reversed order of the progress of the grand narration in art history. This in fact enhances the

huge contradiction between the narration of art history and the reality in art world.



Paik NamJune
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World history teaches us we can change the rules if we cannot win the games.
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A Performance of Images

Peng Feng

Nam Jun Paik, a vanguard of media art, expresses what he feels and thinks about life with the medium of video. Yet,
we pay more attention to his investigation into the video image itself and the issues of image ontology associated with
such investigations.

Anthropological and child psychology studies suggest humanity’s pursuit of images derives from instinct.
Aristotle argued that mimesis is rooted in human nature. If so, is an image an imitation of reality? Regarding this, two
questions arise. First, if an imitation is based on similarity, is an image imitating reality similar to reality? Second, if we
can imitate images, can we trade on them? Nelson Goodman discovered an image imitated from reality is not based
on similarity. In terms of ontology, such an image is similar to another image, not the object imitated. The image
is after all an image, and the object an image imitates is not an image but another person or object. The concept of
similarity connotes the concept of symmetry. If A is similar to B, B can be said to be similar to A. However, the rela-
tion between image and reality seems asymmetric. We commonly say a portrait resembles someone, but we do not
say someone resembles a portrait. An image is not merely an imitation of reality, cannot be seen as completely similar
to the object imitated, and can be created in a way that is not imitation. This eloquently describes why an animal
proficient at imitation cannot make better use of images.

Where does imagery exist? Nam Jun Paik shows that imagery can exist only in his inner self through his
creations. His mental images can be expressed in a wide range of mediums such as painting, sculpture, photography,
and video. This has an aspect similar to music. Music in a composer’s mind can be played by diverse musical instru-
ments such as piano, string instrument, seven-stringed harp, and guzheng. Because of this, we can overcome the gap
between visual art like painting and aural art like music. Paik represents his mental images in a variety of mediums as
if playing music in his mind with diverse musical instruments. Such representation or performance can be a solo or a
symphony. Paik’s works include symphonies of magnificent images and solos of desolate images. Paik was a master of

image music who constantly occupied himself with variations in form as he played his images.
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Internet Dweller wol. five. Ydpb
167X 135X76cm
ettt RE | =3A=, 23
Mixed media, Installation
1994
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FIFHEM | TV XA]n}
Do Not Watch TV

82X 54X 82cm
gamk, B8 | AR, 44
Mixed media, Installation

1990
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BARRERAREE | Ue 2d B EAGERS 94 g&
I Never Read Wittgenstein
300Xx450cm
Samel, £8 | S3A=, 44
Mixed media, Installation
1998
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FHERT | FEAI
Photosynthesis I
284.5%198.1X55.9cm
gamk, B8 | AR, A4
Mixed media, Installation

1993
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HE& | AEHt
Self-Portrait
126.4X158.2X149.3cm
gatk, 8 | AR, A
Mixed media, Installation

1998
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FICTHEM-F=K | vl TV-HA|=¢HY
Neon TV-Dish-Antenna
60X60X25cm
gamk, B8 | AR, 44
Mixed media, Installation

1990
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Alol7l= U= npeutke g =)

While thinking of where my peace and real freedom come from,
I realized the transience of life. The old body is already weak and worn, but I feel abundant at heart

living with all of the flowers and birds.
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Born in Hwaseong, Gyeonggi-do in 1945, Lee WalChong studied painting and graduated from Chung Ang
University in 1970. He won the minister’s award at the Korean National Art Exhibition (Gukjeon for short)
in 1974, and was appointed as a professor at Chugye University for the Arts in 1979. In 1989 when Korea
was amongst inpolitical chaos, Lee took a vacation and went down to Jeju island. He was overwhelmed by
the sense of emptiness and helplessness despite being acknowledged and appreciated as a professor and artist.
He intended to come back to Korea after occupying himself with painting for one year, but submitted a let-
ter of resignation in 1991. Twenty four years have already passed since he started a new life in Jeju with the
intention of making a living only with painting,

