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Aspirations for the Pure Land Embodied
in a Modern Korean Temple, Anyang’am
LEE SEUNGHYE

A binary model of patronage has often guided previous studies on modern
Korean Buddhist paintings from the metropolitan area around present-day
Seoul. This model sharply contrasts works sponsored by the royal court at the
end of Chosŏn with those commissioned by abbots of prominent temples
during the colonial period. In this model, formal features of paintings are
aligned with social status and the political stance of patrons; court-sponsored
works are considered as displaying conventional style and iconography, while
those sponsored by abbots who collaborated with Japanese colonialists show
new painting techniques and iconographic motifs. Yet the complex history of
Korean Buddhism and its visual culture complicates any attempts to address
the history of Korean Buddhist art at the turn of the twentieth century from
a monolithic and linear perspective. The Buddhist art and architecture of
Anyang’am, founded in 1889 by a devout layman who later became fully ordained,
provide a case study for rethinking this binary model of art and patronage. My
investigation reveals that the Buddhist art and architecture of the temple, dating
from the 1890s to 1910s, show stylistic, iconographic, and spatial affinities with
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those sponsored in the region by the court a few decades earlier. I argue that
the patron emulated royal sponsorship to promote the newly founded temple
through visual representation. This study challenges the presumed relationship
between art and patronage, while arguing that differences of painting styles and
iconographic motifs are modulated by far more diverse factors rooted in the
changing religious and cultural context.
Keywords: court patronage, Korean Buddhist painting, lay Buddhist society,
pure land practice, royal votive temple

The binary model remains a powerful interpretative frame in understanding Korean art,
whether for examining such aspects as patronage, production conditions, or the use and
consumption of artworks. Scholarship on modern Korean Buddhist paintings, a growing
sub-field within Korean art history that has gradually formed since the 2000s, is no exception
to this larger scholarly trend. Previous studies sharply contrast works sponsored by royal and
elite patrons at the end of Chosŏn 朝鮮 (1392–1910) with those commissioned by abbots of
prominent temples, who were susceptible to political changes during Japan’s occupation of
Korea (1910–1945). In this model, court-sponsored works are understood to demonstrate
conventional style and iconography, while works patronized by abbots are believed to show
new trends in painting techniques and iconography. This interpretative model often implies
an abrupt break from the immediate past; that is, as the former group of patrons was replaced
with the latter, so too were the painting style and iconography. Yet, the complex history of
religious and patronage practices in the capital area complicates any attempts to address
the history of Korean Buddhist art at the turn of the twentieth century through a dualistic
model. The model fails to account for some Buddhist art and architecture sponsored by
patrons of lesser social status, neither royal patrons nor abbots of prominent temples, who
lived through this particularly turbulent time. This article is a study of one such example.

Fig. 1. View of Anyang’am
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Known as Anyang’am 安養庵, this temple was founded in 1889 by a layman named Yi
Ch’angjin 李昌鎭 (1850–1926), better known by his ordination name Sŏngwŏl 性月, outside
the East Gate of the capital (Fig. 1). The founder later took a tonsure and served as the first
abbot of his temple until his son Yi T’aejun 李泰俊 (1879–1973), also known by his ordination
name Yanghak 養鶴, succeeded him in 1916 as the second abbot. Recent studies on the
art and architecture of Anyang’am have attempted to ground the emergence of distinctive
stylistic or iconographic features of individual paintings produced in the 1920s more firmly
in the changing religious and cultural landscape of the capital area (Ch’oe 2010; Chŏng 2017).
While these studies may explain new visual elements apparent in several paintings from
the 1920s, they do not account for halls built or icons dedicated in the beginning years of
Anyang’am. The pro-colonialist undertakings of Yanghak seem to have led scholars to group
these older halls and icons together with contemporaneous Buddhist paintings sponsored
by abbots of great temples. Yet, a closer look at Anyang’am suggests that its transformation
from a semi-private prayer cell into a well-equipped public temple took place in two main
periods that parallel the abbotships of the temple. The gradual shaping of the temple in two
stages reflects larger historical trends of Korean Buddhism and society, ranging from the
emergence of Pure Land group practices and the rise of lay leadership, to the increase of
court and elite sponsorship.
A broad goal of this study is to bring light to the complex situation of Buddhist
practices and cultural production in the capital area from the late nineteenth to the early
twentieth century before Korean Buddhism’s reformation under Japanese colonial rule. This
article provides a nuanced view of modern Korean Buddhism and Buddhist art that goes
beyond simple dichotomies of court versus abbots, court versus commoners, or lay versus
monastics, by using an interdisciplinary approach to trace the formation of Anyang’am
during the abbotship of Sŏngwŏl from 1889 to 1916. As I will show shortly, Sŏngwŏl and his
lay Buddhist association, called Immeasurable Assembly (Muryang hoe 無量會), guided the
architectural and artistic formation of Anyang’am in the early years. Several visual features of
Anyang’am compare closely to the court-sponsored temples in the capital area, whereas the
nature and organization of the temple show affinities with urban lay Buddhist societies active
in the two preceding decades. This study sheds new light on a set of two paintings hung in
the main hall of Anyang’am to show how the painter or patron adapted visual features from
the court-sponsored temples in the capital area without emulating the way of support from
the court, and secured the temple’s place in the shifting religious landscape of modern Korea.

