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Abstract
This study investigates the British collecting of Korean objects in order to understand the
transnational patterns and networks of material culture involved in the formation of British
perceptions of Korea from 1876 to 1961. It focuses primarily on the mechanisms of collecting
that prevailed in this period. As a result, it reveals the various actors involved and explores the
collaborative processes that influenced and impacted collecting practices within the context of
cultural identity.
The timeframe of the thesis begins with the opening of Korea’s ports, forced by Japan, in the
late 1870s, encompasses Japanese annexation and concludes in the post-colonial period. This
study is largely divided into three chronological parts, each of which represents a distinct
period of political, social and cultural change. These also indicate the significant transitional
aspects of collecting that are reflected in mainly British collections and publications.
The first chapter looks into Britain’s initial encounters with Korea in the last quarter of the
nineteenth century in terms of British perceptions of Korea, through travellers’ accounts and
scholarly literature. Using the examples of tiger skins and ceramics, it argues that the early
display and collection of Korean art in Britain was limited, due to a scarcity of knowledge
about Japanese and British imperialism. It was also affected by issues of authenticity emerging
from Korea’s colonial modernity. The second chapter pivots around the turning point of 1910,
when the dramatic changes caused by Japan’s annexation of Korea led to the arrival of
increasing numbers of tourists and first-hand collectors, who in turn provided a new market for
curio dealers in Korea. This chapter is primarily built on an examination of these dealers and
the documentation/articles relating to their activity. The third chapter explores the impact of
the 1910 Japan-British Exhibition in London, staged against a backdrop of mixed feelings
about Japan’s status on the international scene. The colonial impetus behind this exhibition was
shared with concomitant exhibitions in Tokyo and Seoul. It can be juxtaposed with the South
Korean government’s 1961 campaign to promote Korean art globally, which enables a
discussion of the critical dilemma encountered when dealing with colonial data and knowledge.
A final chapter considers the moon jar in the British Museum’s collection, renowned for its
connection to several British studio potters. This chapter challenges the dominance of Yanagi
Sōetsu’s legacy in the history of the moon jar by examining concurrent cultural movements
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and collecting fashions in Korea within the context of the nationalist movement and the reinterpretation of tradition by Korean artists and collectors during the 1930s.
This thesis adopts an Actor-Network Theory (ANT) approach, which allows for autonomous
performance in the agency of actors, within the idea of culture as a network of association. This
theoretical framing reveals the complex transnational nature of collecting, and the overlapping
of different colonial regimes and forms of colonial modernity. This study therefore challenges
the long tradition of British and Japanese Orientalist approaches, and the way in which their
intertwined relationships have imposed a master narrative upon the aesthetic values and
appreciation of Korean material culture since the late nineteenth century. The unveiling of a
variety of actors in this context contributes to a new micro-history and cultural narrative that
will continue to support and build upon contemporary decolonising discourses in the art and
design history of Korea, as well as in the current museological context.
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Introduction
In their 1999 essay, Ruth B. Philips and Christopher B. Steiner argue that objects act as material
evidence of cross-cultural encounters between distinct worlds or remote Others.1 During the
nineteenth century, the collecting of East Asian cultural heritage developed alongside Europe’s
colonial and imperial expansion. This new era of colonial collecting was propelled and
stimulated by the modernisation of transportation and industry. One of the most infamous
examples of this was the British and French imperialist plundering of heirlooms from the
Summer Palace, now housed in British and French museums as well as in private collections.2
From the last quarter of the nineteenth century, expanding Japanese imperialism in Korea
enabled the digging of archaeological sites and a resurgence of commercial dealing in burial
wares. At the turn of the century, the development of railways and steamship travel opened up
the possibility of transcontinental and oceanic voyages, bringing British collectors to Korea.
These new tourists also encouraged the popularisation of photography and the mass production
of newspapers, maps, guidebooks and postcards, which offered glimpses of a distant and exotic
Korea to more general audiences in Britain.
Within a relatively short period of time, British collectors were able to obtain artefacts from
this ‘newly discovered’ land. Previously, the policy of seclusion that had been adopted
throughout the Chosŏn dynasty (1392-1910) had excluded foreign visitors, apart from those
associated with maintaining pre-existing relationships with China and Japan. In the later years
of the Chosŏn, this policy of seclusion was officially ended by the Kanghwa Treaty in 1876,
and trade treaties with Western countries followed soon afterwards. Due to this initial period
of seclusion, Korea arrived on the international stage later than neighbouring East Asian
countries. In 1905 Korea became a protectorate of Japan, under expanding Japanese
imperialism, followed by complete annexation in 1910. In 1916 the Japanese GovernmentGeneral of Chōsen (GGC) enacted the Regulations on the Preservation of Ancient Sites and
Relics of Chōsen; 3 these were initially intended to prevent looting and the illegal trade in burial
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wares. The regulations prohibited the export of materials and antiques outside the peninsula,
as they were officially registered as Japan’s imperial possessions. 4 Japanese heritage
management laws were followed by the Historic Remains, Famous Places, and Natural
Monuments Act in 1919, and in 1933 by the Treasures, Ancient Sites, Famous Places, and
Natural Monuments Act,5 which effectively put an end to the export of antiques, with a direct
impact on British collectors.6 British collecting in Korea is therefore thought to have largely
begun in the 1880s, flourishing until these consecutive regulations were implemented and
reinforced. Although this legislation might seem to indicate that British collecting came to an
end at this point, it in fact continued via Japanese antique dealers who acted as intermediaries.
This then reinforced the exclusive monopoly over antiques held by the circle of Japanese
dealers and collectors and suggests that other potential – perhaps hidden – actors and factors
engaged with transnational collecting.
Various forms of collecting activities were undertaken by British museum professionals,
diplomats, scholars, traders, missionaries and many other figures. However, little is known
about the collecting activity itself, as collecting was sometimes clandestine or incidental, and
it is likely that the local dealer/mediator was not considered to be as important historically as
the Western collector. It might also be because these transactions were anonymous, often ill
informed, and sometimes even surreptitious. The balance of power between the
Western/foreigner and the local/native is clear. Archival materials, reports and diaries tell us
about networks of collectors, their motives and their methods of approach, which were strongly
intertwined with both British and Japanese imperialism. The Orientalist dichotomies of
West/East, civilised/barbarian and modernised/primitive prevailed. Furthermore, Japan, which
had once been the subject of these same Orientalist views, now replicated them and applied
them to Korea. This complex current of colonialism influenced the formation of collections of
Korean artefacts in Britain, altered the ways in which the British understanding of Korea was
being created via access to Korean objects, and illustrates the socio-economic conditions within
which they could be collected.
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This study grew from my initial interest in one particular episode in the British collecting of
Korean ceramics – the British studio potter Bernard Leach’s acquisition of a Korean moon jar.
This materialised in my own curatorial practice in the exhibition ‘Moon Jar: Contemporary
Translation in Britain’ (Korean Cultural Centre UK, 2013). I began with the story of how a
now iconic moon jar was brought to the UK by Bernard Leach (1887-1979), and delved further
into the moon jar’s strong resonance for some of Britain’s most influential potters. This
connection between the moon jar and these potters, and its influence on their work, suggests
that the moon jar has its own strong form of agency, which holds unique meanings in several
different contexts.
In order to understand the impetus behind the transnational collecting of Korean objects, as
well as the forces framing and influencing their collection, new questions need to be asked
about who visited Korea and what their experience was. These explorations should be
expanded into an examination of the broader mechanisms, trends and patterns of collecting in
order to understand what collections tell us and how they create meaning or value in relation
to notions of Korea. This thesis thus addresses the following research questions: Why and how
were British collections of Korean material culture formed? What does this tell us about the
importance of networks of actors and their positioning in the formation of the British
conception of Korea? My research sheds light on Western collectors, curio dealers, the art
market, the institutional cataloguing of Korean art and mediated modernity, as well as many
other factors. Delving into the micro-history of collecting Korean objects also explains how
macro factors related to and influenced each other, and ultimately how this collecting impacted
and reflected the British perception of Korea.

Actor-Network Theory, object agency and British collecting
The focus of this thesis is not the examination of individual collectors, nor of collections
themselves. Rather, it interprets collections as a product of the collecting activity itself, and
sees collecting as a collaborative process undertaken by actors in different sectors. Questioning
the mechanics of collecting thus leads to the revealing of the various actors involved, and
enables an exploration of the collaborative process of the actors that influenced and impacted
the collecting of Korean objects. This provides a more nuanced narrative of British collections
of Korean art and design. The theoretical frame of Actor-Network Theory (ANT) reveals the
3

complex transnational nature of collecting and the overlapping of different colonial regimes
with colonial modernity. The legacy of that collected heritage, excavated from East Asia and
brought to colonial nations, is often seen through an imperialist lens. However, there is a subtle
difference and nuance in the cross-cultural encounters between Britain and Korea as mediated
by objects, which does not completely parallel the situation with China or the experience of
other colonial contexts. My study helps to complicate the narratives about Britain and Korea
and shows the multidirectional and transnational power relations involved in a wide range of
different agencies, thereby contributing in part to the decolonising discourse gaining ground in
the museological field.
A key tool with which this thesis approaches these issues is ANT, developed by Michel Callon,
Bruno Latour, John Law and others. In his book We Have Never Been Modern, Latour suggests
the notion of an ‘actant (actor)’ that criss-crosses the two separate spheres that the Modern has
created. For him, Modernity tried to civilise and purify the world by splitting it into two
opposing poles.7 The human sphere (subject/society) is composed of transparent freedom and
is ruled by arbitrary and incommensurable perspectives. On the other side is the non-human
sphere (nature), made up of hard matters of fact, that acts with objective, mechanical precision.
Latour rejects this modernist vision of the distinction between the human and the non-human
spheres, but suggests that it is only the actant that moves between the two constantly shifting
spheres, leaving their precise division impossible to identify.8 In his view, there is no simple
dualism between nature and culture, just as none can be drawn between facts and society or
objects and situations. Latour’s central idea is that the world is made up of actors (actants), and
these actors are inseparable from their relations to other actors, which Latour calls
‘translation’.9
ANT defines the actions of human and non-human actors in such a way that objects, ideas, and
institutions, as well as humans, all play equally important roles in creating and sustaining our
social world through networks. In the cases considered in this thesis actors can be people,
events, ideologies, political and cultural contexts or systems, as well as non-human objects.
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Thus, it is possible to ask what, as well as who, the actors were, and to explore the collaborative
processes of these actors which comprised, influenced and impacted the collecting of Korean
objects.
Engaging with ANT led my research to follow both human and non-human actors, to identify
the ways in which things are constructed and to place emphasis on the relations (translations)
between actors. As a methodology, ANT allows for autonomous performance in the agency of
actors within the idea of culture as a network of association. Thus, this study of British
collections of Korean objects can be developed into an example of thinking around the
production of such cultural hierarchies and multiple agents in the intercultural consumption of
material culture.
This focus on understanding transnational patterns and the networks of material culture that
were involved in the formation of British perception of Korea has also led to an exploration of
the British collecting of Korean objects within the time frame of 1876 to 1961. The important
political turning point for Korean-British relations was the Treaty of Kanghwa Island, between
Meiji Japan and Chosŏn Korea, in 1876, followed soon afterwards by similar treaties with the
United States, in 1882, and Britain, in 1883. Although hard to pin down definitively, it was
some time during the late 1870s that publications about Korea and dealing in Korean materials
started to emerge in Britain. I did not include an analysis of the era after the colonial period
(1910-1945), as the impact of globalism led to an ever more complex web of interactions.
However, the hosting of the 1961 exhibition ‘National Art Treasures of Korea’ in London is
included to offer a point of comparison with the exhibitions of Korean art that were held in
1909-1910. This raises the issues of the representation and display of Korean artefacts in a
contrasting context within an imperialist and nationalist agenda.
This time frame encompasses a series of distinct phases – a period when excavation occurred;
a time when tourism developed; a colonial period, and a post-colonial period. Identifying the
contrasting collecting practices during these periods lays the foundations for the significance
of the collecting of Korean objects in contextualising cultural identity. This time frame
demonstrates how what was once a ‘hermit kingdom’ became newly shaped by the collecting
of material culture, literature and other media. The relationship between Korea, Britain and
Japan formed an integral part of this history and became deeply intertwined with every element
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of Korea’s political, social and cultural life. The Japanese intervention in Korean culture and
history is particularly apparent from as early as the late 1870s.
Reading the history of collections and objects is deeply intertwined with the time and space of
collecting, as well as with the collector’s own identity and wider networks of relations, values
and history. Arjun Appadurai and Igor Kopytoff’s The Social Life of Things, a cultural
biography of objects, offers the useful premise that social situations attribute fluctuating
meanings to objects. Thus a detailed discussion of objects will, in turn, illuminate those
understandings and values that differ across cultures.10 Appadurai explains that value is not an
inherent property of objects, but rather is created by the judgement of subjects placed in
different ‘regimes of value’ across space and time.11 Regimes of value refers to specific social
situations in which some values are sometimes shared but at other times not, and this creates
the variety of cultural assumptions that exists.12 Igor Kopytoff’s proposition that things can
have biographies or social lives assigns an active role of agency to these things, and enables
passive things to continually move between the contradictory regimes of being valued and
being recontextualised.13 The British collecting of Korean objects originates with this agency
of things/materials, which itself implies transnational movement and connection. The Korean
objects examined in this thesis travelled and circulated through different times and spaces,
transported by the practice of collecting, and within contrasting and sometimes overlapping
Japanese, British and Korean regimes of value. Thus, examining the trajectory of Korean
objects, of which the moon jar will serve as the ultimate example, will reveal the range of
values in several cultural and historical milieux. The following four chapters articulate the
multiplicity and intricacy embodied in certain Korean objects, and their dynamic interactions
with the particular cultural and historical conditions of Korea, Japan and Britain within a
specific chronological framework.
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Literature review
Existing scholarly works have generally focused on Korean collections that belong to particular
public institutions and eminent collectors. For example, in 1992 the National Research Institute
of Cultural Heritage (NRICH), a South Korean government organisation, embarked on a survey
programme encompassing Korean heritage housed in museums, galleries, and libraries in Japan,
the United States and European countries. It published a full list in two languages detailing the
Korean collections in these countries’ respective institutions.14 The NRICH survey included
the Korean collections in the Victoria and Albert Museum (V&A) and the British Museum
(BM). Before these surveys were undertaken, each of these museums had published their own
richly illustrated catalogues of their respective collections. 15 NRICH’s project on overseas
collections was more of an inventory of objects, as it was designed as a local survey, to obtain
accurate and current statistics, compile academic data, support the conservation of artefacts,
and improve their use. In contrast, museum publications have tended to offer general
introductions to the overall history of Korean art, as well as the chronology within their
collections.
The existing literature on museum collections tends to introduce the collections that were
created by eminent collectors, considering the process of collecting and forming that collection
itself to be of secondary importance. This is also true of much of the scholarship regarding
collections which emerged from the early to the mid-twentieth century, authored by ceramics
authorities in British museums: these included Bernard Rackham, R.L. Hobson, William
Honey and Godfrey St. G.M. Gompertz.16 The preferences and predilection for ceramics in
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these collections must be studied further, in addition to examining the process of their
formation, and I will analyse this by tracing networks of collecting and understanding how the
value of these ceramics was established.
More recent efforts have sought to widen the perspectives in the research on Korean arts that
question and address the challenges and dynamics in the process of the formation and
development of Korean collections in museums in the UK and the United States. A good
example is the publication Arts of Korea: Histories, Challenges, and Perspectives that followed
the symposium of the same name at the University of Florida in 2012.17 The first section,
‘Histories and Challenges’, includes essays on the formation of Korean collections in UK and
US museums, outlining the issues of provenance and authenticity that have been, and continue
to be, their central concern.18 In particular, Beth McKillop examines the history of the V&A’s
Korean collection, in particular from 1970s onwards, when the museum strengthened the
collection more strategically than in previous decades when it had been developed rather
‘haphazardly’.19 It is noted that the establishment of the Far Eastern Department in 1970 helped
to expand it and create a balance between the types of objects in the Korean collection.
Charlotte Horlyck and Sascha Priewe, however, argue that the understanding of Korean arts is
shaped by the long tradition of Western museums’ display and interpretation of them.20 A
chronological overview, from the Korean Pavilion at the Japan-British Exhibition (1910) to the
V&A’s and the BM’s displays of Korean art, addresses the challenges of the aesthetic and
political issues involved in constructing the nation’s cultural identity. This was instrumental in
providing the outline of the history of the representation of Korean art in an institutional context,
which overlaps with my research perspectives.
Susan House Wade’s PhD thesis articulates a British perspective on the way in which colonial
Korea and its culture were represented between 1910 and 1939.21 The first chapter examines
Ceramic Art of Korea (London: Faber & Faber, 1961); Godfrey St.G. M. Gompertz, Korean Celadon and other
Wares of the Koryŏ Period (London: Faber & Faber, 1963), etc.
17
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the early travel writings in which there was evidence that the Japanese-led modernisation
project was beneficial to Korea. In particular, the presentation of the country by the Japanese
enhanced Korea’s profile as a desirable tourist destination. The popularisation of Western
anthropological discourse in the late nineteenth and early twentieth century were also
significant factors in the British perception of Korea.22 Thus the exotic and unfamiliar aspects
of Korea in terms of its customs and dress enhanced the dissemination of East Asian, rather
than Japanese, imagery in Britain; Japan was undergoing a rapid process of Westernisation and
abandoning the ubiquitous commercial iconography of rustic scenery.23 In a similar context,
the demand for Korean objects was affected by the declining interest in unique Japanese goods,
as Japanese production was procured by Japanese merchants in Britain, Europe and in the
United States.24 Thus Korea, as an alternative, was able to satisfy the contemporary eagerness
for greater adventure in the exploration of the unique sense of the unknown and exotic in
Britain. I support Wade’s point that Japanese intervention was key from the beginning in terms
of characterising Korean aesthetics. However, I am not sufficiently convinced to conclude that
Korea was specifically replacing Japan in Britain in satisfying a desire for Eastern imagery and
objects. Furthermore, Wade identifies the advertisement for Taylor’s curio shop featured in the
Thomas Cook & Son’s guidebook as an early example of locally produced marketable objects,
while my research shed light on earlier examples of objects for sale and the transactions
associated with these, which had already reached a peak a decade earlier, filling a gap in the
field of scholarly knowledge.
Chapter 5 of Wade’s thesis includes a study of the role and importance of international
exhibitions which featured Korean presentations. The discussion centres on the 1910 JapanBritish Exhibition; however, Japan and Korea had been comprehensively included, and had
participated, in earlier international exhibitions. Regarding the presentation of lifestyles, Wade
insists that costumes, crafts and exotic culture catered for the desire of the English visitors to
escape the banality of their everyday working lives, mainly due to the encroachment of
industrialisation and the associated homogeneity of appearance in terms of dress.25 Another
positive influence of the Palace of the Orient in the 1910 exhibition, for which Japan organised
the exhibition on Korea, Formosa and Manchuria, was the inspiration and fresh sources it
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offered for English design, demonstrated in the case of the potter Frederick Rhead, art director
of Wood & Sons, who created the ‘Korea’ and ‘Formosa’ vases.26
Wade’s thesis is one of the earliest studies to focus on the English audience and consumer
perspective in terms of the reception for Korean characteristics presented in publications,
exhibitions and ephemeral materials of the period. The difference that can be observed in this
study is that it attempts to further illustrate the interrelations between Britain, Japan and Korea
in the wider and transnational context and consider the factors that have been cultivated both
within and outside Britain, seeking the reason for, and the background to, such representation
and collecting practices.
Within the circle of Korean scholars, previous scholarship on Korean art history and the
collections assembled during the colonial period has mostly considered the influence of Japan,
seen through the angle of colonial exploitation, and has been focused on Korean readers. It was
in mid-2000s that scholars began to take Western collectors into account, especially in terms
of their influence and impact on changes in the art and antiques market. In her survey of the
Korean art market from 1876 to the end of Japanese colonisation in 1945, Young-ok Sohn
emphasised that Western influence became prominent in the development of the art ‘market’
during the Open Port Period in the late nineteenth century.27 Western travellers in Korea were
the newest consumers in this market, and their tastes, purposes, and genres of interest differed
from local demand. Sohn illustrated this phenomenon in two ways: a) genre painting
(p'ungsokhwa) for export originated in the open ports and the metropolis; and b) the pursuit of
Koryŏ celadon was initially developed due to its similarity to Chinese collections, which had
already been sought after in the West for a century. Both of these factors would continue to
grow and create more dynamic changes in the following decades. Only a small number of
studies have addressed the significance of these Western collectors, as they were relatively few
compared to the Japanese collectors who soon dominated the colonial art market in Korea. For
this reason, studies of the Open Port Period have been overshadowed by studies of the colonial
period, in which the focus on Japanese exploitation of colonial cultural assets makes it hard to
gain a nuanced or differentiated view of Western influence or demand in Korea.
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Existing studies on Korean objects located outside Korea inevitably focus on ceramics
collections, due to the relative abundance of ceramics and their categorisation and acceptance
as ‘art’ objects in Western museums and within East Asian art collections. So-hyun Park’s
seminal 2006 journal article ‘Koryŏjagi'nŭn ŏttŏk'e ‘misul'i toeŏnna (How Goryŏjagi Became
Art)’ examines the process by which Koryŏ celadon obtained the status of ‘art’, supported by
the colonial rhetoric and institutional framing of the Yi Royal Family Museum.28 Charlotte
Horlyck’s 2013 article ‘Desirable Commodities – Unearthing and Collecting Koryŏ Celadon
Ceramics in the Late Nineteenth and Early Twentieth Centuries’ extends Park’s idea. By
extending her focus to the British collecting of celadon, Horlyck compares the context of
colonial rhetoric in Korea with that of Chinese ceramics in Britain.29 Studies by both Park and
Horlyck have driven recent discussions on the process whereby Koryŏ celadon items became
sought-after art objects by both Westerners and the Japanese from the last quarter of the
nineteenth century. As mentioned above, nationalist historians have primarily focused on the
colonial Japanese exploitation of heritage, which overshadowed Western demand in the same
period, as being of lesser importance. In addition, the significant amount of Korean ceramics
exported to Japan during the colonial period has created a bias in the study of ceramics towards
this position, especially for Korean scholars. However, by the broadening the scope of
influence, as well as giving due attention to the pre-colonial period, some recent studies have
focused on the historical accounts of Westerners as evidence that they were the first collectors
of Korean ceramics, even before the Japanese.30 A consideration of this factor of the presence
of Western collectors and its impact upon the market only emerges alongside an investigation
of market mechanisms – that is, the organic relationship between the consumer (collector),
producer (artist) and mediator (dealer). I argue that the interplay between Japan, Korea and
Britain has been remarkable, from the Open Port Period to the first half of the colonial period.
And through such an approach, I try to give due attention to all the factors in this organic
relationship: the rise of Western collectors, that of bespoke curio dealers, and finally the
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changes in the collecting and production of objects. These combine to form an intertwined
relationship that demands further scholarly attention.
This thesis therefore builds on studies of the Korean art market by Sang-yŏp Kim and Youngok Sohn, mentioned above, expanding their work to provide further understanding of the
Korean social and cultural contexts of the encounters and experiences of visiting collectors.
Sang-yŏp Kim has also found meaningful evidence in his research on the role of the first
auction house, the Kyŏngsŏng Art Club (Kyŏngsŏng misul kurakpu)31 which played a greater
role in expanding Korea’s antiques trade. He has gathered a wide range of materials, including
the

auction

catalogues

of

the

Kyŏngsŏng

Art

Club,

and

published

Han'gukkŭndaemisulssijangsajaryojip (Korea’s Modern Art Market History Collection Book),
as well as Misulp'um k'ŏllekt'ŏdŭl (Art Collectors), which cover the history and relation of the
Kyŏngsŏng Art Club to modern Japanese and Korean collectors and antique dealers.32 The
establishment of the Kyŏngsŏng Art Club and its procurement activity at the beginning of
1920s demonstrates the exclusive occupation of the Korean market by Japanese collectors. It
also traces the rise of Korean collectors in the 1930s, thus indicating the successive rapidly
changing power balance between Western, Japanese and Korean collectors. This data and
research thus provides a foundational understanding of 1930s Korea, in which the shifting
power balance between the three groups is indicated. Recognising the domestic, as well as the
international, dimension of collections in Korea allows one to further explore how Western
collectors have navigated the collecting and transfer of Korean artefacts.
While Kim’s work looked at Japanese and Korean collectors, Sohn expanded the discussion of
the art market to include new artistic media and Western collectors. Her PhD thesis investigates
how newly emerging collecting groups brought about changes that developed the
contemporary art market. Her study also looks into the auction market for both ceramics and
paintings and calligraphy (sŏhwa). She discusses the role played by this auction market and its
institutional framework in terms of orchestrating prices and increasing values in these two
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genres. The ebbs and flows of interest in certain items were matched by that of collectors in
other areas, who mimicked these trends and practices. Building on this study, I will investigate
the interaction between Japanese, Korean and Western collectors’ practices.
British knowledge and information about Korea developed in relation to the neighbouring
countries of China and Japan, which means that studying parallel and comparative examples
can offer highly relevant insights to this topic. Charlotte Horlyck, So-hyun Park and Young-ok
Sohn agree that Western interest in antique Koryŏ celadon in the late nineteenth century
originated with the Western collecting of Chinese ceramics. Accordingly, early scholarship on
Korean ceramics evolved in order to differentiate Korean ceramics from Chinese or Japanese
items. Thus, Stacey Pierson’s Collectors, Collections and Museums: the Field of Chinese
Ceramics in Britain 1560-1960 is a useful reference point for understanding how the collection,
consumption, and display of Chinese porcelain in Britain evolved. A wider literature addressing
the British representation of China and Chinese objects between the 1890s and 1930s also
provides a useful background and comparison for the Korean context.33 Taken together, these
sources create a historical survey that reveals how British social contexts ascribed cultural and
collectible value to objects, and how this value was defined and measured. Ceramics became
the iconic cultural representation of China; this shaped and influenced the British perception
of China, as well as creating a similar framework for Korea. Craig Clunas’ argument for the
consequences of Western museums’ imperialism in the formation of collections of Chinese art
has also been crucial for this study.34 He insists that the framing and categorisation of Chinese
objects in British institutions contributed to and shaped both British and Chinese identities.
This framework is applicable to an examination of the reception for, and circulation of, Korean
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(2007).
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objects in Britain, particularly when focusing upon the interplay of themes of nationalism and
imperialism.
On the other hand, considerable research exists on Korea’s modern art infrastructure. A number
of scholars have examined the emergence of galleries, private shops, museums, education, and
the distribution system of the 1920s-30s – the so-called ‘modernising period’ in Korea.
Amongst these, design historian Kong-ho Choi has published a number of texts on the design
and provision of industrial education in twentieth-century Korea, which he documents in the
book Sanŏpkwa yesurŭi kiroesŏ (A Crossroads between Industry and Art).35 Choi argues that
‘kongye (craft)’ has been maintained as an indeterminate boundary between industry and art,
and such a dichotomous structure should be reviewed in relation to the concept of modernity.
Boyoon Hur also focuses on the translation of the modern term ‘craft’ into ‘kongye’ in Korean,
and argues that the gap between these terms offers the key to understanding Korea’s
contemporary culture.36 Soo-hyun Mok has studied specific aspects of the modern period in
Korea’s art and design history extensively, and has also focused on new exhibition spaces
during the 1930s in Seoul,37 such as the Chosŏn Art Exhibition (Chosŏnmisuljŏllamhoe),38 the
Yi Royal Family Museum39 and so on.
In the studies listed above, the dominant approach to studying collecting is formed through
biographical research on collectors and a macro analysis of the domestic market. Meanwhile,
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Viewpoint)’, Misulssahagyŏn'gu 240 (2003): 221-248.
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the mediators (dealers) have not been given due attention, with the exception of those in
Japanese collecting circles, who have been addressed from the perspective of heritage
exploitation. From this perspective, Japanese antique dealers were inevitably the subject of
blame for exporting and illegally trading Korean cultural assets, while Korean dealers and
collectors have generally been interpreted and presented within a context of patriotism. For
instance, the company Yamanaka & Co. was founded by the Japanese art dealer Yamanaka
Sadajirō, who gained international renown by establishing branches in New York in 1894,
followed by others in Boston, London, Peking, Paris and Shanghai in the following centuries.
Korean perspectives on researching this company are at odds with those of Japanese and
Western researchers. While work by Yuriko Kuchiki and Yamamoto Masako offers a summary,
a detailed history of the company and its trade in Japanese art is necessary to understand the
situation at the time, Korean scholars have revealed the seriousness and illegality of their
exploitation of the cultural property of Korea. 40 Such approaches began with pioneering
scholars such as Gu-yŏl Yi and Gyu-hong Chŏng.41
As such, the study of the mediator/provider/supplier relationship is often overlooked, or only
considered in a narrow way. This analysis is also often ignored because the transactions
between these parties were mediated by an anonymous, possibly even ill-informed, and
sometimes surreptitious, agent. However, studies investigating specific art dealers reveals
information about the demands and tastes of collectors, as well as the provenance and
trajectories of existing collections. Furthermore, the arrival of Western dealers in Korea, their
business networks and the items they collected can provide clues for drawing a wider picture
of the historical and cultural landscape, as well as that of society, politics and the economy in
colonial Korea. Therefore, one central task of this thesis will be to identify hitherto neglected
and ephemeral materials which identify Korean objects within the context of a range of foreign
interests, as well as the new role adopted by curio dealers at the turn of the twentieth century.
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Studies of Korean collecting networks have also included the impact of global tourism on the
wider market. The seminal collection of essays Unpacking Culture: Art and Commodity in
Colonial and Postcolonial Worlds focuses upon ‘tourist arts’ and is a reminder of the
multivalent influence of two different cultures encountering each other. 42 This is not just about
Asia or Korea, but rather the entire souvenir trade that expanded drastically in response to the
rapid growth of tourism during the Victorian era. This discourse begins with the interactive
process between producer and consumer, which results in the replication of traditional objects,
as well as many innovative hybrid art forms, and finally leads to different ideas about the nature
of authenticity. This insight may be particularly relevant to this study, since the rise of tourism
led to the commodification of Korean antiques while contemporary design and craft were
similarly affected as foreign interactions intensified.
Pan-Asianism is the key to understanding local modernity in the East Asian region, and the
interplay between nationalism and imperialism that connects to the study of colonial modernity.
Definitions of pan-Asianism can vary widely, but tend to converge on two key principles. The
first of these is that Asia shares some degree of geographic, cultural, and racial commonality,
and the second that at various moments in history it has been necessary to call for united Asian
solidarity against the encroachments of Western imperialism.43 Sang-soo Pak argues that for
this reason, pan-Asianism is inherently related to modernity in East Asia, because it emerged
as a discourse specifically in reaction to the threat of the modern Western presence/expansion,
and marked a significant turning point away from the traditional Sinocentric system in the
region.44 In East Asia, initial reactions to the impending Western threat, especially the Opium
War of 1839-1842, acted as watershed events, marking the beginnings of pan-Asianism. PanAsianism first emerged in Japan as rather vague sentiments about strengthening Japan’s
solidarity against Western imperialism. The movement was egalitarian in theory, but gradually
developed into a confrontation between East and West, or yellow versus white, thus requiring
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a pan-Asian alliance with China and other neighbouring Asian countries, with Japan assuming
a position of leadership in Asia.45
In the immediate post-war period, scholars avoided this research topic due to its connection
with Japanese imperialism, as well as its ideological role in legitimising Japan’s territorial
aggrandisement and colonial expansion. These caused traumatic experiences for colonised
countries, including Korea, Taiwan and China, due to the wartime atrocities committed and the
violent exploitation of both people and resources.46 However, the theme has recently been used
in the field of regionalism to offer a better understanding of the dynamics of the region, as well
as the issues related to national and transnational identities in modern East Asia, by Matsuda
Koichiro, Sven Saaler, Christopher Szpilman, Eri Hotta and many others.47
Pan-Asianism is especially relevant to this study in terms of the evolution of, and interplay
between, similar elements – colonialism/imperialism, modernity and nationalism – within the
colonial modernity of Korea. The complex interrelation between these three variables in
colonial modernity can be applied to Meiji Japan. Modernity was imposed by the West, forcibly
ending the nation’s isolation, and therefore the Japanese defined modernity by establishing a
new Empire against the West. Their own nationalism was a driving force behind this
imperialistic endeavour. Pan-Asianism explains the Japanese colonial approach towards Asian
countries: Japan was copying and repeating the Western imperialism that it had experienced
itself. Therefore, modernity in the colonial countries was imposed by the Japanese, just as it
had been forced upon them. While Taiwanese modernity was defined as ‘refracted’
modernity,48 Korean modernity was described as ‘fragmentarily displayed’.49 This modernity
was skewed towards a capitalist and consumerist framework, mediated by a complicated
45

Ibid., 18; See also Matsuda Koichiro, ‘The Concept of Asia before Pan-Asianism,’ in Pan-Asianism: a
Documentary History, Volume 1: 1850-1920, ed. Sven Saaler and Christopher W.A. Szpilman (Lanham, MD:
Rowman & Littlefield, 2011), 45-52.
46
Christopher W.A. Szpilman and Sven Saaler, ‘Japan and Asia’, in Routledge Handbook of Modern Japanese
History, ed. Sven Saaler and Christopher W.A. Szpilman (London: Routledge, 2018), 25.
47
Koichiro, ‘The Concept of Asia before Pan-Asianism,’ 45-52; Sven Saaler, ‘Pan-Asianism in Modern
Japanese History: Overcoming the Nation, Creating a Region, Forging an Empire’ in Pan-Asianism in Modern
Japanese History : Colonialism, Regionalism and Borders, ed. Sven Saaler and J. Victor Koschmann (London:
Routledge, 2007); Eri Hotta, Pan-Asianism and Japan's War 1931-1945 (New York: Palgrave Macmillan, 2007)
48
Yuko Kikuchi, ed., Refracted Modernity: Visual Culture and Identity in Colonial Taiwan (Honolulu:
University of Hawaii Press, 2007).
49
Ki-rim Kim, ‘Uri sinmunhakkwa kŭndae ŭisik (Our New Literature and Modern Consciousness)’, Inmun
p'yŏngnon (1940), cited in Ki-rim Kim, Kim Ki-rim Chŏnjip (Complete works of Kim Ki-rim) (Seoul:
Simsŏltang, 1988), 47-48.

17

Japanese filter. The discussion of modernity, therefore, inevitably confronts the fact of
colonialism.50 In turn, nationalism, as the product of colonialism and the reaction to it, becomes
the formation of a collective identity. In this process tradition was often revitalised or reinvented in reaction to modernity and utilised as another source for identity formation.51

Research methodologies
This study is part of the interdisciplinary field of material culture studies, as the study of Korean
objects is loosely and broadly laid out in the field of art and design. The range of Korean objects
examined here include the ceramics of both the Koryŏ (918-1392) and Chosŏn (1392-1910)
dynasties,52 allegedly Korean wares (which later turned out to be Japanese export wares), tiger
skins, furniture, and curios, as well as postcards and photographic collections from Chosŏn and
visual illustrations from publications and literature.
The collecting activities examined in this study occurred during a complex period of
colonialism and modernity, and across shifting geo-political boundaries. This study therefore
adopts a methodology of transnational design history; as such, a ‘transnational’ historical
perspective acknowledges the interconnectedness of modernity and contemporary
developments in East Asia.53 This transnational approach indicates the porousness of national
borders, and highlights different streams of human activity, including the interactions of people
with objects, ideas, and art and design movements.

54

This approach accepts the

interconnectedness and interdependencies of a multi-centred modern world, and therefore may
be regarded as taking a global historical approach. This global design history approach is not
intended to construct an overarching narrative, but rather utilises a ‘sited’ approach to anchor
the research and showcase the fragmented conditions in which the objects/design are
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experienced, depending on their contextual background.55 In line with such an approach, my
study seeks to create fragmented and multiple narratives of the transnational production,
mediation and consumption of design. I illustrate local narratives and national histories within
the framework of a global context, which unites and combines cultural, colonial, political and
economic histories.
As such, this thesis considers the market, value and systems of art and design in Britain, Korea,
and Japan. It seeks to reconstruct Korea’s art and design historiography within wider global
and cultural dynamics. Situated within the discipline of art and design history, it closely
examines and analyses visual artefacts from published literature and photographs, and traces
their production, collection, and circulation within the broader contexts of commerce, industry,
tourism, and political or social movements. It connects to wider themes of the history of
collecting, representation, and identity formation in museum spaces, and further spans the
disciplines of museum studies, colonial/post-colonial studies, Korean studies and art history.
This also leads to the consideration of concepts of local modernity alongside colonialism,
borrowing the frame of ‘colonial modernity’ in Korea.56 The idea of ‘colonial modernity’ was
introduced in US academia during the early 1990s as an alternative approach to modernisation
theory when discussing Japanese and other imperialism on mainland China. 57 A series of
studies have explored the relationship between colonisation and modernity in the inter-East
Asian context.58 In the Korean case, the perspective of colonial modernity has contributed to
overcoming the traditional dichotomy in Korean historiography, the two parts of which can be
referred to as ‘exploitation theory’ and ‘modernisation theory’. Exploitation theory contends
that Korea’s modernisation process was disrupted and blocked by the intrusions of the Japanese
Empire, and consequently highlights its anti-colonial movement and resistance to the Japanese.
Meanwhile, modernisation theory recognises the positive economic and capitalist
developments that occurred in Korea under Japanese occupation and suggests that such
55
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developments initiated the modernisation process under colonial rule. Gi-wook Shin and
Michael Robinson’s edited book Colonial Modernity in Korea suggests a new method for
overcoming such dichotomous discussions. The authors explain that colonialism, modernity
and nationalism each carry their own unique cluster of concepts, while also holding important
constituents of the others within their individual frames. There is a need, therefore, to recognise
the critical interrelationship between these three variables.59
Younghan Cho points out that the colonial modernity model has three goals: to displace the
traditional dichotomy within Korean historiography; to overcome macro-analysis, and to move
beyond modernity as an ultimate goal.60 Recent studies following the colonial modernity model
take a micro-historical approach to focus on everyday practices and the construction of modern
subjectivity, based upon empirical studies. Among others, Jin-song Kim’s Hyŏndaesŏngŭi
hyŏngsŏng: Sŏure ttansŭhorŭl hŏhara: hyŏndaesŏngŭi hyŏngsŏng (Construction of Modernity:
Permitting Dance Halls in Seoul) and Myŏng-jik Shin’s Modŏnppoi, Kyŏngsŏngŭl kŏnilda
(Modern Boy Strolling Kyŏngsŏng) were particularly helpful for understanding everyday life
in Seoul during the 1920s and 1930s and afterwards.61 Building on this work, my chapters each
focus on the micro-level history of collecting and cultural narratives within which colonialism,
modernity and nationalism interacted and reinforced the complex relations between the three
subjects. In this sense, this study tries to move beyond nationalistic interpretations and their
dichotomies of East and West, Japan and Korea. Instead, this study looks into the interplay
between colonialism, nationalism and modernity as well as Korean, Japanese and Western
influences on each subject matter. The focus in each chapter on museums, publications,
furniture, collections and artistic and social movements and so on, have all evolved from this
perspective of colonial modernity.
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Primary sources
The primary materials examined in this thesis are very heterogeneous and internationally
scattered. The key locations for research resources were archives and collections in the UK,
the United States, Korea and Japan, which speaks to the complicated trajectories of Korean
objects, photographs, documentation and the people involved. The data collected was gathered
through numerous visits to various museums, libraries and archives in the aforementioned
countries, both online and offline.
I visited museums with well-formed Korean collections in the UK, including the V&A, the
BM, the Fitzwilliam Museum in Cambridge, and the Ashmolean Museum in Oxford. I
examined not only the objects and collections, but also the archives of these four museums.
These included crucial information about the archival files of London dealers and collectors,
such as acquisition histories, letters, travel reports, purchase receipts, etc. It was in these
sources, so intrinsic to museum collections yet largely invisible historically, that I discovered
the names of curio dealers in Korea.
My second chapter centres on the network of collectors and dealers, using these collectors’
acquisition records to trace the activities and network of three dealers: Kavanaugh, Taylor, and
Sinn Song. Kavanaugh’s name is first mentioned in C. H. Wylde’s acquisition trip to Korea in
1911-12, in his role as the Keeper of Ceramics at the V&A. Other documents I cite included
Professor Sayce’s purchase receipt at the Ashmolean Museum, and Stewart Culin’s Report of
his collecting trip to Korea from the Culin Archival Collection at Brooklyn Museum Archives,
Brooklyn, New York. Finally, Kavanaugh’s personal collection, including a digital copy of his
letters to his family, as well as donated articles, were available in the Washington State
Historical Society, in Tacoma, Washington. Copies of the book Korea: Compliments of
Kavanaugh & Co., published by Kavanaugh’s shop, were accessed at the National Art Library
(NAL) at the V&A, the Thomas J. Watson Library of the Metropolitan Museum of Art, in New
York and the Divinity Library at Yale University, in New Haven, Connecticut.
Taylor’s curio shop was initially mentioned in the Thomas Cook & Son’s guidebook and other
related letters. Photographs and advertisements were found in his elder brother A.W. Taylor’s
collection at the Seoul Museum of History (SMH) in Korea. The book Korea: Compliments Ye
Olde Curio Shop, published by Taylor’s shop in 1921, was accessed in the Hagley Museum
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and Library in Wilmington, Delaware. The later publication Chats on Things Korea is from a
private collection. Taylor’s receipt is included in the Murray Warner Collection at the Jordan
Schnitzer Museum of Art, University of Oregon, although I was offered a consultation only by
email. Lastly, a business card and advertising leaflet from Sinn Song, whose name appeared in
Stewart Culin’s report, were shared by Sang-yŏp Kim and Don-soo Lee. Each of these
collections and sources provided significant new research materials for developing this thesis.
Literature on Korea from the late nineteenth century, including books, articles, press releases
and periodicals on Korea, was accessible via online and offline libraries, mainly at Cambridge
University Library (CUL) and the British Library (BL) in the UK, as well as the National
Library of Korea (NLK) in Seoul. Export and import reports from Korean ports between 1886
and 1893 were found in the series Reports of Chinese Imperial Maritime Customs, held at CUL.
Many visitors to Korea created photographic collections of their own, and collections I
identified sources in included Hermann Gustav Theodor Sander’s photo collection in the Folk
Museum of Korea (FMK), Seoul, South Korea; William D. Straight’s photo collection at
Cornell University Library, Ithaca, New York; Benjamin Johnston’s photo collection at
Huntington Library, San Marino, California, and ethnographic photo collections published by
the Japanese company Hinode-Soko in both the FMK and the SMH. Yamamoto Tadasaburō’s
Seikoki, a record of tiger hunting, was available in the online collection of the National Diet
Library in Tokyo, Japan. A letter from A.W. Franks to Hulbert was accessed in the BM archive.
Lastly, the catalogues of the auction sales of Korean ceramics in London from 1883 onwards
are archived and were consulted at the NAL in London.
Accounts of British tourism to East Asia in the early twentieth century were mostly sourced
from materials in the Thomas Cook Archive in Peterborough, UK. The most useful source of
information was the Far Eastern Traveller’s Gazette, a quarterly magazine published by
Thomas Cook & Son in China, Japan and Korea from 1915 to 1938, as well as a number of
guidebooks to China/Korea (1910/1917/1920/1924) and Japan (1935/1938), and a selection of
brochures (1891-1929) featuring tours to China, Japan, Malaysia and Indo-China. I was lucky
to be assisted by the company’s archivist, Paul Smith, as the archive now offers only a restricted
enquiry service. In addition, Guide to Keijyo, a booklet produced by the Japanese Tourist
Bureau in 1917, was consulted in the Edinburgh University Library collection.
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Chapter 3 is based upon my visit to the Hammersmith and Fulham Local Studies and Archives
Centre in London, where I obtained resources related to the Korean Pavilion at the JapanBritish exhibition of 1910. Official catalogues and reports from the exhibition were located in
the collections of the NAL, the BL and CUL. The photo album Tōkanfu, Nichi-Ei Hakurankai
Shuppin Shashinchō (Residency-General, Japan-British Exhibition Photo Album) published by
Murakami Tenshin, was accessed in the digital collection of NLK. The catalogue Kōryūshō
was found in NLK and SOAS University of London Library. Its location in the SOAS
collection has an interesting history, as the book was originally given to the Oriental ceramics
collector Oscar C. Raphael by the Japanese antique dealer Yamanaka & Co. in London. This
demonstrates that the implications of this exhibition evidently extended beyond Japanese
borders, and even reached British collectors. Ri Ōke Hakubutsukan shozōhin shashinchō
(Catalogue of the Yi Royal Family Museum Collection) of 1912, was consulted at the Seoul
National University Library. Correspondence, press releases, and press coverage for the 1961
exhibition ‘National Art Treasures of Korea’ were found in the V&A Archive.
There was a timely finding of a short film that was made about Bernard Leach’s Korea trip in
1935 at the Korean Film Archive (KOFA) in Seoul, which KOFA collected and acquired in
2016-17. The BM archive also offered a valuable consultation about the history of earlier
displays of Korean ceramics and related catalogues. Even more critically, it shed light on the
acquisition of the moon jar and the materials for the opening of the Korea Foundation Gallery
in 2000. My visit to the Lucie Rie archive and the Bernard Leach archive at the Crafts Study
Centre in Farnham was productive thanks to the help of curator Greta Bertram and Professor
Simon Olding. I conducted interviews in the summer of 2019 with a scholar and two potters
who had had first-hand experience of the moon jar, corresponding via email and telephone. I
first met Professor Olding in 2013 on the occasion of my exhibition ‘Moon Jar’, and he shared
his own findings about the relationship between Bernard Leach, Lucie Rie and the moon jar.
Jack Doherty, who was a participating artist at the same exhibition in 2013, visited Lucie Rie’s
studio at Albion Mews in the 1960s, while Joanna Wason was involved in the Leach pottery,
and witnessed the moon jar being placed back in Janet Leach’s room around 1998.
The fact that this collection of research materials, including photographs, leaflets and
catalogues, was scattered so internationally speaks volumes about the widely intertwined
relations between Britain, Japan, Korea and the United States. The knowledge, ideas, people
and objects that travelled around the world created a complex relationship and multi-directional
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impact among themselves and on each other. Through this interrelation, I hope to uncover
various actors and their hidden roles in the cultural dynamics of the collecting of Korean objects
in Britain. These findings will then broaden contemporary discourses on the collecting of
Korean artefacts abroad. Within such a wealth of information, as expected, some information
could not be located. Some actual objects, such as tiger skins and furniture, which extend
beyond the field of ceramics, were difficult, and often impossible, to locate, or were untraceable
in private ownership. At the same time, this absence speaks to the criteria of institutional
collecting and aesthetic hierarchies.

Structure and content
This thesis surveys the period from the opening of Korea in 1876, through Japanese annexation
(1910-1945), and finally to the ‘National Art Treasures of Korea’ exhibition of 1961. This
study is divided into three chronological parts, and indicates the significant transitional aspects
of collecting as reflected in mainly British collections and publications.
The first chapter sets the context by describing Britain’s initial encounters with Korea in the
last quarter of the nineteenth century, showing how British perceptions of Korea were affected
by texts by travellers and scholars. It provides the background context of the Japanese and
British imperialist gaze upon Korea, as well as the modernity forced on Korea by impending
Japanese colonialism. It discusses how tigers and tiger skins were used metaphorically in
literature, postcards and photographs to depict the primitive and untamed nature of Korea.
Dealing in these items is indicated in reports of the Korean Maritime Customs and in
photographic evidence. Korean art was frequently introduced as merely a branch of Japanese
studies. However, it only emphasised ceramics and potters, using poor sources and little
evidence, and therefore established stereotypes and aesthetic standards. This chapter discusses
some of the early Korean collections in Britain, and reveals that incorrectly labelled Japanese
export wares created confusion and issues of authenticity. This reflected changes in the
domestic market, brought about by the influx of Japanese goods, and impeded the
understanding of, and access to, Korean materials in Korea. It also argues that the early display
and collection of Korean art was equally hampered by both a scarcity of knowledge and issues
of authenticity in Britain.
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The second chapter is structured around the pivotal turning point of 1910, when the dramatic
changes caused by Japan’s annexation of Korea brought an increasing number of tourists and
first-hand collectors, which then enabled new roles for curio dealers in Korea. This chapter
primarily examines those dealers and their modes of documentation, such as advertisements,
sales catalogues, and business cards, which were particularly designed to target an Anglophone
clientele. Those documents have since been found outside the peninsula alongside collections
of material culture, and reflect customer demand and taste, as well as changes in production
processes. These reveal the introduction of new types of furniture and brassware, as illustrated
in publications later in the 1920s when the older antiques became too scarce to meet the
increased demand. Compared with a number of studies that examine Korean furniture design
between the 1880s and the 1950s,62 accounts of this export furniture demonstrate the general
traits of that time but suggest that Western taste led to a subtle difference in style from items
for domestic consumption. This chapter employs the theoretical and methodological approach
of ANT, which gives due attention to the variety of actants (actors) in the social and natural
world, within a constantly shifting network of relations. 63 The initial development of this
chapter on furniture from the curio shops of the early twentieth century was presented at the
29th Association for Korean Studies in Europe (AKSE) Conference in April 2019 as a part of
the panel session ‘Border-Crossing Objects: Transnational Histories of Design and Visual
Culture in Twentieth-Century Korea(s)’ with the title of ‘Collecting Things Korean: The
Trajectories of Early Twentieth Century Korean Collectables’.
The third chapter seeks to show how British collecting was also stimulated within Britain itself
by the Japan-British exhibition. The exhibition was held at White City, Shepherd’s Bush,
London from 14 May to 29 October 1910, staged against a backdrop of mixed feeling about
Japan’s status on the international scene. The very colonial impetus behind this exhibition was
62
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shared with concomitant exhibitions in Tokyo and Seoul, which can be used to shed light on
the Japanese understanding and presentation of the ancient art of Korea. The 1910 exhibitions
are juxtaposed with the South Korean government’s 1961 campaign to promote Korean art
globally, to explain how the nationalistic agenda of the global cultural campaign in the postcolonial context tried to escape the colonial agenda. Although such efforts can be witnessed in
the 1961 exhibition, they did not totally elude Japan’s cultural hierarchies and canonical
expectations. This raises important scholarly questions about how nationhood is established,
as well as the dilemmas inherent to dealing with colonial data and knowledge. This chapter
therefore develops the crucial discussion of how cultural hierarchy and canons are set up by
colonisers using the framework of colonial studies of modernity, as well as by applying Homi
Bhabha’s concepts of ambivalence, mimicry and hybridity.64
The final chapter focuses on one particular moon jar, which now resides in the BM’s collection,
and is well known for its interesting provenance. This piece was purchased by Bernard Leach
on his second trip to Korea in 1935, when he was accompanied by Yanagi Sōetsu (1889-1961).
Leach’s purchase has frequently been interpreted in the context of his association with Yanagi
and the Mingei movement, who have been recognised for the rediscovery of Korean ceramics
in the 1920s and afterwards. However, this chapter challenges the dominance of Yanagi’s
legacy in relation to the history of the moon jar by examining concurrent cultural movements
and collecting fashions in Korea within the context of the nationalist movement and the reinterpretation of tradition by Korean artists and collectors during the 1930s. The discussion of
colonial modernity that was begun in the previous chapters is developed here in relation to
concepts of pan-Asianism and those transnational aesthetic movements that involved the
interaction between modernity/tradition, nationalism and colonialism. Chosŏn porcelain
occupied a central position in considerations of nationalism and colonialism. While nationalism,
which grew and developed against colonialism, found inspiration in traditional ceramics
(Chosŏn’s literati spirit), the Mingei movement used those same Chosŏn ceramics and
materials to reassert their socio-political status and reinforce the colonial hierarchy of
coloniser/colonised and discoverer/discovered. I also shed light on the agency/biographies of
the moon jar, to further displace the enduring relationship between Yanagi and Leach in terms
of this iconic and highly influential object. New interviews with potters and scholars address
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and fill the current scholarly gap around the history and unique provenance of this renowned
moon jar.
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Chapter 1. New Encounters: Depictions of Korea’s material culture, trade
and collection studies from 1876 to 1905
This chapter explores the British perception of Korea via literature and material encounters
from the late 1870s, questioning the fundamental structure upon which the British reception
of Korea was constructed. This first chapter will set the historical background for the
development of the British collecting of Korean objects, to establish when British collections
were formed, the key people and places involved, and what kinds of things were included in
those collections. While the overarching British and Japanese Orientalist view is observed,
the chapter employs the Actor-Network Theory (ANT) approach to analyse the way the actors
involved both accelerated and hindered the understanding of Korea. Major figures such as
A.W. Franks, ‘Mr. Burton’ and William Carles will be introduced to identify how Japanese
exports were infiltrating the Korean market as soon as Korea opened up its ports, and the
impact of this on British collectors and their collections. The key argument focuses on the
British and Japanese imperial gaze on Korea and the production of ethnicity and authenticity
in Korean materials.
The complexity and widespread conventions and beliefs that were framed by imperialism can
be read through the lens of Edward Said’s observation in Culture and Imperialism:
Just as none of us is outside or beyond geography, none of us is completely free from
the struggle over geography. That struggle is complex and interesting because it is not
only about soldiers and cannons but also about ideas, about forms, about images and
imaginings.1
Who is ‘we’ here? ‘We’ are the ones who feel superior to others based on various collective
ideas and images of what those people are and what they should be like. What happens if
Korean subject positions are part of the ‘we’? What happens if Korean agency is factored into
the conversation? This begs the question of how we are trapped in a struggle over geography
in which Britain has imposed its own ideas, forms, images and imaginings of Korea. What
kind of collective sources frame our conventional thinking about, and representations of,
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Korea? To address these critical questions, this chapter investigates visual representations and
imagery in publications and collections of Korean objects. This chapter will explore textual
sources, postcards, photographs, and scholarly publications in order to identify the key
elements in the depiction of Korea and the generating of imagery of Korea’s people and land.