He has held 24 solo shows including shows in Paris (1997), New York (2002), Tokyo (2009), and
Shanghai (2009). His major works are housed in the National Museum of Modern and Contemporary Art,
Korea, Jeju KBS, Pinx Golf Club, Jeju International Convention Center, O’sulloc Museum, and others. The
Walchong Art Museum opened in May 2013 and is loved by many as a tourist attraction in Jeju, alongside
Jeongbang Falls.
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Immaculate Childlike Innocence and Modest Elegance
— Reading Lee WalChong’s painting

Peng Feng

I looked around in Jeju at the end of winter 10 years ago. The warm spring had already arrived in Jeju, bringing flow-
ers while it was still bitterly cold in Beijing and Seoul. Jeju is actually distinguishable from other inlands due to its
atmosphere deriving from the island’s natural beauty and the vivid emotion of its native residents.

The flavor of Jeju touches our heart, but it is really ineffable. Whenever I think of Jeju, I recall Tao YuanMing
F&HBH singing, “In this there is a true idea, but when I would express it, I forget the words [t HFEEE, A
F.” After seeing the paintings of Lee WalChong however, I sensed his paintings conveyed his feelings that could not
be expressed in words. Since then, my memory of Jeju was no longer dim or vague.

Pablo Picasso exclaimed, “It took me three or four years to paint like a master, but a lifetime to paint like a
child.” I found what Picasso pursued throughout his life in Lee’s painting. There seems to be no distinction between
East and West in longing for childlike innocence. If there is a difference, it is just a matter of degree or method. Picasso
said he paints like a child, but his work feels minutely prearranged and thoroughly calculated. Lee’s work looks rather
naive and innocent with his childlike painting style. I think this has to do with the differences between Eastern and
Western culture. As childlike innocence is inherent in and sought after by Eastern culture, the artist baptized in this
culture has reached the stage Picasso pursued.

Not only immaculate childlike innocence but also modest elegance is found in Lee’s work. It is hard for
Western artists to revive modest grace because they exhausted their energy in seeking innocence. Some naturalness
and naiveté is found in Western grafhiti and wall painting, but unadorned refinement is in no way detected. Intrinsic
to Eastern aesthetics is “blandness 3¢”. In his book /2 Praise of Blandness: proceeding from Chinese Thought and Aes-
thetics (Eloge de la fadeur), Francois Jullien elucidated Chinese aesthetics and art seeking “blandness” and what this
suggests in contemporary art. We can discover the philosophical import of “blandness” and its connotations in life.
The pursuit of “blandness” seems easy but is not. It is the highest value Eastern art, culture, and life pursues.

The modest grace sensed in Lee’s work differs slightly from the blandness felt in Ni Zan’s painting. Whereas
Ni Zan’s work looks serene and lonely, Lee’s painting feels warm. I think this gap derives not only from the difference
of time but also the difference of region. If Ni Zan currently lived and worked in Jeju, he could not produce such
lonely, desolate paintings. In this sense Lee’s work can be said to manifest from the Jeju in this age, not just the artist

as an individual.

16 January 2014, Weixiu Garden, Peking University
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Enjoy the Middle Way with a Pure Heart
— Reading Lee WalChong’s painting

Lee DongChun - Fine art Connoisseur

One day I heard a clamorous conversation in front of one of Lee WalChong’s paintings at an art fair. With one voice,
they said Lee’s painting felt “relaxed”. I turned my eyes on his painting unconsciously. Lee has constantly worked on
the theme of The Middle Way in Jeju Life for over 20 years.

When I first saw Lee’s painting, I felt it looked like a modern version of peach blossom paintings BkJRE]. He
defined life in Jeju as life in paradise. In his paintings, people, trees, birds, dogs, and fish as well as houses, boats, televi-
sions, cars, and golf courses are unrestrictedly depicted through contemporary people’s imagination. The elemental
things forming nature and the facilities of civilization are portrayed on white papers. Lee said he feels abundant.