Religious Topography of the Capital Area in the Nineteenth Century
Gracing the skyline with tiled roofs of majestic buildings and towering pagodas, Buddhist
temples were not only urban landmarks, but also an indispensable part of the lives of city
dwellers in the dynastic capitals across pre-modern East Asia. Hanyang 漢陽 (present-day
Seoul), though constructed closely following Confucian ideals, still had a few Buddhist temples
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founded by the royal court during the first half of the dynasty. However, Buddhist temples
became invisible in the capital city when orthodox Neo-Confucianism rose to dominance.
Although the royal court had protected Buddhist temples on the pretext of upholding wills
of preceding kings, they could no longer resist the growing pressure from Confucian scholars.
Not a single Buddhist temple remained within the city wall after Wŏn’gaksa 圓覺寺 was burnt
to ashes in 1554. As a result, Hanyang became devoid of imposing Buddhist temples by the
eighteenth and nineteenth centuries, as a few Western visitors commented in surprise in their
travelogues (Walraven 2000, 178–179).
In contrast, the areas lying beyond the city wall prospered as a stronghold of Buddhism
throughout Chosŏn. The number of Buddhist temples in the greater Hanyang area significantly increased in the nineteenth century, suggesting that Buddhism was regaining its former
position as a favored religious practice, thanks to its ability to handle social and political crises. Buddhism’s renewed vitality was anchored in the widespread cultic practice of invocating the name of Amitābha Buddha for postmortem benefits. In Korean Buddhism’s long
history, the cultic practices directed toward Amitābha Buddha and his paradise had always
been popular. However, what might be called “Pure Land zeal” in the nineteenth century
seems to have been deeply rooted in the monastic education centering on the practice and
discipline of the three gates (sammun suhak 三門修學). During late Chosŏn, this disciplinary
system consisted of three gates of direct cut (kyŏngjŏl mun 徑截門), perfection and sudden
enlightenment (wŏndon mun 圓頓門) and Buddha-recitation (yŏmbul mun 念佛門), each of which
stands for meditation, doctrine, and Pure Land traditions of Korean Buddhism. The gate of
Buddha-recitation was firmly established as an independent devotional practice by the eighteenth century. The inclusion of Buddha-recitation among the three gates paved the way for
the unparalleled popularity of Pure Land cultic practices among all strata of social groups
(Yi 2010a; Kim Yongtae 2015). A Buddhist community based on the Pure Land faith, called
the Ten Thousand Days Buddha-recitation Assembly (Manil yŏmbul hoe 萬日念佛會), gained
wide currency among monastics and laypeople in the latter half of the nineteenth century
(Han 1995; Cho 2003, 103–108). As its name implies, this mass faith-based community was
devoted to the ritualized invocation of Amitābha Buddha’s name for ten thousand days. The
duration of this religious practice, which amounts to thirty years, required its participants’
unchanging will and religious fervor.
Temples and hermitages nestled in Mount Samgak 三角山 allow us to glimpse the
nineteenth-century revival of Buddhism in the greater capital area. This revival took forms
as diverse as the establishment of semi-private votive shrines and temples (wŏndang 願堂,
wŏnch’al 願刹) by the royal house, dedications of Buddhist paintings and statues, publication
and distribution of Buddhist texts, as well as the organization of lay Buddhist societies; all
were related to the state-wide popularity of Pure Land Buddhism in one way or another.1 In
particular, the reign of King Kojong 高宗 (r. 1863–1907) saw a large increase in royal support for Buddhist temples through both official and unofficial means. On the one hand, the
1

T’ak (2012) provides a comprehensive study of royal votive temples during the Chosŏn dynasty. Also, see Baker
(2014, 159–161).
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blank office warrants (kongmyŏng ch’ŏp 空名帖) were frequently issued to sponsor the repairs of
temples protecting the History Archives, temples deeply connected to the dynastic founder,
temples in charge of maintaining the royal tombs, and temples on Mount Kŭmgang 金剛山
(Son 2014, 34–41). On the other hand, when there was no reason for official support to Buddhist temples, members of the royal house donated large sums of money from their private
income (naet’ang 內帑), which was mostly gained from lands owned and administered by the
royal procuring agencies (kungbang 宮房).2 In addition, the royal patrons sometimes granted
farmland (bullyangdap 佛糧畓) to the temples so that they could have regular income (Lee
2013, 117–118). Such funds were variously utilized to sponsor the construction of worship
halls or the production of Buddhist paintings, or for the performance of ritual services at
votive shrines and temples, which offered prayers for the benefit of both living and deceased
members of the royal family. The untimely demise of many kings and crown princes may
have been one of the major motives behind the sudden increase of such temples in the
capital area during the late nineteenth century. Care for the deceased souls remained one of
the primary motives of the royal patronage of Buddhism throughout Chosŏn. Desperation
for male heirs to carry on the royal lineage emerged as another strong motive behind the
creation of numerous votive shrines at both near and distant temples at the end of the nineteenth century. Notably, male patrons including King Kojong, the Regent Yi Haŭng 李昰應
(1820–1898), and members of influential families patronized temples on large scale, whereas
female patrons including dowagers and current queens, royal concubines, and ladies-in-waiting commissioned Buddhist paintings and statues for worship halls. The fact that they openly
supported large-scale Buddhist projects indicates how weakened was state control of Buddhism. Such temples were normally small establishments and had worship halls dedicated to
Amitābha Buddha, Avalokiteśvara Bodhisattva, and Kṣitigarbha Bodhisattva in keeping with
their primary function as votive temples for royal members (Walraven 2007, 9).
Another important element that shaped the religious topography of the capital area was
the rise of lay religious associations, such as the Pure Vow Society (Chŏngwŏn sa 淨願社,
founded in 1869); Wonderful Lotus Society (Myoryŏn sa 妙蓮社, active 1872–1875); Nectar
Society (Kamno sa 甘露社, founded in 1882); and Formless Altar (Musang tan 無相壇, active
1877–1886). While emphasizing the cultic practice of Buddha-recitation and the worship of
Avalokiteśvara Bodhisattva, these lay religious societies actively engaged in publication of
religious texts. Given that a few key members participated in and played an important role
in different lay societies, it is no wonder that their devotional and cultural practices show
close affinities (Sŏ 2017, 298–330). The first of these was the Pure Vow Society, founded
under the monastic leadership at the royal votive temple Pogwangsa 普光寺 in P’aju and that
received patronage from Queen Dowager Sinjŏng 神貞王后 (1809–1890) and members of her
2

Empress Myŏngsŏng 明成皇后 (1851–1895) is, for example, known to have utilized the properties of
Myŏgnyegung 明禮宮 to sponsor prayer rituals, see Son (2014, 51–53). Kim Chŏnghŭi (2015) provides a
comprehensive discussion of the royal house mobilizing finances to patronize Buddhist art and architecture
throughout Chosŏn. See also Cho (2016) for a useful overview of the royal finance and procurement during
late Chosŏn.
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P’ungyang Cho clan in the late nineteenth century. Composed of monastic and lay Buddhist
devotees including both yangban and non-yangban origin, the society was formed for the Ten
Thousand Days Buddha-recitation Assembly (Hwang 2009, 37–38, 59).
Three other lay religious societies demonstrate distinctive yet interrelated aspects that
set them apart both from the elite lay patrons in the capital area and from similar religious
associations based in provincial temples. First, male lay practitioners without monastic
leadership organized them. Most of them belonged to the chung’in 中人 class or held lowranking military offices, representative of a social group that was not wholly embraced by
the ruling class of Chosŏn. In particular, the social class and cultic orientation of the main
participants were connected to and closely associated with the worship of the legendary
Chinese general Guan Yu 關羽 (Kwan U, ? –219), which began rather unwillingly in the
sixteenth century but enjoyed unparalleled popularity across different social classes during
the reign of King Kojong (Van Lieu 2014). The East Shrine of King Kwan 東關王廟 became
the center of Daoist publication where the key members of Formless Altar compiled and
published Daoist morality books (sŏnsŏ 善書) beginning around 1876 that recommend the
practice of good virtue. The cult of Guan Yu, the embodiment of loyalty and martial valor,
was the key factor that connected main participants of the Formless Altar who served as
caretakers (chaegwan 齋官) of the state-run temples of King Kwan to the court of King
Kojong (Pak 2017, 26–32). Secondly, they were oriented towards a syncretism of Buddhism
and Daoism exemplified by their publishing projects. For instance, the Wonderful Lotus
Society was founded in 1872 at a small hermitage called Kamnoam 甘露庵 on Mount Samgak.
From 1872 to 1875, the Wonderful Lotus Society held eleven gatherings during which the
dharma master repeatedly wrote and then erased characters on a sand plate, while another
person simultaneously wrote what the dharma master revealed. Such practice, known as
“spirit writing” (kangp’il 降筆 or pugye 扶乩), is a distinctive method of composing Daoist
scriptures developed in China.3 Three of seven places where the Wonderful Lotus Society
held their gatherings are identified as Kamnoam and Samsŏng’am 三聖庵 on Mount Samgak
and Chin’guksa 鎭國寺, a military temple on Mount Pukhan 北漢山 (Pak 2017, 11–12). The
key members of the society later edited the dharma talks and published them as a book.
The royal votive temples and small hermitages established by lay Buddhist societies
coexisted in the greater capital area in the late nineteenth century. However, it is not easy to
reconstruct how these Buddhist establishments with seemingly different patronage networks
were connected beyond the confines of social class and custom. A key to understanding
this issue may be found in the flourishing of Buddhist publications led by Yu Sŏngjong
劉聖鍾 (1821–1884, also known as the Lay Disciple Pogwang Yu Un 葆光居士 劉雲), who
was a principal member of all four lay religious societies mentioned above.4 Yu Sŏngjong
3