Political background of the Kanghwa Treaty of 1876
In order to understand the political background to the relationship between Britain and Korea,
it is important, first, to discuss the history of the late Chosŏn dynasty (1392-1910) following
the signing of the Treaty of Kanghwa Island in 1876. This treaty ended the Chosŏn dynasty’s
many years of maintaining a strict policy of isolation and forced Korea to open its ports to
international trade. Following the establishment of trade and diplomatic relations with Japan,
similar treaties were signed with the United States and European nations, with Britain in the
forefront in 1883.
European countries had made several earlier attempts to set foot on Korean soil, but were met
on each occasion with hostility from local people. As a result, early accounts and
representations of Korea were somewhat superficial and erroneous, due to a lack of actual
engagement. Often dubbed a ‘hermit kingdom’, Korea was reluctant to engage in the
international situation and thus became a territory targeted by Meiji Japan (1868-1912) at the
end of a long-declining dynasty, followed by Japanese Annexation (1910-1945).
However, the period between the 1880s and 1905, immediately before Korea became a
protectorate of Japan under the Japan-Korea Treaty (the Ŭlsa Treaty),2 should be revisited as
a primal scene of the impending Japanese imperialist approach to Korea, as well as an arena
of international rivalry resulting from the complex and entangled relations between political
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powerhouses. Simultaneously, Kojong, the last king of the Chosŏn dynasty, 3 proclaimed
Korea as an independent country of the Great Han Empire, or Taehanjeguk (1897-1910) and
attempted to reform and modernise the nation.4 Behind this proclamation was Korea’s desire
to affirm its international status as equal to these international political powerhouses: it thus
wanted to be independent from China and avoid the protectorate status that was looming.
Korean society was undergoing extreme confusion and turmoil as it broke away from the
ruling feudal order and its own Sino-centric international relations. Korean scholars refer to
this period as ‘kaehanggi’, or the Open Port Period; this was a space and time of mixture and
entanglement when various cultures collided and demanded compromise.
During this Open Port Period, a growing number of diplomats, missionaries, independent
travellers and various other professionals began to bring about substantial changes to Korea.
This kaehanggi period has often been overlooked by historians, who have tended to focus on
the colonial period that followed it, and it has only recently come to scholarly attention.
Studies have mainly focused on the field of paintings which were available for export, by
artists such as Kisan Kim Chun'gŭn, in the Open Port areas of Wŏnsan, Pusan, Inch'ŏn, etc.5
Young-ok Sohn suggests that more importance should be attributed to this period, not only
because of the establishment during this era of souvenir shops, curio shops, antique dealers
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and a range of paintings for export, but also because of the emergence of the ‘modern art
market’.6
Western customers’ purchase lists in Korea in this period show transactions in two main
categories: ethnographic materials and paintings for export (genre painting, or p'ungsokhwa)
and Koryŏ celadon and antiques; these were very different from those of the existing patrons
in Chosŏn society.7 In May 1883, a naturalist, P.L. Jouy (1856-1894), from the US National
Museum – now the Smithsonian Institute – was appointed to Korea and collected ethnographic
objects near the Southern regions (Namdo), while the naval officer and amateur ethnologist
J.B. Bernadou (1858-1908) was dispatched to Korea by the same institute in December 1883
for a systematic acquisition project centred on the Northern regions.8 Along with Horace N.
Allen (1858-1932), an American physician and the first Protestant missionary to Korea, Jouy
and Bernadou created an ethnographic collection of historic Korean objects for the museum
that includes an extensive range of pre-industrial material and intellectual resources, from
paintings and ceramics, handicrafts, textiles, utensils, clothing and accessories, books, maps
and musical instruments to furniture, and their report was published by Walter Hough, a
curator in the Division of Ethnology in 1892.9
In 1891, British Army Generals A. E. J. Cavendish (1859-1943) and H. E. F. Goold-Adams
(1860-1935) met Kisan Kim Chun'gŭn in Wŏnsan to purchase 26 genre paintings. 10 The
collection of Kisan’s paintings was exhibited in the Museum of Ethnography (Museum für
Völkerkunde) in Hamburg in 1895.11 In 1887, Victor Collin de Plancy (1853-1933), the first
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Consul of France to Korea, took a substantial collection of Koryŏ celadon back to France and
donated it to the Musée Guimet in Paris in 1887.12 Allen began collecting Koryŏ celadon
around this time, which also inspired Emile Martel (1874-1949) to start acquiring antiques,
several years after seeing such items at the homes of De Plancy and Allen.13 Although it is
thought that illegal excavation and looting was initiated in the 1870s by the Japanese, it is hard
to identify specific Japanese collectors and transactions. However, with the progress of the
wars of 1894 and 1904-5 there was a significant increase in the excavation of tombs and the
transfer of ceramics and antiquities to Japanese hands.14
Meanwhile, due to the Kabo Reform in 1894, the abolition of the traditional social hierarchy
led to the elimination of court painters and non-professional scholarly-painters (muninhwaga),
who belonged to the primary patrons of art in Chosŏn society – the Royal court and the elite
literati (yangban).15 Such a change altered the spaces of distribution for art; these painters
went to the commercial markets where their works were now being sold in paper and book
stores, called sŏhwap'o or chijŏn. 16 In addition, when the Royal Kilns, or Punwŏn, were
privatised in 1883,17 the production of ceramics was no longer under the direct supervision of
the Royal court and slowly became dominated by Japanese ceramics. Thus, it is important to
note that such changes within Chosŏn society were ongoing, while Westerners appeared as
new consumers in the market, with different needs and tastes, during this transitional period.

The imagery of Korea
Korean culture and customs were transmitted via publications and literature to Western
countries before 1876. But, as mentioned above, Koreans’ hostile reaction to foreigners meant
that these documents often gave only limited and superficial information. 18 Western
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knowledge of Korea was therefore extremely limited, and those accounts that did reach the
West were sometimes of dubious accuracy. 19 From the 1880s, an increasing number of
Western visitors began to publish their eyewitness accounts and studies of the Korean
peninsula. These served as a crucial form of mediation, bringing this newly opened country
closer to Western domestic audiences while simultaneously producing knowledge and
inscribing images and expectations of Korea. These publications were sometimes
accompanied by drawings and photographs, as well as collections of local objects. These
visual images and objects formed the imagery of Korea and its people, and the expectations
of these for the West.
At the time, Korea was often described as a mere ‘geographical expression’.20 One of the
publications that earned it a more general appreciation was Isabella Bishop’s Korea and her
Neighbours, published in 1898. Bishop’s adventurous travel and her account of it achieved
popularity in the Victorian era during its years of publication. The Saturday Review carried a
review of the book on 14 May 1898 which illustrates this: ‘Before the outbreak of the SinoJapanese war, Korea was to most Europeans a mere ‘geographical expression’, but that
episode in her history has shaken her out of her sleep and the isolation of centuries.’21 Bishop
starts the introductory chapter of her book thus:
In the winter of 1894, when I was about to sail for Korea (to which some people
erroneously give the name of “The Korea”), many interested friends hazarded guesses
as to its position, the Equator, the Mediterranean, and the Black Sea being among them,
a hazy notion that it is in the Greek Archipelago cropping up frequently. It was curious
that not one of these educated, and, in some cases, intelligent people came within 2,000
miles of its actual latitude and longitude! 22
The term ‘geographical expression’ was coined by Prince Metternich, Europe’s leading
statesman, in his ‘Memorandum to the Great Powers’ in 1814 when he said that Italy was only
a ‘geographical expression’. He was referring to Italy as a group of principalities that had
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occupied the Italian peninsula since the fall of the Roman Empire; thus it could not be
considered as a single political entity: that is, a nation.23 This term may have been used as an
idiomatic expression when applied to Korea, as it was previously referred to as a tributary
state of China, and then as under the protectorate of Japan in 1905. Yet the term does not only
imply the status of having lost its sovereignty as a nation, but also indicates a dismissive
attitude towards the country, as if it possessed nothing more than a geographical existence.
Due to this widespread ignorance, the question can be raised as to whether the influx of Korean
material culture effectively brought British audiences any closer to the reality of Korea. This
reality was instead often distorted by cultural stereotyping and prejudice. This paucity of
information was not effectively remedied during subsequent decades. Even as late as 1911,
the year J.H. Longford’s The Story of Korea was published, few in England knew of the distant
country other than as a mere ‘geographical expression’.24
Amid the general ignorance about Korea and its art during the late nineteenth century, a
smattering of scholars had introduced Korean art before the accounts of British travellers to
Korea appeared. These academic texts tended to be an offshoot of Japanese studies.25 Such
scholarship often featured in Transactions of the Asiatic Society of Japan as early as 1878,
and included ‘Hideyoshi’s Invasion of Korea’ by a British diplomat, William G. Aston,26 and
‘The Korean Potters in Satsuma’ by Ernest Satow.27 Both authors served as British diplomats
in Japan. While Aston later served as the first British Consul-General in Korea from 1884 to
1885, Satow had never lived in Korea. Satow’s article introduces Korea as a country of
Japanese cultural origin whose present production of art lagged far behind her neighbours. He
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explains how the first generation of those captured during Hideyoshi’s invasion of Korea
(1592-1598) developed pottery wares in Japan, and how Satsuma ware was created and
acquired its great reputation.28 However, he places more emphasis on how the Korean potters’
villages in Satsuma and their small groups with different modes of production had distinct
methods of preserving Korean traditions. This can be explained by their use of language,
costume and hairstyles, which are emphasised by Satow’s detailed descriptions.29
William Griffis’30 article ‘The Corean [Korean] Origin of Japanese Art’ featured in Scribner’s
Monthly as well as The Century Illustrated Magazine in 1882 and offers a similar example of
the presentation of the present and past of Korean art.31 Griffis introduces recent commercial
treaties with foreign countries which would quickly bring Korea out of seclusion into the
international marketplace, making its ‘bric-à-brac’ available for purchase. Griffis insists that
this bric-à-brac, although coarser than Japanese goods, was nonetheless fully characteristic of
Korean style.32 He offers an analogy of East Asia with ancient Western civilisations, with
China as Egypt, Japan as Greece, and Korea as Cyprus. Korea thus represented a middle stage
of development between the two phases of art. In other words, Korea was a place where
Chinese art was modified and developed before entering Japan. He explains that ‘the full
sunrise and midday of oriental art belongs to Japan, but the fountains of its first light lay on
the nearby peninsula’. He also argues that Japan borrowed everything from China, but
received it via ‘a Korean filter’.33 However, he emphasises that Japan did not learn from the
degenerate late Chosŏn, but rather from the national culture during the Silla (BC57- 935) and
Koryŏ (918-1392) periods. He emphasises the backward state of present-day Korea by
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claiming that ‘the finest pictures on the screens of the best rooms in Seoul could be purchased
in Tokio [Tokyo] for a penny’.34
In this way, Griffis argues that Japanese art was currently in its heyday, whereas Korea’s
glorious flourishing lay in the distant past. He continues by observing that the current decline
of Korean art was due to its policy of isolation from the rest of the world, as well as the loss
of artists and workers to Japan,35 insisting that Korea’s best artists and workers had been
leaving for Japan from the ninth century to the fifteenth century.36 In the sixteenth century, in
particular, Hideyoshi captured the very best Korean clay artists after his invasion as part of his
desire to physically import Korea’s entire ceramic art industry. Colonies of Korean potters
and decorators settled in Japanese villages and intermarried with the Japanese, apart from the
few Satsuma settlers who were known to have preserved their original lineage and language.
Griffis suggests that Korean art is characterised by ‘a supreme love of nature and delicate
sensitiveness’ to its varying moods, which Korean artists understood long before their
Japanese counterparts did. Finally, Griffis concludes his piece with the promise of a rosy
future for Korean art, whose potential would surprise the art world.37
Thus, before any of the material proof was presented to Britain, Griffis’s writing confirms that
Korea was positioned in relation to China and Japan, and the precise character of Korean art
was already defined by its coarseness and affinity to nature. While Satow’s article did not
contain visual representations of what he discussed in the text, Griffis’ texts included
illustrations demonstrating Korea’s tributary submission to Japan. For example: ‘Men of
Shinra [Silla] submit themselves to Queen Jingu [Empress Jingū]’, ‘Corean tribute-bearer
before the Tycoon, Yedo [Edo]’, ‘Corean envoy presenting an image of Buddha to the Mikado’
etc. These all alluded to Korea’s tributary relationship to Japan at key historical/legendary
moments, and apparently contradicts the artistic hierarchy of Korea as the teacher and Japan
as the pupil. Thus, the images were not sufficient to provide a representative example of
Korean art, nor the nature of its influence upon Japan.
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The characterisation of Korea as a teacher of Japan, or as a bridge between China and Japan,
seems to have prevailed at the time. A historian of modern Japan, Stephan Tanaka, traces the
production of a Japanese historical narrative, that of Tōyō (the East or Orient);38 he states that
the concept of Tōyō was created in Meiji Japan in the search for an equivalent to the modern
civilisation of the West. Many Japanese historians of the late nineteenth century adopted the
historiography of the Western Enlightenment and sought to create Japanese history as
progressing developmentally from the past of the Orient to the most advanced nation in Asia.39
Thus Japanese historians looked to the past of China and other Asian countries to locate
artefacts that might narrate Japanese and Asian history. 40 In this context, Korea’s past
becomes integral in describing the history of the Orient centred on Japan. Despite the fact that
archaeological excavation and collecting of burial finds in Korea was initiated by the Japanese
soon after the 1876 Treaty, research and study on the history of art and archaeology of Korea
was still in an embryonic stage. Thus it would have been hard to find any fruitful visual
examples or evidence to support such idea. As a result, although Korea is often introduced as
the origin of Japanese art or as the transmitter of Chinese art, these claims were made without
further investigation, proof or evidence.
Instead, the focus shifted from artistic to ethnographic interest – specifically the potters
themselves, in terms of what they wore and how they looked. In other publications, visual
representations and description also often remained limited in terms of clothing. For example,
a Scottish missionary in Northeast China, John Ross, wrote one of the first comprehensive
histories of Korea in English in 1879. 41 His description was based on Chinese historical
resources, as he did not set foot on Korean soil. His only observations of Korean people and
customs were based on those he met in Manchuria, a region adjacent to Korea. There are no
photographs or visual illustrations except those depicting costumes, of which three pages of
coloured illustrations and description are included (Figure 1-1). They are rather an exoticised
version, emphasising the quaint and strange as well as a rather peaceful and relaxed mood.

38

Stefan Tanaka, Japan’s Orient: Rendering Pasts Into History (Berkeley, CA: University of California Press,
1993).
39
Ibid., 3-12.
40
Ibid., 12.
41
John Ross, History of Corea, Ancient and Modern. With Description of Manners and Customs, Language
and Geography. Maps and Illustrations (Paisley, Scotland: J. & R. Parlane, 1879; London: E. Stock, 1891).
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Figure 1-1. Illustration from ‘Corean [Korean] Costumes’ in John Ross, History of Corea: Ancient and
Modern. With Description of Manners and Customs, Language and Geography. Maps and Illustrations,
1879.

As such, even though scholars were not yet able to explore the peninsula, the publications
about Korea show people’s growing interest in this ‘hermit kingdom’. However, their research
was imbued with poor textual description and little knowledge of the country; they were
examples of erroneous and biased scholarly research, with a lack of representational
illustrations. In particular, the examples by Western Japanese scholars show the prevailing
imperialist perspective, which created a limited and inaccurate perception of Korea and still
produced a stereotype of Korea as a nation in the shadow of China and Japan.
In fact, dress/clothing was the most effective way in which Korea’s isolated and non-Western
characteristics were commonly reflected. Several newspaper illustrations compared nonWestern culture and the modern West in the late nineteenth century by juxtaposing their
respective clothing.42 Tanaka also prefaces his argument with a cartoon print by Joseph Swain,

42

Jung-Taek Lee has studied the sartorial encounters of the West and Korea during the Open Port Period by
looking into the details and nuances of the first-hand accounts. Jung-Taek Lee, ‘The Birth of Modern Fashion
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titled Jeddo and Belfast: or A Puzzle for Japan, which was circulated widely at the time,43
addressing the complexity of the issues in the conflicts between the two different cultures.
Here the Western gentlemen, dressed in a modern fashion, are contrasted with the Japanese
visitors in their quaint, traditional samurai outfits. Their respective attire epitomised the
distinction between Occident/Orient, civilised/barbarian, modern/traditional, rational/nonrational, advanced/backward, and knower/known.44
On 19 March 1898, The Illustrated London News (Figure 1-2) included a street scene with a
woman in plain, even shabby, clothes, with a baby on her back wrapped in a piece of cloth,
drawn next to British troops. The presence of British troops in Korea in the image implies that
it refers to the Port Hamilton Affair of 1885-1887. Port Hamilton, or Kŏmundo, is an island
located off the southern coast of Korea. The Port Hamilton Incident occurred when the British
Royal Navy occupied the island to check Russia’s expansion in Asia and gain a strategic
foothold in the region. After its defeat in the Crimean War (1853-6) and its expulsion from
Tsushima island by the British Navy in 1861, Russia sought to compensate for its loss of
influence in Europe and Asia. 45 Britain was wary of Russian encroachment into Central Asia,
especially Afghanistan, and the British Naval squadron steamed into Port Hamilton and took
it without reporting to the Korean government.46 This incident shows that Korea had become
the centre of conflict between the European powers; the tension between Russia and Britain
was staged without its involvement. Koreans in the illustration had nothing to do with the
tension, yet the violent, expansionist colonial power was presented as an example of
modernity to them. Korean attire was used to represent the old, quaint traditions, and the folly
of its further reluctance and inability to modernise.

in Korea : Sartorial Transition between Hanbok and Yangbok, and Colonial Modernity of Dress Culture’ (PhD
thesis, SOAS University of London, 2015).
43
Tanaka, Japan’s Orient, 2-3; From Harper’s Weekly, 28 September 1872, 756; The same image was featured
in Punch, or the London Charivari, 31 August 1872.
44
Tanaka, Japan’s Orient, 2-3.
45
Stephen A. Royle, ‘Traditional Korean Islanders’ Encounters with the British Navy in the 1880s: The Port
Hamilton Affair of 1885-1887’, Journal of Marine and Island Cultures 5 (2016): 22-27; Sangpil Jin, ‘The Port
Hamilton (Geomundo) Incident (1885-1887): Retracing Another Great Game in Eurasia’, The International
History Review 41, no. 2 (2019): 280-303.
46
Sangpil Jin, ‘The Port Hamilton’, 280-303.
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Figure 1-2. ‘British Troops in Korea: with the Marines at Seoul’, Illustrated London News, 19 March 1898

Animals and nature, as opposed to the civilised, modern society of the Occident, often
enhanced the image of Korea as primitive and barbarian. Earlier in the 1880s a number of
travel logs and publications introducing Korea drew a detailed and vivid picture of its wild
beasts and animal inhabitants. Korea (1904) by Angus Hamilton47 suggests that ‘the one royal

47

Angus Hamilton (1874-1913) was a British journalist who reported for a number of newspapers and journals
between 1894 and 1912. The events he covered included the Boer War in South Africa, the Boxer Uprising in
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quadruped associated with Korea, as the white elephant is with Siam, the dromedary with
Egypt, the bison with the United States, is the tiger.’48 Furthermore, occasional accounts of
the human victims of these tigers were enough to offer an impression of an exotic wilderness.
Apparently this was a common way to provoke fantasies of an untouched and uncivilised
nation. A Forbidden Land: Voyages to the Corea (1880) by Ernst Oppert49 illustrates this
tendency:
The vast mountain chains and hill-ranges, covered by extensive woods, give shelter to
a great number of wild beats and other animals. Foremost among these are several
species of the tiger, which is indigenous to the country, and to whose rapacity a great
many human lives are annually sacrificed; the royal tiger is met with even in the
northern province.50
The tiger was associated with the image of the Korean land and its people, particularly in
terms of its presentation as an untouched and primitive wilderness, and represented its exotic
and foreign characteristics.51 For Westerners and visitors, tigers and the products associated
with them were something to take particular note of, and thus they became popular subjects
to depict in literature and photographic collections. However, Koreans were familiar with all
kinds of animal skins in their everyday lives. Fur rugs and clothes made of tigers, leopards,
goats, red foxes, and even dogs were commonly produced and consumed in the Chosŏn

China, and the Russo-Japanese War of 1904-05. He spent several months in Korea as the Far East
correspondent of the Pall Mall Gazette and produced this book based on his observations. His book Korea was
published in London in 1904.
48
Angus Hamilton, Korea (London: William Heinemann, 1904), 225.
49
Ernst Oppert (1832-1903) was a Jewish businessman from Germany, based in China. Oppert came to Korea
three times between 1866 and 1868, seeking in vain to arrange and open a trade partnership. During the third
expedition, he unsuccessfully attempted to excavate the grave of Namyŏn'gun, father of the Regent,
Hŭngsŏndaewŏn'gun, to blackmail Korea. This infamous expedition is described in his book A Forbidden
Land: Voyages to the Corea (1880). For a study of the analysis of this book see Sun-ju Kim, ‘Representing
Korea as the “Other”: Ernst J. Oppert’s A Forbidden Land: Voyages to the Corea’, The Review of Korean
Studies 7, no.1 (2004): 145-163.
50
Ernst Oppert, A Forbidden Land: Voyages to the Corea (New York: G. P. Putnam’s Sons, 1880), 167-168
51
Later, Korean nationalists in the independent movements used the animality of the tiger in different contexts,
specifically against Japanese imperialism. This was initiated in a geographical project in which Korean
territory was mapped in the image of tiger to symbolise an independent country. For further studies, see
Yongwoo Lee, Taxidermy of Time: Tigers as the Chronotope of Continual Coloniality in Korea, Online
publication for the exhibition ‘2 or 3 Tigers’ at Haus der Kulturen der Welt, Berlin, 2017, available at
https://hkw.de/tigers_publication
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period.52 Documents and paintings show evidence that tiger- and leopard-skin rugs were used
to represent the superiority of the ruling class in rituals and formal events. Raw hides with the
heads, legs and tails still attached were preferred for covering chairs and palanquins rather
than for rugs on the floor. Diplomatically they were often offered to Chinese envoys and as
gifts to the emperors of Japan.53 Later in the nineteenth century they were also widely used by
ordinary Koreans, especially during wedding processions.

Figure 1-3. Wedding Procession in Hermann Gustav Theodor Sander's Photo Collection, 10x13.6cm, Image
Courtesy of National Folk Museum of Korea

52

Hye-Ran Kim and Na-Young Hong, ‘Chosŏnsidae mop'i kkalgaee kwanhan yŏn'gu (A Study of Fur Rugs in
the Chosŏn Period)’, Hanbongmunhwa 19, no.1 (2016): 149-162.
53
Ibid., 149-162.
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A photograph in the collection of Hermann Gustav Theodor Sander 54 taken in 1906-7 shows
a real tiger skin used at a wedding.55 (Figure 1-3) This photograph may have been collected
or taken by Sander to provoke an exotic and foreign image with a Western audience in mind.
During the early 1900s, many postcards and photo albums relating to Korean attractions and
customs were widely distributed in an effort to support tourism and to reinforce colonial
narratives. One company, Hinode-Shoko,56 published the Chosŏn customs series, and the 56th
postcard in the series shows a wedding procession through a street market with a tiger skin on
the roof of the bride’s palanquin. (Figure 1-4) Such photo albums and postcard collections
were mostly on the theme of Korean customs, with traditional and pre-modern customs and
landscapes being specifically selected.

54

Hermann Gustav Theodor Sander (1868-1945) was a military attaché to the German Embassy in Japan in
1906 who was on a mission to collect information on the Russo-Japanese War. He travelled between Korea,
Sahalin, Manchuria etc in 1906 and 1907. Sander’s collection of photographs was a mixture of souvenir
postcards and his own records. Among Sander’s photographic collections were images of the execution of
Chosŏn people by photographers hired by the Japanese army. Togirin Heruman sandŏ-ŭi yŏhaeng: 1906-1907
hanguk, manju, sahalin (The Journeys of the German Hermann Sander: Through Korea-Manchurian-Sakhalin,
1906-1907) [exhibition catalogue] (Seoul: National Folk Museum of Korea, 2006).
55
To mark the occasion of the donation of his Korean-related heirlooms to the museum, the National Folk
Museum of Korea organised an exhibition in 2006.
56
Hinode-Shoko was established in Ponjŏng2chŏngmok (present-day Ch'ungmuro), a Japanese settlement area
of Seoul, in 1901. It is said that the volume of postcards sold by Hinode-Shoko during the Japanese colonial
period exceeded 10,000 a day, which had a significant influence on the publication and distribution of
postcards during the period. Yŏn-kyŏng Yi, ‘Sajinyŏpsŏro ponŭn sŏurŭi kŭndaedosip'unggyŏng (Seoul's
modern city scenery seen through postcards)’, in Pangmulgwan yumullo ponŭn sŏul II- kyŏngsŏng, sŏul
saramŭi sam (Seoul through Museum Collection II- Kyŏngsŏng, life in Seoul), Seoul Museum of History
seminar material (2018), 3.
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Figure 1-4. Postcard Collection of Chosŏn Customs by Hinode-Shoko, circa 1900s, Image Courtesy of
National Folk Museum of Korea

Imitation tiger skins and rugs were also used. Figure 1-5 is a photograph from Souvenir de
Seoul (1900) by French diplomat-turned-scholar Maurice Courant57 titled ‘Mariage Coréen’.58
The picture was taken in a private courtyard in the bride’s house, as tradition dictated, and
appears to include the bride (second row, second from left) and her family. 59 Four older
women wear wigs (kach'ae) while the children are dressed in colourful clothes. Two small
girls are dressed like brides, wearing longer topcoats (tangŭi) and headpieces (chokturi). The
floor is covered with a tiger-skin rug. This is not a photograph by one of the studios producing
stereotypical imagery of Korea for Western postcard collectors, but rather was taken by
Courant as part of his studies of Korea, and was also part of diplomatic and imperialist activity,

57

Maurice Courant (1865-1935) came to Korea as a translation attaché of Victor Collin de Plancy, the first
official French diplomatic representative in Korea. He was mainly known for his masterpiece, Bibliographie
Coréenne (Korean Bibliography), an outstanding bibliographical work on Korean literature published between
1894 and 1901.
58
Maurice Courant, Souvenir de Séoul, Corée (Paris: Impr. de la Photo-couleur, 1900), 58-59.
59
While the bride wears special wedding costume, the young man in the middle wears everyday attire. It can
be assumed that he is not the groom, but a member of bride’s family.
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providing an accurate representation of customs which remained quite novel and a subject
meriting observation and documentation.

Figure 1-5. ‘Mariage Coréen’, in Maurice Courant, Souvenir de Séoul, Corée, 1900

Some of the collections in the National Museum of Korea (Figure 1-6) and the National Folk
Museum of Korea contain such artificial tiger- (or leopard-) skin rugs, which can be assumed
to date from the Taehanjeguk (1897-1910) to the colonial period (1910-1945), and are similar
to the ones found in Courant’s photography. These were more often used to cover the roof of
the bride’s palanquin. After the wedding ceremony, the bride rode a decorated palanquin on
her way back to the groom’s family. The tiger was believed to exorcise harmful spirits and
bad luck. The production of imitation rugs had two main purposes: firstly, as real skins became
more expensive and rarer, imitations remained affordable and accessible, and secondly, the
use of imitation rugs made this traditional practice available to ordinary people instead of it
being restricted to the wealthy: royalty or nobles.
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Figure 1-6. A Palanquin Cover with Tiger Pattern, Textile, 169.3x118.5cm, Taehanjeguk period, Collection no.
Sinsu 15983, Image Courtesy of National Museum of Korea

The tiger was a popular subject in literature and photographic collections, and the market for
tiger skins expanded and they became a popular object for trade among travellers and foreign
residents. Figure 1-7 is an interior view of the American Legation in Seoul, or the house of
Gordon Paddock,60 in the photographic collection of Willard D. Straight,61 that was taken in
1904-5, in which animal skin rugs on the floor can be identified. This photograph will be
discussed again in Chapter 2, as it attests to the assortment of items for sale by the curio dealers.
Their presence on the curio dealers’ lists meant that tiger skins were exported to a wider range
of countries internationally.

60

Gordon Paddock (1865-1932) was appointed as Secretary of the American Legation in Seoul in 1901 and
became Consul General in 1902. The Legation closed in November 1905 as Korea came under the protectorate
of Japan and was deprived of its diplomatic sovereignty.
61
Willard D. Straight (1880-1918) was born to two American missionaries to China and Japan. He was hired
by the Imperial Chinese Maritime Customs Service and also worked as a Reuters correspondent during the
Russo-Japanese War which brought him to Korea in 1904. The following year, he worked as a Vice Consul of
the American Legation in Korea. His photographic collections were taken between 1904-5.
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Figure 1-7. ‘Gordon Paddock’s House, Seoul’, in Collection of Willard D. Straight in Korea, c.1904, Courtesy
of the Division of Rare and Manuscript Collection, Cornell University Library
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Figure 1-8. ‘Old Korean Legation in Washington D.C.’, photcl 352(1123) in Frances Benjamin Johnston
Photograph Collection, Courtesy of Huntington Library, San Marino, California

One of the destinations of two tiger skins can be confirmed in the old Korean Legation in
Washington D.C., United States, which opened in 1888 and was relocated in 1889.62 This
interior photograph (Figure 1-8) was taken on the occasion of the World’s Columbian
Exposition in 1893. 63 It confirms that the tiger skin was shipped and used as a symbolic
representation of the political and diplomatic authority in the Legation. Although it is hard to
trace any British equivalents, the trade reports from Korean ports provide detailed figures
showing that tiger skins were one of the important exports. Thus tiger skins were one of the
items on the curio dealers’ sale lists, which, along with the increase in tourism, particularly
helped the circulation and collection of such items.

62

The Legation building was a stage for Korea’s international diplomatic endeavours. However, Japanese
annexation had deprived Korea of its diplomatic sovereignty and the building was taken over by the Japanese
government.
63
The Overseas Korean Cultural Heritage Foundation launched the restoration project in 2012 and finally reopened the building in 2018. During the process, the photographs were found in the collection of Huntington
Library, San Marino, California. More information at www.oldkoreanlegation.org.
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Tiger skins as native export goods
Although identifying specific details of trade between Britain and Korea is difficult, trade
reports from Korean ports recorded in the ‘Reports on Trade of Corea and Abstract of
Statistics’ were published between 1886 and 1893 as an Appendix to the Reports of Chinese
Imperial Maritime Customs.64 I would like to highlight some information from the reports to
reveal a clearer picture of the commercial and market situation in Korea, as well as the
transnational transactions and trajectories of local products.
Regarding the export of native goods, of the thirty articles enumerated in the report, four
constitute most of the exports, namely beans, rice, cow hides and fish (dried, salted and as
manure), as these were staples in Japan. Amongst these exports, a few articles are particularly
notable, as indicated in the table below (Table 1-1).

Table 1-1. Overall Export History in ‘Curios’ and ‘Skins of all kinds’, cited in China Imperial Maritime Customs,
Returns of Trade and Trade Reports, Appendix II. Report of Foreign trade of Corea, from 1887 to 1893 (Shanghai:
Imperial Maritime Customs Press). All values are stated in Mexican dollars.

EXPORT

1886

1887

1888

1889

1890

1891

1892

1893

Curios

$2,186

$1,398

$1,576

$729

$313

$1,111

$1,149

$4,878

Skins of
all kinds

3,211pcs

11,531

16,492

25,565

25,013

17,568

32,045

34,993

$697

$2,813

$2,861

$5,180

$6,102

$7,706

$11,988

$15,437

64

China Imperial Maritime Customs, Returns of Trade and Trade Reports (Shanghai: Imperial Maritime
Customs Press, 1886 to 1893). Under the Treaty of Kanghwa Island in 1876, Korea gave its extraterritoriality rights to Japan. Chosŏn government representatives were not aware of the modern customs
system, making trade with Japan tariff-free for the seven years until Korean Maritime Customs
(Chosŏnhaegwan) were established in 1883, after the US - Korea Treaty of 1882. Between 1883 and 1893,
Korean Maritime Customs were managed by the foreign Western customs commissioners and their staff, who
were mostly dispatched from the Chinese Maritime Customs. Japan gained an advantage over Chosŏn through
its victory in the first Sino-Japanese War (1894-95) and the Russo-Japanese War (1904-5). This explains why
reports from the Korean Maritime Customs were included in the Chinese Maritime Customs reports and
demonstrates that Korean ports were subordinated to the Chinese at that time.
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While the category of ‘curios’ was not specified in detail, it is assumed to be a collection of
typically ‘oriental’ objects that particularly represent the exotic, or oddity. Curios, at the time,
would be everyday items, including teapots and incense burners, which were not remarkable
to Koreans but were novelties for Westerners. Many consumers sought antiques as well as
unusual things, emphasising their oddity and foreignness. As such, curios served to appeal to
the existing imagination of Korea as old, exotic, and curious objects.65 An account of these
shops can be found in Hamilton’s 1904 book Korea:
During these days, curio-dealers crowded the compound of the Station Hotel, where,
made very comfortable by the kindly forethought of Mr. and Mrs. Emberley,66 I was
still living. There is little enough to buy in Seoul: quaint, brass cooking-utensils; iron,
inlaid with silver; tobacco boxes, jade cups, fans, screens, and scrolls. My purchases
were few; the native furniture, massive presses, and cabinets faced with copper plates,
and small tea-tables, attracting me more than anything else.67

As demonstrated in this example, Korean curios included everyday items like utensils, boxes,
jade, fans, screens, furniture, screens and scrolls. These would have been ordinary objects for
Koreans but had an appeal of ‘quaintness’ – they were old and exotic – which was to the taste
of Westerners. These items were more likely to become souvenirs or enter the collections of
both private collectors and institutions. Hamilton demonstrates his purchase of furniture,
which was one of the most popular items to buy in Korea. Furniture will be discussed in depth
in Chapter 2. It should be noted that all the curios were shipped from Inchŏn port, and this
suggests that the destination of these curios was not limited to Japan, but probably also
included Western countries. Young-ok Sohn uses the term ‘remote proxy collectors’ for the
Western diplomats and scholars travelling in Seoul who collected and offered ethnographic
and artistic artefacts to museums in Europe and the United States: Paul Georg von Möllendorf
to the Grassi Museum of Ethnography, Edward Meyer to the Hamburgisches Museum für
Völkerkunde, and Pierre L. Jouy etc. to the Smithsonian Institution, as mentioned earlier.68

65

Sojin Kim, ‘Curiously Familiar: Art and Curio Stores in Los Angeles’ Chinatown’, Western Folklore 58,
no.2 (1999):131-135.
66
Mr. and Mrs. Emberley ran the ‘Station Hotel’, which later changed its name to ‘Astor House’ and
transferred its management to L. Martin, who had previously run a French hotel, the Hotel du Palais, in Seoul.
67
Hamilton, Korea, 274.
68
Young-ok Sohn, ‘Study on the Influence of Westerners’, 247-248.
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Table 1-2. Export History of ‘Curios’ and ‘Skins’ in Jenchuan [Inchŏn] Port (1887-1893) cited in China Imperial
Maritime Customs, Returns of Trade and Trade Reports, Appendix II. Report of Foreign Trade of Corea, from
1887 to 1893 (Shanghai: Imperial Maritime Customs Press). All values are stated in Mexican dollars.
EXPORT

1887

1888

1889

1890

1891

1892

1893

Curios

$ 1,398

$1,576

$729

$313

$1,111

$1,149

$4,878

Deer
301pcs
($109)

Deer
898pcs
($224)

Deer
67pcs
($25)

Badger
11,329pcs
($4,546)

Badger
17,714pcs
($7,267)

Fox
3,196pcs
($2,349)

Fox
4,196pcs
($3,278)

Badger
and
Deer
1,788pcs
($512)

Skins

Leopard
and
Tiger
210pcs
($1,233)
Sable
and
Ermine
126pcs
($145)

Fox
128pcs
($111)
Tiger and
Leopard
41pcs
($496)

Tiger and
Leopard
48pcs
($473)

Tiger and
Leopard
66pcs
($672)

Tiger and
Leopard
51pcs
($645)

Tiger and
Leopard
57pcs
($1,099)

Tiger and
Leopard
48pcs
($565)

Otter
37pcs
($72)

Otter
150pcs
($305)

Otter
77pcs
($183)

Otter
262pcs
($527)

Otter
38pcs
($90)

Otter
42pcs
($67)

Unclassed
1,204 pcs
($180)

Unclassed
3,995pcs
($1,262)

Unclassed
7,545pcs
($3,058)

Unclassed
10,602pcs
($5,134)

Unclassed
2,646pcs
($959)

Unclassed
5,477pcs
($1,148)

Table 1-3. Export History of ‘Skins of all kind’ in Fusan [Pusan] Port (1887-1893) cited in China Imperial
Maritime Customs, Returns of Trade and Trade Reports, Appendix II. Report of Foreign Trade of Corea, from
1887 to 1893 (Shanghai: Imperial Maritime Customs Press). All values are stated in Mexican dollars.
EXPORT

1887

1888

1889

1890

1891

1892

1893

Skins, of
all kinds

-

839pcs
($263)

1,367pcs
($375)

2,873 pcs
($489)

11pcs
($54)

1,247pcs
($100)

13 pcs
($46)

Table 1-4. Export History of ‘Skins’ and ‘Tigers(alive)’ in Yuensan [Wŏnsan] Port (1887-1893) cited in China
Imperial Maritime Customs, Returns of Trade and Trade Reports, Appendix II. Report of Foreign Trade of Corea,
from 1887 to 1893 (Shanghai: Imperial Maritime Customs Press). All values are stated in Mexican dollars.
EXPORT

1887

1888

1889

1890

51

1891

1892

1893

Skins

Badger 91
($18),
Bear 10
($15),
Cat 10 ($10)
Dog 6,443
($520)
Fox 48 ($39)
Goat 13 ($6)
Leopard
3($6)
Rat
2,600($45)
Sable 13
($19)
Tiger 9
($80)

Bear
11($31)
Dog
13,877
($1,361)
Leopard –
Tiger 17
($230)
Unclassed
37 ($8)

Bear 28
($54) Dog
17,653
($1,770)
Leopard 8
($65)
Sable –
Tiger 12
($142)
Unclassed
1,406
($510)

Tigers
(Alive)

Bear 15
($65) Dog
8,449
($847)
Leopard 7
($52)
Sable 9
($17) Tiger
30 ($706)
Unclassed
8,242
($393)

Bear
31($125)
Dog
5,712
($571)
Leopard 5
($44)
Sable Tiger 8
($188)
Unclassed
897
($472)

Bear 34
($108)
Dog
11,675
($1,168)
Leopard 3
($30)
Sable
1($13)
Tiger 12
($290)
Unclassed
1,157
($580)

Bear 62
($185)
Dog
4,551
($756)
Leopard
22 ($217)
Tiger 18
($798)
Unclassed
455
($307)

No.3
($300)

As the tables show, ‘Skins (of all kinds)’ is another significant category of trade coming from
all ports. These items are differentiated from common cow hides, which were one of the preeminent export staples. In Table 1-3, there was no record for Pusan for the category of skins
of all kinds in 1887 but it recorded a steady increase in the following years. During the same
year (1887), the port of Inchŏn alone reported an exceptionally high number of 210 tiger and
leopard skins for export (Table 1-2). Reflecting their high demand and rarity, leopard and tiger
skins seem to be the most expensive items in this category. Located in the most north-easterly
part of Korea, Wŏnsan port recorded the second largest export of leopard and tiger skins
(Table 1-4). Based on the charts from the Wŏnsan port, the price of tiger skins was recorded
at approx. $9 per piece in the beginning, but gradually increased to $23 in 1890 before leaping
to $44 in 1893. The record confirms that these skins were in high demand by foreigners, which
explained the sudden rise in price.
Ernest Oppert observed that tiger skins and sables were among the few articles that were
barter-traded against European cotton goods and Chinese silks on Korea’s northern frontier.69
The American author William Griffis also claimed in 1885 that Korea produced ‘a thousand
tiger skins’ every year. 70 The 1890 trade report adds that ‘their destruction ought to be

69

Oppert, A Forbidden Land, 172-173.
William E. Griffis and Hendrik Hamel, Corea, Without and Within: Chapters on Corean History, Manners
and Religion (Philadelphia, PA: Presbyterian Board of Publication, 1885), 235.
70
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stimulated by the high prices paid by foreigners for the skins’.71 Several accounts prove that
the fruits of tiger hunting were of interest to a range of international buyers, and therefore the
scope and range of tiger hunting activities increased.72
Before the increasing demand from foreigners and the progress of Japanese colonisation, the
tiger occupied a prominent place in Korean history and culture. The tiger appears in the myth
of Tan'gun, which depicts the birth of the Korean civilisation, as well as being recognised as
an object of folk belief and revered as the shamanistic envoy of the mountain spirit. It was a
commonly shared belief and symbol among the Chinese, Japanese and Koreans in the premodern age that tigers represented a guardian spirit, virtue, and valour in war, and they were
believed to ward off evil spirits. Although geographically tigers did not inhabit Japan, the
iconographic motif of the tiger from China and Korea often appeared as the mountain spirit in
Buddhist paintings. 73 In practice, as Isabella Bishop observed in her book in 1898, the Chinese
offered a very high price for tiger bones as medicine, as they considered the ingredients would
give strength and courage,74 which Daniel J. Wyatt describes as a ‘potential benefit’, alongside
its rarity and value.75 These cultural associations and related knowledge took a different turn
as Japanese imperialism proceeded during the early twentieth century, when wild animals
became an object of subjugation and display of modernity.
Wyatt investigates the representations of exotic animals – particularly orangutans (shōjō) –
within the modern framework of zoos in the Meiji era in Japan.76 Around the mid-nineteenth
century, due to their rarity, value and potential benefits because they were believed to ward
off disease, tigers, cheetahs, elephants, orangutans and camels, amongst others, were depicted
in various forms of art and literature.77 The establishment of Japan’s first zoo – the Ueno
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Appendix II. Report of the Foreign Trade of Corea for the year 1890, China Imperial Maritime Customs,
Returns of Trade and Trade Reports (Shanghai: Imperial Maritime Customs Press, 1891), 624.
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Imperial Zoological Gardens, or Ueno Zoo – in 1882 became a public spectacle, and thus all
kinds of exotic and foreign, imported creatures came to attract popular demand. With the
progression of modernity and Japanese imperialism, the public’s view of foreign animals as
creatures inspiring awe and quasi-spiritual beings shifted towards perceiving them as symbols
of human government and power.78 Wyatt explains that the clearest example of this was the
capture of animals by Japanese soldiers during the Sino-Japanese (1894-1895) and RussoJapanese (1904-1905) wars. These were labelled ‘animal war trophies’ and served as symbolic
representations of the conquest of foreign lands. The exhibition of these animals at Ueno Zoo,
in addition to those gifted by other nations, functioned as a showcase of imperial power.79
Although more detailed evidence is still required, it may be a plausible assumption to link the
trade of three live tigers from Wŏnsan port in 1890 (Table 1-4)80 to platforms such as the Ueno
Zoo or other zoological institutions that emerged after the 1880s in Meiji Japan.
As such, tigers became a symbolic representation of Korean people in Japan, a subject to be
tamed and displayed under the rule of modernity. In contrast, with the long association of the
tiger with shamanistic power and bravery, the tiger was often employed as a Korean national
and cultural symbol within patriotic and independence movements under colonial
suppression.81 While the Japanese view of tigers had a symbolic meaning of colonisation and
modernity, the Japanese Government-General of Chōsen (GGC) classified many of the native
species of superior predators in the Korean ecosystem as ‘varmints’ (害獸). This was followed
by a sudden shift in the tiger’s traditional amiable and valiant disposition in literature into
harmful man-killing varmints which threatened the progress of modernity and needed to be
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culled in order to accomplish the process of colonial modernisation.82 It should be added that
the view of tigers as harmful varmints and the increase in tiger hunting grew steadily and led
to the decline of tigers in late Chosŏn society. However, the decisive factor which led to the
extermination of tigers in the twentieth century was the colonial government’s varmint
extermination policy.83
Varmint extermination was recorded in the Seikoki (A Record of Tiger Conquest)
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by

Yamamoto Tadasaburō (1873-1927) and an essay of the same title featured in the newspaper
Maeil Sinbo, the official publication of the GGC. 85 In 1917, the wealthy businessman
Yamamoto organised a large 150-person tiger-hunting party that slaughtered three tigers, that
was reported the following year (Figure 1-9). In the article ‘Tigers – Real and Imagined – in
Korea’s Physical and Cultural Landscape’, Joseph Seeley and Aaron Skabelund explain that
the physical and metaphorical killing of Korean tigers by the Japanese had strong imperialist
connotations, especially when Koreans adopted the ferocious tiger as the symbol of their
independent national and ethnic identity against imperialism. 86 A closer examination of
Seikoki suggests that Yamamoto’s expedition was primarily focused on displaying the
captured animal like a trophy and throwing a banquet to taste tiger meat. The overwhelming
number of banquets compared to actual tiger hunting indicates that the event was a political
performance to create a spectacle to exhibit the colonial power of the Japanese Empire over
the colonised.87 Moreover, Terauchi Masatake (1852-1919), Japan’s first Governor-General
of Korea, kept a tiger cub in his residence, which was later given to the Imperial Keijo Zoo.
This was interpreted as symbolically representing the taming and controlling of the Korean
people, and it held an unmistakably imperialist metaphorical meaning.88
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Figure 1-9. Photographs after Hunting, in Yamamoto Tadasaburō, Seikoki, 1918

Such an understanding, as well as the Japanese colonial policy, would have been familiar to a
British audience. For the British, tigers were strongly linked to India in the context of the
British colonial project. Tigers were associated with Indian rulers, who were objects of
conquest, as well as reflective of the wild and untamed Indian natural landscape. In such a
context, tiger hunting was symbolically important in establishing British imperial and
masculine identity during the nineteenth century. 89 For the British hunters in India, the
underlying structure of the hunt meant the triumph of the powerful over the powerless,
‘culture’ over ‘nature’ and the ‘colonist’ over the ‘colonised.’90 Unlike the various traditional
indigenous hunting techniques, British hunters expressed colonial power by hiring rifles and
firearms, whose possession was legally restricted. The cost of the tools and servants was a
primary reason why the practice of hunting was limited to the wealthy. Large tiger-hunting
parties tended to draw crowds of spectators from villages, and hunting became a public
spectacle.91 John MacKenzie also asserted that British imperial hunting was regarded largely
as a male affair and depicted as a masculine form of trading for imperial rule and racial
domination.92 Photographs of British hunters staging successful conquests by standing next to
tiger carcasses are common and are something that Yamamoto’s Seikoki would have followed
(Figure 1-9).
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Because of this colonial trading network between Britain and India, Korean tiger skins (or
other products) are hard to find in British collections, while a small number can be traced in
American collections. During the 1920s and 1930s, taxidermists from India took over the
market for the domestic preservation and display of hunting trophies. Some firms represented
the elite trade, including the Van Ingen Company of Mysore in southern India, which supplied
high quality hunting trophies and skins to the British and Indian aristocracies. The heyday of
Van Ingen’s business was during the 1920s and 1930s, when the factory handled a maximum
of 566 tigers and 630 leopards in 1930.93 Van Ingen imprinted their own label and a serial
number on tiger-skin and leopard-skin rugs, and these items are still frequently seen for sale
in auction houses in London.
There are strong colonial pairings between Britain and India and Japan and Korea; the two
pairs interrelate through mimicking and asserting a similar gaze, meaning they overlap with
each other. The Japanese mimicked the imperialistic view and modernity of Britain in relation
to wild animals, whereas the strong tie of colonialism acted to hinder the sale of Korean tiger
skins to Britain. For the British, its colonies remained as main feeder countries; the mass
importation from India dominated the British market with cheaper prices, so that Korean
goods would have found it difficult to compete with the British empire’s trading arrangements.
Because of this network, tigers were associated with the oriental image of primitive and
untamed nature, although they were not in fact favoured in the trade with Britain. Tigers
remained in published depictions as repeated and continued oriental imagery that was once
focused upon India. Both British imperial trading and Japanese intervention hindered the
export of Korean materials to Britain, and this ultimately impacted on the understanding of
Korea. This was further intensified in the field of ceramics.

The impact of Japanese export wares on British collections
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In 1887, Augustus W. Franks (1826-1897), who was the first Keeper of British and Medieval
Antiquities and Ethnography at the British Museum, from 1866 to 1896, sent a letter to Homer
B. Hulbert, 94 an American missionary and educator in Korea, to discuss the matter of
obtaining a pottery collection of reliable Korean origin. In it, he wrote ‘England has been
deluged with some dreadful modern Japanese pottery which is sold as Corean, but seems to
have been imported there to supply the demand.’95
This comment reveals an interesting picture of British scholars and collectors in the 1880s,
showing that some British scholars were at least aware of the ‘dreadful’ Japanese copies, and
that there was growing interest in Korean ceramics. From his account, it seems that imported
Japanese porcelain was then re-exported to Britain. It seems that it was initially the Korean
demand that resulted in an increase in the import of Japanese ceramics. Indeed, Japanese
porcelain flooded the Korean market at the time. This influx of imported ceramics was driven
by the opening of Korean ports in 1876 by Japan. Large quantities of Japanese ceramics were
brought into Korea and were encouraged by the Meiji government’s promotion of its own
exports. As well as the privatisation of the Royal Kilns (Punwŏn) in 1883,96 the production of
Korean porcelain was affected, paving the way for imports. Most of the Japanese wares
consisted of cheap industrial imitations of the Chosŏn porcelain produced in Arita. These were
called ‘waesagi’97 in Korea and were circulated by both Japanese and Korean merchants.98
Furthermore, the Korean Royal court preferred to import Japanese, Chinese and European
ceramics, and by around 1900 most of the Royal ceramics collection had been replaced by
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industrial ceramics produced in China, Japan, France and England. 99 Thus the nature of
modernity and material culture in Korea complicates the idea of Western modernity and
Korean tradition.
The statistics in the China Imperial Maritime Customs records list imported porcelain and
clearly indicate it as ‘Japanese’ from 1887. Specific details from each port record show
different patterns of supply and demand. Tables 1-5, 1-6, and 1-7 indicate the import trade
history of some specific items extracted from the reports.
Table 1-5. Import History of ‘Japanese Porcelain’ in Jenchuan [Inchŏn] Port (1887-1893) cited in China Imperial
Maritime Customs, Returns of Trade and Trade Reports, Appendix II. Report of Foreign Trade of Corea, from
1887 to 1893 (Shanghai: Imperial Maritime Customs Press). All values are stated in Mexican dollars. Weights
are stated in piculs, equivalent to 133 ⅓ pounds avoirdupois, or 60.453 kg.
IMPORT

1887

1888

1889

1890

1891

1892

1893

Porcelain,
Japanese

1,624
piculs
$11,068

2,056
piculs
$12,849

2,185
piculs
$13,277

4,122
piculs
$21,647

5,253
piculs
$29,830

4,789
piculs
$24,185

3,332
piculs
$14,232

Table 1-6. Import History of ‘Porcelain’ and ‘Coarse Porcelain’ in Fusan [Pusan] Port (1887-1893) cited in China
Imperial Maritime Customs, Returns of Trade and Trade Reports, Appendix II. Report of Foreign Trade of Corea,
from 1887 to 1893 (Shanghai: Imperial Maritime Customs Press). All values are stated in Mexican dollars.
IMPORT

1887

1888

Porcelain

Porcelain,
Coarse

118,429
pieces
$2,332

1889

1890

601
piculs
$2,911

1,425
piculs
$10,193

947
piculs
$2,643

-

1891

$9,234

-

1892

1893

$6,315

$5,814

-

-

Table 1-7. Import History of ‘Earthenware’ and ‘Porcelainware’ in Yuensan [Wŏnsan] Port (1887-1893) cited
in China Imperial Maritime Customs, Returns of Trade and Trade Reports, Appendix II. Report of Foreign Trade
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of Corea, from 1887 to 1893 (Shanghai: Imperial Maritime Customs Press). All values are stated in Mexican
dollars.

