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Connecting Across Boundaries: The Use of Chinese Images ihrC8osirt Art from
Transcultural and Interdisciplinary Perspectivesamines how visual objects derived from
China were represented and manipulated for royal court rites and palaces!in Kbasa. This
study investigates the importance of art in understanding cultural transmission and intercultural
connections as well as the manifold relationship among artistic agents and objects in the ritual,
political, socio-economical, and intellectual contexts of the Ohdgnasty. Focusing on
eighteenth- and nineteenth-century Ghosourt screens, which depict themes deriving from
Chinese textual and pictorial sources that were widely appreciated in Korea and Japan, this
dissertation explores the perception and circulation of images, the dissemination of knowledge
and social customs, the ritual use of visual objects, the deployment of art in palatial structures,
and the role of artistic agents in the consumption and production of court art. It encompasses

examination of the ways in which meaning is constructed, modified, and reinstated both in



textual and visual forms, and what may happen when themes from a literary text are adapted to
painting as well as moving across time and cultures.

While challenging the idea of a unilateral Chinese QinfluenceO on Korean culture, which
neglects the role of Korean artists, patrons, and beholders as active agents, this study aims to
unveil the process of appropriation of Chinese themes and the causes that affected this process,
whether political, socio-economic, intellectual, or artistic. In order to identify the dynamics
between human agents, institutional systems, and objects and to analyze the cultural
transmissions from China and the eclecticism reflected in!@hes, | use two important
theoretical concepts, OagencyO and Ocultural translation.O

Emphasizing the political functions of court art, | use three case studies of court paintings
produced to decorate palace buildings and to commemorate court rituals. First, | examine
commemorative court screens in which stories of celebrated figures from Chinese literature and
lore are fused with actual CHascourt events. These paintings successfully satisfied the
demands of agents who wanted to elevate contemporary events by superimposing well-known
exemplary ancient images on current secular occasions. Second, | analyze paintings depicting
two legendary banquets of Chinese mythical and historical figures, which were produced to
celebrate festive court rites in the nineteenth century. By identifying the patrons, their political
standing, and the purpose of the paintings, | explore the way these paintings constructed a
symbolic space pertaining to state rituals and expressed the agendas of a particular political
party. | further explore how these paintings expressed the social values and political agendas of
their patrons in a ritualistic way by examining the interplay between visual and non-visual forms
of art in court rites. Third, | use screen paintings depicting Chinese sage rulers and idealized

images of Chinese antiquity to explore how Chinese rulership and ideal society was represented



at the Cholsn court and how the current material culture and knowledge introduced from outside

were integrated in the representation of an imaginary, ancient Chinese empire.
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INTRODUCTION

OIf you think of culture always as a return to roots N R-O-S-- youOre
missing the point. | think of culture as routes N R-O-U-TSEN the various
routes by which people travel, culture travels, culture moves,
culture develops, culture changes, cultures migrate, etc.O

Stuart Halt

1. Issues and Objectives

This dissertation examines the transcultural relationship reflected in the circulation of
visual motifs and narratives in East Asia through an interdisciplinary perspective and through the
changes in the function and meaning of art that occur in conjunction with changes in socio-
political circumstances. The rich examples from existing Omosurt screens produced in the
eighteenth and nineteenth centuries will be thoroughly explored to illustrate the processes of
circulation of images and changes in perception and meaning of a certain pictorial theme. In
particular, | explore the socio-political importance and ritual context of court paintings of the
Chog n dynasty (1392-1910) that depict themes, which originated in Chinese historical texts and
literature and widely spread to Korea and Japan. Court paintings portraying Chinese lore and
myth, the historical past, cultural heroes, legendary rulers, and utopian golden ages long past
serve as primary sources for my study.

Along with an examination of Oshared meaning® or Ogeneral symbolismO of a particular
subject of painting, which are assumed to be innately attributed to a subject in previous research,
my study examines the ways in which meaning is constructed, modified, and reinstated in and
beyond works of art, corresponding to temporal and spatial factors as well as socio-political

demands, artistic conventions and ritual functions. Further, | investigate what may happen when

! Annie Paul, OThe Ironies of History: An Interview witha&t Hall, ODEAZ 4:1 (2005): 40.
1



themes from a literary text were adapted to painting or other forms of art and moved across time
and cultures. This inquiry further opens onto key cultural issues such as how Chinese antiquity
has been appropriated and manipulated by posterity in East Asia for self-fashioning, the
celebration of contemporary events, or the expression of societiesO discontent and aspirations. In
this procedure of the transmission and circulation of images, their meanings do not remain intact;
rather they are changed according to historical circumstanced.rCagsnts, artists, and
audiences become active participants in this process by constructing meaning and defining the
function of art, and thus my study aims to unveil the role of Korean patrticipants in the process of
appropriating Chinese themes and the causes that affected this process, whether political, socio-
economic, intellectual, or artistic.

With emphasis on the active role of Chosgents, the historical specificity of a
particular form of representation is another important concern of this study. It is not about the
interpretation of an image merely as a generic symbol of auspiciousness, but about its specific
context and meanings discovered through a historical lens, and through the questions of how art
was commissioned by a certain group of patrons with common interests and how it was
employed at a particular time and place. This view reveals another layer of complexity of
cultural and artistic exchanges and draws our attention to historical specificity, Othe way
representational practices operate in concrete historical situations, in actual pfactice.O

In order to historicize the discourse on Ghosourt art, | use three different types of
court paintings as case studies and investigate the reasons behind their commission for and
deployment at court ceremonies. This approach will demonstrate the role court art played in

promoting legitimacy and rulership, in satisfying the agentOs aesthetic tastes, in constructing

2 Stuart Hall,Representation: Cultural Representations and SigmiffPractices(London: Sage in association with
the Open University, 1997), 6.



symbolic spaces pertaining to state rites, and in expressing aspirations for a peaceful society and
a long and prosperous life. In addition, to elucidate the production and consumption of court art
in a ritualistic context, | adopt an interdisciplinary approach to analyze the way in which the
visual objects functioned as ritual paraphernalia and interacted with ceremonial dance and music
in a given space to create a theatrical frame for court ritual. Combined with these non-visual
forms of art, the paintings not only functioned as a tool to supplement textual records but also
created an integrated experiential world, beyond what text alone could convey to audiences.
Emphasizing the cultural transmissions and intercultural relations reflected in the
adaptation of foreign elements to indigenous artistic and social conventions, | discuss art in the
context of materiality and its social relationship with human agents and viewers. | draw out the
significance of a paintingOs materiality within the socio-cultural matrix by examining the
functional physicality of the format of a painting; the process of objectifying the subject and
content through stylistic formulas; and the biography of a work of art. The study of the afterlife
of an object benefits from recent anthropological analyses that emphasize the process of
OreceptionO of an object throughout time, including the complexity of cultural changes that
affects the said object. This encompasses a striking shift in the perception and manipulation of
traditional themes in art during the early modern era, when westernization and colonialism began

to challenge the Sinocentric world order sustained by the traditional Confucian episteme.

2. State of the field

The court screens discussed in this dissertation were produced to satisfy the symbolic and

ritual demands of the king and the royal family in their official and private court lives. In spite of



their political and ritualistic significance, the study of them has long been conducted within a
subcategory of decorative paintings focusing on the stylistic elements and symbolic meaning, or
even misclassified as folk painting due to similarities in subject matter, mode of representation,
and the use of a bright paleftmsufficient consideration and misconceptions of court art

primarily derive from the fact that the works are undated and executed by anonymous court
painters of relatively low social standing who displayed little stylistic innovation and tended to
conform to convention. In addition, the limitations of written accounts, which were so often

filled with the biased perspectives of literati, has caused a neglect of deeper research on court
screens.

Although still inadequately studied, two exhibitions recently held in Korea and abroad
reflect an increased interest in court art and attempt to apprehend it from a variety of
perspectives. The exhibitiorhe Court Painters of the CHasDynastyorganized by the Leeum
Samsung Museum of Art in 2011 presents a wide range of works by court painters, such as
portraiture, documentary paintings, decorative paintings, and maps commissioned by the court,
and landscape, bird-and-flower and figure painting for private patrons. The articles included in
the exhibition catalogue offer an overview of the status quo of Korean scholarship én Chos
court art; these shed light on the institutional system of the production of court art and the social
status and economic condition of court painters, which illuminate various factors that influenced
the production and circulation of &rn Grand Stylean exhibition displayed at the Asian Art

Museum of San Francisco, paves the way for thematic approaches toCho#g art and

% Court paintings such as screens of $um, Moon and Five Peakand theTen Symbols of Longevitave often
been regarded as examples of folk painting, for instance by Chgdbigaand Yi Uhwan,Traditional Korean
Painting: A Lost Art Rediscoverddiokyo; New York: Kodansha International, 1990); Yuhl&u 456 , Minhwa
Tales of Korean Folk PaintingSeoul: Design House Publishers, 2005).

*Ch! sl n hwaw n taej n 78,9:; [Court minters of the Chdés dynasty (Seoul: Leeum, Samsung Museum
of Art, 2011).



highlights the propagandistic role of commemorative, documentary court painting and its role at
court ceremonies and banquesss a forerunnerKorean Arts of the Eighteenth Century:

Splendor and Simplity initiated by Kim Hongnamk=>  in 1993 drew attention to diverse

aspects of court painting including major themes in court art, symbolic meanings of celebrated
motifs, the tasks of court painters, and decorative court painting used for rituals and palace
architecturé.

In order to lay the groundwork for my investigation of hosourt art, | introduce
critical issues and questions raised by pioneering scholars who have provided a foundation for
research on this topic. From the early stages of this field, strong scholarly attention has been
devoted to royal portraiture and documentary paintings, genres for which textual evidence is
relatively well preserved in official historical records and royal protocol of state ceremonies. Yi
Stngmi?@A , Cho SnmiBCA , and Cho InsiBBD6 meticulously investigate the
production, function, and preservation of royal portraiture and related rituals of its enshrinement
in their recent publicationsYi S! ngmiOs research contains extensive examination of court
archival materials such &oyal Protocol of Superintendency for Copying the KingOs Portraits

(Y!'ngj! ng mosa togare FGHIJKL ), Royal Protocol of Superintendency for Painting the

® Hyonjeong Kim Han|n Grand Style: Celebrations in Korean Art during theseon Dynast{San Francisco:
Asian Art Museum, 2013).

® Kim Hongnam Korean Arts of the Eighteenth Qery: Splendor and SimplicitfNew York: Weatherhill Asia
Society Galleries, 1993).

"Yi Songmi, OThe Making of Royal Portraits during the GmoBynasty: What thé igwe Books Reveal,O in
Bridges to Heaven: Essays on East Asian Art in Hon&rofessor Vén C. Fond, ed. Jerome Sikrgeld, et al.
(Princeton, NJ: Princeton University Press, 2011):388;! jin "igwe wa misulsa: Chd® kugwang ch'osanghwa
I'i chejak kwa mos&N )O- PQR :78 ST UV, WXY ZR [Record of th&ingOs Portraiand art
history: the creation and copying of royal portraiture in the Ohalynasty (Seoul: Sowadang, 203,2Fho S n-mi,
Great Korean Portraits: Immortal Images of the Noble ane BravgPOaju: Dolbegae Publishers, 200bjo

Insoo (Cho Insu), OTransmitting the Spritré&an Portraits of the Late ChosPeriod,O iEmbracing the Other: the
Interaction of Korean and Foreign CultureBroceedings of the 1st World Congress of KoreaniSsued.
Academy of Korean Studies!(8gnam: Academy of Korean Studies, 2002),-366 @h! ntOong kwa kimwi #i
pOyosang: Kojong sid#ieTOaejd jin kwa Chinj nO;[Y ") v 2~ ab cdY de
[Representation of Tradition and erity: Portrait of King TOaejo and Royal Portrait HMisulsa y nOgi20
(2006): 2956.



KingOs Portrai($ yong tosa togarafgHIJKL ), andProtocol of the Superintendency
for Royal Wedding Ceremoni@sarye togam'igwe (hilJKL ). YiOs accounts not only

provide the information on the contents and structure of royal protocol as textual records but also
present diverse court paintings and illustrations prepared for state tituals.

Pak ChinghyeO$ -I , research serves as a comprehensive and prominent source for a

substantial body of surviving documentary paintings, with intensive information on their
historical development, stylistic elements, and process of prodddiorglind JungmannOs
thought-provoking research points us toward multifaceted aspects of documentary paintings:
hybrid functionality, relationship to woodblock print illustrations included in royal protocols,
peculiarity of screen format, and aniconic representation of key figures in the tradition bhChos
court art:°

Kim Hongnam and Kumja Paek Kim are leading scholars whose research sheds light on
our understanding of court screens and color paintings in the laterOpesod. The definition
of decorative court paintings, their ritualistic functions and political connotations, and the
analysis of style and iconography rely on these scholarsO constant efforts to unveil the practices

related to the production and consumption of court art. Kim Hongnam analyzes the

8 Yi SI'ngmi, Yu Songok, and Kang Sinhar@hod n sidae! jin kwangye togartigwe y nOgu

jkI'edmnlJKLop [Study of royal portrait painterg(S! ngnam: Chngsin munhwa! nOguin,
1997} Yi SIngmiqrP  , Kang Sinhangtu , and Yu Songokwx , Chang$gak sojang karye togam
"igweyz{ly hilJKL [On the royal weddingelated#igwe in Changsgak Library (S! ngnam, The
Academy of Korean Studies, 1994); ling-mi, Karye togant igwewa misulsahil JKL- A}~ [Chodn
dynasty books of royal weddings in art historical perspect{@soul: Sowadang@008); OEuigwe and the
Documentation of Joseon Court Ritual Lifé@hives of Asian A58 (2008): 113133.Togamcan be translated
into Odirectorate,O when it particularly refers to the institution of the pemipd.

° Pak Ch nghye,Chos n sidae kungjung kirokhwd gOgur8e: € ", f. [A study of documentary
court painting in the Chds dynasty. Seoul: llchisa, 2000. For her most recent stofigourt painting of the
Chog n dynasty, see Pak Chghye ed.Wang kwa kukkai hoehwalY S...) +, [Paintings for the king and
the statp(POaju: Tolbegae, 201Chosd n kunggw! "i k"rim 78  €7) 1" [Paintings at the Chba cour}
(POaju: Tolbegae, 2193108;Wang!i hwagad | T) ,...% [KingOs paintef¢POaji: Tolbegae, 2012).

Y Burglind Jungmann, ODocumentary Record Versus DemRepresentation: A QueenOs Birthday Celebration at
the Korean Court,@rts Asiatique$2 (December 2007): 9511.
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iconographical traits and ideological background ofS8bha, Moon, and Five Peaksreen by
highlighting the political situation of the early Chasperiod. She argues that the archaic style

used in court painting was a metaphor for the kingdoms of ancient sages. In addition, KimOs case
study of thePeoniesscreen reconsiders the categorization of court paintings and the distinction
between folk and court art.A few inquisitive minds have questioned the fact that colorful

paintings with decorative elements have collectively been called folk paiing fiinhwag

regardless of the quality, materials, or painters. In her recent article, Kumja Paik Kim points out
that a large body of eighteenth- and nineteenth-century unsigned court paintings rendered in a
bright color scheme are misclassifiechaishwa?

More recently, scholars have investigated the functions of art in court rituals through in-
depth discussions of specific court painting thefi@dthough this approach has the advantage
of allowing for the cataloguing of a number of paintings depicting the same theme and for

explaining stylistic developments and variations over time, these studies inevitably disengage the

1 Kim Hongnam, OArchaism in Joseon Court Painting: the Sun, the Moon and &lgeSeecen and Jeong-Do
jeon (d.13371398),0 iBeyond Boundarie®d. National Museum of Korea (Seoul: National Museum of Korea,
2009) 385403. In her article, Chos n sidagkungmoranby ng yt nOgu@8e: EZEe  (Ze Of., [A
study of courfPeoniesscreens in the Chbs dynasty, Misulsa nondar® (1999): 63107,Kim discusseshe ritual
use of peony screen paintings, which had long been considered folk paintings/estidjates thesymbolism in
conjunction with political propaganda.

2 Minhwaare characterized as being created by itinerant or city paintersitilétioit no formal training.See
Kumja Paek Kim, Re-evaluating Court and Folk Painting of Korea,@ i@ompanion to Aan Art and
Architecture ed. Rebecca M. Brown and Deborah S. Hutton (Chichester, West Sussex jlej<Blckwell,
2011), 341364 andCharlesLachman, OThe Ten Symbols of Longevity in Contextf@énTen Symbols of
Longevity(Seattle, Wash: University a¥ashington Press, 2006),-18.

13 Examples of such monographs & ng Y ngmiO’P , OChosn hugi Kwak Punyang haengnakton®guO
jK*” —"™gop [A study ofPainting of Guo FenyangOs Enjoymefdife in the late Chdsn dynasty
(masterOs thesis, Academyofean Studies, 1998Kim S! njl ng<C§ , OChodsn hugi paekdongjado nOgu®d
k™ >ceg op [A study of One Hundred Boym the late Chds: dynasty, Misulsahakl8 (2004): 740;
My!ng Senaz¥ , OChds sidae hungnye toga#iigwe e natOanan obonghyg yl nOg@78.: iCE o
¥8 "©s f. [A study of theFive Peaks Screemscorded in th&®oyal Protocols of Funerary Ritudls
Misulsa nondar28 (2009) 37-60; Pak Ponsék- , OChosn hugi SipchangsaengdbnOgGjk” -®9g

op [A study of theTen Symbols of Longevitythe Chosn dynasty (masterOs thesis, Hongik University, 2003)
U Hy! nsu (Woo Hyunsoo)+2 , OChokn hugi Yojiyl ndo e taehaniynOgu@8#"  #c& o a 3 f, [A
Study of The Banquet of the Queen Mother of the West at TisguRond i the late Chdsh period](masterOs
thesis, Ewha Womans University, 1995).



art object from the original circumstances in which it was produced and consumed. Moreover,
the attempt to connect a particular motif with a single, specific meaning limits interpretation to a
conventionally fixed perspective. Court art and its symbolism cannot be fully understood without
contemplating its interplay with spatial and temporal circumstances. Thus, it is necessary to
explore these temporal and spatial contexts in order to overcome the limitations of previous
scholarship on Chés court art. In addition, consideration of significant developments in the
fields of court rituals, dance, and performance during the!@hdgnasty enable me to
investigate how visual materials interacted with other types of art to convey political intentions
and to create majestic views appropriate for state cerem@nies.

Further important aspects regarding court painting comprise the institutional system of

the Royal Bureau of Painting¢hwas$ '%a oe), the social status of court painters, and the

economic dimensions of art production and commission. Studies on the governmental institution

of painting by Ahn Hwi-joori u and Kang Kwansiki & have contributed to

reconstructing our understanding of the formation and institutional systems of the Royal Bureau

of Painting and the OPaintémswaiting to the CourtGlgabi taeryng hwawn"¢ A %aT )

system, as well as their rise and decline, the recruitment and evaluation of court painters, a
specific themes requested by the court, and their influence on the artistic sphere in time Chos

dynasty*® Along with academic interest in the institutional system, the social status and

14 Among many publications, Yi Chaesuk®s  Chod n chokungjung'rye wa"mak787  €¢);- 10
[Court ritualand music of the Chba dynasty (Seoul: Seoul National University Press, 1988d Yi H#ngku

g», and Son Kyngsunvs%% , HanOguk kungjung muyong chOo?®s € (A AA [A collection of
Korean court dan¢€Seoul: Pogosa, 2008) serve as a convenient and chemgige source of information on court
music and dance during the Chogdlynasty. Pak Alnghye investigates how court music and dance perfmces
during royal banquets were represented in documentary paintings in hier &Tibe Court Music and Dancdlie
Royal Banquet Paintings of the ChasDynasty,&orea Journal37: 3 (Autumn, 1997): 12344.

15 An H#ijun (Ahn, Hwi-joon), OChds wangjo sidagi hwawt nOjk2j1%) <A [The Royal Bureau of
Painting in the Chds dynasty, HanOguk munhv@a(Nov. 1988): 13-78; Kang KwansikChod n hugi kungjung
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economic conditions of court painters also draw scholarly attention, as demonstrated in the

research by Chang Chin-suAd/ on court painterOs monetary problems and their

engagement in the art marRkét.

3. Approaches and Methodological Background

In addition to the preceding studies on Ghosourt art, my research considerably
benefits from well-established scholarship on artistic patronage, political propaganda, the ritual
use of court art, and the practice of court painters in imperial Chansidering that Chos
court culture was constructed complying with the rules of Confucian ideology deriving from
China, my comparative study of court art in Korea and China expands the understanding of
visual culture at the Chbs court and positions Korean art within the cross-cultural context of
East Asia. Studies of strategies for the arrangement of art within palace complexes in Japan and
China offer insights into my analysis on the relationship between art and space. The approaches

applied by scholars such as Wu Hung and Karen M. Gerhart, with their analyses of paintings in

hwaw n yt nOgu, kyujanggdk Chabidaery ng hwawn "1 chungsini'ro 78#"€«,9f, [Court painters

in the late Chds period:A study of the painterin-waiting at Kyujanggak Royal Libray2 vols. (Seoul: Tolbegae,
2001.

18 Chang Chinsng (Chang ChisBung), OChbs sidae tohwadshwaw n # ky! ngjej k y! k! n kwa sachk hwaltongO
78e: ¢A 90 »BWC EEY RC E& [The social status and economic conditions of Chaurt
painter$, in Ch! st n hwaw n taej n, 296:307.

Y For furtherdiscussion on Chinese imperial patronage, see Peter Sturman, sbaveKaifeng: The Auspicious
Image at the Court of Huizongi®s Orientalis20 (1990): 33%68; Maggie Bickford, OEmperor Huizong and the
Aesthetic of Agency,@rchives of Asian Artlll (20022003): 72104; Patricia EbreyAccumulating Culture: The
Collections of Emperor Huizoneattle: University of Washington Press, 2008; Chendiand Claudia Brown,
The Elegant Brush: Chinese Painting under the QiagleBmperor, 1738.795(Phoenix,Ariz.: Phoenix Art
Museum, 1985); Chuimei H&plendors of ChinaOs Forbidden City: The Glorious Reign of Emperor Qianlong
(London, New York: Merrell, 2004); Evelyn S. Rawski alebsica RawsoGhina: The Three Emperors, 1662
1795(London: Royal Academy dArts, 2005). Most scholarship on Chinese imperigtqreage pay attention to the
role of the emperor as art patron and agent as wellkeaggteration of the bureaucratic system related to court
painting institutions. Recent scholars such asstui Lee eamine gender in Chinese court art production. Her
approach, based on a gendeiented perspective, sheds light on the role of female agentsasgabllectors,
tastemakers, and artists. For details, see-shui LeeEmpresses, Art and Agency in S@hgasty ChingSeattle:
University of Washington Press, 2010).



relation to the space within which they belonged, have broadened my perspective of court art
settings-®

Moreover, research on material culture and materiality by scholars who are engaged in
cross-disciplinary approaches in the field of East Asian art history, such as Wu Hung and Martin
Powers, provides a theoretical tool to elucidate the cultural milieu and new visuality of the early
modern period in Korea, particularly within the network of the social relationships between
human agents and viewers that surrounded particular objects in a specific interactivé®detting.
address diverse topics such as format, medium, technique, artistic practice, the artist as agent,
and the biography of artifacts by employing the concept of materiality. This perspective sheds
light on the dynamic between external and internal components of art by providing a balanced
interpretative frame to synthesize both human action and the material context behind the
production and consumption of art.