4

The practice is first mentioned in Yi Nŭnghwa’s 李能和 (1869–1943) early twentieth-century account of the
Wonderful Lotus Society, which he also referred to as the Teaching of the Hidden Recompense (Sŏnŭmjŭlgyo
善陰騭敎), see Yi (2000, 304). For a detailed discussion of this practice, see Kim (2012, 316–330).
Yu Sŏngjong was originally a low-ranking official responsible for preparing food for the palace of Queen
Dowager Sinjŏng. Yu Sŏngjong, thanks to his connection to the queen dowager, seems to have been able to join
the Pure Vow Society of Pogwangsa through which he familiarized himself with the royal patronage of cultic
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played a vital role in the compilation and publication of Buddhist and Daoist books that his
societies undertook between 1879 and 1884. Mutual interactions across social boundaries are
attested by the prefaces and colophons of Buddhist scriptures published by the Pure Vow
Society and the Nectar Society. Wishes for the longevity and health of the royal family feature
prominently, while attesting to the monarchy’s centrality in the minds of Chosŏn Koreans
(Sŏ 2017, 302–317, 327). Interestingly, the woodblocks commissioned by the Pure Vow
Society, Nectar Society, and Formless Altar came to be housed at Anyang’am, although the
specific details regarding this development remain unknown. Owning the woodblocks, not
just copies of the books, may have indicated the close connection that once existed between
the publishers and Anyang’am. They include woodblocks of Ocean-like Vow, A Sailboat to the
West (Wŏnhae sŏbŏm 願海西帆) published in 1882 by the Pure Vow Society; Anthology of Pure
Land Poetry (Yŏnbang sisŏn 蓮邦詩選) published in 1882 by the Nectar Society; and the Record of
the Cassia Palace of the Imperial Sovereign Wenchang (Munch’ang chegun kyegung chi 文昌帝君桂宮誌)
compiled by the Formless Altar in 1881 (Sŏ 2016, 79, note 234, and 89, note 258; Pak 2017,
36).5
It is noteworthy that Yu Sŏngjong took part in the compilation of all three works that
the woodblocks contain. A lack of evidence prevents us from tracking down the process by
which these woodblocks found their way to Anyang’am, or the complex religious network
that would have once existed among individuals like Yu Sŏngjong and Sŏngwŏl, or urban
temples like Pogwangsa, Kamnoam and Anyang’am. Given the lay leadership and Pure Land
orientation of Anyang’am, it may not be coincidental that Anyang’am came to get hold of
the three sets of woodblocks. It suggests that the developments of urban lay Buddhism
in the preceding decades must have paved a way for Sŏngwŏl and his fellow lay Buddhist
practitioners.6

Sŏngwŏl, the Immeasurable Assembly and the
Formation of Anyang’am
The early life of Sŏngwŏl prior to the founding of Anyang’am is narrated in two important
sources composed in different manners, reflecting the nature of each literary genre. On
the one hand, the “Preface and Stele Inscription of the History of Anyang’am” (Anyang’am
sajŏk pimyŏng pyŏng sŏ 安養庵事蹟碑銘竝序; hereafter “Stele Inscription”), composed by Kwŏn

5

6

and cultural practices centering on the Pure Land. At Pogwangsa, Yu Sŏngjong also sponsored the first and fifth
paintings from the Ten Kings of the Underworld as the major donor with other members of the Pure Vow Society.
This demonstrates that court-sponsored temples also received financial support from non-royal members. For
more on Yu Sŏngjong, see Sŏ (2016, 102–104, 124–128) and Sŏ (2017, 301–309).
For illustrations and more information on these woodblocks, see CHA (Cultural Heritage Administration; Munhwajae ch’ŏng) and RIBCH (Research Institute of Buddhist Cultural Heritage; Pulgyo munhwajae yŏn’guso)
(2014a, 26, entry 6 and 29, entries 25 and 26) and CHA and RIBCH (2014b, 195, entry 6 and 196, entries 25
and 26).
For a similar observation, see Chŏng (2017, 87–90).
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Sangno 權相老 (1879–1965) in 1932, recounts succinctly Sŏngwŏl’s early life couched in the
history of Anyang’am.7 On the other hand, the Master Sŏngwŏl, a True Story of Faith Leading
to Taking up the Buddhist Path (Pulgyo ipto sinang sirhwa Sŏngwŏl taesa 佛敎入道信仰實話 性月大
師; hereafter Master Sŏngwŏl), composed by Kim T’aehŭp 金泰洽 (1899–1989) and first
published in 1936, provides a fuller account of Sŏngwŏl’s life in hagiographical framework,
while putting flesh on the bare bones of Kwŏn Sangno’s narrative (Kim 1936). Given
the nature of patronage and literary genres, the two sources unsurprisingly highlighted
Sŏngwŏl’s outstanding deeds and efforts in the formation of Anyang’am at the expense of
other members of the Immeasurable Assembly.8 The votive inscriptions of a few Buddhist
paintings and statues at Anyang’am, as we will see shortly, supplement the two sources by
providing names of lay participants and patrons.
The Master Sŏngwŏl relates that as Sŏngwŏl’s father offered prayer at a temple located
on Mount Samgak in a wish to beget a son who would promote Buddhism, his mother
gave birth to him after dreaming of a monk from Mount Samgak appearing. Dismayed with
corruption and political disorder, Sŏngwŏl is said to have decided not to enter government
service, although he passed the Classics and Literary Licentiate Examination in his early
twenties. The hagiographer emphasizes the death of Sŏngwŏl’s father as the decisive incident
that led this young Confucian intellectual to engage deeply in Buddhism. The dying father is
said to have urged his son to practice Buddha-recitation in order to be reborn in the Western
Paradise. Having wandered for a decade from temple to temple to no avail, Sŏngwŏl finally
met the master Hwanong Hwanjin 幻翁喚眞 (1824–1904) in 1889. Hwanjin gave him the
five precepts for a layman and the name Sŏngwŏl, rather than the full ordination that he
had hoped to receive. Moved by accounts of the White Lotus Society (C. Bailian she 白蓮
社) of Huiyuan 慧遠 of fourth-century China, Sŏngwŏl resolved to organize such a society
and found a temple where they could devote themselves to the Buddha-recitation. Searching
diligently for a place to practice, he reached present-day Ch’angsin-dong 昌信洞 outside the
East Gate in the ninth month of 1889, where he bought two thatched houses and repaired
them. What Sŏngwŏl first built there was Ch’ilsŏnggak 七星閣 (Shrine of the Seven Stars)
of three bays. Together with several male lay Buddhist devotees, including Kim Chŏngin 金
正仁, Han Yŏyŏ 韓如如, and Chŏn Sŏngp’a 全性坡, Sŏngwŏl established the Immeasurable
Assembly and began Pure Land practices. As the society acquired some thirty members, their
religious home became famous as a lay temple (Kim 1936, 1–21).
When it comes to the major construction works at Anyang’am, extant epigraphical and
7