IMPORT

1887

1888

1889

1890

1891

1892

1893

Earthenware

10.06
piculs
$23

53
piculs
$129

123
piculs
$236

183
piculs
$286

535
piculs
$444

20
piculs
$47

38
piculs
$92

Porcelainware

347.65
piculs
$1,477

287
piculs
$1,804

461
piculs
$2,942

537
piculs
$3,226

409
piculs
$3,256

382
piculs
$2,589

398
piculs
$2,469

Inchŏn was the largest trade port, as it was located nearest to the capital, Seoul. Its net value
of trade occupied almost half of the total sum of three ports, and it was where American,
British, Chinese, German, Japanese, Norwegian and Russian vessels would enter (Table 1-5).
Other relevant figures can be found in Pusan’s import chart (Table 1-6). Pusan was the most
popular settlement for Japanese people at the time, as its location in the south-east of the
peninsula was close to Japan. Japanese ships thus monopolised the port of Pusan, and it is
indicated in the report that ‘the whole shipping was confined to the Japanese flag’.100 Only
records of shipments to the port of Pusan made a distinction in relation to the quality of the
porcelain – although both were imported from Japan – into a separate section of ‘coarse’ types
of porcelain. In 1887, it was reported that lacquerware and porcelain seem to have been
imported for the use of the 2,000 Japanese settlers in the Pusan area.101 From the report it can
be assumed that the main consumers of the porcelain were Japanese settlers. The import of
porcelain also suddenly exploded in 1890 and 1891, which may have been a result of the
increasing immigration of Japanese settlers to the Pusan area.
The 1887 report commented that porcelain of a coarse quality was initially intended for the
Japanese settlers, but also began to find favour amongst Koreans.102 Hence, the demand for
Japanese porcelain seems to have extended from Japanese to Korean customers, and rapidly
became popular. While earthenware was not specifically identified in the Inchŏn and Pusan
trade charts, porcelain was found in all three ports. This indicates the fact that ‘waesagi’ had
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encroached on the country by every possible route. George W. Gilmore 103 deplored the
situation in his book Korea from its Capital (1892), as follows:
In the way of fine pottery Korea is no longer a producer. All that work is now done in
Japan or China. It must be galling to the Korean who knows the history of his country
to see, when walking through the streets, the booths and shops filled with pottery
imported from Japan, and to remember that Japan forcibly imported from Korea the
men who taught the Japanese how to make porcelain, and thus made a lost art to the
Koreans.104
However, it is not certain whether the imported Japanese porcelain was re-exported to other
countries, including Britain. It is possible that the re-export was not categorised separately but
was possibly included in the aforementioned ‘Curios’ section. Thus, it was not only the import
and export situation, but also the issue of separate categories, that would have caused British
collectors and scholars confusion due to the ambiguity around genuineness and authenticity,
which will become more important later in this chapter.
About a decade before his letter to Hulbert in 1887, a few examples of allegedly Korean ware
fell into the possession of A.W. Franks. Franks’ Collection of Oriental Porcelain and Pottery
was catalogued on the occasion of the Oriental Ceramics exhibition at the Bethnal Green
Museum in 1876, which may be the earliest public exhibition to include Korean wares. Six
pieces of ‘White Corean Stoneware’ or ‘Corean Stoneware with a white glaze’ were listed,
three of which were described as being sent from Japan as Korean, and one sent from Peking
as an ‘undoubted specimen of Corean fabric’.105 Franks noted that Korean products were
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coarser than Japanese wares,106 and thus he exhibited and described the Korean ceramics as
being in their ‘infancy’.107 The concept of Korea being behind Japan in terms of development
is an important part of imperialist thinking, as the characteristic of coarseness shows how the
objects were assessed and fitted into the aesthetic hierarchies that prevailed in Britain. Korea
was considered to be less sophisticated, less modern and more primitive than Japan, which is
similar to Griffis’ view of Korean ware as coarser than the Japanese equivalent. Yun-jeong
Kim has asserted that among the six pieces of Franks’ collection now located in the British
Museum, only one can be identified as genuinely Korean, while the rest are all Chinese or
Japanese (Figure 1-10).108 This single piece was acquired from Peking, China, but produced
in Korea, as mentioned in the catalogue. It is a coarse, dull, blue and white porcelain of low
quality, decorated with faint scrolls, and appears to have been made in a provincial kiln in
Korea at the end of the nineteenth century.109 It seems that even in Japan and China, these
recent but coarse types of ware were circulated and represented as Korean, even before the
1880s.
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Figure 1-10. Underglaze Stoneware Pot, 4in x 3in. 19th c., Collection no. Franks.938. Image Courtesy of British
Museum

Such confusion about what was genuine Korean ware continued throughout the 1880s. One
of the earliest articles on ‘Korean ware’ featured in The Magazine of Art in 1887.110 The
anonymous author was aware of the controversy about whether the new forms of pottery came
from Korea, as some people asserted they were all made in either China or Japan. The article
concerns the largest collection, belonging to ‘Mr. Burton’, held at his curiosity warehouse in
Falmouth, which was allegedly the first to be exhibited in England. According to the article,
Mr. Burton travelled from Japan to Korea in 1882 and accumulated a collection of sixty boxes
of curios consisting chiefly of pottery and wood-carvings. 111 From such information, it is
likely that this is John Burton, the owner of the famous ‘Old Curiosity Shop’ in Falmouth,
Cornwall, which appears to have been well established by the 1880s.112
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The majority of vases in Burton’s collection were of a greyish-green colour, in varying shades:
many were large and of unusual shapes. Mr. Burton seems to have been informed at the time
by the wholesale dealers that the clay of the vases was not Japanese, although the decoration
might possibly be.113 The author illustrates various types and concludes with the outstanding
characteristics of the decorative motifs, which differ from Japanese designs. Fortunately the
articles included various illustrations of the collections, seen in Figure 1-11 below, which
enables us to understand what these pieces looked like.

Figure 1-11. Illustrations from 'Korean ware', Mr Burton’s Collection in The Magazine of Art, 1887

As can be assumed from the illustrations, the items in the collections are modern factory-made
reproductions. The author also acknowledges that many pieces of this ware seem to have come
from various different factories. The author continues by saying that according to a widespread
rumour this ware was made in a mysterious hidden village in Japan, where artists and artisans
alike worked in secret and sent their products to Korea to be thence exported to England.114
Begging some awkward questions on how genuine Korean ware could be identified, the only
clue suggesting that these were items of Korean ware is the fact that they were purchased in
Korea. It is worth noting that the author said Mr. Burton’s collections were purchased at
‘Kokafu’ [Kanghwa]115 and ‘Fusan’ [Pusan], and he was told that the pottery came from the
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Kōkafu seems to refer to Kanghwa (江華: Kōka) and fu (府) which means the capital or a government

district. During the Koryŏ dynasty (918-1392) the capital moved from Songdo (present-day Kaesŏng) to
Kanghwa island in 1232 in order to combat the Mongol invasion of Korea (1231-1259). Later the Kanghwa
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‘Kingkitao’ [Kyŏnggi province, which sometimes refers to Seoul, the capital at that time].116
This kind of information about the old capitals seems to prevail in the accounts of those who
sought out genuine Korean ware.
The illustrations of Mr. Burton’s collection (Figure 1-11) offer a fairly clear idea of what they
looked like and allow a more accurate contemporary identification of their origins. They also
offer a good example to compare with other transactions and descriptions of Korean pottery
in Britain at the time. The first auction sale of Korean pottery was held in August 1883 by
Messrs. Christie’s in London (Figure 1-12). Among the Chinese and Japanese porcelain and
bronze wares in the sale there were 28 pieces of ‘Korean ware’. 117 As official trade ties
between Korea and Britain were only established in 1883, this auction sale of Korean ceramics
was surprisingly early, perhaps opportunistic and probably prone to erroneous attribution.
Although this collection and its sale was not necessarily on display to the public, this first
officially recorded commercial transaction in relation to Korean pottery provides some insight
into how its value was established and the fact that they were owned, along with Chinese and
Japanese porcelains, by both consignors and consignees. In Figure 1-12 the left-hand
annotation of the list appears to be the selling price of each item, while the notes on the righthand side indicate the names of the consignees. The prices appear comparable to, or slightly
cheaper than, other Chinese porcelains, and the consignees’ names are also repeated.

area became known for the many royal and aristocratic tombs containing tomb wares, including the celadons
that were much sought after and thus attracted uncontrollable looting and digging up of these burial sites.
Although Mr. Burton’s collection does not include tomb wares, it is worth noting that Kanghwa was already
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Figure 1-12. Pages from the Catalogue of Chinese and Japanese Porcelain and Bronzes, Corean Ware, etc by
Messrs. Christie, Manson & Woods, London, 2 August 1883.

Figures in colour, applied or relief figures, decorative motifs of reptiles, warriors, kylins [qilin
or kirin] etc., and basketwork patterns are not typical characteristics of original Korean
ceramics. These written descriptions accord with items in Mr. Burton’s collections.
Retrospectively, it can be concluded that not all the items in the list can be identified as Korean.
Given the general lack of information about genuine Korean ware at the time, it may simply
be that the unknown consignor claimed that they were Korean ware. Therefore the confusion
created by modern Japanese ceramics led to the erroneous announcement of the arrival of
Korean pottery in Britain in the 1880s.
The history of auction sales of Korean pottery in London shows particular features that reflect
the different evolution of collections and collectors, and could be explored further in terms of
price, objects and locations. Some decades after the first erroneously identified Korean pottery
was consigned in 1883, in 1911 a new auction event was announced by Messrs. Glendining
& Co. Ltd. (Figure 1-13) This was a property clearance on behalf of Mr. S. Shimura, who had
been collecting Korean relics for ten years, as well as items from the ancient tombs of the Silla
(BC57-935) and Koryŏ period (918-1392). It seems that Mr. Shimura was currently based in
England and was possibly selling off his collection as a property clearance. Although this is
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not clear, the London market had been offering Korean relics from 1900,118 and it is possible
to speculate that his collection may have been formed in London – unlike the aforementioned
collections. It has also been asserted that Mr. Shimura’s collection was superior in quality and
quantity to the Korean wares that had been shown earlier, at the 1910 Japan-British
exhibition.119 It was added that ‘great interest is now evinced in Korean antiques as shown by
the exhibition held in Tokyo’, 120 which refers to the first Koryŏ celadon exhibition,
‘Kōryūshō’, held in Tokyo in 1910. Both exhibitions seem to have been a turning point in the
introduction of Korean wares to collectors in Britain, and set a new standard for ancient Koryŏ
celadons. Both exhibitions will be addressed further in Chapter 3.
Information provided by the auction agent describes the emergence of Japanese collectors
interested in the ancient tomb wares of Korea from the turn of the century. The collection
included vessels, mirrors and household utensils from the funeral ceremony, which were
customarily buried in graves (140 pieces); pottery (approx.100 pieces), including early pottery
similar to the dolmen pottery of Japan, and the Koryŏ period’s ‘fine specimens’ of glazed
celadon with incised or inlaid design; beads and jade (50 pieces); and ‘very important Buddhist
paintings’ removed from temples (9 pieces).121 A few facts can be inferred from this list,
namely that the collection of ancient Korean artefacts evolved around tomb wares; that value
was already placed on Koryŏ celadon, and that religious paintings became a collector’s item
when they were cut from the original site of the temple, put on cloth and backed with paper.122
This all suggests the ruthless looting of tombs and temples, as well as the commodification of
the artwork from these sites for trade and collecting purposes.
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Figure 1-13. Pages from the Catalogue of a Valuable Collection of Antique Korean and Japanese Works of Art
by Messrs. Glendining and Co. Ltd. London, 25-26 April 1911.

A comparison of the two auction events tells that with the advent of the colonial period and
the intervention of Japanese scholarship, events, collectors and collections influenced the
British collections greatly. The British perception of Korea, which was steeped in the vague
and mystic notion of a ‘hermit kingdom’, was being developed in a more concrete and
substantial way as a colony of Japan.

The appreciation and pursuit of Koryŏ celadon in the late nineteenth century
The 1888 book Life in Corea, by William R. Carles,123 features tomb wares similar to those
seen in Mr. Shimura’s collection.124 As a British Vice-Consul to Korea, Carles wrote about
his personal experience, including his acquisition of items of celadon ware removed from
graves near Kaesǒng, the former capital of the Koryǒ dynasty (918-1392), and sold to him by
a peddling broker in 1884. He writes:
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Song-do[Kaesǒng] was formerly the place of manufacture of the best Corean pottery,
but on the removal of the capital the trade fell off, and the workmen, refusing to follow
the court, gradually abandoned their industry, the knowledge of which has now been
forgotten. In the winter [of 1884-1885] after my return to Soul[Seoul] I succeeded in
purchasing a few pieces, part of a set of thirty-six, which were said to have been taken
out of some large grave near Song-do.125

Figure 1-14. Illustrations of Koryǒ wares purchased by Carles, in William Carles, Life in Korea (London; New
York : Macmillan, 1888), pp.140-141
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The illustrations (Figure 1-14) indicate that Carles purchased mainly celadon pieces, including
two ewers, a meiping vase, a bowl, a dish, two cups, and two cup-stands. Some were decorated
with sanggam inlay. Carles repeated the information about the technique he had heard from
another gentleman who incorrectly described the use of material to fill the inlaid motif.126
Another misguided assumption in Carles’ acquisition was the origin of one of the ewers: the
second ewer, with a notably wide mouth, was actually very similar, and almost identical in
shape and decoration, to one found in Le Blond’s collection of Korean pottery (Figure 115).127 When the catalogue of Le Blond’s collection was published in 1918, the piece was
thought to be ‘indigenous Corean ware’; later studies corrected the attribution, stating that it
originated in Zhejiang (Yue kiln), China and dating it between 900 and 950.128 Since the
influence of China, and exchanges with it, have a long history in Korea, including during the
Koryǒ period, this may have led to the initial misidentification of the pottery. In such cases,
the problem of authenticity still lingers, even in such burial wares.
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Figure 1-15. Chinese Stoneware with an live green glaze, Zhejiang, 900-950, Museum no. C.528-1918, Given
by Mr Aubrey Le Blond, Image Courtesy of V&A

Carles described several other items, including an iron and silver tobacco box, that were
available in some of the curio and souvenir shops. On his return to Britain in the late nineteenth
century, Carles donated part of his wider collection of Korean material culture to the Pitt
Rivers Museum, including a tobacco box, a winter head cap, paper samples, and a ginseng
specimen. 129 The present location of his celadon collection remains unknown. It is only
through these visual representations and descriptions that we know about this, one of the
earliest Korean ceramics collections in Britain.
Written accounts, as well as the fact that a documented influx and circulation of Korean tomb
wares was already occurring in British collections, proves that there were ongoing excavations
from archaeological sites and collecting of burial findings in Korea. William Gowland 130
carried out one of earliest recorded excavations in Korea in 1884, and his report later featured
in the Journal of the Anthropological Institute XXIV, 1895. Gowland was a metallurgist who
worked for the Japanese mint in Osaka from 1872 to 1888. He was also a distinguished
amateur archaeologist, and carried out many excavations of Japanese imperial tombs. Through
these excavations he came to suspect there was a connection between early Japanese tomb
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pottery and that of Korea. So in 1884 he visited Korea, travelling from Seoul to Pusan.131 Mr.
W. G. Aston, then British Consul-General to Korea, accompanied him on this trip. Gowland
reported that a few ancient vessels, earlier than Koryŏ celadon, were found in Songdo or in
Seoul, but that those vessels were better known in Pusan, which was the capital of
Silla/Kaya132 culture. His observation on the ancient vessels of Korea was that they were
comparable, but not identical, to those of Japan. More interestingly, he says:
A few pieces were brought into the Japanese settlement from time to time by the
Koreans, who said that they obtained them from old mounds from which they had been
washed out by the rain. They would not, however, divulge the exact locality of the
mounds, but all admitted that they were situated near Kimhai, a walled city to the
north-west of Fusan [Pusan]. They also stated that the mounds did not contain stone
chambers.133
It was widely recognised by foreigners that Koreans were not in the habit of creating
collections of antiquities at that time, although recent studies have highlighted a number of
Korean historical accounts that mention the possession and appreciation of Koryŏ celadons
among the literati in the late Chosŏn period.134 Since early Chosŏn society was critical of
Koryŏ culture, it was in the mid-Chosŏn period, around the seventeenth century, that the
Koryŏ

dynasty was recognised as having an authentic history, and Koryŏdogyŏng or

Gaolintujing135 was introduced to the public by some of the writing of the literati. Ch'usa Kim
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Chŏnghŭi (1786-1856), one of the most eminent practitioners of calligraphy and scholars of
Chosŏn, was known to possess Koryŏ celadon, and wrote about it in his poems. Kim also sent
a gift of celadon ware to Tasan Chŏng Yagyong (1762-1836), a prominent scholar
representing the Sirhak (Practical Learning) movement, who also recognised the aesthetic and
antiquarian value of Koryŏ celadon.136 Later, Yi Yuwon (1814-1888), a chief state councillor
of King Kojong, also recorded in his book Imhap'ilgi that the chance discovery of Koryŏ
celadon from the site of a Confucian shrine or an old house had prompted the appreciation of
this pottery among his coterie.137
Thus, there are some studies that show that the late Chosŏn literati class recognised Koryŏ
celadon from various historical documents and literary records, and the actual condition of
celadon ceramics was appreciated and recorded, although only by a few. However, this
practice did not develop into a habit of collecting Koryŏ celadon as the Japanese did. A
potential reason for this is the strong Confucian code of conduct in Korea. In particular,
desecrating a grave was one of the most serious crimes in the Korean penal code, and was
punished severely. Koreans responded with shock and horror to incidents of looting by the
Japanese, and were appalled by the activity.
Nonetheless, it is clear that objects found in old tombs had been brought into the Japanese
settlement. This suggests that there was a demand for antiquities among the Japanese and that
such secretive transactions were thus organised by Koreans. This was actually quite a common
practice, which is repeated in other historical accounts regarding the trading of Koryŏ celadons
later on. Furthermore, the issue was not confined to celadon from the Koryŏ period, but also
included pieces from the more ancient Three Kingdoms period, including Silla period vessels.
This raises the question of why Koreans brought these mortuary goods to the Japanese
settlement and how such an archaeological collection benefited the Japanese. Many scholars,
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including Hyung Il Pai, argue that this plundering occurred as early as the signing of the
Kanghwa Treaty in 1876.138 Pai explains that at the end of the nineteenth century, the Chosŏn
government neglected the monumental remains of both the Three Kingdoms (fourth to seventh
centuries) and the preceding Koryŏ dynasty.139 Archaeological and ethnographical studies of
the Korean peninsula were hence initiated instead by Japanese archaeologists. As mentioned
earlier, Meiji Japan was seeking to construct its history to be on a par with the modern
civilisations of the West and confirmed itself as a rising new power in East Asia. The existing
historical and racial studies of Korea served as a theoretical background to the Japanese
imperial state and its past.140 Therefore, concepts of antiquity were evidenced through Japan’s
reading of history, especially the ancient relationship between China, Japan and Korea, as
discussed earlier. Later Japanese scholars placed an emphasis on these classical civilisations
to create the idea of Oriental Civilisations, which were comparable to the idea of Occidental
Civilizations.141
In 1929, the Japanese archaeologist and historian Fujita Ryōsaku (1892-1960) ascribed the
looting and fervent collecting habits of the West to the curiosity of Europeans for the oriental
that had prevailed since the eighteenth century. 142 He continued to argue that as soon as
consulates were established in Seoul, European diplomats were eager to be able to send
specifically Chosŏn products to their homelands. There was also a growing number of people
who had extensive collections of local products, along with their contemporary travel diaries,
to introduce the culture of this newly opened country to the West.143
Fujita asserted that around 1907 (Meiji 40) many items of Koryŏ burial ware were looted in
the Kaesŏng and Kanghwa area,144 and beautiful celadons and porcelains therefore entered the
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market one after another. By this time, Western audiences had grown tired of the ostentatious
Ming (1368-1644) and Qing (1644-1912) porcelain and were beginning to appreciate the pure
and unadorned Song (960-1279) and Yuan (1279-1368) stoneware. 145 Thus, Koryŏ celadon,
in its relation to Song ware, was seen to possess these desirable qualities and came to be
collected and appraised as art objects.146 As Fujita insists, the shift in taste towards Song and
Yuan stoneware was linked to the collecting of Koryŏ celadon. It is tempting to date the shift
in Westerners’ collecting habits to as early as the 1880s. In Britain, in particular, early
examples of fine Song ware could be found from the beginning of the 1880s; this was due
especially to the contribution of Dr Stephen Bushell (1844-1908).147 For Britain and other
Western countries, Korea’s historical and cultural identity was understood as one that shared
similarities with China and was often defined in relation to China. Therefore, a parallel study
of the British collecting of Chinese material culture will provide salient factors for
understanding the historical background to the collecting practice of Korean objects.
The fashion for collecting Chinese art reached a pivotal turning point after the Second Opium
War (1856-1860). Franco-British troops looted and set fire to the Summer Palace, located in
Yuanmingyuan, as an act of political retaliation and in order to punish the imperial court of
China. In Britain, the arrival of looted Chinese treasures served as material proof of British
dominance and the humiliation of the Chinese. While Britain continued to consume large
amounts of the mass-produced, highly decorated Chinese export wares which were in vogue
for a number of decades, unique items used in Chinese imperial circles also started to emerge.
This signals the shift in taste towards earlier Chinese ceramics and those porcelains produced
solely for the domestic market; this was indicative of an increasing quest for authenticity.148
Importantly, Dr Bushell’s contribution was made when he was employed as a local agent in
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Beijing for the South Kensington Museum (now the V&A) to purchase Chinese ceramics on
behalf of the Museum.149 His purchases for the Museum in 1882 were mostly Ming and Qing
period ceramics, but included a few very good examples from the Song and Yuan period,
which were the museum’s first purchases of these types. 150 His purchases initiated a
broadening taste for Chinese ceramics at the Museum, which continued to develop more
widely in Britain at the end of the nineteenth century.151
The building of railways in late nineteenth-century China also uncovered various burial wares
that presented new types of pottery within the collecting of Chinese ceramics. These burial
goods were generally made of earthenware or stoneware and often consisted of figurines, such
as a large collection of Tang (618-907) sancai figures that had been previously unknown
outside China.152 Pierson explains that ceramics collectors in Britain began to acquire these
burial wares, produced before the fourteenth century, either in China itself or through
intermediaries and dealers.153
This growing interest in authentic Chinese pottery and burial wares, accompanied by the shift
in the market’s taste towards simpler stoneware, created a sense of familiarity in the Korean
burial findings for British collectors. The tendency to collect Korean wares in the 1880s cannot
be ascribed to one particular reason alone; various relevant factors remain concomitant and
intertwined. However, the year 1907 noted by Fujita may refer to the accelerated unearthing
of burial wares during the construction of the major railways in Korea whilst it was under
Japanese control, especially after the Russo-Japanese war. Each war brought a wave of
unearthed burial wares, as well as an influx of settlers and migrants to the key cities, which
simultaneously fuelled both the demand and commercial activity.
Song ceramics were embraced in Britain in a new phase from the 1910s onwards, and were
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seen as examples of a genuine potter’s craft.154 This major shift was brought about in Britain
in parallel with various concomitant events: the weakened political status and collapse of the
Qing dynasty in 1911 saw the progress of numerous legal and illegal excavations, as well as
the seminal Burlington Fine Arts Club Exhibition of Early Chinese Pottery and Porcelain in
1910. Reflecting the notions espoused by the Arts and Crafts movement at the time, Song
ceramics were described as ‘simple’ and ‘down to earth’ in their production methods of
employing carving, stamping, moulding or incising, that were associated with ‘craft’ rather
than fine art or painting. Such characteristics were even extolled by British studio potters.155
Furthermore, Song ceramics were associated with ‘purity’, in contrast to the ‘decadent and
commercial’ characteristics of late eighteenth- and nineteenth-century porcelains.156 Roger
Fry, an editor at the Burlington Magazine for Connoisseurs and leading exponent of Modernist
ideals, appraised these characteristics in 1919: his opinion formed the philosophical
foundation for British studio pottery.157
The impact and popularity of collecting Chinese ceramics in Britain included the collecting
of Koryŏ celadon, as the contemporary counterpart of the Chinese Song and Yuan periods,
from the nineteenth century through to the mid-twentieth century, and Koryŏ celadon was
praised as presenting the best craftsmanship in Korea. However, the initial interest and
significance attached to Koryŏ celadon seems to have been transferred to Chosŏn porcelain at
some point, leaving questions about the circumstances that led to such shifts by the Japanese
mingei coterie and British studio potters. This is closely related to the new Japanese middleclass pursuit of cultural capital that challenged the canon of the Japanese tea ceremony and
was evidence of a new haut bourgeois emerging in Japan.158 This will be explored in more
detail in Chapter 4.
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Conclusion
Images of Korea reached Western countries and Britain via publications and literature before
the actual materials arrived, establishing an exoticised view and stereotype of Korea. Amid
the general ignorance, Korean culture was initially introduced as an offshoot of Japanese and
Chinese studies. However, the paucity of information and knowledge reinforced the stereotype
of Korean art and culture as characterised by ‘coarseness’ and positioned it as less mature than
Japanese art, although in fact Korea had exercised significant cultural and artistic influence
on Japan in the past. Defining Korean art as coarser than its Japanese counterpart also reflects
imperialistic thinking, as the objects were assessed and matched with aesthetic hierarchies in
Britain, thus reinforcing its reputation as a, ‘hermit kingdom’.
This kind of lack of understanding of Korean art often fell within the scope of mere
ethnography. While the depiction of Korean potters in Satsuma in Ernest Satow and John
Ross’s observation of Korean costume from the Manchurian border reveal the issue of
accessibility, illustrations of Korean people in quaint traditional outfits were often juxtaposed
with Western people creating the dichotomised Orientalist division into East/West,
traditional/modernised, barbarian/civilised, etc.
Korea’s indigenous animal, the tiger, was often captured in ethnographic collections,
promoting the image of a wild, exotic and uncivilised country. Tiger skins (rugs) appeared in
photographs and postcards, and became notable and expensive export items. Japanese and
Westerners came to Korea for the big game and tiger hunting. Traditionally the tiger had a
symbolic meaning in the folk beliefs of Koreans, and was the subject of reverence: at the same
time Chinese, Japanese and Koreans would have shared the motif of the tiger in Buddhist
painting as an incarnation of the mountain god. Japan first disrupted this symbolic meaning in
its building of the colonial narrative. Japan metaphorically associated the tiger with the Korean
people, turning the subject into one to be tamed and displayed under the rule of modernity and
imperialism. Meanwhile, Britain had built a strong colonial connection with India. The tiger
in India was representative of its untamed and uncivilised nature, and British hunters had
formed a colonial, masculine identity from tiger hunting as well as the imperial trading of the
mass production of hunting trophies. Thus, Korean tigers remained a symbolic expression in
imagery, rather than in actual commercial activity.
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Japanese intervention regarding the transactional activity and understanding of Korean
materials in Britain was seen clearly in the field of ceramics. This chapter has scrutinised
examples of early collections alleged to be examples of Korean ware in both private and public
collections and auction sales between 1876 and 1887. In hindsight, many of these were neither
of genuine provenance nor authentically Korean ceramics, but were in fact produced in Japan.
The prevalence of Japanese export wares, or so-called ‘waesagi’, rapidly flooded into the
Korean market in the early 1880s and the impact of this reached British collectors, as
confirmed in the letter from A. W. Franks to H. B. Hulbert in 1887. Hence the search for
authentic and original Korean wares became the most important issue confronting British
collectors in the late nineteenth century. At the same time, while authentic Chinese burial
wares from the Song and Yuan periods came to British collectors with a fresh novelty, burial
wares from Koryŏ seemed to meet the demands of the shifting tastes and pursuit of
authenticity by British collectors.
The impending colonialism brought to Korea many different aspects of modernity:
international trade and tourism, encroaching capitalism in the form of cheap mass production,
and a contrasting view of wild animals, from an object of awe to one of subjugation. While
such old and new ideas and materials may conflict with each other, colonial histories and
collecting knowledge systems act to create ideas about Korean ethnicity and authenticity that
generate a great many tensions and problems, setting up the questions for the following
chapters.

79

Chapter 2. Tourism and the Impact of the Curio Trade
The previous chapter looked at the period between 1876 and 1905, and examined how the
sudden interest in the curio trade in Korea grew with the opening of ports and the trading of
Korean materials, particularly tiger skins and ceramics. In analysing relevant travellers’ diaries,
press reports and scholarly materials, it is clear that there were shortcomings in the imperialistic
accounts of early encounters with, and perceptions of, Korea. In this context, early displays
and collections of Korean art were equally hampered by a scarcity of knowledge and issues of
authenticity.
In this chapter, I will explore how these collections were built and examine the sourcing and
networking infrastructure that developed alongside tourism. This chapter will focus on the
impact of the curio trade, based on the ephemeral materials that curio dealers produced as
primary resources, to address questions of how curio dealers emerged, how they procured
Korean materials and knowledge in parallel, and finally the impact of the curio trade on the
development of the market for Korean art and design and British collecting activity.
Most of the chapter’s primary sources were found in the records and archives of museums in
UK and the United States: the Victoria and Albert Museum (V&A) in London, the Ashmolean
Museum in Oxford, the Fitzwilliam Museum in Cambridge, UK, and the Brooklyn Museum
and Metropolitan Museum of Art in New York, United States, as well as the memoirs and
diaries of collectors, which allowed me to map out the scale, marketing, and functional
mechanisms of both the curio shop business and the network of collectors and dealers in Korea.
Some information about curio dealers was obtained at the Washington State Historical Society
in the United States and the Seoul Museum of History in Korea, which helped to establish a
map of the networks of main dealers, their arrival in Korea and the founding of their businesses,
which reflects the increase in tourists and the growth of the antiques market at the time. In
addition, I had full access to the Thomas Cook Archive, particularly for research on the British
travel company’s development of the East Asia region; this archive now offers very limited
public access. Finally, the publications and visual materials relating to each curio dealer were
collected by me or were kindly offered to me by other scholars, which provided fundamental
clues to the demand by collectors and their taste and information on systems of marketing and
production, as well as the evolution of Korean design history, which deepened the
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understanding of aesthetic value in this context. This aesthetic value is salient in understanding
what design aspects were considered to be Korean and ‘assigned’ as such, which thus related
to the British view of Korea and how Korean identity was constructed upon the materials.
My interpretation is that despite the commonalities between the curio dealers, the curio trade
was a lucrative business that emerged from imperial tourism and operated for the purpose of
enhancing the financial and political advantages of foreigners in the colony. I will address the
heterogeneous development of the knowledge of objects and their trade by the curio dealers.
Most of all, this chapter aims to unveil the role of the variety of actors and their networks that
impacted on the collecting of Korean objects. In doing so, as an example I will discuss the
emergence of furniture for export, which was brought about by the increasing demand by
Western collectors and their tastes, sourced and mediated by the curio dealers, and finally,
satisfied by the manufacturers, who were in the middle of a rapidly changing production system
brought about by colonial modernity in Korea.

The political situation, railway construction and tourism
The beginning of the twentieth century brought Korea into an ever more complex situation,
and the year 1910 marked a pivotal turning point, both internally and externally. As discussed
in the previous chapter describing the period after the Kanghwa Treaty in 1876, Japanese
merchants and diplomats moved into extra-territorial settlements in Korea, and treaties with
the United States and other European countries followed soon afterwards. Japan stationed
troops to protect its compound in Korea, and later went to war with China (1895-1895) and
Russia (1904-1905).1 The Russo-Japanese War was marked by Japanese victories, resulting in
a series of agreements between international powers and culminating with international
recognition of Japan’s supremacy in Korea.2 Japan quickly moved to establish a protectorate
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by forcing Korea to sign the Ŭlsa Treaty (or the Protectorate Treaty) in 1905, which deprived
Korea of diplomatic sovereignty and made it a protectorate state of imperial Japan. Itō
Hirobumi 3 came to Korea as the first Japanese Resident-General, but in 1909 he was
assassinated by a Korean independence activist. Despite a series of revolts and protests against
the Japanese government, Japan formally annexed and colonised Korea in 1910.
Meanwhile, the first railway in Korea opened in 1899 as the 33km long Kyŏngin (SeoulInchŏn) Line connecting the west coast port of Inchŏn with Seoul.4 This was followed by the
opening of the Kyŏngbu (Seoul - Pusan) Line and the Kyŏngŭi (Seoul - Sinŭiju) Line in 1905
and 1906. Railway construction was prioritised by imperial Japan in an attempt to secure a
stronghold on the peninsula. In 1905 Japan linked the Kyŏngbu Line with the Japanese railway
by launching a ferry service between Pusan, the south-eastern port of Korea, and Shimonoseki,
Japan.5 Furthermore, the construction of the Kyŏngŭi Line offered an effective route for access
to Manchuria and Russia. Sinŭiju was located 40km from the mouth of the Yalu river, on the
border between Korea and China.6 The line was used to transport Japanese troops and military
supplies, especially during the Russo-Japanese War.7
It was mostly due to this railway construction, as well as the Victorian socio-cultural context,
that there was a sharp increase in the numbers of British travellers to Korea. At the turn of the
century, railway construction across the length of the peninsula provided travellers with a route

MA; Published for the Korea Institute, Harvard University by Ilchokak; Distributed by Harvard University
Press, 1990), 236-239.
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Resident-General of Korea in 1905. In 1909, he was assassinated by a Korean independence movement activist,
Chung-kŭn An (1879-1910), at Harbin Station in Manchuria.
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connecting China to Korea and Korea to Japan.8 The most common route at that time was from
China to Manchuria and then to Korea, from Sinŭiju, Seoul to Pusan, and then to Japan, or the
other way round. One of the pioneers in world tourism in this period was Thomas Cook & Son.
Their first guidebook to China and Korea appeared in 1910, and they intermittently reissued it.
The guidebook states: ‘The rapid development of railway travel in this part of the world during
the last few years has opened the eyes of the tourists to find something different, something
new – yet ancient, a unique change from the “modern civilisation series” of Europe and the Far
West.’9 Thomas Cook also set up branches in Hong Kong and Yokohama between 1906 and
1907, and issued the Far Eastern Traveller’s Gazette magazine from 1915, reflecting the
increasing demand by the company’s clientele for information about this area.
The term ‘tourism’ or ‘tourist’ is of relatively recent origin, and was apparently first used at
the beginning of the nineteenth century.10 Due to the development of public transportation and
the tourist industry, tourism changed from a laborious and dangerous experience to a
convenient and safe one. As a result, the word ‘tourist’, as noted in 1974, came to mean ‘a
voluntary, temporary traveller, travelling with an expectation of pleasure from the novelty and
change experienced on a relatively long and non-recurrent round-trip’.11 Dean MacCannell
defines modern tourism as an activity characterised by the search for an authentic experience
of the sacred in primitive societies.12 Modern tourism therefore evolved in what were perceived
to be primitive and exotic countries, such as Korea, which benefited from easy access,
facilitated by modern transportation and communication technologies. The Japanese
government had indeed been nurturing a tourist infrastructure in Korea since the early twentieth
century. This included offering international and domestic transportation, hotels, parks,
museums, zoos, botanical gardens and souvenir shops, as well as organising group tours to the
new colony and publishing guidebooks.13 As a result, tourist itineraries were routinised and
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standardised, while each destination was advertised with the expectation of pleasure but also
the promise of safety.
Travellers and collectors followed a very similar route to Korea, especially after 1910. Based
on these standard itineraries and literature, information about curio shops and recommended
destinations for them were shared among travellers and collectors. These curio shops were
promoted with visual materials and engaged with some of the most prominent collectors and
museum professionals of the time. The advent of these curio shops was also closely linked to
modern tourism and the advent of new consumers. Groups of tourists offered a significant
consumer market, and communicating in their languages became a priority for shop owners.
As a result, separate markets emerged for souvenir shopping: Japanese travellers went to
Japanese shops while Westerners went to curio dealers, who targeted an Anglophone clientele
in particular. Speaking English became an important way for these shop owners to establish a
rapport with Western customers.
I started an avenue of research from the business card of Sinn Song, a Korean dealer to Western
customers, which was shared with me by Sang-yŏp Kim, a Korean scholar of the modern
Korean art market. Young-ok Sohn filed statistics from the Korean Statistical Information
Service 14 which indicated that there were three antiques businesses (including shops and
peddlers) run by foreigners (excluding the Japanese) in Korea, and that these first emerged in
1913. This number increased rapidly to 20 in 1917, and reached 47 in 1928. At its peak in 1929
there were 123 businesses, after which there was a sharp decrease as the number fluctuated
between 15 and 53 throughout the 1930s. 15 Compared to the number of Japanese people
engaging in the antiques trade, which reached over 1,000 in 1913, the businesses of these
foreigners represented a relatively small minority, which is why they have rarely been included
in previous studies. Nonetheless, many of the collectors who visited Korea frequented these
foreign (or Western) dealers and amassed significant collections from them. Yun-jeong Kim
accessed the same V&A archive in her research on the formation of British collections of
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Korean ceramics in the twentieth century.16 These earlier studies have provided fundamental
support to my own investigation of these dealers; however, they only addressed the dealers’
businesses and materials in a preliminary way. To date, studies of Korean collections have
primarily focused on the collectors themselves or the objects they collected, but observations
on the mediators, sources or suppliers have often been overlooked. This is because such
transactions often included anonymous, secretive, or sometimes surreptitious aspects.
Within the field of design history, the emphasis on mediation evolved during the 1990s within
the interdisciplinary context of cultural studies by scholars such as Bourdieu, Benjamin and
Debord.

17

In ‘The Production-Consumption-Mediation Paradigm’, Grace Lees-Maffei

suggests that mediation should be placed between producers and consumers as a third stream
in design history. This can be examined by exploring the role of mediating channels between
producers and consumers, including television, magazines, commercial literature, and
advertisements. These mediating channels are themselves designed and are thus open to a
design-historical analysis. Finally, the role of designed goods as mediating devices can also be
ascertained. 18 Therefore, the role of dealers and publications will be examined to reveal
information about the demand from, and tastes of, collectors as well as the provenance and
trajectories of their collections. Understanding how such dealers came to Korea and established
their business networks and range of items will provide clues to draw a richer picture of the
historical cultural landscapes, as well as those of society, politics, and economy. These
publications will be examined in order to determine how their roles were changing, how they
established networks of customers, manufacturers and objects and the implications of the
development of art and design in Korea.
The theoretical and methodological approach of Actor-Network Theory (ANT) becomes
particularly integral in this chapter. Bruno Latour asserts that there are only actants (actors) in
the social and natural world, in a constantly shifting network of relations.19 This suggests that
the collecting of Korean objects is influenced by several intertwined factors/actors, and that the
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meaning of these objects will differ according to the socio-cultural and economic background
in which they are embedded. British collections and the activity of collecting were
collaborative processes by actors in different realms. ANT’s contribution is that all actors –
human and non-human – play equally important roles in creating and sustaining our social
world through networks. It argues that all actors are on the same level; thus, the capacity of a
non-human actor in the network is as relevant in creating social situations as that of humans.
For instance, ephemeral materials from curio dealers’ publications or a certain type of Korean
furniture are the factors that play an important role in mediating human relationships and
collecting activities. My investigation of a micro-history of collecting Korean materials also
fanned out from the finding of a single receipt or a business card, and brought granularity to
the account of everyday collecting and overlapping journeys, and the social relations of tourists
and travellers.

A shared destination for collectors
Archival material shows that various British collectors of Korean goods were customers of
Kavanaugh & Co at the beginning of the 1910s. There is a single-page receipt from Professor
A.H. Sayce20 in the Ashmolean Museum’s archive. Professor Sayce bought 1 Korean cabinet
(16 yen); 1 Karaki [celadon] cup and stand (15 yen); 1 Karaki dish (15 yen); 1 Karaki dish (15
yen); 1 White dish- Sung period (2 yen), and 1 Bronze spoon (from Korean tombs) (1.5 yen),
while the cost of packaging for steamer transport was 8 yen. The items were shipped to Thomas
Cook & Son, Ludgate Circus, London. The transaction occurred on 4 April 1912 in Seoul with
‘John Kavanaugh, the General Commission Agents, Curio dealers, Auctioneers,21 Real estate
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and Mine Brokers, Goods packed and forwarded to all parts of the world’. Although it has not
been possible to match the items listed in the receipt to objects bequeathed to the Ashmolean
Museum’s collection, Professor Sayce’s remaining collection at the museum comprises several
pieces of Koryŏ (918-1392) celadon ware from between the twelfth and the fourteenth
centuries.22
Professor Sayce’s receipt can be interpreted in relation to the collections of other
tourists/collectors in East Asia, and provides valuable evidence of what these visitors bought,
how much it cost, and the networks of expert advisors that were being established. After his
visit to Korea in the spring of 1912, Sayce went on to Peking and then home via Harbin and
the Trans-Siberian Railway in mid-1912. He was in Edinburgh in October 1912. 23 The
following month, he set off east again, via Egypt, India, Southeast Asia and Hong Kong, where
he met Aubrey le Blond and his wife at his hotel.24 In her autobiography, Day In, Day Out
(1928), Mrs. Le Blond25 recorded that the Le Blonds were accompanied and guided by Sayce
in their collecting trip from Hong Kong to Shanghai, reaching Peking in March 1913 and then
travelling on to Korea.26 Sayce advised Le Blond that the early pottery of the Koryŏ dynasty
was becoming sought after by American and Japanese collectors, but that ‘it might still be
acquired at moderately reasonable prices’.27 Sayce’s suggestion had a timely impact upon the
Le Blonds, and they spent a few days in Korea on their way to Japan and returned again to
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Korea after a tour of Japan. 28 It was then that Mr. Le Blond formed the extensive Korean
ceramics collection that he later donated to the V&A.29
Interestingly, Professor Sayce and the Le Blonds encountered Margaret Thomas Gardiner on
their tour,30 which indicates the frequently overlapping routes and networks of collectors at the
time. Gardiner wrote of her meeting with Professor Sayce and the Le Blonds in Peking, and
their conversations provoked her own collecting fervour. After meeting with Professor Sayce
in Peking, she went straight to Cavanaugh’s [Kavanaugh’s] shop when she arrived in Seoul.31
She recalls ‘the first moment we dashed to Cavanaugh’s [Kavanaugh’s] and there I became
quite enamoured of the celadon pottery and faience’.32 The next day she wrote:
...we hurried on and went to the Museum which was admirable. Mr. Platt turned up
from Japan. After lunch we went to Cavanaugh’s [Kavanaugh’s] and there I bought
three very good pieces of celadon Korai [Koryŏ] pottery. The family bought some too,
also some cabinets.33
Mr. Platt, who accompanied Gardiner through the museum and to Kavanaugh’s, is assumed to
be John Platt, a collector of Korean pottery who contributed to The Burlington Magazine.34 In
28

Ibid., 162-164. After their second visit to Korea, the Le Blonds were returning to London via the TransSiberian railway towards the end of June 1913, while Sayce went on from Peking back to Europe.
29
Aubrey Le Blond’s donation was one of the first and largest group of Korean items from an individual
collection to come to the V&A and was best known for the range of eleventh to thirteenth-century Koryŏ
celadons that varied in type and quality. The collection had been on loan since 1914 and became part of the
permanent collection through his donation in 1918 with a catalogue by Bernard Rackham, who was Keeper of
Ceramics Department at the V&A after C.H. Wylde. Liz Wilkinson, ‘Collecting Korean Art at the Victoria and
Albert Museum 1888-1938’, Journal of the History of Collections 15, no. 2 (2003): 248.
30
Margaret Thomas Gardiner (1889-1981) came from a Maine seafaring background. Before World War I, she
travelled around the world collecting rare oriental porcelain, and her log of this travel was privately printed in
1961. She married William Tudor Gardiner, an American politician and the 55th Governor of Maine, in 1916.
31
She arrived in Seoul on April 26, 1913, and it can be assumed that the Le Blonds and Professor Sayce
followed a similar itinerary.
32
Margaret Thomas Gardiner, ed., Diary of Margaret Thomas – Around the World in 1912 and 1913 (Boston,
MA: Privately Printed, 1961), 60.
33
Ibid., 61-62.
34
John Platt (1864-?) was a collector of early Chinese and Korean Pottery and the Burlington Magazine’s
earliest contributor on Korean pottery in 1912. His article provides a vivid description of the prevailing practice
at that time of unearthing tomb wares in Korea. Part of his collection was shown alongside the article, and was
presented in the exhibition Chinese, Corean and Japanese Potteries in 1914, organised by the Japan Society
New York. This was one of the first exhibitions to present ‘Corean [Korean]’ pottery publicly in the United
States. Out of the total of 50 pieces, 30 pieces were loaned by the Freer Collection of the Smithsonian
Institutions, 11 pieces from collector Samuel T. Peter, and eight pieces from John Platt. See R.L Hobson and

88

addition to Sayce’s advice to the Le Blonds, another network of expert advisors amongst
collectors can also be identified here, as Gardiner bought Koryŏ celadons and cabinets from
Kavanaugh’s, with Platt’s assistance.
Kavanaugh’s name also appears on the receipt for a transaction by C.H. Wylde, Keeper of
Ceramics at the V&A, who made his first trip to Korea for the museum in the winter of 191112. This was a year earlier than the Le Blonds’ trip. Wylde’s visit resulted in extensive
acquisition of Korean ceramics, brassworks, chests, cabinet furniture and textiles for the
museum.35 In his ‘Report on a Journey in China and the Far East via Siberia’, Wylde wrote:
Arrived at Seoul late the same evening and went straight to the Hotel which is run by a
Frenchman. Spent the 18th and 19th at Seoul; I found a good antique shop there, and
was able to acquire a considerable selection of Corean [Korean] objects for the
Museum, including a lot of blue and white pottery which is quite new to the Museum.
The prices here are very reasonable and there is much of interest. The Japanese have
pretty well taken possession of all that is worth having but there is enough left to make
it worthwhile going around the neighbourhood of Seoul and the principal towns. 36
V&A purchase records exist for nearly forty pieces of ceramics and four pieces of textile
brought from Kavanaugh & Co., which form the majority of the full list of Wylde’s purchases
in Korea. Kavanaugh & Co. also appeared in other records at the Brooklyn Museum Archive
in New York (Figure 2-1).37 On a collecting trip to East and South Asia for the Brooklyn
Museum in November 1913, Stewart Culin,38 an American ethnographer and author of Korean
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Games, spent a week in Korea.39 Culin was travelling under the guidance of Yonggyu Pak,40
whom he had first met at the 1893 Chicago World’s Columbian Exposition and who was his
main consultant on Korean objects and practices from that time onwards. On a trip in 1913,
Pak and Culin were accompanied by Lockwood de Forest, from the Metropolitan Museum of
Art in New York, and reported on visits to a number of curio shops, Kavanaugh’s, Sinn Song’s
and Ikaiwuchi Torakichi’s, 41 where they gathered objects for their institutions. As Culin’s
company aimed to collect things of a more ethnographic nature, they purchased items such as
textiles, fans and hair pins, armour, archery implements and quivers, games, and musical
instruments from the dealers. 42 This once again indicates a network of collectors sharing
information: Professor Sayce with the Le Blonds, John Platt with Margaret Thomas Gardiner,
Yonggyu Pak with Stewart Culin and Lockwood de Forest. All of these travellers visited a
common destination, Kavanaugh’s.
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Figure 2-1. Kavanaugh Shoten business card, preserved in Stewart Culin’s Report on a Collecting Trip in Japan,
Korea, China and India © Brooklyn Museum Archive, New York.

While most of the primary sources in this chapter were found in records and archives of
collections and museums, Thomas Phillip Terry’s series A Guidebook for Travellers, aimed at
a wider range of tourists,43 also mentions the name ‘Kavanaugh Shoten’.44 Terry’s guide book
is a good example of a type of publication that became widespread in a world of mass tourism.45
Terry’s book offers an important perspective for seeing a city and commercial activity from a
consumer’s point of view, whereas publications by curio dealers better represent the supplier’s
perspective. It is also interesting to compare the view of experts (museum professionals and
collectors) and more casual consumers. Terry identified ‘Kavanaugh Shoten (English) in
Taihei-machi’ as having ‘the best and most satisfactory assortment (fixed prices, etc).’46 His
suggestion suggests a somewhat disparaging attitude towards the native shops, as there were
few that were English speaking, and since prices could be bartered one could easily get
swindled. 47 ‘English speaking’ and ‘fixed prices’ became priorities for Western customers
visiting curio shops.
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While Kavanaugh was a major supplier of Korean objects to foreign collectors, especially
museum professionals, between 1911 and 1913, Sinn Song was also engaged with some of
these collectors from at least 1913 and throughout the 1920s. By 1917, the American
businessman W.W. Taylor had set up ‘Ye Olde Curio Shop’, which he actively advertised via
other commercial tourist handbooks throughout the 1920s. These three dealers, John
Kavanaugh, W.W. Taylor and Sinn Song, who were the main suppliers of Korean objects to
European and American collectors, will be introduced below, to observe how their personal
history and business networks overlapped and were shared during the rise of tourism and
Western collecting.

Kavanaugh
It should be explained at this stage how Kavanaugh came to Korea and started his business,
what goods he was selling, how he procured those items, and how the items and information
reached his customers through his archive and publications. His archive can be found in the
Kavanaugh Collection at the Washington State Historical Society. Kavanaugh was born in
Kansas City, Missouri, in 1866, and in 1888 moved to Tacoma in Washington. He was engaged
in the gold mining industry in California from late 1895, and moved around to several regions
before he came to Korea in 1902. Upon his arrival, he initially took up the position of foreign
superintendent for the Poong Poo Coal Mining Company until he established his own
businesses, Kavanaugh & Kwack and Kavanaugh & Co. His business roles included those of
general commission agent, auctioneer, curio dealer, real estate agent, and mining broker. In
addition, he served as the US Marshal, Keeper of the American Jail, for Korea. In 1918 he
contracted cholera while he was escorting prisoners from Shanghai to Manila, which led to his
death.48
As Kavanaugh was a diligent correspondent, his letters offer evidence about his initial arrival
in Korea and the businesses he was involved in.49 One of the earliest letters to his mother and
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John Kavanaugh’s biography was compiled from ‘John Kavanaugh Papers’, an introduction to the Kavanaugh
Collection published on the Washington State Historical Society (WSHS) website.
http://www.washingtonhistory.org/collections/item.aspx?irn=142105
49
WSHS kindly offered a digital copy of Kavanaugh’s letters and donated pieces. The transcription of his letters
is offered by Robert Neff.
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sister in Tacoma dates from 1903, and delivered the news that he was working for the Poong
Poo Coal Mining Company, in the province of P'yŏngyang. As discussed in Chapter 1, tiger
and leopard skins were frequent items of trade, and Kavanaugh also wrote that he sent these as
presents to his family. Another letter from Seoul to his mother and sister on 14 March 1905
adds that he was sending another tiger skin by the English parcel post and a leopard skin by the
Japanese parcel post. At the bottom of the letter he said the value of a tiger skin was 95 yen or
$45 gold, while the leopard skin was 45 yen or $27.50. He informed his family that the animals
had been killed near P'yŏngyang and left it to their discretion whether to keep the skins or sell
them to Edwards Bros in Tacoma. By asking them to find out how much the company would
pay for the skins and to let him know, it can be assumed that he regarded the skins as a potential
item for export or as a cash substitute for his family.

