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Ge n e a lo g y o f G ilt B r o n ze B u d d h i s t T r ia d w it h a S in g le N i m b u s
- With Em phas is on those in Korea an d Shantung Reg ion of China-

Kwa k, Dong- s

There sw ayed Gilt- bronze Buddha Triads as a specific type of gilt- bronze st atues

T hree Kingdoms P eriod ranging from 550 to 600.

Among the Gilt- bronze Buddha T ria ds , in some case there remained only a aureo

without Triad, and in another case, disenga ged from the main body without aureo

each Buddha Tr iad remain like things independant. As I could afford to a scert ain twen

one Gilt - bronze Buddha Triads unt il now, I am of the opinion that Korean P eninsu

wa s a center of Gilt - bronze Buddha T riads of Eas t ern Asia lat e in the 6th centu

Among those are things from Koguryo and P aekche, but nothing not iceable from Sil

also there is something that we are not convinced it is Koguryo or Peskche. How ev

the gilt- bronze Buddha T riads of Koguryo a nd Peakche in T hree Kingdoms P eriod

s imilar in number, that of Koguryo w as predominant from the view point of s ty

analys is .

Judging from the fa ct that some of the Gilt - bronze Buddha Tr iads of Northern W ei,

is cert ain that a concept ion itself of Gilt - bronze Buddha T riads w as not creat

independantly in time of Three Kingdoms Period. But Gilt - bronze Buddha T riads

Korea in type. And Gilt - bronze Buddha Triads which prevailed in the period of Eas t e

Wei, Northern Ch' i, S ui in China, usually ha s lower leggs under the lotus pedes t al, n

as that of Kor ean Peninsula.

As four Gilt- bronze Buddha T riads of Eas tern Wei and Northern Ch' i were discover

in Chu- ch ' eng Hsien (諸城縣), S hantungm May 1978, the origin of this type is said

orignate in S ha ntung area which is the short es t dis t ance from Korean Peninsula. Mo

of Gilt - bronze Buddha T riads of Three Kingdoms Period range from 550 to ca. 600, t

same t ime of Ea st ern W ei and Northern Ch' i, and the four Gilt- bronze Buddha T ria

have the s tyle of East ern Wei a nd Northern Ch' i w hich reflect s that of Eas tern Wei.

If we cons ider Korea w as always in the pos ition of receiver of Buddhis t culture fro

China, there is a poss ibilit y that the type of Buddha T riad of Chu- Ch' eng Hsien w

conveyed to the Korean P eninsula, especially to the Koguryo. In that ca se, how can w

explain the problem that Gilt - bronze Buddha T riads of T hree Kingdoms P eriod has on

s tyle of Eas t ern W ei, not Northern Ch' i?

We may not unders t and this s tatus, if w e give emphas is one s ide dffect from Chin



Ch' i t hat can be characterised by the typical model of the Hsiang- t ' a ng Shan (響堂山

Gr otto, t hose are excess ively decorative. If Gilt - bronze Buddha Tr iads prevailed in T hr

Kingdoms Period under the influence of S hantung. It is es t imated that unique type

Northern Ch' i from Shangtung naturally handed down to Korea. But there is no speci

evidence in the Buddhis t St atues of Koguryo and Paekche.

In addition to that, t here is not any Gilt - bronze B uddha T ria ds in the South in t

S ix Dynas ties which was in close relat ionship w ith Paekche. T hough it was n

identified on the bases of his tory book, there is no reason the unique s tyle of Northe

Ch' i in S hantung it self might not be brought into P aekche, if cultural exchange w

buoyant betw een Pa ekche and Shantung. So it is supposed that only a particular type

gilt - bronze Buddha Triads remaind in Kogur yo, Paekche, and neighboring S hantu

under the unconfirmed circumstance tha t w hether the Buddhis t s t atues of T hr

Kingdoms P eriod in lat e 6th century was influenced by the s tyle of Shantung or not .

This , in the other w ay round, holds a poss ibility that Koguryo, dominant in a part

Buddha Triad, handed dow n it s unique type of Gilt- bronze Buddha T riads to Pa ekc

and Shantung. Four Gilt- bronze Buddha T riads from Shantung are not the original ty

of that which have the effect on the Korean Peninsula, but a re influnced by the s ty

and type of Koguryo, and the more researches are required in detail in the view point

t ransmiss ion from Koguryo to S hantung.