8

The stele still stands in situ. A transcription and modern Korean translation of the inscription are found in
Han’guk Pulgyo misul pangmulgwan (2004, 194–198).
The two sources were put together by An Chinho 安震湖 (1880–1965) in his Anyang’am chi (Gazetteer of
Anyang’am) of 1958. It should be noted that Sŏngwŏl was a well-known figure in the religious scene of the
capital area, considering that two magazines each published a piece covering his life and deeds immediately
following his death, see “Ch’ilsipch’il-se ŭi sangsu ro p’arwŏl p’aril e wangsaenghan Yi Sŏngwŏl nogŏsa ŭi
haengjŏk” (The deeds of the old lay practitioner Yi Sŏngwŏl who passed away on August 8 at old age of
seventy-seven years), Pulgyo 33 (1927, 54–55) and “Mitsuyubi wo yaite shinnen wo katameta Ri Shōgetsu koji”
(The lay practitioner Yi Sŏngwŏl who upheld the belief by burning his three fingers), Chōsen Bukkyō 34 (1927,
30–32).
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textual sources invariably credit the first and second abbots of the temple as the driving forces.
The two abbots may have initiated construction and solicited donations from lay believers
of Anyang’am and beyond the temple walls. However, in addition to the Immeasurable
Assembly, several lay societies were also affiliated with the temple. The presence of multiple
organizations at this temple already implies collective donations for major construction
works and dedications of icons. The Immeasurable Assembly was renamed Ten Thousand
Days Assembly (Manil hoe 萬日會) in 1912, and was in fact a type of yŏmbul kye 念佛契, which
organized for and supported the group practice of Buddha-recitation for ten thousand days.
The temple fraternities (sach’al kye 寺刹契) are faith-based communities consisting of both
monastic and lay people that provided financial support for most temples during late Chosŏn
(Han 2012, 33–34). Similarly, Ten Thousand Days Buddha-recitation assemblies sponsored
the construction of worship halls and the creation of icons in addition to practicing group
chanting. Given the nature and function of such assemblies, the cultic orientation and
immediate religious needs of the Immeasurable Assembly, including its founder, might
have governed the sequence of construction at Anyang’am. From the temple’s inception,
three days of a month were set aside for intensive Buddha-recitation by lay believers. Such
occasions would have functioned as a venue showcasing the charismatic leader’s fame among
the congregation and, in turn, provide an opportunity to collect alms for major construction
works and temple administration. On the fifteenth day of a month, the temple held the
Amitābha’s Manifestations Assembly (Mit’a hyŏnhaeng hoe 彌陀現行會), during which lay
devotees recited the name of Amitābha Buddha. The eighteenth day of each month was
devoted to the Kṣitigarbha Assembly (Chijang hoe 地藏會), sometimes called the Consolation
Assembly (Ch’ŏndo hoe 薦度會), in which the participants recited Buddha’s name in order to
deliver spirits that have no descendants to perform a memorial service. The twenty-fourth
day of a month was designated as the Avalokiteśvara Assembly (Kwanŭm hoe 觀音會), during
which the practitioners recited Buddha’s name to pray for the benefit of the living.

Fig. 2. The interior view of Taeungjŏn in Anyang’am
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The construction of Anyang’am, as mentioned previously, was carried out in two main
stages in accordance with the abbotships of the temple. During the first stage from 1889 to
1916, a quasi-private chapel simply known as Ch’ilsŏnggak gradually took the shape of a fullyequipped public temple. For the newly built Ch’ilsŏnggak, Sŏngwŏl is said to have transferred
a seated Amitābha Buddha statue from Kŏnbongsa 乾鳳寺 on Mount Kŭmgang (Han’guk
Pulgyo misul pangmulgwan 2004, 23) (Fig. 2). Although the transfer of Buddhist icons from
one temple to another was a conspicuous phenomenon during late Chosŏn, the original
home of the Amitābha statue seems to have carried particular significance for members of
the Immeasurable Assembly. Kŏnbongsa was so important a center of the Ten Thousand
Days Buddha-recitation Assembly in the final days of Chosŏn. The temple formed such
assemblies in 1802, 1851, 1881, and 1908 (Yi 2010b). The formal traits of the Avalokiteśvara
and Kṣitigarbha statues, flanking the Amitābha statue, point to the late nineteenth century
as their date of production. They were most likely made in 1889 to match the pre-existing
Amitābha statue from Kŏnbongsa by the monk-artist Kyŏngsŏng 慶惺 who in the same
year produced four Buddhist paintings, respectively describing Amitābha Buddha, guardian
deities, seven stars, and the mountain god.9 The enshrinement of the Amitābha triad statues
together with the four Buddhist paintings would have elevated Ch’ilsŏnggak into something
similar to a worship hall dedicated to Amitābha Buddha despite its differing name. No
building activities are recorded for the decade immediately following the founding of the
temple up until the year 1899. In that year, not only was Toksŏnggak 獨聖閣 (Shrine of the
Hermit Sage) newly built, but also paintings of the hermit sage and mountain god were made
in the third month of 1899. More importantly, the temple was renamed Anyang’am, a name
that clearly indicates its Pure Land orientation.