Figure 2-2. Letter from Kavanaugh, 3 December 1908. Image Courtesy of Washington State History Society

93

Figure 2-3. Letter from Kavanaugh, 7 May 1909. Image Courtesy of Washington State History Society

According to Kavanaugh’s letters of 1908, his business as a curio dealer in Seoul seems to have
begun around that time (Figure 2-2). Kavanaugh used the letterhead of ‘Kavanaugh & Kwack,
J. Kavanaugh, H. S. Kwack’ from the year 1908, and began mentioning a box of old Korean
pottery that was 800 to 1,200 years old, which he was sending to his family.50 He also offered
his family the option of selling it to the Ferry Museum, anticipating that the museum would
dearly like to have such valuable items.51 In a letter of 7 May 1909 (Figure 2-3), using the
letterhead of ‘Kavanaugh & Kwack’, he wrote that ‘we have a lot of brassware and such goods.
I have a box of old pottery all packed to send you.’ He noted that a friend, Albert Meyer, took
similar kinds of articles to the Korean exhibit at the Seattle Fair, and he could get articles of
this kind if the family wanted.52 In October 1909, he recorded that he sent two boxes of goods,
one of brass and one of old Korean pottery. He emphasised that the pottery was very old –
assumed to be at least 700 years old – and very valuable, with every piece worth between 5 and
50 dollars. He also explained that the ones that looked the poorest were actually the best,
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John Kavanaugh to his mother and sister, 9 October 1908, Kavanaugh Collection at WSHS.
John Kavanaugh to his mother and sister, 3 December 1908, Kavanaugh Collection at WSHS. The Ferry
Museum seems to have been started in 1907 and shared the same building as the WSHS.
52
John Kavanaugh to his mother and sister, 7 May 1909; 22 October 1909, Kavanaugh Collection at WSHS.
51
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although the brass was mostly new. He indicated that the pottery was called ‘Kori Aki’
[Koraiyaki or Koryŏ celadon], and all came from graves of the noble classes at Songdo,
Korea.53 In a letter of 1911, Kavanaugh mentioned that he would get a ‘cabinet’, and that he
already possessed lots of brass and fine pottery that was about 400 years old.54
From his letters it seems that in the early 1900s tiger and leopard skins were frequently traded
or given as presents. By 1908, when he started his curio business, it appears that traditional
pottery from the Koryŏ period may have become the most profitable items. Although some
vague and erroneous information existed regarding the age of the tomb wares, according to
Kavanaugh the originating provinces had been determined, market prices were known, and the
aesthetic criteria had been established: the poorest-looking were actually the best. Such
aesthetic criteria accords with the Japanese recognition of the characteristics of being ‘flawed’
and ‘indifferent’ in their traditional ‘sabi’ aesthetics, which will be examined in Chapter 3.
However, this aesthetic appeal was not universally accepted: Wylde, from the V&A, as well as
Terry, in his guide book, did not agree with the excessive prices, and even described the
‘fictitious value’ 55 placed by the Japanese upon some of these old Korean wares. 56 This
discrepancy between the value estimated by the dealer and by the consumer (collector) points
to the location of tension in the network and shows how the British collector perceived Japanese
aesthetics.

W. W. Taylor
The first advertisement placed by W.W. Taylor’s Ye Olde Curio Shop appeared in 1917, in the
third edition of Cook’s Handbook for Tourists: Peking and the Overland Route (London: Thos.
Cook & Son, 1917) (Figure 2-4).
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John Kavanaugh to his mother and sister, 22 October 1909, Kavanaugh Collection at WSHS.
John Kavanaugh to his mother and sister, 5 August 1911, Kavanaugh Collection at WSHS.
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Terry, Terry’s Japanese Empire, 746.
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V&A Registry, ‘Purchase by Officers on Visits Abroad, 1902-1954’, part 4.
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Figure 2-4. Taylor’s Ye Olde Curio Shop advertisement, in Peking and the Overland Route (London: Thos Cook
& Son, 1917)

According to the advertisement, the ‘Ye Olde Curio Shop’ was operated by W.W. Taylor, an
American. This emphasis on American ownership suggests the increasing credibility of these
American-run shops in Western customer circles. As in the case of Kavanaugh, Englishspeaking suppliers and a fixed price (‘one price’) allowed these shops to achieve preference in
relation to local and native businesses, in addition to the benefits of marketing and advertising
themselves on the global tourist routes. As mentioned in the Terry’s book, the fixed (nonnegotiable) price reassures the buyer that they will avoid the extortionate prices that tourists
often ended up paying to native sellers. Their guarantee and promises of insurance and careful
packing suggests that their business may have been based on commercial activities of other
kinds, and that their potential customers had travelled long distances. The Seoul branch was
located opposite Chōsen Hotel, and sold the following: ‘Korean brass bound chests; amber;
jade; Korean costumes; fine arts; old pottery; screens old & new; brass; pearl; inlay’. Korean
items were also sold at both the Shanghai and Peking branches for fixed prices. Although not
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intended, this might cause another problem of provenance for some experts. As explained in
the previous chapter, on some occasions the provenance of an article was presumed to be the
location of purchase.57
Using its name and location, information about W.W. Taylor’s family business can be found
in the archive of the Seoul Museum of History (SMH).58 According to a letter from W.W.
Taylor, he came to Korea in 1896 with his father, George A. Taylor, who was a pioneer in the
mining industry in Korea, and his elder brother, Albert W. Taylor. G.A. Taylor worked as an
engineer at the gold mine at Unsan, in North P'yŏngan Province, which was controlled by the
Oriental Consolidated Mining Company. His elder son, A.W. Taylor, assisted him there and
continued to work as a manager for a while at the mine after his father’s death in 1908.59 By
great coincidence, Kavanaugh had been involved in the Oriental Consolidated Mining
Company at Unsan in 1909, while running his curio business.60 It has been stated that W. W.
Taylor opened his trading firm and store in 1898, but W.W. Taylor was also in the mining
business for many years before the establishment of the firm. His firm was instrumental in
introducing many American-manufactured products into the country, including Ford and
General Motors cars (Figure 2-6).61 One of A.W. Taylor’s letters testifies that Taylor’s building
was located ‘on one of the main streets of Seoul and the same block as the Government Bank
of Chōsen. It is directly opposite the Chōsen Hotel, which is the headquarters of the Army of
Occupation’.62 The building was registered in the name of A.W. Taylor, but W.W. Taylor was
an equal partner.63 As the collection at the SMH is focused on A.W. Taylor’s archive, it is hard
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Chapter 1 details one of the earliest British collections of Korean ceramics by Mr. Burton.
This collection was based on the donation in 2016 by Jennifer L. Taylor of letters from her grandfather, Albert
W. Taylor (1875-1948) to memorialise his contribution to breaking the news of the March First Movement in
1919 during the Japanese colonial period.
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Brother Anthony, ‘Three Families in Dilkusha’, Transactions of Royal Asiatic Society Korea Branch 84
(2009): 53.
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Considering the location of Unsan, North P'yŏngan Province, the capital of which is Sinŭiju, it would have
been possible for both Taylor and Kavanaugh to take advantage of the Kyŏngŭi Line railway (connecting
Sinŭiju and Seoul) to run their curio and mining businesses concurrently.
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W.W. Taylor’s letter to Congresswomen Helen Gahagan Douglas, 12 July 1946, A.W. Taylor collection at
SMH.
62
A.W. Taylor’s letter to General Oliver P. Echols, 15 July 1946, A.W. Taylor collection at SMH.
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A.W. Taylor’s letter to General Oliver P. Echols, 15 July 1946, A.W. Taylor collection at SMH. Also, Mary
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to determine when Taylor started the curio business; however, it can be assumed to have grown
rapidly after 1917 based on its advertising prominence, which continued even after the
restoration of Korea’s independence from Japanese occupation in 1945 (Figures 2-5, 2-7).64

Figure 2-5. W. W. Taylor & Co advertisement, Image Courtesy of Seoul Museum of History

64

Daehan News no.119, 24 June 1957, reported on the export ceramics exhibition that opened at the Taylors’
shop on 21 June. These items were ceramics manufactured at the time for export purpose in Korea. A video clip
featured a cabinet with brass fittings and folding screens used for display. See Figure 2-7; the full video clip is
available online at https://www.youtube.com/watch?v=7mPna61-6W0
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Figure 2-6. W. W. Taylor’s advertisement for the General Motors Chevrolet, Dong-A Ilbo, 4 October 1927

Figure 2-7. Daehan News, no.119 (24 June 1957) reporting on the Opening Exhibition of Export Ceramics at
Taylor’s (Screenshots)

Sinn Song
As mentioned above, Sinn Song’s name also appeared in Stewart Culin’s records at the
Brooklyn Museum Archive in New York.65 On his collecting expedition to Korea in November
1913, Culin visited Sinn’s shop and made a number of purchases, including some arrows, seals,
an iron water cup, tubes, a document box, a name tablet, a policeman’s club, a silver-tipped
bamboo riding whip, a marriage ceremony table with accompanying objects, a pair of large

65

‘Report on a Collecting Trip in Japan, Korea, China and India. Volume 1 of 2, 9/1913-3/1914’, Culin
Archival Collection at Brooklyn Museum Archive, Brooklyn, New York, 67.
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wooden candlesticks, a table set and other objects used in the marriage ceremony.66 Sinn seems
to have been acting as a curio dealer at the latest from 1913 towards the 1920s.

Figure 2-8. Sinn Song and his business card

Little is known about Sinn’s personal life, however; his business card with a portrait was found,
indicating that he promoted himself by using his Korean identity (Figure 2-8). His shop was
called The Seoul Curio Shop and was located at No. 21, Moo Kyo Chung. In addition to the
pamphlet, which is assumed to date from c.1926 or later,67 he introduced himself as ‘a selected
and chief Guide in Chōsen Hotel for more than ten years.’ In both photographs (Figures 2-8,
2-9), Sinn wears traditional clothing (hanbok) from head to toe. Western travellers would often
have encountered the stereotypical image of a man in the white outer robe (durumagi) on the
streets of Korea in the previous century. However, after the so-called Open Port Period, the
introduction of Western-style clothing was regarded as a sign of reform and modernity, often
with political implications.68 In particular, from the 1920s onwards, the emergence of women’s
education and the fundamental change in the status of women engendered the emergence of
the new woman, ‘sin yŏsŏng’, often called ‘the modern girl’.69 By the last quarter of the 1920s,
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Ibid., 71;72;78;84.
This is calculated from the date of establishment of the Chōsen Hotel in September 1914. It also refers to the
‘English Church’ on the map, or the Anglican Church of Korea, which was established in 1926. Thus, the year
of publication of this advertisement must be 1926 or later.
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Jung-Taek Lee, ‘The Birth of Modern Fashion in Korea: Sartorial Transition between Hanbok and Yangbok,
and Colonial Modernity of Dress Culture’ (PhD thesis, SOAS University of London, 2015), 80.
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Alys Eve Weinbaum, et al. The Modern Girl Around the World Consumption, Modernity, and Globalization
(Durham, NC: Duke University Press, 2008); Youngna Kim, ‘Being Modern: Representing the ‘New Woman’
and ‘Modern Girl’ in Korean Art’, Zeitschrift für Deutschsprachige Kultur & Literaturen 12 (2003): 217-219.
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modern girls and modern boys were in vogue and their fashion and consumption were often
satirised.70 In this context, Sinn’s traditional attire presented his identity as a local expert in the
foreigners’ district, and differentiated him from American shop owners. There is another
photograph in which he wears a long-beaded hat string dropping down to his waist, which adds
a decorative element to his attire (Figure 2-9). The background of both photographs (Figures
2-8 and 2-9), which seem to show him standing before the front entrance and fence of a
Western-style building, indicate the area of his business activity.

70

Chosŏn Ilbo, 7 February 1928, featured a satirical illustration and column titled ‘Modern Boy’s Walk’
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Figure 2-9. A folded advertising leaflet for The Seoul Curio Shop

Sinn’s sales list includes old cabinets, chests, old and new brassware, old celadon, genuine
ambers, old pictures, screens, Korean costumes for ladies and gentlemen, tortoiseshell
ornaments, brass fittings for chests, and old Korean postage stamps. This substantially
overlapped with the lists from Kavanaugh’s and especially Taylor’s, which will be examined
below in detail in the context of their publications. Figure 2-8 shows that Sinn also conducted
a foreign currency exchange, which again suggests who his potential customers were. Figure
2-9 shows that he had ‘a branch shop in Hasegawacho, close to the Hotel’. Hasegawacho is
another name for Sogongro, where the hotel was situated on the map. Given this information
regarding the location, it is too early to jump to conclusions as to whether this branch of his
shop was identical to Taylor’s. What makes it more uncertain is that W.W. Taylor and his
brother A.W. Taylor seem to have run two curio stores at separate addresses – one opposite the
hotel and the other at the exact address ‘No. 40 2-Chome Taiheicho, Seoul’.71 The photo album
in Taylor’s collection at SMH (Figure 2-10) shows the two separate buildings and locations of
Taylor’s curio stores. Taiheicho became ‘T'aep'yŏngno’, which, as Sinn’s map in Figure 2-9
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This address came from the purchase receipt belonging to an American collector, Gertrude Bass Warner
(1863-1951), which is archived at the Oregon University Museum. The receipt was from 1924, from W.W.
Taylor & Co., upon which the address was written. From Yŏng-mok Chŏng, Chosŏn ŭl ch'ajŭn sŏyang ŭi se
yŏin: sisŏn e kach'in chinsil (Three Western Ladies in Chosŏn) (Seoul: Sŏuldaehakkyoch'ulp'anmunhwawŏn,
2013), 139.
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says, ‘Leads to R.R. Station’. Moreover, the image of a chest with brass fittings that he used
and the sales lists were more or less analogous to Taylor’s advertisement. Still, there is a
possibility that this arrangement of objects and visual information can be interpreted as
common for that period. The question of how Sinn and Taylor co-operated, therefore, should
be further revealed with supporting documents.

Figure 2-10. Taylor’s office and building, Album from the A.W. Taylor Collection at the Seoul Museum of History

Location of the dealers
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Figure 2-11. ‘A Chest Shop’ and ‘A Harberdasher’, in Pictorial Chosen and Manchuria (Seoul: Bank of
Chosen, 1919)

Figure 2-12. Illustration of a transaction in ‘Our Traveling Artist in the Hermit Kingdom: The Quaint Korean, as
seen by Tom Browne’, The Graphic, 4 December 1909
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Before the advent of curio shops, travellers bought Korean articles in street shops or through
pedlars. Shops would look like those in the photographs in the book Pictorial Chosen and
Manchuria,72 which were dedicated to particular articles such as chests, haberdashery or hats
(Figure 2-11).73 Travellers (there is a couple wearing hats: the man in the pith helmet may
suggest they were British) were sometimes approached by pedlars (who were wearing a
traditional cylindrically shaped Korean hat (kat)), as illustrated in The Graphic (Figure 2-12).
The illustration is titled ‘Shopping in Seoul’, and depicts the practices of the street pedlar, often
approaching the viewer in the street surrounded by curious locals and children or visiting
houses/hotels on request. They would have an irregular supply of goods and the articles were
relatively smaller for portability. Travellers found it safer to shop in the curio shops and found
the regular supply and wider range of articles there more satisfactory.
As early as 1892, George W. Gilmore74 selected ‘cabinet work’ and ‘brassware’ as Korea’s
most important manufactured items, and mentioned that foreigners referred to one particular
street in the capital as ‘Cabinet Street’, as the shops on both sides were nearly all devoted to
the sale of these articles.75 In Figure 2-13, the map in Corea e Coreani (1904-05) by Carlo
Rosetti indicates ‘Cabinet Street’.76 This was the street from the Tŏksu Palace77 leading to the
South Gate, which overlaps with the modern T'aep'yŏngno (compare with the map in Figure 2-
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Pictorial Chosen and Manchuria: Complied in Commemoration of Decennial of the Bank of Chosen (Seoul:
Bank of Chosen, 1919).
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Miscellaneous goods, sundries and accessories merchants.
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George W. Gilmore (1857-1933) was a missionary from London, England and graduate of Princeton
University and Union Theological Seminary. He served as a teacher at the Royal English School,
Yugyŏnggongwŏn, Korea’s first Western school, between 1886 and 1889.
75
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Carlo Rossetti, Corea e Coreani: Impressioni e Ricerche Sull’impero del Gran Han (Bergamo: Istituto
Italiano d’Arti Grafiche, 1904-5). Carlo Rossetti was the third Italian consul to Korea, serving from November
1902 to May 1903. Despite his brief period of service, he created a significant photographic collection, which
provides important visual documentation of pre-colonial Korea.
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As mentioned, King Kojong’s refuge at the Russian Embassy (Agwanp'ach'ŏn, 1896) was mainly due to the
assassination of Queen Min (Ŭlmisabyŏn, 1895) at Kyŏngbok Palace and growing anti-Japanese sentiment.
King Kojong returned to the Tŏksu Palace, instead of Kyŏngbok Palace, which then became the central stage for
Kojong’s international and diplomatic manoeuvres. Tŏksu Palace seems to have been safer, as it was surrounded
by other countries’ embassies, so that Japan could not easily provoke a threat to the royal family. However, after
Kojong’s abdication, his son Sunjong was allowed to succeed to the throne by the Japanese. Emperor Sunjong
was forced to move to Ch'angdŏk Palace in 1907. Ch'angdŏk Palace is adjacent to Ch'anggyŏng Palace, which
was transformed into a museum, zoological and botanical gardens and together was called the Eastern Palace.
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14). Tae-Hee Lee insisted that Cabinet Street was closed at some point in the 1900s, and little
data specifically shows the operation of traditional furniture manufacturing in this area in the
1910s and 1920s.78 Instead, in the 1920s manufacturers moved to Insadong and Kwanhundong,
two or three blocks north-east from where they had previously been, in order to continue
operating. They maintained their main production of storage furniture, such as cabinets, but
also began to add some design elements to these traditional forms, which led to diversification
and a larger scale of production of the items, as well as introducing machinery.79 Furniture
production will be addressed in detail later in this chapter. The 1914 Terry’s travel guide
mentioned Cabinet Street, near the Legation Quarter, as well as the Kavanaugh Shoten in
Taihei-machi, which was identified specifically as ‘the best and most satisfactory destination
for shopping’.80
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Tae-Hee Lee, ‘Iljesidae kagu hwalyongŭl t'onghae pon chugŏsillaegongganŭi pyŏnhwa kyŏngsŏngdosijugŏrŭl chungsimŭro (Changes in Interior Space and Furniture Usage in the Japanese Colonial
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Figure 2-13. Map from Corea e Coreani indicating ‘Cabinet Street’ (Additional indications made by the author.)

Figure 2-14. Author’s map of the area around the curio shops.
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This introduction of each curio dealer’s personal background and the formation of their
businesses indicates the commonalities between them at the time. The most evident of these is
their location (Figure 2-14). In 1911, Kavanaugh’s shop was initially located in Hasegawacho
(presently Sogongro).81 Two years later, in 1913, Culin reported his visit to ‘the curio store of
the Kavanaugh Company located within the hotel enclosure’. This had moved to ‘opposite the
gate of the Crown Prince’s Palace’ 82 and the new address was 1-Chome Taiheicho
(T'aep'yŏngno).83
Since its establishment, the Chōsen Hotel had become a landmark, and was used to indicate
the locations of Taylor’s and Sinn’s shops. A.W. Taylor’s letter notes that one of his shops is
‘direct[ly] opposite the Chosen Hotel and the same block as the Government Bank of Chosen
[Chōsen Bank]’.84 Taylor’s other shop has a more exact address: No.40, 2-Chome Taiheicho
(presently T'aep'yŏngno) appeared in a 1924 receipt belonging to the American collector
Gertrude Warner, as mentioned earlier, as well as in a letter of 1921 to Taylor from the British
collector John Maltwood.85 Lastly, Sinn’s Seoul Curio Shop was located at no. 21 Moo Kyo
Chung, possibly with another branch in Hasegawacho, close to the Chōsen Hotel. Although
they were there at different times,86 all three curio shops were located radially around the Tŏksu
Palace, near to the Chōsen Hotel, as well as one road away from ‘Chŏngdong’.
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According to a document heading stating ‘Kavanaugh & Co., General Commission Agents, Seoul, Hasegawacho’, from the V&A Nominal file ‘Kavanaugh & Co.’
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108

As shown on the map, Chŏngdong is often referred to as the ‘Legation Quarter’ or the
‘European Settlement’. Until about 1880, foreigners were forbidden to reside within the city
walls of Seoul. As Western pressure and the number of foreign missions seeking contact with
Korea increased, King Kojong relaxed this rule and appeared to have set aside the Chŏngdong
area for foreign missions. Most of the foreign missions were thus concentrated in or near
Chŏngdong. This included those of the United States (1884), Russia (1885), France (1896),
Germany (1889), Britain (1890), Italy (1901) and Belgium (1901). Prompted by Horace N.
Allen, 87 non-governmental Western civilians also began to settle in this compound. Thus,
Chŏngdong was known for many years as Legation Street. There were exceptions: the Chinese
embassy was located, as it is now, in Myŏngdong, and the Japanese had their embassies and
many other buildings built on the slopes of Mt. Namsan. Ordinary people from China and Japan
also generally lived in the areas near their embassies. Japanese residents and merchants were
mainly found in Honmachi.88
It was not only foreign residents, but also travellers, who could be found in Chŏngdong. A
number of Western-style hotels placed advertisements underscoring this locational advantage:
Sontag Hotel, located ‘central[ly] in Legation Street’; Seoul Hotel, near the ‘Imperial Palace
ground’ in the Legation area; Hotel du Palais, ‘opposite the palace’, No.358, 2-Chome
Taiheicho; Imperial Hotel, ‘near the Hotel du Palais’; Astor House (Station Hotel), ‘one minute
from the terminus of railway station, at the northern end of Embassy Street’. Advertisements
also mentioned the Chōsen Hotel, which later became a landmark, and in general the locations
of Kavanaugh’s, Taylor’s and Sinn Song’s shops were chosen for their proximity to tourist
infrastructure and development, which indicates their potential customer base.
The location itself speaks volumes about the potential customers of these shops. In 1885
Japanese merchants were allowed to reside and sell their products in Seoul. By 1895, about
twenty to thirty households of Japanese merchants were living in Honmachi, which
encompasses present-day Ch'ungmuro and part of present-day Myŏngdong. They usually ran
both their businesses as shopkeepers and traders of sundries. After the Japanese victory in the
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Horace N. Allen (1859-1932) was a Protestant medical missionary from the United States, arriving Korea in
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Sino-Japanese War in 1895, Korea became recognised as a second homeland by the Japanese.
The emigration of Japanese to Korea was further increased by the policy of the Japanese
government to encourage emigration to Korea as a means to establish Japanese national,
economic and cultural dominance in the colony.89 The Japanese migrants’ guidebook of 1904,
Saishin Chōsen ijū annai (Latest Korean Migration Guide), which was intended to provide
information about settlement and life in Chosŏn during the outbreak of the Russo-Japanese war,
insisted that in colonial Korea the Japanese held overwhelmingly superior positions over
Koreans.90 Sang-yŏp Kim saw that in such favourable conditions, antiques trading operations
could be established with no special skills or permission, which led many Japanese to start
businesses of this kind.91 This kind of advantage was also applicable to Western curio dealers.
From 1890 to the 1910s, an increasing number of merchants opened shops offering antique
items for sale, including Ikaiwuchi Torakichi, whose name was mentioned in Culin’s
Expedition. By the 1920s and 1930s the antique markets in Korea became ever more
prosperous: ‘Ryusendo’ and ‘Koguchō’ from Tokyo and ‘Yamanaka & Co.’ from Kyoto
entered the Korean antiques market.92 By 1930, the distribution of antiques shops and dealers
in Seoul was firmly centred on Myŏngdong and Ch'ungmuro. 93 Many of the British
acquisitions were concentrated in the 1910s, partly due to the outbreak of the World War 1 that
would have prevented European collectors from travelling. In turn, Japanese had achieved
complete control and dominance of the Korean market in the 1920s.
The dominance of Japanese dealers and collectors in Korea after the colonial period represents,
most of all, the difference in the capital and financial situation between coloniser and colony.
Korean collectors only appeared as late as the 1920s and 1930s, when the antiques market was
already dominated by Japanese dealers and collectors. Even at the time, it was said that
Japanese collectors mainly bought things from ‘dealers (Chwasang)’94 and Korean collectors
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from ‘Nakama’, or more usually from ‘Kaidashi’.95 At the very bottom of this hierarchy was
the ‘Horidashi’, who excavated tombs and brought out the antique objects within them. 96
In her memoirs, Mrs Le Blond recalled her meeting with a Korean dealer and his protégé. She
described the Korean dealer as honest, and that he spoke good English for he was a Roman
Catholic and had been taught in the missionary school. He also understood Russian and had
been an interpreter to Captain James and Mr. Fraser during the Russo-Japanese war.97 The facts
about this Korean dealer offer an indication that after the Russo-Japanese war the increased
number of mortuary goods discovered, combined with the demand from foreign collectors,
meant that a mediating profession such as this was a viable one for dealers. She also explained
that the Korean dealer brought over a peasant from the countryside with a sackload of goods,
and he was glad to sell them quickly rather than waiting for higher prices.98 Her illustration
offers a vivid picture of the transaction scenario, as well as the way these articles were brought
by the Horidashi who retrieved the antiques from the tombs, and also describes the dealers who
travelled around the country with the aid of Koreans (known as ‘Kaidashi’) to buy things at a
low price. Thus it was not always possible for travellers to compile a precise list of the pottery
and ceramics they wished to purchase.
Documentary evidence of Western collectors shows that they patronised a wide range of
business dealers, from Horidashi to Korean, Japanese and Western dealers, which formed
another important strand outside the Japanese and Korean collectors’ circles. The curio dealers
who promoted their goods to Western collectors and travellers created a niche in the market,
based on their particular location, price and language. Further differences can be found in the
tastes of, and demand from, Western collectors. This will be discussed in more detail by
looking at the publications and sales catalogues of the dealers who were targeting Western
collectors.
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Examination of publications
Curio shops published books, leaflets and business cards to expand their customer base and
generate sales. They also increased their visibility in popular travel itineraries, potentially to
ensure a good profit. Some of these documents ended up in archives and collections. More
importantly, these materials provide important information on the artefacts, markets, and
system of production, as well as a deeper understanding of the aesthetic values of the period.
First of all, Kavanaugh’s shop published an English guidebook titled Korea: Compliments of
Kavanaugh & Co. (Yokohama: Box of Curios Press, n.d.), dating from c.1910-14 (Figure 215). 99 Copies of the publication have been archived at the Metropolitan Museum of Art
(Thomas J. Watson Library) in New York and at the V&A Archive. A single difference can be
found on the first page. The Metropolitan Museum’s copy includes a page of advertising for
hunting game, followed by information on the Kavanaugh shop. The book offers general
information on Korea, including its location, population100 and current political situation. Its
climate, fauna, customs of dress, mourning, food, marriage, and lifestyle are also described.
The first half of the book is dedicated to the capital, Seoul, and its tourist attractions, including
several palaces, gates, parks, museums, and mountains. The latter half gives an account of
Korean furniture of various kinds, as well as brassware, Silla (57BC-935) pottery, ceramics
and bronze wares of the Koryŏ period (918-1392). Sixteen plates of photographs of various
kinds of furniture, brass candlesticks and pottery are included. The last four pages consist of a
detailed list of items, prices, and terms of business.
Interestingly, in 1921 another edition of Korea was published, by Ye Old Curio Shop. This is
titled Korea: Compliments Ye Olde Curio Shop (Seoul: YMCA Seoul Press, 1921) (Figure 216). However, the letterheads of W.W. Taylor & Co. and Kavanaugh & Co. are included
throughout the book. Considering the format, size and type, it seems to be a new edition,
although it is hard to identify why it retained the letterhead of Kavanaugh & Co. By 1921
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The content mentions Japan’s annexation of Korea in 1910 and that the Government-General became the
governing authority. This book also introduces the Sontag Hotel, which was a public business from 1909 until
1915 when, facing financial difficulties, the hotel inventory was placed for auction. In later editions of Korea,
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Railway Company.
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Seoul. However, it does not exactly match the official census by the Government-General of Chōsen (GGC).
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Kavanaugh’s shop no longer existed, as he had died in 1918, and it is not certain whether
Kavanaugh’s and Taylor’s periods of operation had overlapped at all. However, Kavanaugh
and Taylor had shared connections through the Oriental Consolidated Mining Company, so it
might be possible that both books were written by the same commissioned author. In the 1921
edition, slight changes can be found regarding the population figures, hotels, and order of
contents. Around the 1930s, Taylor also published a small booklet titled Chats on Things
Korean (Seoul: W.W. Taylor’s, Ye Olde Curio Shoppe, n.d.) (Figure 2-17). This seems to have
been named after the extensive and well-known series of Chats on and Things books, such as
Chats on Oriental China, Things Chinese (by James Dyer Ball), and Things Japanese (by Basil
Hall Chamberlain) published in the early twentieth century. However Chats on Things Korean
is probably a tourist booklet or a sales catalogue for Taylor’s furniture products, and sometimes
gives erroneous information. Three books can be compared to see how the curio shops and the
market in a wider context developed and changed over time.

Figure 2-15. Korea: Compliments of Kavanaugh & Co. (Yokohama: Box of Curios Press, n.d.) (c.1910-1914),
cover page.
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Figure 2-16. Korea: Compliments Ye Old Curio Shop (Seoul: YMCA Seoul Press, 1921), cover page.

Figure 2-17. Chats on Things Korean (Seoul: W.W. Taylor & Co.’s, Ye Olde Curio Shoppe, n.d.) (c.1930s),
cover page.
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Representation of tourist itineraries and images
As half of the content of both editions of Korea consists of information related to travelling
and tourist attractions, it is clear that the development of curio shops was closely intertwined
with the tourist business. The Kavanaugh and Taylor publications can be compared to materials
and magazines issued by the travel agencies that served explicitly touristic purposes. This
comparison demonstrates the similarities and differences between these shops, how they shared
their own understanding of Korea, how they positioned themselves for their potential
customers, and furthermore how Korea was being constructed through material culture.
Meanwhile, the Thomas Cook Archive contains a collection of leaflets, magazines and
handbooks related to visiting Korea published from 1909 onwards, beginning with a small
leaflet, Spring Tour to Japan and China. Korea was included in the tour of China and Japan,
as it connected the two via both railway and steamer routes. Seoul was introduced in a few
sentences as ‘the capital of Korea, a somewhat dilapidated walled town of one-story houses;
there are two curious old palaces of the Korean kings, a marble pagoda, a rock statue of Buddha,
and one or two temples.’101 In the following year, in the first edition of Cook’s Handbook for
Tourists to Peking, Tientsin, Shan-hai-kwan, Mukden, Dalny, Port Arthur and Seoul (1910),
Korea is introduced with text and photographs. Tourists could travel to Korea from Antung,
China, by ferry to Shinŭiju, the northern terminus of the Kyŏngŭi railway,102 where it went
through Seoul and Pusan. In the second edition of 1913, the author’s perspective on the recent
political situation is biased in favour of Japan. For instance, the Kanghwa Treaty of 1876,
which is now considered to have been signed under pressure of Japanese military force, is
introduced as a movement of ‘independence with full liberty to conclude treaties with foreign
powers’.103 The policies of the Japanese Protectorate and the annexation are described as being
used to ‘bring strong but progressive changes’ to Koreans who showed no initiative in the
process of modernisation.104 In stark contrast to the 1909 itinerary, Seoul is now described as
full of tourist attractions, including the South Gate, Palaces (North, East and The Tuk Soo
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Palace), Pagoda Park, Nam San, Queens Tomb, Hokkazan (Puk Han mountain), and The White
Buddha.
In the book’s third edition of 1917 and the fourth of 1920, the itinerary for Seoul is extended
to a week or more, and also encompassed other major cities such as Shinŭiju and Pusan – the
Northern terminus and Southern terminus of the trunk line of the Chōsen Railway – and their
neighbouring provinces. There are more specific and longer comments on each tourist site and
historical monument, often quoting the Japanese archaeologist Sekino Tadashi.105 It should be
noted that Sekino Tadashi’s research had great impact on the development of tourism by the
Japanese colonial government. The inclusion of particular venues in Seoul is also noteworthy,
such as the Japanese quarter, presumably included for tourist shopping, as well as the railway
stations and the Government-General of Chōsen (GGC) buildings (Figures 2-18 to 2-20).
Advertisements promote the Public Museum (Yi Royal Family museum) and the Zoology
Garden, which had been converted by the Japanese Protectorate from the eastern portion of the
Ch'anggyŏng Palace (East Palace)106 and the Audience Hall of the Royal Palace,107 which had
been transformed into a space for public entertainment. The Diamond Mountains (Kongo-san)
also became a new tourist destination for its mountain scenery and temples (Figure 2-21).108
Such changes and variations within the tourist sites can be explained by the sponsorship of the
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Chōsen Railway, as indicated on the back of the book. The Chōsen Railway was run by the
GGC, who developed the tourism sector for its own imperialist purposes.

Figure 2-18. The Government-General of Chōsen, from Peking and the Overland Route, 3rd ed. (London: Thos
Cook & Son, 1917) and Peking, North China, South Manchuria and Korea, 4th ed. (London: Thos Cook & Son,
1920)

Figure 2-19. Chōsen Hotel, from Peking and the Overland Route, 3rd ed. (London: Thos Cook & Son, 1917)
and Peking, North China, South Manchuria and Korea, 4th ed. (London: Thos Cook & Son, 1920)
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Figure 2-20. Audience Hall in the Shotoku Palace, from Peking and the Overland Route, 3rd ed. (London: Thos
Cook & Son, 1917) and Peking, North China, South Manchuria and Korea, 4th ed. (London: Thos Cook & Son,
1920)

Figure 2-21. Kongo San, from Peking and the Overland Route, 3rd ed. (London: Thos Cook & Son, 1917)

Another noticeable aspect of the visual material is the image of a ‘Korean Dancing Girl’, which
begins to appear from 1917 (Figure 2-22). This is an image that was common in postcard
collections from the early 1900s, for example, by Hinode-Shoko, discussed in Chapter 1. In the
fifth edition of 1924, it was replaced by a portrait in a more specific context, of the girl playing
an instrument inside a room (Figure 2-23). Cook’s travel magazine, The American Traveller’s
Gazette, in December 1920 (Figure 2-24) uses a cover image of Korean dancing girls, entitled
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‘A Group of Pretty Kisaing [Kisaeng], the Geisha of Korea’. These girls are more flamboyantly
dressed and staged within the garden of a house. The drums are placed near to two older males
on each side, implying that the younger Kisaengs were trained by and under the supervision of
the older male figures.

Figure 2-22. Korean Dancing Girl, from Peking and the Overland Route, 3rd ed. (London: Thos Cook & Son,
1917) and Peking, North China, South Manchuria and Korea, 4th ed. (London: Thos Cook & Son, 1920)

Figure 2-23. Korean Dancing Girl playing the Kato, from Peking, North China, South Manchuria and Korea,
5th ed. (Peking: Thos Cook & Son, 1924)
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Figure 2-24. Cover image from the American Traveller’s Gazette 70, no.12 (New York: Thos. Cook & Son,
1920), Records Office for Leicestershire, Leicester and Rutland (Thomas Cook Archive DE10000)

The relationship between picture postcards and imperial ideology in the late nineteenth and
early twentieth century has been discussed in the context of post-colonial studies. In particular,
Maleck Alloula109 has critiqued the ‘harem postcards’ of Algerian women that were brought to
the European market between 1900 and 1930, and which specifically served to distort the
reality of the Orient by representing a French colonial voyeuristic and exotic view of the
Oriental woman. The advances in photography and the mass publication of postcards
contributed to bringing the Orient closer, giving more than a glimpse of other side but also
producing stereotypes. 110 These phantasms of the colonised Orient are a kind of pseudoknowledge of the colony that never truly existed.111 In similar fashion, Japan introduced a
modern postal service and picture printing technology to Korea, and issued large quantities of
postcards. The postcard was most intimate and cheapest visual medium available for tourists
and the public to encounter images of Chosŏn. Kisaeng frequently appeared on these postcards
to represent Chosŏn under the pretext of depicting Chosŏn customs. The image of the Kisaeng
was a metaphor not only for colonial conquest, but also for the sexual objectification of the
colonised subject.
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Originally, the Kisaeng was a type of legal entertainer at royal and aristocratic banquets, and
was educated in dance, music and poetry. Haeng-ga Kwon has argued that the fall of the royal
court under Japanese colonialism meant that Kisaeng who were formerly employed by the court
and local government offices became incorporated into the Japanese system of licensed
prostitution. 112 They became trained to serve tourists and private customers. They were
commercialised and commodified within the culture of prostitution introduced to Korea by the
Japanese.113 The difference in the photographs in the Cook’s Handbook series implies this
transition in the status of the Kisaeng. While the image in the 1917 and 1920 editions focuses
on the dancer’s plain but specific dress and bodily gestures, with no background imagery, the
later version implies that their function was to serve in a particular restaurant environment. The
everyday interior background was intended to show that they were approachable and
consumable objects on tourist routes.
Secondly, there is a continuation of the ethnographic photographs featured in the Thomas Cook
travel magazines. In the previous century, it had been common practice to present Korean
people by types or rank in Western publications and literature about Korea. This usually
involved showing the attire worn by different classes of Korean people from an ethnographic
point of view. The Far Eastern Traveller’s Gazette of October 1915 featured a studio
photograph of an ‘Upper Class Korean Couple’(Figure 2-25) while the American Traveller’s
Gazette of December 1920 was titled ‘Correct Styles for Men in Korea’ (Figure 2-26). In 1921,
a leaflet entitled The Lure of the Far East, 1921 Spring Tours to Honolulu, Japan, Korea,
Manchuria, North China, Hongkong and South China and The Philippines states: ‘To modish
men, the Korean styles offer nobby suggestions’ (Figure 2-27). This title suggests that
individuals represented certain types or classes of society. The title contains a disparaging joke,
poking fun at foreign styles and fashion at the time.114 Figure 2-27 appropriated the portrait
Sinn used in his advertisement (Figure 2-9), referring to it as a ‘nobby’ Korean style.
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how the decorativeness of the metropolitan male sartorial appearance declined suddenly at the end of the
eighteenth century. ‘Austere’ clothing habits were promoted by the clothing industry and eagerly consumed by
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Sinn’s portrait may have been easy to obtain, considering the connection between Thomas
Cook and the Chōsen Hotel, which was introduced and advertised exclusively in every
publication, and Sinn’s former employment as chief guide at the same hotel. The background
is blurred in order to emphasise the costumes, and comments are added as follows: ‘The odd
costumes of the Koreans, especially of the men who throng the streets in white ‘nightgowns’115
and ‘pill box’ hats of horse-hair, are most amusing.’116 While Sinn initially used his photograph
as a proof of authenticity and local expertise, he become demeaned and the subject of
amusement for foreign travellers. Thomas Cook’s travel magazines evidence the production of
a number of stereotypes of the people of Korea as dancing girls like Korean geisha and ‘funny’looking men.

men who wanted to be associated with modernity, and with particular social positions. Thus there was an
inherent irony in printing images of other cultures and calling them stylish, contradicting the rhetoric of these
cultures. Christopher Breward, ‘Unpacking the Wardrobe: the Grammar of Male Clothing’, in The Hidden
Consumer: Masculinities, Fashion and City Life 1860-1914 (Manchester: Manchester University Press, 1999),
24-53.
115
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ethereal and mysterious, and this extended beyond clothing to other forms of material culture, such as ceramics
and paintings. Susan House Wade, ‘Representing Colonial Korea in Print and in Visual Imagery in England
1910-1939’ (PhD thesis, University of Brighton, 2009), 26-27.
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Figure 2-25. ‘Upper Class Korean Couple’, featured in the Far Eastern Traveller’s Gazette, 1915, Records
Office for Leicestershire, Leicester and Rutland (Thomas Cook Archive DE10000)

Figure 2-26. ‘Correct Styles for Men in Korea’ in the American Traveller’s Gazette, 1920, Records Office for
Leicestershire, Leicester and Rutland (Thomas Cook Archive DE10000)
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Figure 2-27. ‘To modish men, the Korean styles offer nobby suggestions’ in The Lure of the Far East, 1921,
Records Office for Leicestershire, Leicester and Rutland (Thomas Cook Archive DE10000)

Examination of the Thomas Cook magazines demonstrates that representative images in the
publications became deeply intertwined with the GGC’s development of tourism infrastructure,
and portraits of Korean people and fashion as a disparaging joke were continuously aimed at
an American and European clientele. Unlike Thomas Cook’s, Kavanaugh’s and Taylor’s
publications, Korea remained relatively distant from the imperial and oriental imagery and
literature that was common at the time, thus acting as a good standard of comparison to other
contemporary tourist publications by Japanese and other Western sources. Korea also featured
details of dress, mourning, food, marriage and lifestyle customs. However, the contents further
explain the use of the furniture advertised: for instance, newly married brides bringing furniture
to their husbands. While travel operators’ tourist materials had been marketed to the general
public and casual consumers, publications by dealers were intended for collectors. This
strongly resonates with the publications that Liberty & Co. and other department stores
produced to support their sales of ‘oriental curios’. In her article ‘Selling China: Class, Gender
and Orientalism at the Department Store’, Sarah Cheang articulates that this was typical of the
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period: it was related to a particular cultural status for curios and helped to support the market,
raise prices and create an aura of authenticity around the objects.117
The other half of the book Korea consists of a sales list, including prices and photographs, that
was obviously intended to promote business. Furthermore, this later section shows the objects
that were available to visiting collectors, and also reflects the demand by the collectors and
their tastes at the time. It provides a closer look at how the curio shop was run, what the dealers
were providing, and what the collectors and visitors were looking for. It also offers invaluable
visual evidence of the various kinds of articles being produced and circulated, and further
indicates how knowledge and information were understood and transmitted. As furniture takes
up most of the pages and illustrations, the next section will examine the variety of furniture
that was sold, customers’ particular preference, and any changes that were evident in the design
and manufacturing process through the three publications by Kavanaugh (c.1910-1914) and
Taylor (1921 and c.1930s). This will provide a detailed understanding of how the curio shop
and the market developed and changed throughout the 1910s and 1920s and later, especially in
relation to furniture.

Furniture
All three publications specifically illustrate various kinds of furniture via text and imagery. To
understand how the interplay between the dealers, Western collectors and Korean producers
influenced and brought about change in the selling and collecting of furniture, this section
should be explored within a wider context. Initially, old second-hand furniture was preferred
as collectable items. Due to the increasing demand and limited availability, ‘new’ types of
furniture began to be introduced in the publication from the 1920s, and this new furniture was
oriented towards the purposes of export, forming a separate development from traditional
furniture. To understand the two strands of furniture, it is useful here to explain the gendered
domestic space into which the traditional furniture fitted.
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Figure 2-28. Men’s quarters and Women’s quarters, from Pictorial Chosen and Manchuria (Seoul: Bank of
Chosen, 1919)

As Figure 2-28 shows, the residential space was divided in Chosŏn in accordance with NeoConfucian ideas which separated male and female roles and morals within the family and
domestic space. Thus the women’s quarters in the house were called ‘anch'ae’, and the inner
room (bedroom) was called an ‘anbang’. Men’s quarters were called ‘sarangch'ae’: the outer
room was called the ‘sarangbang’ and was mainly used for studying and receiving guests.
Traditional furniture was classified according to the space in which it would be used: ‘anbang’
furniture for the female quarters, ‘sarangbang’ furniture for the male quarters or kitchen
furniture, etc. Female quarters mainly housed storage furniture, such as cabinets and chests for
clothing and duvets, and male quarters included stationery-related furniture. ‘Anbang’ furniture
usually favoured colour, embellishment and pattern, whereas ‘sarangbang’ furniture was
typically more restrained, accentuated with wood grain patterning and had less decoration.
It was customary for the bride to prepare furniture for the marriage. Particularly during the
Open Port Period and afterwards, a growing middle class with new economic power wanted to
be associated with upper-class exclusiveness. People desired more luxurious and highly
decorated furniture for their marriage items. A print in the New York Public Library’s Digital
Collection (Figure 2-29) shows that storage furniture, including wardrobes, cabinets and
‘pandaji’ (blanket chests) were the main items occupying space in the female quarters. While
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it continued to be used for storing clothing and duvets, this furniture was combined into one
form – the lower part being a pandaji and the upper part a cabinet/chest. The front panels were
decorated with mirrors, embroidered patterns, and larger brass trimmings. This demonstrates
that feminine taste and requirements were dominant in the development of storage furniture at
this time.

Figure 2-29. The Miriam and Ira D. Wallach Division of Art, Prints and Photographs: Picture Collection, The
New York Public Library. ‘Needlewerk [Needlework] of High-class Lady’, The New York Public Library
Digital Collections. 1915-1930.

Furniture seems to have been a popular item amongst both collectors and residents for its
aesthetic distinctiveness and practical usefulness. The pandaji, which had the further merit of
being large, roomy, convenient and having ornamental features, was one of most popular items
among foreigners, whether for practical use or as a souvenir. The fact that Gilmore illustrated
one in his book (1892) about the increased demand for furniture and the appearance of ‘Cabinet
Street’, as well as an example of a chest in his possession with beautifully patterned wood and
matching brass designs of butterflies, suggest that foreigners’ preference was for this type of

127

storage furniture. 118 The photograph of the interior of Gordon Paddock’s house, or the
American Legation in Seoul, c. 1904 (Figure 1-7) included in Chapter 1 shows many of the
curios that would have been circulated by dealers at the time. More importantly the three-tier
‘chang’ (cabinet) can be compared to the pictures in the dealers’ book. The three-tiered chang
from the early 1900s (collection of Gordon Paddock) was much more restrained in design, with
limited additions of brass fittings. Cabinets were most often included in collectors’ receipts,
including those of Professor Sayce and Margaret Thomas Gardiner, as well as C.H. Wylde,
who purchased a ‘Red-lacquer Stacking Chest with Wealth and Longevity Symbols inlaid with
Mother-of-Pearl’.119
A newspaper article in Kwŏnŏpsinmun120 on 16 March 1913 reported this increasing demand
from Western travellers, titled ‘Korean Cabinets are Exported to the West’. It reads:
Recently, Korean clothing cabinets have been remarkably exported to Europe and
America. In the past Westerners used to buy fans, brassware and other utensils, but
recently the clothing cabinets have become very popular. They cost 14-15 wŏn and
more, some reach 100 wŏn each. Various kinds were exported. Among them, various
colours of birch and black colour birch are the higher quality materials, and a pagoda
tree is commonly used for the furniture that costs 30-40 wŏn or above. In recent years,
European and American personages came to Korea to buy one or two, some placed an
order to take them and people in each country love them so much as they treasure them
to store their suits and decorate the room.121
Correspondingly, Terry introduces ‘brass-trimmed chests’ as desirable souvenirs that are much
sought after by travellers.122 He explains that the best ones are usually ‘old ones’, made of
rosewood, hornbeam, chestnut, or the wood of the Chinese pagoda tree, which could withstand
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the steam heating in American homes. Good specimens of cabinets cost from ¥25 to ¥50, and
were used by women to store clothes. He also mentions cash boxes, open cabinets, pearl-inlaid
[mother-of-pearl inlaid] cabinets, red-lacquered dressing-boxes, the speciality and price of
which match Kavanaugh’s list exactly. He observes that ‘the fantastic brass trimmings in
numerous quaint designs; the broad butterfly hinges, great hasps, and padlocks, are what make
the furniture attractive’.123 He even suggests buying the brass trimmings, fittings and locks
separately to make a ‘much handsomer chest’ at home.124 An additional merit of such storage
furniture is its spaciousness, particularly for shipping. As Terry comments, ‘brassware and
other stuff may be packed inside cabinets for shipment’.125 The fact that in 1935 Bernard Leach
shipped a voluminous porcelain moon jar, nearly 40cm in height and diameter, in a pandaji
testifies to this practice. The spacious cabinet, or pandaji, in acting as a container for other
things, thus promoted further collecting activities because of its essential qualities as an object.
The furniture section in the Korea publication mostly contains variations on a range of Korean
furniture, and it also contains photographs of types of ‘family record chests’, ‘medicine chests’
and ‘princess cabinets’ (Figure 2-30). It should be noted that these titles are not all accurate
names or translations of the Korean names for these types of furniture. Some names seem to
have been made up for convenient communication with Western customers, as well as
enhancing the appeal of the excessive decorativeness and (incorrect/false) authenticity of the
items through these names, such as ‘princess cabinet’. According to the illustration by the
author in Korea, ‘Chang (wardrobes)’ is defined as furniture used by women for storing their
clothes. Also described in the publication is the use of wood, decoration with [mother-of-]pearl
inlay, and ornamentation with bronze locks and hinges.126 ‘The “Pandaji” is also known as a
kind of Cash Box:127 a large box, of which half of the front or top panel opens with a door,
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which is used by women to store clothes, brassware or money securely. It is made of thick solid
wood and the door is completed with a strong and large bronze or brass lock and hinges while
the corners are strengthened with broad metal fittings. It is added that ‘the new style has the
drawers inside’.128
‘Kyeong-Tai [Kyŏngdae]’, ‘pearl-inlaid cabinets [mother-of-pearl inlaid cabinets]’ and
brassware are each explained, along with their special places of manufacture.129 ‘Kap-ke-soori [Kakkesuri] (cabinets)’ are described as pieces of furniture with drawers, pigeonholes and
big doors, which were apparently used by men for keeping letters, pens, and ink stones, but
were more commonly used in dispensaries for keeping medicines.130
Lastly, marriage customs are explained in detail, but the focus is on the furniture involved, such
as a black lacquer box that contained the marriage contract between the father of the bride and
the bridegroom, beautiful cabinets and ornaments that were given to the bride by her parentsin-law, and the new furniture that the bride would take with her.131
A detailed list of items, prices and terms of business are included on the final pages. This list
indicates that ‘Pandaji or Cash Boxes cost from ¥25 to ¥50 each’. It adds: ‘size, age, polish and
weight of brass and condition of the same regulating price’. Smaller dressing boxes [vanity
chests] cost between ¥15 and ¥30, Chang (cabinets) were between ¥25 and ¥50, and Chests
cost between ¥45 and ¥60. The most costly items were the mother-of-pearl inlaid cabinets,
which were between ¥100 and ¥200.132
It adds: ‘The wood and brass in all these articles are good and have been overhauled and
repaired, if necessary, in our own workshop by skilled workmen. We have a room in which all
of our goods are fumigated for 12 hours before packing so that there is absolutely no danger of
the articles bought or packed by us carrying infectious germs into your homes.’133 The text also
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states: ‘In sending Cash Boxes, Changs, etc., we would draw attention to the fact that these can
be filled with brass or other goods without any extra charge for freight.’134
For the most part, Korea delivers reliable knowledge and information regarding furniture such
as materials, climate and ornaments, and domestic customs: for instance, the fact that a
traditional house was divided into male and female quarters and details of the marriage customs
relating to the furniture in each section. Furthermore, from the last page of the list it can be
learned that the price was generally set according to the size of the furniture, except for the
mother-of-pearl inlaid cabinets, which were priced according to the amount of decoration, and
that the Kavanaugh shop had its own workshop to repair these articles.
Kavanaugh’s publications emphasised that the furniture was second-hand furniture, in order to
better represent its authentic quality, which thus might in fact require ‘overhauling’ and ‘repair’
as well as ‘fumigation’. 135 Terry illustrates that good specimens of furniture found in the
numerous second-hand shops are usually ‘filthy’ and ‘squalid’, and that therefore ‘no chest
should be bought and sent home without being first fumigated.’ 136 This specificity in
Kavanagh’s publications reveals the demand for authentic old objects as well as the
simultaneous disparaging attitude towards native people by consumers and travellers.
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Figure 2-30. Photographs of furniture in Korea: Compliments of Kavanaugh & Co.(Yokohama: Box of Curios
Press, n.d.)

A later edition of Korea: Compliments Ye Old Curio Shop (Seoul: YMCA Seoul Press, 1921)
from Taylor’s used the same pictures and description in its furniture section. While
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Kavanaugh’s had detailed sale lists with prices, the later version only broadly mentioned a
‘Korean Chest’, followed by: ‘on the chests described as new ones the brass and finish will be
as described; but on old chests and brasses the general type will be same as described but the
brass decoration will vary slightly’.137
In 1921, the author of Korea clearly applies the word ‘new’, implying that the furniture was
newly manufactured. This indicates that the furniture was commissioned and produced at the
time, and it also introduces the concept of designing new pieces. The picture used for the
advertisement in the fifth edition of Thomas Cook’s 1924 handbook Peking, North China,
South Manchuria and Korea shows a new pandaji that had a heavier embellishment of brass
trimmings and that could be converted into a writing desk (Figure 2-31). The same kind of
furniture was defined as a ‘modern’ type in the later booklet Chats on Things Korean (c.1930s)
(Figure 2-32).

Figure 2-31. Taylor’s Curio Shop advertisement in Peking, North China, South Manchuria and Korea, 5th ed.
(London: Thos Cook & Son, 1924)
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Figure 2-32. Modern Type Cash Boxes, in Chats on Things Korean (Seoul: W.W. Taylor & Co.’s, Ye Olde
Curio Shoppe, n.d.)