Lee WalChong paints to “shed a bad smell from his body and heart”. The old painter’s discipline and artistic
spirit is like an untrammeled childlike innocence. His exquisite yet simple paintings seem to heal the burdens of urban
life and connect us with something simple and pure. His paintings evoke true peace and freedom to viewers. Lee’s 7he
Middle Way in Jeju Life is a continuance and inheritance of traditional peach blossom paintings. Since the Peach Blos-
som Spring Story HAEIRIE by Tao YuanMing J&HHE, a Chinese poet from the Eastern Jin Dynasty, was published,
many peach blossom land paintings have been created. In his poem 7he Peach Blossom Land, Han Yu £, a poet
during the Tang Dynasty, sang of the beauty of peach blossom land paintings depicted on a large size of silk. Accord-
ing to the literary record, not many peach blossom paintings were produced before the Ming Dynasty. AnGyeon’s
Mongdowondo ZHkIFE is a peach blossom painting illustrating the utopia Prince Anpyeong saw in his dream.

Lee’s painting is analogous to the peach blossom land paintings by Wen Zhenming SZf#BH(1470-1559), a
master of the Suzhou art scene during the Ming Dynasty. Unlike his teacher Shen Zhou 7£f (1427-1509), he con-
sidered his home Suzhou as a peach blossom land and an utopia for retreat. Shen Zhou created Zhanggong Cave,
located in Yixing, Jiangsu province, to look similar to a semicircle cave entrance described in the Peach Blossom
Spring Story.

Wen ZhengMing started making peach blossom land paintings in 1525 when he was 55. He entered govern-
ment service at 54 by recommendation, but resigned and returned to his home after three years, disgusted by political
corruptions. Retiring from the world into his home in Suzhou and enjoying a leisurely life with Suzhou literary per-
sons, he worked on peach blossom land paintings. Lee WalChong and Wen ZhenMing have one thing in common:
they regard the places where they lived as heavens and depicted them in paintings.

Peach blossom land paintings were in vogue in the southern region during the middle and late Ming Dynasty.
Suzhou and Shanghai painters painted in the style of the Southern School of Chinese painting. The three indispens-
able elements in their peach blossom land paintings are a cave, a boatman, and farmland nearby the lake. Portrayed
in Lee’s painting are the southern island of Jeju, golfers, and facilities of modern civilization. Lee paints Jeju as a place
we can enjoy ourselves as we please, not as a paradise. Lee’s painting is “pop peach blossom painting” featuring our

age, whether he intended or not.
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FONATERYE | AT T
The middle way of the jeju life
91x117cm
AL AR | Ao &7t
Mixed media on Korean paper
2011
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FEMEERRE | S8 TE
'The middle way of the jeju life

73 X60cm
FRALEAR | AR &
Mixed media on Korean paper

2014
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FEMEERRE | S8 TE
'The middle way of the jeju life
125X 170cm
FRALEAR | AR &
Mixed media on Korean paper
2012
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FrNAERTE | AF8EY] T=
The middle way of the jeju life
162X 132cm
RS ERL | Ao &5
Mixed media on Korean paper
2011
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FONEERE | AFYE] T
The middle way of the jeju life
91X117cm
HRARGEME | Aol &
Mixed media on Korean paper
2013
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FrNEERNTE | AF8EY] T=
The middle way of the jeju life
97 X 145cm
BRALEEEL | Ao &5
Mixed media on Korean paper
2007
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FINAEERNTE | AF8EY] T=
The middle way of the jeju life
73X 60cm
BRARLEERL | Ao &5
Mixed media on Korean paper
2014
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FEMETENTE | AFEE] F&=
The middle way of the jeju life