Fig. 3. Avalokiteśvara Bodhisattva
9

Fig. 4. Kwanumjŏn of Anyang’am

The Amitābha triad statues and the Preaching Amitābha are now housed in the main Buddha hall.
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The year 1901 was an important turning point for both Sŏngwŏl and his temple. In the
fourth month, he received the ten precepts for the śrāmaṇera and the name Sŏnju 善住 from
his teacher Hwanjin. In the fifth month, Sŏngwŏl received the bhikṣu precepts and bodhisattva
precepts from Hoegwang Yusŏn 晦光有璿 (1862–1933), a controversial figure active in the
reform movement of Korean Buddhist temples. Two months later, he received the mind-seal
(simin 心印) together with the dharma name P’yŏngdŭng 平等 from the renowned monk Manha
Sŭngnim 萬下勝林 of Pŏmŏsa 梵魚寺. Sŏngwŏl’s tonsure was the event marking the end of
the lay devotional society that lasted for thirteen years. From this point on, construction of
the temple took a different shape. It resumed in 1909 with the carving of a seated image of
Avalokiteśvara Bodhisattva on the rock cliff, located at the western end of the temple (Fig. 3).
The carving of the statue appears to have been a major communal affair for the monks and
lay believers affiliated with the temple. Kim Chŏngin served as one of the “laymen in charge
of spell recitation” (songju sinsa 誦呪信士), whereas Han Yŏyŏ worked as the administrator
of temple affairs (togam 都監).10 Then in 1911, Kwanŭmjŏn 觀音殿 (Hall of Avalokiteśvara),
an architectural structure to protect the statue (Fig. 4), and Yŏmbultang 念佛堂 (Hall of
the Buddha-recitation) were built together. Yŏmbultang might have been built to secure the
venue for Pure Land group practice, as the membership of Immeasurable Assembly had
grown considerably by this time.
Major construction works followed shortly thereafter. The first was the building of
Taeungjŏn 大雄殿 (Hall of the Great Hero) in 1914 (Fig. 5). The main devotional painting
was newly made for Taeungjŏn in the third month of 1915,11 while a painting depicting eight
events of Buddha’s life and a monumental banner painting representing Amitābha Buddha for
outdoor ritual services were made two years later. After the temple acquired the appropriate
main Buddha hall, Ch’ilsŏnggak, which had functioned as the de facto main Buddha hall, was

Fig. 5. Taeungjŏn of Anyang’am
10
11

Fig. 6. Myŏngbujŏn of Anyang’am

For a transcription of the dedicatory inscription in its entirety, see CHA and RIBCH (2013b, 179, entry 53).
The whereabouts of this painting is unknown. The painting currently hung inside Taeungjŏn is the Preaching
Amitābha of 1889.

46

Acta Koreana, Vol. 22, No. 1, June 2019

demolished. Kŭmnyunjŏn 金輪殿 (Hall of the Golden Wheel), a hall dedicated to Tejaprabhā
Buddha and related deities, was rebuilt presumably on the former site of Ch’ilsŏnggak in
1914, while Myŏngbujŏn (Hall of the Underworld) was newly built in 1915 to the right of
Taeungjŏn (Fig. 6). In retrospect, the sequence of halls built in the first period indicates
that the temple began as a small hermitage like many other examples typically located in the
mountains. With the completion of three major buildings in the 1910s, the temple at last
acquired the conventional layout of Buddhist temples in the capital area that were mostly
rebuilt at the end of Chosŏn.
The second stage of construction includes the dedication of Buddhist paintings and the
construction of subsidiary buildings between 1917 and 1943 under the abbotship of Yanghak.
The paintings and sculptures in Taeungjŏn, Myŏngbujŏn, Kŭmnyunjŏn, and Toksŏnggak
were dedicated from 1917 to 1924. These works, executed by leading monk-painters of the
time, display so-called new trends in both painting techniques and iconography, which are
often associated with the political stance of the patrons (Ch’oe 2010; Chŏng 2017). New
buildings were added in accordance with the shifting religious needs of the temple. In 1926,
Yŏnggak 影閣 (Portrait Shrine) was newly built behind Kŭmnyunjŏn to commemorate the
founder Sŏngwŏl who passed away in the eighth month of the year. Ch’ŏnobaekpulchŏn 千五
百佛殿 (Hall of the Fifteen Hundred Buddhas) was built in 1937. The final years of the second
period were devoted to repairs and expansion of the pre-existing halls to accommodate the
increasing number of devotees. Taeungjŏn was expanded from a six-bay to ten-bay structure,
whereas the four-bay Myŏngbujŏn was expanded to a six-bay structure in 1937. The temple
had a lecture hall of fifteen bays by 1938. The renovation of Yŏmbultang from 1942 to 1943
marks the end of major architectural projects in the temple.

Visual Ties between Anyang’am and the Royal Votive Temples
in the Capital Area
When Sŏngwŏl and his fellow lay-believers were about to begin their years-long building
activities, there was not a single Buddhist temple within the four gates of Seoul. The question
then arises: From where came Sŏngwŏl’s inspiration, or what type of architectural edifices
could have served as a model for Anyang’am? The art and architecture of Anyang’am from
the first period of construction show close affinities with those of the royal votive temples
rebuilt in the final decades of the nineteenth century in the capital area. Most of these
temples are of a moderate size with a similar spatial layout, consisting of the main Buddha
hall and a multi-functional building called taebang (literally, large chamber) facing each other
across a courtyard.12 Typically, a taebang building stands on a site where a gate-tower (nu 樓)
is located. Compared to the semi-open gate-tower, the taebang like monks’ living quarters is
a closed structure that blocks off unwanted gazes from the outside. The taebang is far more
12

The term taebang is used both as proper name of an individual building and collective name of this type of
buildings. The former is transcribed as Taebang, while the second is rendered as taebang in the present study.
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spacious than the main Buddha hall. Although the interiors of extant taebang buildings have
been altered significantly, they were originally partitioned into several sub-units, including
a large hall where devotees gathered and worshipped, monks’ dormitories equipped with a
kitchen, and guest rooms available for monks to receive visitors.
The simplified plan of royal votive temples in the capital area deviates from the pre-existing
norm of Buddhist temple architecture, largely divided into worship halls and monks’ living
quarters located off to the sides of the temple. However, the architectural plan gained wide
currency, to the extent of being adopted in temples with no direct relation to the court. More
than twenty-six temples in the capital area, according to the architectural historian Kim
Sŏngdo, show the spatial configuration of the main Buddha hall and taebang building facing
each other (Kim 2007, 19). The art historian Ch’oe Yŏp adds two more temples, Anjŏngsa 安
靜寺 and Anyang’am, to the list (Ch’oe 2012, 76, 128). In other words, the taebang became a
hallmark of Buddhist temple architecture in the capital area at the end of Chosŏn. Distinctive
features of the taebang buildings are thus exceedingly important in our understanding of the
metropolitan temple structure in late Chosŏn in general and that of Anyang’am in particular.
Architectural historians have examined possible reasons behind the emergence of
this unique type of building in the metropolitan court-sponsored temples during the final
days of Chosŏn. Earlier generations of scholars assumed that the taebang in the capital area
appeared in order to accommodate a large congregation participating in rituals such as the
Ten Thousand Days Buddha-recitation assemblies (Kim 1995, 11–18; Chu and Kim 1998,
229–240; Kim 2007, 13–26). More recently, the architectural historian Son Sinyŏng argued
for a nuanced understanding of the taebang that takes differences among individual cases
into consideration (Son 2005). Various factors from topographical conditions of the land,
to financial means of patrons, to preference over builders seem to have contributed to such
differences. There were no fixed construction uses and forms of taebang buildings and the
usages of taebang buildings changed in accordance with the shifting needs of the temples of
which they were a part.