Yun T u- so' s Scholarship

Lee, Ne- og

Yun T u- so(penname : Kogjae) wa s an excellent paint er of great creativity of the la

Choson period.

He accepted and spr ead the Southern School. He was an harbinger of the T rue peop

S ince his creativity came from his learning, I w ould like to look into his scholarship a

its influence on his paintings .

Yun inherit ed the scholarship es tablished by Yun S on- do, w ho was his gre

grandfather. W ith no particalar mentors and ha ving taught himself, Yun S on- do h

developed a schola rship quit e different from any others . His theory of know ledge w

different, to begin with.

Whereas Chu Hsi concent rated on studying principles and reasoning taking place

one' s mind, Yun S on- do expa nded the areas of s tudying to phenomena outs ide himse

T he theory of knowledge Yun Son- do believed in ma de him study a w ide range

subjects , s tt ing him far apart from his Neo Confucian contemporaries .

Inheriting Yun S on- do' s scholarship, Yun Tu- so s tudied a w ide variety of subjects

addition to the traditional Neo confucianism. His subjects encompassed as tr onom

geography, mathema tics , medicine, milit ary science, mus ic and paint ing. Painting w

mer ely one of the many subjects and art s he w as interes ted and excelled in. T

various subject s of his paint ings derived from his scholarship.

Yi Man- bu and Yi Ik, two of close friends of Yun T u- so' s shared the same theor y

know ledge as Yun' s, and, in fact, t he two were also well versed in a number

subjects . It w as on the bas is of the new academic philosophy and att itude as advocat

by a small group of int ellectuals including the likes of Yi Ma n- bu and Yi Ik tha t Y

T u- so w as able to develop a new paint ing t echnique a nd genres .



W omen Pa inters of the Choson Dynas ty (1392∼1910)

Yi s ng- m

This paper at tempt s to define and evaluat e the cont ributions of 3 women paint ers

the Chos n Dynas ty, namely, Sin S aimdang (申師任堂, 1504∼1551), her da ugh

Maech' ang (梅窓, 1529∼1592), a nd S in Saimdang' s guanddaughter La dy Yi (李夫人, 1

4∼1609). T he actual number of women r ecorded to have excelled in paint ing a

calligraphy during the Chos n Dynas ty is 17, but only five of them ha ve exta

paintings to their credit.1 )

During the 500 years of the Dynas ty, Korea n w omen of all classes , especially t

upper class , were subjected to severe rest rictions on their freedom imposed both by t

s ta te law as codified in the NAT IONAL CODE(『經國大典』) and by the mora l precep

of the Neo- Confucian code of ethics . Opportunities for women to be educat ed in the a

were extremely limit ed, and it was somet imes cons idered improper for w omen of t

upper class to display talent in art , and left poetry, painting a nd calligraphy

cons iderable merit .

Chapter I, the introductory chapter, examines the his torical and social milieu in whi

the women paint ers had to operate. Art icles in the NAT IONAL CODE, record

incidents in dynas t ic his tories , family regis ters , and social cus toms are cited to provi

concret e evidence of the discriminat ion women were subjected to. T his adverse s ituati

will highlight the achievements of the women paint ers of premodern Korea.

In Chapter Ⅱ, subject matt ers favored by w omen pa inters are discussed in order

bet ter define the areas of their interes ts and to assess the access ibilit y of the models

be emula ted. T radit ionally, the "bird- and- flow er" and "flower- and- insect" themes are t

mos t popular subjects among women painters , although the F our Gent lemen in ink w

also favored. Landscape seems to have been a difficult t heme for w omen as they d

not have much opportunity to go out s ide of their homes . It is int erest ing to notice th

in H Nans lh n' s poems, themes dealing with landsca pe w er e almos t absent . Althou

it is poss ible to lear n the bas ic techniques of landscape paint ing through model boo

such as the KU- S HIH HUA- P 'U(『顧氏畵譜』) or the CHIEH- T ZU YUAN HUA

CH' UAN(芥子園畵傳), only a few works on the theme, by S in S aimdang and one by H

Nans lh n, are extant . Figure paint ing, which requires profess ional tra ining and therefo

in w hich most gent lemen pa inters of pre- modern Korea had no int eres t , seems to ha

been complet ely out s ide of w omen painters ' domain.