90 X 180cm
BAAGEME | FA o &3

Mixed media on Korean paper
2011
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FNAEERTE | AF8EY] T=
The middle way of the jeju life
119X205cm
BRARLREHRL | Ao &5
Mixed media on Korean paper
2010
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FINAETENRE | AT T=
The middle way of the jeju life
91X73cm
BRGSO | ARl =
Mixed media on Korean paper
2014
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FINAEENRE | AT T=
The middle way of the jeju life
91X117cm
ARSI | ARl =
Mixed media on Korean paper
2011
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The masters’ conception or hiding was achived on the path of arts.
Their struggles are focused on finding hidden new rules of arts. Until the end of thier lives.
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Depiction and Performance
— Reading Kim HyunJung’s painting

Peng Feng

At first glance, Kim HyunJung’s painting is analogous to new gongbi-hwa T2 (painting done very carefully and pre-
cisely with the utmost care for details) that was placed in Vogue China and also to pop surrealist painting that was placed
in Vogue in North America. On closer scrutiny, however, I realized her painting was not influenced by the two trends of
contemporary art but rather inextricably bound up with her individual experience. As a very special case, we cannot read
and understand her painting without entering the world of her heart.

I first met her at my office at Peking University. I found out that she had worked as an actress and treated her
mental problem with painting. It is common to treat mental disease with art but few patients become artists through the
process. As a researcher of art theories, I am very interested in her case. I am looking forward to more in-depth studies into
the artist and her work.

Kim’s pieces can be classified into two types: paintings with the image of Lala and paintings without the image of
Lala. Works without the image of Lala have one thing in common: these paintings all have the image of a dragonfly. Kim
sees Lala as her inner-child. Her paintings featuring the image of Lala are all recognition and depictions of her ego. If we
regard the dragonfly as her avatar, her pieces with the image of a dragonfly can be similarly interpreted. The dragonfly is
not actually incongruous with Lala. The dragonfly is an ideal playmate for many East Asian people as children, so they
have beautiful memories associated with dragonflies. The dragonfly is thus Kim’s other manifestation of her inner-child.
Whereas Lala is her intentional inner-child, the dragonfly is an subconscious symbol of her inner-child. The images of Lala
and dragonfly are after all the artist herself. In this respect, Kim’s paintings may all be self-portraits.

Painting resonates from the heart and the mind. As this is a significant norm of traditional Eastern aesthetics,
Eastern artists are able to perceive and depict their ego without relying on self-portraits. The sun, the moon, and stars as
well as flowers, birds, insects, fish, and mountains and rivers can all be symbols of one’s ego. This long-held norm of East-
ern aesthetics had a response from Western modern aesthetics. A perception of the self by appropriating the object can be
sufficiently explained by the theory of empathy by Theodor Lipps (1851-1914), which was in fashion in the 19th century.
The mirror stage theory by Jacques Lacan (1901-1981) sees the other as an indispensable means to establish the self. We can
consider Lala and the dragonfly as the other exploited to establish the self for Kim. A depiction of Lala and the dragonfly
is a means the artist uses to set up her ego. If seeing her works as profound conversation with her inner heart, we come to
realize that she has overcome wounds in her heart and formed a more complete, potent self through such talks.

As her painting is not literally a self-portrait but a quasi-self-portrait, it is improper to interpret her work with the
empathy theory or the mirror stage theory. In a sense, because her Lala and dragonfly images seem plausibly adorned or
fabricated, the fiction theory is considered most pertinent to interpret her work. Kim becomes a dragonfly or Lala, and has
talks with masterpieces of art history. Superficially, this link and metamorphosis is closely associated with the postmodernist
style. However, what I pay more attention to is the painter’s role playing. The painter emancipates herself from the closed
self and is in accord with a broader world through her role playing. This role playing is perhaps related to her career as a
performer.