Chats on Things Korean states that Korean furniture consisted of ‘Wardrobes, Chang Wedding
Chests, Treasure Boxes, Dressing Boxes, Library Sets, and Medicine Chests’.138 They were
finished or made in several ways: either of natural wood with brass mountings, or mother-of
pearl inlaid lacquer as well as a small amount of carving. Most of all, a newly produced
collection of chests were manufactured ‘following the old lines but adapting the inside and the
piece in general to our modern use’.139 Although supported by debatable accounts, the brassbound and mounted furniture is claimed to be a distinctly Korean art, copied neither from the
Chinese nor the Japanese, but ‘undoubtedly influenced by the Dutch who were held captive
after the wreck of their sailing vessels in the year 1632’.140 But this is a highly questionable
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account. Assuming the benefit of the doubt, it may be possible that the author’s citation
provided some connection between Korean and European lifestyles by using a name that would
be familiar to potential customers.
Still in the 1930s, it is noted that the best specimens of original traditional furniture came from
the classes of the wealthy and officials, which indicates that second-hand furniture of more
authentic quality or with an association to a higher class of previous owner was preferred. The
author continues by saying that this old furniture was in restricted supply, which led to the
production of ‘newly bespoke and commissioned furniture’. 141 The quality of the newly
produced furniture was guaranteed by using expensive Korean wood and following genuine
traditional brass engraving techniques and designs. 142 This booklet was apparently a sales
catalogue that customers were expected to order from: they could select either an ‘antique type’
or a ‘modern type’ with an additional ‘fancy finish’.
It should be noted that taller chests and cabinets with an abundant use of decorative brass
fittings were continuing to appeal to Western customers. As seen in the examples in Figure 232, this modern type of furniture came with a fancier finish and the items had the advantage of
being able to be converted into writing bureaus. A pandaji, or cash box, is advertised as
‘adaptable for use at the end of a hall in which motor robes etc., can be stored, or they can be
used as linen chests or hat chests. The taller ones can be converted into an antique writing
desk.’ 143 In a similar context, tall candlesticks were made and referred to as ‘hall candle
sticks’,144 which also attests to the modification of design and use to fit Western interiors. These
modifications in turn offered new ideas for interior decoration.
This visual documentation offers a glimpse of new furniture design for export which was
clearly oriented towards Western customers between the 1910s and the 1930s. Questions
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remain about whether particular ‘export furniture’ was in fact different from traditional
furniture or foreign imported furniture, and, accordingly, its value and position within the
evolution of furniture design in Korea. Furniture from the Open Port and colonial periods has
been given little scholarly attention, as it has been widely considered to be in decline, in terms
of quality, at this point. Many scholars, including Jongsŏk Lee, have considered the colonial
period to be one in which ‘traditional furniture’ declined in quality, since traditional furniture
became overly ornamented at the expense of structure and utility.145 This illustrates a simple
allegorical dichotomy connecting the Chosŏn period to traditional handicraft manufacturing,
but implicitly substituting the political situation for furniture manufacturing. It has therefore
been overlooked in academic studies due to the lack of remaining artefacts and poor techniques
and materials used. However, an examination of this ‘export furniture’ demonstrates how this
demand for, and interest in, traditional furniture forms an interesting trajectory that traverses
gender and national boundaries.
Storage furniture was particularly popular among Western travellers and residents, which can
be seen from the above examples. However, traditional furniture that fitted into traditional
domestic space also evolved with new lifestyles. During this process of evolution, collecting
by Westerners became a salient factor to be considered in this evolution of new furniture.
Scrutinising the dealers’ publications reveals that this Western demand and tastes had
significant influence, bringing interesting changes in furniture design, while studies of furniture
design in Korea in the early twentieth century have been few and far between.
The trade report that was discussed in Chapter 1 also contains import figures for furniture.
Foreign furniture was imported, along with the influx of Japanese and Western residents to
Korea, but certain kinds were also manufactured within the peninsula. Since there was an
increasing demand from the newly emerging public institutions and businesses and Japanese
population in Korea, manufacturers needed to produce and sell furniture to meet these foreign
living standards.146 Thus, Japanese furniture manufacturers started to settle in Korea after the
1890s and increased sharply in number and production after colonisation to meet the demand.
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Furniture of this period can be generally divided into two categories: traditional and foreign.
Foreign furniture of this particular period is called ‘hwayang’ furniture. This is a general term
for ‘Hwa’ furniture in the Japanese style, including tansu (chest of drawers) and tana (shelf).
‘Yang’ furniture in the Western style includes cabinets, chairs, tables, and beds; ‘hwayang’ thus
indicates furniture that was a combination of Japanese and Western styles.147 According to
Kong-ho Ch'oe, the Industrial Training School, Kongŏpchŏnsŭpso, led by the Japanese
Residents-General, and the Hwangsŏng YMCA established a carpentry education programme
in 1907. Both were dedicated to training in the manufacture of ‘hwayang’ furniture, using
advanced tools and machines from Japan; the existence of an industrial training facility of this
kind thus meant that this furniture no longer needed to be imported, as items could be produced
locally.148
Tae-Hee Lee’s argument is based on the changes in furniture in relation to new housing
forms.149 In the 1920s and 1930s new types of housing were introduced from the West and
Japan, which were combined with existing housing structures.150 These were called ‘cultural
residences’, a term coined in Japan in 1922 as ‘Bunka Jūtaku’: they were introduced to Korea
in the 1920s and ’30s to improve the sanitation of traditional housing by combining Western
and Japanese housing design.151 Housing such as this was part of the urban planning strategy,
and was restricted to the middle and upper classes. Tae-Hee Lee has identified that the gender
division of space was gradually replaced by the master room (formerly the inner room,
‘anbang’), and a reception and study room (formerly outer room, ‘sarangbang’) in cultural
residences. Until the 1930s and ’40s, the master room maintained traditional floor-level seating
and required storage furniture for clothing and cushions. In contrast, the reception and study
rooms were transformed into chair seating and were therefore filled with tables, sofas, desks,
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etc.152 This means that both traditional and hwayang furniture remained and co-existed, as they
were required for different areas in a single house.
As explained above, with the changes in domestic layout, the demand for the traditional
stationery-related furniture that was used in the male quarters153 declined and was replaced by
the hwayang furniture that was placed in the reception and study rooms. On the other hand,
traditional storage furniture, which was already favoured for its decorative aspect, became even
more flamboyant and highly ornamental in this period. Some local architects, such as Dongjin Park (1899-1981) and Kil-ryong Park (1898-1943) strongly critiqued the over-decorated
traditional furniture of the 1930s, arguing that the brass trimmings had lost their original
functional intention.154 Traditional Korean furniture is about a balance between functionality
and elegance, and the beauty of unadorned natural form was considered to be a primary
element. Nevertheless, for Koreans, the ornamental features were the main reason for
preferring these pieces over hwayang furniture. 155 Ornament was an important feature in
furniture, not only for Koreans but also for Western customers. Furniture began to be decorated
with an excessive use of brassware items, which increased in size and number, as well as
mother-of-pearl inlay that eventually covered the entire surface.
From the curio dealers’ publications, it can be seen that traditional furniture was in limited
supply, and that old and second-hand pieces were preferred due to their genuine, authentic
quality. Therefore dealers and manufacturers developed a new kind of ‘export furniture’,
designed for Western use, which was often placed in the halls, study rooms, reception areas,
and other areas of Western houses. I therefore argue that export furniture should be considered
separately from traditional furniture in the context of Korea and placed in its own analytical
category. While both kinds of customers preferred storage furniture, the difference between
domestic furniture and export furniture was where the furniture was positioned. In Korea, it
was still placed in women’s quarters, and was customarily prepared by a bride for her wedding,
whereas the export furniture would be positioned in men’s quarters or gender-neutral space.
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Although the production of export furniture involved contemporary tools and techniques,
materials such as glass, mirrors, or embroidery that were popular at the time were not used, and
traditional patterns were favoured. The decorative motifs for domestic furniture included
auspicious folk and floral motifs, which were considered to appeal to feminine taste. In contrast,
brass was the only material used in the decoration of export furniture, and traditional motifs
and patterns were boldly exaggerated in both size and number. As seen in Figure 2-29, items
of domestic furniture were consolidated into one piece to make good use of space and to
enhance their storage potential. In Western homes, this export furniture was used primarily for
decorative purposes, and pieces could be transformed by further repurposing, into items such
as writing desks.
The exhibition catalogue for Albert W. Taylor (W.W. Taylor’s brother) and his wife Mary L.
Taylor’s archive collection includes photo albums of the couple’s house.156 The photo albums
entitled ‘The Little Gray Home’ (the house in which the couple lived between 1917 and 1922)
and ‘Dilkusha’ (the house they lived in between 1924 and 1942) include detailed photographs
of the interiors, and it can be seen that the Taylors were using a converted Korean pandaji as a
writing desk with a matching chair (Figure 2-33). Where and when the idea of converting these
items began remains unknown, but the practice was seen frequently from the early 1920s
onwards.
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Figure 2-33. Photo album of Dilkusha / Korea (1924-1941) from Tilk'usyawa Hobangmokkŏri (Dilkusha and Chain of
Amber) (Seoul: Seoul Museum of History, 2018)

It is important to add that the demand for export furniture and the scale of the market was
significant within the context of the evolution of design and craft in Korea in this period. When
the Craft (Kongye) section replaced the Calligraphy section at the Chosŏn Art Exhibition
(Chosŏnmisuljŏllamhoe)157 in 1932, there were a number of pieces of work that combined
handicraft and industrial production.158
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Figure 2-34. Chosŏn Chest Type Desk, Yong-sun Yi, 1932 (Selection), from Chōsen Bijutsu Tenrankai Zuroku. 11

(The 11th Chosŏn Art Exhibition Catalogue).

Figure 2-35. Brassware of Chosŏn Candlestick Type Floor Stand, Nam-i Yi, 1932 (Special Selection), from
Chōsen Bijutsu Tenrankai Zuroku. 11 (The 11th Chosŏn Art Exhibition Catalogue).
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Figure 2-36. Modern Type Brassware shown in Chats on Things Korean

Figure 2-37. Chosŏn Chest Style Writing Bureau, Nam-i Yi , 1933, from Chōsen Bijutsu Tenrankai Zuroku. 12
(The 12th Chosŏn Art Exhibition Catalogue).

143

First, in 1932 Yong-sun Yi utilised traditional pandaji furniture in his design work (Figure 234). Although the front panel of the item is closed in the photograph, the title, ‘Chosŏn Chest
Type Desk’, indicates that it can be transformed into a desk. The front panel is decorated with
gaudy brassware, combining miscellaneous motifs that can been seen in both Kavanaugh’s and
Taylor’s Korea catalogues (Figure 2-30). In the same year, Nam-i Yi presented brassware
candlesticks, but replaced the candles with light bulbs (Figure 2-35), and in the following year,
he offered a chest that could be converted into a writing bureau, with a penholder, light stand
and modern lock (Figure 2-37). Although rather crude by today's standards, it is a work that
reflects its position during this transitional period as a compromise between traditional
handicraft and industrial craft. These changes, and the combination of technical approaches,
can already be seen in Taylor’s sales catalogue Chats on Things Korean (c.1930s). For
example, a ‘Hall Candlestick’ was made with a butterfly reflector (Figure 2-36), which was
drilled through the centre to allow the use of electricity.159
The selected works in the Craft section of the 13th Chosŏn Art Exhibition (1934) included little
furniture of this scale, but was instead dominated by lacquerware – both dry lacquer and
mother-of-pearl lacquer – boxes, low tables and smaller accoutrements and ceramics. 160 It
seems that there was a limit to the development and innovation of furniture into a new approach
to craft and design compared to other lacquerwares and ceramics. Any relationship between
the work of these artists and Taylor’s products remains unknown; however, export furniture
certainly influenced Korean design and craft, which stood at the crossroads of industry and art.
It seems inevitable that dealers and manufacturers would respond to the demands of Western
customers, who preferred the decorative approach of contemporary Korean objects to the more
restrained aesthetics of traditional furniture. And this demand certainly formed another strand
in the evolution of furniture design in Korea.
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Conclusion
This chapter began with an account of the construction of railways across the length of
peninsula and the new concept of modern tourism that brought unprecedented elements and
changes to Korea. The influx of foreigners to Korea hastened the advent of curio shops that
targeted an Anglophone clientele. The first emergence of these curio dealers – Kavanaugh,
Taylor and Sinn – has been studied via their archives, correspondence and ephemeral and
publicity materials. The commonalities between them have been explained, taking into account
the interrelated factors of the mining business and tourism infrastructure in the colony, the
location of Legation Street, the overlapping lists of articles for sale, and their publications. For
Western collectors, there were scheduled itineraries and favoured items, such as ceramics and
furniture. The shared information on the dealers suggests that the network and relationship
among dealers and collectors acted to create certain approaches and patterns in the collecting
of Korean objects.
Further examination of the publications and sales catalogues offered visual evidence of the
artefacts that were on the market between the 1910s and the end of the 1930s. The knowledge
and description of Korea and its material culture not only impacted on the activities of British
collectors and the nature of their collections, but also showed how the multivalent development
added authenticity to the objects they were selling. The information on the articles offered by
the dealers, especially when compared with the travel guides and books in the Thomas Cook
Archive, clearly created an aura of authenticity in the materials for sale, and supported the
market. The curios and articles offered by the dealers played an integral role in forming Korean
collections in Britain and in generating the notion of a Korean identity among British collectors.
I have placed an emphasis on the ‘export furniture’ which is evidenced in the photographs in
the dealers’ publications, since it shows another aspect of the authenticity that was discussed
in the previous chapter. The consideration of export furniture offers a helpful comparison
between traditional and foreign, or hwayang, types of furniture according to their own
characteristics, how they were translated to appeal to distinctly Western tastes and how they
were transported and relocated into a space that crossed national borders and genders. As
discussed, export furniture initially came from a limited supply of second-hand traditional
furniture. Thus the production of new furniture appeared more ‘fancy’ but repeated the
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traditional approach, to some extent. Export furniture acquired attractive terminology, such as
‘princess cabinet’ or ‘cash box’, and excessive ornamentation and new elements to fit into the
Western domestic interior. However, the producers clearly wanted to retain the authentic
traditional brass engraving technique and design and make use of genuine Korean wood. This
demonstrates that there was a dilemma between making a genuine and authentic Korean object
and something that would enhance and exoticise a fancy domestic interior. In other words, it
prompts questions of how to define tradition, or Korea’s material culture in general, that was
in the process of modernisation. Such modifications and changes tell a somewhat compromised
and fragmentary view of Korea and its material culture.
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Chapter 3. Japan’s presentation of Korea at the 1910 Japan-British
Exhibition through the rhetoric of Pan-Asianism and the Imperial agenda
Chapter 2 described how British collectors began to see Korea as a potential source for their
activity, and how Korean material culture subsequently began to enter Britain via the
development of tourism. Global tourism, curio dealers, Western collectors and their practices
of collecting all intertwined with colonialism and modernity, played key roles in antique and
artefact dealing in Korea, and had both advantages and limitations in terms of the unravelling
of cultural dynamics. Chapter 3 will describe how this collecting was fuelled within Britain by
the Japan-British Exhibition (JBE hereafter) at White City, west London, from 14 May to 29
October 1910, which was staged against a backdrop of mixed feelings about Japan’s status on
the international scene. In the Korean pavilion at the JBE’s Palace of the Orient, organised by
Japan with underlying imperialist overtones, Korea was presented for the first time in Britain
through a wide range of artefacts and photographs.
The negative international impression of Japan, described in the mixed feelings above, was
related to its characterisation as the so-called ‘Yellow Peril’ and anti-Japanese sentiment in the
early twentieth century, especially after Japan’s victory in the Russo-Japanese War (19041905).1 The idea of this Yellow Peril originated in the late nineteenth century, in reference to
the perceived existential threat posed by a vague barbarous horde of Asian people invading the
Western world.2 It did not specify any particular nation, but was sometimes applied to China
and at other times to Japan. The Yellow Peril developed for economic and demographic reasons,
as the flow of goods and the immigration of people from Japan and China were considered a
threat to the West. The Yellow Peril was also invoked to refer to the political dimensions of
the Japanese military and political threat, which caused speculation about the future alignment
of global power.3
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Japan’s victory in the Russo-Japanese war resulted in the withdrawal of Russian influence in the Korean
peninsula, after tacit agreement from the United States in the 1905 Taft-Katsura Agreement. Japan enforced the
Japan-Korea Protectorate Treaty in 1905, officially depriving Korea of diplomatic sovereignty and instead
making it a protectorate of imperial Japan. While Japan had already established overseas colonies in the West
Pacific and East Asia regions, by 1910, when the JBE was held, Korea was close to being annexed.
2
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3
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In this regard, the British attitude toward the Japanese was ambiguous. Japanese commercial
success and its victory in the First Sino-Japanese War (1894-1895) were a source of anxiety,
but were also, in some ways, appreciated by the British. Indeed, despite the growing anxiety
about Japan’s military capability and the atrocities it had committed, some welcomed the image
of the ‘plucky little Jap’.4 They often compared Japan to Britain, calling it ‘the Britain of the
East’5 and thought Japan might replace China as a force to restrain Russian power.6 However,
British fear also escalated with Japan’s victory against Russia. Michael Odijie has explained
that after the Japanese victory, the ‘Yellow Peril’ appeared copiously in popular literature and
paintings. Japan was often depicted as anti-Christian, with the long-term nefarious goal of
uniting the ‘yellow’ races against Europe. One particular example was a book by the German
author Christian Spielmann, Airer Und Mongolen (Aryan and Mongols), which placed the
Russo-Japanese War in the wider context of a forthcoming conflict between ‘white’ and
‘yellow’.7 Odijie argued that the British press remained pro-Japanese largely due to the general
Russophobia in Britain at the time, as well as the 1902 British-Japanese Alliance. 8 This
political sentiment could explain the mixed Western reaction to Japanese modernisation,
militarisation and expansion of imperial control throughout Asia. It simultaneously indicates
why Japan sought to avert the next wave of fear of the Yellow Peril by selecting Britain as the
best location in which to present Japan positively in an exhibition.
Ayako Hotta-Lister’s book The Japan-British Exhibition of 1910, Gateway to the Island
Empire of the East focuses principally on Japan’s underlying imperialist agenda of using the
exhibition to mitigate the emerging anti-Japanese and anti-alliance sentiment amongst Western
powers after the Russo-Japanese War.9 Japan saw the 1910 exhibition as a stepping stone to
proclaiming the importance of the ‘Island Empire of the East’ to the world. Japan’s plan was
carefully orchestrated in the Palace of the Orient exhibit, wherein Korea was presented
alongside Japan’s officially recognised colonies, Formosa (Taiwan), the South Manchurian
Railways, and the government of Kwantung. Speeches by the Japanese commissioner and
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representative, as well as official guide books and the press, all placed great emphasis on this
Palace of the Orient exhibit. In this context, the Korea pavilion was considered a timely event
for obtaining approval from the various powers in order to advance Japan’s annexation of
Korea. Thus, presenting Korea would have required a cautious approach for Japan, as
demonstrated by the continual adjustment of the exhibition contents, which continued even
after the items were shipped.10
In the JBE, imperialism held a complex position within Western colonial frameworks.
Although Japan sought to present itself as a rising new civilised, imperial power of the East,
several aspects still demonstrate Britain’s own Orientalist gaze toward Japan. These aspects
call attention in particular to how these, in turn, affected the presentation and understanding of
Korea. By focusing on the Korean pavilion, this chapter can examine the two main features
that distinguish it from the other exhibits organised by Japan in the Palace of the Orient. The
first of these is the exclusion of any human element, while the second is the inclusion of an
‘art’ section. This study will therefore investigate the purpose and background of these two
aspects, and also examine both the objective and the method of understanding and utilising
Korean art for a colonial purpose.
Although the JBE attracted over eight million visitors, the exhibition itself nonetheless offered
a fleeting experience of the exhibits for most of the attendees. Because 48 of the 61 items that
were originally displayed were then donated to the British Museum (BM), they were able to
exert an enduring influence on both the British collection of Korean objects and the wider
recognition of Korea. This was not only through the articles that were donated; the art section
in particular also acts as a key tool by which the imperialist setting of this exhibition and the
diverse agents that brought Korean materials to Britain in this period can be understood. Thus,
this study finally questions the impact of the JBE on the British understanding of Korea and
collecting practices that lasted for decades after the exhibition in 1910. The year of the
exhibition, 1910, ultimately constitutes the key time period of the whole thesis.
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The JBE can be studied using its official catalogues and reports, as well as its visual
documentation in the Hammersmith and Fulham Local Studies and Archives Centre (Figure 31),11 and the photo albums of the Residency-General, now held in the National Library of
Korea.12 To supplement the limited surviving visual documentation, the Korean pavilion’s art
and craft section can also be investigated by referencing concurrent and related events held in
Seoul and Tokyo. Pan-Asianism is an important overarching ideology in this chapter, as it
penetrates and connects the three events and is especially helpful for understanding the
importance of Japan’s strategy to the presentation of Korean art at the time.
In 1961, 51 years after the exhibition, Korea was again presented to a British audience in the
South Korean government’s ‘National Art Treasures of Korea’ exhibition at the Victoria and
Albert Museum (V&A). Interestingly, the respective intentions of the 1910 and 1961 exhibition
were exactly opposite: one proclaimed the colonisation of the nation, while the other
emphasised its independence, ironically causing the two events to mirror each other.
Nonetheless, both of these opposing narratives relied upon archaeological finds made during
the colonial period to construct the history and identity of a nation for the British public.
Unfortunately the 1961 exhibition failed to break away from the cultural hierarchies and canons
set down by the coloniser, which raises important questions about how nationhood is
established, as well as the dilemmas inherent to dealing with colonial data and knowledge.
Further discussion can thus be developed, focusing on how cultural hierarchy and canons were
set down by colonisers, and how these can be informed by Homi Bhabha’s concepts of
ambivalence, mimicry and hybridity.13
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Figure 3-1. Korea Pavilion. Photograph in Official Report of Japan-British Exhibition 1910 at the Great White
City, Shepherd’s Bush, London. Courtesy of Hammersmith and Fulham Local Studies and Archives

Japan’s imperialist endeavour at the Japan-British Exhibition
The international exhibitions at the turn of the century, inspired by the Great Exhibition of
1851, offered an arena in which many countries could participate and proudly present their
products. These events were designed for the enhancement of trade, the promotion of new
technologies, and the assertion of national power. Holding an exhibition also became an
obligatory task for a country that had just achieved status as a world power, or for those
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countries aspiring to do so.14 The exhibitions were brief events lasting six months at most, yet
their impact was enduring and profound for ‘the development of every aspect in architecture,
urban planning, transportation, mass communication, consumerism, science, technology, art,
industrial design, popular culture, entertainment and leisure.’15 Above all, exhibitions have
shaped the modern world and offered a visible manifestation of the notion of progress.16 Such
progress, represented by Britain’s industrial leadership in the Great Exhibition, was connected
to the burgeoning Empire, as Indian exhibits were prominent within representations of Britain’s
colonies. By the last quarter of the nineteenth century, imperial displays become prominent in
international exhibitions, such as the Colonial and Indian Exhibition of 1886.17
These events therefore became the site for a symbolic and competitive display of imperial
power. Following a series of victories in the First Sino-Japanese War (1894-95) and the RussoJapanese War (1904-05), Japan’s Meiji government wanted to use the JBE to establish itself as
an imperial power that was an equal of, and a rival to, Britain and the West. Japan was
determined to establish a name for itself as the ‘Island Empire of the East’. In contrast, Britain
appeared only mildly ambitious, and relied upon the previous bi-national Franco-British
Exhibition of 1908, which was organised privately. However, this exhibition was intended to
safeguard British control of a quarter of all Japanese imports. Britain particularly sought to
strengthen its political, strategic, and economic ties with Japan as the major emergent power in
East Asia – a connection formalised by the Anglo-Japanese Alliance of 1902.18
After the international exhibition of 1876, Japan continued to participate actively in exhibitions
for another thirty years or so. Due to their novelty for mass Western audiences, as well as
considerable effort by the government, Japanese traditional arts and crafts were praised highly
and inspired new waves of enthusiasm for ‘things Japanese’. Thus, by 1910, having ample
experience of exhibitions and ambitious to present itself as a new imperial power on a par with
14
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Britain, Japan significantly increased the size and number of Japanese colonial exhibits. 19
Japan tried to establish its new identity by presenting itself as ‘civilised’, like Britain, and
therefore projected a colonial ‘civilising mission’ to prove its strength and social
progressiveness.20 Japan presented this civilising mission through the colonies represented in
the Palace of the Orient. At the same time, Japan differentiated itself from its inferior
neighbours by presenting its path to modernisation over 2500 years.21 The ‘Japanese Historical
Palace’ exhibited a series of historical tableaux presenting Japan’s entire history, depicting
important achievements in each major period. Prominently featured were twelve large wax
figures clad in traditional robes, each representing major epochs of Japanese history. The war
department displayed elaborate dioramas of major battles and recent victories. Each of these
representations were specifically selected to depict Japan’s imperial ethos.
Jung-Taek Lee points out that the title of the exhibition space was carefully negotiated by
Japan.22 The venue, Building 23, was initially named the ‘Palace of Japanese Colonisation’ in
the official catalogue’s first edition, but the third edition lists it as the ‘Palace of the Orient.’
The use of the more exotic word ‘Orient’ may have been intended to alleviate the threat of
Japan’s imperialist aspirations towards overseas territories in visitors’ eyes, as well as
reminding them that Korea was not yet officially colonised.23 According to Edward Said’s
Orientalism, the concept of ‘the Orient’ was deliberately invented to ‘express the strength of
the West and the Orient’s weakness’.24 Said’s arguments can be broadly applied and projected
to the countries colonised by Japan, and it can be suggested that the term ‘Orient’ was ‘invented’
to indicate the group of Japanese colonies which had no other bond with each other.
Japan’s selection of the word ‘Orient’ seems to reflect the concept of ‘Tōyō (the Orient)’ in
Japan’s pan-Asianist rhetoric, which indicates a geographical entity of the East. While ‘Tōyō’
in pan-Asianism includes China, Japan, Korea and India, sharing a common Buddhist tradition,
the Palace of the Orient excludes Japan only to claim its superior status to that of the colonies
19
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and imply its leadership. The colonial hall of the Palace of the Orient was designed to
differentiate Japan from other Asian countries. Japan was thus symbolically excluded from the
Western Orientalist gaze, and the gaze was redirected towards the colonies.25 As a result, these
colonies were presented as remaining at an exotic, barbaric stage compared with a modern,
civilised Japan that resembled the West.26
The official tourist guide and other printed materials contained few visual representations of
Korea, except for its architecture. In fact, architectural models became a pivotal and central
element of international fairs during the late nineteenth and early twentieth centuries. This was
a very common strategy in international exhibitions, and reconstructed the world on a
comprehensive scale. It produced spectacles and spectators as well as transforming the
exhibition space into a form of virtual tourism. In this case, the leading exhibition producer,
Imre Kiralfy (1845-1919), successfully created spectacles in the Franco-British Exhibition of
1908.27 The JBE re-used previous settings, with Kiralfy serving as the British commissionergeneral, while Japan may have learned about the importance of architectural models in
international exhibitions. Nichi-Ei Hakurankai Jimukyoku Jimu Hōkoku (The Japan-British
Exhibition Secretariat Affairs Report) records the organiser’s intention to differentiate each
Asian country by its architectural features (Figure 3-2). 28 As reflected in the selection of
photographs in the official report of the JBE, each country in the pavilion is thus represented
by these features (Figure 3-3).
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Figure 3-2. Elevation plans of buildings in Formosa (Taiwan) and Korea from Nichi-Ei Hakurankai Jimukyoku
Jimu Hōkoku (The Japan-British Exhibition Secretariat Affairs Report) (Tokyo: Nōshōmushō, 1912)
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Figure 3-3. ‘Kwantung Government’s Exhibit and Formosan Camphor Exhibit’ (top) and ‘South Manchuria
Railway Company’s Exhibit and Korean Section’ (bottom) from the Official Report of the Japan-British
Exhibition 1910 at the Great White City, Shepherd’s Bush, London (London, 1911)

Aside from the Japanese noren curtains hanging at the main gate, the presentation of Korean
architecture is accurate. It accords with its traditional elements, such as the outline of the roof,
the wooden structure and the painted patterns, amongst other details. This exactitude
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encompasses Japan’s general effort to represent its own architectural richness through various
installations at the exhibition. It also benefits from the extensive knowledge of Korean
architecture gathered from the archaeology and antiquities survey led by the Japanese scholar
Sekino Tadashi (1868-1935).29
Almost every pavilion in this Palace of the Orient was devoted to the ‘beneficial’ development
and modernising activities of Japan in Formosa, Kwantung and Korea. The presentation
included native villages where visitors could observe carvers, metal-workers, lantern-makers,
potters, fan-makers, embroiderers and other artisans actually working in traditional ways, and
then go on to sample different brews at the Japanese and Formosan teahouse.
One of John Hennessy’s main arguments is based on the human exhibits at the JBE.30 From
the mid-nineteenth century, ‘human zoos’ of ‘primitive’ peoples in their natural settings
became widespread, and Japan was also quick to adopt this trend in displaying Ainu and
Taiwanese 31 aborigines at the 1910 exhibition. Japan, in adopting the Western imperialist
tradition of displaying colonised people in reconstructed villages in the late nineteenth century,
thus became closer to being on par with the other imperial powers while displaying evidence
of Japanese Orientalism.
At the Japanese village, or ‘Fair Japan’, visitors could watch Japanese master craftsmen
working. The celebrated Japanese potter Horikawa Kozan was invited to demonstrate the skills
of pottery and repairing treasured antiques to the British public.32 In addition, visitors were
presented with two Japanese traditional villagers in traditional straw raincoats and other exotic
outfits, as well as sumo wrestlers and geisha, to satisfy Western exoticism. Hennessey argues
that this idea was promoted by Japan’s British counterparts. 33
Likewise, while Japan sought to differentiate itself from other Asian countries, it was unable
to fully escape from Western Orientalism in these commercialised spectacles. This
demonstrates Japan’s ambivalent position – it was not possible for Japan to completely achieve
29
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a position that could compare with that of Western imperialism. Bhabha’s term ‘mimicry’ can
be understood here as the way Japan attempted to resemble Britain. However, mimicry is not
a perfect resemblance, but creates a ‘slippage’ that ensures its failure, since mimicry would at
the same time be menacing to the coloniser.34
Japan did not want to exhibit its people as stereotypes for Western entertainment, but it
ultimately had to face this indignity. However, this raises questions about Korea’s exclusion
from the colonial human exhibit, as previous exhibitions held in Japan had included human
displays of Koreans. In 1903 the Fifth National Industrial Exposition held in Osaka was the
first to include anthropological displays featuring living humans, in a ‘Human Race Pavilion’.
Along with Okinawans, Ainu, and Taiwanese people, two Korean women were placed on
display, justified as anthropological studies.35 Subsequently, the Tokyo Industrial Exposition
in 1907 exhibited a Korean man and woman in the Chōsen Pavilion. Both cases prompted
severe objections from Koreans living in Japan at the time.
Kirstin Ziomek asserts that Korean protesters turned to the notion of a pan-Asian identity to
explain why Korean people should not be displayed in the pavilion. They insisted that Japan
should instead demonstrate ‘good’ neighbourly relations with people of ‘same ethnicity’ and
‘cultural fidelity’. 36 There were also debates within Japan on the legitimacy of displaying
humans. In particular, after the Korean protests erupted, the Japanese media were reluctant to
support the display of humans. 37 Therefore Japan took notably cautious approach to
representing Korea at the JBE. This pan-Asian identity seems to explain the rationale behind
the relationship between Japan and Korea in 1910.
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In terms of artefacts, the JBE was the first occasion on which Korea was presented in Britain
as a nation alongside Japan’s other colonies. Ogita Etsuzo38 was instrumental in setting up the
Korean section, and acted as one of the directors of the government exhibitions.39 However,
the official catalogue of the JBE introduces models, plans, photographs and charts in the
Korean pavilion under the title ‘Japan’s Work in Korea’, emphasising that Koreans appreciated
and recognised in a positive way the administration of the new regime. 40 The exhibition
planners presented colonial Korea through carefully chosen photographic images, juxtaposing
the past and present social infrastructure of the country, including hospitals, courts of law and
education systems.41
Such juxtaposition of images can be found in the Tōkanfu, Nichi-Ei Hakurankai Shuppin
Shashinchō (Residency-General, Japan-British Exhibition Photo Album) (Figure 3-4), giving
a glimpse of the actual selection. This album was a documentation of the selection of the items
for exhibition, and was prepared in 1909 in Seoul by Murakami Tenshin.42 The album’s date
indicates that it was published before the exhibition in order to document the process of
selecting the items. Furthermore, as Murakami Tenshin was an imperial photographer based in
Seoul, the album was based on his photographs that would also be included in the exhibition
(Figure 3-7). The photographs show a range of items, including a traditional military officer’s
38
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uniform, with helmet and sword; wooden lacquered boxes inlaid with mother-of-pearl; a model
of a house, and a small table (soban) (Figure 3-5). Figure 3-6 shows some Silla period pottery
on the top shelf, while the rest appear to be Koryŏ period celadons.43 The bottom photo in
Figure 3-6 shows four mats, two cabinets and some incense burners. Next to it seem to be
folding screens, tobacco boxes made of marble, some porcelain pieces, and boxes/dishes of
lacquered wood with mother-of-pearl inlay. It is not clear exactly how the artefacts were
displayed. In the latter image, at least four different mats are included in the photograph, but
only three mats were donated to the museum. Whether all the objects were sent to Britain is
unknown, and it is also possible that the displays could have been adjusted on site.
The official catalogue of the JBE lists 61 individual and groups of Korean artefacts, including:
The fine specimens of earthenware, porcelain, and metal-work of various kinds, the
armour, bows, arrows, and swords used by Koreans, the collection of bamboo boxes,
cabinets inlaid with mother-of-pearl, silver-ware, brass-ware, iron-ware inlaid with
silver.44
These items were said to be ‘exquisite’ and ‘lovely’ examples of the Korean craftsman’s art.45
Most were late nineteenth- and early twentieth-century objects, but earthenware products from
the Silla period (57BC-925) and stoneware and metalwork from the Koryŏ period (918-1392)
were also displayed.46 Ogita donated some of the items in the exhibition to the BM after the
exhibition closed, which allows the details of their histories to be traced. The donated objects
are as follows: One sword and one sheath; one bow, one quiver, six arrows; one bowl and
cover, one tea bowl, one storage jar, one jar, one vessel, three dishes; two caskets and two lids,
three cabinets and one box, four boxes and one lid; one brush pot, one plaque; two smokingpipes, three mats, five fans; one model building structure; two figures and one costume, one
women’s jacket, one pair of shoes, two pairs of sandals; one ruler, one thread-winder, two
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spools.47 The donation was made in two instalments: 44 pieces were given in the first of these,
while the second instalment followed two days later, and consisted of six pieces of porcelain,
including two Japanese dishes.48
Jung-Taek Lee reviews the different context of the articles when they were displayed at the
BM, which now minimised the colonial perspective. Many of the donated items were
nineteenth-century products, and thus were initially categorised as an ‘ethnographic collection’
rather than ‘oriental antiquities’. However, Lee notes that the articles in the current display
have shed their colonial implications and new values and interpretation of the objects have
been adopted, explaining the material culture of the Chosŏn period.49
Therefore, of the items that were displayed, some twenty or so were not donated to the BM,
but returned to Korea. The items that were returned were initially categorised as ‘ancient art’
by the exhibition planners. According to a newspaper report, the Residency-General decided
to exhibit models, photographs, charts, ancient art and contemporary craft. 50 The report
categorised the objects separately as either ‘ancient art’ or ‘contemporary craft’, and mentioned
that the items in the former category were archived by the T'akchibu [the financial department]
in the collection of the Kungnaebu [the Department of the Royal Palace]; those items deemed
to be contemporary craft included curtains, fans, stoneware vessels, bamboo ware, mats,
embroidery and textiles.51 The article suggests that the organisers considered the ancient items
to be ‘art’, and part of the Kungnaebu collection, while the contemporary objects were merely
‘craft’.
Although the Residency-General photo album records that the ‘ancient art’ items were grouped
and placed on open shelves (Figure 3-6), in London they may have been displayed in glass
cases. They were certainly treated with special care and considered to be more valuable than

47

Jung-Teak Lee, ‘Korean Artefacts’, 80, and Jane Portal, ‘The Origins of the British Museum’s Korean
Collection’ in Transactions of the Royal Asiatic Society Korea Branch, 70 (1995): 47.
48
Jung-Teak Lee, ‘Korean Artefacts’, 80. Regarding the first instalment, Jane Portal, curator of the Korean
gallery at the British Museum at the time, counted 45 pieces. The museum accession numbers span from
As1910, 1111. 1 to 1910, 1111.45 with 8 missing items listed in an online collection search. Korean items in the
second instalment spans from 1910,1113.1 to 1910, 1113.4.
49
Jung-Teak Lee, ‘Korean Artefacts’, 80-81.
50
‘Singmin'gwanch'ulp'um (Exhibition of Colonies inventory)’, Hwangsŏngsinmun, 26 June 1909, 2.
51
‘Ilryŏng pangnamhoe ch'ulp'umgŏn (Japan-British Exhibition inventory)’, Hwangsŏngsinmun, 11 September
1909, 3.

161

the contemporary craft items. For this reason, the ancient art exhibits were transported
separately from the rest of the pavilion exhibit items in November 1909. Hwangsŏngsinmun
(20 November 1909) reported that ‘the Kungnaebu Ŏwŏnsamuguk [the Bureau of Royal
Garden Affairs] transported 40 pieces of valuable items from the museum a few days ago to
exhibit at the Japan-British Exhibition’.52
These items of ‘ancient art’ are documented as belonging to the Kungnaebu collection, and
their rarity and value were so great that the organisers were loath to donate them to British
museums. Despite such particular care and significance accorded to them, no other visual
documentation of these articles of the Silla, and mainly the Koryŏ, period was found anywhere
in the JBE exhibition guides, catalogues, newspaper reports or objects recorded at the BM.
Because of this, although this ancient art section characterised and differentiated Korea from
other Japanese colonies, cross-referencing other studies would offer useful analogies for
creating an understanding of the Korea Pavilion at the JBE.
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Figure 3-4. Tōkanfu, Nichi-Ei Hakurankai Shuppin Shashinchō (Residency-General, Japan-British Exhibition
Photo Album) (Seoul: Murakami Tenshinsha, n.d.), front cover
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Figure 3-5. Tōkanfu, Nichi-Ei Hakurankai Shuppin Shashinchō (Residency-General, Japan-British Exhibition
Photo Album) (Seoul: Murakami Tenshinsha, n.d.), page 1
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Figure 3-6. Tōkanfu, Nichi-Ei Hakurankai Shuppin Shashinchō (Residency-General, Japan-British Exhibition
Photo Album) (Seoul: Murakami Tenshinsha, n.d.), page 2
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Figure 3-7. Tōkanfu, Nichi-Ei Hakurankai Shuppin Shashinchō (Residency-General, Japan-British Exhibition
Photo Album) (Seoul: Murakami Tenshinsha, n.d.), page 13

Just a few months before the opening of the JBE in London in 1910, the first museum in Korea,
the Yi Royal Family museum [Yiwangga pangmulgwan], opened to the public on 1 November
1909 at Ch'anggyŏng palace, known as the East Palace. 53 Simultaneously the first major
exhibition of Koryŏ celadon opened in Tokyo. The Japanese government’s imperialist strategy
to advance its position as a protectorate of Korea in the eyes of Western and other foreign
countries appeared in each concomitant event, and all the events emerged from overlapping
and similar collections. The three exhibitions between 1909-1910 – the Yi Royal Family
museum in Seoul, Korea, the first major exhibition of Koryŏ celadon in Tokyo, Japan, and the
Korean pavilion at the JBE in London – were all driven by the same intention. Occurring just
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The official name of the museum was not confirmed at the opening. Initially local newspapers referred to it by
several names, such as ‘Museum’, ‘Ch'angdŏkkung museum’, ‘Ŏwŏn (Royal Garden) museum’, ‘Hwangsil
(Emperor’s Household) museum’, ‘Kungnaebu (Department of the Royal Palace) museum’ etc. Some
Anglophone travel guides simply introduced it as the ‘museum’ located in the East Palace. The royal collection
was officially named the Yi Royal Family Museum in 1912, followed by the publication of Ri Ōke
Hakubutsukan shozōhin shashinchō (Catalogue of the Yi Royal Family Museum Collection) (Seoul: Riōshoku,
1912).
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before the annexation of Korea (August 1910), all three exhibits can be read and analysed by
cross-referencing them.

Establishment of the first museum in Korea
The first mention of any intention to establish the Yi Royal Family Museum (hereafter YRF
Museum) 54 is believed to be in a preface written by Komiya Mihomatsu (1859-1935). He was
the deputy director of the Kungnaebu – as mentioned above, the same office that was in charge
of the JBE – at the time, and published his comments in the 1912 Catalogue of the Yi Royal
Family Museum Collection. The preface clarifies that the museum was proposed by Komiya
himself as ‘an amusement to cure the ennui of the Emperor Sunjong’, 55 alongside the
zoological and botanical gardens in the East Palace.56
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After the annexation, Japan changed the Great Han Empire (Taehanjeguk, 1897-1910) back to ‘Chōsen’ and
downgraded the ‘Royal Family of Great Han Empire’ to simply the ‘Yi Royal Family (Yiwangga)’ of the
previous Chosŏn dynasty. In February 1911, the Office of the Yi Dynasty (Yiwangjik) was established as an
organisation for handling affairs related to the Yi royal family. This organisation was the later version of the
Kungnaebu of the Great Han Empire, which had taken charge of royal affairs. As a result, the establishment of
the museum was under the jurisdiction of the Kungnaebu.
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due to his dispatch of confidential emissaries to the Second Peace Conference at The Hague in 1907, declaring
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Treaty).
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Family Museum Collection) (1912) records: ‘In the winter of Meiji 40 (1907), when the new Emperor, now
King Yi [Sunjong], was preparing to move to Ch'angdŏk palace from Tŏksu palace, I was supervising the
refurbishment of Ch'angdŏk palace. While I was engaged with it, on November 4th, the Prime Minister at that
date, Yi Wanyong, and the Minister of the Kungnaebu, Yi Yunyong, asked me whether there might be any
amusement to cure the ennui of the emperor. I therefore suggested establishing a museum and a zoological and
botanical garden and then further explained the plan, which pleased the Ministers, who approved it.
Accordingly, I set about selecting the site, designing the buildings and collecting the objects, and by September
of Meiji 41 [1908] the Bureau of Royal Garden Affairs [Ŏwŏnsamuguk] was created to assume charge of the
work.’
In 1918 edition of the YRF museum catalogue, the English version of the preface describing this ennui was
translated: ‘the two gentlemen asked me to provide something interesting in the new palace for the amusement
of His Majesty, so that he might find new pleasure in life.’ In Ri Ōke Hakubutsukan shozōhin shashinchō
(Catalogue of the Yi Royal Family Museum Collection) (Seoul: Riōshoku, 1918).
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Another record, in contrast to the above, illuminates the museum’s underlying purpose of
countering any potentially negative impression of the Japanese annexation that foreign
countries might harbour, and representing how cordially the royal family of Korea was treated
by the Japanese government. Gondo Shirōsuke (1875-?), a Japanese official in attendance on
the Emperor Sunjong, described it in his memoirs as follows:
Deputy Director Komiya explains: “There are still some misunderstandings about the
annexation of Chōsen in foreign countries. There are many who do not know how our
country and imperial household are generously treating the Yi royal family. We must
first clear up this misunderstanding. Therefore, we need to show the real facts of the
royal family.” In this attempt, Ch'angdŏk Palace will be opened to the public, like an
object placed in a transparent glass bowl. Any honoured guest should receive
hospitality to see the palace and garden at discretion, and the present situation of the
royal household will be explained to them. As a result, everyone will know how our
country [Japan] treated the Yi royal family with generosity, and how the royal family
enjoyed a peaceful and happy life. This strategy was especially effective in resolving
the misunderstanding of foreigners.57
An important correlation exists between the two distant events of the JBE in London and the
opening of the YRF Museum in Seoul, which can be understood in the same context. It is worth
noting that the Japanese government used both events to pursue very similar intentions, namely
to alleviate any negative impressions of the Japanese annexation of Korea held by foreign
countries, particularly the major Western powers. There were a number of differences between
the two sites – one was a permanent museum display in Korea while the other was an
international exhibition in one of the foreign countries that ‘misunderstood’ the imperialist
endeavours of the Japanese.
Deputy Director Komiya’s metaphor ‘like an object placed in a transparent glass bowl’ is also
notable. Glass display cases suggest the objects being dislocated from their original context
and relocated in a display case for the visitor’s/spectator’s experience. Anthropologist and
museum director Michael Ames has employed the term ‘museumify’ to describe the way a
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Gondo Shirōsuke, Taehanjeguk hwangsilbisa (A Secret History of the Great Han Empire) (Seoul: Chosen
Shimbunsha, 1926), trans. Yeon-suk Lee (Seoul: Imago, 2007), 54-55. (English translation from Korean by the
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museum places history, nature and traditional societies under ‘glass’, thus ‘sanitizing,
insulating, plasticizing, and preserving them as attraction and simple lesson aids’.58 Likewise,
the Great Exhibition of 1851, which took place on an unprecedented scale as a world fair,
displayed achievements in art, design, science and industry under a large ‘Crystal Palace’. A
display in a glass case entails the objects being cut off from their original context, but also
means they are engaged with by a multitude of people in a tourist attraction and spectacle such
as a world fair. For Japan’s Fifth National Industrial Exposition in 1903 in Osaka, the mayor
proclaimed that ‘All kinds of things from all of Osaka will be put in a glass box, and one must
think of being displayed before the eyes of the world’.59 Similarly, the proposal for the new
YRF Museum treats the Yi royal family as a subject of display. The authority of the native
ruler has now been relegated to entertainment for visitors. In this way Korean agency and
subjectivity were removed, with a new narrative being imposed by the colonising Japanese.
The palace was developed into a tourist destination and was deployed to show off Japan’s
achievements. It was therefore publicised to international tourists, as well as to the local
Japanese. When the YRF Museum catalogue was published in 1912, three years after its
opening, it was written in Japanese apart from the captions for the photographs and the preface,
which were in both Japanese and English. This suggests that the museum primarily targeted
Japanese and Anglophone visitors, rather than local Korean people. In such a context, Koreans
were excluded from the knowledge and information that the museum engendered. This
markedly contradicts the statement in the preface that the purpose of the museum was to ‘cure
the ennui of the Emperor Sunjong’, as after the annexation Sunjong was forced to abdicate and
was, in fact, imprisoned in Ch'angdŏk Palace60 for the rest of his life.
The promotion of the museum was, instead, a method of weakening the political and cultural
meaning of the Palace, which had been the symbolic centre of the previous dynasty but was
now degraded to a mere amusement park. 61 In April 1911 Japan re-named the area of
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Ch'angkŏng Palace, or Ch'angkyŏng ‘kung (宮)’, including the museum and zoological/
botanical gardens, as Ch'angkŏngwon – ‘won (苑)’ which means ‘park’ in the sense of
cultivating animals and plants, thus evincing its identity as a place of entertainment rather than
as a former royal throne.
In 1912, the YRF Museum catalogue featured the juxtapositions of past and present images of
the museum site, similar to the photographic representations in the JBE. The pairs of
photographs of the Museum, zoological garden and botanical garden are featured with captions
stating ‘as it appeared before’ or ‘in the course of being laid out’, as opposed to ‘as it looks
today.’62 These images and descriptions are deliberately juxtaposed to compare the grassy,
abandoned past to the new buildings and landscapes of the present. The use of these
photographs is intended to emphasise the way in which development and modernisation
benefited Korea under the protection of Japanese imperialism.
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Riōshoku, 1912)
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Figure 3-8. Past and Present of the Palace (top); the Zoological Garden (middle); the Botanical Garden (bottom)
in Ri Ōke Hakubutsukan shozōhin shashinchō (Catalogue of the Yi Royal Family Museum Collection), 1912

Many travel guides featured the Museum site as an essential part of an itinerary, as mentioned
in Chapter 2. Among these was the Japanese Tourist Bureau’s Guide to Keijo (1917), which
contains further specific information on the museum site.63 It states:
There is a museum maintained by the Prince’s Household in the palace grounds, and it
is thrown open to the general public. A large number of valuable old wares, paintings,
writings, etc., are exhibited, giving visitors an excellent opportunity for studying the
ancient art of country. The botanical garden is laid out in the formal Japanese style,
with lakelets, artistic bridges, etc., and is being stocked gradually with rare plants. The
fine greenhouse contains a number of beautiful orchids. Here, cherry blossoms in April
and maple leaves in November attract many visitors. The zoological garden contains
the usual assortment of animals from rodents to elephants, besides some splendid tigers,
leopards, and bears.64
It again reiterates that the YRF museum is ‘maintained’ by the royal family in Korea, and that
the rationale of this museum is the study of the ‘ancient art’ of the country. It notes that the
plan of the botanical garden follows the Japanese style, while the cherry blossoms recall a
typical Japanese tourist attraction. Exotic animals such as elephants, and of course, tigers and
leopards, in the zoo display the modernity which was discussed in Chapter 2.
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However, the formation of the YRF Museum collection is evidence of the way the Museum
contradicted its own rationale and excluded Korean subjectivity. The Museum’s collection was
not inherited from the royal family. According to Kye-ri Park’s PhD thesis on the history of
Korea’s museums, the YRF Museum instead advertised a plan to acquire its collection from
individuals. 65 As a result, 92.8% of the collection was acquired in the ten years after the
establishment of the Museum, while 36.7% of the entire collection was collected between 1908
and 1910. An analysis of the kinds of artefacts that were purchased in the first ten years
demonstrates that the Museum bought large quantities of Koryŏ ceramics and metal wares in
1908, while during the years 1909-1910 they focused on obtaining examples of painting and
calligraphy (sŏhwa).66 The acquisitions of 1908 can be attributed to the substantial increase in
illegal excavations of Koryŏ tombs, and as a result many items of pottery, metal and jade
became available for trade in Seoul, many of which ended up in the Museum.67
When the YRF Museum was transferred to the Tŏksu Palace site and renamed as the YRF Art
Museum, ‘Yiwanggamisulgwan’, in 1938, the collection consisted of 33.6% painting and
calligraphy, 30.7% pottery and ceramics and 23.6% metalware, which can be considered a
good balance of mediums. However, the Museum catalogue, published in 1912, included only
677 items out of the 12,030 items in the collection. Of the items catalogued, 41.4% were pottery
and ceramic objects, 30.3% were items of metal ware, and only 9% were paintings and
calligraphy.68 The difference between the catalogued articles and the actual collections may
indicate what the Japanese sought to emphasise in presenting Korean art history. As indicated
in the Guide to Keijyo, ‘ancient art’ is emphasised. As seen in the JBE exhibit, there was no
shortage of painting and calligraphy in the Museum’s collection, but Japan nonetheless only
selected two genres – metal wares and pottery and ceramics from the Silla and Koryŏ periods,
to represent the ancient art of Korea.
65
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The fact that the YRF Museum actively purchased the Koryŏ celadon indicates a very
important turning point in the way that obtaining items from graves was accepted and
legitimised. Many scholars agree with museologist So-hyun Park’s argument that the
establishment of the YRF Museum played a crucial role in bestowing the status of ‘art’ and
‘tradition’ on Koryŏ celadon during the colonial period.69 This also contributed to a cultural
rhetoric that rationalised colonialism, as it constructed a theory of the decline of Chosŏn art
(Chōsen geijutsu suibōron or Chosŏn yesul soemangnon). The theory was adopted variously
among many Japanese scholars in Korea at the time, but generally insisted that mature Koryŏ
art declined in the Chosŏn period due to the society’s devotion to Neo-Confucianism and the
rejection of Buddhism.70 It reinforced Japan’s claim that it was protecting Korea’s traditions
and art.71
It is a well-known fact that the first Japanese Resident-General of Korea, Itō Hirobumi (18411909) was a fervent collector of Koryŏ celadon, as testified in various memoirs. According to
a recollection by the Japanese antique dealer Sasaki Choji:
In 1906, a large amount of Koryŏ pottery was excavated in the Kaesŏng area. Itō
Hirobumi bought the Koryŏ pottery as an example of a local product. As a result of the
establishment of the museum by the office of the Yi Royal-Family [Yiwangjik], deputy
director Komiya became especially interested in Koryŏ pottery and antique vessels.
Therefore, a new era finally dawned in which old relics were vigorously unearthed.72
His recollection clearly affirms that the establishment of the Museum brought changes in the
way in which Japanese collectors considered antique vessels. When the contents of the graves
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became ‘art’, by virtue of gaining the authority of a museum context, they were able to
represent the history and traditions of the country. This development demonstrates that these
traditions were in fact newly created, and further indicates that the legitimacy of the Museum’s
royal collection was not inherited but rather invented by the Japanese for their own benefit.
Furthermore, the illegal plundering of tombs became justified and legitimised by this new
institutional framing.73
The Museum’s first acquisition was from Kondō Sagoro, a Japanese antiques dealer in Seoul,
at the beginning of 1908. It was an inlaid celadon ewer and basin set from the thirteenth century,
decorated with grapes and the figures of boys painted in underglaze copper-red. The Museum
paid the significant sum of 950 wǒn, and later acquired another thirteenth-century inlaid
celadon vase with peony and chrysanthemum decoration, purchased for 150 wǒn. 74 Such
purchases rapidly raised the official market price of celadon items, and established an exclusive
connection between the Museum and Japanese antiques dealers.75
It is interesting to note that the prices for celadon offered by the curio dealers to Western
collectors, as noted in Chapter 2, were not as high as those of the Japanese dealers. A direct
comparison might not even be possible, due to the difference in the size and quality of each
article, but it can be concluded that a significant price disparity existed between the two. For
instance, Kavanaugh’s receipt for Professor Sayce (1845-1933) in the Ashmolean Museum’s
archive indicates: ‘1 Karaki cup and stand (15 yen) 76; 1 Karaki dish (15 yen); 1 Karaki dish
(15 yen)’ in 1912. C. H. Wylde, Keeper of Ceramics at the V&A, recorded the acquisition of a
few ‘Koraiyaki’ cups and spittoons for between 15 yen and 40 yen on a 1911-1912 collecting
trip (Figure 3-9).77 Therefore, the YRF Museum’s acquisition at 950 wǒn in 1908 – four years
earlier – may indicate the difference in the prices charged by the Japanese dealers and the curio
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dealers. Such extraordinary prices also explain the Japanese dealers’ exclusive monopoly over
the trade with the YRF Museum.78
Wylde also wrote: ‘We only have a few specimens in this Museum of the finest class of Corean
pottery, and the prices given by the Japanese are extraordinarily high. I was asked for £60 for
a tea pot such as in England we should not expect to be priced at more than about £16.’79 In
his memo, ‘this Museum’ refers to the YRF Museum, and attests to the inclusion of the YRF
Museum on the itinerary of foreign travellers, as well as its role in increasing the prices of
celadon in the market. The price differences between the English market and the Korean market,
which was overinflated by the Japanese, are apparent. It was true that the prices paid to the
London dealers by the V&A between 1909 and 1911 ranged within £6 and £25 at the highest.80
Although difficult to explain with accurate numerical values, Wylde’s record offers an
indication of the fact that selling prices differed vastly between Japanese antique dealers and
the curio dealers targeting Western collectors. It can be speculated that the merit of patronising
curio dealers was more to do with shipping and communication; however, the lower price may
have been another reason. Furthermore, the difference in prices between the curio dealers and
Japanese antique dealers suggests a different range of items, and that the Japanese dealers held
a monopoly, with overinflated prices. However, this seems to have been supported by, and in
fact benefited, the YRF Museum.
As discussed, the establishment of the YRF Museum sparked many shifts in the social,
economic and cultural fields. It caused a monopolistic connection between the Japanese dealers
and collectors and led to inflation in the prices of Korean antiques. Most of all, the account of
the development art history and collecting was biased, centring on the ‘ancient art’ of Korea,
thus solidifying the theory of the decline of Chosŏn art. Returning to the JBE exhibits of ancient
art – these, too, belonged to the collection of the YRF Museum. While the art section of the
Korea pavilion was exceptional amidst the displays relating to other Asian countries, it still
reinforced this biased judgement and appreciation of the history of Korean art. Japan’s pan-
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Asian rhetoric is a key to understanding the Japanese recognition of Korea and its impact on
the formation of its art history, which could explain Japan’s cautious approach to the
presentation of Korea at the JBE.