Problematizing the claims of Oinfluence,® Oessential, true origin,O and Ocenter-periphery
modelQ in analyzing the subject matters of art transmitted from China into Korea, my research
attempts to recognize the role of Korean artists, patrons, and beholders as active agents in charge
of constructing the meaning and function of art. In Michael BaxandallOs critical point of view,
OOQinfluenceQ is a curse of art criticism primarily because of its wrong-headed grammatical
prejudice about who is the agent and who is the patient: it seems to reverse the active/passive

relation which the historical actor experiences and the inferential beholder will wish to take into

8 The approaches exemplified by these two scholarealledemonstrated in Wu Hunghe Double Screen:

Medium and Representation in Chinese Pain{i@gicago: University of Chicago Pre4€996) and Karen M.
Gerhart,The Eyes of Power: Art and Early Tokugawa Authditgnolulu: University of HawaiOi Press, 1999).

19 According to Martin PowersO analysis, ornamentaffensca material substrate for social relationships
manipulating scaland material referents, ornaments can shape the way status, jderdigocial roles are
constructed and reinforced. Much like crafted artifacts, decoratizitygof court paintings as precious material
object serves as a template for a scale of wadunel of social order. Through control over matergdglful
craftsmanship, and the use of specific symbols, the ownelecofative court art manifest their social order and the
status. For details, see Martin Powétattern and Person: Ornament, $ety and Self in Classical China
(Cambridge, MA: Harvard University Asia Center, 2006).

1C



account.O Saying that X influenced Y, we need to think of Y rather than X as the agent in order
to diversify the vocabulary describing the process and cause for selection of adatation.

Defying one, true meaning is by no means the rejection of all essences or identities with
emphasis on polysemy and undecidability. | rather argue that the meaning is not intrinsic or
historically fixed to objects but effectively and contextually changed and determined. In this
sense, my study is concerned less with questions of origin or stylistic development than with
guestions of conditions and causality of selection and adaptation, which might foster a larger or
lesser transmission of cultural items. Two important concepts, Ocultural translation,O and
Oagency,O developed in the disciplines of cultural history and anthropology, offer insightful
models for my analysis of the use of Chinese themes in laté €hoart art.

In its fullest sense, OtranslationO is the most appropriate term for the comprehensive and
conceptually rich visual and thematic elements of the Ghosurt paintersO adaptation of
Chinese subject matter, more so than terms influence, imitation, or copy. When themes or motifs
of foreign origin are recast into a local idiom, their semantic units of meaning and their
paradigmatic, and structural order are preserved to the extent to which the recipientOs culture
apprehend$' As Stuart Hall aptly argues, however, there is no perfect rendering of translation
from one space or one language to another due to the acceptance of a degree of cultural
relativism between one culture and another and a certain lack of equiv&l&aecene important
idea about translation is that there is always something, which cannot be translated, is left out, or

mistranslated, which is the result of lack of knowledge, misunderstanding, or intentional choice.

2 Michael BaxandallPatterns of Intention: on the Historical ExplanatiohPictures(New Haven: Yale University
Press, 1985), 582.

2 Stephen J. Campbell and StepbeMilner, Artistic Exchange and Cultural Translation in theliga Renaissance
City (Cambridge: Cambridge University Press, 2004)31

22 Stuart Hall Representations1.
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23 Aware of the Ountranslatability of the other,O | explore that which gets lost or excluded in the
process of translation and how this mechanism works with the preexisting system of visual
culture.

Chog n agents might not fail to produce an accurate copy of their Chinese counterparts,
but might re-invent it by relying on their distinctive formal treatment and on appeasing the needs
and aspirations of audiences and patrons, who were far removed from the sphere of Chinese art.
Even in the case that an Ooriginal® Chinese work of art was transmitted directly to Korea, its
meaning and function were not readily communicated to Cheiewers, and this created more
complex cross-cultural border crossings. Burglind JungmannOs analysis on the integration of
European elements into Korean painting from the late @hdgnasty using the concept of
Ocultural translationO is equally applicable to the cases in this dissétasi@he demonstrates,
the meaning, stylistic choice, knowledge, and painting techniques were carefully chosen and
manipulated according to the local context.

Of seminal importance in the discussion of the process of cultural translation are the roles
of agents involved in the production and interpretation of culture and of their network of
relationships in the vicinity of works of art. First, | identify key figures in the introduction and
dissemination of new styles and motifs and examine sources of information obtained through

exchanges of people, goods, and ideas. In particular, the print culture thriving in Ming-Qing

% sarat Maharaj, OPerfidious Fidelity: The Untranslitaloif the Other,O in Stuart Hall et alpdernity and
Difference(London: Institute of International Visual Arts, 20018-25; Marina KSppelYang, Semiotic Warfare: A
Semiotic analysis, the Chinese Av&drde 19791998(Hong Kong: Timezone 8 Limited, 2003),-23. Burglind
Jungmann applies the concept of Ocultural translatioadalyze the artistic relationship between théyezinod n
and the Northern Song, China. My application of the concePiaftural translationO into Chegourt art is
primarily inspired by her approaches. For details, see Burglind Jung@aiietati Ideals and Social Reorganisation
in the Early Chosn Period,O ighifting Paradigms in East Asian Visual Culture: a Festschrift in Honouotfar
Ledderoseeds., Burglind Jungmann et al. (Berldietrich Reimer Verlag GmbH, 2012), 3B29

% Burglind JungmannOMunhwa Imy! k: s gu#i illuj ! nij#m (hwany ng chu#) e taechan Chos sidae hwaga# #i
tagingCE, 1 :A) TBNO (©0) ) 3 78 ,...%0) :O [Cultural translations: the
confrontation of Chds painters with European concepts of illusionjsMinsulsan nondai37 (2013} 59-80.
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China will be scrutinized as a phenomenal disseminator of artistic knowledge and subject matter.
Second, select art works will be analyzed as case studies to illustrate shared iconographic
traditions and artistic conventions. To clarify shared features and peculiar characteristics that can
uniquely be attributed to Korean works, some examples of Chinese and Japanese art will be
introduced. Third, along with individual paintings, written sources will be discussed in search of
contemporary attitudes towards and perceptions of Oforeign elements,O in particular of OChinese-
ness.O Court archives, official histories, writings and poems composed by patrons and viewers
serve as complementary sources to support the study of the objects themselves.

| employ the concept of OagencyO in order to identify key figures exerting agency on the
production and circulation of art and to elucidate the function of institutional systems and objects
with agency. Alfred GellOs model of the agencies of art and of artOs agency offers the most
comprehensive account of the open range and complex relationship among highly differentiated
and ramifying agencies of &ntln some cases, it suffices to abduct the most proximate causal
agency of the artists in relation to a work of art; it would be the most general and longest
tradition in the culture of Oartistic genius.@rt historical narratives, the role of the patron who
commissioned a work of art has been most frequently investigated, but the emphasis on
patronage tends to neglect the role of the artistO agency in potentially destabilizing and
undermining the agendas of patrons, or the role of the anticipated viewers in constructing and
proliferating the meaning of the ar.other words, artists, instead of patrons, can have dominant
agency over artistic raw materials, and/or work of artOs material qualities constitute the viewerOs
pictorial experience and reception of the?atf.we use GellOs model, we might address the

agency of materials putatively acting on an artist, and the agency of the depicted object acting on

% Alfred Gell, Art and Agency: An Anthropological Thed@xford: Clarendon Press, 1998),-28; 5165.
8 Whitney Davis, OAbducting the Agency of Art,@itOs Agency and Art Histpgd. Robin Osborne and Jeremy
Tanner (Malden, MA: Blackwell Pub, 2007), 281
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a patron, artist, or viewers. In the same logic, the agency of the intended viewers and the
recipient(s) of the art may exert an impact on the agency of a patron or artist. For example, the
following chapters present an in-depth discussion of court art that was executed by court painters,
commissioned by high officials, and offered to the king or the queen dowager, from which we

can delve into the multiple agencies of patrons, artists, and viewers throughout the life trajectory
of the art. The diversifying and prioritizing of agencies tracks the causal nexus within which art

was actually made and used.

4. Chapter Outlines

Chapter One aims to provide background information for the more focused analysis of
the following chapters by exploring the cultural and social dimensions of the production and
commission of artworks at court. The focus of this chapter is on the role of diverse agents, not
only human agents such as the king, queen, and royal relatives, government officials, and artists
as producers and recipients, but also bureaucratic institutions involved in the commissioning and
consuming of art. Key questions raised in this chapter include how the artistic agencies of court
painters, royal and aristocratic patrons, and recipients were exercised, and how they competed
and negotiated with each other; also how the artistOs physical engagement impacted the patterns
of art production and the invention of peculiar visual idioms collectively designated as Ocourt
painting styleO as representing Chinese myth, history, and an idealized past. Along with the study
of institutional systems and the role of agents, the latter half of this chapter is devoted to the
examination of the newly emerging artistic trend of commissioning commemorative screens,

their socio-political function, and the adaptation of Chinese subject matters in late seventeenth-
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century Chokn art, as a precursor of court screens used for state events and royal viewership in
the eighteenth and nineteenth centuries.

Chapter Two is concerned with eighteenth-century Omegsurt paintings which were
commissioned to commemorate political events, and which incorporate Chinese figural motifs as
their subject, such as the Orchid Pavilion Gathering and palace ladies. The two &tngens,

Ky! ngjongOs (r. 1720-1724) Selection of Government Officials inCL72@UUU" and
King Y! ngjoOs (r.1725-1776) Royal Banquet of 1768PRag" , were produced in

relation to a political affair and a royal banquet. Using them for case studies, | investigate the
political significance of such commemorative court paintings, the relationship of text to image,
and the role of gender in the production and consumption of court art in eighteenth-century
Chod n society. Pointing out the ink-rubbing versions of drawings, illustrations, and texts of
vernacular novels imported from China to Korea as possible sources of pictorial representation
appearing in the Chba court screens, | investigate the evolution, dissemination, and
modification of a specific theme in terms of style, iconography, symbolic meaning, and socio-
political connotation. By identifying agents and assuming anticipated viewers of the two screens,
| explicate the visual strategies and methods Ometites employed to celebrate current events
and their social standing and uncover the factional conflicts and power struggles reflected in the
commission and dissemination of specific works of art at that time.

In Chapter Three, | explore how auspicious images depicting a banquet of Chinese
mythical and historical figures are appropriated and manipulated with local visual languages for
Chod n court art in accordance with ritual demands, and how this visual representation or vision
of a desirable OChineseO society interacted with contempordny @riagal and ritual

practices. Screens dheBanquet of the Queen Mother of the West at the Turquoised&fond
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ag andTheBanquet of Guo Ziy——™g are cases in point here. Referencing previous

scholarship on the stylistic development, the iconographic traditions, and the symbolism
associated with auspiciousness, my research expands on the propagandistic role of the theme by
emphasizing the increased significance of court ceremonies and the interrelation between ritual
performances and visual art.

Finally, in Chapter Four | analyze how Chinese history, politics, and civilization were
reinvented by the Chba ruling class and how OChines-ness,O that is the utopian rhetoric of a
prosperous and peaceful ancient empire of China were successfully visuatizegs Paying

Tribute to the Courdg  andHan PalacedZgd paintings produced in late eighteenth and

nineteenth centuries, are the foci of this chapter. The richness of their iconography and motifs
reveals the East Asian interregional cultural exchanges with China as the center, while Western
painting techniques and materials foretell the advent of a new visuality and innovative artistic
practices in Chds court art.

The treatment of cultural transmissions, socio-political connotations, and the ritual use of
art in my study provides key theoretical concepts for formulating general propositions about the
conditions under which intercultural exchanges accelerate or decelerate. This will bring new
perspectives and insights to the understanding of the complexity and dynamism that occurred
through the process of the spread of knowledge, belief, and social values in East Asia. My study
contributes to expanding the scope of research on Korean court paintings beyond the analyses of
style and iconography and leads to a more nuanced appreciation of the roles art can play in the
complex network of relationships surrounding a particular work in specific, interactive settings.

In addition, | expect the individual paintings discussed as case studies in each chapter to serve as

specimens, which show that certain cultural products or expressions can be at once local and
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transcultural. My hope is that ultimately this study paves a way to viable alternative readings of
Chog n court art of the eighteenth and nineteenth centuries: readings that encourage object-based
methodological and theoretical discussion to sharpen our understanding of the multifaceted
issues of transculturalism reflected in Korean art and to urge the use of interdisciplinary

approaches in future studies.
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CHAPTER 1. Prelude to Analysis of Late Chokn Court Art

1. Art and Agency in the Cho$ n Court

1) Introduction

Previous studies of court painting in the Ghodynasty have contributed to the
reconstruction of the formation of the Royal Bureau of Painting and its institutional systems,
and its rise and decline as well as the recruitment and evaluation of court painters. There are
two approaches to investigating the production of court painting: institutional- and person-
oriented approachésThe former elucidates the institutional system of a painting bureau
within the bureaucratic hierarchy of the Choesociety and its historical changes through the
examination of state statues and legal codes. Despite the considerable contribution, the
institution-centered approach and its historical description are likely to neglect social
interactions and networks, personal dimensions in the vicinity of artworks and to simplify the

dynamics surrounding the production, circulation, and reception of art.

?"The scholarship on the court art in the Qhpdynasty is far too voluminous to cite its engirétor noteworthy
studies on this topic, see An Hwijun, OQhowargjo sidagti hwaw nO; Kim Chiyngaeg’ , O18 segi hwawn

# hwaltong kwa hwawnhwa#i py! nhwaO 18'<A) E&Y<Aq) ¢, [Artistic activities of court
painters and the changes in cour},atanOguk sah&® (1994): 168; Pak Chnghye, Oigwe # tOonghae pon
Chod n sidaeti hwaw nOKLé [é&  jkI')A [Court paintergshrough the examination 6fgwe,
Protocol of State RitualsMisulsahak ynOg® (1995): 202290; Chin Chunhyn i , OSukchong tdgin tosa
wa hwaga#lOi cdgH - 0% [Painting the royal portrait andgrait painters in the reign of King
Sukchong, Komunhwad6 (1995): 89119;Yi S! ngmiet al.,Chod n sidae! jin kwangye togamKang Kwansik,
Chod n hugi kungjung hwawn; Pae Chongmifioé , OChodsn chOogi tohwa kigu wa hwbnbjko”

g<06-<A [Royal institutios of painting and court painters in the early Chgseriod (PhD.diss., Chonnam
National University, 2005); Paknsun®+g , OHwawn kwa kungjung hoehwa: Chias chOogi kungjung hoehwa
# yangsang kwa kitngO<AY  Zu< -78 U"  £e+) avy "0 [Aspects and funatins of court
painting in the early Chos period, Kangjwa misuls£6:2 (2006) 10151044; Yu MinavP¥ , OMango
kigwanchp kwa 18 segi Chnban#i hwawt n hoehwa®py " Y 18!" ;$)<Alx [Album of

Wonderful Ancient Scenasd court paintings of the CHasdynasy in the early 18 century, Kangjwa misuls28
(2007): 177208.
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The latter approach emphasizes individuals involved in the process of production, such
as the king and court painters. By highlighting the roles of the king as a patron and of painters
as talented originators of artwork, artistic accomplishments were ascribed to a small number of
members of the elite and to artistic geniuses and interpreted within the context of personal
relations and tastes, preferences, and desire of individuals. The problem lies therein, for these
individuals appear isolated from the rest of society and are somehow ahistorical in character.
Furthermore, this approach often stresses a unilateral relation between the king and court
painters assuming that the king ordered artists to execute paintings in accordance with his
intentions and exerted authority over every process of the works. By doing this, we tend to
ignore Othe crucial mediating factors that link art with the needs or interest of sdciety.O
Considering that the creation and maintenance of court art was an exercise in power,
persuasions, and negotiation among diverse personalities, and art objects functioned within this
social-relational matrix, it is nasve to assert that the kingOs enthusiastic attitude to and interest in
art and the artistsO creativity are solely responsible for the complex patterns of production and
consumption of art at court. Such an interpretive framework does not capture the shifting,
negotiated, and multifaceted dimensions of the production of court art. To overcome these
limitations, recent scholarship has thrown much light on the social status and economic
conditions of court painters in an attempt to place artists in their social contexts, which

illuminates various factors that influenced the production and circulation Tf art.

8 As aptly noted by Paul Hirschfeld, the limitationfo€using on the role of the patron is that the amdpclusion

that can be generalized is that Obetween patron and artist ther@ mistrban relationship.O If there were no more
to it than that, art history would be reduced to a series of double biograpp@saf and artist. HirschfeldOs
remark is cited in Martin Warnk&he Court Artist: On the Ancestry of the Modern $iiCambridge: Cambridge
University Press: 1993), 15.

2 For examples, se¢éu Mina, O17 segi In, Sukchong#iTohwad wa hwawnO 17"/ , 0" g« # -

<A [The Royal Bureau of Painting and the court pairitetee 17th centuy Kangjwa misuls&@4 (2010): 141

176; Chang Chinsng (Chang ChirSung), OChbs hwaw n # ky! ngjej k y! k! nQ Sung Lim Kim, OFrom
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Incorporating preceding studies into my analysis, | use the concept of OagencyO to
provide a theoretical framework that encompasses the cultural and social dimensions of the
creation and use of artworks at court. This framework serves as a productive analytical
apparatus to investigate the widespread pattern of the production of court art in the late Chos

dynasty roughly ranging from the reign of King Sukchong (r. 1674-1720) to King
KojongOs rule (r. 1863-1907), the period mainly discussed throughout my dissertation. In

this chapter, | extend my focus not only to bureaucratic institutions but also to human agents,
including the king, queen and royal relatives, government officials, and artists. | examine how
artistic agency was exercised, how it shaped particular artistic practices, and how the network
of relationships surrounding artworks affected the pattern of production and consumption of
court art®® Although my following chapters concentrate on the later half of the dynasty, for
better understanding of the situation of late Chasourt art, | will trace the development of the

administrative system of artistic institutions from the beginning of the dynasty.

2) The Concept of OAgencyO in Chias Court Art

To apply the conceptual framework of OagencyO td Gloosirt art, | want to define

Middlemen to Center Stage: t¥apchikContribution to 19tkcentury Korean PaintingO (PhD diss., University of
California, Berkeley: 2009), 7009.

% There has beernxtensive discussion in the social sciences, known as the OstagemeyO debate. The critical
issues are related to the primacy of structure or agency in shaping betraaror and determining social
phenomena and the tension between agency and sguStwial structure refers to larger and enduring features of
society, which exerts control over human agents. @rother hand, agency refers to individualsO autohmmyake
their own free choice and the volitional nature of human activities. Structoratid Marxism emphasize the
dominant position of social structure that determines human actiors pftéhomenological sociology and
ethnomethodology assert that the individualOs free constreatseaning of society. However, as indicated by most
branches of sociology, the relationship between structure and agencypiecentary. Society forms the
individuals who create society and structure constrains and enabley@geactivityFor various sociological
discourses on structure and agency,Re& Sztompka edAgency and Structure: Reorienting Social Theory
(Yverdon, Switzerland: Gordon and Breach, 1994).
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certain terms related to art production. According to Alfred Gell, Oan agent is defined as one
who has the capacity to initiate causal events in his/her vicinity, which cannot be ascribed to the
current state of the physical cosmos, but only to a special category of mental states; that is,
intentions.® In this definition, he aptly points out three important attributes related to the
concept of agency: capability, causality, and intention.

Agency is an action-centered concept that connotes the ability of a person who has
power and authority to bring about action and to transform one thing into another in the way he
or she wants. A series of an agentOs actions result in certain effects on art objects and recipients
Recipients, or the audience of the artwork, are deemed either OpatientsO or’®agents.O
Recipients as patients are impacted by the agent and the artwork reflective of the agentOs
intention. In this case, recipients play a passive role in art production, but this does not
necessarily mean they are a subordinate group solely influenced by the agentOs intention.
Recipients also have the capability to negotiate and change the meaning of the artwork in
accordance with their ideological and social stances. Recipients as agents are close to a
traditional concept of patron who commands/commissions an artist to create specified works of
art. In either case, an agent has causal responsibility for the existence and characteristics of
artwork and exerts influence on recipients via the artwork. Hence, causality defines the
relationship among agent, artwork, and recipient.

An agent has intentions and subjectivities when he or she wields an effect on art and
recipient. The causal relationship between art objects, agent, and recipient are attributed to this
special category of mental states. The intentions of an agent are necessarily formed within social

and ideological structures because an agent is a social being placed in interactive settings and

31 Alfred Gell, Art and Agency19.
32 plfred Gell, Art and Agency?24.
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within network of complex relationships. The agentOs intention is represented in art through its
artistic expression and form. Although there is a possibility that the agentOs intention embedded
in the artworks goes unnoticed, is lost, or is misunderstood, the viewers are aware that some sort
of agency is at work.

When applying the concept of agency to the production of !@hosurt painting, various
types of agents should be taken into consideration. | discuss bureaucratic institutions as social
agents and persons as human agents. Institutional approaches are useful to thedcleiy,
where the system of art production was clearly defined as part of the bureaucracy and tasks were
undertaken by anonymous professional painters complying with ritual and legal regulations.
Unlike individual patrons, institutions have a mediating function by accommodating the needs of
various agents with differing interests. The purpose and function of such institutions change
according to historical circumstances, yet in general the framework remains stable throughout
the Chosn dynasty and determines the conduct of individuals who operate within its system.

The production of documentary paintings and royal portraits exemplifies the importance
of the role the institutional system play&due to their importance for the state, a group of
court painters and scholar-officials well versed in art were involved in projects of producing
commemorative paintings and portraiture as working-level professionals and as administrators.

The Royal Bureau of Painting as a subordinate organ of the Ministry of Régs ($ )

operated within a complex bureaucratic system under state supervision. Once artworks were
produced for ritual functions, the state statues and ritual protocols strictly controlled their
production, and bureaucrats administered the process. Under these circumstances, art institutions

were able to assert their own autonomy. Not only the Royal Bureau of Painting but also other

% For recent study of kingOs portrait in the Chatynasty, see Yi!$ig-mi, OThe Making of Royal Portraitg;,c')-363
386;! jin "igwe wa misulsaCho Insoo, OTransmitting the Sprit: Korean Portrdithe Late Chds Period,O 565
575;Cho S n-mi, Great Korean Portraits

22



government organs that commissioned paintings functioned as primary agents. However, this
institutionalized procedure of art production did not allow professional paintersO artistic liberty
and thus minimized the individual touch of human participants.