Her twofold self is found in Kim’s work: the other to describe the self; and the role the self performs. What Kim’s
work obviously shows to us is not only the perception and exploration of the self, but the perception and exploration of
the world through the self’s performance. Kim’s work can be considered typically modernistif seen from the perspective
of the perception and exploration of the self, but typically postmodernist if seen from the perspective of the perception
and exploration of the world. In terms of material and method, however, her work can be seen as gongpil-hwa depending
on typical traditional idioms. With this we can understand Kim’s work breaks down the boundaries between tradition,
modernism and postmodernism. We may harbor suspicion against this classification, but Kim’s painting heralds the arrival

of a new mode.

24 December 2013, Weixiu Garden, Peking University
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Heaviness wrapped up with Lightness
— Reading Kim HyunJung’s painting

Lee DongChun

Kim HyunJung’s paintings are cute and interesting. Her painting reminds us of paintings by Qi Baishi 75/ (1864-
1957). Qi Baishi pursued beauty in his life, and his artistic spirit is found in his plant-and-insect paintings, flower-
and-bird paintings, and figure paintings. Qi Baishi’s artistic spirit is sensed in Kim’s interesting subject matter and
candid depiction. Kim audaciously uses ink and bright hues in in the manner of Qi Baishi who applied ink to leaves
and red to flowers Z&IH4T4E. The composition in which subject matter is drawn to the edge of the paper is parallel to
that of Qi Baishi’s flower-and-bird paintings and landscape painting of Li Keran’s Z=H[Z% (1907-1989).

Kim obviously learned from Qi Baishi. Qi Baishi said, “Learn from me you stand, copy from me you fall
FREE, PFESE.” Kim modeled herself after Qi’s artistic spirit rather than his painting style. Kim explored the
artistic spirit in Qi Baishis painting, in which he emphasizes the meaning of painting and expresses his spirit, and
reconstructed this in a realistic rendition. She calls this the “chulsa-ipgong HHE A T.” technique. This is a melding of
xieyl 5 painting (painting that underlines the painter’s spirit), gongbi-hwa T2 (painting done very carefully
with the utmost care for details), and a new invention in tune with her emotion.

Kim HyunJung designed a new method called “ssangcheung YY" (Painting on Double layers) as a specific
expression of the “chulsa-ipgong”. It is created by Xieyi 5 & style sktch on Korea Traditional Paper with Indian ink
and after completes painting with realistic depiction on silk pasted over it. Kim HyunJung is the firt time to use for
creating works the mingzhi @74 only used to protecting drawings for a long time, she gives us refreshing and new
beauty.

Zheng Xie #P& (1693-1765), one of the Eight Eccentrics of Yangzhou during the Qing Dynasty asserted,
“Learn half, and throw away half 22—, #i—2¢.” This means even if a tradition is excellent, you have to learn only
half of it. However, the traditional is currently completely disregarded. Kim learned her ‘half” from traditional Eastern
techniques. She studied the idioms of flower-and-bird painting from Song Dynasty, and learned from artists such as
Chen HongShou [FH#t4% (1599-1652), Yun ShouPing #2555 (1633-1690), ShiTao 5% (1641-1707), BaDaShan-
Ren XKLL A (1625-1705), Gao QiPei ZH A (1660-1734), Jin Nong €4 (1687-1764), and Kim HongDo 45438
(1745-1806). Moreover, she explored new methods in expression of color in traditional techniques. As she felt insuf-
ficiency in the use of pigment to depict significant parts of a painting, she made use of embroidery. This technique
called “hwaju-subo EF £+ (Utilization of Embroidery with Drawing) brought a new vitality to gongbi-hwa.
The techniques of “ssangcheung” and “hwaju-subo” are not the only revolution and innovation Kim has pursued.
Getting psychological counselling, Kim realized the existence of her inner-child. She named her “Lala” and represent-
ed her special emotion in a pictorial language through this. Her Lala painting is a projection of her inner-child that
she became aware of through psychological consultation, and for the artist a process of healing. This painting is in no
way the product of pop art, but the sublimation of an artist’s inner-child to a work of art for the first time in art history.
Kim lends new energy to gongbi-hwa through her realization of traditional Eastern painting. Kim has incarnated the
spiritual world of intellectuals in our age in exquisite, flamboyant gongbi-hwa. As a projection of a painter’s psycho-

logical essay in painting, this work is a new literati painting of the 21st century reflecting Kim’s distinctive art-world.
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H% | A<= | Embroidery