Figure 3-9. C. H. Wylde’s purchase list from V&A Registry, Nominal file, ‘Purchase by Officers on Visits
Abroad (1902-1954)’, part 4. Courtesy of Victoria and Albert Museum, London.
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Reflecting pan-Asianism
Pan-Asianism began as a reaction to the impending Western threat to East Asia, especially the
Opium War of 1839-1842, which acted as a watershed event. The earliest ideas of panAsianism emerged in Japan during the Edo period (1603-1868). It included rather vague
sentiments about strengthening Japan’s sovereignty against the West, but gradually developed
into seeking Asian solidarity and a shared common destiny with China and other neighbouring
Asian countries.81
At the turn of the twentieth century, the artistic pioneer Okakura Tenshin (or Okakura
Kakuzō)82 published The Ideal of the East (1903) and The Awakening of Japan (1904), which
exercised a substantial influence on pan-Asianism. Okakura attempted to trace Japan’s origins
and proclaimed it to be historically unique among Asian civilisations, which otherwise shared
a common aesthetic past anchored in the Buddhism of Chinese and Indian civilisations. Based
on his theories of Asian civilisation, Japan had preserved its independence and became the true
repository of Asian culture, which afforded it the responsibility of providing cultural leadership
to Asia.83 As introduced in Chapter 1, work on Korean archaeology was initiated and developed
exclusively by Japan. Historical and racial studies were used as theoretical support for the rewriting of Asian history based on the increasingly central role of Japan.84
Okakura’s pan-Asianism was also characterised by the racial reading of East-West
confrontations as a conflict between the ‘yellow’ and ‘white’ races.85 Although the geographic
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boundary of the yellow race was unclear, the notion of yellowness was largely restricted to the
idea of Korea, China, and Japan – those countries in the East who shared a racial and cultural
history.86 However after the Russo-Japanese war, a new regional configuration emerged as a
result of the decline of China, the rise of Japan, and the increasing presence of the West. Japan
therefore advocated its own leadership in promoting regional solidarity and security.87
While some scholars see such a departure from a longstanding Sino-centrism as the rise of
modern Asianism, others question the fact that Japan’s leadership role in Asia supported their
invasive imperialism. Indeed, Japan proclaimed itself as the saviour of Korea during the first
Sino-Japanese War (1894-95), and ultimately sought to free Asian countries, including India,
from European constriction.88 The rapidly modernising Japan became the first non-Western
power to acquire a colonial empire. It occupied Taiwan after the Sino-Japanese war, obtained
indemnities and special privileges in China (1895), transformed Korea into a protectorate,
acquired south Sakhalin, and obtained special rights in Manchuria (1905).89 Japan’s supposed
destiny to lead Asia was used to justify these invasions, which raised criticism from other Asian
countries. Korea and China had earlier agreed with the idea of Asian solidarity and
transnational cooperation against the Western threat, but soon turned against it in the face of
Japanese aggression. The Korean historian and independent activist Ch'aeho Sin (1880-1936)
criticised this pan-Asianism at the time, suggesting it was merely a tool for Japanese
expansionism and imperialism in the guise of Asian solidarity.90
Japan’s attempt to become ‘civilised’ and ‘sovereign’ based on the Western notion of
civilisation and enlightenment (bummei kaika) offered an alternative notion of Tōyō (the
Orient), the idea that a shared race and culture could develop a new and distinctive
civilisation. 91 This is clearly reflected in the 1910 JBE, where Japan emphasised the long
history and tradition that grounded its current state of civilisation and modernisation. In this
context, Korea was inseparable from the notion of this Eastern region, Tōyō, and was seen as
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sharing racial and cultural characteristics. Thus there was a slight, yet important, difference
between Korea and the other colonies. While Korea was one of the central participants in Tōyō,
others, such as Taiwan and Manchuria, were relegated to the periphery. Even though Japan had
included human displays of Korean people in earlier domestic expositions, for the 1910
exhibition Japan was very cautious about the reaction from Western audiences. However,
despite this shared history, Japan clearly differentiated and ‘Othered’ itself from its own
colonies. Japan used the Palace of the Orient to highlight the common features of Asian
countries, but also carefully selected its material representations to ensure that they did not
appear as accomplished or civilised as Japan itself. This allowed Japan to underline its own
superiority and affirm its role of leadership amidst these declining Asian cultures. Thus the
Japanese rhetoric regarding Korea was that they shared a glorious past, but that the current
state of decline required deliverance by the Japanese. This is reflected in its emphasis on
ancient and older Korean art, rather than more recent artistic endeavours.
Japan used the art and fine art sections to present itself as an equal to Britain, thus positioning
itself within a Western hierarchy. Japan’s art and craft section included fine examples of lacework, drawings, gold and silver work, embroideries and brocades and musical instruments, as
well as exquisite pottery and porcelain ware, bronze ware, metal carving, ivory work and
jewellery.92 It should be noted that the art and craft section was differentiated from the fine art
section. Japanese fine art was displayed in a separate building and it conformed perfectly to
the Western category of fine art – painting and sculpture. Japan’s pagoda and Buddha statues
were represented, along with a series of architectural models of ancient temples on a 1:12 scale,
and were categorised as sculpture. These sculptures dated back to the seventh century and were
crafted from wood, metals or gold. Old Japanese paintings, principally screens and scrolls,
were displayed in glass cases. Paintings from the Heian period (794-1185) to the Edo period
(1603-1868) were followed by examples of contemporary art of the Meiji period.93 While the
items in the Korean display were described as ‘exquisite and lovely examples of the
craftsman’s art’,94 the Japanese art was praised as the priceless ‘treasures of the nation’, since
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it belonged to national and private collections, famous temples and shrines, and even to the
imperial household’s own collection.95
Here it is worth recalling that even though Korean painting and calligraphy occupied the largest
part of the YRF Museum’s collection, Japan deliberately excluded examples of these from the
exhibition. Painting and calligraphy was already appreciated in museums and private
collections in Japan and Korea. However, because Japan wanted to present the Chosŏn period
as being bereft of culture and art, and in a state of decline, Japan deliberately prevented the
display of these collections of Chosŏn painting and calligraphy to the West. The legitimacy of
Japan’s position vis-à-vis Korea that was supported by pan-Asianism was well presented in the
concurrent first exhibition of Koryŏ celadon, in Tokyo, Japan, held in late 1909.

The first exhibition of Koryŏ celadon, ‘Kōryūshō’, in Tokyo
The first major exhibition of Koryŏ celadon, or Koryŏ ware, ‘Kōryūshō’, was held in Tokyo,
Japan, in the autumn of 1909.96 Although not much information about the exhibition itself has
survived, especially regarding the exhibition venue/dates and its audience, the implications of
this exhibition certainly extended beyond the Japanese border, as the catalogue was circulated
internationally. A number of copies were collected by renowned experts and collectors of
Oriental ceramics, and one copy, now held by the library at SOAS, was previously owned by
the Oriental ceramics collector Oscar C. Raphael (1874-1941). It was presented to him in 1914
by the London branch of the Japanese antique dealer Yamanaka & Co. As one of the first
official studies and presentations of Koryŏ celadon, this catalogue certainly reached a wide
audience of international collectors and scholars, and copies are now housed in libraries in the
UK, United States, Taiwan, Japan, Korea and elsewhere.
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The catalogue for the event was published in February 1910 by the exhibition organisers, Itō
Yasuburō and Nishimura Shōtarō (Figure 3-10). It included about 120 pieces, owned by
Japanese collectors in Tokyo, Osaka, Kyoto and Seoul.97

Figure 3-10. Exhibition organisers and catalogue publishers of Kōryūshō

Several of the collections belonged to aristocratic families, such as that of Marquis Matsukata
(侯爵松方, 1835-1924), Japanese Prime Minister from 1891 to 1892 and 1896 to 1898 (Figure
3-11). Others belonged to Baron Takahashi (男爵高橋, 1854-1936), a politician who later
served as Prime Minister between 1921 and 1922, as well as Viscount Okabe (子爵岡部),
Viscount Suematsu (子爵末松) and Baron Gotō (男爵後藤), all of whom were renowned
Japanese politicians and government officers from noble families (Figure 3-12). The order in
which plates were displayed seems to have corresponded to Japanese social hierarchy rather
than the collection itself, as they were loosely grouped by the towns where the collectors lived.
This arrangement seems to emphasise the fact that collecting Koryŏ celadon was mainly an
upper-class pursuit, and also that the collecting and appraising of Koryŏ celadon was associated
with Japan’s traditional tea ceremony, which will be explained in Chapter 4.
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Figure 3-11. Celadon collection of Marquis Matsukata, from Kōryūshō (Tokyo: Itō Yasuburō and Nishimura
Shōtarō, 1910)

Figure 3-12. Collection of Baron Gotō, from Kōryūshō (Tokyo: Itō Yasuburō and Nishimura Shōtarō, 1910)

182

Although the catalogue only features family names, a few names of collectors in Seoul are
recognisable for their prominence in the collecting and trading of celadon. Four Japanese
collectors from Seoul were involved. The first of these was Ayukai Fusanoshin (鮎貝), a Korean
linguistics scholar and historian, who is said to have purchased celadons in 1894-5. Ayukai,
often dubbed as ‘the best collector in Keijō’ or ‘a pioneer of Chosŏn antiquities’, published a
paper about Koryŏ celadon, titled ‘Kōrai no hana (Koryŏ flower)’ in 1908, thought to be one
of the earliest studies of Koryŏ celadon by a Japanese scholar.98 He was involved with both the
YRF Museum and the GGC Museum in terms of collections and cataloguing, and as a
committee member and advisor to the Museums. The second was Kondō Sagoro (近藤), a
Japanese antiques dealer based in Seoul. As mentioned earlier, he was one of the earliest
antique traders to sell celadon to the YRF Museum, and helped the third collector, Itō Hirobumi
(伊藤), to create his own celadon collection. Last, Akahoshi Sakichi (赤星) was another antiques
dealer who came to Korea in the 1890s; he founded a business there in 1908.99
An entry from Osaka shows an animal-shaped ceramic item and a celadon ewer in the form of
a mythical dragon turtle with a twisted rope handle, originating from the collection of the Ogura
(大倉) family. One particularly important member of this family was Ogura Takenosuke (18701964), a businessman in Korea during the colonial period and, moreover, one of the most avid
– but also notorious – collectors of ancient Korean art.100 Such names offer a glimpse of the
early collectors and dealers engaged in the collection of Koryŏ celadon at the time.
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The catalogue includes 20 pages of text on Koryŏ wares and 40 plates of photographs, which
seem to have been taken of the display and are grouped according to collector. Some vessels
are displayed on small tables or laid on cloth-covered pedestals, while others are displayed
with wrapping cloths and wooden containers (Figure 3-13). The studies of the Koryŏ wares are
extensive: the authors describe their history, origins and sources, and provide a wide range of
details regarding their shape and decorative motifs, manufacturing region, kilns, and other
characteristics of the Koryŏ wares. A vivid illustration of where and how each item was found
indicates that the looting of tombs was prevalent, and that collectors/authors were clearly aware
of it. The most exquisite items were reportedly taken from graves located near the Koryŏ capital,
Kaesŏng, and Kanghwa, where many members of the royal family and Koryŏ aristocrats were
buried.101

Figure 3-13. Photograph of (alleged) Koryŏ ware or tea bowls displayed with wrapping cloths and wooden
containers, from Kōryūshō (Tokyo: Itō Yasuburō and Nishimura Shōtarō, 1910)

According to the authors, the features that characterised an item of Koryŏ ware most clearly
could be determined by comparison with Chinese celadons. Some scholars explain that the
differences in the Koryŏ ware were due to varying soils, coarse finish, unevenly applied glaze,
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or small visible footmarks containing the remnants of small pebbles. The patterns were also
less organised, and some smaller patterns actually appeared quite coarse. However, therein lay
the elegance and dignity that made these Koryŏ pieces superior to their Chinese equivalents.102
The authors insist that the characteristic features of Koryŏ ware are in fact the combination of
flaws with an otherwise astonishingly high standard of technique, and these flaws are referred
to as ‘carelessness’(無頓着). 103 While foreign experts may have considered that such flaws
demonstrated inferiority, Japanese tea ceremony experts treasured them and considered this
spirit of carelessness as the key to appreciating the particularity of Koryŏ wares.104 Thus it was
estimated that ninety per cent of the remaining Koryŏ wares were owned by Japanese collectors,
as they were considered treasures of the traditional tea ceremony. 105 The catalogue’s
concluding three pages are dedicated to stressing the value of these characteristics, which had
long been treasured by the Japanese tea expert tradition. Based on the text in the catalogue, the
authors do not distinguish between the recently excavated Koryŏ wares and the early Chosŏn
Punch'ŏng wares 106 – as they were known as Koryŏ production until 1920s – that were
treasured by tea experts, especially during the sixteenth century. Instead, the authors made a
generalisation about the two, calling them Korean wares, in order to connect them to Japanese
aesthetics. The text catalogue reads:
It has been only during the past thirty years that Korean people have recognised the
Koryŏ’s high quality and its value. They learnt this from the Japanese, who had
treasured Koryŏ wares. Because of this slow recognition, Koryŏ wares have not been
well-known among art experts in the world. […] I therefore have a right and duty to
introduce them to the world as examples of Korean’s ancestors’ artistic skills.107
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This concluding remark reiterates Japan’s claim to be the protectors of Korea’s cultural
heritage, which again resonates with Japan’s legitimacy according to the pan-Asianism rhetoric
that foreigners, and even Koreans themselves, had not discovered the artistic merit in their own
products. The authors blame Koreans for the problem of grave-robbing; they were inevitably
employed in manual labour, despite the fact that this practice only became widespread after the
Japanese enthusiasm for Koryŏ wares was recognised. As mentioned in Chapter 1, one of the
reasons why Koreans were not acknowledged to have discovered this artistic merit was that
desecrating a grave was seen as a severe moral violation against Confucian filial sentiment,
and could be severely punished in Chosŏn society, and to some degree afterwards.108 Therefore,
for Korean collectors, financial restraints, as well as the lingering Confucian sentiments and
inhibitions, would have been the biggest factor preventing them from collecting these burial
wares.109
As the catalogue authors insist, Japan’s right and duty to introduce Koryŏ wares and to present
their cultural heritage to the world was justified through the JBE. International exhibitions were
an ideal place to make such proclamations, especially to those foreign countries who had not
yet discovered the merits and value of the Koryŏ wares – namely, to the potential collectors. It
is true to some extent, as Chapter 1 explains, that the early perception and collection of Korean
ceramics by British collectors was neither extensive or profound, and was sometimes even
erroneous, as indicated by early writings on, and exhibitions of, Korean ceramics. This is also
evidenced in the Japanese scholar/collector Ayukai Fusanoshin’s ‘Kōrai no hana’ of 1908,
which explains that Europeans and Americans collected Korean antiquities for a while, but
from a different aesthetic perspective. Ayukai insists that Western collectors sought out objects
that looked pretty and fine, considering only their surface, with no understanding of any deeper
form of beauty.110 Ayukai asserts that he recognises the ‘unaffected’ essential beauty of Korean
art, much as Japanese tea experts did. 111 Likewise, many Japanese authors insist that the
Western collectors who emerged as early as the 1880s did not understand the inner beauty of
Korean ceramics. Rather, they insisted that sixteenth-century Japanese tea experts were the
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first to discover and appreciate Korean artistic value and merit. However, it is doubtful whether
this characteristic of ‘carelessness’ was universal for every period and aspect of Korean
ceramics.
The Japanese discovery and reinterpretation of Korean art history was widely proclaimed and
promoted via such exhibitions, catalogues and publications, and influenced British collectors.
Although no specific explanation or visual documentation exists to explain how and why the
Koryŏ ware was selected and displayed at the JBE, the context of this can be best understood
through the ‘Kōryūshō’ exhibition, as well as the YRF Museum collection, which both serve
as precursors to the 1910 exhibition. As discussed, Japan could justify its imperial aspirations
towards Korea through its championing and preservation of ancient art, but at the same time it
continued to announce the decline of Chosŏn art and society and the ignorance of Chosŏn
people who were not able to appreciate such artistic merit, even within their own history. The
art and cultural heritage of Korea was therefore placed under the shadow of Japan’s imperialist
strategy in 1910. Within this particular context, I raise the question of how this art collecting
might have navigated a new way of presenting the Korean nation in a post-colonial context.

‘National Art Treasures of Korea’ Exhibition in 1961
After Japan’s surrender to the Allied Forces on 15 August 1945, 35 years of colonial occupation
came to an end. Soon after its liberation, however, the Korean peninsula was divided into two
separate nations under the control of the US and the USSR respectively. The Western military
presence fostered a Cold War atmosphere, which led to the outbreak of the Korean War in
1950, lasting until the armistice in 1953. Until the latter half of the 1950s, South Korea’s efforts
were focused on national security and on reconstruction after the unprecedented damage from
the war.
In 1961, the ‘National Art Treasures of Korea’ exhibition, organised by the government of
South Korea with the support of the Arts Council of Great Britain, was held at the V&A,
London. The event’s significance was emphasised in claims that it had brought the finest
examples of the arts of Korea, previously largely neglected and unknown, to a British
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audience. 112 It displayed 152 exhibits of gold, bronze, pottery and paintings from various
periods. This exhibition followed in the footsteps of the US touring exhibition ‘Masterpieces
of Korean Art’ (1957-59), and was later shown in The Hague, Paris, Vienna and Frankfurt.
When examining the chronology of the V&A exhibition, it becomes quite clear that South
Korea was not alone in its desire to represent its national identity in Britain. The deployment
of art for the creation of nationhood during the mid-1950s and 1960s can be understood as part
of a simultaneous process occurring throughout the world. ‘Art Treasures from Japan: An
Exhibition of Paintings and Sculpture’ was held in 1958, followed by a similar event, ‘National
Art Treasures of Korea’, in 1961, then by ‘The Art of Thailand’ in 1964, and ‘Chinese Painting
and Calligraphy from the Collection of John M. Crawford Jr.’ in subsequent years.113 Chinese
and Japanese exhibitions were more specifically developed to focus upon certain mediums,
such as paintings, drawings, textiles, etc., as both countries were relatively better represented
than Korea in British museums, and their art had frequently been exposed to the British public
throughout the previous decades.
There were two salient catalysts behind the organisation of ‘National Art Treasures of Korea’.
The first of these was the exhibition ‘Masterpieces of Korean Art’, which toured the US from
1957 to 1959, and the second was ‘Art Treasures from Japan’, held at the V&A in 1958. If the
1961 exhibition was selected and followed on from a US exhibition depicting the deployment
of the arts in a mounting global public relations campaign, the latter can be read as evidence of
South Korea’s complex rivalry and its attempt to demonstrate cultural equality with Japan. This
section will therefore offer a comparison between the Korean art exhibitions that were held in
the US and the UK, as well as between the cases of the Korean and Japanese exhibitions that
emerged.
The Japanese exhibition can be seen as a stepping stone in actualising and conforming to UK
exhibition standards, particularly in terms of selecting the title, exhibits, venue, and press
campaigns. The letter from the Art Director at the Arts Council of Great Britain to the Director
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of the V&A makes it clear that the South Korean government wished to show their exhibition
of Korean art in London, and that the main reason for this was that the Japanese exhibition had
been held in the same museum. The letter from the Korean government to the V&A reads: ‘All
the way along the Koreans have wanted to have the show at your museum – amongst other
reasons because the Japanese exhibition was with you – and I am writing to ask whether you
will agree to this arrangement.’114
This ‘Japanese exhibition’ refers to ‘Art Treasures from Japan’ (1958), which was held after
the previous ‘Exhibition of Japanese Painting and Sculpture’ that toured the United States in
1953, and was organised and sponsored by the National Commission for Protection of Cultural
Properties under the auspices of the Japanese government. 115 The development of this
exhibition of Japanese art was strongly influenced by the organising committee’s insistence on
focusing on early paintings and sculptures, which were relatively unknown to the public in
Britain at that time, rather than presenting a selection of pottery, lacquer and other objets
d’art.116 The intention of this was to correct the conventional Western view at the time of what
constituted decorative art and craft. The exhibition included 95 pieces lent by a combination of
museums, temples, and private owners in Japan; of these, 25 were designated ‘national
treasures’, which was the highest category of ‘protected objects’ in Japan, while 49 were in a
second category.117 This exhibition toured to Paris, London, the Hague and Rome, overlapping
with much of the trajectory of the later Korean exhibition.
From the perspectives of Britain and other European countries, ‘National Art Treasures of
Korea’ was the first exhibition to offer a comprehensive introduction to the art and cultural
heritage of Korea in the fifty-odd years since the appearance of the Korean Pavilion at the 1910
JBE. The years between 1910 and 1961 were not a complete void for Korean art, although
public display and scholarship was limited to Korean ceramics, often as part of promoting the
understanding of Chinese and Japanese ceramics. There had been a number of large-scale
displays of Korean ceramics in the UK, the first in 1914, in the Loan Court of the V&A,
consisting of approximately 150 ceramic objects from the private collection of Aubrey Le

114

V&A Archive file, ‘V&A Collections, National art treasures from Korea, 22/23 Mar - 7 May 1961’.
‘Foreword’, in Art Treasures from Japan: An Exhibition of Paintings and Sculpture, Arts Council of Great
Britain and Victoria Albert Museum (London: Arts Council of Great Britain, 1958), 3.
116
Ibid.
117
William Watson, ‘Preface’, in Art Treasures from Japan, 6.
115

189

Blond (1869-1951), which were later donated and catalogued. The second was in 1936, an
exhibition of Chinese art from the collection of George Eumorfopoulos (1863-1939), including
Korean ceramics, at the V&A. Last, in 1951, a small exhibition of celadon wares from
collection of Sir Godfrey St. G.M. Gompertz118 was organised by the Oriental Ceramic Society
and shown in the Society’s rooms in London.119 The focus was thus very limited, and therein
lies the significance of the ‘National Art Treasures of Korea’ exhibition in expanding the range
of Korean artefacts and contesting the prevailing view of Korea.
Until 1961, the stereotype and image of Korea may have been crucially shaped by the JBE, and
later by reports of the Korean War (1950-1953), which were generally negative. In fact, the
widespread impression was that Korean culture was merely a pale imitation of that of China or
Japan, and thus was considered to be of secondary importance. This idea lingered not only
amongst the general public but even amongst scholars, which is why this new exhibition was
of such cultural significance.
Recent studies of the 1957 US exhibition ‘Masterpieces of Korean Art’ emphasise in particular
the fact that it was the very first international exhibition organised by the South Korean
government, and was used to proclaim their independent, nationalist agenda to the West after
the end of both colonisation and the Korean War. Christine Y. Hahn emphasises the importance
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of this exhibition, and explains that the identification of national art treasures were important
signifiers of national identity for Koreans. 120 In many ways Korea’s national identity was
constructed from this particular exhibition, which was scrutinised through the planned and
accidental factors in the preparation process, including the ironic adaptation of colonial
endeavours and the South Korean government’s public and global campaigns.121 Sang-hoon
Jang’s article considers how a national and cultural identity began to form in a post-colonial
country via the use of material culture in the Cold War world. Sang-hoon Jang’s study focuses
particularly on underlying diplomatic and political endeavours from the perspective of the
United States, which was on the front line of the Cold War.122
While both studies focus on the US exhibition and its perspectives, the European iterations of
the exhibition have received little study by other scholars. To start with, the exhibition title,
that was adjusted from ‘Masterpieces’ to ‘National Treasures’ in 1962, seems related to the
first promulgation of the Cultural Properties Preservation Act (Munhwajae Pohobŏp) in
January 1962. This was enacted by the establishment of The Office of Cultural Properties
(Munhwajae Kwalliguk) 123 in 1961, and served to classify and register ‘national treasures
(kukpo)’. The South Korean government here copied Japan’s Law for the Protection of Cultural
Properties, which became effective in 1950, and it is more important to note that a list of
national treasures was initially a colonial undertaking from the 1930s and 40s.124 Japanese
archaeological and art-historical research, museum collections and preservation laws during
the colonial period125 therefore produced the knowledge to identify Korea’s national treasures.
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Furthermore, the 1962 cultural preservation laws retained the colonial classification and
sequential numbering of monuments and relics, with the exception of a few minor
modifications in the rankings.126 In this regard, the South Korean government stands in an
ambivalent position in the post-colonial era, as it consciously tried to emulate Japan, only by
following (or resembling), with some limitations – slippages, according to Bhabha’s concept –
evidence of the continuing impact of the Japanese colonial legacy. The following section will
focus on these limitations, and how it was generated and approached in the 1961 exhibition.

Soft power strategy during the Cold War
The US exhibition ‘Masterpieces of Korean Art’ was primarily driven by a political rationale,
as the preface to the catalogue verifies, in its statement: ‘By sending this exhibition, the Korean
people express their gratitude to the American nations, especially to all those known and
unknown American friends who fought with us against the communist invasion for our
common cause: the dignity and freedom of mankind.’127
It is true that the US government had been heavily involved in the Cold War conflict in the
Korean peninsula. After the Allied Forces secured Korea’s independence from Japanese
colonial rule during the Second World War, the US military government remained in South
Korea between 1945 and 1948. The Korean War (1950-53) concluded in an armistice and a
remaining division of the country along the 38th Parallel into North and South Korea, and each
new country, backed politically by the USSR and the US respectively, proceeded to form a
new government. Due to its political involvement and military presence, the US government,
more urgently than Britain, needed to deploy the exhibition to justify its own involvement in
the Korean War, and to consolidate the alliance between the two countries. Sang-hoon Jang
also notes that the United States correspondingly emphasised the necessity of the exhibition as
it sought to characterise itself as a nation supporting other nations’ aspirations for national
freedom.128 They also used the exhibition to symbolically campaign for the superiority of the
Famous Places, and Natural Monuments Act in 1919, and thirdly in 1933 with the Treasures, Ancient Sites,
Famous Places, and Natural Monuments Act.
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American system in contrast to that of the USSR. The US government therefore glamorised
the project by calling it a ‘cultural exchange’, which was an attempt, at least symbolically, to
equalise what was otherwise a unilateral transmission.129 Such efforts to secure pro-American
regimes internationally were also reflected in the political activity of other countries, such as
Japan and Italy, who had transformed into democratic systems after the Second World War,
and soon integrated with the anti-Soviet coalition. 130
Aa well as focusing on American foreign policy, Hahn also discusses the increasing demand
for Asian artefacts in the United States.131 This was primarily due to the return of American
soldiers, who were able to obtain art objects at extremely low prices due to the economic
devastation in East Asian countries. This led to an increase in trade and a market for Asian art.
Secondly, there was a growing understanding of the diplomatic importance of art and culture
in international relations. This was related to the concept associated with the term ‘soft power’
that was later coined by Joseph Nye.132 Culture is one of the primary resources of a country’s
soft power, and is used to promote positive images of the country, as well as attributing
economic and national power to it. Thus cultural campaigns were both beneficial to, and
successful in, patriotic and diplomatic relations. In this context, a series of national art
exhibitions – in particular the ‘Exhibition of Japanese Painting and Sculpture’, sponsored by
the Government of Japan (1953), ‘Masterpieces of Korean Art’ (1957), and ‘Chinese Art
Treasures from the Government of the Republic of China’ (1961) – were organised through
the sponsorship of the US partners, John D. Rockefeller, Jr. and the National Gallery of Art in
Washington, D.C.133
Although nearly 100,000 British troops served with the United Nations in the Korean War, and
were the second largest force to be deployed to Korea, the political connection between Britain
and Korea was scarcely visible in the UK exhibition. The primary objective of this exhibition
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was to enhance the British public’s understanding of Korea, while its secondary intention was
to present South Korea as the cultural equal of China and Japan in British eyes.
Korea’s endeavour to organise the first overseas exhibition was initiated by Dr Chewon Kim,
the first Director of the National Museum of Korea (NMK) from 1945 to 1970.134 The actual
rationale for the proposal was to protect the museum’s collection from being looted by US
soldiers, who served as administrators of the peninsula from 1945 to 1948. When the Korean
War broke out shortly afterwards, in 1950, Kim tried to protect the collections from being
destroyed and pillaged by North Korean troops, and he again asked the United States Foreign
Embassy to safeguard the collection, although this request was refused by the US authorities.135
While protecting national artefacts was not yet considered to be a priority during rehabilitation
work by the South Korean government, Dr Kim’s overseas exhibition proposal was finally
approved by the National Assembly in 1955, two years after the war. American curators Robert
Paine, from the Museum of Fine Arts, Boston, and Alan Priest, from the Metropolitan Museum
of Art, came to Korea in 1956 to select objects and make the final decisions on the exhibition.
The selection decisions were made ‘unilaterally’ by these two American curators, and the input
of the Korean selection committee was never accepted. 136 The final list of 195 objects
contained many examples of celadon, sculpture, and goldwork, but very few paintings.137 One
area of great cultural dissonance related to works by Korean painters, such as Shin Yun-bok
(1758-?) and Kim Hong-do (1745-?), whom Koreans considered great masters in the field.138
The American curators argued that these paintings would offer American audiences the ‘wrong
impression’ of Korean paintings if they were introduced as works by the country’s most famous
painters.139 American curators were concerned that such paintings followed the Chinese style
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too faithfully, and that the figures in the painting looked especially Chinese.140 There was a
fear that Korean paintings would not be fully understood, nor would their distinctive character
appeal to an American public who were already familiar with Japanese painting. However,
political reasons can also be considered here, as the Communist party was important in China
during the Cold War. Thus the American curators sought to distinguish Korea from China both
culturally and politically, which would also further justify the US presence in Korea during the
Cold War. The American curators therefore searched for the something unique and different
from other Asian cultures in order to demonstrate the independence of Korean culture. They
ended up selecting mostly celadons and Buddhist sculptures, which then resulted in the
reinforcement of the already pre-existing Japanese interest precisely in these genres.
These political processes and decision-making outcomes regarding the Korean exhibition
demonstrate a marked contrast with both the earlier Japanese and the subsequent Chinese ones
– the ‘Exhibition of Japanese Painting and Sculpture’ (1953) and ‘Chinese Art Treasures from
the Government of the Republic of China’ (1961), which focused exclusively, or at least
equally, on the history of painting. The Japanese committee demanded that emphasis be placed
on the paintings, and the exhibition’s original plans were revised accordingly.
The outcome of this Korean art exhibition was, thus, limited in the way it presented Korea as
independent from the surrounding East Asian countries. However, for a new nation struggling
with its post-colonial identity, demonstrating its own national identity as fully independent
from both Japan and China may have been the most pressing issue. In contrast, more recent
historical studies seek to contextualise Korean art within a wider set of questions that were
pertinent not only to Korean circumstances but also to East Asian culture as a whole. 141
Furthermore, the exhibition’s ill-balanced selection of genres repeated and reinforced the
hierarchical power of Western art categories. Although ceramics and sculpture are indeed a
vital part of Korean cultural heritage, in Western museums these objects were relegated to the
status of ‘crafts’, due to the anonymity of the artists. In general the exhibition displayed a lack
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of sophistication and connoisseurship in regard to Korean art – except for a few particular
genres – which ultimately forced the American public and curators to view Korean art through
the prism of Japanese art. Any appreciation of Korean art was therefore heavily dependent on
the models imposed and standardised by Japanese and Western styles and expectations.142
Dr Kim recorded the preparations for the European tour exhibition less fully than those for the
American one. In fact, the initial inspiration to hold a Korean art exhibition in Europe was
driven by the West German Ambassador, Richard Otto Hertz, who resided in Korea. The
British and European authorities seem to have been less involved in the selection process for
the 1961 exhibition than they had been for the US exhibition. The exhibition catalogue
specified that the final selection of the works, their packing and other arrangements were all
organised by Dr Chewon Kim, Director, and Mr Hisoon Choi,143 Curator, of the NMK, and the
Committee for the Overseas Exhibition of Korean Arts. 144 The exhibition contents were
finalised as 152 items, of which 101 items of which were from the American exhibition and 51
items, which had never previously left Korea, were newly selected.145
The final selection for, and categorisation of, the 1961 exhibition items was as follows. First,
it included only half the number of gold objects – particularly crowns and ornaments from the
Han period (first to second century) and the Old Silla period (fifth to sixth century) – that had
been shown in the US exhibition. Second, while the US exhibition specifically expanded the
number of gold and gilt bronze pieces, the UK exhibition categorised the ceramics section with
further details. Lastly, the number of Koryŏ celadons was reduced from 80 pieces to 69 pieces,
whereas the number of items of Punch'ŏng ware was doubled. Overall, the proportion of
ceramics in the exhibit constituted 64% of the total number of items (97 pieces out of 152)
whereas the previous ratio had been 54% (101 pieces out of 187).
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The reason for these differences can be attributed to the author of the UK exhibition catalogue,
as well as the expectations of the different audiences. Gompertz, whose collection was
displayed by the Oriental Ceramic Society in 1951, had specialist knowledge of Korean
ceramics in particular, allowing him to identify more accurate and specific categorisation. It is
evident that ceramics were the main focus of the exhibition, as 88 hand-selected black-andwhite ceramic plates were included in the catalogue from the total of 97 exhibited pieces.
However, it must be noted that Gompertz was influenced by Japanese scholars and collectors,
among them Yanagi Sōetsu (1889-1961), of whom more detailed discussion follows in Chapter
4. Gompertz mentions the ‘Ido bowls’, which evoke the history of captive Korean potters
during the sixteenth century Japanese invasion. He also describes certain types of Korean
porcelain that became especially cherished in the tea ceremony by well-known Japanese
devotees.
Gompertz explains that ‘Yi [Chosŏn] period pottery has inspired some of the leading artistpotters in both Japan and England’,146 which refers to the circle of Yanagi Sōetsu and Bernard
Leach (1887-1979). Yanagi’s influence on Gompertz can also be noted in other illustrations.
First, Gompertz explains that the Chosŏn period pots might be considered crude, or odd, in the
West, and had received adequate recognition to date only in Japan. Furthermore, their free and
vigorous style was developed to represent the innate artistry of ‘peasant-potters’.147 Peasant
and folk art are integral notions in Yanagi’s Mingei movement, which emphasised the supreme
beauty of hand-made crafts for ordinary use, made by unknown craftsmen working in groups,
free of ego or individualist desire.148
It must be noted that the images and illustration of the objects reproduced in the catalogue were
carefully chosen to present the impression of Korea as a highly developed culture. Hahn points
out in relation to the US exhibition that the objects on display appeared physically perfect, from
the oldest to the newest alike, as if there was no bitterness or conflict in Korea’s history, even
during the most recent century.149 When the objects arrived in the US, every photograph was
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apparently retaken for the publication of the catalogue. The brilliant lighting and crisp, blank,
anonymous backgrounds enhance the apparent perfection of each object. Similarly, the
catalogue for the 1961 exhibition minimised the backgrounds of the objects in order to
emphasise the objects in weightless space. These images erase the original and historical
context that the objects were placed in: they were once used in everyday life, and were
sometimes part of the country’s bitter history, but they now offered an impression of being the
finest examples and highest values of a nation presented for appraisal.
In 1961, the same year of the exhibition, a book entitled The Ceramic Art of Korea was
published in London.150 The book was edited by Dr Kim and Gompertz. The book was far
more luxurious than the exhibition catalogue, with glossy, thick pages containing 100 plates of
black-and-white photographs spread over each page, with an additional 30 pieces photographed
and printed in colour. Approximately half of the plates from the exhibition catalogue were
included in larger, full-colour reproductions. While the book was an extended and more
luxurious version of the exhibition catalogue, it was nonetheless limited, particularly in relation
to ceramics. This book was the first publication to expand beyond the existing British
collections. It inspired subsequent publications pertaining to Koryŏ celadons and Chosŏn
porcelain by Gompertz, who assembled the core of the collections from both private and public
collections in Korea, Japan, the United States and the UK. Thus one of the positive effects was
the introduction of a wider and broader collection of Korean ceramics to British audiences.
While recognising its emphasis on ceramics, I shall further examine how the authors and
organisers of ‘National Art Treasures of Korea’ illustrated Korean history through the
presentation of other types of artefacts. Both the US and the UK exhibitions begin with the
Lelang artefacts as ‘the earliest works of art’ found in the peninsula. They explain:
[T]he earliest works of art found in Korea have come from the Chinese colony of Lolang, established in northern Korea by the Han Emperor, Wu Ti. A vast amount of
material has been unearthed from the graveyard of the prosperous trading centre, which
was built near the present city of P’yong-yang. The decorated lacquer-ware, in
particular, is of the utmost importance, exceeding similar finds in China itself, while
such elaborate ornaments as the gold buckle inset with turquoise (no.1) display a
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sophistication and craftsmanship in the granule and filigree technique which can rarely
be seen, even among relics of the Han period.151
Interestingly, the Lelang (or Lo-lang) in fact remains a controversial issue amongst historians,
even today. Due to the fact that it was a Chinese colony, Japanese colonial historians
appropriated it as proof that Koreans were always subordinate, thus justifying its current
colonisation. Yet in the exhibition itself, Lelang culture was deliberately selected to prove the
date of the origin of Korean ethnicity. Lelang culture was chosen to evince the fact that Korea
was culturally independent from Japan, and that Korea was superior and held priority over
Japan in terms of resembling advanced Chinese culture. According to Sarah Nelson, Japanese
colonial scholars were loath to recognise any debt to Korea in their own cultural past. They
therefore suggested an extremely short time period for the formation of the Korean state, and
denied the existence of a Korean Bronze Age (tenth to fourth century BC), as their own Bronze
Age and Iron Age cultures appear to have been transmitted from Korea to Kyūshū, the
southernmost island of Japan. Denying a Korean Bronze Age placed Japan and Korea in
equivalent positions for receiving advanced Chinese culture simultaneously, rather than
acknowledging that culture successively passed first to Korea from China, and only thereafter
to Japan.152
The Lelang objects were a symbolic manifesto, politically declaring Korea’s ethnic origins as
entirely separate from Japan, and in fact even originating prior to the existence of Japan. The
US exhibition catalogue therefore proclaims an independent ethnic origin for Korea by saying
‘there is no archaeological evidence to suggest immigration into Korea from the south’.153
Lelang cultural objects were used to refute early Japanese archaeologists who argued that
China transmitted its material culture simultaneously to Korea and Japan, which allowed them
to deny any cultural superiority that Korea might hold over Japan historically. Instead, the
Lelang objects were used to clarify the cultural hierarchy among the three countries, wherein
culture travelled from China directly to Korea, and only then to Japan.
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As Nelson argues, Lelang objects demonstrate the contrasting evaluations conducted by
Japanese versus Korean scholars, and illustrate how archaeological views of the past are
inevitably tied to their contemporary ideological and political agendas. Items once used to
verify Japanese colonial theories regarding Korean dependency on China were later converted
to evidence for proclaiming Korea’s cultural superiority over Japan.
One cannot blame the collection for being heavily dependent on Japanese archaeological data.
It was ironic to proclaim the cultural independency of Korea using the same resources that the
Japanese relied on to justify their own colonial rule. However, one can also note a dynamic
subversion and ongoing negotiation when read in the context of Homi Bhabha’s concept of
mimicry.154 Colonial mimicry is the desire for a reformed, recognisable Other, as a subject of
‘a difference that is almost the same, but not quite.’155 The coloniser requires the colonised to
resemble itself, but also does not want it to be exactly the same, in order to secure the legitimacy
of its own superiority and dominance. The colonised also does not fully identify with the
dominant discourse or culture, but rather continually produces cultural hybridity from its
slippage, excess and difference. Mimicry is thus at once resemblance and menace.156 Mimicry
can therefore be explained as the possibility of resistance by the colonised and the creation of
hybridity, since the act of mimicry can threaten the authority of the coloniser and can
undermine the solidity of its imperialism.157 The South Korean exhibition, as discussed, was
following in the footsteps of the Japanese by using the same archaeological data and knowledge
that was produced by Japanese colonialism, but creating cultural hybridity from the difference.
Such mimicry by Korea is thus a claim of emulation – to resemble the coloniser, but in turn to
become a threat and a menace to Japan. Thus mimicry reverses the relationship between the
coloniser and colonised, which results in the colonial subject becoming a resistant subject.
Although the 1961 event may not seem to have challenged or rejected the cultural hierarchies
and canons of Japanese imperialism, Bhabha’s theory of colonial mimicry and hybridity helps
us to understand why Korean nationalism copied Japanese approaches and borrowed Japanese
cultural values while asserting Korean agency and resistance.
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Furthermore, the catalogue stresses the transmission of culture from Korea to Japan during the
Three Kingdoms period (57BC-668), especially by Paekche.158 It is documented that Paekche
transmitted Buddhist civilisation to Japan in the year 552. Thus, the treasures of the seventhcentury monastery at Hōryū-ji ‘undoubtedly include works by Korean sculptors and artisans,
as well as their Japanese pupils.’159 The whole architectural design and construction of Hōryūji was created under the supervision of Korean architects, affording it the impression of
classical grace and simplicity, which were hallmarks of early Korean Buddhist architecture.160
In the catalogue, the historical relationship between Korea and Japan is reiterated through Silla
Buddhist art. Japan’s most revered wooden carved Maitreya, located at the Kōryū-ji temple, is
in fact indebted to the Silla period. Its prototype is the Silla gilt-bronze Maitreya statue, which
is said to have been originally found in the Kyŏngju region, and is considered to be one of the
greatest masterpieces of Korean sculpture. The Kōryū-ji statue is believed to have either
originated in Korea or been made in Japan under strong Korean influence. In addition, the
Buddhist statuettes of the later Great Silla period (676-935) were said to display a sweetness
of expression that is often particularly associated with Japanese Buddhist figures, although it
remains clear that the prototypes were Korean.161 Similarly, Korea’s claim to have introduced
higher culture to Japan is exemplified in ceramics, as Chosŏn potters in fact started the great
kilns of Kyūshū and southern Honshū.
The exhibition presented the Koryŏ period in many respects as a brilliant epoch. In regard to
the decorative arts, in particular, this period’s supremacy is exemplified by bronze mirrors,
ornaments, and above all by its ceramics. Thus, more than 60 specimens of Koryŏ celadon
were displayed, so as to enable a better understanding of its vital contribution to Korean art
history. Gompertz concludes that the whole range of Korean art developed organically
throughout history: ‘it developed in the Three Kingdoms period, grew to full maturity in the
Great Silla period, passed through the decorative Koryŏ period, and underwent strong revival
under the Yi dynasty.’ 162 His description of a ‘strong revival’ seems to emerge from his
perspective on Chosŏn ceramics, whereas previous historians predominantly relied upon the
colonial narrative of the decline of Chosŏn art, and therefore dismissed this later period.
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As discussed earlier, Gompertz was influenced by the circle of Yanagi and Leach, which
appraised Chosŏn ceramics positively as achieving a fresh, new, and vigorous style. Gompertz
writes that Chosŏn ceramics only received adequate recognition in Japan, where their crude
and odd aspects nonetheless became valued very highly. He asserts that due attention must be
paid to the art of the Chosŏn period, as he identifies distinctive characters and native motifs in
paintings by Shin Yun-bok and Kim Hong-do. His perspective remains limited by the fact that
he reiterates that Japanese hegemony was the first to discover the value of the Chosŏn ceramics
for its crude and odd characteristics, as well as maintaining the importance of a Japanese
aesthetic framework for viewing Korean art. However, it seems that the 1961 exhibition was
better addressed to those British audiences already familiar with the Mingei movement via
Yanagi and Leach. Recognising the inclination toward ceramics, this exhibition and the
following publication, The Ceramic Art of Korea, introduced broader and finer Korean
collections from all over the world. Compared to the previous ‘Masterpieces of Korean Art’
exhibition, the Korean curatorial team at the NMK seem to have been more focused on the
selection and refining of the new exhibits. Most of all, they demonstrated a keen understanding
of Chosŏn ceramics and paintings, and sought to pay them due attention.

Conclusion
Re-examining the 1910 JBE in the context of the Japanese imperialist position and visual
strategy is crucially important, as this event represents a watershed, the legacy of which
continued to be just as influential even fifty years later. This chapter has examined how Japan
used the JBE to alleviate the threat of a growing Yellow Peril and subsequent anti-Japanese
sentiment in Britain. At the same time, Japan used it to support its own imperialism in the East
after a series of victories in war and an expansion of its colonies. Within the Western imperial
framework, Japanese imperialism occupied a complex and ambivalent position. While Japan
tried to promote itself as a ‘civilised’ and ‘modernised’ nation, in contrast it was not able to
escape from the Oriental and commercial stereotypes that had been formed by its British
cultural counterparts and audiences. These manifested in displaying live humans in exotic
outfits, sumo wrestlers, geisha and potters to British audiences. This imperialist and Orientalist
view was again visible in the Palace of the Orient.
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I argue that among the colonies, Korea, as a protectorate of Japan, was presented with
deliberate caution. This cautious approach was witnessed in the absence of human displays, as
well as the inclusion of an art and craft section, and I have attempted to discuss it in terms of
the Japanese pan-Asian rhetoric which attributed a specific role and position to Korea and its
relationship with Japan and other countries in Asia. Korea was in a delicate position, as its
ancient history and archaeology placed it in a central role in the Orient, pushing other colonies
to the periphery. At the same time, Japanese rhetoric about Korea’s present declining status
would never allow Korea to be presented as an equal with Japan.
While contemporary crafts were donated to the BM after the exhibition closed, about thirteen
pieces from the Silla and Koryŏ periods were returned to the Kungnaebu collection in Korea.
As little visual documentation of the Korean pavilion survives today, the art section was
investigated by examining concurrent and representative events held in Seoul and Tokyo. This
series of events around 1910 provide salient evidence to indicate that the temporal and aesthetic
criteria for assessing Korean art were not spontaneously generated out of a Korean context, but
rather fabricated by the Japanese. As evidenced by the establishment of the YRF Museum and
the ‘Kōryūshō’ exhibition, Japan used such exhibitions to legitimise the dealing in burial wares,
assigning them special status as both art objects and collectables, and to construct the history
of the ‘ancient art’ of Korea. It also reinforced the theory of the decline of Chosŏn art, thus
justifying Japan’s intervention as a nation that could appreciate the ‘inner’ beauty in Korean
art. An examination of the YRF Museum’s establishment and collections, as well as the
selections made for the Museum catalogue and the JBE, indicate that Japan maintained a
double standard regarding Korean art. Even though many collections of painting and
calligraphy existed, their exclusion and limited presence in the presentation, in both the
exhibition and publication, reveal Japan’s rhetorical strategy regarding the history of Korean
art, especially in relation to the Chosŏn period.
The 1961 exhibition ‘National Art Treasures of Korea’, in comparison with the JBE,
demonstrates to some extent the continuation of the colonial legacy. This can be identified in
the use of terms such as ‘national treasure’, or the cultural property laws that continued to be
effective after Japanese colonialism, with only minor amendments. Although the cultural
narratives constructing each exhibition were in opposition to each other, both nonetheless
relied upon the same visual materials and archaeological artefacts to construct the history and
identity of Korea. However, as Bhabha’s concepts of mimicry and hybridity reveal, Korea used
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the archaeological artefacts and knowledge produced by Japan to restore its own history of art
– producing a cultural hybridity – thus subverting Japan’s claim to cultural superiority. Korea’s
reinterpretation of these artefacts and knowledge allows a nuanced understanding in terms of
the rising nationalism during and after the colonial period and the dilemma of repeating the
colonial canon and aesthetic hierarchies.
The legacy of Japanese cultural influence on ceramics and aesthetic hierarchies still linger in
Korean art and craft today. In particular, the later Chosŏn porcelains have been regarded for a
long time as having been ‘discovered’ by Yanagi and his Mingei circle. Yanagi's aesthetics
have been continuously accepted/refused and developed by prominent art historians, curators
and museum directors in Korea. In the final chapter, I will investigate the context of British
studio pottery in order to seek alternative ways of appreciating Korean ceramics and aesthetics.
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Chapter 4. Mingei vs Chosŏn Tastes: the Collecting of Chosŏn Porcelain and
Moon Jar
The previous chapters have examined how museums and exhibitions in London, Seoul and
Tokyo played an integral role in establishing Japanese aesthetic perspectives on the ancient art
of Korea for the British public. This rewriting of Korean and Japanese history and the
interpretation of Korean art and culture was utterly infused with Japanese pan-Asianism.
This chapter will explore the intertwined relationships between Japanese, British and Korean
collectors in terms of their appreciation of Chosŏn porcelain from the 1910s onwards. It will
examine the direct and indirect connections between Korean markets and British collections,
as well as the socio-cultural contexts influencing collecting practices at the time. My analysis
of primary materials in British collections is based on sources in the Victoria and Albert
Museum (V&A) and the British Museum (BM), particularly those historical documents
regarding the acquisition, collecting and the display of Korean ceramics. The discussion of
Chosŏn porcelain collecting in the Korean colonial context was built on Young-ok Sohn’s
study of the Korean art market,1 as well as Kim Brandt’s analysis of Yanagi Sōetsu2 and the
Mingei movement within the socio-cultural context of Japanese imperialism and colonial
Korea.3
The moon jar (Figure 4-1) which now resides in the BM’s collection is known for its interesting
provenance linked to the British studio potters Bernard Leach (1887-1979) and Lucie Rie
(1902-1995). Examining it in detail will provide a particularly fruitful example of the complex
and specific interactions between Britain, Japan and Korea, as well as those between modernity
and tradition, nationalism and colonialism. Leach’s purchase has frequently been interpreted
in the light of his association with Yanagi, especially regarding the Mingei movement’s
recognition and rediscovery of Korean ceramics in the 1920s and afterwards from a Japanese
colonial perspective. This chapter will cautiously challenge Yanagi’s legacy, and therefore
1

Young-ok Sohn, ‘Han'guk kŭndae misulssijang hyŏngsŏngsa yŏn'gu (A Study of the History of the Korean
Modern Art Market)’ (PhD thesis, Seoul National University, 2015).
2
Yanagi Sōetsu (1889-1961) was a writer and art and literary critic in the Shirakaba-ha, or the White Birch
Society. The Shirakaba-ha was an influential Japanese literary coterie that published the literary magazine
Shirakaba between 1910 and 1923. In 1924, he established the Chosŏn Folk Art Museum in Korea.
3
Kim Brandt, Kingdom of Beauty: Mingei and the Politics of Folk Art in Imperial Japan (Durham, NC: Duke
University Press, 2007).
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Japanese colonial perspectives, by suggesting a potential relationship between Leach and
Korean artists and indigenous cultural movements, especially within the context of the
nationalist movement and the re-interpretation of tradition during the 1930s. It will also shed
light on the biographies of the moon jar, which hold different meanings and establish
connections with other studio potters in different contexts. This chapter will therefore trace the
role of the invisible or often overlooked actors who have often been left out of the master
narrative of aesthetic discourse in the study of Chosŏn porcelain, and the history of art and
design in Korea.