In the second part of this chapter, | analyze the role of kings, queens and royal relatives,
and scholar-officis as human agents of court art. Although Confucian ethics emphasized the
virtue of frugality of the ruler and the function of art as a practical tool to educate people, thus
discouraging the king from making private commissions in art production, the monarch still
played a key role as an artistic ag&rthe king commanded his favorite artist to paint
landscapes and bird-and-flower paintings for his own aesthetic appreciation and enjoyment and
to copy famous ancient paintings owned by private collectors outside the court. He ordered
didactic images relating to historical narratives in order to instruct young heirs to the throne, the
gueen, and consorts and to construct a public persona of him. These paintings were used for
political purposes to express the kingOs agenda and legitimacy. Allegorical paintings with the
kingOs writing on them were used as an effective vehicle for communication between the king
and officials, much like a royal edict or decree.

After suffering internal political turmoil and conflict regarding the succession to the
throne in early Chds, members of the royal family were prohibited political involvement but
they still maintained their social dominance, being financially supported by the state. The
political constraints of the royal relatives turned their attention to self-cultivation through art.
Valuable paintings in the royal collection were gifted to them as a favor of the king, and ancient
paintings were handed down from generation to generation as family treasures. In particular, the

Office of the Royal RelativesChongchOinbuU %), a government body formed to represent

34 For a comprehensive study of the ConfucianOs uadeirsy of the role of art, which dominated Chosociety,
refer to Hong SnpOy& C' , Chod n sidae hoehwa sargkl ti<~ ( [Treatise on the history of painting
in the Chosn dynasty (Seoul: Munye ChOulpOansa: 2004).2B82
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the royal family, was an important agent of court painting. In addition, the queen dowager and
the queen were influential agents throughout the dynasty. Even though their commissions of art
were related to private wishes, such as health, longevity, conjugality, and prosperity of the royal
household, they possessed a certain degree of autonomy under the approval and support of the
king and their male royal relatives.

Scholar-officials, including retainers of the Office of the Censor-Gergagianhwn

)*+ ) and the Royal Secretari&'figj! ngw n, U + ), as well as high-level officials of the

Six Ministries, acted as agents on several occasions. They addressed memorials to the king to
request paintings. The majority of these paintings was purely functional and related to the
performance of their official duties, for example, topographical paintings of strategic sites for
military purpose, drawings of chariots and palace architecture, paintings of Korean scenery for
foreign envoys, and portraits of merit subjects. Sometimes the king sent court painters to
different locales upon the suggestion of provincial government officials. Literati officials
talented in art were summoned to the court to help recruit court painters, to administer the
procedure of art production, and to evaluate paintings. In this case, literati officialsO artistic
agency was exercised in a less defined way, yet they wielded pivotal influence in the production
of court art by initiating the commission.

Last but not least, the court painterOs role should be taken into consideration as the person
who was immediately responsible for the existence and characteristics of the art work. When
examining a court painterOs artistic activities, the suifioral context unique to the CHas

society, wherein an artist may function as a vehicle of the agency of others, must be borne in
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mind 3 Contrary to the contemporary art world, in which artists can be independent and serve as
creative agents with distinct and known identities, most court painters of thenChossty

remained obscure. Court painters were not allowed to leave their names or seals to indicate their
authorship on their product, and many court paintings were results of collaborative work, similar
to manufactured producf8.This fact suggests the relatively weak position of artists in the
dynamics of court painting production.

It is clear that court painters collectively contributed to creating specific artistic formulas
and visual idioms that can be labeled Ocourt painting style.O However, it is difficult to discern
individualistic touches and creativity in paintings officially commissioned by the court. It is also
most likely that the viewers of court art were not aware of the role of the*affifs¢. subject of a
given work of art, or the institutional or human agent behind the production of art, was thought
to have had direct agency in many cases, much more effective than that of the painters. The weak
role of the artist as agent resulted in a collective style of court painting devoid of any personal

artistic creativity. In fact, this collective style served as a visual indication of court production.

% n many cases, court paintavere mainly the executive organs of principal agenth agangban-.  elite and
royalty. Yet, some portion of agency was left to hahthe artist, taking the form of subversion but ptapdeing
rarely in practice. It is challenging tovestigate howcourt painterOs agency operated with/against that of their
superior supervisors and patrons possessing political pavaehigh social status. The theoretical concept of
Osublalternity® suggested by Subaltern Studies @rduging Ranajit Guha and Gayia@hakravorty Spivak,
might be useful to locate court painterOs agen¢yrstructure of subordination. Beyond the notioattcourt
painters are passive and submissive takers of patronOs commilisiaroach helps to restore the absent voice
of non-yangbanclass artisans and to show artists as active agents who ligecaroplex and richer existence than
described in historical texts dominatedymangbanwriters. For further study on the concept, Bemajit Guha and
Gayatri Chakravorty Spival§ekcted Subaltern Studiédew York: Oxford University Press, 1988). | owe my
sincere gratitude to Lothar von Falkenhausen to angvattention to a large body of theoretical literaton
subaltern studies.

% The only exception to the rule that court paistwere not allowed to sign on ceadmmissioned paintings,
known so far, is Kim Hongdo®@s/0 (1745 ca.1806)Kyujanggakl2 { (fig. 1-1).

37 Adapting GellOs concept of Oagency,O Jessica Rawbaesithe weak role of artists in the Chinese odnte
paricularly in the case of ritual portraiture. According to RawsonOs arguméletpvadern Western artistsO agency
was clearly recognized by viewers, Chinese courttpesrwho worked in the workshops regulated by the
institutionalized system did not enjotiatic autonomy. In the minds of viewers, the artiaypd no role as author
of the art. Instead, the emperor, the subject of the portraiteeixagency directly on the recipients of the painting.
For a detailechccount, see Jessica Rawson, OThe Agefneyd the Agency for, the Wanli Emperor,QuitOs
Agency and Art Historyed. Robin Osborne and Jeremy Tanner (Malden, Mass.: Blackwell Pub#i6b&), 95

113.
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In the early nineteenth century, the Royal Bureau of Painting managed by the government
collapsed due to a financial crisis of the state and the growth of a reciprocal economy. These
changes influenced the social status and economic conditions of the court painters, which will be
discussed in detail the last part of this chapter. Many court painters actively engaged in private
commissions to support themselves and produced their art to sell to anonymous customers at
market. Increasing demand from emerging wealthy merchants and middle-class consumers
enabled professional artists to exercise more artistic liberty than their predecessors as
bureaucratic tutelage in the arts was diminished. Court paintersO artistic activities beyond the
confines of the royal palace led to the spread of court culture outside the court and the fusion of

court images and popular culture in the late Chalynasty.

3) Institutions of Painting at the Chod n Court

3-1) Establishment of the Royal Bureau of Painting in the Fifteenth Century

Predecessors of the Royal Bureau of Painting in the!@hshmasty can be fourttle

Department of PaintingdhOaén 34 ) of the Silla dynastp Y (57 BC-668 AD) of the Three
Kingdoms perio7 I . The tradition continued to the Bureau of Painti@h! h\chOaés

438 ) in theLaterSilla period (668-935). The Department of PaintiHgvéguk< 9 ) and the
Academy of Paintingllohwawn g« + ) were two significant government bodies responsible
for the production of artifacts upon demands from the state during thé Hpmasty® :  (918-

1392). At the beginning of the CHasdynasty, the painting acadeMghwaw n was established
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as an official organ of court painting, named after the Kpainting institutior?® It inherited
and maintained many features of the Kofyphwaw n, which had been established following
the imperial-centered painting academy of the Northern Song dynasty (960*1127).
Consequently, following Koty practice, the Chds Tohwaw n existed as a royal institute
closely controlled by the king and his close officifls.

The director ¢hejo;< ) and the assistant proct@y{ ljwa => ) of the institution held

official positions of the third and fifth rank. These posts are relatively high ranks considering the
regulation of the late fifteenth century when the highest position court painters of the Royal
Burea of Painting might expect to attain was the sixth fafke kingOs direct involvement in

the Tohwaw n and the court painterOs appointment to high positions reflect the political
circumstances of the beginning of the dynasty; the institutional and legal reforms and the rigid
stratification based on Confucian ideology introduced as foundation for the new dynasty had not
yet been completely establish&dn this early period, the king and court painters enjoyed a fair

amount of autonomy and agency in the bureau, whereas these were limited step by step by

% The appellation first appeared in teritable Records of King Chgjong,vol. 4, year of 1400, the 4th month,
the 6th day.

39 The institutional system of the KdryTohwaw n is discussed at length by Q ifgsam” 2 , OKory #i

hwaw! n kwa hwasa: Song che wapigyo # chungsim#roO@A) < +Y < B:CD -) EF é « GHI

[The royal institution of paintingrel court painters in the Korydynasty: A comparative study with the Imperial
Painting Academy of Northern Sond/isulsa hakp®5 (2010): 213246.

“OThree top officials and théhief Royal SecretaryGhisinsaJKL ), who were the most prestigious bureatsra
assisting the king in his vicinity, were appointed as tihecttbr and deputy director in four organs among many
royal institutions. They areasunbuDg % andinsubuMN % in charge of affairs of the crown prince, the Royal
Secretariat, andiohwas . With ther focus on the courtpsunbu, Insub@andS'ngj! ngw! n were the core organs
staffed with officials close to the king and thus welaced under the strong influence the king. Congidettie fact
that officials closest to the king occupied directorshipaiwad , Tohwas is likely to have been a royal institution
directly controlled by the king, along with the aforementioned threedtistis. For details, see Kang Kwansik,
OChobkn sidae Tohwdshwaw n chedo@8e: ¢,A 9 WG¢ [The court painting system ofafChosn
dynasty, in Chog n hwaw n taej} n, 261-265.

*Kang Kwansik, OChba sidae TohwdsO262-265. Although the limitation of promotion of court painter was
codified intheKy! ngguk tagjn & Z ! [National Codgcompiled in 1484exceptions were made thughout the
dynasty by favor of the king.

*2For a study of the structure and composition of reémffficialdom and the bureaucratic system in @4 n
dynasty based on Confucian ideology, 3ekn B. DuncarnThe Origins of the Chds Dynasty(Seattle:University
of Washington Press, 2000).
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officials mediating ritual protocols and bureaucratic procedures from the mid-fifteenth century
onward.
In order to emphasize governance through Confucian ritual and the bureaucratic system

the affiliation of the painting bureau was transferred from the Ministry of Wé&ksgjoO$ )

to the Ministry of Rites in 140% This reveals the Confucian idea of art as a tool for performing
proper rituals and for edifying the people to comply with Confucian ideology, suggesting a
departure from the old Kotrysystem. As government organizations were reconstructed based on
political principles centering on the dominance of civil officials in the mid-fifteenth century, the
power of the king and court painters decreased significantly. The position of deputy director

(Siran pujejoPQR;< ), which had been held by high officials above the third rank, was

abolished and a Minister of Rites concurrently served as the director of the Hureau.

From the reign of King Sejong_ (r. 1418-1450) in the early fifteenth century onward,

court painters were more and more controlled by civil and military officials and regarded as mere
OtechniciansO occupying a lower status. Court painters were no londefalitiib fifth-rank

position of the bureau. Instead, literati officials occupied the position and managed the
examination, evaluation, and education of court paifitéFae exclusion of court painters from

the practical operation of the bureau led to the downgrade of court painters to an inferior status,
which meant that they were excluded from the mainstream of bureaucratic advancement. This
development continued into the late fifteenth century and was completed by the change of the

name of the institution. Its suffix was changed fromrOw,O used for a fifth-ranked

government organization, tol @s,0 for a sixth-ranked bureau, during the reign of King

“*3Veritable Records of King TOaejomgl. 9, year of 1405, the 3rd month, the 1st day.

“*4V/eritable Records of King Sejongpl. 32, year of 1426, the 5th month, the 21st day.

“5Veritable Records of King Sejongpl. 69, year of 1435, the 9th month, the 3rd dégritable Records of King
Sejo,vol. 1, year of 1455, the 7th month, the 5th day.
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Chl ngjongS b (r. 1398-1400), and the name of the painting bureau betameas.*® This

name and marginalized status were maintained throughout the rest of the dynasty. The change
was codified with the promulgation of tiNational Coden 1485. It implicates a victory of high
officials in their competition for hegemony in art over the royal court as represented by the king.
TheNational Codaletails the structure and organization of the bureau, and the
recruitment of court paintefé The positions of the bureau are divided into two categories:

regular official posts in the capitddyf nggwanjikTUV ) and miscellaneous posth@pchik
WV ). The three supervisor positions of higher ranks, one director and two deputy directors,

were held byyangban while the lower, vocational positions were assigned to court painters who

belonged to a class of secondary status, also knoemuagin(u M middle men), since the

seventeenth century. The Minister of Rites, or at times the Minister of Works, concurrently
served as the director, and literati officials from the Ministry of Rites, with few exceptions, were
appointed to a sixth-rank position in order to supervise the painters. The early fifteenth-century
still witnessed eminent court painters who stepped into the regular system of civil service by the

kingOs exceptional promotions, as seen in the case of'/Arf K and ChOoe KpgYz .8

However, it became almost impossible for a court painter to receive a rank higher than the sixth
grade since thBlational Codeof 1485 articulated the upper limit of a court painterOs rank.
Regular professional staff of the bureau consisted of twenty court pamiens f

A ), fifteen student painters\yahak saengdo [ ~ \ ), five slavesn-attendance and two

servants, and two craftsmen for mounting. Of the twenty court painters, only five maintained

8 The term Tohwas first appears itVeritable Records of King Chgjo, vol. 4, year of 1400, the 4th month, the
6th day.

*" Entry in The Royal Bureau of Painting: OOfficial posts in the capitMiscellaneous posts®eénsonnel code,
K! ngguk ta€jn, vol. 1.

“8 An Ky! n held the military title of Brigadier Generalqgun in the senior fourth rank, and ChOoé mg/who
gained a position in the senior third rank.
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salaried positions: one sixth-ranked principal draftsmsamhivaC< ), one seventh-ranked
principal painterg nhoeCu ), one eighth-ranked draftsmamrasa<~ ), and two ninth-
ranked paintershpesall~ ). As the system restricted the promotion of court painters to the

sixth rank, many painters who had already reached the sixth rank departed from the bureau. To

avoid the loss of experienced painters, positions for retiring paiyiagsé hwawn]* <A )

were arranged, and three salaried posts from the military division (one each from the sixth,
seventh, and eight ranks) were allocated to these artists during the reign of King*5ejong.

Painters were recruited through examinations in five painting categories, of which the
candidates chose two to be tested in. Bamboo was the top-ranked, landscape ranked second,
figures and bird-and-animal paintings were listed third, and flower paintings were placed at the
low end>® The hierarchical order of the five genres and the top priority of bamboo painting
reveal that the institutional system was shaped by the aesthetics of scholar-officials in favor of
Northern Song ideas of literati paintifgFifteen young boys selected for apprenticeship in the
bureau became qualified candidates for the painting examination after receiving training for a
number of years.

In Chod n society where art production was part of the complex bureaucracy of the court,
how did the agent operate? Although the king influenced art production to a certain degree, he
was only able to access court painters through the mediation of the civil officials in the Royal

Bureau of Painting. This administrative procedure involved dynamics of competition and

*9veritable Records of King Sejongear of 1429, the 11th month, the 23rd daghapchik6¥ Yij! n_4

LPersonneI coden K! ngguk ta€jn, vol. 1.

%Entry in Towhas, in OKy nggwanijikO; OChapchjk®K! ngguk taejn, vol. 3. Before the promulgation of

K!' ngguk tagjn bamboo painting was a subcategory of flower painting but it emerged moghémportant topic of
the painting examinations.

*1 Su Shi (10371101), in particular, was a role model for the cultured elite o€thed n dynasty. For the
significance of Su ShiOs theory on art in the Ohdgnasty, see Burglind Jungmann, OSin SukjuOs Rectire o
Painting Collection of Prince Anpyeong and Early dosantiquarianism,@rchives of Asian A1 (2011): 107
126.
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negotiation between the king and bureaucrats within an institutional framework which shaped the
protocol and style of court art. It is difficult to determine who exerted primary agency in this
process since it varied depending on social, political, and cultural interactions between personal
agencies and the system involved in art production. However, it is obvious that the Chos
dynasty aimed to establish the Royal Bureau of Painting as an official government organ
operating within a larger bureaucratic structure, rather than an organization to provide for the
kingOs personal demands. Thus the modes of operation of the Royal Bureau of Painting within
the administrative system are characteristic of the Ghbareaucracy with Neo-Confucianism

as its official state ideology in the way they emphasized the role of civil officials and diminished

the autonomy of the king and the artistic flexibility of the court painters.

3-2) The Reform of the Royal Bureau of Painting in the Seventeenth Century

The Japanese invasion of 158j{n Waeran' A ab ) and Manchu attacks in 1627
and 1636 Chl ngmyo Horarcdeb andPy! ngja HoranYce eb ) devastated the Korean

peninsula. They resulted in political turmoil and economic deterioration. In addition, in their
aftermath famines and epidemic diseases led to further impoverishment. The government-
imposed austerity budget caused by the worsening deficit forced a number of court-sponsored
artistic activities to be discontinued. For example, the production of kingsO portraits and New

YearOs paintingsghwaf < ) were abandoned until King SukchongOs reign and painters were

excluded from delegations dispatched to China in the seventeenth Géitimy.Hy! njong

2 production ofNew YearOs paintings ceased in the reign of Kidgjepgg _ (r. 16591674) and kingOs
portraits were no longer created in the rule of Kihgj8h b (r. 15671608). During the reigns of Kings
Hyojongi _ (r. 16491659) and Hynjong the dispatch af court painter as envoy to China was discontinued to
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issued a decree to reduce the salary of minor functionaries in 1662, which aggravated the already
strained financial situation of court paintdt$acilities of the Royal Bureau of Painting that
boasted of a fair-sized building of 8&&@nin Ky! npOyong distriétjk (present-day
Kwanhun-dong of Chongno-gu) in the middle of the capital were burned in the wake of the
Japanese invasion. The building remained destroyed and King Sukchong bestowed the site of the
bureau to his younger sister, Princesd MyOare{ Im , 1667-1687), in 1676. Consequently,
the bureau temporarily used vacant government buildings and a house confiscated from people
executed for political reasons until an offidimilding was constructed in the Taep@ydistrict
a jk  (present-day Suha-dong of Chongno-gu) in the southern part of the capital in the early
eighteenth century’

The governmentOs effort to restore the facility started with securing the position of

teader kyosuno ) and adjunct teachek!(m kyosypno ) to train apprentices during King
InjoOs reigdb  (r. 1623-1649§° With King SukchongOs support, the creation of royal portraits

and New YearOs paintings were recommenced and many policies were implemented to improve
the working condition for court painters and to nurture young taléfitsese included offering
salaried positions and promoting court painters to a higher rank. Additional wages for three court

painters were created in 1689, and servants and two paid positions of sixth-ranked administrative

reduce expenses. For a study of the deterioratioreafoyal painting institution in the middle Chosdynasty, see
Yu Mina, 017 segi In, Sukchong giO (2010); 148

3 Revised Veritable Records oing Hy! njong, vol. 6, year of 1662, the 1st month, the 16th day.

*Yu Mina, 017 segi In, Sukchong gi,O 11467

5 The title ofky! m kyosufirst appears itS'ngjl ngw nilgi, U +qr  [Daily Records of the Royal Secretaljat
year of 1625, the 9th month, the 18th day. According to this record, Yi Jm@pyeinted as a joint teacher of the
Royal Bureau of Painting.

*5The number of court painters increased steadily tdsvthe late eighteenth century. While Miational Codes
gives the number of court paintes 20, it increased to 30 Faej n tOongpOys4tu [Comprehensive National
Codg in 1785. New YearOs paintings were commissioned again in 1689 in eepansetition by court painters.
SeeChang Chinsng, OChds hwaw n#i ky! ngjejl k y! k! nQ 297; Hong $npOyo, OHwaw #i hy! ngd ng kwa
chikmu mit y khal$,9) vrY w¢ x |y [The emergence, role, and activity of court paifter€hod n
hwaw n tae} n, (2011) 297.
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assistantgagwa)z ) were added in 1692 to the Royal Bureau of Painting. The position was

given to painters who reached the sixth rank and thus had to depart the bureau. The
establishment of salaried positions provided an incentive for experienced painters to stay at the
bureaw’’ Some painters who created royal portraits were awarded with the sixth-rank position of
sagwaor even promoted to higher military positions of third- or second-grade ratiking.

Only ten out of twenty court painters received regular salaries while the rest of them were
given a per diem and meals only for the days they worked during King SukchongOs reign. In the
late eighteenth century eleven of thirty court painters took turns receiving a salary in every sixth
months>® Consequently, many skillful court painters left the bureau because of financial
difficulties caused by the lack of paid positions. To solve this problem, the government added

more salaried positions and established the OPainters at Military Posts@Kungwarn B{
U ) system , which dispatched painters from the Royal Bureau of Painting to administrative and

strategic points in local are8Military official titles were given to these court painters and they

*"1n 1682,Nam Yongik|}~ (16291692) suggested thfive more paid positions should be secured for the
Royal Bureau of Painting, yet his proposal did notaralizedue to the lack of finances. It was not until 1689 that
financial resourcefor three court painters were securkd1690 seven or eight official slaves were allocated
assist in daig chores for the bureakior further study of supportive polices for the Rdyareau of Painting in the
reign of King Sukchong, see Yu Min@17 segi In, Sukchong gi,67-165.

*8 Exceptional promotions and remuneration offeredainters of royal pdraiture continued for the rest of dynasty.
Paek nbaes€e (1820~?)yeached a junior first rank when he painted a royal pbntrd900. Court painters
who attained positions higher than third rank asted in Pak Cimghye, Oigwe # tOonghaéson Clod n sidae,O
215217.

%9 Chang Chinsng, OChds1 hwaw n #i ky! ngjej k y! k! n,&297; Hong $npOyo, OHwaw # hy! ngd ng kwa
chikmuO 338339. The salaries of court painters and their economic conditionsligreigcussed in the last part of
this chapter. Sethis chapter77-83.

®This is different from the honorary military rankiven to court painters from the beginning of theasty as an
award for special merit. TH@Painters at Military PostsO system has been exXjmaezent studies by Yi Hunsang
q, V andYiHy nchugxO . See YiHynchu, OChos hugi TOongjéyg hwaw n yl nOgurs#"  (jk*

"YW (fD, ),9 (A )f, (op )], Ch kchOong nonchOqag07):289-327; Yi Hunsang, OChba hugi
chibang hwawn # kwa k# chedo, Krigo yidul # chibang hy ngsanghwa@8#" ¢ ... Tt ,9%Y &

We .+ "@ g%) ¢ ...v V, [Painters dispatched to local areas, the systemedPdlinters at Military Posts,
and theirconfiguration of local areas in late Chasdynasty, Tongbanghakch{2008): 305366.Since the sixteenth
year of the reign of King ¥ngjo (1740), about twentgne court painters were annually sent out to military and
provincial government offices. Thisag stipulated in th€omprehensive National Codé 1785, and detailed
regulation and enforcement acts were recorded iivtikeh n chorye%.4S<  [Regulations for the six boardsf
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thereby received regular wages from provincial governments. The system was partially initiated

in 1703, then expanded to encompass the whole country during KimgjoOs rulge&} (.