Chapter Ⅲ is devoted to the foremost w oman paint er, S in S aimdang (申師任堂), t

mother of Yulgok Yi Yi(栗谷 李珥, 1536∼1584), w ho w as the most eminent Ne

Confucian philosopher of the early Chos n period. Numerous paint ings mainly on t



and technical competence than the paintings done in color. T herefore, the writ er set o

to define Sin Sa imdang' s s tyle by an examination of ink paintings firs t. Judging fro

the content s of the colophons and the s tyle of paint ings , the set of 4 paint ings now

the Pang Il- yong collection has the bes t chance of being Saimdang' s works , T hree

the bet ter preserved leaves are 1) W atermelon and Grass (pl.4), 2) Ink Bamboo (pl.5), a

3) Cucumber and Eggplant(pl.6). T hey all show subt ly off- cent ered and yet balanc

compos ition, and supple brushwork with fine gradat ions of ink tones . In short , they a

mas terful and naive at the same t ime, w hich is the quality to seek in paint ings of

amateur women painter of the early Chos n period. Mor eover, t he Ink Bamboo paint i

is very s imilar both in technique and the groupings of bamboo leaves , w ith the i

bamboo paint ing which appears on the bottom part of the Kyehoe- do(契會圖) dat able

c. 1592, not too long aft er the death of S aimdang. Among the ink pa intings of wat

fowls , t he one in the Na tional Museum(pl.10), namely, one of the leaves of the "hw aw

py lchip" a n album composed of various mas ters ' paint ings , comes close to the P a

Il- y ng paint ings .

When exa mining the flow er- and- insect paint ings in color, t he writ er at tempted

apply the same s tanda rd by which the P ang Il- y ng paintings are judged. As a resu

the small screen of 8 paint ings now in the Yulgok Memorial Museum in Kangn ng(p

33∼36) seems relat ed to the Pang Il- y ng paint ings . T he Ink Plum Album now in t

Ewha W omen' s Univers ity Museum(pls . 16∼23) has a good chance of being a work

the mid- 16th century, if not by Sin Saimdang. This conclus ion was rea ched by s tylis

comparisons betw een severa l ink plum paint ings of the 16th century.

The problems involving the 12- leaf album of bird- and - flower, flow er- and- insect w

a 1660 colophon by Yun Kye(尹 , 1622∼1692), now in the Nat ional Museum in Seo

have been discussed in chapter Ⅲ, section 2- 2.4. Although the content of the coloph

links the album to the immediate cir cle of S aimdang' s family members , some of t

leaves show strong compos itional res imbla nce to the illus t rations of the KU- S H

HUA- P 'U(顧氏畵譜)or the CHIEH- T WU- YUAN HUA- CH' UAN(芥子園畵傳). T herefo

despit e the high qualit y of the paint ing, the att ribution to S aimdang cannot be tak

serious ly.

In section 3 of Chapter Ⅲ, in an att empt to answ er the ques tion of w hy ther e are

many grass - and- insect paint ings(草蟲圖) att ributed to Saimdang which range in qual

from very high to very poor, the colophons to these paintings w er e closely examined.

the 22 colophons, 10 or nearly half were writt en during the period from t

mid- seventeenth to the late- eighteenth century. It is also pointed out that S ong S i- y

(宋時烈: 1607∼1689), the famous s t atesman and heir to Yulgok (栗谷) s school

philosophy, was the firs t person to mention Sa imdang' s ta lent in grass - and- inse

paintings , and that other writ er s of the colophons were all follow ers of S ong Si- y l a

Yulgok(栗谷). T herefore the "Saimdang myth" seems to have been creat ed by a gro



As can be seen in the above a nalys is , t he fact that S aimdang is the mother of

famous philosopher can be rather detrimental to a correct assessment of her cont ributi

t o the his tory of early Chos n period painting. How ever, there is no doubt that some

the paint ings att ributed to her ar e import ant monument s of the early Chos n period. H

immediat e influence can be seen in two of her female descendant s , namely, her daugh

Maech' ang(梅窓), and granddaughter Lady Yi(李夫人), to w hose art Chapter Ⅳ

devoted.

Maech ' a ng(1529∼1592) w as the firs t daughter of Saimdang, who inherit ed h

mother' s t alent in art . Although the documentary evidence for her t alent in painting

of lat er date, w e have a series of paintings at tribut ed to her which bear identical sea

with the legend "T ksu Yiss i(德水李氏) or "Yi family from T ksu" which undoubted

refers to Maech' ang. T his seal, w hich has not been deciphered so far, s t rengthen ' s t

at tribut ion of the paintings to her, T he paint ings "Plum Moon"(fig. 49) and "Bamboo a

S parrow "(fig . 51) are the two examples bearing the seal, and they also show clo

affinit ies in s tyle to other contempora ry paint ings of the same theme.