Moon jar
The moon jar is a vessel whose adopted name refers to its globular shape, in which the height
of the body is almost equal to its diameter. These large white porcelain jars are around 40cm
high, and are almost symmetrical. The technique for creating such a jar consists of joining two
separately thrown semi-spherical parts, thus creating an uneven spherical form with a visible
mark at the joint. However, this slight imperfection, in harmony with the creamy white body,
actually highlights the jar’s sheer size and the voluptuous curves, lending a greater dignity to
the piece. Moon jars were produced from at least the early seventeenth century, and primarily
between the late seventeenth and eighteenth centuries,4 and scholars believe that they were
originally used for the utilitarian purposes of storing food and ingredients.5

4

Although there was some production of moon jars in the nineteenth century, the form of these later examples
was of slightly different proportions: the height was taller than the diameter, while the mouth of the jar became
longer. Kyu-rim Kim, ‘Chosŏn 17-18segi paekchadaeho yŏn'gu (Study of the Moon Jars in 17-18th Century of
Chosŏn Dynasty)’ (MA thesis, Ewha Womans University, 2017), 81-82.
5
Yong-i Yun, ‘Chosŏnbaekcha hangariŭi segye (The Splendour of Joseon White Porcelain)’, in Paekja tal
hangari (Moon Jars: The Splendor of Joseon Porcelain), National Palace Museum of Korea [exhibition
catalogue] (Seoul: Nurwa, 2005), 50.
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Figure 4-1. Glazed White Porcelain ‘Full Moon’ Jar, 18th c., Korea, 44.5 x47cm, Museum no.1999,0302.1 ©
The Trustees of the British Museum

From its beginning, the Chosŏn dynasty (1392-1910) enforced a complete shift in national
ideology from Buddhism to Neo-Confucianism. Neo-Confucianism was a revival of various
strands of Confucian philosophy during the Chinese Song dynasty (960-1279), led in particular
by scholar Zhu Xi (1130-1200). Consequently, by importing and adopting aspects of Chinese
culture Chosŏn encouraged the inclusion of Confucian ideals and doctrines in everyday life.
Confucian scholars sought to cultivate self-control and humility, and as a result white became
a supremely important colour because it signified integrity and purity. One of the most
influential factors in the development of Chosŏn white porcelain ware was the establishment
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of the Royal Kilns (Punwŏn).6 During the early Chosŏn period, the use of white porcelain was
restricted to the royal family, and the production of blue-and-white porcelain vessels for
personal use was banned. Blue-and-white ware was only made by potters at the official kilns
because it symbolised the dignity and authority of the royal family of Chosŏn. These forms and
decorations were partly influenced by mainstream Chinese white porcelain.7
The birth of the moon jar is related to two major invasions – the Japanese series of invasions
of 1592-1598 (Imjinwaeran) and the Manchu (Qing) invasion of 1636-1637 (Pyŏngjahoran),
which took a heavy toll on the peninsula, not only in terms of its economy and society, but also
in relation to the public psyche. In particular, the overthrow of the Ming dynasty by the Qing
in 1644 caused a total shift away from China’s traditional sinocentric world view, in which
China was known as the ‘Middle Kingdom’, or ‘Chunghwa’. Chosŏn remained in a close
relationship with Ming China (1368-1644), and looked to the Ming dynasty period as a societal
role model which shared their Confucian ideals. However, the newly established, Manchubased Qing China was considered to be a barbarian culture, so Chosŏn began to look inwards
rather than to its unreliable neighbours: it began to claim cultural independence from, and even
superiority over, Qing China, rebuilding Chosŏn society by adopting an isolationist attitude to
the outside world. In this regard, between the eighteenth and the mid-nineteenth century,
Chosŏn staged itself as a legitimate heir to the civilisation of the Middle Kingdom, that is, the
authentic Chinese culture of Ming China founded by the ethnic Han Chinese, thus asserting
itself, as J.P. Park notes, as the ‘new Middle Kingdom’ or ‘young Middle Kingdom’
(‘Sojunghwa’).8
A complete departure from its tradition or past, and a constant questioning of conservative
Confucian doctrine, was followed by a flowering of Korean culture through the development
of a distinctly Korean style with its own artistic values. It was during this period that the moon

6

The Royal Kilns (Punwŏn) were established in Kwangju, Kyŏnggi province, in the late fifteenth century, as an
affiliated organisation of the Saongwŏn. The Saongwŏn was responsible for all the tasks related to the provision
of meals for the royal family, and the catering for court banquets. The Punwŏn production remained under the
direct supervision of the royal court till the late nineteenth century. Eun-sook Park’s research shows that
Punwŏn became privatised in 1883. Eun-Sook Park, Sijangŭro nagan chosŏnbaekcha (Chosŏn White Porcelain
for the Market) (Koyang: Yŏksabip'yŏngsa, 2016), 22-45.
7
Yong-i Yun, Uri yet tojagiŭi arŭmdaum (The Beauty of Our Old Ceramics) (P 'aju: Tolbaegae, 2007), 285309.
8
J.P. Park, New Middle Kingdom: Painting and Cultural Politics in Late Chosŏn Korea (1700-1850) (Seattle,
WA: University of Washington Press, 2018), 3-9.
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jar emerged.9 In particular, the Royal Kilns in Kŭmsa-ri and Punwŏl-li in Kwangju, Kyŏnggi
province – tasked with providing the official porcelain for use both in court ceremonies and in
the royal larder – began to produce highly refined moon jars with a near-perfect spherical form
and flawless white glaze.10
It could be argued that the method of producing these jars originated in China. However, a
spherical form such as this is rarely found in either China or Japan, which suggests that the
moon jar could actually be a uniquely Korean product. Furthermore, this production technique
was used not only for large jars up to 40cm in height, but also for smaller ones: a 17cm-high
example exists.11 The irregular proportions, slight asymmetry, and undecorated white surface
of the moon jars came to hold an immense appeal for practitioners affiliated with crafts
movements, especially in Japan and the West, in the twentieth century. The result was the
elevation of the status of moon jars from their original role as utilitarian vessels to icons,
representative of what was considered to be best about Korean ceramics.12 Thus, it is relevant
to begin this discussion by examining the supply of, and demand for, Chosŏn white porcelains
– to which the moon jars belong – as they crossed the borders of Korea, Japan and Britain from
the 1910s onwards.

Development of the Chosŏn porcelain market in Korea by both Japanese and Korean
collectors
In her studies of the early twentieth-century Korean art market, Young-ok Sohn argues that the
1920s saw a new phase emerge in the Korean art market as a result of the advent of the Japanese
middle class in colonial Korea. Due to their economic power, stable jobs and successful
businesses, this new class could afford to purchase art, and also enjoyed appreciating and
collecting art.13 This was primarily a white-collar intellectual class who worked in educational
institutions such as universities or public offices such as the Government-General of Chōsen
(GGC), or professionals such as doctors and lawyers. However, the soaring price of Koryǒ
9

Yong-i Yun, Old Ceramics, 337.
Byŏng-sŏn Pang, Chosŏn hugi paekcha yŏn’gu (Studies of White Porcelain in the Late Chosŏn Period)
(Seoul: Ilchisa, 2000), 280.
11
Kyu-rim Kim, ‘Study of the Moon Jars’, vi.
12
Sascha Priewe, ‘Hahn Kwang-ho and the British Museum’, Orientation 40, no.8 (2010): 60.
13
Young-ok Sohn, ‘Korean Modern Art Market’, 100.
10
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celadon in 1910s, caused in particular by the monopolistic connection between the Yi Royal
Family (YRF) Museum and existing Japanese dealers/collectors, which was discussed in
Chapters 2 and 3, had already created an insurmountable financial barrier for new collectors.
Although it is hard to identify the prices of celadon in the 1920s accurately, a few examples
demonstrate that in 1908 the YRF Museum paid 950 wǒn for an inlaid celadon ewer and basin
set. In 1935, the great Korean collector Hyŏngp'il Chŏn14 acquired a celadon prunus vase with
an inlaid cloud and crane design (National Treasure no. 68) for 20,000 wǒn from a Japanese
dealer.15 20,000 wǒn at that time was approximately the price of twenty tiled houses, indicating
that the price of a fine celadon piece was approximately two hundred times what it had been
thirty years earlier. Another documented transaction by Chŏn in 1937 recorded that he spent
‘10,000 sŏk’ (approx. 1,600,000kg of rice, or 320,000 wǒn) to acquire twenty pieces of the fine
celadon collection that had formerly belonged to John Gadsby, a legal advisor to the British
Embassy in Tokyo.16
Such high prices for celadon influenced alternative demand in two different areas. The first
was for celadon imitations made by Japanese producers residing in Korea,17 while the second
resulted in the discovery of Chosŏn white porcelain by Japanese intellectuals. The rise of
Chosŏn white porcelain, which began in the 1920s, was due to its role as an appropriate
substitute for new collectors arriving in the art market who were unable to afford celadon.18
During the 1930s, Korean art collectors began to emerge, especially those employed as doctors
and lawyers, or those who had accumulated considerable wealth through business or land

14

Hyŏngp'il Chŏn (pen name, Kansong) (1906-1962) was one of the most important Korean collectors, and
emerged in the late 1920s. Using his wealth to become a successful landlord, he collected a great deal of Korean
antiques, and founded the first private art museum in Korea, the Pohwagak, in 1938.
15
Kansong Art and Culture Foundation, http://kansong.org/collection/chungjawonhakmun/
16
Taehan k'olleksyon (A Collection for Korea) [exhibition catalogue] (Seoul: Kansong Misulgwan, 2019).
Among the collection, four pieces have now been designated as National Treasures (kukpo) and three as
Treasures (pomul).
17
Samhwa Koryŏso was established by a Japanese merchant, Tomita Gisaku (1858-1930), in 1908 to
manufacture Koryŏ-style celadon ware (called Shin Koryŏso). This was soon followed by many factories,
including Hanyang Koryŏso.
18
Young-ok Sohn, ‘Korean Modern Art Market’, 103.
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ownership.19 According to an article of 1 May 1940 written by Bong-bin Oh,20 who ran a
gallery named Chosŏnmisulgwan, ‘Oh Sech'ang, Chŏn Hyŏngp'il, Pak Yŏngch'ŏl, Kim
Ch'anyŏng, Pak Ch'anghŭn’ are ‘the great collectors among the Chosŏn people at the present
time: they have all collected earnestly and sincerely over the last ten years.’21 Some wealthy
landlords, such as Hyŏngp'il Chŏn and T'aeksang Chang (1893-1969), mentioned above, whose
collections became comparable with those of the Japanese collectors, relied on intermediary
buyers, and had political motivations for protecting the export of Korean cultural heritage
abroad.22 In contrast, Yŏngch'ŏl Pak (1879-1939) was known for his accumulation of wealth
and the expansion of his collection through his own pro-Japanese activities. Korean collectors
in the late 1920s and 1930s therefore emerged amongst the newly established officials,
landlords, and professional classes, and it is important to note that these new Korean collectors
followed in the footsteps of the Japanese middle class and intellectual collectors.23
As discussed in previous chapters, old celadon pieces were especially prized by some of the
wealthy and aristocratic Japanese whose collection helped to form its identity as a colonial
ruler and saviour of Korea, as demonstrated in the ‘Kōryūshō’ exhibition in late 1909. The
colonisation of Korea by an expansionist Japan had allowed a new haute bourgeoisie of
Japanese industrialists and financiers to rapidly monopolise capital, financial power, and
ownership of the means of production. This rich bourgeois group revitalised the tea ceremony
as a cultural pastime in the early twentieth century and collected pottery as a competitive
expression of power, status, and wealth. 24 As such, this exemplifies Pierre Bourdieu’s key

19

Sang-Yŏp Kim, ‘Iljegangjŏmgi komisulp'um yut'onggwa kyŏngmae (Distribution and Auction of Antiques
during the Japanese Occupation)’, Kŭndaemisulyŏn'gu (2006):158.
20
Bong-bin Oh (1893-?) opened a gallery called Chosŏnmisulgwan in 1929, which focused throughout the
1930s on promoting traditional painting and calligraphy as a symbol of national culture to be protected from
Japanese imperialism.
21
‘Sŏhwagoldongŭi sujangga - Pakch'anghunssi sojangp'ummaegagŭl kiro’ (On the Occasion of the Sale of the
Collection of Pak Ch'anghun, who was a Great Collector of Painting and Calligraphy and Antiques), Dong-A
Ilbo, 1 May 1940.
22
Sunt'aek Chi (1912-1993) was working as an intermediary for T'aeksang Chang, and later became a potter,
registered as Intangible Cultural Asset no.4 in Kyŏnggi province for Punch'ŏng and white porcelain
craftsmanship.
23
Young-ok Sohn, ‘Korean Modern Art Market’, 168.
24
Brandt, Kingdom of Beauty, 14; Christine Guth discusses the phenomenon in the first quarter of the twentieth
century as the emergence of the new Daimyo, in Art, Tea, and Industry: Masuda Takashi and the Mitsui Circle
(Princeton, N.J: Princeton University Press, 1993), 129-160.
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concept of ‘cultural capital’, which can be seen in the symbolic collection of tea ceremony
utensils as a way to establish one’s position within the social order.25
Such circumstances are also attributed to Asakawa Noritaka (1884-1964), a Japanese
schoolteacher in colonial Korea as well as a devoted self-taught scholar of Chosŏn ceramics.
Asakawa in fact had first sparked Yanagi’s interest in pottery, and was said to be a tea
ceremony aficionado who had initially admired the magnificent pieces of old celadon he saw
in the YRF Museum in Seoul. However the celadon market was unaffordable, and he later
explained that his frustration with this financial restraint led him to discover a more accessible
category of objects in the relatively cheap and plentiful Chosŏn white porcelain.26 Yanagi also
confessed that the price of Koryŏ celadon was beyond his means, leading him to the Chosŏn
white porcelain.27
Soon a group of young men began to congregate around Yanagi and Asakawa in Seoul and
Tokyo, united by their shared enthusiasm for later Chosŏn porcelain and stoneware. Kim
Brandt explains that they shared a social and cultural status as middle-class intellectuals, and
were mostly artists, writers, university students, or teachers who found themselves in a
somewhat precarious position in the context of the rapidly growing bourgeoisie who dominated
the tea ceremony world of art ceramics.28 The new group relied on the advantage of their
position in colonial Korea, in combination with the tools of Western-style knowledge, to break
down and alter the categories of ‘collectable art’ in Japan. They thus challenged the authority
of the tea ceremony establishment in particular, which had come to represent capitalist luxury
and a hedonistic lifestyle. In this context, Brandt insists that Yanagi and his fellow middleclass literati were able to alter the Japanese ceramics canon to include those objects they found
in Korea.29
The types of pottery and porcelain that they helped to bring into vogue among Japanese dealers
and collectors during the 1920s and 1930s were quite distinct from older Korean bowls used

25

Pierre Bourdieu, ‘The Forms of Capital’, in Handbook of Theory and Research for the Sociology of
Education, ed. J.G.Richardson (New York: Greenwood Press, 1986), 241-258.
26
Brandt, Kingdom of Beauty, 15.
27
Bernard Leach, ‘Towards a Standard of Beauty’, in The Unknown Craftsman: A Japanese Insight into Beauty,
Yanagi Sōetsu and Bernard Leach (Tokyo: Kodansha International, 1973), 101.
28
Brandt, Kingdom of Beauty, 11.
29
Ibid., 11.
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in the tea ceremony. These new additions were white porcelain vases and other objects
associated with Confucian ritual practices in Chosŏn, as well as the small water droppers
customarily used by Chosŏn literati to wet their ink stones, none of which had any place in the
tea ceremony.30
The fact that Asakawa and Yanagi began to collect Chosŏn porcelain in 1914 confirms that
Chosŏn porcelain was already being circulated in the antiques market in Korea. This was also
the case with the British collectors C.H. Wylde and Dr W.M. Tapp (1859-1936), who collected
Chosŏn porcelain at the beginning of the 1910s. This proves that the curio dealers (discussed
in Chapter 2) were also dealing in Chosŏn porcelain as early as 1911.31 Wylde’s and Tapp’s
collections will be discussed in more detail below. The soaring prices and demand for celadon
allowed it to dominate most of the antiques market, meaning that the demand for Chosŏn
porcelain, and its trade, was sidelined as relatively less important. When Kye-ri Park
investigated Japanese and Korean antique dealers and collectors who regularly supplied articles
to the GGC Museum,32 it was identified that it was only in the 1920s and ’30s that one Japanese
dealer, Yoshida Kenzō, established a relationship with the museum to supply them with white
porcelain products such as water droppers and brush pots.33
In terms of procurement, many celadons from the Koryŏ period were excavated from tombs,
whereas Chosŏn white porcelain tended to be obtained from the kiln sites, or alternatively was
often inherited within a household.34 There are a number of reasons for this. Firstly, in Chosŏn,
Neo-Confucian ideology established social norms and rules, observed by royal families and
literati (sadaebu) transmitted through the Chujagarye (Family Rites of Zhu Xi). The practice

30
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Kye-ri Park, ’20 Segi han'gukhoehwaesŏŭi chŏnt'ongnon (Study of Twentieth-Century Korean Painters’
Viewpoints on Tradition)’ (PhD thesis, Ewha Womans University, 2006), 104.
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of burying mortuary articles was also influenced by Confucian ideals and doctrines, and these
items became much more restrained and humble than they had been in the extravagant Silla
and Koryŏ periods. When both the Japanese and Manchu invasions seriously destroyed the
nation, its impact also affected the production of burial wares, which gradually began to
disappear. Secondly, the structure of Chosŏn tombs was different from that of the Koryŏ tombs,
which could be looted relatively easily.35 Hence Chosŏn porcelain was not obtained from burial
sites, but rather from kilns. Excavation of the kiln sites was often initiated by the GGC’s
Committee on the Investigation of Historical Sites (Koseki Chōsa Iinkai) in the 1920s. In one
example, the GGC’s investigation of the Mt. Kyeryong kiln site in 1927 excavated a number
of intact items of Punch'ŏng ware. As soon as they were revealed, Japanese antique dealers
hired Korean horidashi (grave-diggers) to transport the items – known as ‘mishima’ at the time
– to Japan.36
The Korean collector Byŏngrae Pak (1903-1974) recollected that the Japanese looked down on
Korean collectors, calling them ‘sujŏkp'ae’ (water-dropper gangs), implying that these trivial
customers only collected worthless items such as water-droppers or brush-holders. 37 This
contempt was due to the Korean collectors’ less successful financial situations, as well as the
cultural capital of collecting celadons, which circulated exclusively among Japanese collectors.
The Korean antique dealer Kidae Hong (1921-2019) observed that Korean collectors preferred
items that appealed to the tastes of the Chosŏn literati (sadaebu), such as writing implements
made of porcelain – water-droppers, water pots, brush-washers, brush-stands, etc., but were
more hesitant about collecting utilitarian kitchen items, such as dishes or pots.38 In contrast,
the Japanese had a custom of hanging a picture and decorating it with flowers in a fine pot in
a space called a ‘tokonoma’ in the reception area of their houses. Due to the low ceiling of the
35
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The Burlington Magazine in 1912, offers a vivid description of the practice of excavating tombs using sticks and
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houses, a pot no taller than 30cm was preferred. For such shaku-tsubo, 39 Chosŏn white
porcelain pots were most suitable for tokonoma.40 Korean collectors’ preference for writing
implements made from Chosŏn porcelain indicates not only their affordability in the market,
but also the importance of Korean collectors’ identification with the Chosŏn literati culture. In
the following section the experience of British collectors will be examined to identify whether
their changing tastes were influenced by the emergence of this new group of Japanese and
Korean collectors.

White porcelain in British collections
As detailed in Chapter 2, C.H. Wylde, Keeper of Ceramics at the V&A, made a collecting trip
to Korea in 1911-12, during which his purchases included many more Chosŏn white porcelains
than Koryŏ celadons. In contrast, the dealers in Oriental arts in London were mainly offering
Koryŏ celadons to the Museum at that time.41 Wylde clearly stated that his trip was intended
to ‘fill a gap’ in the Museum’s collection.42 Some of the Museum’s previous acquisitions, made
between 1909 and 1911, had been offered by S.T. Audley, John Sparks and Yamanaka & Co,
all Oriental dealers based in London. The first five pieces of Koryŏ celadon43 came from S.T.
Audley and included a celadon kundika with an inlaid design of willow and ducks, purchased
for £25 (Figure 4-2, C.743-1909).44 In the following year the museum purchased a cosmetic
box inlaid with a design of figures of boys and flowers from John Sparks for £6 (Figure 4-2,
C.65-1910).45 Finally in 1911, a celadon bottle with inlays and copper red underglaze was
bought from Yamanaka & Co. in London46 (Figure 4-2, C.72-1911) for £15.47

39

Shaku-tsubo means a pot of one shaku in size: a shaku was 30cm in the Japanese system of measurement.
Ibid., 42.
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Figure 4-2. Long-necked Celadon Bottle with Inlays and Copper Red Underglaze (C.72-1911), Celadon Box
with Inlaid Design of Boys and Flowers (C.65-1910), Celadon Kundika with Inlaid Willow and Duck Design
(C.743-1909), celadon glazed stonewares, 1200-1250, Korea ã V&A

Furthermore, Wylde’s complaint in his acquisition report, as noted in Chapters 2 and 3,
suggests that celadons were overpriced in the Korean market by the Japanese at that time, and
his own financial restrictions might have meant that he had to refrain from buying celadons.
As quoted in Chapter 3, Wylde wrote that the prices quoted by the Japanese was extremely
high: for instance, the price being charged for tea pots that were valued at £16 in England was
£60.48 The V&A acquired Koryŏ celadons from London dealers between 1909 and 1911, as
indicated above, for £6, £15 and £25. Importantly, the huge price differences between the
English and Korean markets can be observed, as certain items were overinflated by the
Japanese monopoly.

48

V&A Registry, ‘Purchase by Officers on Visits Abroad, 1902-1954’, part 4, 21. Wylde noted: ‘We only have
a few specimens in this Museum of the finest class of Corean pottery, and the prices given by the Japanese are
extraordinarily high. I was asked for £60 for a tea pot such as in England we should not expect to be priced at
more than about £16.’
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It is fair to speculate that Wylde’s purchase paved the way for later acquisitions of Chosŏn
porcelain. In 1913, V&A purchased seven pieces of white porcelain (C.126-1913 to C.1321913) and one of a brownish celadon from the early Koryŏ period (C.133-1913). While flasks
of blue underglaze with various motifs (including Figure 4-3) cost £2 to £3, an eighteenthcentury porcelain jar with a lotus design, painted in copper red underglaze (Figure 4-4) was
£10. Its purchase was highly recommended by Bernard Rackham, curator in the Ceramics
department.49 Taking into account the differences in the type, age, size and decoration of the
pieces, the price of celadon pieces ranged from £6 to £25, while those of white porcelain were
from £2 to £10. Thus, it can be summarised that the prices of the blue and white porcelain were
also relatively cheaper than celadons in British markets.

Figure 4-3. Porcelain Flask with a Four-clawed Dragon and Cloud painted in Underglaze Blue (C.126-1913),
1800-1870, Korea ã V&A

49

V&A Registry, Nominal file, ‘S.M. Franck & Co.’
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Figure 4-4. White Porcelain Jar with Lotus design painted in Underglaze Copper Red (C.131-1913), 1750-1800,
Korea ã V&A

As well as Wylde, Dr W.M. Tapp collected and later bequeathed porcelains to three major
British museums. Tapp (1893-1936) worked as a solicitor and became director of a number of
commercial undertakings after his retirement in 1906. He was also a Fellow of the Society of
Antiquaries of London (FSA), and a member of the Geologists’ Association and the
Archaeological Societies of Essex, Suffolk and Somerset, which may be related to his visit to
Korea. The museum archives specify only that his visit between 1912 and 1913 was for some
‘scientific reason’,50 but further information regarding his motivation to collect is not available.
Tapp’s collection includes a wide range of white porcelains from the eighteenth to the
nineteenth centuries, and he sold these to the BM in 1913, the V&A in 1919, 1927 and 1930,
and the Fitzwilliam Museum between 1920 and 1934. In 1919 the V&A acquired five pieces,
including a large globular jar with two five-clawed dragons chasing flaming pearls among
clouds, painted in cobalt blue underglaze (C.15-1919); a large jar decorated in copper-red and
cobalt-blue underglazes with landscape scenes and good luck emblems (C.17-1919, Figure 45); and a water-dropper in the shape of a peach painted in cobalt-blue and copper-red
underglaze (C.19-1919). Bernard Rackham, Wylde’s successor as Keeper of the V&A
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Ceramics department from 1918-1937, wrote to Tapp about his donation that: ‘the specimen
of Corean porcelain will be exhibited with labels bearing your name as a donor’.51 From his
letter, it can be presumed that Tapp’s collection was on display in the Ceramics department.
Alongside the porcelain collections, approximately 150 pieces owned by Le Blond – whose
travelling and collecting were described in Chapter 2 – were first displayed in 1914 and were
still in the Museum’s collection when the catalogue was published in 1918. Therefore, by 1919,
V&A could include a good variety of celadon and blue-and-white porcelain pieces in its display.

Figure 4-5. White Porcelain Jar painted in Underglaze Copper Red and Cobalt Blue (C.17-1919), 1800-1850,
Korea ã V&A

The BM’s Korean collection also benefited from acquisitions by diplomats, travellers and
missionaries who had travelled in Korea or neighbouring countries before 1910.52 Additionally,
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four pieces of Chosŏn porcelain were given to the Museum by Ogita Etsuzo after the JapanBritish Exhibition in 1910. They included a brush-pot, jar, tea-bowl and ink-pot, all made
between the late nineteenth century and early twentieth century (BM collection nos.
1910,1113.1 to 1910, 1113.4). These previous collections are mostly small or were considered
to be of less artistic merit than ethnographic interest.
However, in 1911 the BM benefited from the collection of George Eumorfopoulos,53 who had
collected Korean art alongside his major Chinese collection. Eumorfopoulos donated 36 pieces
of Koryŏ celadon (nos.1911, 0607.1 to 1911, 0607. 38). It is thought that his Korean items
were purchased from Oriental dealers at the same time that he bought a number of Chinese
pieces. In 1913, the BM’s Tapp collection (nos. 1913,1007.1 to 1913,1007.6) included three
Chosŏn porcelain jars from the eighteenth century and a water-dropper, which was similar to
the one the V&A received. These all contributed to the variety of Chosŏn porcelain on display
at the BM.54
It is not known how the collections of Eumorfopoulos and Tapp were displayed in the early
1910s. However, details of a display of Korean ceramics were included in the publications of
the Department of Ceramics and Ethnography, which was a short-lived venture between 1921
and 1933. A Guide to English Pottery and Porcelain was published in 1923, followed by A
Guide to the Pottery and Porcelain of the Far East in 1924. The latter provides information
about the arrangement of Chinese, Korean, Siamese, and Japanese wares in the new King
Edward Building.55 Korean wares were arranged on the south side, Bay V, in Cases D, E. F
and a Window Case. One or two specimens of Silla tomb wares, collected by William Gowland,
were on display in Case E, while the rest were held in storage.56 Koryŏ was introduced as the
period of the greatest flourishing of Korean art. Koryŏ celadons were acknowledged as being
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the contents of tombs, excavated around the capital, Songdo [Kaesŏng]. The guide explains
that although similarities existed between Northern Chinese celadons and Yueh wares, specific
characteristics differentiated the Korean items. Punch'ŏng wares and their technique were
introduced with the Japanese term ‘e-gorai’ (painted Corean) and ‘mishima’, and they were
then erroneously categorised as Koryŏ products. 57 The period of production for Punch'ŏng
wares was corrected by Asakawa Noritaka’s study of the Kyŏnghŭi Palace kiln in 1922, and
was determined to be from Koryŏ to early Chosŏn (fifteenth to sixteenth centuries). Punch'ŏng
wares were particularly cherished by Japanese tea masters. Those with inlay techniques
(‘sanggam’) developed from Koryŏ celadon were called ‘mishima’, while iron-painted items
were referred to as ‘e-gorai’.
A Guide to the Pottery and Porcelain of the Far East (1924) explains that Chosŏn production,
particularly from the sixteenth century onwards, was made of ‘coarse’ textured porcelain with
or without ‘sketched’ designs in a ‘dull’ blue underglaze.58 This negative assessment of Chosŏn
porcelain echoes the assessments made by A.W. Franks and William E. Griffis in 1878 and
1882, as discussed in Chapter 1. The comments reflect the general lack of knowledge and
understanding of Korean art, which lingered in the book and offered such stereotypes and
prejudices from a notably Orientalist perspective. I would argue that such assessments may
have been based upon the narrow range of examples in the Museum’s collection. The catalogue
photographs featured six pieces of celadon, whereas only a single jar from Tapp’s collection
was included to represent porcelain ware. The BM’s collections that were on display in the
1920s were primarily focused on Koryŏ celadon, in a collection mostly donated by
Eumorfopoulos. The assessment of Chosŏn porcelain and the overall history of Korean art were
presented in a similar way to the earlier publications on Korean ceramics in the 1880s, which
were discussed in Chapter 1.
Collections in museums in Great Britain were established via London dealers and collectors,
and from the exhibitions of 1910 discussed in the previous chapter, rather than being directly
impacted by changes in the Korean market. Considering that Japanese and Korean collectors
57
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in Korea had begun to focus on Chosŏn porcelains for financial reasons, it might be assumed
that this was not the case for collectors in Britain. While the soaring prices of celadon
established the porcelain market in Korea, the international market in Britain had many more
alternatives to choose from. For example, Eumorfopoulos’ collection in 1928 included sixtytwo pieces of Korean ceramics, of which Koryŏ celadon occupied two-thirds of the catalogue
listing.59 It appears that Eumorfopoulos continued to base his collection on celadon throughout
the 1920s and 1930s, and the V&A received six celadon pieces, one porcelain piece and eight
bronze items from his Korean collection in 1935-6 (Figure 4-6).60
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Figure 4-6. A display case of Korean ceramics in the exhibition of the Eumorfopoulos collection held at the
V&A in 1936. From V&A Archive, Nominal File: ‘Mr and Mrs George Eumorfopoulos’, Courtesy of Victoria
and Albert Museum, London.

It is difficult to trace how changes in both private and public collections were directly affected
by the fluctuations in the Korean market. Although museum collections grew through
contributions from collectors and dealers, a survey of auction catalogues from the 1880s to the
present indicates that there was little dealing in Korean art in the British auction market from
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193361 until the late 1970s. This may be due to research errors on my part, and undiscovered
documentation might still exist. However, a prolonged decline does seem apparent: Beth
McKillop examined both the haphazard and strategic development of the V&A’s Korean
collection over this 150-year period, and between 1940 and 1970 there was a noticeably similar
decrease in the acquisition of Korean objects, which appears to reflect the slow development
of the V&A collection in general during this period.62 However, after many years it was only
in its 10 July 1978 sale that Christie’s London first included a collective group of Korean
ceramics and bronzes from various properties. The lists included Silla pottery and bronze (lot
172-178); Koryŏ bronze (179-181); Koryŏ celadon (182-223); Chosŏn ceramics (224-229) and
a group of Silla jewellery pieces (230-239). The fact that the majority of the lots consisted of
Koryŏ celadon indicates that private collectors continued to strongly favour traditional
conceptions of Korean pottery. While the estimated prices show that the rare celadon pieces
reached £1500-£1800, it is interesting to note that a distinct price difference no longer existed
between the Koryŏ and Chosŏn ceramics: the prices were determined instead by the size and
the shape of the pieces.63
What accounts for the changes in the way in which British collectors appreciated and valued
the celadon and porcelain of Korea? In terms of the literature and scholarly research undertaken
in the 1940s, William B. Honey, Keeper of the Department of Ceramics at the V&A, published
‘Corean Wares of the Yi Dynasty’ and ‘Corean Wares of the Koryu Period’ in Transactions of
the Oriental Ceramic Society, thus establishing a foundation for the publication of his book on
the same subject. This was followed by a rapid increase in studies by pioneering scholars and
curators, including G. St. G. M. Gompertz (1904-1992) and Dr Chewon Kim, Director of the
National Museum of Korea. A series of global endeavours by the National Museum of Korea
appears to have been fruitful. 64 Besides the development of publications and scholarship
during this period, a connection between British studio pottery and Chosŏn porcelain seems an
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obvious factor in the changing evaluation of Korean ceramics in Britain. With the case study
of one particular moon jar as an exemplary object of Chosŏn porcelain, the following section
will examine the international connections between Japan, Korea and Britain through the
activity of Yanagi and Leach.

Yanagi, Korean ceramics and the Chosŏn Folk Art Museum
Yanagi’s passionate interest in Korean ceramics was ignited around 1914 by a gift from
Asakawa Noritaka.65 It was a white porcelain multi-faceted jar with a grass and flower design
painted in cobalt blue underglaze, which now resides in a collection in Mingeikan (the Japan
Folk Crafts Museum), Tokyo. Yanagi immediately became enamoured with this object, and
from his first trip to Korea in 1916 to his twenty-first visit in 1941, the next twenty-five years
of his life were devoted to accumulating a collection of items, writing books and articles on the
subject, and giving public lectures about Korean arts and crafts. On his first trip to Korea,
Yanagi met Asakawa Takumi (1891-1931), Asakawa Noritaka’s brother, who was working as
a forest engineer at the Forestry Office of the GGC. Asakawa Takumi devoted himself to the
study of Chosŏn material culture and was the author of the books Chōsen no zen (Small Tables
of Chosŏn) (1929) and Chōsen tōji-mei kō (Terminology of Chosŏn Pottery) (1931).
The 1919 March First Movement,66 as well as his general affection for Koreans, prompted
Yanagi to raise his voice publicly to renounce Japanese violence against Koreans.67 In the
following year, Yanagi and the Asakawa brothers organised lectures and musical concerts
featuring Kaneko, Yanagi’s wife and a professional alto singer, to raise support for the Korean
people. His humanitarian acts made a positive and favourable impression upon Korean
intellectuals, which prompted Yanagi to consider setting up an art museum, the ‘Chōsen
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Minzoku Bijutsukan’ (Chosŏn Folk Art Museum; hereafter CFA Museum).68 In his proposal
for this museum, Yanagi expresses the view that Chosŏn art would have been dispersed if the
Japanese had not protected it, as many Koreans did not appreciate how great their own art
was.69
Despite his good intentions, his Japanese elitism towards the colonised Koreans is difficult to
overlook in such passages. Yanagi’s project thus reflects the inherent ambiguity of colonial
relations. Bhabha explains that such ‘ambivalence’ in colonial discourse offers a premise for
the discourse of mimicry. The burden of this ‘normalising’, civilising, or reforming mission is
laid on the colonial subject, while mimicry is 'the desire of the colonial subject to be a reformed,
recognisable Other as a subject of a difference.’70 This mimicry produces ‘slippage’: an excess
or difference that is almost the same, but not quite. Bhabha argues that ‘the success of colonial
appropriation depends on a proliferation of inappropriate objects that ensure its strategic failure,
so that mimicry is at once resemblance and menace.’71 Despite being intended as a civilising,
enlightening mission for Korea, Yanagi’s project of colonial appropriation also communicates
the idea of ‘inappropriate’ Koreans, who fail to be exactly the same as, or equal to, the Japanese.
Were they to do so, it would threaten the Japanese, but also become a slippage. In other words,
due to this slippage in the area of ambiguity, Yanagi’s sympathetic yet simultaneously
patronising attitude cannot escape being part of colonial power relations.
The GGC originally intervened and asked Yanagi and the Asakawa brothers to remove the
word ‘Minzoku’ from the museum’s name, since ‘minzoku’ (民族; meaning a people of a nation,
an ethnic group) connotes the Korean nationalist independence movement. However, because
Yanagi was referring to ethnic and folk art, the GGC later gave him permission.72 In fact, it
seems that the GGC favoured the establishment of the museum, as they offered the
Chipkyŏngdang (old bedroom building) in the Kyŏngbok Palace as a venue. Notably, this was
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the same site as the GGC Museum (opened in 1915) and the GGC Headquarters (constructed
1916-1926).
Yanagi’s organisation of lectures, seminars, art exhibitions, publications and concerts featuring
Kaneko were part of the fundraising process for the museum (Figure 4-7). To this end, he also
curated an exhibition of Korean folk arts, ‘Chōsen Minzoku Bijutsu Tenrankai’, in May 1921
at the Kanda Ruissō gallery in Tokyo. About 200 objects were displayed, including paintings,
embroidery, metal crafts and pandaji furniture, but the majority of the objects were Chosŏn
porcelain.73 In September 1922 Yanagi featured in a special issue of Shirakaba magazine on
Chosŏn pottery, which was followed by another exhibition of Chosŏn ceramics at the Chosŏn
Nobility Association Hall in Seoul,74 which included about 400 pieces of Chosŏn ceramics, in
October 1922.75 Finally, the CFA Museum was established in Chipkyŏngdang, Kyŏngbok
Palace, in 1924.

Figure 4-7. ‘Today! for the Museum, Yanagi’s wife Kaneko’s Recital is for the establishment of the Museum.
For our own honour’s sake we should take responsibility too.’ Dong-A Ilbo, 4 June 1921, 3.
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Since Yanagi lived in Japan, Asakawa Takumi undertook the management of the CFA museum.
After Asakawa Takumi’s premature death in 1931, the museum’s operation was so reduced
that it was mostly closed except for access to occasional visitors. The museum continued until
the end of the colonial period, after which the collection was absorbed by the National Folk
Art Museum. After the Korean War (1950-1953), the collection was transferred to the Namsan
branch of the National Museum of Korea.76
In retrospect, Yanagi’s activity had a greater impact on Korean and Japanese artistic circles
than the Museum itself. While the YRF Museum and GGC Museum were promoted in the
GGC’s official tour guides, the CFA Museum kept a relatively low profile, and was essentially
a private museum. However, a stark contrast can nonetheless be found between their
presentations of the Chosŏn period. The YRF Museum and the GGC Museum interpreted the
Koryŏ period (918-1392) and the Silla period (57BC-935) as Korea’s cultural zenith. The GGC
Museum presented the largest archaeological collection, especially of the oldest Buddhist art
and architectural monuments found in Kyŏngju, the capital of Silla.77 The GGC promoted both
the YRF and the GGC museums, and its claims for the spectacular success of their civilising
mission was evidenced by their wide range of cultural, scientific, technological, and
architectural specimens.78 While these museums focused on the flourishing Buddhist culture
and artistic exquisiteness of the past, they presented the Chosŏn dynasty as a backward period
of cultural decline, that justified the imposition of Japanese colonial rule. As a result, the CFA
Museum’s collection and its re-appreciation and interpretation of Chosŏn art directly
contradicted the GGC’s official position.
In Korea, the influence of Yanagi was first accepted by the literary circle associated with the
journal P'yehŏ.79 This might have been due to the fact that Korean collectors, curators, and
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studio potters, all of whom later joined and collaborated with Yanagi’s circle – were only
beginning to establish themselves at the beginning of the 1920s. All the members of the P'yehŏ
coterie, spearheaded by Sangsŏp Yŏm,80 had studied in Japan. They had experienced translated
modernism and understood the significance and influence of both the group and the magazine
Shirakaba. 81 The coterie subscribed to the trends published in Shirakaba magazine, which
represented the interactions between Yanagi and the P'yehŏ coterie through various forms of
literature.82 In particular, in May 1920, when Kaneko’s first recital was organised, members of
the P'yehŏ coterie actively supported the event. Yŏm, working as a reporter for Dong-A Ilbo at
the time, organised newspaper sponsorship for the recital. He also translated Yanagi’s articles
‘A Letter to my Korean Friends’ and ‘Thinking of the Koreans’, which were featured just a
few weeks before the recital (12-18 and 19-20 April 1920) with the underlying intention of
promoting the event.
Meanwhile Yanagi’s personal activities and network were reaching ever wider circles. Yanagi
accompanied members of his coterie on their visits to Korea, such as two trips by Bernard
Leach as well as one by Gurcharan Singh (1898-1995), India’s best-known studio potter of the
twentieth century. Singh had studied in Japan, and included Chosŏn ceramics in his own
personal collection on Yanagi’s recommendation in 1920. 83 Singh’s Korean ceramics
collection contains about twenty items. Half of these are excavated artefacts, while the other
half are Chosŏn porcelains. This Chosŏn porcelain collection bears witness to the fact that
Singh was in contact with a number of circles, including that of Yanagi, and shared their
aesthetic values. 84 Langdon Warner (1881-1955), a curator of Far Eastern Art at Harvard
publication of the magazine was stopped by the GGC after only its second issue in January 1921. A poet,
Sangsun Oh later appears in the film of Bernard Leach’s visit to Korea, demonstrating that the friendship
between Oh, Yanagi and Leach continued for years after 1920.
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University’s Fogg Art Museum from 1923 to 1950, also maintained a close relationship with
Yanagi. In 1928 Warner joined the excavation of the Mt Kyeryong kiln sites with the Asakawa
brothers, and some of the fragments that were found were then donated to the museum.85 From
1929 to 1930, Yanagi spent a year at Harvard, at Warner’s invitation, where he gave lectures
on Japanese art and organised two exhibitions of Japanese folk paintings and contemporary
handicrafts. During his stay, Yanagi donated ten pieces of Chosŏn ceramics to the museum.86
After the successful opening of the museum in 1924, Yanagi’s focus turned to the arts and
crafts of his native Japan, and two years later he was at the centre of a small group declaring
themselves the champions of ‘mingei’ (folk craft). Having accomplished the task of founding
a folk art museum in Korea, Yanagi began to consider his own country’s similar need to
discover and collect things endowed with truth and beauty for future generations. Yanagi began
to research Japanese art, and through his travels came to realise the wealth of regional crafts in
Japan. Of particular interest in this regard were ‘mokujikibutsu’,87 wooden Buddhist statues
which were described as ‘simple’ ‘natural’ and having the quality of ‘mushin no shin’, or ‘nomindness’.88 Such descriptions indicate that Yanagi transferred his observation of the beauty
in Korean ceramics to Japanese regional crafts. He continued to develop the mingei theory that
common household handicrafts by unknown craftspeople (‘getemono’) were most relevant in
revealing the identity of Japan’s most intimate and original aspects.89 The Mingei movement
was finally established by Yanagi and his potter friends, Hamada Shōji (1894–1978), Kawai
Kanjirō (1890–1966), Tomimoto Kenkichi (1886–1963) and Bernard Leach in the attempt to
discover and promote a rustic, artisanal, and above all, authentically ‘Japanese’ aesthetic.90 The
Mingeikan, established in 1936 in Tokyo, became the tangible legacy of this movement, and
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mingei aesthetics have become widely known through the book The Unknown Craftsman: a
Japanese Insight into Beauty (1972) which Leach adapted from Yanagi’s earlier work.91
The establishment of the Mingei movement became an important turning point for Yanagi in
particular, who began to re-interpret Korean art and material culture through a mingei aesthetic.
In this period, Yanagi began to discuss and promote Korean art and material culture in a totally
different way from that which he had adopted in the previous decade. Kye-ri Park analyses
Yanagi’s collection in order to understand his appreciation of Chosŏn art objects and how this
is reflected in his collection.92 Yanagi’s articles and photographs were analysed in order to
identify changing patterns in his collecting. Hence from 1911 to the early 1920s his early
interest focused upon Chosŏn ceramics. 93 Between 1923 and 1924 and the late 1920s he
became interested in wooden furniture, usually in the form of small tables and boxes. When
Asakawa Takumi published a book on the wooden tables [soban] of Chosŏn, Yanagi recalled
in the foreword that he had been collecting these for five to six years. He expressed his own
appreciation by explaining that he used Chosŏn soban in his home in Japan.94 Around 1932,
he praised the masonry craft of Chosŏn as natural, quiet and simple. In addition to stoneware,
he collected items of daily use such as tobacco boxes, kettles and pillows. His collection of
straw-crafts, bags, bamboo boxes, bamboo flutes and brooms indicates that his interest was
moving towards domestic handicrafts.95
Yuko Kikuchi explains that the first noticeable change in the interpretation of Korean ceramics
occurred in 1922. Yanagi first used the heavily critiqued term ‘hiai no bi’ (beauty of sorrow)
in his 1920 article ‘Chösen no tomo ni okuru sho (Letter to my Korean friends)’. He insisted
that his aesthetic emerged from Korea’s violent and painful history, and this concept was fully
developed in 1922 in ‘Chōsen no bijutsu (Korean Art)’ in which the sad trajectory of Korean
art by ‘lonely Koreans’ is compared to that of ‘the practical and strong Chinese people’ or the
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‘cheerful Japanese’.96 At this time, Yanagi concentrated on re-evaluating Chosŏn ceramics by
comparing them with Koryŏ ceramics. Here Chosŏn production is described as having a
‘masculine beauty’ and a ‘beauty of will’ in its simple, strong, expansive shapes, whereas
Koryŏ ware demonstrates ‘feminine beauty’ and the ‘beauty of delicacy’.97 Yanagi no longer
strongly emphasised the ‘beauty of sorrow’, but rather shifted to asserting that ‘naturalness
without intention’ was the specific characteristic of Chosŏn ware. In the special issue of Kōgei
in 1932, his aesthetic moves from ‘naturalness’ to ‘anonymity’, ‘functionality’ and ‘health’.
He used these concepts to capture the essence of Chosŏn ceramics, and applied and extended
them to the appreciation of ordinary household crafts.98
In her work Kingdom of Beauty, Brandt suggests considering the origins of the Japanese
discourse on mingei within the historical and political context of the ambivalence of a nonWestern imperialism. 99 As reviewed in the previous chapters, Japan sought to become an
imperial power by annexing and colonising – first Taiwan in 1895, and then Korea in 1910, in
order to prove itself capable of resisting European and US imperialism. Once under the threat
of a growing Western imperialism, Japan again ‘mimics’– in Bhabha’s term – in order to
contest the West. This ambivalence, something that is almost same but not quite, generates a
slippage, or difference, between Japan and the West. Thus pan-Asianism is read as a kind of
‘double Orientalism’, in which Japan refutes the Western dominance of ‘Orientalism’ by
emphasising indigenous Oriental value in general, and Japanese autonomy in particular.100 This
is the point at which the Mingei movement conformed to the main idea of pan-Asianism and
nationalist fervour in Japan.
Japanese policy abandoned the frameworks of international law and other practices established
by the Western colonial powers, especially after their invasion of Manchuria in 1931. Japan

96

Yuki Kikuchi, Japanese Modernisation and Mingei Theory, 128-135. Yanagi’s essays are from Yanagi Sōetsu
zenshū (Collected Works of Yanagi Sōetsu) Vol. 6 (Tokyo: Chikuma Shobō, 1980–92). During the 1960s
and ’70s in particular, Yanagi’s aesthetics were heavily critiqued as colonial historiography [singminsagwan] by
nationalist scholars, including Harim Ch’oe. However, by end of the 1970s scholars such as Chinhŭi Yi began
to focus on the changes in Yanagi’s aesthetics in the mingei context from the 1930s onwards, particularly the
shift from ‘sadness/sorrow’ to ‘healthy’ characteristics.
97
Yuki Kikuchi, Japanese Modernisation and Mingei Theory, 135-136. Yanagi’s articles are from the ‘Richo
tojiki no tokushitsu’ and ‘Richo yomanroku’ published in Shirakaba in 1922.
98
Ibid., 136.
99
Brandt, Kingdom of Beauty, 3.
100
Ibid., 10.

232

instead began to embrace the ambitious new goal of carving out an autonomous East Asia under
exclusive Japanese control. 101 At this time, pan-Asianism was deployed to evoke Asian
solidarity and transnational cooperation against the Western threat. Pan-Asianism soon became
repurposed for Japanese national interests and as an ideology of warfare, and this selfdestructive application of the concept eventually undermined the nature of Asian solidarity
itself.102 Thus, Eri Hotta critiques the notion of pan-Asianism as a ‘paradoxical transnational
nationalist ideology’, as it ultimately failed to fulfil its initial trans-national interest, instead
serving merely as the nationalist ideology behind Japan’s numerous military aggressions.103
The nationalist fervour in Japan also emerged in the realms of art and design, where the Mingei
movement offered a strong and renewed interest in indigenous styles and traditions.