1725-1776), and it continued until 1894, when the Royal Bureau of Painting was abolished.

3-3) The Establishment of OPaintersi-waiting to the CourtO in the Eighteenth Century

Royal patronage of painting and the rulerOs direct involvement in supervising production
and in training court painters reached its zenith in the reign of Kihgdjt while he established
the OPainteris-waiting to the CourtO system in 1783. Painirenwaiting were affiliated with
the Kyujanggak, which functioned as the royal library, a major political organ for academic and
policy research, and the center for government publication. Corresponding with the cultural
policy of King CH ngjo, Paintersn-waiting of the Kyujanggak were involved in publication
projects directed by the king, for instance, by drawing the line-grid for the text of court-
sponsored books and designing illustrations for woodblock Print.

The establishment of a painting institution under direct control of the king can be
understood as part of a series of reforms made by Kihgdjhin order to transfer power from
a bureaucracy, which was dominated by factional strife, to the monarch. Until the system was
abolished in the late nineteenth century, a total of 103 court painters held posts asiRainters-
waiting to satisfy the demands of the king and of his closest courtiers. The ten most outstanding

painters were recruited from the Royal Bureau of Painting based on the results of a special

1865.

®1 For a comprehensive study of the OPairitersaiting to the Court®ystem, seang Kwansik,Chos n hugi
kungjung hwawn. Participation of the Painteis-waiting in designing governmesponsored woodblock prints are
described in Yi Hyegyng? &« , OChngjo sidae kwanpOanbon pOanhwd®gs bl° UZ « Z< op

[Study of governmetrsponsored woodblock prints in the reign of King 6jo], Misulsa y nOg20 (2006): 237
272.
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examination organized by the king and Kyujanggak officials. Being exempt from ordinary duties
imposed on painters of the Royal Bureau, Paintegaiting undertook significant tasks
commissioned by and related to state rituals presided by the king. They were responsible for
paintings of royal processions and court ceremonies as well as illustrations of royal protocol,

called"igweKL . Furthermore, the kingOs portraits, which had been done by painters of the
Superintendency for Painting the KingOs Poraibg tosa togarafgHIJ ), were hence

created by Paintefis-waiting *?

King Chl ngjoOs attempts to reform the court painting institution led to a number of
changes in its organization and its function within the larger administrative structure. While the
Royal Bureau of Painting, under the control of the Ministry of Rites, was located outside of the
palace grounds and thus was even physically difficult to access by the king, Raimtaitsag
were directly involved with the king and his close officials, working at a subsidiary facility of the
Kyujanggak near Injng Hall of ChOang Palace. Thus they were able to respond to the kingOs
requests immediately. While the king was not allowed to address court painters of the Royal
Bureau of Painting without procedures administered by the Ministry of Rites, the king
commissioned paintings at his disposal under this new system. The painters were selected and
appointed by consent of the king. In addition, the king reeducated these painters through a
special examination known akkchOwijaée’ salaried post selection), which was held
every three months. The Paint@nsaaiting were requested to submit their paintings on given
topics, and the two painters who scored highest in the examination were rewarded with the

additional salaries of one sixth-rankembwaand one seventh-ranked administrative associate

2 Kang KwansikOs research is the standard referengebb#rén his excellent account of the operatiayasitem
and through his analysis of its impact on gidifrends in the late Chbs period. See Kang Kwansi€hod n hugi
kungjung hwawn, 27-136; 511612.
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(saj ng)S ). The examinations were executed and graded by the king himself and his core

officials at Kyujanggak, unlike the examination for the Royal Bureau of Painting, which was
managed by the officials of the Ministry of Rites. Consequently, the implementation of the
Paintersin-waiting system marks a watershed in the production of court painting. It suggests that
the central operating body that held hegemony over art production changed from bureaucrats of

the Ministry of Rites to the king and his close officials.

3-4) Government Organs as Agents of Court Art

In addition to the Royal Bureau of Painting, which was directly involved with the
production of art, there were a number of government bodies that exerted agency on court art,
such as temporary offices in charge of the preparation of court events and rites kimyamas

(I3 Superintendency of State Rituals and Events), central and provincial government offices,

and military outposts. Although the production of art was not a major concern of these
government agencies, their tasks required visual material and they thus acted as agents by
commissioning and using paintings, charts, sketches, and maps.

It was customary to establishagamat court under royal auspices prior to the
commencement of a state-sponsored construction project or the implementation of major court
rituals and ceremonies. Occasionstimyamincluded the following: the construction of palaces
and royal tombs; the compilation \@éritable Records of the CHasdynastyChod n wangjo

sillok jk2j P’ ) and national codes; the production of kingOs portraits; court ceremonies for

sericulture and agriculture; royal weddings; investitures; funerals; awarding posthumous titles for

the king and queen; royal banquets; and the granting of honorary titles for loyal officials. Among
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these many court events, thtegam Superintendency for Copying the KingOs Portraits

(Y! ngj! ng mosa togare FGHIJ ), Superintendency for Painting the KingOs Portraits,
Superintendency for Merit Subjectsdngsin togant” [J ), are important in relation to the

focus of this chapter since their primary duty was to produce portraits of the king and of high
officials who were honored for their loyalty.

The task of painting portraits of kings and merit subjects was considered more important
than that of, for instance, drawing of ritual objects, or palanquins, textile designs for book covers,
or on-site sketches for the construction of palaces and tombs. Therefore, the king and high
officials paid more attention to the recruitment and selection of portraitists. In particular, the
kingOs portrait was remarkably significant not only because of its efficacy as a ritual object in
ancestral worship but also for its symbolic meaning associated with the sovereignty of the ruler.
Skillful painters of the Royal Bureau of Painting, professional painters with a local reputation,
and the most talented literati painters were recommended by the king and high officials in the
swperintendency and then summoned examining their §ills.

Similarly, portraits of merit subjects were executed by painters of the Royal Bureau of
Painting or locally known masters. If the sitter of a portrait held a post outside the capital, court
painters were dispatched to his residence for a sketch, or local painters and minor functionaries

in the local government were employed. The Superintendency for Merit Subjects and the

83 professional painters were supposed to copy paréinerit subjects for the examination and basethe
results of the test held positions of master paimssistant painter and attendant painter, respecti@ligerati
painterO refers to painters of grmngbanclass who did not necessarily hold a government positiogy Were
assigned to be directors of superintendencies or to propsiidns without examination. For examplitetati
scholarsCho ChiunB «— (16377?) andCh! ng Yusing— ™ served as proctors in the production of King
TOaejoOs portrait in 1688 and King SukchongOst ozl 3, respectively. Kim Chinkys §  (16581716) was
appoirted director otogamfor painting King SukchongOs portrait in 17I8e selection process and the role of
professional and literati painters in painting kingOs portraits tiéeden Yi 9 ngmi, Chod n sidae! jin kwangye
togam 69-83; Cho Insu, OChbswangsil e 5 hwalyak han hwawn #: ( jin chejak# chungsim#roO78

TeoA E® 9% :MN WXe « GHI E& [Chodn dynasty court painters and royal portigiis

Ch! sl n hwaw n taej n, 285290.
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Department of Merit Subject€hOunghunbiY% ) which was in charge of the service for

merit subjects and their descendants were conventionally responsible for administering the
production of the loyal officialsO portrdits.
Upon the completion of state rituals and projects, the Office of Royal Protocol

("igwechbhgKL ) was established to publi$igwe, comprehensive records of every detail

of the performed rituals and implementation of projects. Court painters were usually included in
the office and charged with drawing and painting; they drew vertical lines for texts and painted
illustrations of'igwe They produced various images to be included as complementary visual
material in"igwe, for instance, of ritual objects and of the buildings where the events were
carried out, in addition to illustrations of royal processions, and depictions of scenes from the
event. Moreover, court painters produced commemorative paintings to document court events,
which were later distributed to the king and other major participants of the Puals.

Court painters worked to satisfy demands not only from the vaiogasn but also from
regular offices of the Six Ministries. The officials commissioned paintings and drawings, most of
which were produced for practical purposes related to their official tasks. For example, the
government offices responsible for national defense and state rites commissioned topographical

paintings and maps of military camps and strategic points, paintings depicting auspicious sites

% For a study of the role dhe Superintendency for Painting MeSibjects and the Department of Merit Subjects in
producing portraits of merit subjects, see!kmHy! ksanj¢£ , OChdsn chunggi Nokhun togarigwe wa
kongsin hwasang e kwanhahnOgik 0" =Y  IJKL ¥ - " 3o I 3 op [A study ofRecords
of Meritorios Deedsind portraits of merit subjects in the rithos n dynasty, Misulsahak ynOg8 (2004): 6392.
%5 Commemorative paintings weremmissioned by government officials to foster comrageshiong the
participants at the beginning of the dynastgwever, this convention notably changed in the eighth century
during reigns of King YngjoOs and Chgjo. Instead of private funding, gavenent funds were used in the
production oftommemorative paintings and the king directly engaged in the &siom. This indicates a radical
change in agency from scholatficials for the purpose of private memento, to government and king fqolhial
purpose of expressing royal authority and prospefitge commission and purpose of commemorative paisiimg
the Chosn society will be thoroughly discussed in chapter 2.
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for the selection of royal tombs, and drawings and illustrations for reports to th¥ King.

Ministry of Taxation Hojo 8% ), responsible for collecting local tributes to be used for the

diplomatic exchange with foreign countries, also had painters create a design pattern of dragons
for a straw mat presented to the Chinese emperor and distributed them to the produciag region
in order to ensure the quality of the prodtfcAlthough the kingOs approval was required for the
commencement of paintings, government officials held the initiative to mobilize court painters.

In some cases commissioning paintings was left to the officialsO discretion. For example,

the Office of Special Counselodlddgngmungwari'© ) summoned court painters to copy

King S! njoOs calligraphy that had been bestowed to the Btitidactic paintings such as a

~

screen ofilial Piety i " * @ and a painting oMonthly Duties of Farming—~ g were

commissioned by scholars of the Office of Special Counselors and the crown princeOs tutors in
order to offer them to the crown prince and the king for instructive purpbSesh didactic

paintings were commissioned to present illustrious anecdotes of devoted sons and the daily lives
of commoners in order to inspire filial piety in a young heir to the throne and remind royalty of
the hard labor of the common people. Even though there are no records on the painters of these
two works, we may presume that painters of the Royal Bureau of Painting produced such
paintings for royal perusal. Many government authorities mobilized court painters at their
disposal, often keeping the painters from conducting their official duties. King KwanghaegunOs

-®  (r. 1608-1623) decree issued in 1618 to prevent arbitrary summonses of court painters by

% veritable Records of Kintnjo, vol. 41, year of 1640, the 8th month, the Ziag; Veritable Records of King
Sukchongvol. 30, year of 1696, the 12th month, the 25th §agyjtable Records of King Chgjo, vol. 12, year of
1781, the 7th month, the 23rd day.

" Daily Records of King Kwanghaegwnol. 103, year of 1616, the 5th mhnthe 16th day.

%8 \/eritable Records of King! §jo, vol. 61, year of 1573, the 4h month, the 14th day.

®9Veritable Records of King TOaejomgl. 26, year of 1413, the 12th month, the 13th d&yjtable Records of
King Sukchongvol. 13, year of 1682he 4th month, the 11th day.
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high officials attests to the fact that unauthorized use of court paintings by high government
officials was prevalent at the tim@.

Finally, military posts and provincial governments where painters were dispatched were
government organs involved in commissioning art. Since the establishment of the OPainters at
Military PostsO system in the early eighteenth century, twenty-one painters residing in the capital
city were sent out to provincial governments for two year-terms. On completion of their duties,
the painters returned to the court and continued their work there. A question requiring further
study is whether their experience with local culture and customs might have influenced their later
artistic activities in the capitat.

These painters were responsible for making maps of counties, charts for military drills,
drawings for submission to higher officials and the king, and decorative and commemorative
paintings for provincial governors. Their works were largely done in response to two agencies,
the central government and local authorities. The paintings ordered by the central government
were mainly landscape paintings of the provinces and scenes of the customs and the daily life of
local people. These were produced for the king, who wanted to observe the situation in the
different regions of his kingdom. For example, Kingngjo ordered the governor of Kggsang
Province to submit landscapes of Yean Township and of Tosan Private Academy in 1733. He
also requested landscapes depicting local scenic sites from the governor ot igugwince
in 17717% Because these were commissioned by the king, they were probably made by the court
painters dispatched to those local governments. In this case, the king and central government
played a significant role as the primary agent.

On the other hand, local administrative bodies commissioned paintings as visual

" Daily Records of King Kwanghaeguwol. 128, year of 1618, the 5th month, the 10th day.
" See Yi HunsangDChokn hugi chibang hwatn,0830-366.
"2Yi Hunsang,OChokn hugi chibang hwatn,0337-338.
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supplements to attach to their reports to the central government institutions. In particular,
sketches of construction sites were made as a reference for state construction projects. These
painters also participated in state-sponsored construction project, such as building a pavilion in
Hamh#ng Palace, establishing steles at the historical sites and royal tombs, and restoring
ancestral shrines in local areas. Creating maps for military purposes, New YearOs paintings, and
screens depicting the topography of the region to embellish local offices were their most
important tasks. Paintings of the provincial governorOs inspection tour are examples of art done
by these painters in compliance with the local authorityOs request. These paintings make
magnificent spectacles of the governorOs procession in order to display his authority aftl power.
Occasionally, paintings commissioned by local governors were presented to the king to express
his loyalty and to eulogize the kingOs viftue.

The system of the OPainters at Military PostsO sheds light on the multiple interactions of
the central government with local administration and on the dynamics between local and central
organizations as influential agencies of art. The study of this system questions the prevailing
view of a court-country dichotomy and of a unilateral flow of influence from center to periphery
by revealing the interplay between the court and wider spheres of tastes, materials, and personnel
and capturing the shifting, negotiated, and multivalent dimensions of cultural production
simultaneously executed in central and regional districts. Significantly, it modifies our

understanding of court paintersO official activities beyond the confines of the palace.

3Yi Hunsang,OChokn hug chibang hwawn,339-345.

" For instance, the governor of Hamayg Province, Cho Byngsik had Cho Chungmuk, a painter dispatched to the
Hangy ng provincial administration, paint tialace of Hamhng +4& + g (fig. 1-2) where the founder of the
dynasty, King TOaeb  (13921398) had resided before his enthronement. This painting was produced in 1890
to celebrate the achievements of King TOaejo and the birth of male repahgff After its completion, it was sent

to the king. This piece is now owned etNational Museum of Korea. The inscription reading OA Painter at
Military Post of Hami#ng, Subject Cho ChungmuR&{U <A 7 B2 | onthe lower left corner of the
painting, indicates this painting was done by a court painter dispatchqut¢wincial goverment office. Cho
Chungmuk was an artist versed in landscape, figamdsish and crab paintings. He was known as eestuaf Kim

Ch! nghtti (1786-1856).
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4) Members of the Royal Family and Literati Officials as Agents of Court Art

4-1) The King as an Agent of Court Art

The court was an institution with many internal tensions, in which the king, queen and
royal relatives, high officials, and minor functionaries were involved. Among them, thevasg
positioned as the central power of the dynasty at the top of the bureaucratic hierarchy. The king
as a recipient of the Mandate of Heaven theoretically was endowed with absolute power to rule
over the state and decide all state affairs. He played the primary role in state affairs such as
policy making, administering laws, recruiting officials, and presiding over court ceremonies.
However, this did not mean the king wielded such absolute power in reality. All aspects of the
kingOs life were open to the potential scrutiny and critique of officialdom, and every aspect of the
kingOs exercise of power was checked by literati officials. Just as in the case of politics and
economics, the power of the king in exerting influence on artistic developments depended on the
strength of his position at court and on his personality.

A strong king was also an influential agent and decision maker in the realm of art. Kings
commissioned landscapes and bird-and-flower paintings for their personal appreciation and
collected famous ancient paintings. For educational and political purposes, the king
commissioned didactic images of historical narratives. However, the kingOs commissions were
monitored and sometimes criticized by bureaucrats. The emphasis Confucian ethics placed on
frugality and morality in a ruler and the Confucian view of the function of art as a tool to educate
men and to reform society discouraged the kingOs private engagement in art production. In many

cases, the kingOs private commissions of art were considered an indulgence in pleasure and
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indolence resulting in corruptidi. The king was able to mobilize resources for artistic activity

and commission paintings according to his wishes if he complied with the regulations and
administrative procedures provided by the bureaucratic system. If the king ignored the rules and
commissioned paintings at his disposal, he was censored by a surveillance organ.

The king exercised agency in art in his public and private capacity, which was not
necessarily clearly delineated but inevitably interactional. The king utilized art to establish his
social and political persona as Son of Heaven and virtuous ruler in public and he commissioned
works according to his interest in art. In his public capacity, the king exerted his agency through
the administrative procedures, the way acceptable to his ministers, while for private use he would
personally summon his favorite court painters to his residence and order them to produce
paintings that satisfied his artistic taste.

The preferable way for the king to commission paintings was that authorized government
agencies would convey the kingOs orders to the Royal Bureau of Painting and administer the
production of paintings. Theoretically, the king was neither supposed to directly contact court
painters, who were low-ranked functionaries, nor to engage in the production of paintings, which
were disdained by literati officials as the vocation of craftsman. As the Royal Bureau of Painting
was a subordinate institution supervised by the Ministry of Rites, a high official of the
ministryNin particular, the Minister of Rites who was assigned a concurrent position as director
of the Royal Bureaufdcied as an intermediary communicating between the king and court

painters’® In addition to the mediation of officials from the Ministry of Rites, the Royal

“Hong S npOyoChod n sidae hoehwasa ron92205.

" veritable Records of King TOagjol. 3, yeanof 1402, the 4th month, the 23rd dajgritable Records of King
Sejong vol. 80, year of 1438, the 2nd month, the 19th @mjily Records of King MsanOguwpl. 13, year of 1496,
the 3rd month, the 26th day; vol. 20, year of 1496, the 12th month, trdagn@omparing with the Chbs kingOs
agency in the production of art, the emperor of the Qing dyr{46441911) exerted relatively a strong power by
his direct engagement in educating painters and supervising productionidalpgrimperial patronage of art and
direct involvement by the ruler in the production of art reached itshzender the reign of Emperor Qianlong (r.
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Secretariat took care of the kingOs orders for pairftit@jgen that it was customary for all of
the kingOs official orders to be delivered to the concerned authorities through the Royal
Secretariat, it is not surprising that the kingOs request for paintings was also transmitted to the

Royal Bureau by them. Occasionally eunu@is@j! nsaek’'n ) from the Department of
Eunuchs Kaesibut ] O ), who usually ran miscellaneous errands for the king, also served as
go-betweens in the production of court paintiffys.

Other than the above-mentioned officials, royal lecturers and prestigious courtiers from

the Hall of WorthiesChipOynj! n - e ) and its successor, the Office of Special Counselors,

also engaged in procuring court paintings on behalf of the’RiRgr instance, King Sejong

ordered Pak POaengng ! (1417-1456) and Yi Ka@ © (1417-1456), sixth- and eighth-
ranked officials of the Hall of Worthies, to compile a commentary on Emperor Xuanzongr.
712-756) of the Tang dynasty and his favorite consort Yang Gui#é4 (719-756) and to add
illustrations to the compilatioff. While attending a royal lecture, Kind ®&jong@_ (r. 1469-

1494) ordered the paintings BheOdes on the State of By g andPainting of a Busy Life

AA g for the didactic purpose of instructing royalty on the life of commoners in order to evoke

17351799). For his poignant role as an agent, art collector, connoisseuaséerdaker in Qing court art, s€aou
Juhsi and Claudia BrowrThe Elegant Brush

""Veritable Records of King Chungjonepl. 32, year of 1537, the 4th month, the 7th dégritable Records of
King Myl ngjong vol. 26, year of 1560, the 6th month, the 2nd day.

"8 \/eritable Records of King Miygjong vol. 26, year of 1560, the 6th month, the 2nd déaritable Records of
King Sukchongvol. 3, year of 1675, the 4th month, the 16th day.

" The Hall of Worthies and its successor, the Offit8pecial Counselors functioned as a significatitipal
strudure for academic and policy research to search out administrative ahgrdegedents, to author major state
documents. Thus it undertook the role of an advisory organ to the king. Asigteskionsultative body, the officials
prepared the royal lecturin which the king studied Confucian classics and literature with them and selicipsp
The historicallybased tales from Confucian texts were foci of their discussiorthaerekemplary conduct of
virtuous monarchs and culpable behavior of vicious emperors were frequtadlyocaddress current political
issues.

80 v/eritable Records of King Sejongpl. 93, year of 1441, the 9th month, the 29th day.

44



the ruler®s sympathy for their difficult lieaVhen King Sukchong wanted screens depicting
eight virtuous and eight vicious Chinese emperors in 1691, he ordered the Office of Special
Counselors to oversee the production of the painffhgs.

Didactic paintings of Chinese historical figures and those based on Confucian texts
became popular, and the king commissioned many paintings of these themes, usually initiated by
a faceto-face interaction between him and officials during the royal lecture. At first, these
paintings were produced for the kingOs aétivation and reflection, but their function reached
far beyond. After a painting was completed, the king ordered his officials to compose poems
related to the theme and to inscribe them on the painting. In turn, the officials were rewarded by
the king®® In this process, paintings were displayed for the king and his close circle and served
as a medium for interaction between the king and scholar-officials.

The tradition of commissioning didactic paintings depicting Chinese historical figures
and illustrating Confucian texts continued into the late Ch@®riod, but their meanings and
functions changed in the reign of King Sukchong. Along with their didactic narratives, these
paintings were used to propagate the political agenda of the king and strengthen royal authority.
An important example i& Boat and WateAA g commissioned by Sukchong. According to
the Veritable Recordsthe king instructed a court painter to produce this painting and then
showed it to two political rival®' In his colophon, King Sukchong explained the symbolic

meaning of the motifs, thus expressing his view on the righteous relationship between lord and

81 Veritable Records of King! 8gjong vol. 62, year of 1475, the 12th month, the 25th day.

82y/eritable Records of King Sukchongpl. 23, year of 1691, the 11th month, the 12th day.

8 King S ngjong®s commission of screens of wise Chinese ssegrand virtuous and vicious Chinese emperors is
a representative example to show how painting was used alsfartomtual communication at court. After the
completion of paintings, the king made his close officialspase poems on each theme and then offered drinks
and clothes to them. For details, 8&=itable Records of King! 8gjong vol.72, year of 1476, ¢h10th month, the
21st day.

8 OExplanation of a Boat and Wa#fOg A , Kyujanggaked, Y! Is! ng! je AZE ¢ C [Royal Writing of

Successive Kingsol. 3 (Seoul: Seoul National University, Kyujanggak, 2002),31; Veritable Records of King
Sukchongvol.4, yea of 1675, the 11th month, the 8th day.
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vassal. In this way, King Sukchong used court paintings as an indirect but effective vehicle of
remonstrance of his officials, much like a royal effict.