Fig. 7. Rebirth in Amitabha’s Land of Bliss
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The main quarter of Anyang’am indeed demonstrates a spatial layout identical to those
of the royal votive temples in the capital area. Currently, it comprises Taeungjŏn and Taebang,
corresponding to the former Yŏmbultang, aligned along the north-south axis of the temple
(Fig. 1). Taeungjŏn furthermore displays several visual features of contemporaneous royal
votive temples in the region. As a rule, Taeungjŏn enshrines the Śākyamuni group as its
main object of worship. At Anyang’am, it houses statues of the Amitābha Buddha triad (Fig.
2). The prominence of Pure Land iconography in Taeungjŏn, a hall symbolizing Śākyamuni’s
preaching at Vulture Peak, is prevalent in the royal votive temples built on the outskirts of
the capital up until the colonial period (Kim 1995, 14). The iconographic configuration of
Taeungjŏn further demonstrates conflation of the Pure Land and Śākyamuni iconography.
The Eight Events of Śākyamuni Buddha’s Life (dated to 1917) in four panels is hung to the left of
the Amitābha triad statues, whereas a pair of paintings stacked vertically is hung to the right
(Fig. 7). The paintings do not bear any inscriptional evidence and are not listed in the textual
and epigraphical sources documenting the history of the temple, either. Considering that the
set of two paintings fits well into the current location, it seems to have been executed for
that location specifically. In addition, the iconography of the paintings accords well with the
Pure Land orientation of the temple. At Anyang’am, the construction of major buildings was
immediately followed by the dedication of icons to be enshrined as the objects of worship.
Given this general pattern of building activities at Anyang’am, the paintings were most likely
produced in 1915 when the major devotional painting was produced and the exterior of
Taeungjŏn was decorated with murals following the completion of the building (Ch’oe 2010,
196–197).
The lower and upper paintings of the pair each illustrate two Pure Land themes that
gained popularity in late Chosŏn. The lower painting illustrates a journey of deceased souls
on a dragon boat ferried by Amitābha Buddha and his attendant bodhisattvas to the Western
Paradise. Ferrying souls of “this shore” to “the other shore” of Buddhist Pure Lands, the
salvific boat is a well-established metaphor for Buddhist enlightenment or salvation. The
iconographic motif, referred to as the “dragon boat of wisdom” (panya yongsŏn 般若龍船) in
modern scholarship, seems to have appeared by the late thirteenth century.13 The Illustration
of the Sūtra on the Descent of Maitreya, housed at Myōmanji 妙滿寺 in Kyoto, shows in the lower
corners of the painting two small boats whose noses are embellished with a dragon head.
Each boat carries nine passengers, the deceased who wish to be reborn in Maitreya Buddha’s
Pure Land. The more exclusive ties between the dragon boat and Amitābha Buddha’s
Western Paradise appear to be a later development in the history of this iconographic motif.
An important painting that shows early Chosŏn transformation of the motif is the Illustration
of the Sixteen Contemplations in the collection of Hōrinji 法輪寺, Nara, stylistically datable to
the fifteenth century and sponsored by a nun of the palace cloister. The painting maintains
visualization motifs on top, while introducing in the foreground new iconography of a
dragon boat on the water approaching the Pure Land.
13

The following discussion is indebted to Kim (2014, 103–109) and Ch’oe (2011, 275–308).
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Fig. 9. Detail of Fig. 7 (upper panel)
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Fig. 10. Detail of Fig. 7 (upper panel)

This pictorial theme gained wide currency in paintings sponsored by patrons across social
classes by late Chosŏn. In the Anyang’am painting, the dragon boat is led by a bodhisattva who
turns his head, while holding a long pole from which a banner hangs. This figure recalls the
Bodhisattva Guiding the Soul (Illo posal 引路菩薩) in paintings collectively known as Kamno
t’aeng 甘露幀 of the Chosŏn dynasty. Behind the double dragon-headed bow is depicted a red
banner bearing an inscription reading “Dragon Boat of Wisdom” (Fig. 8). The stern of the
boat is guarded by a standing bodhisattva, identifiable as Avalokiteśvara who often appears
with Kṣitigarbha in paintings of the salvific dragon boat dating from late Chosŏn (Fig. 9).
Multiple rays of light extend from the bodhisattva’s left hand as if granting protection for
souls against the raging waves. A pole is hung with a banner bearing an inscription meaning
“Merciful Boat That Crosses the Sea of Sufferings” (Wŏl kohae chi chahang 越苦海之慈航). A
worship hall covered with a roof in the shape of a Chinese character reading kong 工 is
situated in the mid-ship. Amitābha Buddha appears seated inside the building, flanked by
the four attendant bodhisattvas to the left and nine female devotees to the right (Fig. 10).
On the forward deck of the ship is seated a group of monks with their hands reverently
clasped together. The nine female devotees seated inside the worship hall are divided into
five laywomen on the front and four elderly nuns wearing dark-colored hoods in the back.
The quarterdeck shows seven seated middle-aged laymen wearing hats in dark colors, three
children with double topknots, and two youngsters.
The upper painting shows the final destination of the journey (Fig. 7). It describes souls
having arrived and going through rebirth inside lotus flowers as they hear the sermon of
Amitābha Buddha in his Western Paradise. Demarcated by balustrades in the middle, the
upper register of the painting illustrates the assembly of Amitābha Buddha and creatures
that are said to exist in his paradise. A bird with two human heads perched on the balustrade
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and a jeweled tree with dangling tassels decorated with gold foil are seen at the right of the
upper register. The lower register shows the lotus pond in which souls are reborn inside
lotus flowers. All the figures appear to be young boys with shaved heads backed by green
haloes. The upper painting as a whole is closely related in iconography to paintings of the
Nine Grades of Rebirths in Amitābha’s Land of Bliss, illustrating the fourteenth, fifteenth, and
sixteenth contemplations explained in the Contemplation Sūtra in a single picture plane (Fig.
11). Notably, a number of paintings representing this subject matter were produced for
the metropolitan royal votive temples from the late nineteenth- to early twentieth century.
Typically, the picture plane is divided into nine identical frames (Hong 1988, 773–785; Mun
2011, 93–97; Yu 2017, 181–218).
The distribution of themes in two separate picture planes in the Anyang’am set is
already reminiscent of the split frames typical of the Nine Grades paintings. More immediate
connection to the urban royal votive temples is found in the building motif appearing on the
dragon boat in the Anyang’am set (Fig. 10). Scholars have noted that this building may have
represented a taebang building of the time (Ch’oe 2010, 197; Mun 2011, 81). One scholar even
argues that the building, with its hip-and-gable roof, is modeled after Yŏmbultang currently
standing at Anyang’am and that the painting was executed around 1915, the year the hall was
originally built (Kim 2014, 120). However, the current building was rebuilt in 1943 and is of
a simple four by four-bay structure (Fig. 12). More importantly, the original building was not
built in the “工” plan. The roof of the original Yŏmbultang, shown in the cover photograph
of Master Sŏngwŏl of 1936, does not show this floor plan. Then, why did the painter or
patron(s) decide to portray this particular type of taebang instead of their own Yŏmbultang in
the painting? What could be an immediate visual source of this distinctive motif ?