Farh | 2714
Curiosity
135X92cm
BEEESEW | vt] SR
Utilization of Embroidery with Drawing on Silk
2014
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A | 55 F°] | An inside layer

Lalaig i MIr R | Eehsd=
Lala stands alone on the high rock

140.5X66.3cm

WEGEAE), BEFH | FS(Fol+vd), sfFrr

Painting on Double layers(Paper+Silk)
Utilization of Embroidery with Drawing
2014

% | A<= | Embroidery
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% | A= | Embroidery

ZRHL | Fol W7
Paper Airplane
178.5X78cm
BEEESA | vl sk

Utilization of Embroidery with Drawing on Silk
2014
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A4 | 55 F°| | An inside layer

—ERGH XK | A 7k
Already autumn wind
139.5X69.3cm
WEEH+R), BEFH | B (Fol+ud), sk
Painting on Double layers(Paper+Silk)

Utilization of Embroidery with Drawing
2014

HI% | A<= | Embroidery
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HI%5 | A= | Embroidery

BiERE | AR =
Dragonflies’ paradise
141 X67.7cm
WEGEAR), BEFH | B (Fol+ud), a54H
Painting on Double layers(Paper+Silk)

Utilization of Embroidery with Drawing
2014
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R | TA
Interest
68X 69cm
WEEHE+R), BEFH | B (Fol+ud), sk
Painting on Double layers(Paper+Silk)

Utilization of Embroidery with Drawing
2014
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% | A= | Embroidery

LalaS5EI/NZ | Eekel 4 of7]
Lala & sleepy baby
137X90.5cm
BAE TSN | vidtol sles
Utilization of Embroidery with Drawing on Silk
2014
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[

N4

43 Zo] | Aninside layer

—ERG XN | HH 7Heuk
Already autumn wind
141X 68.3cm
WEE+E), BESEF | FS(Fol+uld), sk
Painting on Double layers(Paper+Silk)

Utilization of Embroidery with Drawing
2014

% | A<= | Embroidery
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BHER | AHEEE oA
The fresh summer
141.5X38cm
HEASE | AR =4
Painted in Gold on Dark-Blue Paper
2014
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% | A<= | Embroidery

FRER | 52 3 37]
Finding implicit rules
135X92cm
BEEESEW | vito] SR
Utilization of Embroidery with Drawing on Silk
2014
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HI%5 | A= | Embroidery

BiERE | AR =
Dragonflies’ paradise
134.8X70cm
WEEH+E), BESFH | B (Fol+uld), sk
Painting on Double layers(Paper+Silk)

Utilization of Embroidery with Drawing
2014
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HR - EE |- A
Actress - Zhang Rui Xi

71.5%38.5cm
WEER), BEFEH | AS(Eol+Hd), stk
Painting on Double layers(Paper+Silk)
Utilization of Embroidery with Drawing
2014
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A | 55 F°] | An inside layer

FARTHEE TR | vHAIE AR
The Baguette Cross

139.8X67.8cm
WE (F+48), BESE | A (Fol+uld), sk
Painting on Double layers(Paper+Silk)
Utilization of Embroidery with Drawing
2014

% | A<= | Embroidery
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A4 | 43 Tl | An inside layer

ENEF | o5
Hanging around
67.3X66.7cm
WEEH+R), BESEH | B35 (Fol+aldh), sk
Painting on Double layers(Paper+Silk)

Utilization of Embroidery with Drawing
2014
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BEXRER | 95 92
The color of summer
141.5X38cm
HEASE | AR =4
Painted in Gold on Dark-Blue Paper
2014
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