The shift in the function of court art that occurred in the reign of King Sukchong was
continued by his successors, Kingsngjo and Chngjo, who emulated their predecessor by
establishing their political legitimacy using visual matefldatched Hut in Zhangzhou
EE JRE g (fig. 1-3) demonstrates how Kingd ¥gjo exerted agency in producing a painting
that elicited political discourse between the king and his bureadtfis. painting illustrates
the hermitage built by Zhu Y&l (1130-1200), the most influential Neo-Confucian scholar of
the Song dynasty (960-1279), who was highly admired by the! Gladise. Court archives
demonstrate that Kinggjo wrote a poem on Zhu XiOs thatched hut after heTreadatic
Discourse of Master Zh{Zhuzi yuluE ceil ) with his close officials in 174%.In the royal
meeting the next day, King!'vigjo showed his poem to scholar-officials and commissioned a
painting depicting the subject. He also gave detailed directions on the p&fr@immqplying
with the kingOs wishes, the painting is divided into three sections that consistjuf(¥s poem,
lines excerpted from Zhu XiOs original text, and the illustration. Kimg)g also had Yun #p

41 (1697-1770), the senior third-rank counselor of the Office of Special Counsmifgbak

8 Veritable Records of King Sukchgnggar of 1675, the 11th month, the 8th day; the 16th day; the 25tRatagn
extended discussion of politically charged paintings produckéhatSukchongOs court, refeitioS! nghun

qr , , OSukchongdaé ksa kosado chejak kw@ahy n pOa Chin paengnby ngdo#i ch! ngchOijk sl ngkyl kO
Ko} IR @R¢ WXY <b»NO >y Og>) 01C r O [History paintings during King SukchongOs
reign and the political subtext &ie XuanOs Defeats Fu JianOs Onéoktitrong Forcé, Misulsahak ynOg262
(2009): 3368.

8 Thatched Hut in Zhangzhauas first introduced to the public in the exhibiti®aintings and Calligraphy of the
Late Chosn Dynastyheld by Hakkojae gallery in 1992. Yi TOagh®0O provides historickrecords that explain
the background of the production of this painting and examines its stylisticefiedy comparing Gimg 9 nOs
other paintings. For details, see Yi TOaehon@¥#i yoch®ng#ro ki#rin Changjumyoamda taehan kochOalO
Ub) x@HlI U <EE uEg>o 3 UU [A study of Thatched Hut in Zhangzhou commissioned by
King Y!ngjo], in Chod n hugi K rim kwa K'Issi 78#" 1Y U ( [ Paintings and Calligraphy of the Late
Chog n dynasty (Seoul: Hakkojae, 1992), 1ap2.

8" Daily Records of the Royal Secrettrivol. 1007, year of 1746, the 9th month, the 1st day.

% Daily Records of the Royal Secretariabl. 1007, year of 1746, the 9th month, the 2nd ¥ayitable Records of
King Y ngjo, vol. 64, year of 1746, the 9th month, the 2nd day.
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R;[ ) inscribe the poem on the painting. Like other didactic paintings commissioned by kings

in previous periods, this painting was initiated by the king, who was inspired by the discussion
with his close officials, and used as a tool for the interaction.

In fact, King Y! ngjo exerted agency in art in a more active way than any of his
predecessors and successfully conveyed his political intentions to the audience of the painting.
The poem reveals that ¥Yigjo commissioned this painting for himself to cultivate his morality
and for the young crown prince to instruct him to become a virtuous mdfiancaddition, he
had his bureaucrats involved in the production process, through which officials were able to see
the painting. In that sense, the intended viewers of this painting are threefold: the king, the young
crown prince, and high officials. The paintingOs function for the king and crown prince was to
illuminate the deeds or ways of thinking expected of an ideal ruler. For the third audience, it
became a tool to address current political issues. A recent study of the painting elucidates the
kingOs political messages toward his officials. It convincingly argues that the painting symbolizes
harmony among political entities and communication between the ruler and his officials, a
concept fundamentally associated with the Policy of Impartidi@angpOygchOaekjp )
pursued by King Yngjo who reinstated the royal authority that had been damaged by long-
lasting factional fight€® King Y! ngjo presumably intended to persuade his powerful opponents

of the validity of this policy through the painting.

8 The translatiorof the poem is in Yi TOaeher'! ngjo# yoch®ng#ro ki#rin ChangjumyoamdgO 110. In the poem,
the king links this painting to hi&/riting of SekReflection(Chagd ngpOiyn), which was compiled to instruct the

young crown prince to became a virtuous Cordnanonarch.

PviMins!ngé8 , OY ngjo#i kunju #isik kwaChangjumyoamdd7) R O) ayY <4 0aa ¢ >[King

Y1 ngjoOs statesmanship dithtched Hut in Zhangzhp(masterOs thesis, Seoul National University, Seou2)201
40-59. It is worthwhile to point out that theéng chose Yun Kp to inscribe his poem on the painting because he was
the leader of the Old Doctrine, who strongly opposed the Policy of Impartiadityh& political significance of the
implement of the Policy of Impartiality at King!YigjoOs courtgs

47



Kim HongdoORainting after Zhu XiOs Poefis cedee g (fig. 1-4) is another

example illustrating a Chbas kingOs use of art in propagating his political agenda. It is an eight-
panel screen done for King Ofgjo on New YearOs Day in 1800. On this paintiriig, K
inscribed eight pieces of poetry by Zhu Xi and added a comment by the Yuan Confucian scholar

Xiong He A2a0(1247-1312) which links the eight poems to eight steps itGtleat Learning
(Daxues[ ): investigation of things, extension of knowledge, sincerity of will, rectification of

mind, cultivation of personal life, regulation of family, national order, and world peace. King
Ch! ngjo was impressed by KimOs talent in demonstrating the teachings of Zhu Xi in his painting;
in turn, the king composed eight poems responding to Zhu XiOs Boetry.

Ch! ngjoOs sponsorship of this painting derived from his interest in the concept of
Confucian kingship rooted in ti@reat Learningand his emphasis on Zhu XiOs commentaries on
Confucian texts. Moreover, the painting corresponds with the cultural policy and the publication
projects of the Kyujanggak that were directed by Kindr@fjo>? Art historian O

Chud k céé argues that the compilation of tG@mprehensive Compilation of Abundant
Meanings of the Great Learning by the Ki@g! ng tachak yti ¢ és[ié ), which was

completed a year before the painting on Zhu XiOs poetry was completed, was a direct motivation

for Chl ngjoOs commission of Kim HongdoOs painting. The compilation was the result of King

Jahyun Kim HabousT,he Confucian Kingship in Koreal Mgjo and the Politics of Sagacifidew York: Columbia
University Press, 2001), 14165.

%1 Zhu XiOs poems, Xiong HeOs commentary, and Kihggit©s responsive poems are recordetbimgjae

chl nd /ii z [Collected works of King Cimgjo], vol. 7, 3033.

92| ist of the Royal Orders and Works of King! @bjo (KunsopOyoptontains 151 compilations that demonstrate
Ch! ngjoOs political philosophy and cultural policies. Among the books includedlist thiee

Great Learningwas highly valued as a guidebook for Confucian mamsiand as a Confuciareatise on statecraft
andwas one of the Confucian texts most frequently ciaedpdnd edited by the king himselor a meticulous
study of King ChngjoOs intest in Zhu XiOs commentary and his publication progéated to the€hengZhu

School, see Kim Munsik T, OChngjo"i Chujag pOynchOan kwa'k'i"i007) O1i A dfi Y t ))
[King Chl ngjoOs publication of Zhu XiOs Books and its melamngh! ngjo sidae'i sasang kwa
munhwa07e:) RVY E, [ldeology and culture in the reign of King Gigjo], ed. Clhng Okja et al.

(Seoul: Tolbegae, 1999)13-166.
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Ch! ngjoOs lifetime study of ti@reat Learningas a ruling principle, and the painting served as a
reminder of the essential parts of that great teachillgsum, this painting, along witfhatched
Hut in Zhangzhopexhibits how works of art acted as a conduit for political ideology in the
Chod n court.

Inscriptions and seals on paintings provide most significant evidence of the kingOs artistic
agency. They indicate that the king appreciated or owned paintings, through which posterity
recognized his royal presence and authdfijdithough King Sukchong was not the first king
who left inscriptions and seals on paintings, his extensive use of paintings to serve his political
purposes provided a reference for his successors. Five extant paintings with King SukchongOs
inscriptions (figs. 1-5~9) give an idea of the pattern that he estabifshedll cases his
colophon begins with an explanation of the theme followed by his comment on the subject. The

inscriptions are written in regular script and end with dates and a royal seal reidjagd@0
2 (Seal of the Palace). Inscription and seal occupy a conspicuous spot, the upper right or left

part of the painting close to the margin. Apparently this prominent section of the painting surface

had been reserved for the kingOs colophon. The presence of the king indicated by his inscription

%0 Chusk, OKim Hongdd Chubuija slido: ! ram yong hoehwéi s! nnihakch k sl ngky! k kwa kwlly! n hay O
</0 ) E4 e g6 c 066 () 6+[o 60 Y a0 E [Kim HongdoOMeanings of Zhu XiOs
Poem focusing on NedgConfucian connotation of paintings for royal viewep}, Misul charyo56 (1995): 4980.

% am deeply inspired by Wang ChehgaOs the concept of an Oimperial placeO tingxpathe medium of
painting were politicized and how the Ming emperor Xuanzong established his emperorship by leaving his
mark on paintings. For details, see Wang CHena2 Sii , OMaterial Culture and Emperorship: The Shaping of
Imperial Roles at the Court of Xuanzong (r. 1880 (PhD diss., Yale University, 1998), 307

% The five paintings are as followSericulture and Weavingb g (fig. 1-5), Dialogue between a Fisherman and
aWood Cuttey !"# g (fig. 1-6), Chen Duan Falls off a Donkeéy  $% g (fig. 1-7), Portrait of Martial
Marquis Zhuge Liang&'() g (fig. 1-8), andXie XuanOs Defeats Fu JianOs One Million FosdeO >y s
Og (fig. 1-9). For the details, see National Museum of Kowang"i k'liinn"nK'rimT) Uq *+ 1
[Paintings with Royal ColophohqSeoul: National Museum of Korea, 2008), pls. 6, 8, 9,14, and 18.

49



and seal far outweighs the significance of the painting itself, and the agency of the king
overwhelms that of the arti&t.

Keeping painters in the immediate vicinity of the king and summoning them to the court
for the kingOs personal purposes was fodder for criticism in thérCiiyrsasty. Literati officials
in the Office of Special Counselors and the Office of the Censor-General examined and censured
the conduct of the king and wrote memorials condemning the kingOs behavior whenever he
ignored the proper procedures for ordering paintings. A considerable number of historical
records reveal the conflicts between the king and bureaucrats regarding this problem. For
instance, when King!$igjong called painters in the Kuhy Pavilion and let them sketch living
birds and plants, officials claimed that it was inappropriate to summon painters to the kingOs
residence’ They asserted that the work of painting should be done at the Royal Bureau of
Painting located outside the palace, and artisans belonging to a low social stratum should not be
allowed to enter the palace, a space that ought to be accessible only to the more prestigious court
officials conducting state affairs.

In spite of restriction of procedure, kings occasionally summoned court painters to the
palace and ordered paintings for their personal enjoyment. These included landscapes and
paintings of birds-and-flowers, insects, and plants. In the Confucian view, art should serve a
primarily moral and didactic purpose in society and thus the monarch had to prevent from
indulging himself in art pursuing secular pleasure. Officials feared that such a pastime would

result in neglect of his duties and betray a lack of virtue in his governing. The prohibition against

% Kings Y! ngjo and Chngjo left some inscriptions on paintings, followiSgkchong®s examples. Although royal
inscriptions were not necessarily written by the king hinf\séfiey were more freantly inscribed by scholar
officials on behalf of the king the king excised actual agency being responsible for the inscription mitiga

9" Veritable Records of King! 8gjong vol. 95, year of 1478, the 8th month, the 4th day.
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a kingOs personal commissions of art can be considered part of the measures taken to protect
against abuses in the exercise of political and administrative authority by the monarch.

Kings Y! nsanOgun £~ (r. 1494-1506), Myngjonge_  (r. 1545-1567), Injo, and
Sukchong were criticized for the same reason. KihgsanOgun even established a painting

institution within the palace calleédaehwach®g- < (Inner Court Painting Office) to meet

with his personal wishes for paintings. He sought direct access to court painters in order to avoid
intrusion from literati officials and the complicated administrative process but Censor-official Yi

ison? ./ petitioned for the abolishment of the inner court painting offidehe kingOs

direct engagement also caused the condemnation of his other officials.
King My! ngjong was blamed for having painters waiting in a nearby hall to immediately
respond to his requests and for ordering them to paint birds, plants, and’ifddotgerover,

King Injo was criticized for calling the court painter Yi Chiag@ (1581-7?) into the palace to

create landscape and bird-and-flower paintings, and King Sukchong was criticized for allowing
court painters to stay at the palace for more than a Mdnthe fact that King SukchongOs

request for a portrait of Queen IfmyD g 2 1 (1667-1701) was vetoed by officials

demonstrates that the kingOs agency in art operated within a restricted space when exerted with
proper administrative procedut®.
Thus was the kingOs agency in art controlled and checked by the bureaucratic system.

However, he was able to assert limited autonomy vis-"-vis his officials. For instance, the king

% Daily Records of Kingy! nsanOgurvol. 47, years of 1502, the 12th month, the 13rd day; vol. 48, years of 1503,
the 2nd month, the 19th day.

% Daily Records of King MsanOgurvol. 20, years of 1496, the 12th month, the 2nd day.

1%y/eritable Records of King Miygjong vol. 28,year of 1562, the 4th month, the 2nd day.

191veritable Records of King Injavol. 37, year of 1638, the 12th month, the 25th d4&yitable Records of King
Sukchongvol. 31, year of 1697, the 10th month, the 21st day.

192y/eritable Records of King Sukchomngl. 29, year of 1695, the 7th month, the 27th day.
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commanded his favorite artist to copy famous ancient paintings outside the court for his own
aesthetic appreciation and he selected painters for royal pofttaite king was one of the

most influential agencies of court art in many aspects. The political authority and immense
wealth of the king made it possible to assert his own autonomy, albeit only to a certain degree

and in a limited way within a restrictive political and social structure.

4-2) The Queen and the Royal Relatives as Agents of Court Art

The story that Queen Chgh#i 2 1 2 1 (1418-1483) had a New YearOs painting

depicting the daily life and chores of scholars, farmers, craftsmen, and merchants hung on the
palace wall highlights the role of women at court as important consumers of colitThis
story does not necessarily mean that the queen was an agent of New YearOs paintings. However,
considering that the record of court womenO political and cultural activities are scattered and
sporadic and even elided from the traditional historical narrative written by male Confucian
historians, this anecdote alludes to the possibility that royal women took part in the production
and circulation of court art in considerable ways.

The overt expression of female agency is barely visible in the history of €hosiety,
which was dominated by patriarchal values. Instead, female agency emerged in a more nuanced
way and thus often remains unnoticed or lost. However, female royalty exerted agency on and

engaged in court-sponsored cultural enterprises despite restrictions by patriarchal mores. The

193King Sejozb  (r. 14551468)ordered court painters to copy a bamboo painting done by Kim Sik(1482
1520), and King Sukchong commanded a copilbtim of Famous Paintings of Kor@4 5 < " , owned by Yi

U? 6 (1637169). In particular, King Sukchong explained that he ordematt painters to copy Yi UOs painting
album because of his love for art. Séritable Records of King Sejeol. 33, year of 1464, the 5th month, the 20th
day; OChe Haedong tmghwa moach@O7 ® 45 «GH " [Inscription on a copy dfamous Paintings of

Kored], Royal Writing of Successive Kingsl.157.
194yeritable Records of King Sejeol. 3, year of 1456, the 1st month, the 2nd day.
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role of palace women in the production of art is exemplified by Buddhist paintings produced in
the sixteenth century as a result of commissions by court women, and documentary paintings
depicting royal banquets dedicated to the queen regent in the nineteenth century. Women of the
palace, including the queen dowager, royal concubines, and princess, enjoyed wealth, privilege,
and power that allowed them to patronize art.

Of a few surviving examples of court art in the early Chgseriod, the Buddhist
paintings commissioned by the queen and other high-ranking palace women are the most

prominent works. Queens Mumg'é 2 1 (1501-1565) and InsigD A£2 1 (1514-1577)

contributed to these splendid cultural achievements. When Neo-Confucianism was adopted as
the state ideology, Buddhism was suppressed and banished from public spaces. Despite
Confucian intolerance of a public role for Buddhism, Buddhist practice and religious expression
was maintained in private spaces. In private, even monarchs such as Kings Sefgeg and
sponsored Buddhism by supporting Buddhist shrines and performing Buddhist rituals #°court.
However, the rulerOs sponsorship of Buddhism became a focus of public censure and thus he
refrained from commissioning Buddhist art. On the other hand, palace ladies were less restricted
by Confucian regulations and actively engaged in promoting Buddhism. Their patronage of
Buddhist art was considered socially acceptable in their private realms. Their claim that their
religious behavior benefitted the royal familyOs health, longevity, and fecundity served to justify
their patronage of Buddhism.

The role of female royalty as patrons was especially significant in the sixteenth century.

Queen Murljng, a widowed consort of King Chungjoag (r.1506-1544), was the most

1%5King TOaejo sponsored the construction#fdéhGnsain 1397. It was built as a royal Buddhist temple for the
departed Queen Sihk89 2 1 (13561396), the consort of the king. King Sejoegtablished a Buddhist shrine
(Naebultang :; ) in Ky! ngbok Place in 1448 and worshiped Buddhist statue®t Despite objections to pro
Buddhist policies by Confucian scholars, the Buddbiayer hall remained at court. It was finally abbid in the
reign of King Y! nsanOgun.
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influential supporter of Buddhism and an enthusiastic patron of Buddhist art in the sixteenth
century. Since she became the de facto power behind the throne as an official regent of her
young son King Myngjong, she deregulated anti-Buddhism policies and instigated an
impressive revival of Buddhist df® Queen Murljng®s massive undertaking includes the seven
paintings ofBhaishajyagurun 1561, the two hundred paintingsArhat devoted to Hyangnimsa
in 1562 (fig. 1-10), and the set of four hundred scrolls oStleyamuniMaitreya, Amitabha,
andBhaisajyagurudedicated to Hoeamsa in 1565 (fig. 1-11, 1*#2Most Buddhist paintings in
this period were created to wish for the health and longevity of her invalid son, Kintgjdpg

and for securing the succession to the throne and prosperity of off§fring.

1% The main reference | use here is Kim! @gh#i 20 < , OMunjng wanghut chunghing pulsa wa 16 segf
wangsil paw! npurhwa0é 2 1) 0 +: L- 162 =) 2>?@ : < [Queen MunjngOs revival of
Buddhism and the cousponsored Buddhist paintings of the 16th ceftwsulsahak ynOg231 (2001): 539.

Her researciot only sheds light on the role of court ladispatrons of Buddhist art in the early Chogeriod but
also lays a foundation for ensuing studies in the fielth&ecent Westerlanguage studies that complement my
findings includes Kim Hongnanthe Story of a Painting: A Korean Buddhist Treaduoen the Mary and Jackson
Burke FoundatiorfNew York: Asia Society Galleries, 1991); Soyong Le&t@nd Patronage in the Early Joseon,O
in Art of the Korean Renaissance, 14080Q eds., Soyoung Lee, et al.(New York: Metropolitan Museum of Art,
2009), 3239; Choe KyungwonMarginalized yet Devoted: Buddhist Paintings Comiorssd by Nuns of the Early
Joseon Palace Cloiste(®PhD. diss., University of Kansas, 201Bpr more recent Korean scholarship, see Kang
H#ichlngs < 0 , OChosn ch ngi pulgyo wa ys! ng#i y! khwal: pulgyo misu#i chod nggi # chungsimir! O

78 " AF- En [ y:AFPQ) 7ré « GHI [The role of Buddhist women in the early
Chod n dyasty, Asia y sl ng y nOgu1 (2002): 269813;Yu Ky! ngh#i vi2 < , OWangsil parim purhwa wa
kungjung hwawnOT e B9 A - €« 9 [Courtsponsored Buddhist paintings of the 16th century and
court painter Kangjwa misuls®6 (2006): 57508; Sin Kwanghit C< , OChdsn ch ngi My! ngjong tae#i
sahoe pyndong kwa purhwadk D" « ") E& FG Y : « [Social changes and Buddhist paigs in

the reign of King My ngjong of early Chdsi], Misulsahak?3 (2009): 321346.

97For a list of Buddhist paintings commissioned by &u#unj ng, see Kim Chngh#i, OMun§ ng wanghu#i
chunghing pulsa,0 12. Kim also offers reproduced images of thesggngight paintings in her article, figs-2
See also Kim Hongnanthe Story of a Paintindigs. 15, 20, and 21. One of the seven paintinghafisajyaguru

in 1561 is now owned by Effs Temple in Japan and one of the 200 scrolls of Arleatshrined at Hhngnimsa is
now in the collection of the Los Angeles County Museum of Art. Among the original set of 400 doralén 1565,
two paintings of the Sakyamuni triad and four of the Bhaisajyaguru triamldn@nd gold on silk have survived in
the Mary andlackson Burke Foundation, the National Museum of Kaed in Kbzen Temple, Ri$in Temple,
B$juin Temple, and the Tokugawa Art Museum in Japan.

1% The purpose of these massive commissions is explaingae inscriptions of the surviving paintingsrF
example, inscriptions o8akyamuni Triaq1565) in the Mary and Jackson Burke Foundation antth@Arhat
(1562)in the Los Angeles County Museum of Art articulate why the queen spandase Buddhist paintings. For
the full text and English translatiofi the Sakyamuni Triadsee Kim HongnaniThe Story of a Paintind,7. The
inscription on the Arhat reads CH8ewi, the 153rd arhat, the fifth month of the Imo year (1562) in the reign of
Jiajing, Grand Queen Dowagerr§y/! | inmy! ng (posthumously named Quedninjong) wishes for peada the
country and the welbeing of the people and hopes that His Nobel Majesty the King will ggogt health and long
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Yi ChasilOF hirty-two Responsive Manifestations of Avalokiteshvaté6 - 1JK g

(fig. 1-13) is another significant example of Buddhist paintings sponsored by female patrons. Its

inscription states that Queen Ing, the consort of King InjonB _  (r. 1544-1545), ordered

this painting to pray for the happiness of her dead husbandOs afterlife ° E566ting of
Dragon-flower Assemblgf 1568 was also her commission as a prayer for the repose of the
deceased King Myngjong*° In addition to these queens, high-ranking palace women such as

Princess Myngsukes L Im (1455-1482) and Lady Yun commissioned Buddhist paintihgs.

Princess Myngsuk, an elder sister of Kind 1&gjong, patronize@haisajyaguru Triadvith
Twelve Guardianin 1447 (fig. 1-14)}*? Lady Yun commissioneKsitigarbha and the Ten

Kings of Hellin the 1570s in order to pray for the deceased Queen Dw2n 1 (1532-1575)

and the longevity of the royal family, including Kingr§o and his queen.