Fig. 11. Nine Grades of Rebirths in
Amitabha’s Land of Bliss, Kŭngnakbojŏn
of Hŭngch’ŏnsa

Fig. 12. Yŏmultang of Anyang’am
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Imitating the Royal Exemplar through Pictorial Means
The “工” plan was not favored by Chosŏn Koreans due to its inauspicious implication. The
plan is not recommended in the geomantic theory of selecting propitious sites for a building
(yangt’aek ron 陽宅論) that developed since the eighteenth century. Residential architecture of
Chosŏn rarely shows this floor plan despite its spatial advantages.14 It was not widely used
in Buddhist architecture, either. The plan is only adopted in the taebang buildings of the
metropolitan royal votive temples such as Hŭngch’ŏnsa 興天寺 (built in 1865), Hŭngguksa 興
國寺 in Namyangju (rebuilt in 1878),15 and Unsuam 雲水庵 in Ansŏng (built around
1870). None of the three temples held Ten Thousand Days Buddha-recitation assemblies
prior to the twentieth century, suggesting that the original function of their taebang buildings
may have been something else. The architectural precedents of buildings with “工” plans
have been found rather unexpectedly in bed chambers in palatial architecture and residential
buildings of the yangban class. Elements of palatial and residential architecture were adopted
in temple architecture, as carpenters with no monastic affiliation came to take charge of
temple building through the royal patronage beginning in the nineteenth century (Son 2005,
277–279; Son 2010, 240–249). As Son Sinyŏng has suggested, the taebang buildings of the
court-sponsored temples would have provided a space for members of the royal house
or court women who were in need of their own religious shelter, while symbolizing royal
support in the eyes of contemporaries.

Fig. 13. Fasade of Taebang, Hŭngch’ŏnsa

14

15

Fig. 14. Rear of Taebang, Hŭngch’ŏnsa

The Chŭngbo Sallim kyŏngje 增補山林經濟 (Revised and augmented forestry economy, 1766) and Imwŏn kyŏngje chi 林
園經濟志 (Treaties on rural economy) instruct to avoid a plan in the shape of “工” or another Chinese character
reading si 尸, meaning a corpse. Chu Namch’ŏl notes that the character “工” was thought to mean “to destroy.”
See Chu (1999, 77–84, esp. 80).
It was originally built in a “ㅁ” plan in 1830, but acquired the current plan in 1878. See Son (2010, 231–263).
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For several reasons, Taebang of Hŭngch’ŏnsa, located in the immediate vicinity of
Anyang’am, seems to have provided inspiration for the building motif with the identical
“工” plan in the Anyang’am set (Figs. 13 and 14). Hŭngch’ŏnsa was originally founded as a
royal votive temple to serve and protect the tomb of Queen Sindŏk 神德王后 (1356–1396)
under the auspices of King T’aejo 太祖 (r. 1392–1398) in the southwestern part of the capital
city. But after the tomb was relocated outside the capital under Mount Samgak by the royal
decree of King T’aejong 太宗 (r. 1400–1418), a small hermitage then called Sinhŭng’am 新
興庵 nearby came to undertake a duty of maintaining the upkeep of the royal tomb. It was
not until 1846 that the extensive rebuilding of the temple began with the construction of
Ch’ilsŏnggak. The sequence of building activities followed at Hŭngch’ŏnsa recalls that of
Anyang’am. The main Buddha hall was rebuilt in 1853; Myŏngbujŏn was newly built in 1855;
Taebang (then called yosa 寮舍 meaning monks’ quarters) was constructed in 1865 through
the patronage of the Regent Yi Haŭng.16 The temple continued to enjoy lavish patronage by
the royal family including the Imperial Consort Sunhŏn 純獻皇貴妃 (1854–1911).  Not only
members of the royal house, but also court ladies who held the office of sanggung 尙宮 were
major patrons of Hŭngch’ŏnsa. Once the fame and prominence of the royal votive temple
was firmly established, it would have drawn patrons of diverse social standings. Several
dedicatory inscriptions remaining at the temple bear the names of former court officials,
wives of eminent officials, and commoners. A similar pattern of top-down patronage is seen
in the case of Suguksa 守國寺. While the building of Buddhist halls and devotional icons was
exclusively sponsored by the king, royalty, and prominent court-officials from 1900 to 1907,
a monumental banner painting was dedicated in 1908 by a group of donors encompassing
diverse social classes including monastic communities of T’ongdosa 通度寺 and of Pŏmŏsa,
the minister Kang Chaehŭi 姜在喜 (1860–1931), two sanggung who identified themselves
by dharma names, three nuns, a female lay devotee and her son, Min Yŏnghwan 閔泳煥
(1861–1905) and his wife, and three other donors whose identities remain unknown.17 Here,
the precedents of court-sponsorship seem to have drawn donations of patrons of diverse
social backgrounds. At Hŭngch’ŏnsa and Suguksa, the precedents of the court sponsorship
invariably served to enhance the status of the temples and drew devotees of different social
standings to participate in merit-making activities as donors.
Although Sŏngwŏl did not have a direct connection to the royal house, he was well
acquainted with those who had participated in the construction of the court-sponsored
temples. His master monk Hwanjin served as the verifier (chŭngmyŏng 證明) for the dedication of
the Nine Grades of Rebirths in Amitābha’s Land of Bliss and two more paintings at Kŭngnakbojŏn