The third w oman paint er, Lady Yi, is the daughter of S aimdang' s son, Oksan Yi W

(玉山 李瑀), who was also known for his t alent s in music and painting. T herefore, it

not urpris ing that Lady Yi inherit ed art is tic t alent fr om her father, who in turn, did t

same from his mother, S aimdang. Unfortunately we only have one it em, namely t

album of ink bamboo at tribut ed to her(fig . 53∼57). T his ink bamboo album, now in t

possess ion of her descendant , Mr. Yi Ch' un- hui(李春熙) of Ko- ry ng. Ky ngsang Puk

Province, show s confident brushwork in depicting bamboo leaves and s tems . Stylis t ical

it s tands midway betw een the ink bamboo at t ributed to S aimda ng and the works of

Ch ng(李霆: 1541∼1626), t he foremost ink bamboo painter of the mid- Chos n period.

The concluding chapter(Ⅴ) sums up the cont ributions of the three women painters

the his tory of Korean paint ing, especially to that of the early Chos n period. Ironical

the fact that S in S aimdang is the mother of the great philosopher, Yulgok can

det rimental t o a correct assessment of her contr ibut ion to the history of art. Howev

some of the paintings att ributed to Sin Saimdang and Maech' ang are especially valuab

in view of the fact that they fall in the mid to lat e 16th century, the format ive years

the bird- and- flower, flower- and- insect, and Four Gent lemen themes .

Including the two other women paint ers , H Nans lh n(許蘭雪軒) and Chukhyang(

香), five women painters in the nearly 500 years of the Dyna sty might seem too small

number to form a s ignificant group to be labelled as "women pa inters" Never thele

their were presence in such adverse social and cultural conditions must be high

valued.

*Y i S n g - m i is a P r ofe s s or o f A r t H i s t o ry , T h e A c a d e m y of K o re a n S t u d ie s .



P r o c e s s o f R e s t o r a t i o n o f

S t o n ew a r e B u d d h i s t P e d es t a l fr o m C h ' o n g - y a n g

Ahm, Byong- ch ' a n*

T his art icle describes the res toration process of the s toneware pedes t al for Buddhis t

st atue excavat ed in Ch' ong- yang in 1986 carried out by the Conserva tion Laboratory of

the National Museum of Kor ea in S eoul and the t echnique to make the pedes ta l found

during the five- month res tor ation work.

a) Res tora tion work

1. The over 100 ret rieved sherds w ere put together by us ing epoxy.

2. Miss ing parts were replaced with their replicas made from epoxy and glass fiber

through the FR P method.

3. The base to place the res tored pedes tal durings public exhibition w as made in the

same manner as the pedes tal : parts of the base were made w ith urethane foam and

were built into the ba se.

b) P edes tal making technique

1. T he pedes tal, if completed, was to be a symmetrical pedes t al for a seat ed Buddhis t

figure w hose robe drapes the pedes tal.

2. T he pedes tal, if completed, was to be 95cm high, 280cm wide and 540cm thick and

over 680kg in w eight. Aft er shaping the pedes t al, it was cut into seven separate port ions

before firing.

3. About 1,000kg of select clay w ith guartz temper required to make the pedes ta l was

obtained locally .

4. Firs t t he inner wall of the pedes tal w as built up b coiling and hammering the

exterior of the coils and, then, the outer w all was built in the same manner right on the

inner wall. About 30 coils of clay were made to from the pedes t al. F our coatings of clay,

each about 2.5cm thick, w ere a pplied on the exterior of the outer wall. Voluminous

aes igns of clay w ere at ta ched on the exterior before finishing work.



5. Cracklings occuring during the drying of the pedest al necess it ated a number of

repairs .

6. Although at tention w as paid to cut the pedes tal before firing to minimize the cut ting

traces and balance the cut port ions Nos . 1 and 2 were not squa red as planned because

they w er e badly damaged during the drying.

7. To rejoin the seven cut port ions to complete the pedes tal, holes and grooves were

made on each port ion so tha t the port ions might be rejoined with cramps fitt ing into the

holes and grooves . T here w ere handles on the ins ide, too, perhaps to fas ten two together

with rope.

8. Altough the pott ers used s tands in an effort to ensure success ful firing, the port ions

became deformed or burst out ins ide the kiln, making the pott ers give up on finishing the

pedes tal.