Court-sponsored Buddhist paintings in the early Chgeeriod are meticulously executed
in silk with gold pigments and color, which requires huge sums of money and the mobilization of
skillful painters. The inscriptions on those paintings and historical records indicate that Buddhist
paintings in this period were produced at the court and the expenses provided by the Roya

Treasury NaesusaM ) ). The Royal Treasury became a powerful organ during the regency of

Queen Murnjng, and its funds were appropriated at her disposal. Consequently, the office

functioned as a source of funds as well as an agent to help bring about the queenOs commission

life for ten thousands years and his royal descendants will live prosgerestHoping these wishes wilie
fulfilled, | make new paintings and enshrine painsirg two hundred arhats in Hyangnimsa on Mount S&niya
199For a meticulous study of Yi Chasilfisrty-two Responsive Manifestations of Avalokiteshyaea Yu

Ky! ngh#i, OTogapsa Kwanga posal samsib#ng cH ng # tosang ynOgu® NO

' ZHPQ 6 - 13 F) g3 op [Astudy of the iconography of Thirtgvo Responsive Manifestations of
Avalokiteshvara enshrined in Togapadisulsa y nOg240 (2003): 149.79.

10kim Ch! ngh#i, OMun§ ng wanghu# chunghing pulsa,0 17.

111 ady Yunis presumably one of concubines of Kingnf», and Princess Mygsuk is an elder sister of King
S! ngjong.

2o jllustrations of these two scrolls, $éien Ch! ngh#i Ch! nghui, OMunjng wanghu# chunghiing pulsa,O fig.
10 and Soyoung Lee, OArnd Patronage,O fig. 6.
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of Buddhist art:*®
Unfortunately, no names of painters appeared in the inscriptions of the Buddhist

paintings examined in this chapter, except that of Yi CRa&lIP . The term Oyanggon§dD ,

which literally means Oskillful craftsman,O is commonly used to indicate painters of such works.
Even though the term does not necessarily refer to court painters affiliated with the Royal Bureau
of Painting, the exquisite quality of the works, the royal membersO engagement, and the funding
from the Royal Treasury suggest that the best court painters were summoned to conduct these
tasks. A few examples and some records prove that court painters participated in court-sponsored
Buddhist art project. The eminent court painter Yi Ma@ngaintedSixteen Contemplations of

the Visualization Sutra T - %! FU g (fig. 1-15) commissioned by Princes Hybnyg

i Vs (1396-1468) and WNsanxEs (1454-1488) in 1465, and Paek Changr WX
and Yi Changsof?® / drew illustrations of a Buddhist Sutra sponsored by QueéndDHi
in 14741

Although court ladiesO commissions of Buddhist art were regarded as pious acts in the
private sector, the mobilization of court painters from the Royal Bureau of Painting was made
possible with the kingOs consent and was monitored by bureaucrats. For example, Queen

Dowagers InsiD Y s¥% (1437-1504) and Inhyl Es¥% (ca.1445-1498) submitted a letter to

13The Royal Treasury was responsible for the manageaidimancial affairs for the royal household bylleoting
rent from royal properties and administering belongirfgsataces. It was independent from government finance.
Thesocioeconomic background behind the efflorescence of Buddhist arhandle of the Royal Treasury in the
sixteenth century is discussed in detail in Sin KwaiiygBCholsn cH ngi My! ngjong,O 32841.

4yiMaenggtk ? Z[ and Paek Chongrin, along with otteurt painters such as Choe!lyg and An Kisaeng

" %, painted the portraits of Queen Sbhy] 2 1 (13591446) and Kings Sejong, Yejorlg_ (14501469)
and T kchong9 _ (14381457) in 1472. Se¥eritable Records of King! 8gjong vol. 18, year of 1471, theth
month, the 25th day. Yi Changson is known for higlkcapes done in the Mi Fu style and his extamttinais

reveal the stylistic influence of Gao Kegohga (12481318), a Yuan painter. It is not clear whether Yi was also
a court painter of the RoyBlureau of Painting, but he participated in a nundferourtsponsored projects of
Buddhist art with other court painters. For moreiniation on these painters, see Yunighti OWangsil parin
purhwa,O 58688.
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the throne to request the restoration of Anamsa by painters and copyists °¥&trding to
their letter, the queen dowagers intended to reconstruct Anamsa as a wish for the reigning kingOs
welfare. Queen Amgh#i personally donated timbers taken from Sugang Palace for the project,
and the two queen dowagers secured finances from their private funds. However, they were not
able to employ painters and copyists without the permission of the king. Thus, the queen
dowagers asked the king to dispatch court painters and copyists to the temple, but their request
was condemned by scholar-officials, who were intolerant of official support for Buddhism. This
again demonstrates that the king and bureaucrats acted as official agents of court art through
their mediation in mobilizing court painters. Nonetheless, palace women wielded their power
behind the scenes, borrowing from the authority of their male relatives, who were mostly high
officials of the government.

A similar exercise of female agency in court art, which partly channeled through their
male relatives occurred again during the period of in-law government of the nineteenth century.
In-law governments took shape in the political circumstances of an uncertain succession to the
throne, for instance, when a young king succeeded the throne or the heir after the ruling kingOs
death had not yet been chosen. The most senior member of the royal family, in most cases the
gueen dowager, the mother of a teenage crown prince and consort of the previous ruler, became a
regent, a de facto power at a court. Consequently, male relatives from the queenOs lineage seized
political power by forming a power base for the regent queen and the young heir. The frequent
staging of royal banquets for the queen dowager in the nineteenth century can be understood in
this historical context. The royal banquet was considered to be one of the ways to articulate and
celebrate the power of female regents.

Numbers alone demonstrate the importance of female regency. Of tiggvéXnown so

"5yveritable Records of King! 8gjong vol. 18, year of 1472, the 5th month, the 25th day.
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far of the nineteenth century, before the Taehan Emspbbe 7 (1897-1910) was established

in 1897, 49 are records of state ceremonies related to women. If funerary and wedding
ceremonies are deducted, 32 rites were dedicated to queen dowagers, including 8 royal banquets
for their birthdays and 24 ceremonies for offering honorable titles to theadter the

completion of the rituals, documentary paintings depicting the events were produced by

commission of the Office of Royal Banque®h{nyl nchdngRa ) and the Office of Royal
FeastsChinchOans® d | ), and then distributed to participants of the event.

The royal banquet paintings of the nineteenth century were highly politically charged and
firmly represented female agency expressed through their male relatives. This is attested by the

fact that most of royal banquets were dedicated to Queen Dowagersr&finw2 1 (1789-
1857) (fig. 1-16) and Sihpng82 2 1 (1808-1890) (fig. 1-17), who acted as regents for the

teenage heirs to the throne and seized the initiative in designating the roy4 feireach

banquet officials from the lineages of Andong Kim and POungyang Cho, who competed for
power throughout the nineteenth century and to which the two queen dowagers belonged,
participated in the Office of Royal Banquets as superintendents. Not only the queensO relatives,
but also officials from aristocratic families closely tied to the queen dowagers played a pivotal

role in the implementation of the royal banquétshis reveals the networks between royal in-

Y18 For a list of extantigweand contents of each record, | refer to Hdmubgh , Chod n wangjo"igwe:

kukka! irye wa K kirok 78T7 JO :S...)i- ¥ ", [ igwe of the Chosn dynasty: state rituals and
theirrecord$, (Seoul: lichisa, 2005).
17 Queen dowagers Suthw and Sunwn acted as regents of King Rjong ] _ (r. 18341849) and his successor

King Ch®Ichongi _ (r. 18491863). The Ceremonies of Offering Wine at ChagyHall in 1827 and 1828, and
the RoyalFeast at TOongimyg Hall in 1848 were dedicated to Queen Dowager SunWhe Royal Feasts at
K#nj!l ng Hall in 1868, 1877 and 1887 were held for Queen Dew&@} ng.

M8Eor example, YiH#ng? jJ  (1820-1898), his brother Yi Chamg? kJ  (18151882), King KojongOs
brother Yi Chaemyn ? Im  (18451912) and the kingOs cousin Yi Chee® If  (18311891) served for the
Office of Royal Banquet for Queen Dowager Sirg. These members of the royal Yi lineage maintatiese ties
with Queen Dowager Sinhiig of the lineagefdPOungyang Cho, who designated the son of ¥ndiéKing Kojong)
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law families, in which the queen dowager exerted authority. The queen dowagerOs direct
engagement in the rites and commemorative paintings is barely known due to the Confucian
restrictions upon women in traditional society. What can be researched and told in regard to the
female agency in producing court paintings is largely fragmentary. Nevertheless, the strong
position of the queen in politics, the networks based on the queenOs influence, and the projects
supervised by the queenOs relatives and officials standing closely by the queenOs side suffice to
verify that these paintings were employed by the queen dowager in order to strengthen her

authority.

4-3) Literati Officials as Agents of Court Art

Literati officialsO commissions for paintings were related to their duties at large, and their
agency was exerted in consensus with the king and through bureaucratic procedures. OfficialsO
requests to commission paintings were submitted to the throne in the form of a memorial to the
king. Upon the kingOs approval, court painters undertook their tasks under the supervision of
related authorities. Even though the king was the final decision maker, it was the scholar-
officialsQ initiative that brought the art into being. The examination of historical records explains
how bureaucrats gained a control over the production of painting and expanded their sphere of
influence in this process.

Commissions of didactic images, such as a screéifliafPietyi ~ ' * 2 [ and

paintings ofNourishing RighteousnessS g andAccomplishments of Sagds' g were

to the throne. Queen dowager Simj seized power at court after the most senior member of Queen dowager
Sunw n, a member of the Andong Kim lineage, the rivallef POungyang Cho ineagesseal away in 1857.
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initiated by royal tutors for educating the young crown prific¢&hese examples show that the
scholar-officialsO engagement in the production of painting was related to their official tasks. In
the same vein, some paintings requested by officials in charge of receiving and escorting Chinese

envoys W! nj! psaopqg andPansongsasq ) were produced for practical purposes while

they carried out their duties. For example, in 1537 officials who received Chinese envoys offered
letters to the king requesting a painting of a banquetajddg Hall held for welcoming the
delegation in order to present it to the Chinese ent8ys.1681, bureaucrats escorting Chinese
envoys asked the king to dispatch painters to draw landscapes on demand for Chinese
diplomats*®*

In addition to paintings related to their official tasks, scholar-officials introduced to the
king famous ancient calligraphic works and paintings from the private collections outside the

court and advised him to have copies made. In many cases, these artworks became famous for

their artistic and educational values. For instance, when Chief Royal Seciegingfi | , t
) Kim H#isu< u N (1475-1527) presented an album of calligraphy by the Yuan dynasty artist,
Xian Yushuk vw (1257-1302), he advised King Chungjong to have court painters make a

copy of it and engrave it on stone tablétDuring the reign of King Sukchong, screeriToie

Four Seasons of a FarmerOs Famil§ y Ig owned by Yi Suk S (1626-1688), a Minister
of War, was brought to court by the suggestion of the Chief State Countitg'j! ngz{ U)

Kim Suhang< N | (1629-1689), and a copy was made under the superintendency of the Office

"9veritable Records of King TOaejongl, 26, year of 1413, the 12th month, the 30th; dégritable Records of
King Y ngjo, vol. 43, year of 1737, the 3rd month, the 6th day.

120y/eritable Records of King Chungjongl. 84, year of 1537, the 4th month, the 7th day.

12lyeritable Records of King Sukchomy]. 11, year of 1681, the 4th month, the 19th day.

122y/eritable Records of King Chungjongl. 50, year of 1524, the 5th month, the 10th day.
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of Special Counselorg?

Given the fact that most paintings commissioned by officials exhibited an official or
guasi-official character closely related to their work, their engagement in the production of art
can also be understood as part of the operation of the bureaucratic system. Nevertheless, some
agency was related to the personal engagement of officials in the way that the content and
appearance of paintings were selected corresponding to their own responsibilities and Confucian
ethics. Their identity and self-consciousness as art agents was not readily distinguishable from
their officialdom because the notion of art as a vehicle to morally guide the people was a main

principle of Chosn society*?*

5) The Role, Social Status, and Economic Condition of Court Painters

In a modernist discourse, the traces of the painted brush or other tools left on the surface
serve as indexes for the presence of the painter, or material proof of artistsO intention, technical
virtuosity and genius. It makes some sense to talk about the artist having agency when we
discuss the role of artist in the early modern West, at least from the Renaissance period onward,
when artists could be independent to a certain degree and served as creative agents with distinct
and known identities.

However, in the case of Korean court painting, we have a different context; although the

court painter played a significant role as a producer who was immediately responsible for the

1Zyeritable Records of King Sukchomg]. 12, the year of 1681, the 10th month, 12th day; vol. 13, year of 1682,
the 4th month, the 11th day.

124 Besides paintings produced for practical functianyegnment officials were primary patrons @hememorative
paintings to celebrate court events andsritépon the completion of memorable events they@patied in, multiple
copie of paintings depicting their current events or mythleaintes imbued with auspicious symbols were produced
by request of the government officials and then disseminated to Hwrdetailed discussion of the role of literati
officials in commissioning commemorative court screens, see chapter 2.
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existence and characteristics of works of art, his subjectivity and intentions were extremely
restricted by social practices and convention. In many cases, the artistOs presence and agency
were overwhelmed or controlled by other social agents such as bureaucratic institutions and
more powerful human agents of privileged elite groups. Consequently, artists functioned as a
vehicle of agency for others. As already mentioned, the artists worked as officials of the Royal
Bureau of Painting, a subordinate organ of the Ministry of Rites, and their painting production
was institutionalized within a complex bureaucratic system under state supervision. Under these
circumstances, court painters did not figure in the modernist notion of an artist having artistic
liberty and autonomy. Therefore, an alternative framework is needed to explore questions of
court paintersO agency: how was an artistOs agency realized and involved in the production and
consumption of court art, and how did these aspects impact the materiality of factures?

Court paintings discussed in this paper typically suppress any sign of a brushstroke, the
utmost trace of Oindividuality,O are devoid of any evidence that the images were made and
handled by individual artists. The artistsO touch was effaced by a codified visual aesthetic, a
restricted set of stereotyped images, and limited color schemes. The court painterOs subjectivity
and identity were concealed as they were not allowed to leave their names or seals to indicate
their authorship of their product, and many court paintings were the result of collaborative work
similar to manufactured products. These facts suggest the relatively weak position of artists in
the dynamics of the production of court paintifgs.

However, the absence of individual touch and texture is not always without meaning; the

concealment of the artistOs hand can indicate the patterns of articulation and consumption of

125 This is partially due to the court painterOs maligethsocial status. Court painters were minor fiomaries
belonging to the smndary class, which later constituted dheingin(middle men). They were usually awarded a
nominal military position, and because their promotions were stringegfiyated, under normal conditions the
highest position they might attain was a sixth junior rank.
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materiality in the given time and space, which can shape the practice of production, or bundle of
related practices. It is clear that court painters collectively contributed to creating specific artistic
formulas and visual idioms that can be labeled Ocourt painting $tytefu6g hoehwa

Z00¢ ), which features graphical clarity, marked flatness, and a bright color scheme

restricted to primary colors. Yet, these characteristics cannot be solely be attributed to the agency
of artists. Rather, this homogeneity of style is the result of a coherent set of negotiations between
different social agents and the cultural body. It can be considered a material proof codified in
visual forms complying with an internal royal vision celebrating the Oh&sgOs rulership and

stabilizing the social hierarctg®

5-1) The Role of Court Painters

In the first half of the Chd# dynasty, court painters of the Royal Bureau of Painting
held lower miscellaneous positions in the bureaucratic structure. In a rigidly stratifiechChos
society, only a small group gangbarelites was eligible for higher positions in the bureaucracy,

and subordinates obtained restricted or little access to government or high'$6é&irtther

126 Adapting GellOs concept of Oagency,O Jessica Raabaesithe weak role of artists in the Chinese odnte
particularly in the case of ritual portraiture. According to Rawsangument, while modern Western artistsO agency
was clearly recogred by viewers, Chinese court painters who worked in the workshoplsitexd) by the
institutionalized system did not enjoy artistic autonomy. In the minds of viewerartikt played no role as author

of the art. Instead, the emperor, the subject optiterait, exerted agency directly on the recipients of the painting.
For a detaileciccount, see Jessica Rawson, OThe Agenc9®1,C8.

127 Upholding the Confucian social order, Chodeaders stratified society into rigid status leweith specific

duties and privileges. At the top of the social hierarchy were meailibe royal family, who had, in theory,

absolute poweryangbanthe Otwo ordersO of officialdom who served in the bureaucracy as oiilitany

officials, seized actual power. Below thangbarnwerechungOirwho passed miscellaneous civil examination
calledchapkwa and possessed specific professional skills. Lower in social standing #r@mtigOirbut still

socially acceptable, were tBangmin or commoners, such as peastamiers, fishermen, artisans and merchants.
The lowest rungs of society consistaiOonmirthe lowborn. They were slaves, butchers, tanners, actor, acrobats,
shamans, ankisaenggfemale entertainer). The social status of court pairntfessged in the secomalf of the
dynasty, when special promotion and economic benefits were bestowed uporpaintets producing royal

portrait. See following section-2 for the changes in court painterOs social status throughout time.
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reason for court painterOs low social status is related to the nature of the work of court painters.
Their tasks required physical labor and craftsmanship, and thereby they were considered
craftsmen and technicians equivalent to leather-craftsmen, tile makers, stonemasons, and
craftsmen of jade and gold. For the same reason, the Royal Bureau of Painting was affiliated
with the Ministry of Work in charge of OcraftingO and OcreationO at the beginning of the
dynasty**®

Court painters of the Chbs dynasty were responsible for a wide range of tasks related
to painting and drawing that do not necessarily meet the criteria of what may be considered art
by modern audiences. Their duties included painting portraits of the king and merit subjects,
documentary paintings of court events, maps and topographical landscapes for military and
administrative purposes, illustrations fagwe, designs of ritual objects, drawing of palace
architecture, didactic images for a royal audience, and decorative and seasonal paintings for the
palaces.

Regulations for the Six Boardelineated the official duties of court painters, in which
more emphasis was placed on drawings for practical purposes rather than on artistic works for
appreciationt?® The book lists three categories of court paintersO responsibilities: copgsay (

GH ), offering chinsangB } ), and dispatchingpinchOae ). Mosarefers to various acts of

drawing and painting such as creating royal portraits and decorating the surfaces of ritual objects.

It also includes copying royal seals used for state rites and diplomatic documents, creating

128This point of view is reflected iEh! ng Tochn—0"  (1342-1398), entry ofOKongchnOO4 [Laws of
workg, in @hod n ky! nggukchn haQk T 74 € [Administrative Codes of Chba, 2nd volumg Sambongjip
6 « 1, vol. 14,in HanOguk munjip chOongga@] ,f , vol. 5(Seoul: Minjok munhwa chOujin wiwhoe,
1990) 441d. In this record, Chng refers to court painters as artisans who were respeffisitthe crafting and
creating and sorts them under the entry OPublic Works,Onatbrather craftsmen.

129 Regulations for the Six Boarsss completed in 1&and promulgated in 1867 during King KojongOs reign.
Although this national code was compiled in the reeeth century, it codifies what had been practicettié earlier
period. My account is based on information included in the entry of OToBwasle©Laws of RitesO4 [Laws
of riteq, Yukch n chorye
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replicas of calligraphy for transference onto stone tablets, and filling carved characters on
bamboo and jade investiture books with gold and red pigments. Skillful court painters were
responsible for producing topographical images of possible tomb sites and drawings for stone
statues installed in front of a royal tomb. The designing of funerary clothing and textiles for the
royal families was also an important task. In addition, painting screens used in court and state
rites is considered one of theosaactivities.

The second categorghinsang,ncludes the creation of New YearOs paintings wishing
longevity and health for the royal family and wading off evil spirits. Court painters were
expected to submit twenty paintings, and Paintessaiting painted thirty paintings per person
by the twentieth day of the twelfth month. Paintidgor Godsto be attached to a door as a
charm against evil influence was also their duty. These paintings were offered to the court and
distributed to royal relatives and high officials. The last categamychOaglated to the
appointment of court painters to accompany envoys sent to China and Japan. Dispatched court
painters produced topographic images during their journey, documentary paintings depicting
special events, and landscape paintings of historical sites and famous scenery on their journey.
They also created paintings for cultural and diplomatic exchanges with the Chinese and Japanese
guests. Painters sent to China were charged with obtaining mineral pigments used for screens

and palace architecet*

130 Eor the responsibilities and activities of courtrpeis dispatched to China and Japan, sée@hnchu —, m,
Chog n sidae sahaeng kirokhwa: yétrkn "ro ingn'n Han-Chung kwan'gyesas8e: R..", ot

¥ HI f+ 3 | ° R [Documentarypaintingsrelated to Korean envoys visiting China in the Gmodynasty:
history of the interrelationship between China and Korea as reflacfminting$ (Seoul: Sahoe pgron, 2012),
23-350; Hong $npOyo, OCHashugi TOongsinsa suhaeng hwawi hoehwa hwaltongf®*” t %q S <

A) U< <G [Artistic Activities of Chosn envoypainters in the lat€hod n period. Misulsahaké (1998) 187-
204; Burglind Jungmantainters as Envoys: Korean Inspiration in Eighteeo#imtury Japanese Nanga
(Princeton, N.J.: Princeton University Press, 20044 &5
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5-2) The Social Status of Court Painter

The term Bwaw nO was a unique creation of the Gmodynasty referring to painters
who worked for the court. Its literal meaning is O a painting official,O but the term, like other
words indicating professional painters suclaagong< O artisan painterhwasa(« B
painting master), anlawasu(< & skilled painter), was extensively used to designate individuals
who engaged in painting at the professional level. However, there is a slight difference in the
meaning of Bvagon® andi@vaw n.O The former emphasizes craftsmanship and thus tends to
link a professional painter to lowborn people, while the latter describes a painter as an official
who has obtained a post in the government bureautiacy.

Hwaw n were a group of painters with the lowest official rank in the Ministry of Rites.
They were not a part of the established, official post and rank system because they were recruited

throughchOwijage + examining talent), meaning they were tested within the Royal Bureau of
Painting. This exam was considered lower in level than other miscellaneous ekapisva

WZ ) of chunginofficials. Accordingly, they were separated from the post administration system
for civil and military officials who passed the state examinatiovaf Z» ) and thus were

limited to low-level miscellaneous status posts. Yet this does not Inwesas n were lowborn

peoplet*? Rather, they belonged to the commoners, or secondary status group betengiten

131 Eor a study of the various terms referring to psefenal painters in the CHassociety, see Hong! 8pOyo

OHwawn #i hy! ngd ng,0 346.