16

17

The sequence is reconstructed on the basis of the record inscribed on a wooden plaque and entitled
“Kyŏnggi’udo Yangjumokchi Samgaksan Hŭngch’onsa yosa chungch’ang kimun” (Record of the reconstruction of monks’ quarters of Hŭngch’onsa on Mount Samgak in the land of Yangjumok, Kyŏnggi’udo).” For an
illustration of the wooden plaque and a transcription of the inscription in its entirety, see CHA and RIBCH
(2013a, 167, entry 489) and CHA and RIBCH (2013b, 165–166, entry 489).
For an illustration of the painting and a transcription of the dedicatory inscription, see CHA and RIBCH
(2013a, 193, entry 4) and CHA and RIBCH (2013b, 170, entry 4).
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(Jeweled Hall of the Ultimate Bliss) in 1885 at Hŭngch’ŏnsa (Fig. 11).18 Hwanjin,
who was already dead in 1904, was unable to take part in the dedication of the Anyang’am
set, but he must have been inspirational to Sŏngwŏl. Another noteworthy figure is Kosan
Ch’ukyŏn 古山竺衍 (ca. 1875–1927), one of the most important monk-painters of the
time, who was active in the areas around the capital and Mount Kŭmgang. Ch’ukyŏn twice
participated in the production of Buddhist paintings at Hŭngch’ŏnsa. He was one of six
painters who executed the aforementioned Nine Grades of Rebirths in Amitābha’s Land of Bliss
of Kŭngnakbojŏn in 1885 and one of fourteen painters who executed the Guardian Deities
for Taebang in 1890. The dedicatory inscriptions on extant Buddhist paintings at Anyang’am
indicate that Ch’ukyŏn executed several Buddhist paintings for the temple from 1919 to
1930.19 Given the iconographic affinities between the Nine Grades painting of Hŭngch’ŏnsa
and the upper painting of the Anyang’am set, Ch’ukyŏn’s involvement with Anyang’am may
have predated 1919 and he might have been involved in the creation of the latter.
A versatile figure, Kang Chaehŭi, once a minister at the courts of kings Kojong and
Sunjong 純宗 (r. 1907–1910), as well as a devout lay Buddhist who like Sŏngwŏl founded his
own temple, should be considered in this regard. In 1907, Kang Chaehŭi dedicated fourteen
paintings on behalf of the royal court at Suguksa. The name of Kang Chaehŭi is prefaced
with the phrase, “a minister who receives the royal order” (pongmyŏng sin 奉命臣) in extant
dedicatory inscriptions. Shortly after his dedications at Suguksa, Kang Chaehŭi sponsored
paintings of the Preaching Amitābha and Guardian Deities for Taeungjŏn and the gilding
of six Buddhist statues of Puramsa 佛巖寺 for the benefit and longevity of the emperor,
crown prince, crown princess, Prince Ŭich’in 義親王 (1877–1955), and Prince Yŏngch’in
英親王 (1897–1970) (Kim 2008, 258). Kang Chaehŭi’s interest in Buddhism appeared to
have grown well beyond his role as a deputy of the royal house from 1908, as he began
to direct publication of Buddhist texts personally under the name Lay Disciple Tong’am
東庵居士. Kang Chaehŭi’s publishing projects illustrate a web of interconnected networks
spreading through Buddhist temples around the capital. In 1908, he published Buddhist
scriptures with pre-existing woodblocks in the collection of Puramsa, where he had directed
production of the court-sponsored Buddhist paintings a year earlier, and of Samsŏng’am,
a hermitage founded and used by the members of the Wonderful Lotus Society (Yi 2016,
258, 265–268). Kang Chaehŭi’s connection to Anyang’am seems to have started around
this time given that his name appears as the major fundraiser (to hwaju 都化主) in the votive
inscription for the Avalokiteśvara statue dated to 1909. According to an anecdote recorded
in the Master Sŏngwŏl, Kang Chaehŭi served as a fundraiser (hwaju 化主) whenever there were
construction projects and dedications of icons, after he witnessed the wondrous power of
the hermit sage at Anyang’am (Kim 1936, 51–52). The kind of lay-centered Buddhism that
Sŏngwŏl and his fellow lay Buddhist practitioners cultivated at Anyang’am seems to have
inspired Kang Chaehŭi to the extent of reconstructing a temple called Chijang’am 地藏庵,
極樂寶殿

18

19

For transcriptions of dedicatory inscriptions of the three paintings, CHA and RIBCH (2013b, 159–161, entries
402, 415, and 435).
See Han’guk Pulgyo misul pangmulgwan (2004, 54, 57, 78, 100–127, and 146–147).
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near Anyang’am, in 1924. Although Kang Chaehŭi never took a tonsure, he became the
abbot of his own temple, patronizing production of Buddhist paintings and embroidered
icons until his death in 1931.

Concluding Remarks
The art and architecture of Anyang’am present us with a case that does not neatly fall into
any typical categories. While the presence of the Immeasurable Assembly at Anyang’am
already points to the collective nature of patronage, the picture of patronage becomes even
more complex when we consider the hundreds of donors whose names are inscribed on the
rock face or various Buddhist paintings that the temple came to enshrine in the following
years. Although dedicated by the laity, the architectural plan and the building structure
of Anyang’am faithfully and consciously adopted those of the nineteenth-century courtsponsored temples. Sŏngwŏl must have taken the lead in the process of construction works
and simultaneously, had to accommodate the religious hopes and ambitions of all its patrons
in the plan and construction of the temple, as the semi-private cell gradually grew into a
full-fledged public temple. The painting of the salvific dragon boat suggests that Sŏngwŏl
was keen on appropriating court authority through representational means. The “工” plan
of the court-sponsored taebang buildings was not adopted in the actual taebang building at
Anyang’am, but instead chosen in the painting to be hung inside Taeungjŏn. The pictorial
representation in lieu of actual construction may have been a do-able solution for Sŏngwŏl
who did not have financial means to build such a costly building.
Such a conscious adoption may have been particularly important because of the specific
political situation during the transitional period between Chosŏn and colonial rule. It is hard
to tell whether the late Chosŏn-style architecture became a model in spite of the fall of
the Chosŏn dynasty or because of its fall. A sort of nostalgic sentiment toward the fallen
dynasty may have played an important role in the appropriation of certain visual motifs
as exemplified by the dragon boat motif in the two Pure Land paintings.20 By adding the
motif of the taebang building with a “工” plan, this set of paintings not only represents the
ardent aspiration of devotees for Amitābha Pure Land, but also hearkens to the memory of
what was lost in the recent past. The religious and cultural practices did not die overnight
even though the political rule underwent a fundamental change. Neither did cultural symbols
become quickly extinguished. The lingering trace of the age-old devotional practice is found
on a bronze bell produced in 1937 and housed in Ch’ŏnobaekpulchŏn under the abbotship
of Yanghak (CHA and RIBCH 2013b, 182, entry 111). Following the formulaic composition
of votive inscriptions, the donors first narrated their wishes for the longevity of King Yi 李
王, formerly known as Prince Yŏngch’in, the queen, and the royal prince, and go on to pray
for their own.
20

I owe this observation to Sunkyung Kim.
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