132y/eritable Records of King Sejongpl. 59, year of 1433, the 2nd month, the 14th day; vol. 114, year of 1446, the
12th month, the 1st day. Upholding the Confucian $axider, Chobn leaders stratified society into rigid status
levels with specific duties and privileges. At the top of the social hierarchymeamer of the royal family, who

had, in theory, absolute powafangbanthe Otwo ordersO of officialdom whoved in the bureaucracy as civil or
military officials, seized actual power. Below th@ngbarnwerechungOirwho passed miscellaneous civil
examination calledhapkwa and possessed specific professional skills. Lower in social standing ¢#@mutigOin

but still socially acceptable, were thangmin or commoners, such as peasfnimers, fishermen, artisans and
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class and were legally eligible for state examination.

Before theNational Codewas established and its limitation on the rank of court painters
to the junior sixth grade came into effect in the late fifteenth century, court painters had been
given prestigious posts reaching the senior third t&Hkor example, An Kyn was appointed to

the senior fourth rank in the military official hierarcthogune { ), and ChOoe Kypg held a
position in the senior third rank tdondjng taebu U sa .***In this early period, there were

ambiguities and disagreements over the paintersO status. The conversation between the Third

State Councilor@"ij!ng{ U)HaYIn* (1376-1453) and the Fifth State Councilor
(UchQarisig” @) Kim Chong$ <« (1383-1453) illustrates this conflict. When King

Sejong asked whether technicians, including painters of the Royal Bureau of Painting, were
appointed to higher ranks or not, Har¥claimed that it was not necessary to open higher
positions to minor functionaries. Contrarily, Kim Chohgsserted that their high-level talents

and skills merited them a higher rank. This dispute reflects the conflicting tendencies of heredity
and Confucian meritocracy in the formation of the bureaucratic systétowever, this flexible
attitude disappeared with the advent of a rigidly stratified social hierarchy, and efforts to impose
restrictions on the positions of court painters became dominant at King SejoOs court. The ruling

officials strongly insisted that officials with petty skills should not enjoy any semblance of parity

merchants. The lowest rungs of society consishéionmirthe lowborn. They were slaves, butchers, tanners, actor,
acrobats, shamans, akidaengs(female entertainer).

1331n many ways the position of court painters was ungired and unsettled throughout Choslynastyand thus
their socialstanding was neither absoultly fixed nor unchangirithduigh the legal code stipulates the uppertlimi
of promotion in bureaucratic organizations and regulate social statosifpainters, exceptions were made where
there was room for negotiation.

134 According toVeritable Records of King Sejongpl. 119,year of 1448, the 3rd month, the 5th day, Arl Gs
position was a senior forth rank of Five Military Commartusgur) in 1448 when he was ordered to create
drawings of the crown princeOs ritual objeCtsdoe Kyng wasa junior fifth rank military official of Five Military
Commandsgusajik in 1455when he was rewarded the title of a thisshk merit subject. Before he was dismissed
from office in 1463, his position reached the sertiindtrank oftOondjng taebu For details, se¥eritable Records

of King Sejovol. 2,year of 1455, the 12th monttine 3rd day; vol30, year of 1463, the 3rd month, the 2nd day.
135veritable Records of King Sejongpl. 114,year of 1446, the 12th month, the 1st day.
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with civil and military officials. This change is reflected in literati officialsO diatribe against the
promotions of ChOoe Kyg and An Kisaeng to senior third ranksigsanggwar} U),
which were considered upper scale positifs.

As individual status was determined at birth based on the parentOs ascribed status in
Chod n society, a painterOs family background predetermined his social conditions. A few
fragmentary writings allow us to investigate the class to which court painters belonged in the
early Chosn period. An Ky n, a prominent court painter in the early fifteenth century, is
assumed to have been a commoner given that his son Anv&ahable to take the highest civil

examinationiiunkwa Z ) in 1478. ChOoe KggOs father was known as a salt producer who
was considered to be a commoner engaged in menial kityar(g Y} kch®n KS—  ).**"Pae
Ryln™™  ChOoe KyngOs colleague, painted portraits of QueehrSahd Kings Sejo, Yejong

and T kchong in 1472 and was probably a commoner, like AhrKyrheVeritable Records

state that the status of his son Pae Makngeps a fuhalO3 [ (student) when he took the
literary licentiate examinatiorckinsasi B >ce ) in 1489'% Yuhakrefers to students of the Four

Schools in the capital or of country schools, which usually served the educational institutions of

higher-class commoners yangbanaristocrats. Yi Insk ? « € , who also painted royal

portraits in 1472 together with ChOoé iy, An K#isaeng, and Pae Ry, was an illegitimate

13%\WhenKing S! ngjong wanted to promotehOoe Kiyng and An Kisaeng to the senior third rank as a oesvfor
their participation in painting the kingOs portraits in 1472, Insp€eineral Kim Chigyng (14191485) offered a
letter to the throne criticizing the decision. Sé&mitable Records of King! 8gjong vol. 18, year of 1472, the 5th
month, the 2ndlay. Tangsanggwanefers to highetevel officials of a senior third or higher, who are authorized to
participate in discussions or parties with the king at palace halls

137 The family backgrounds of An Kyr and ChOoe Kgg are discussed at length in An K, OChokn wangjo
sidae#i hwaw n,0159-167.

138 y/eritable Records of King! 8gjong vol. 224, year of 1489, the 1st month, the 4th day.
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son of theyangban(s!! | 2Y ).}*°In sum, court painters active in the early Ghoperiod were

commoners belonging to the secondary status group, marginalized but still gaining access to
posts in the bureaucratic syst&th.

In the seventeenth centuciiunginemerged as a distinct hereditary status group
occupying specialist bureaucratic positions in Se@hunginnow occupied a social standing
between the rulingangbanand commoners, filling government posts responsible for
interpreting, medicine, law, astronomy, accounting and mathematics, document preparation,
painting, and copying calligrapH§* Arguably, painters and copyists occupied the lowest status
positions among thehunginsince they had no official examination to pass outside the Royal
Bureau of Painting, and their craft most closely resembled the kind of artistically oriented work
assigned to low-born status groups suckissengand wandering musical troup&8 The

Supplement to the National Co(fok tadjn s4 ) promulgated in 1746 stipulates the

hierarchy of court painters within titungingroup. According to its OCode for Identification

LawO kopae samokt L £ ), painters, along with secondary sons and local clerks, were
bestowedsomok pangpOé&small wood identification tag¥!¢ ), which was a rank below

kakpOaghorn identification tag§¢ ), given to thechapkwamiscellaneous examination passers

139For further study of the family background of Pae Rgnd Yi Ingk, see Pae Chongmin, OChoshOogi tohwa
kigu,0 8487. 9! | refers to the offspring of secondary wives of ylamgbanand their descendants, usually of
yangbarfathers and lower class females.

140There was the exceptional case of Yi Sangjwa, wheaveersatile painter in the early sixteenth cantthen
he entered the Royal Bureau of Painting, his status was a slave.

1“1 The social hierarchy athunginand their tasks in the government offices has been thoroegaiyined in
Kyung MoonHwang Beyond Birth: Social Status in the Emergence of Mo#femea (Cambridge, Mass: Harvard
University Asia Center, 2004), 134; 108118;Burglind Jungmann, OLiterati Ideals and Social Rensgéon in
the Early Chokn Period,O ighifting Paradigms in East Asian Visual Culture: a Festschrift in Honoluotifar
Leddepsg eds., Burglind Jungmann et al. (Berlin: Dietrich Reimer Verlag GmbH, 20128321 X ourt painters
were minor functionaries belonging to the second#aygs, which constituted tllnunginduring the seventeenth
century. They were sometimes awardeteinal military position and as their promotions were stringently
regulated, under normal conditions the highest posttiey might attain was a sixth junior rank.

142Kyung MoonHwang Beyond Birth112-113.
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such as translators and physici&ts.

Upward mobility of court painters inside thbungingroup was achieved partially
through marriage ties with more powerful members otthenginclass and more importantly,
through special promotions to the high position awarded to painters in charge of kingOs portraits
in the seventeenth and eighteenth centdffEBhese were promoted to a high rank often solely
consigned tyangbanofficials. For example, court painters such asTAmOA ¥4(1710-?),
Chang ChullyangG9t, (1802-1870), and Kim Mujong "© reached junior second rank,
and Paek nbae held a junior first rank when he was summoned to the court to paint royal
portraits in 1903*° Moreover, royal portrait painters were often assigned to regular salaried

positions of civil officialdom fongban chngjik4 .SV ) and government posts outside the
capital, including Country Magistratesy{ ngam? J ) and Official of the Post-station
(chalbang « ).***When the paintersO ranks and positions were elevatésyatkn position,

formerly classified as Omiscellaneous postO, was transferred to Oofficial posts in the capitalO that
were usually conferred mngbanofficials.**” In addition, court painters were allowed to attain
supervisor posts in the Royal Bureau of Painting again, which had been occupied by civil

officials from the early fifteenth century onward.

The increased demands for royal portraits, and in turn paintersO promotions to higher

3Hong S npOyo, OHwaw # hy! ngd ng,0 33B38.

144 Notwithstanding the hierarchy inside tbleuninclass, painters were allowed to form marriage ties with higher
chungin,including translators and physicians. Through this kind of endogamy withisatinechungingroup,
painters finally achieved treame status as others in the higttarngingroup.

145pak Ctnghye,O igwe # tOonghaéspon Chosn sidae,Q15217.

146 For example, Chang Chadlcee = and Ham Tadk ° - é were promoted to the sixth rank in civil officialdom
and Chin Chaeha® ®  (16911769) was asigned to the junior third rank of military officddm in the reign of
King Sukchong. Pyn Sangbyk °U+  and Kim Hongdo were designated as county magistrates dugng th

Y1 ngjoOs rule. See Kang KwangliGhokn sidae Tohwdshwaw n chedo,Q66.

147 Entry of OTohwasOKy! nggwanijik underOYij nO_4 [code on personrelComprehensive National Code
vol. 1 (1785).
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ranks and posts raised the social status of court painters in the late @hdsd**® Along with

the expanding market for art, the paintersO improved social standings presumably contributed to
the emergence of court painters who enjoyed more artistic autonomy than their predecessors.
These painters active in late Chonsgxerted artistic agency in creating their work as well as
developing self-consciousness as an artist, albeit the artistOs assertion of autonomy was mostly

limited to the private realr?

5-3) The Economic Conditions of Court Painter

Competition for hegemony in the production of court art took place principally between
the king and literati scholars, but even professional artists were able to expand their sphere of
control as they produced their work for the art market independent from aristocratic tutelage in
the late eighteenth century. While socio-economic changes led to a paradigm shift from the
social system based on a wholly agrarian economy to the beginnings of modern society based on
commercial economy, many artisans, including court painters, actively participated in
independent production activiti€® As professional painters started producing their works first
and selling them later to anonymous market, they asserted their autonomy to an unprecedented
degree. Before the reciprocal economy flourished in the late! @leva, court painters produced

paintings for private patrons and clients. In this case, the control of art production fell into the

148The position of court painters was unstructured amskttled throughout the CHasdynasty. From the
eighteenth century onward, the social andhecoic status of court paintensas graduallymproved but they were
still lower in the Chokn social hierarchy.

149For a study of the changesdhuinginprofessional paintersO artistic activities in the late I@hperiod, see
Jiyeon Kim, OGathering Pdimgs of Chungin in Late Choa (13921910), KoreaO (PhD diss., University of
California, Los Angeles, 2009); OKim Hongd8&sdalwood GarderA Self-image of a LateChos n Court
Painter,@rchives of Asian A2 (2012): 4767.

150K o Donghwan” 42 , ODeveloment of commerce and commercial policy during the refging CH ngjo,O
Korea Journal40:4 (2000), 20226.
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hands of the patrons, usually upper class elites, but it seems that the artist had rather more artistic
autonomy to respond to private commissions than when they served their official duties at court.
The court painterOs engagement in private commissions was primarily caused by financial
difficulties. In the early Chds period only five of the twenty court painters of the Royal Bureau
of Painting were assigned salaried positions and received regular salaries. Court painters were
designated to these paid positions based on the painting examination results every three months.
In other words, the three-month wages were distributed in turns to the artists who gained a high
score on the exam. Painters in unpaid positions were given a per diem and meals only for the
days on which they workéed’ Fifteen young students in apprenticeship received an exemption
from military service obligations and a partial reduction of corvee labor for their famflies.
addition, salaries of ninth- and eighth-ranked military division positions were shared by these
students?® Overall, the court painters encountered financial difficulties for insufficient monetary
compensation. Consequently, they sought for supplementary income by creating paintings for
patrons and clients.
To improve poor wages and working conditions, three salaried posts from the military
division were allocated to senior court painters already during the reign of King $¥jSinre
then, eight salaried positions were given in turns to the court painters in rotation every six
months. Despite this action to improve the economic conditions of court painters, they suffered
from poverty to the extent that they were not able to feed their families. During King SukchongOs

reign, only ten among twenty court painters obtained a s&fdfpe court painterOs salary

51 Chang Chinsng, OChdsr hwaw n #i ky! ngjej k y! k! n,0296-297.

152y/eritable Records of King Sejeol. 34, year of 1464, the 10th month, thehl&ay; vol. 38, year of 1466, the 1st
month, the 19th day.

153pae Chongmin, OCHaschOogi tohwa kigul@2.

154 Entry of Towhas in Chapchik under OYin,Oin K! ngguk taejn, vol.3; Veritable Records of King Sejonepl.

46, year of 1429, the 11th monthetA3rd day.

135 Daily Records of the Royal Secretarigear of 1682, the 9th month, the 4th day.
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problem was still unsolved during the reign of King 64jo. According to Han Chongyu®s
8 (17372?)writing, there were only eleven positions on the payroll for thirty court painters, thus

for half a year, court painters received no salatfhe implements of Paintens-waiting to the

Court slightly mitigated the court painterOs economic problems by providing special promotions
and bonuses. One sixth-ranksahwaandoneseventh-rankedaj ng positionwere given to
Paintersin-waiting who obtained the highest two marks in the painting examination, which was
held three times a season. The wages of gagag positions were distributed to the ten

painters in rotation every six months. Considering only eight paid posts were given to the thirty
painters in the Royal Bureau of Painting, the five salaried positions granted to ten Rainters-
waiting is a considerable increase in economic benefits. In this way, the Painterising

enjoyed a more stable financial situation and social standing due to the proximity to the king than
ordinary court painterS.’ In addition, after the OPainters at Military PostsO system took effect in
the eighteenth century, twenty-one salaried positions were allocated to court painters. In total,
thirty-seven salaried posts were secured for court painters from the eighteenth century onward.
As these painters received regular wages from local army and administrative governments, they
maintained relatively stable livelihoods. This is attested by the fact that senior court painters who
had been long in service and even some Paimtessiting who had already gained decent

salaries served in these po&ts.

1% Han Chongyu, OOpinions of Han Chongyu, a teacheed®dlyal Bureau of Painting,R2cords of Opinions in

the Py ngo year of King ChngjoOs reigrFor Endjsh translation of the text, see Ohskeok,The Art of Kim Hong

do (lll.: Art Media Resource, 2005), 1-3(B1.

157Kang Kwansik Chod n hugi kungjung hwaiw, 45-46. One sixthrankedsagwaposition and four seventh
rankedsaj! ng positions were given to theamtersin-waiting. Of the foursajl ng positions, three were jointly shared
by the ten painters. The result of the painting examination determinedeseived onsagwaand onesajl ng

position. The two painters who obtained the highest two marks in ihgngaexamination held three times a season
were assigned the positions.

1%8yj Hunsang, OChba hugi chibang hwatn #,0 308317.
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Despite government efforts to reduce the poverty of the court painters, their wages

remained insufficient. Using the wages of Hwang Ylrigt é (1729-1791), a lower

government official in the late eighteenth century, we can reckon the salary scale of court
painters who occupied posts from the lower ninth to the lower sixth ranks. According to
HwangOs diary, he receivedr@ngof copper coins for one year of service as a seventh-rank

official in the Office of the Royal Genealog@liongbusi_ O ) in 1769, which is

approximately 4.8iyangas monthly salarfCourt painters in the same rank, junior seventh, took
sixth-month turns in receiving salaries. Thus, they received half of HwangOs amount, or 2.4
nyang,as a monthly wage. Given that Hwang received financial support from his family because
his low salary did not cover living expenses in Seoul, we can imagine the financial distress court
painters were if>°

Besides their regular salary, court painters were given some reward for their extra work
such as creating New YearOs paintings, kingOs portraits and documentary paintings of state rites.
For example, th®aily Records of the Royal Secretarg®scribes that the government had saved
46 rolls of cotton to pay for court painters to produce New YearOs paintings when it decided to
discontinue New YearOs paintings as an effort to diminish the budget iH*AI6&2e
compensation was evenly distributed to 20 painters of the Royal Bureau of Painting, each painter

was given 2.3 rolls of cotton cloth, equivalent to dy&ng*®* Court painters, who were engaged

159 Chang Chinsng, OChdsr hwaw n #i ky! ngjejl k y! g! n,0299.ljae nanOgo ib . written by Hwang Yunisk
offers detailed information omconomic dimensions of the eighteentimtury Chokn society, such as the scale of
court officialsO salary, prices of rice, beans, silk and cattmhrent. For further study of this record, see Yi
H!nchOang ¢ , O18 segi Hwang Yurska#i ky! ngje senghwal 18" %%, ...) %W %E [Economic
life of Hwang Yus$ kOs family in the eighteenth cenjurin ljae nango ro pohn Chogn chisigin! i saenghwalsa
g8 @ ¥%+ 78 ¢ al) W%ER [Life History of the Chosn elites focusing otjae nangg, Kang Sinhang
et al.(S! ngnam Academy of Korean Studies, 2007), 3850.

%0 paily Records of the Royal Secretaria). 212, year of 1669, the 1st month, the 23rd day.

1 There is no data on the price of cotton in the $ateenteenth century. However, Bepplement to the National
Codein 1746 specifies that the price of a roll of cotton cloth was fixed tmfggmg,and this exchange value of
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in a wide range of works and projects fogam,received wages in the form of rice and cotton
based on the level of contribution to the project and the numbers of their working days. The
painters in charge of creating and copying the kingOs portraits received on averaga btfelve
rice and one roll of cotton, which can be converted to By2H1g*®? In addition, these painters
were rewarded with goods such as horses, bows, and ¢tdtton.

Court painters working faatogamwere also responsible for painting screens used for
ritual or ceremonial occasions and commemorative paintings depicting the event. These painters
were given a per diem and meals for their working days. For example, 15 court painters received
0.22nyangper day for eight days during which they were engaged in painting a large ten-panel
folding screen of th€ive Peakdor the royal feast in 1828%In 1848, the daily wage for the
court painters whose job was to apply color to musical instruments and ritual objects for the
royal banquet held that year was Or8@ing ' Transcribed Record of Commemorative Screen

of 1744(Kapja kyebyng t'ngnoks, ceA* A’ ) explains that court painters Ham Sehwi and

No Sibin painted 4 screens and 36 hanging scrolls depicting the court banquet which was given

cotton to money continued to the year of 1884. Accordirggriecent study, org m of rice was fivenyang ones! m
of beans were two aralhalfnyang a roll of cotton cloth or hemp cloth was twgang and one silver tael was three
nyangin the eighteenth and nineteenth centuries. For further study of the price ahd the exchange value of
cash crops in the late CHasperiod, see RatOaeld q A , OSul # sungry n mit mi sungnyn nodongjati img#m:
1600-1909 ny n #igwe charyo# chungsim#ro OAA) , 04 x P, a4 A&i ) AC, 16001909:KL

i E€ « GHI [Wages of skilled and unskilled laborers in Seoufrb6001900: focusing on data ¢fgwe,
records of state ritua]sin Suryang kynjesa lo pon Chds hugiz E %WR | & 78 #" [A cliometric
review of late Chds history}, ed. Yi Y nhun (Seoul: Taehakkyo @ip@nbu: 2004), 4207; Pak Hyesuk

AE | , 01819 segi munhn e poirn hapOye!py! k # munjeO 1849!" EExa g+ , 1\ i)

EW [Translation of currency units in literatures frone tighteenth and nineteenth centyridtinjok munhaksa
y! n@u 38 (2008). 20233.

152 For a study of wages given to royal portrait paiierthe late Chds period, see Yi Sgmi, Chod n sidael jin
kwangye 135. The average wage was not changed until 1837tudaemal of rice is 0.06s! m of rice, thus onéu
of rice is around 0.38yang See Pak Hyesuk)1819 segi munhn,O 21£17.

l‘i3 For a list of incentive goods offered painters working for the superintendency, see Pak@lye, Oigwe m
tOonghae pon CHassidae,O 22267.

184 ®POummokiB  [List of consultations to superior authorifiegear of 1828, the {2month and the'3day, in
(Sunjo kichOuk) chinchaigwe(e b T @) R d KL [Records of the Royal Banquet (in 1829 during King 80sj
reign), vol. 2.

1850 Akgi pOungmui®® 2 N, (H! njong musinchinchan"igwe(] _ OK )R d KL [Records of the Royal
Banquet (in 1848 during King HhjongOs reigh)vol. 3.
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to royal relatives. They received around On§8@ngper day and in total 117r6/angfor four
months'®®In sum, painters involved in court-sponsored projects were given similar, or slightly
higher, amounts of daily pay as skilled workers who, on average, earned abayehgger
day'®’

In the early period of the dynasty, members of the royal familyyandbanwere the
court paintersO major patrons and clients. With the economic growth in the late eighteenth
century, however, affluent middle people emerged as powerful consumers of paintings. A
famous story demonstrates that renowned court painters, such as Kim Hongdo, Kim

nghwan< J2  (1742-1789), Sin HanpOyK & O (1726-?), and Yilnmuf O~ (1745-
1821), gathered at the residencelminginpainter Kang Hi! n OOx  (1710-1784) to work on
many public and private painting commissions. There is evidence that in 1795 Kim Hongdo
paintedPainting Album of th&Imyo Yeatd d* <« " (fig. 1-18) for Kim

HantOaed - (17262), a wealthy court interpreter in Seoul. Thus, the rise of a wealthy middle

class explains court painters® engagement in private commissions.
How much money did court painters receive for producing privately commissioned
paintings? A few extant documents record the prices of such paintings. The usual price for Kim

HongdoOs paintings was said to beyahg Yi My! nggi? UU who excelled in portraiture in

the eighteenth century, receivedriy@angof compensation faPortrait of Kang Sehwang at the

Age of 71(fig. 1-19)'°® As incomes that court painters earned from private commissions were

186 According toTranscrited Record of Commemorative Scre@d 744, four large screens to be given to the Office
of the Royal Genealogy and three higharel officials, together with 36 scrolls for workigvel administrators

and royal relatives, were produced to commemorateolysd banquet held for the royal members. The labor eharg
for a large screen was hyang,and that of one scroll was 2.8ang See Pak Amghye,Chod n sidae kungjung
kirokhwa 80; 166; Chang Chimsig, OChokn hwaw! n #i ky! ngjejl k y! k! n,0 299.

157pak 1OaekOSul # sungry n,O 885, Pak explains that an unskilled worker was paid aroundny@sga day.

188 Chang Chinsng, OChokn hwawt n #i ky! ngjejl k,0299-302.
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much higher than the salary from the Royal Bureau of Painting, more and more court painters
entered the art market and engaged in privately commissioned works. The art market highlighted
each artistOs individuality and encouraged the artist to leave signatures and seals on their
creations as an indication of authorstipThe artistOs unique agency in creating the work and

their reputation became major factors that decided the price of paintings. The rise of the art
market and the increase in private commissions offered a degree of autonomy to the artists to

establish their own styles and to control the content and appearance of their art.

%9 Recent scholars such as Chang Chigs Sung Lim Kim, and Kang Kwansik have paid mdtertion to the
economic dimension of paintings, such as the market priceslatiocuand trades of paintings in the Chos
dynasty. According to their research on prices of paintingsn@8 nOs (167&759) paintings were traded for 30
to 70nyang,andKim Ch! ngh#Os (1788.856) album of calligraphy was priced as high asi@hg The price of
Yu T! kjangOs painting &amboo in Snowas 0.6nyangand that of Hong #w! nOs eigHeaf album of plum
blossoms was fiyang For details, see Sung Lim Ki®Fron Middlemen to Center Stage 9699; Chang Chirisng,
OChokn hwaw n#i ky! ngjej k,0299-302; Kang Kwansik, OChas hugi chisigin# hoehwa ky ngh m kwa insik:
ljae nangor#l tOonghae pon Hwang Yuiks# hoehwa kyngh m kwa insik# chungsim#roO78#" cal

+, %UOY/ a:qg8 @é[é & °%w% ) + %0Y /[ a « GHI « GHI [The experience and
perception of paintings in the CHasintellectual communityfocusing on Hwang YunOs experience and
perception of painting through the examinationjaé nangd, in ljae nango ro pohn Chosn chisigin 630-650.
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2. Production of Commemorative Painting in Seventeenth-century Chds: A Case

Study of the Andong Kw! n LineageOs Commemorative Paintings

1) Introduction

The late seventeenth century marked a watershed in tradition of commemorative painting
in the Chosn dynasty. In the early period of the dynasty, paintings depicting gathering of literati
and government officials were produced for commemorative, social functions. The officials
working for the same government organs, those who passed the state examination at the same
year, and senior scholars who reached a high age held social gatherings and commissioned
paintings to foster their camaraderie among the members. Most paintings produced for
commemorative purpose before the seventeenth century depict their social gatherings in the
format of a hanging scroll or an album and this convention was continued throughout the
dynasty.

The epochal changes that occurred in the nature ofl Gleasnmemorative paintings in
the seventeenth century have many dimensions, which offered a model for art works created in
the later half of the dynasty. It has been characterized by diversity in formats and subjects. The
popularity of multi-panel screen format, the incorporation of Chinese themes into the repertoire
of commemorative paintings, the application of the lavish style of blue-and-green landscape
painting, the growing importance of government offices as artistic agents, and the politically
charged motivation for commission are remarkable changes occurring in the late seventeenth
century. These noteworthy phenomena are a prelude of the artistic conventions and the

development of court paintings in the eighteenth- and nineteenth centuries, which are the foci of
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the following chapters.

This section analyzes the socio-political contexts of this change and its contribution to
shaping the pattern of production and consumption of the latd €lsosirt paintings, which
were produced for and used at state rituals and other events. Three commemorative screens
commissioned by the Andong Kw family, a prestiggangbanlineage Screen of a Gathering

of Elders in Honor of Kivm Taeun of 1689 UYP aag (fig. 1-20),Screen to
Commemorate Crown Prince Yi YunOs Investiture Ceremony dd1886e R ilJU*

(fig. 1-32), andScreen to Commemorate King SukchongOs Selection of Government Officials of

N~ s oA

16911 x a UuuU (fig. 1-36), will be examined in depth as a case study to reveal this new

trend and its impact on the production of art in the later péffdetom an artistic perspective,

the three commemorative screens are worthy of note for the following reasons: First, they
illuminate the long lasting convention to commission paintings after social gatherings and court
events for commemorative purposes in the late seventeenth century. Second, they offer insights
into blue-and-green landscape painting and its symbolic meaning. Third, they epitomize how the
Chinese themes, such as ideal landscape related to reclusive life of lofty scholars and figural
motifs reminiscent of romanticized Chinese antiquity, were adopted and manipulated in order to
satisfy the Chda eliteOs artistic taste and socio-political desire. The stylistic elements, visual
representation, and physical elements of the screens will be considered to investigate the artistic
preference of the scholar-officials. In addition to the analysis of artistic aspects of these works of

art, the political strife between the Southern&anin [M ) and Westerners(in & M) and

0For a study of political and art historical signéfitce of these three works, séeYainj! ng (Seo Yoonjung)

ap § , 017 segi huban Andong Kmssi#i kiny! m hoehwa wa Nami#i chl ngch,0 17" #$  %&'()

R ) 01 [The Andong Kv! n Lineage and their commission of commemorativatpay: art and
politics of Southerner literatifficials in the late 17th centuryAndonghak ynOgu 1 (2012): 259294.Ky! ngjong
O_ (r. 17261724)is the temple or posthumous name given to Crwon PNmd&in ? 84
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their social networks and bonds based on region and kinship will be scrutinized in order to
elucidate the political significance of commemorative art in Chasciety.

| briefly introduce the family history of the Andong Kwlineage 4 | a , focusing
on biographies of the three Kws, Kw n Taeunjs U (1612-1699), KWn Kyu| & (1648-
1723), and Kwn Chunggyngi? T (1658-1728) and investigate the historical and political

situation of the Southerners to which the three main agents belonged. This includes an
examination of the rivalry between the two political factions, the Westerners and Southerners,

and the tension between the monarch and civil officials struggling to seize the political initiative
throughout King SukchongOs retghThe list of participants and preface as recorded on the
screens, as well as relevant royal archives and literary collections allow for scrutiny of the

political orientation of the participants and the purposes for commissioning the paintings. They
also help reconstruct the socio-political circumstances encompassing the commission, production,

and dissemination of the commemorative court paintings.

2) A Short History of the Andong Kw! n Lineage

Kw! n Taeun, Kwn Kyu, and Kwn Chunggyng, three court officials from the Andong
Kw! n lineage, participated in the commission of the three screens, which reflect their political
situation and social networks. Although these three paintings were produced for three different
occasions, to commemorate a private banquet honoring statesmen reaching the venerable age, th
crown princeQOs investiture ceremony, and state affairs conducted by the king, they shared some

similarities in terms of purpose and stylistic features. The resemblance found in the three screens

1Eor a survey of the developmentfattional politics in the late Chbs, see Mark Setton, OFactional Politics and
Philosophical Development in the Late Cho®The Journal of Korean Studi&s(1992): 3779.
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is caused by the initiative of the Southerner faction, which was represented by leading politicians
from the Andong Kwn lineage. It is thus necessary to investigate the thréen&wmentioned

above, including their family background and their officialdom, with special attention to the
rivalry relations between the Westerners and Southerner factions in the second half of the
sixteenth century.

Kw! n Taeun had two sons, Kw Kyu and Kwn Wij ¢ ; Kw!n Chunggyng was the

son of the Kwn Wi.}"? Their family seat was Andong, which was known for its history of local
yangbarnliterati leadership and for being the center of TOoegye Yi Hééang? & (1502-1571)
studies, which constituted the philosophical and political identities of the SouthErrirs.

Andong Kw! n was one of the most promingringbanineages rooted in the Andong area, from

which important Confucian scholar-officials originated for as many as twenty generations
beginning from the mid-Kotyto the early Chdsr dynasty. The Andong Kwn lineage was

famous as a Ostarter of four famous things:O they compiled the earliest genealogy surviving today

S nghwabo@éi in 1476; Kw n Chunghwg it (1322-1408) became the first member of
the Office of Statesmen of Venerable Aggr¢soYP | )in 1394; Kwn K#n i (1352-
1409) was the first Director of the Office of Special Counselbagjehaks;[ ) in the

Chod n dynasty; Kwn ChOag 8 (1399-1438) was admitted to the Hall of Reading

(Tokd dangfi z ; ) by the recommendation of RyKyeryang®0S  (1369-1430) when the

"2 The following description ofhe family history and genealogy of the Anddfg! n lineages based largely on
Kw!nlyong'gA , Andong KWwn Ssi sagPb&'( R" [History of Andong KWn lineagé (Seoul:POungilsa

1991) and Kwn Y! nghan'3 , Ppuri kipOun Andong Kw ssi: chosang kwa nadrparo aljiad =~ 66 %&

'( :7VY ¥é& 061 =<1 [Deeprooted Andong Kw lineage: knowing myself and my ances}¢&eoul:

Chl nw! n Munhwasa, 1999).

13 Eyjiya Kawashimasuad  , OThe Loca¥angbarin Andong: Village Bureau Heads and Their Deputies in Late

Choson Dynay Korea,O innternational Conference on Korean Studies, Hakhak"i kwaje wa ci#nmang
[Korean studies, its tasks & perspectives: papetiseobth International Conference on Korean Stjdess
Academy of Korean Studies!(8gnam: Academy of KoregBtudies, 1998), 21261.
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institute was established in 1426. In addition, the Andongrikimeage produced 3@hinsa
degree holders who passed the literary licentiate examiriafidmong the fifteen branches of
the Andong Kwn lineage, the three Kwas of interest here belonged to leOumilgongranch

wi | y , which constituted the majority of the lineage along withRbgyagongbranchpy
| y ' Like otheryangbarelites based in the countryside, some offspring of the AndordgKw

lineage established their political careers and functioned as courtiers by linking themselves with
influential families residing in the capital such as royal family members, merit subjects, and high
officials. Others remained in their home village and dedicated themselves to educating their
descendants and ruling the village commuhifKw! n Taeun, Kwn Kyu and Kw n

Cunggy ng belonged to the former group and assumed a series of key posts in the central
governments in the late seventeenth centllry.

Most of the localyangbanresiding in Andong were pupils of Yi Hwang, and therefore
yangbarelites whose&lan seat was Andong were under the strong influence of the Yi Hwang
school of thought as well as YiOs political course. They formed the main body of the Southerners
faction, opposing the Westerners throughout the dyri&SBactional lines of division bore a

close relationship to the differences in philosophical schools of thought in general and were

74Kw! n lyong,Andong Kwn ssi sag 109-117; Kwi n Y! nghan,Ppuri kipOun Andong Kw ssj 86-94.
5pak YingjinA'N , OAndong Kwn ssiSi nghwaboy! nOgi 4 | & @éi op [Study of geneaology
of the Andong Kwn Lineagé, Tongyangye hakhod 2 (2004): 202203.

8 For the political role and cultural activities oktigangban lineages rooted in Andong, see Fujiya Ishinza,
OAndong# taega sejok: munhwa kwijoki ch! ngnip# chungsim#roO%&) :...1 | :E, " ) 0 #

* GHI [Powerful lineages il\ndong area: focusing on the establishment of amiaty with cultured abilitl
Andonghak ynOg©:4 (2002): 149182.

17 Besides, many predecessors derived from Andongsaigaas Kwn P 1 $ (14781548), Yi Hwang, Yu
S ngryong% @} (15421607), and KinS! ngil < &' (15381593) played significant roles in the central
government as influential politicians as well as philosophers. Thieipation of localyangbanderived from
Andong area in the central government during the @tid$ n period is briefly metioned in Cho Tong B 4 ( ,
OAndong Yksa#i yuga chungsit k chl ngae: Cholsn sidae ihu Andong!ksa#i kaegwan®& I[R)

V..e GC ;) :78e g# %& IR) ) | [Confucianism in history of Andong region: overview o
Andong history in the Chbs dynasty, Andonghak ynOgu (2002): 4252.

"8 ChoTong |, AAndong yt ksa#i yuga,O 124.
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associated with genealogical affiliation in Choesociety. The authority of the Yi Hwang school
dominated the Andongangbancircles, right across the subtle differences in the philosophical
and political stances of each lineage and family brafich.

In the early years of King SukchongOs rule, many members of the AndbndiKeage
occupied significant government posts and wielded power. The threeskivom the Andong
Kw! n lineage were no exception. They were leading politicians representing the Southerners in
SukchongOs court. Kw Taeun passed tmeunkwaliterary examination in 1649 and held a
series of government posts in the Office of the Censor-General in his early officialdom. After
being appointed to Minister of Taxatioddjo pOanis§$ * z ) and Minister of Punishment
(Hy! ngjo pOans+ $ * z ) in the early 1670s, he secured his political position and gained
ground at court by assuming the post of Minister of RiYego( pOahs $ * z ) in 1674 when
King Sukchong ascended to the throne.

Kw! n successively filled various government posts before the Reversal of the Political
Situation in 1680Ky! ngsin hwanguk K - 9 ) led to his exile in Yngil, Ky! ngsang Province,
with other important politicians of the Southerners faction. He was reinstated as a Chief State
Councilor in the Reversal of the Political Situation in 16884 hwanguk .- 9 ) after
nearly ten years of political exile and led a successful career again as a leader of the Southerners.
He consolidated the SouthernersO power in the following years by throwing his weight behind the

investiture of Crown Prince Yi Yun, later King Kygjong. The Reversal of the Political

Situation in 1689 occurred when the Westerners strongly opposed King SukchongOs decision to

99 sikkyu/ é investigates the factional lines of division and its relationship with the philosdgbhuaol
of thought, focusing on the cases of yangban elites in Andong region. Fos,dsefil | S! kkyu, OAndong sariri
chl ngchGijk punhwa wa honban hpgdngd 4> 0) Ul g ~é - 2. 3 @ [The political spectrumfo
Scholars and literati in Andong and intareage relationship established through marfiaggedonghak ynOgu
(2002): 95147.

83



invest the newborn son of his favorite concubine, Lady CB&ngA & (1659-1701), as crown

prince. Their opposition drove them from power and the Southerners took their place. This
resulted in the collapse of the Westerners faction, which had ruled for a long time, and served as
the impetus for the Southerners faction to become the dominant power in the early reign of King
Sukchong'®°

Kw! n Kyu, a son of KWn Taeun, receivedhinsaliterary licentiate in 1675 and
subsequently passed tireinkwaexamination the same year. When his father came into power
right after King SukchongOs enthronement! iKiyu was also on a fast track to becoming a
high-ranking official, being appointed to prestigious and reputable positions cii®agyojik
67 V inthe Office of the Inspector-Gener8lafi nbu) ] %) and the Office of the Censor-
General, which served as prerequisites to moving forward to a ministerial rank in the central
government®* When his father returned to the court as a Chief State Councilor in 1688, Kw
Kyu was listed in the final roster of successful candidates presented to the king for selection

(Todangnok ; ' ). The fact that Kiwn Kyu was appointed to a high position through the

process of selecting prestigious offices guaranteed further advancement on the ladder of

180 There is a considerable scholarship on factionatippland a series of political reversals of King

SukchongOs reignoiFa useful introduction, see Yithwan? 02 |, OSukchong kwa Kisa hwanguk® T .

- 9 [King Sukchong and the Reversal of ol Situation in 1688 Ch! nbuk sahalg (1984): 126167; OKabsul
hwanguk kwa Sukchong®b - 9 Y i_  [The Reversal of Polital Situation in 1694 and King Sukchdng

Chl nbuk sahak 1,12 (1989): 138.76 ;Hong Sunmir& @ 8 , OSukchong chOdgich! ngchOi kujo wa hwanguk O
,ouU" U169-: 9; [The Political structure and the Reversal of PolitBituation in the early reign
of King Sukchong, HanOguksarob5 (1983): 129199; Yi SangsilqV a , OSukchong chOdgivangkw n

anjl ngchOaek kwa Kpsin hwanguk® U") T%0 <Y %tOS [Thepolicy tostrengtherihe royal
authority in the early era of King SukchongOs rule and ther&ahof Political Situation in 16$0Chog n sidae
sahaksa33 (2005): 113145.

81 The prestigious positions in the central governmsmdled Och®gyojikO were admired by schotaficilas
because they served in physical proximity to the king and also requiregdnetdrship. The Od¢mQyojikO

included midto low- level positions both in the censorate offices and in offices in chamgeafding and writing
documents, such as the Office of the Censor General, the Offibe Inspector General, the Office of Special
Counselors, and the Office of Royal Decreésmiungwarr "U ). The royal messenger of the Office of the Herald
(3 nj! nOgwah’U ) in the military rank also belonged to this categ@iy: details, see Kim Sunjoblarginality
and Subversion in Korea: The Hong!Kgnae Rebellion of 181(&eattle: University of Washington Press, 2007):
41-42.
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bureaucratic succe$®¥ He was promoted to Chief Royal Secretary, Censor-Gerferabégan

s)* ), and Inspector-Generaldesahns) ] ) inthe ensuing years. Under the influence of
Kw! n Taeun, members of the younger generation such as TaeunOs cousifiziaejs |
and his nephews K\m Haej > and Kw n Hwanj #S served as officials and expanded the

political influence of the Andong K lineage in the central government. The authority of the
Andong Kw! n family members soared and was said to exceed the power of iR 1&1.0-
1681), the foremost politician and leader of the Southerners fa€fion.

Kw! n Chunggyng, a grandson of Kiw Taeun and a nephew of KwKyu, passed the
munkwaexamination in 1689 and was selected as a member of the Hall of Reading the same
year'® By entering the institution, Kilm Chunggyng was recognized as a talented and
gualified scholar who deserved prestigious positions in the government. Within a yleanas
listed in the Roster of Candidates for Positions in the Office of Special Counséogniunnok
I’ ), appointed as a junior fifth-rank official, and promoted to a Section Chief of Ministry of
PersonnelYijo CH ngnang $S 2 ).*®* He served in important government posts in various
offices such as the Ministry of Personnel, Office of the Censor- General, Royal Confucian
Academy 8 nggyungwar@@© ), Office of Special Counselors, and Royal Secretariat.

The three Andong Kins actively participated in the politics and formed a social
network based on their affiliation with the Southerners faction after the Southerners gained

power in 1689. They led successful careers by holding prestigious governmental posts and

voiced their political opinions by favoring Crown Prince Yi Yun. However, they lost political

182y/eritable Records of King Sukchgongl. 20, the year of 168%he intercalary 3rd month, the 10th day and 13th
day.

183veritable Records of King Sukchongl. 4, the year of 1675, the 11th month, the 1st day.

184y/eritable Records of King Sukchon@l. 21, the year ofl689, the 12th monthhe 19th day.

185y/eritable Records of King Sukchon@l. 22, the year of 1690, the 6th month, the 15th day; the 6th month, the
29th day; the 6th month, the 30th day; vol. 23, the year of 1691, the 6th month hilaay25t
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dominance shortly after another political incident, the Reversal of the Political Situation in 1694

(Kapsul hwanguk b - 9 ).*®®Kw! n Taeun was divested of his office, and HwKyu was

exiled in Tangjin, ChOungnam Province.l KvChunggyng was banished to Kogunsan Island,

Chl lla Province in 1694, casting his lot with his precedents. In sum, family members of the
Andong Kw n lineage improved their political position and expanded their power bases relying
on social networking established by their aristocratic lineage and affiliation to the Southerner
faction in the 1680s. As the Southerners lost their political dominance over the court, the Andong

Kw! nsO power also rapidly decreased.

3) Screen of a Gathering of Elders in Honor of Kw Taeun of 1689

From art historical point of view, the significance of this work of art lies in its transitional
states bridging the gap between the early Ohgemmemorative paintings and those of the late
era of the dynasty. In the early stage, most paintings produced for commemorative purposes were
commissioned by individuals who participated in social gatherings and official meetings. Scenes
that depict social gathering and performing official duty at work are frequently selected for this
kind of commemorative painting until the early seventeenth century. Multiple copies of
documentary paintings depicting actual events were created in formats of hanging scroll or
album and distributed to participants. Given that these paintings served as a private memento for
recollection, it is natural that formats of scroll and album, which offers intimate viewing
experience, portability, and easy storage, were favored. In addition, as such paintings were

sponsored mainly by officials at their own expense, the formats of scrolls and albums were

186| ee Ki-baek,A New History of Krea, tans. Edward W. WagneiCambridge, Mass: Published for the Harvard
Yenching Institute by Harvard University Press, 1982)1-223.
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preferred for its affordability.

In the seventeen century, the initiative of commission was shifted from private o publ
or government divisions. It led noticeable changes in the convention of art production and
characteristics of commemorative painting. The temporary office dalianthat was
established for the preparation of court ceremonies played a pivotal role as agent of
commemorative paintings and funds from the government organs were allocated for this
commission®’ Once a government agency played an essential role in the production of
commemorative painting, it assumed a public nature related to the courtOs political agenda and
court painters of the Royal Bureau of Painting were summoned to conduct this commission. This
tendency was reinforced over time and reached its zenith the mid-eighteenth century when such
paintings were done by the direct request of the king to legitimize the royal authority and to
celebrate the kingOs accomplishment.

The changes in formats and themes of commemorative paintings resulted from the
increased involvement edgamin commission. Instead of hanging scroll and album, large size
folding screens in a lavish manner were selected to celebrate the completiotoghtt@s tasks
in court rituals and state events. A multiple-panel screen allows more space for pictorial
representation and accommodate more diverse motifs and complicate composition. To fill up
enlarged canvas, artists experimented with various methods by incorporating Chinese themes
into the repertoire of commemorative paintings, combining the idealized landscape and panting
of the stories of cultural heroes with a depiction of actual events, and employing the eye-catching
style of blue-and-green landscape.

Screen of a Gathering of Elders in Honor of KT aeun of 168¥ig. 1-20) in the

187 Daily Records of King Kwanghaegurol. 27, the year of 1610, thetercalary 3rd month, the 12th dayaily
Recordofthe Royal Secretariatol. 286, the year of 1681, the 11th month, the 25th day; Nam Yongik, O¥gngj
mosa dogma kyeliyyig 4 Os ™ % C4"% d36&y ‘1 , Hogokchip “1A7Y, vol. 15.
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collection of the Museum of Seoul National University, was commissioned to commemorate a
banquet held by Ki\n Taeun at his residence just after he was reinstated as a Chief State
Councilor'® It consists of eight panels that can be divided into three sections: the first panel
features a preface to explain the reason for the banquet; the second through seventh panels depic
the scene of the banquet in KmOs garden; and the eighth panel presents a list of participants in

the banquet. Although the preface on the first panel, written by Y4 @k (1641-1698), is too

damaged to identify the written characters, the contents of the preface are documented under the

title, OPreface to the Screen Depicting a Gathering of Four Ekdersy(nhoe pyng 4

~

yb aad B)Oin YiOs literary collectioPakcH njip CD . The inscription explains the

purpose of the commission of this screen at full length as follows.

In the fifth year of King SukchongOs rule, the king defeated evil offenders
and engaged men of virtue, leading to the reestablishment of righteousness. First,
former Minster of PersonneY{jo pOaris $ * z ), Mok NaesorEF C (1617-
1704) was appointed as Second State Councilor and Yi Kwahjings (1618-
1695) was appointed as Minister of Rites. Three days later, the king summoned
Kw! n Taeun from Andong (lineage) to court and appointed him a Chief State
Councilor. After a while, those who had misbehaved were treated according to
justice 