Nationalism in Korea, Chosŏn taste
In the 1930s, pan-Asianism was associated with Japan’s nationalist interest in an ideology of
warfare, contradicting the very idea of a trans-national unity. In this context, the Mingei
movement sought indigenous styles and traditions to emphasise the health and strength of the
Japanese people: this was often referred to as ‘Japanese taste’ or ‘Nihon shumi’.104 Meanwhile,
the emergence of ‘Chosŏn taste’ became a counter-concept for the Korean version of
nationalist endeavours, and Korea’s nationalistic spirit was sought in Korean traditions and
sentiments. Newly coined terms such as ‘Tongyangmunhwa’ (Oriental culture or Eastern
culture), ‘Chosŏnch'wihyang’ (‘Chosŏn taste’, ‘Chosŏn flavour’) and several others were used
frequently, particularly by the Munjang105 coterie seeking to apply a traditional Korean spirit
in order to maintain what they called a ‘noble personality’ in the social circumstances of the
end of the 1930s.106 It should be noted that ‘Chosŏnch'wihyang’ (‘Chosŏn taste’) is different
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in this context from the ‘local colour’ (Chibangsaek or Hyangt'osaek) approach initially
imposed by Japanese panels at the Chosŏn Art Exhibition (Chosŏnmisuljŏllamhoe), especially
during the 1920s and ’30s. ‘Local’ here means not only Korea, but also Taiwan and Manchuria,
which were regarded as external territories of mainland Japan. The external territories were
imbued with the sense of being a pre-industrial paradise, and painters were urged to depict
indigenous peoples in regional landscapes. These stereotypical depictions were manifestations
of the spatial and social imaginary of Japan.
Discourse on Chosŏn tastes and tradition became prevalent, articulated in particular by the
painter Yongjun Kim107 and the novelist T'aejun Yi,108 advocating ‘Classicism’ (Kojŏnjuŭi or
‘Sanggojuŭi’, revival of the classical tradition) and reinterpreting the classical arts of the
Chosŏn dynasty. The Classicist movement in Korea was developed in both literature and
painting within the Munjang coterie. This group chose the Chosŏn dynasty as the prime
example to inform their ‘classical’ art. They embraced the vernacular epistolary style
(Naeganch’e, using a sophisticated style of writing in han'gŭl that was rooted in everyday
spoken language) for its representation of the core of traditional and national literature, while
the painting style followed that of ‘literati’, or scholarly painting (Muninhwa), genre painting
(P'ungsokhwa)109 and ‘true-view’ landscapes (Chin'gyŏng sansuhwa), amongst other forms.110
It can be seen, therefore, that the Munjang coterie were challenging the colonial historiography
that denounced Chosŏn and its art, and attempting to embed a traditional Korean spirit in their
work to maintain this ‘noble personality’ in the social circumstances of the 1930s.111
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All the genres discussed above had emerged and flourished in mid-seventeenth century Chosŏn
as part of the effort to rebuild the nation after two invasions, as well as the inward focus by
Koreans after the fall of the Ming dynasty, consequently replacing the legitimate legacy of
Confucian civilisation with Chosŏn itself. For this reason, a high level of academic attention
has been invested in the study of this period, and its products are celebrated as emblematic of
authentic Korean culture and heritage in current scholarship. As mentioned above, the moon
jar was also the product of this period, and the celebration of the moon jar can be read in the
same context. Thus the Munjang coterie’s focus on the seventeenth- and eighteenth-century
Chosŏn period, along with the emerging ideology of a ‘new middle kingdom’ and its
admiration for the literature, painting and ceramic production of the time, was in some way
justifiable, as the national crisis of the Chosŏn period may be seen as a parallel which colonial
Korea could break away from.
T'aejun Yi’s search for tradition did not represent the nostalgic pursuit of a retro aesthetic, but
instead sought to provide an alternative to the decadent consumerist modernism that had
arrived in Korea via Japan.112 Regarding the appreciation of antiquities, Yi wrote about an ink
container left to him by his father. The affection for this old ink container is not indicative of a
luxury hobby or a vulgar desire to collect. Rather, it is integral to establishing a modern
interpretation of art and crafts, so that old objects might be appreciated as a new form of beauty,
and thus given new life.113 Yi’s pursuit and deployment of tradition was thus different from the
‘local colour’ movement, as well as from the prevailing collecting practices of hobbyists.
Instead, Yi emphasised the giving of life through the appreciation and re-interpretation of the
old traditions of, particularly, the Chosŏn literati.
In the field of painting, Yongjun Kim, who had studied Western painting in Tokyo, turned to
Chosŏn literati paintings to locate the noble, elegant spirituality of the Chosŏn literati. His
series of cover illustrations for Munjang magazine shows how he interpreted and developed
the Chosŏn literati painting approach.114 Yongjun Kim also continued to publish articles related
to the painters and paintings of Chosŏn. The articles were not written as in-depth art history,
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but were produced rather for the purpose of enlightenment, using the simple biographical style
and narrative which was popular at the time.
Artistic and literary magazines played a crucial role in spreading ideas associated with the
Enlightenment (Kaehwa) and the movement for independence from Japanese colonialism.
After the March First Movement in 1919, Japanese policy changed from military rule to
cultural rule (munhwa tongchi, or bunka seiji), and as a result the GGC allowed Koreans access
to a certain extent to newspapers and magazines. During this period, newspaper publishing, of
titles such as Chosŏn Ilbo and Dong-A Ilbo, as well as magazines, was particularly active.
Mainstream nationalist-oriented magazines, including Tongmyŏng, founded by Namsŏn Ch'oe
(1890-1957), demonstrate the influence of socialism at the time.115 However, the Second SinoJapanese War (1937-1945) resulted in a major transformation of the Japanese empire, and an
intensification of the process of assimilating Koreans into the Japanese empire. As a result,
many Korean magazines were forced to either become pro-Japanese or else cease publication.
In this context, the first issue of Munjang in 1939, at a time when the CGG had banned the use
of the Korean language as part of the policy of assimilation, as well as their adoption of the
vernacular epistolary style (Naeganch’e), signifies the emergence of nationalist and
independent ideas.116 These magazines went to great lengths to appreciate and preserve the
national culture and traditions of Korea by identifying relevant motifs for illustration, design
and writing.
In the same way that T'aejun Yi emulated the art collecting practices of the Chosŏn literati and
sought to revive the spirit of sophisticated Chosŏn scholars, collecting was also intertwined
with the preservation of cultural heritage and traditions against colonialism. In 1937 the March
issue of the magazine Chokwang 117 featured a special article entitled ‘Chinp'umsujipka
115
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pijangsiryŏkpang (Visit to Collectors’ Secret Rooms)’, which described visits to the homes of
five renowned collectors.118 T'aeksang Chang’s interview demonstrated his pride as a collector,
but also his criticism of the Korean people’s ignorance about their cultural property. Chang
continued to lament the practices of Koreans who took examples of fine ceramics to Honmachi
(the Japanese sector in Seoul) to sell for low prices. These world-class national treasures would
eventually be sold to foreign museums by the Japanese. The interview concluded on a note of
gratitude to the collectors who were protecting the cultural artefacts of Korea against the
wealthy Japanese.119 This strong nationalist sentiment once again illustrates how collecting and
appreciating Korean ceramics was intertwined with nationalism and colonialism. It can be seen
that many of the literary magazines at the time had a strong tendency to enlighten and educate
Korean people about finding and appreciating their own culture and traditions in the Chosŏn
period, while advocating the serious need to protect Korean heritage from Japanese collecting
activity.
Thus, in the 1930s, many writers and painters found that collecting was a way of cultivating
their knowledge and cultural elegance, just as the Chosŏn literati had done. The subjects of this
collecting thus were painting and calligraphy and Chosŏn porcelains that related to the daily
life of the literati. Many Korean painters used the motifs they observed in their collections in
their search for their own way of materialising these aesthetics. Whanki Kim (1913-1974), a
pioneering Korean abstract artist, is well known for his association with Chosŏn white
porcelain. Young-Taek Park and other scholars argue that Kim’s search for the cultural and
spiritual heritage of Korea should be studied in the wider context of social movements in Korea
in the 1930s, especially within the context of the ‘classicism’ (kojŏnjuŭi) that was so active in
literary circles at that time.120
Whanki Kim studied at Nihon University’s College of Art from 1933 to 1936, and remained
there as a graduate the following year. In 1934, Yanagi was head of Japanese art history at the
University, and Kim studied under the fine arts tutelage of Togo Seiji (1897-1978), Fujita
Tsuguji (1886-1968) and Murai Masanari (1905-1999), who had themselves all studied abroad.
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Their presence at the same college during the same year suggests that Yanagi could have
influenced Kim’s thought and work, even if only indirectly.121 Kwang-su Oh explains, in a
biography of Kim, that Kim’s love and appreciation for the aesthetic of traditional Korean art
was kindled during his university years.122 This was true not only for Kim, as Yanagi exerted
an immense effect on Korean art and history circles at the time. Many artists have been
influenced by the Korean aesthetics in Yanagi’s writings, as well as by Kim’s aesthetic affinity
with Chosŏn pottery, which overlaps with Yanagi’s. By 1935, Kim was well known in the
Korean art scene, and had become a painter and essayist who was part of both literary and
painting circles. Around 1936, Kim became friends with Yongjun Kim and T'aejun Yi.
Kim was regarded as a great collector of Chosŏn porcelain himself. He also coined the term
‘moon jar’ to describe the globular Chosŏn porcelain jars, and his aesthetics are still highly
influential for many artists today. Kidae Hong (1921-2019), who ran the Kuhasanbang art
stationery and antiques shop in Seoul, records that the term ‘tal hangari’ (moon jar) was coined
by Kim. In 2014 Hong recounts:
I became acquainted with Whanki Kim through Sangbong To123 after the liberation.
Kim’s house was in Sŏngbuktong, where other artists like T'aejun Yi lived together.
Kim started buying ceramics after the liberation, and bought a misshapen jar from me.
He didn't discover anything particularly expensive or collectible, but he had his own
taste for misshapen things. He was particularly fond of a white porcelain jar, which was
known as a Maru-tsubo during the colonial period, as it has a round shape, and he
named it ‘Tal Hangari’.124
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It is difficult to confirm the exact point at which Kim associated the imagery of the moon with
the white porcelain jar. However, it seems that between 1945 and 1949 he associated the image
of the moon as ‘white’ and ‘large and with a round form’ with the white porcelain jar, thus
establishing a new aesthetic of the ‘moon jar’, which was then shared by the many intellectuals
and artists around him.125 The image of the moon jar first appeared in Kim’s paintings in 1949,
as shown in Figure 4-8, where the jar is placed behind the flower on a moonlit night. By 1952
the moon had become juxtaposed with the jar in a picture, thus entitled, Howŏl (壺月; Jar and
Moon), which united the two objects conceptually. In 1956, Kim insisted that ‘the spirit of our
people is finally epitomised by the jar (hangari)’, and he believed that the spirit and beauty of
the Korean people could be represented by these white porcelain jars.126

Figure 4-8. Whanki Kim, Paekchawa Kkot (White Porcelain and Flower), 1949, Oil painting on plywood,
40.5x60 cm © Whanki Foundation / Whanki Museum
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An appreciation of the socio-cultural context of 1930s Korea is important for understanding
how Chosŏn white porcelain, and the moon jar in particular, was accepted and interpreted by
Korean intellectuals, collectors and artists at the time. Various aspects are intertwined in the
rise of such items: Yanagi and the Asakawa brothers’ promotion of Chosŏn aesthetics, followed
by that of Korean writers and painters, including the P'yehŏ coterie; the ‘local colour’ aesthetics
imposed by the Japanese, as well as the efforts towards nationalism and independence that
involved reproducing Korea’s traditions and national symbols, led by the Munjang coterie. The
search for Chosŏn taste, the pursuit of utopian ideals deriving from this tradition, cannot be
dislodged from a colonial framing that identified the local characteristics of the Japanese
empire in Korea. But at the same time it developed in a totally different direction, to seek
universal values beyond the Japanese empire and to establish a framework for a specifically
Korean culture, emphasising its own uniqueness. An acknowledgment of such circumstances
in the Korean art scene of the 1930s is integral for grasping the wider context of Bernard
Leach’s purchase of a moon jar, in order to dislodge the belief that he was solely influenced by
Yanagi.

Trajectory of a moon jar
Bernard Leach and the moon jar
Born in Hong Kong in 1887, Bernard Leach arrived in Japan in April 1909 with his first wife
Muriel to teach etching. At the time Japan was changing, adopting policies of expansive
colonialism and Westernisation, as well as being on the verge of annexing Korea in 1910.
Leach successfully set up his etching studio, where he met Yanagi.127 The trajectory of Leach’s
life indicates that his British view of Korean art and design was conditioned by colonial Hong
Kong and by Japanese modernism. This should be seen in the context of various intersecting
colonial positions, and reflected in the following aesthetic assessment of Korean materials he
made during his visit.
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In 1918, accompanied by Yanagi, Leach fulfilled his long-held ambition to travel to Korea, as
he admired its art and architecture. Yanagi and Leach both benefited from the Asakawa
brothers’ first-hand knowledge, as well as their encouragement to cast a fresh eye on the
qualities of Korean pots.128 He wrote about his two visits to Korea in his book Beyond East
and West, where Leach recollected finding the supreme beauty and grace of ‘line’ not only in
the landscape of the ancient granite hills, but also in the roofs of buildings, hats, footwear, the
dark hair resting on women’s necks, as well as in pottery. To his eye, this ‘line’ was
characteristic of the country, and he sought to identify its kinship with the ineffable ‘old Persian
beauty of perhaps the tenth or eleventh centuries’. 129 Leach’s description echoes Yanagi’s
description of the ‘beauty of line’, which Yanagi made after his trip to Sŏkkuram130 and the
Korean characteristics found in the mystery of their own ‘long line’.131 His description echoes
the ‘local colour’ movements discussed above, in the sense of depicting the regional landscape
as a primitive and ancient paradise, with implications of an exotic and erotic gaze. This reflects
the fact that his findings in Korea were mainly directed by Yanagi. Furthermore, it again
demonstrates that the traditionalism or classicism of Korean artists in the 1930s could not
completely escape colonialism, but rather remained entangled with wide-ranging colonial
relations and legacies.
Leach returned to England in 1920; his second visit to Korea was on the occasion of an
exhibition of his own work in Seoul in 1935. He came at Yanagi’s invitation to the CFA
Museum. During Leach’s lecture that accompanied the exhibition, he remarked on the sad loss
of beauty in the objects of everyday life, and insisted that some of the exquisite folk art of the
people should be preserved.132 This statement may prove helpful for understanding Leach’s
perspective on Korea at the time, when many of his contemporary travellers were praising
Seoul’s old streets and architecture, and regretting the advent of modern buildings. Leach’s
assertion may also be considered within the context of his application of the philosophy of John
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Ruskin and William Morris and the aesthetic approach of the Arts and Crafts movement.133 It
thus overlaps with Yanagi’s mingei framework to some extent; however, Leach would maintain
a distance from Yanagi’s nationalist ideals in the 1930s, which involved utilising Korean
materials to redefine Japanese folk craft.
Leach’s recollections on his second trip are rather similar to those of his earlier one, and
coincide with Yanagi’s concept of the ‘beauty of line’ characteristic of Korean art, compared
with Chinese form. The beauty of this line, according to his philosophy, conveys the loneliness,
isolation, and sadness of Koreans, and could be associated with Korean landscapes, hats, shoes,
pottery and poetry.134 Leach’s impressions in this regard were greatly influenced by Yanagi’s
idea of the ‘beauty of sorrow’ which he had written about in the previous decade, although by
this time Yanagi had already begun to emphasise other aspects of Korean materials, such as
‘naturalness’, ‘anonymity’, ‘functionality’ and ‘health’, all of which would be incorporated
into the Mingei movement. This slight discordance might offer the possibility that Leach’s
interpretation of Chosŏn art was developed within his own aesthetics and emotional attachment
as a British studio potter.
Although his recorded travel itineraries were mainly in Seoul and the Diamond Mountains in
northern Korea, the Korean Film Archive located Leach’s own recording of his travels in Korea
and released it to the public in 2017.135 The film included his trip to Ulsan, Kyŏngju, Seoul and
the Diamond Mountains, and featured, in particular, a vivid scene of a market day in Ulsan. In
the film, Leach is seen with Sangsun Oh,136 a Korean poet and a member of the P'yehŏ coterie,
as well as with Yanagi and their Korean and Japanese companions. (Figure 4-9)
The vivid scene in the marketplace focuses on the busy street crowded with Koreans who are
wearing variously shaped hats, carrying piles of items in an A-frame or on their heads, or in a
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pile of furniture, earthenware, etc. It is noticeable that Leach focused on the lines of the roofs,
eaves, and tanch'ŏng (decorative colouring on wooden buildings) in some of the heritage sites
in Kyŏngju. Similarly he concentrated upon the contour lines of mountains, thus displaying his
aesthetic appreciation of line in regional landscapes. There was no direct juxtaposing of the
landscape with Korean women’s bodies or hair, as he had described during his previous visit.
However, Buddhist sculptures were filmed in close-up, emphasising the curves and lines of the
figures. In the film, Leach himself was juxtaposed with a Korean worker, as he posed in
leisurely fashion in a rickshaw carried by a Korean man during the Diamond Mountains trip.
He also filmed a school trip by Japanese female students to the Kyŏngbok Palace, and stood
next to a group of Korean female students.
The old capital, Kyŏngju, the Diamond Mountains, and the Kyŏngbok Palace, where Yanagi’s
CFA museum was located, were developed by the GGC into tourist attractions. Market day in
Ulsan is featured at great length at the beginning of the film (Figure 4-10). This emphasis
reflects Leach’s companion Yanagi’s shift of interest in the context of the Mingei movement,
namely that new handicraft from the provincial market contributed to everyday Japanese life.
The busy, crowded market scene does not give an impression of melancholy and nostalgic
sentiment, but rather one of liveliness. At the same time, Leach’s composition of the film, and
his emphasis within it, shows a nuanced ethnographic and Orientalist gaze on the Korean
people, nature and culture.
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Figure 4-9. Scene from Leach’s recording of 1935. Leach with the Korean poet Sangsun Oh.

Figure 4-10. Scene from Leach’s recording of 1935. Ulsan market.
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Like other groups of collectors who later promoted the ideas of mingei, Leach was initially
fond of the celadon pieces from the twelfth and thirteenth centuries that he found in the imperial
collections (the YRF and GGC museums) in Korea. However, in later years he became more
interested in the white or blue-and-white Chosŏn porcelain, insisting that the quality of blue
pigment on the porcelain itself and its form truly incorporated the beauty of the Korean
countryside. 137 As it is not explicitly mentioned in biographies of Leach, it is not certain
whether he had known of the ‘Koryōsō’ exhibition in Tokyo when he was back in Japan in
1909. However, he initially corresponded with the Japanese potter Tomimoto Kenkichi (18861963), who introduced him to ancient Chinese ceramics,138 and briefly mentioned his own visit
to the National Colonial Exposition in Ueno Park and his encounter with raku ware.139
Leach wrote that on the last day before departing for the Diamond Mountains, he and Yanagi,
along with other Korean and Japanese friends, went to visit an antiques shop in Seoul. Because
of his growing admiration for plain white or blue-and-white Chosŏn porcelain, Leach was
interested in buying some items from the shop. He recorded that, in addition to a small incised
celadon wine-cup from the Koryŏ period that had been repaired with gold lacquer, ‘amongst
my purchases was a very large pickle jar, for which we found a fine iron-bound chest in an
antique furniture shop, large enough to protect it within a packing case. It did arrive safely and
I still have that Korean chest in the room where I write these lines.’140
This ‘very large pickle jar’ was in fact the moon jar, although it was not called this at that
time.141 From Leach’s memoirs it is apparent that at this time these jars were well known as
kitchen receptacles for storing food. The iron-bound chest he mentioned is the pandaji, blanket
chest or literally a half-closing panelled chest, which was duly shipped to St Ives, in Cornwall.
In a later Bonhams’ auction sale (16 September 1998), Lot 97 is alleged to be the same item
(Figure 4-11). It has the characteristic reticulated iron fittings typical of Pakch'ŏn, in the
southern North-P'yŏngan province, now in North Korea. One of its merits is its capacious
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storage space, and Leach’s description of this indicates that it may have been used to protect
and ship his ceramics purchases. This quality, as discussed in the second chapter, provides an
important clue to the usefulness for shipping purposes of this type of large furniture item, and
why it became such a popular souvenir.

Figure 4-11. The Iron-bound Chest in Leach’s Collection, Lot 97 from the Bonhams’ Sale Catalogue, 16
September 1998.

British collecting, as demonstrated by the example of Leach, can be approached through
specific cultural, social and historical contexts, which reveal the invisible and overlooked
elements of collecting. Although current scholarship gives full credit to the role of Yanagi and
the Mingei coterie with regard to the re-evaluation of Chosŏn porcelain, different aspects of
re-directing such an attribution still exist. As discussed, Chosŏn porcelain was no longer a
niche market: it had grown with the demand from British, Japanese and Korean collectors and
their preferences. There had already been displays of Chosŏn porcelain in museums in Britain
in the 1920s, with items contributed mainly by Wylde and Tapp, that corresponded to this
interest. In the Korean market, Chosŏn porcelain was rediscovered and reappreciated as part of
the pursuit of the spirit of the Chosŏn literati (classicism), within the context of both
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nationalism and the ‘local colour’ movement associated with colonialism. This dual agency
implies the importance of Korean artists and collectors at the time of Leach’s collecting activity.
I cautiously suggest that, in the history and appreciation of the moon jar in particular, attention
must be given to these hidden historical actors in order to break with the enduring legacy of
Yanagi and Leach, who represent Japanese and British master narrators respectively. Similarly,
I shed light on the agency and biographies of the moon jar in order to expand beyond its
association with Yanagi and Leach. Indeed, this particular object travelled and generated
different meanings and relations for many other potters and in other contexts. The next section,
therefore, will examine the trajectory of this moon jar, and delve into the range of values and
meanings that it generated in specific cultural and historical milieux.

Lucie Rie and the moon jar
After its purchase, even though Leach’s memoir implies that it was sent to Plymouth from
Seoul, it is not certain whether the moon jar was ever shown in St Ives during Leach’s lifetime.
When Simon Olding conducted research on the provenance of the moon jar, neither Jessamine
Kendall, Bernard’s daughter, nor John Leach, his grandson, could ever recall seeing it at The
Count House, Leach’s home, or in the Leach Pottery.142 In 1943, during the Second World War,
Leach wrote a letter to Lucie Rie in which he asks her to collect the moon jar for him from a
friend’s house and look after it. When Leach later saw the jar sitting in Rie’s studio he decided
to leave it there, and so it remained with her for the next fifty years.143
This letter, dated 12 April 1943, and now in the BM, reads:
Will you do something for me? If you can. I have two v[ery] large pots at a friend’s in
Kensington and she must have them removed at once because the builders are coming
in. Would you take a taxi and collect them for me? One is a bellarmine and the other is
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a white Corean [Korean] jar 2 foot high. My friend’s name is Jean Milne […] and she
is the best weaver of carpets in this island.144
Thus the first known destination of this moon jar in Britain was the Kensington home of Jean
Milne. Milne (1875-1953) was a sculptor, metalworker and rug and tapestry weaver, active
between 1904 and 1919.145 Some of Leach’s own ceramic works were owned by Milne. They
were later bequeathed to Muriel Rose (1897-1986), who was a collector and director of The
Little Gallery in London, which itself was influential in promoting the crafts movement in the
early twentieth century and included potters and textile artists as partners.146 Thus both Leach
and Milne seem to have been connected to Rose. While the war is not mentioned, Leach
explains that because of the building work, the pot needs to be removed. The journey of this
jar from Milne’s house to Rie’s studio seems to have been almost accidental and quite by
chance. It can be speculated that Leach did not want to risk taking the item outside of London.
Whatever the reason, sometime after 12 April 1943 the moon jar arrived at 18 Albion Mews,
Rie’s studio.
Later, Leach again wrote to Rie in a letter, now held in the John Driscoll Archive, that she
should ‘keep the Corean [Korean] pot in memory’.147 Based upon this correspondence, Simon
Olding argues that the moon jar may symbolise the strong personal affinity that existed between
Leach and Rie, which might be seen as a growing mutual admiration and affection during and
after the war years.148 Olding only made these specific comments about the moon jar relatively
recently, in the context of a conversation between Leach and Rie, and during preparations for
the exhibition ‘Things of Beauty Growing: British Studio Pottery’, in 2017. Until then, the
connection between Leach and Rie via the jar had not been identified. Leach’s letter implies

144

British Museum Archive file relating to the moon jar, originally quoted in Olding, ‘The Pot That Was Not
There’, 145.
145
Mapping the Practice and Profession of Sculpture in Britain and Ireland 1851-1951, University of Glasgow
History of Art and HATII, 2011, http://sculpture.gla.ac.uk/view/person.php?id=msib2_1203719428
146
Kate Woodhead, ‘Foreword’, in Muriel Rose: A Modern Crafts Legacy, ed. Jean Vacher (Farnham: Crafts
Study Centre, 2006), 3-4.
147
Author’s interview with Simon Olding, 7 August 2019.
148
Author’s interview with Simon Olding, 7 August 2019 ; see also Glenn Adamson, ‘Moon Jar’, in Things of
Beauty Growing: British Studio Pottery, ed. Glenn Adamson, Martina Droth, and Simon Olding (New Haven,
CT: Yale University Press, 2017), 169-173.

248

that this jar might symbolise himself, and so placing the moon jar next to Rie’s work
metaphorically suggests his presence next to her, in a bond of friendship or personal affinity.149
It may be possible to ascertain that the moon jar was placed in Rie’s studio as soon as it arrived,
although the few photographic records of Rie’s studio that include the jar only appear after the
1960s.150 The photograph in Figure 4-12 of Rie’s studio, taken after 1960, shows that the moon
jar sat in the corner of her workspace. A series of smaller pots by Rie have been placed on the
floor, leading the eye towards the moon jar by the rhythm created by the pots as they become
increasingly larger, culminating in the moon jar. Its tranquil presence seems inconspicuous
alongside the rhythmic variation of Rie’s own pots being created in the space, and it exists in
such harmony with the other black and white vessels that one might not recognise the fact that
it is not actually Rie’s own work. In a personal interview with Simon Olding, he commented
that the jar appears in the photo as ‘a rather modest contributor to the display area, sitting as a
quiet counterpoint to her own vessels.’151
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Figure 4-12. Lucie Rie’s Studio, post-1960 © Estate of Lucie Rie. Image kindly provided by the Crafts Study
Centre, University for the Creative Arts.

I conducted an interview with the contemporary studio potter Jack Doherty, who had first-hand
experience of visiting Rie’s studio and seeing the moon jar in place. Doherty participated in an
exhibition of the moon jar in 2013 at the Korean Cultural Centre UK, as his own work was
inspired by the moon jar’s presence and the impression of his encounter. Doherty encountered
the moon jar twice, but his experiences and engagement with it occurred in strikingly
contrasting contexts. During the late 1960s, while he was at university, he was bewildered by
the jar’s extraordinary presence in Rie’s studio, and at the same time by its tangible distance.
The other occurred in the 2000s, when the jar was on display at the British Museum in a glass
case, where it was ‘labelled and untouchable’.152
There is little direct commentary by Rie herself about the moon jar; however, I was able to
interview members of British studio pottery circles and their students, who remember visiting
Rie’s studio and recall her attitude towards Leach’s moon jar. Doherty recalls:
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My visit to Lucie Rie’s studio in Albion Mews was in 1968. It was winter-time, I think, around
February. I was one of a small group of ceramics students from Belfast visiting museums and
galleries in London. Our visit was arranged by one of our lecturers who had been taught by
Lucie at Camberwell.
Lucie was very kind to us and showed us her studio. Later she invited us to have tea in her
apartment, where she showed us pots by Hans Coper, Shoji Hamada and Bernard Leach. [This
was] the first time that any of us had seen work like this outside a glass case in a museum.
The moon jar - I’m trying to remember through the mists of almost 50 years - was a pot like I
had not seen before. Its presence was extraordinary. Dominating the modernist, minimal space,
its form was uneven and irregular, to someone who was trying hard to learn the rudimentary
skills of throwing and whose very limited experience of ceramics was from a European
viewpoint it looked to be clumsily made. Two bowl shapes which didn’t match up properly. It
was the first time that I had encountered a pot with a form which in one sense seemed wrong
but at the same time was completely and convincingly right. I didn’t know then about the
importance of the moon jar in Korean culture and it was not until much later that I learned
something about the history of this one.
Again, I am remembering hazily that Lucie Rie seemed to be reverential towards the moon jar,
she didn’t talk much but by her actions she gave an impression of great respect, suggesting
that her pots and the others which she had shown us were poor things in comparison.153
Doherty recalls that the presence of the moon jar in Rie’s studio was known about within
British studio pottery circles as early as the 1960s. His interview gives a sense of how framing
the moon jar within the site – a great artist’s studio – specifically makes it into a hallowed
object in so many ways, including Rie’s reverential attitude towards its presence in her studio.
It is interesting to see how the moon jar, once a utilitarian household pot, moved into the role
of being a hallowed object by being placed in a potter’s studio, before being further elevated
to an even higher degree, in terms of value, within a glass case in a museum.
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It was only in 1989 that the definitive photograph of the moon jar was taken, by Lord Snowdon,
which provided a catalyst for the spread of knowledge about its presence worldwide (Figure 413). The portrait of Rie with the jar was commissioned by Japanese fashion designer Issey
Miyake, who curated Rie’s debut exhibition in Japan that year.

Figure 4-13. Lucie Rie in her London studio with the moon jar, photographed by Lord Snowdon, 1989.
Photograph by Snowdon / Trunk Archive

Miyake recalls the moment he calls ‘a beautiful encounter’ when he happened upon a book of
Rie’s work while strolling the streets of London in 1984, a few years before the exhibition
project started. He describes Rie’s work as ‘an accurate self-portrait of her own character that
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her soul is contained within her vessels. While they share the warmth of the fired earth, her
works are very modest, very human, and most of all, humane.’154
Although no documentation of how Rie, Miyake and Snowdon communicated about and
developed the idea of the exhibition can be found, it seems that Lord Snowdon’s photographs
fulfilled the curator’s intention to depict Rie’s ‘modest’ and ‘humane’ character. For example,
the Sunday Times Magazine (May 1989) carried a large close-up photograph of Rie’s hands
covered with wet and dry clay, also taken by Lord Snowdon. Miyake developed a close rapport
with Rie, and sought to focus on her personal characteristics. In turn, Miyake developed his
1989 A/W collection using several of the buttons she produced during the Second World
War,155 which were displayed alongside her pots in the Tokyo exhibition, and again in the ‘UTsu-Wa’ exhibit at 21_21 Design Sight, Tokyo, twenty years later in 2009.156 Miyake also
presented her with many garments, and Rie exclaimed in an interview that she was
‘overshowered’ with gifts of clothes from him, most of which she was too small to wear.157
Miyake explained in an interview that: ‘Everything comes from her body. She changes a small
world into a universe. I have never seen anyone like her…her beautiful personality, the strong
will and dignity have made her produce pots’.158
It is still not clear why both Miyake and Snowdon wanted to include the moon jar in the photo
shoot. Instead, judging from what he said in interview, Miyake rather seems to have wanted to
use a comparison and parallel with the moon jar to emphasise Rie’s warm, kind personality,
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and her small body with its strong, dignified energy. This episode thus implies that the moon
jar stood as a reflection of Rie’s body and personality.
After Rie’s death in 1995, according to her will the moon jar was given to Leach’s third wife,
Janet Leach. The short period from 1995 to 1997 is considered to be of lesser historical
importance, and thus little is known about the moon jar during this time. However I was able
to interview Joanna Wason, a former Leach potter and studio assistant to the late Janet Leach,
and was informed that the moon jar was on display in Janet Leach’s room.159 Wason remained
at the studio long after Janet Leach’s death in 1998, and was one of the last staff potters at the
Leach Pottery when it closed its doors in 2005. She is therefore a good witness for tracing the
trajectory of the moon jar during this period.
This interview with Wason confirms that the photograph of Lucie Rie with the moon jar was
indeed influential, and enabled the recognition of the jar by wider audiences, as well as the fact
that it was known by this name in the 1990s. Of particular interest is the fact that the moon jar
was placed back in the aforementioned iron-bound chest (Figure 4-11), which was purchased
along with the vase in 1935 by Bernard Leach, and was initially shipped to St Ives. The chest
seems to have been placed and used in Leach’s room, and became a shared memory between
Janet and Bernard Leach. When it was placed for sale at auction, the reverse of the chest was
found to be variously inscribed as: ‘This half not B.L’s work’; ‘This Korean chest belongs to
Mrs. Janet Leach’; and ‘This half B.L’s work’. These inscriptions indicate that the chest may
have been restored by Bernard Leach, and that Janet and Bernard Leach had shared its use.160
Because it was the biggest pot in the room, the chest may have been the perfect place to house
it upon its return. For Janet, the pot may have been a metaphor for her late husband.
A few days after Janet’s death in 1997, the moon jar was given to Wason by Janet’s business
partner at the New Craftsman gallery in St. Ives, Mary ‘Boots’ Redgrave (1923-2002). But the
next day, Redgrave decided to sell the moon jar to raise money for death duties.161 It was placed
for auction in 1998. Unfortunately the initial purchaser at the auction bidding, known to be a
Korean American, was not in a position to complete the purchase. The defaulting of the initial
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bidder thus made the moon jar available to other potential buyers, which offered an opportunity
for the BM to purchase it, and it became a centrepiece for the opening of the Korea Foundation
Gallery in 2000.162 Although its final destination was the BM, the moon jar has travelled and
been negotiated, showing how haphazard and accidental elements were involved in the
collection of this Korean object.

Conclusion
I began this chapter by discussing the rise in Japanese and Korean collectors in the 1920s and
1930s in Korea, who sought to find alternative ways to compete with the established Japanese
collectors who dominated the antiques market. I then examined the collection and display of
both institutional and private collections in Britain in order to understand how Chosŏn
porcelain was presented and acknowledged. In doing so, I have confirmed that dealing in
Chosŏn porcelains occurred in Korea as early as the 1910s, which brought a wide range of
Korean ceramics to museum collections in Britain.
I examined the appreciation of Chosŏn porcelain through the specific practice of collecting, in
which Japanese, British and Korean regimes of value sometimes contrasted and sometimes
overlapped. An examination of the trajectory of Korean objects, using the moon jar as the
ultimate example, revealed the range of values and meaning associated with specific cultural
and historical milieux, as well as accidental and chance negotiations.
Regarding the moon jar, I readdress Leach’s selection and purchase of this item, cautiously
suggesting it should be understood as common practice among Korean, Japanese and other
collectors. Although the rarity of the moon jar itself can be attested to, Chosŏn porcelain was
the subject of growing demand and supply in the market, as well as becoming a major motif in
art and literature of the time. Filmed documentation of Leach hints at his continued interaction
with Japanese and Korean literary coteries; it is thus possible to interpret the influence and
involvement of organisations, as well as the market situation and collecting fashions of the
time, in his selection of Chosŏn porcelain. The nationalist movement also influenced some
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Korean collections, as well as the overarching cultural context of classicism led by the literary
magazine Munjang, which sought the revival of Chosŏn cultural archetypes.
Therefore Leach’s collecting should be understood within a wide network of potential
relationships: not only with the Japanese Mingei movement or Yanagi, but also with the wider
context of British collections and Korean markets, as well as the cultural movement that sought
out Chosŏn taste and nationalism, in which Korean artists, collectors and intellectuals all
emerge as actors integral to this story. Understanding the tangled and interrelated interactions
between modernity, tradition, nationalism and colonialism continues to shed light on the
discussion and understanding of colonial modernity that began in previous chapters.
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Chapter 5. Conclusion
No Korean object has achieved greater recognition and international status than the moon jar.
Chapter 4 explained that moon jars were originally an everyday household item in upper-class
houses during the Chosŏn period, and were believed to have been used for storing food or
displaying flowers. However, from these humble beginnings these iconic items have now
become the epitome of Korean art and ceramic production. At least three exhibitions on the
moon jar were held in the UK in the year 2019-2020 alone. Messums’ London gallery presented
the ‘Korean Ceramics’ exhibition, curated by Paul Greenhalgh, which introduced two Korean
ceramic masters. Soo-Jong Ree presented his moon jar series at venues in London and
Wiltshire from February to March 2020.1 ‘Moon Jars: Contemporary Korean Masters’ at the
Tristan Hoare Gallery from November to December 2019 exhibited fifteen contemporary moon
jars from Korea, including two photographs by Bohn Chang Koo.2 From August to October
2019, ‘Michel Francois and Young Gi Seo: Cornwall To Korea’, at the Leach Pottery St Ives,
presented moon jars made by potters from Falmouth and Korea during their joint residency at
the Leach Pottery.3 Each of these exhibitions claimed to be inspired by and connected to the
renowned moon jar now in the British Museum, indicating that item’s symbolic status.
Is the moon jar currently in vogue in Britain? Is it the product of successful national branding?
The South Korean government’s cultural campaigns and political endeavours have previously
sought to place the moon jar under the spotlight on an international stage, seen in a number of
examples. An enormous white moon jar was raised to hold the flame at the opening ceremonies
of the PyeongChang 2018 Olympic Winter Games. Similarly, a motif for the new headquarters
of the Amorepacific conglomerate group, opened in 2018 in Yongsan, Seoul and designed by
British architect David Chipperfield, was adapted from a traditional moon jar.
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To date, seven full-moon jars have been designated as National Treasures (kukpo) or Treasures
(pomul) by the Cultural Heritage Administration of Korea.4 The first was designated National
Treasure no. 262 as early as 1991, and is held in the Uhak Cultural Foundation collection at
Yong In University in Korea. In 2004 a piece from the Leeum Samsung Museum of Art was
designated as Treasure no. 1424, and then upgraded three years later to National Treasure no.
309. In August 2005, five additional moon jars were designated as Treasures no. 1437 to no.
1441. 5 This designation of five moon jars as Treasures in August 2005 was promoted
extensively at the grand opening exhibition of the National Palace Museum of Korea, which
was affiliated with the Cultural Heritage Administration. 6 The site of the National Palace
Museum of Korea has a somewhat varied history. It had previously been the Japanese
Government-General of Chōsen (GGC)’s headquarters, as well as the National Museum of
Korea, from 1986, but was finally demolished in 1995, which sparked intense public debate on
the dealings of the colonial legacy. The 2005 opening of the current National Palace Museum
therefore attracted extensive public attention, and was attended by both the President and the
Prime Minister. The 2005 exhibition ‘Paekja tal hangari (Moon Jar, White Porcelain)’
presented seven examples of moon jars as National Treasures and Treasures, alongside the one
in the British Museum’s collection, as well as an example from the Museum of Oriental
Ceramics in Osaka, Japan.
This exhibition, which was the first to focus on a particular kind of object, acted as a pivotal
point for widening public acknowledgement of its historical and cultural importance. More
importantly, it brought together two representative groups of Japanese and British collectors,
who had influenced the appreciation of this particular item while seeking to define the moon
jar as a national symbol. The foreword to the exhibition catalogue contained a manifesto which
defined the moon jar as the culmination of Korean beauty.7 The outcomes and ramifications of

4

Cultural Heritage Administration, Korea, available from:
http://english.cha.go.kr/chaen/search/selectGeneralSearchList.do {Accessed 4 June 2020}
5
Ibid.
6
The Cultural Heritage Administration registered the designation of the Treasures on 13 August 2005, and the
National Palace Museum of Korea re-opened on the site of the previous GGC Building, with the exhibition
‘Paekja tal hangari (Moon Jar, White Porcelain)’ on 15 August 2005 – the National Liberation Day of Korea
(kwangbokchŏl) – commemorating the 60th anniversary of Korean liberation from Japanese colonisation. Such a
timely designation and opening of the exhibition suggests Korea’s assertion of cultural independence from
Japan.
7
Hong-jun Yoo, ‘Foreword’, in Paekja tal hangari (Moon Jars: The Splendor of Joseon Porcelain) National
Palace Museum of Korea [exhibition catalogue] (Seoul: Nurwa, 2005), 4.
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its designation as a National Treasure were very significant, while this exhibition introduced it
to wider audiences, public acknowledgement and artistic appreciation.
For many years, the standards by which Korean art and crafts were appreciated were defined
by Japan and the West, rather than Korea. Korea thus sought to counteract this cultural
colonialism by establishing its own criteria within the post-colonial or nationalist context. With
varying degrees of success, this was attempted in the 1930s and ’60s and onwards by its own
art historians and authorities, such as Yu-sŏp Ko8 and his successor Sunu Choi,9 who sought
to define the beauty and unique merit of Korean arts. Although considered to be the sole Korean
art historian during the colonial period, Ko remains little acknowledged as a scholar. Chosŏn’s
art history was initially articulated within colonial historiography by Japanese scholars in the
1880s, positioning Chosŏn as part of Chinese culture, suggesting that it was merely acting as a
mediator between China and Japan, which heavily influenced the British perception of Korean
art, as discussed in Chapter 1. Ko’s research was inevitably inclined towards topics relating to
ancient art, Buddhist remains and Koryŏ celadon, as it originated from, and referred to, the
databases of the Japanese archaeologists and historians, such as Sekino Tadashi, Hamada
Kōsaku (1881-1938), Yanagi and others.10 Reflecting the Hegelian dialectic in the history of
art, Ko followed the Japanese scholars’ view on the decline in Chosŏn art which had resulted
in work which was dry, vulgar, and trivial.11 This dilemma about the use of databases and
colonial knowledge was also apparent in the discussion of the 1961 ‘National Art Treasures of
Korea’ exhibition.
However, in the 1940s article ‘Chosŏn misul munhwaŭi myŏnnat sŏnggyŏk (Several
Characteristics of Korea’s Artistic Culture)’, in Chosun Ilbo, Ko made a contradictory
statement that beauty in art is not fixed, nor is it defined by the national character or
environment, challenging the view of Sekino and Yanagi and other Korean intellectuals, who

8

Yu-sŏp Ko (1905-1944) is regarded as a pioneering art historian in Korea during the period of Japanese
colonisation. He studied aesthetics and art history at the Keijo Imperial University in Seoul, and was appointed
as Director of Kaesŏng Prefectural Museum, now in North Korea. He wrote over a hundred essays and articles
about Korean artefacts, and this work later became extremely influential in Korean art circles in the 1960s.
9
Sunu Choi (1916-1984) was involved with the National Museum of Korea from 1948, and became Director
from 1974 until his death. He worked to promote the cultural heritage of Korea through academic writing and
touring exhibitions of museum artefacts.
10
Youngna Kim, ‘The Achievements and Limitation of Ko Yu-seop, A Luminary in the Korean Art History ’,
Archives of Asian Art 60, no.1 (2010): 81.
11
Ibid., 82-83.
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believed that Korea’s climate and peninsular character determined the characteristics of Korean
art.12 Along with the subsequent essay, ‘Chosŏn kodae misurŭi t'ŭksaekkwa kujŏnsŏng munje
(Characteristics of Ancient Korean Art and the Problems of Their Transmission)’, featured in
Ch'unch'u magazine in 1941, Ko described some of the characteristics of Korean art, including
‘technique without technique (mugigyoŭi kigyo)’ and ‘an overall sense of pleasure (kusuhan
k'ŭn mat)’, which were most often quoted later on, in the 1960s, with the rise of nationalism
encouraged by the administration of President Chŏng-hŭi Pak (1917-1979, ruled from19621979), but which also brought criticism in the mid-1970s that his notion did not transcend his
Japanese colonial context. 13 Korean art historian Youngna Kim attributes Ko’s seemingly
contradictory assertion at the turn of the 1940s to the influence of the Munjang coterie. Both
the nationalist social movement, with the revival of Korean tradition led by the Munjang coterie,
and Ko’s personal intervention and contribution of essays throughout Munjang’s publishing
history, were thought to have stimulated Ko’s positive appreciation of Chosŏn art and his
search for the uniqueness of Korean culture and tradition.14
The socio-cultural context that stimulated the Munjang coterie was discussed in Chapter 4,
which elaborated upon, and in fact challenged, the legacy of Yanagi and his Mingei movement
in terms of their own colonial interpretation of Chosŏn porcelain. To use Yuko Kikuchi’s term,
theirs was an Oriental Orientalism, which is to say that Japan replicated the Orientalism with
which the West viewed Japan, and applied this approach to their own advantage with Korea.
This chapter also delves into the cultural context of the nationalistic endeavour to identify
Korean classical archetypes in art and design. This can be related to the increasingly important
role of Korean intellectuals, artists and collectors in the 1930s, as demonstrated by their
potential market situation and influence on Bernard Leach when he purchased the moon jar.
The cultural context of the nationalist movement during the 1930s shows that Korean artists in
fields such as art and literature sought to discover Korea’s own aesthetics and history, which
counteracts Yanagi’s nostalgic and Orientalist perspective.
12

Ibid., 83-84.
Ibid., 84-85: Soo-hyun Mok compared the use of the aesthetic terms by Yanagi and Ko, insisting that their
starting point, position, scope of study and direction were not so congruent, and that both need to be studied
individually. ‘Kusuhan k'ŭn matkwa chŏkchomi - uhyŏn koyusŏpkwa yanagi muneyosi mihagŭi kirhang
kwan'gye (An Overall Sense of Pleasure and the Beauty of Sorrow: the Rivalry between Yanagi Soetsu and Ko
Yusŏp)’, Misulsegye, no. 249 (2005): 62-69.
14
Ibid., 84. I cannot fully discuss the implication of the Munjang coterie within the scope and limits of this
study. Leaving room for further research, however, it provides an important turning point in the study of
decolonising art and design history in Korea.
13
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This thesis has provided a micro-history of collecting, while illuminating the many actors and
factors at play in this field. These actors were both human and non-human, and included certain
books, objects and people and their networks, practices and relationships, all of which were
intertwined and entangled with the overarching context of Orientalism at the end of the
nineteenth century. British and Japanese collecting and interpretation of Korean materials was
dominated by their own Orientalist and imperialist perspectives, which excluded the
contributions made by Korea itself to its own art and design history.
As seen in Chapter 1, travellers’ diaries, press reports, postcards, photographs and even
scholarly publications presented this ‘hermit kingdom’ as an exotic and foreign place. Korean
people and Korean culture were depicted with quaint and traditional outfits, sometimes
juxtaposed next to modern Western gentlemen. Tiger skins amplified this imagery of a
primitive and uncivilised nature, and were often portrayed in literature, on postcards, and in
photo albums that circulated around 1900. Tiger skins were also an export staple, particularly
to the United States, according to Kavanaugh’s letters, which various illustrations confirm.
However, in the British context, Korean tiger skins were not able to compete with BritishIndian colonial dealing. Instead, in British publications tigers were used symbolically as a motif
by which to exoticise Korea.
From the late 1870s, dealing in Korean objects was impacted by Japan’s expanding colonialism,
which meant that Korean objects were often poorly understood and overshadowed by Japanese
export wares. In Britain, many items alleged to be Korean were in fact Japanese exports. Three
examples, including A.W. Franks’ ‘Oriental Porcelain and Pottery’ exhibition in 1876, the first
auction sale record of Korean pottery in London by Christie’s in 1883, and one of the earliest
articles on ‘Korean ware’ in Mr. Burton’s collection in The Magazine of Art in 1887, indicate
that the base level of understanding was very low. But given that Korea was not accessible to
Western travellers until about the 1880s, it is not so surprising that this should be so. The
prevalence of Japanese export wares indicates that Japanese goods made rapid inroads into
Korean markets. This affected British collectors, and ultimately hindered the collecting and
understanding of Korean materials. Consequently, the search for authentic and original Korean
wares posed a crucial challenge to collectors during the late nineteenth century.
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As mentioned above, the Japanese interpretation of the history of Korean art dominated. From
the late 1870s, Korean art was introduced as an early influence upon Japan, and as a conveyor
of Chinese culture to Japan in the distant past, but since then it has been seen only as something
in decline and without independent merit. This interpretation of Korean art history resulted
from the fact that it was produced within a history of the Orient that centred around Japan.
Meiji Japan was positioning itself as a new rising power in the rapidly changing power balance
in the East Asia region. Thus, the re-writing of the history of Oriental civilisation from a
Japanese perspective, in order to contest the narratives of Western civilisation, was
recapitulated in pan-Asian rhetoric and Japan’s nationalist ideology.
As explored in Chapter 3, the presentation of Korea in the 1910 Japan-British Exhibition in
White City, London, can be read in this context, which was the result of Japan’s careful framing
of Korea’s specific position and representation of its art. The dearth of visual evidence for this,
contrasting sharply with its major significance, called for the cross-referencing of studies – the
event was compared to the concurrent events held at the Yi Royal Family Museum (November
1909) and the first major exhibition of Koryŏ celadon in Tokyo (Autumn 1909). These
exhibitions reiterated that the temporal and aesthetic criteria for determining Korean art were
not spontaneously generated from Korean contexts, but, rather, were fabricated by the Japanese.
The collecting of artworks was presented to underline the identity of Japan as a legitimate
coloniser, protector and saviour of a declining nation.
Japanese intervention was justified through its cultural and political superiority over Korea,
and the legacy of this colonialism still lingers today in Chosŏn ceramics, as discussed in
Chapter 4. Chapter 4 challenges the legacy and the master narrative of Yanagi and his mingei
coterie in relation to the appreciation of Chosŏn porcelains. I develop this argument by
examining the opening exhibition of the Korea Foundation Gallery at the British Museum in
2000. When the moon jar was purchased by the museum, it became a centrepiece and was
displayed in its own separate case. It was juxtaposed with another pot on loan from the
Ashmolean Museum, Oxford (Figure 5-1). Like the moon jar, the Ashmolean pot was produced
in the early eighteenth century, and its globular form was created by joining two sections, that
resulting in it having a slightly uneven spherical shape. The Ashmolean pot has an underglaze
of cobalt blue and an iron-brown decoration of grapevines, which were widely used as a symbol
of abundance. While the Ashmolean pot presents a bold expression, the pure white moon jar
offers an austere and elegant impression.
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Figure 5-1. Porcelain Jar with Blue and Iron-brown Underglaze Painting, early 18th c., Korea, 39.7x38cm
(EA1974.6) ã Ashmolean Museum, University of Oxford

Figure 5-2. Jar with motif of Grapes and Squirrels, Cobalt blue and Iron-brown Underglaze, end of the 17th to
the beginning of 18th c., Korea, 34.9x28.5cm ã Japan Folk Crafts Museum (Mingeikan)
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A more salient comparison can be made between the Ashmolean pot and a jar that was once
owned by Yanagi, shown in Figure 5-2 and currently housed at the Japan Folk Crafts Museum
(Mingeikan). I maintain that a juxtaposition of the moon jar and the Ashmolean pot implies the
continued colonialism of Yanagi’s legacy in terms of the discovery of Korean art and ceramics
in Britain, due to his aesthetic influence on Leach’s purchase. The intertwined relationship of
the British and Japanese has provided the overarching narrative of the aesthetic value and
appreciation of Korean material culture from the late nineteenth century onwards, and this
continued to resonate throughout the twentieth century. I therefore propose a reconsideration
of the position of Korean intellectuals and artists in the 1930s, in terms of their role in the
discovery and appraisal of Korean aesthetics. But at the same time, I would sidestep the strong
nationalist approach in the study of its colonial history, and I focus on shedding light on the
hidden actors who have not been given due attention. This will deconstruct the legacy of
Japanese and British colonialism, and demystify Yanagi’s enduring role.
However, this Orientalism was not applied universally. Despite the dominant imperialist
perspective of tourist agencies and their publications, curio dealers offered their own
impressions and experiences of Korea, which they used to add an aura of authenticity to their
products. Chapter 2 traces how these curio dealers emerged to serve the newly established
tourist route, which was the product of a Japanese colonial railway and shipping route. Tourism
was a colonial infrastructure that not only brought Western collectors to Korea, but also
allowed each curio dealer to establish his own business – Kavanaugh and Taylor began in the
mining industry, while Sinn Song was originally a tour guide for the Chōsen Hotel. Studying
curio dealers’ materials and publications expands our understanding of the range of nonceramics souvenirs available in Korea, as well as drawing attention to role of native actors.
Curio dealers were particularly integral to the development, production and promotion of
export furniture. Export furniture emerged due to the lack of available traditional furniture and
the different tastes of a Western market, and these new items were ornately decorated as storage
furniture for a Western domestic context in the 1920s. The study of the curio dealers, their
publications and export furniture was approached through the lens of micro-history, which
made an original contribution to knowledge. At the same time, the findings in this chapter may
be connected for future understanding of the broader development of the furniture design and
production system during the colonial period.
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Chapters 1 and 2 demonstrated the hidden role of Western collectors in search of genuine
Korean ceramics, inspired by an interest in ancient Chinese ceramics and the discovery of
burial wares. British acceptance and knowledge of Korean ceramics evolved in comparison
with Song-Yuan ceramics, and in contrast with Japanese export ceramics. I have argued that
the influence of Western collectors ranged from the collection of ancient, excavated burial
materials to those contemporary crafts whose design became hybridised through demand from,
and use by, Western collectors, which has simply been overlooked in earlier studies.
Likewise, the wide range of cultural narratives described and illustrated in this thesis has
pointed to the changing cultural dynamics and diverse values attributed to Korean objects in
relation to collecting practices. It has explored the entangled aesthetic, historical and political
discourses surrounding Korean objects and various actors: Japanese export wares, Western
collectors, curio dealers, Korean intellectuals and artists in the 1930s, and others. These all
highlight the multi-directional influences and connections ascribed to Korean art and craft in a
global context. I therefore suggest that a micro-history and cultural narrative can challenge
these dominant institutional and Oriental hegemonies. Unveiling this new variety of factors in
collecting networks would be an excellent way to progress toward decolonising museum
practices.
The study of the collection of Korean objects has opened up crucial questions regarding the
further dynamics of these actual historical items. In particular, when moving beyond the
boundary of ceramics, discussions of animal skins or furniture were only possible using visual
sources. These physical objects cannot be found in institutional collections, and are difficult to
trace within private collections, as many have been modified or lost.
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Figure 5-3. ‘The Sergeant’s Souvenir’, Life magazine, 20 August 1951

One recent example is a sizeable leopard rug, alleged to have been used by Queen Min,15 which
illustrates such issues. On 20 August 1951, Life magazine featured a 48-pelt leopard rug that
was taken from Korea by Elverne Giltner, a sergeant in the US Army during the Korean War
(1950-1953) (Figure 5-3). Sergeant Giltner explained that he bought the rug from a pedlar’s
cart in April for 150,000 won ($25), and sent it home by air-mail.16 On 1 August, US customs
agents seized and impounded it, intending to return it to Korea. The Korean consul-general in
New York announced that it was actually a priceless national treasure that had been reported
missing from Queen Min’s Palace in Seoul.

15

Queen Min, or Empress Myŏngsŏng (1851-1895) was the first wife of King Kojong, who was assassinated in
1895. This is referred to as the Ŭlmisabyŏn, or Ŭlmi Incident. This incident is still subject to discussion, but most
scholars agree that Miura Gorō, the Japanese Minister to Korea, commissioned the assassin due to the Empress’s
anti-Japanese stance in the palace.
16
‘The Sergeant’s Souvenir’, Life magazine, 20 August 1951.
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The carpet was returned to Korea via the Cultural Heritage Administration in 1969, and
decades later the National Museum of Korea released the results of their investigation of the
item. The leopard skins were identified as belonging to ‘North Chinese leopards’ (Panthera
pardus japonesis)’ which were similar to the Amur leopards (Panthera pardus orientalis) that
inhabited Korea, but were distinguished by being a little darker in colour and shorter in size.
Although described as being made of 48 pieces, the carpet in fact consisted of 107 pieces. The
underside of the carpet was backed with red cloth and adorned with the symbol of a plum
flower: this emblem was only established after the declaration of the Great Han Empire
(Taehanjeguk) in 1897. Therefore it could never have been used by Queen Min, as her death
in the Ŭlmi Incident (1895) was two years before the declaration of the Korean Empire.
However, it may have been used for special ceremonies by the imperial family.17 This carpet
was first put on public display in the Chosŏn dynasty room in the Museum, which re-opened
in 2010 after refurbishment.
These artefacts raise issues of historical authenticity, hierarchies of value, and categorisation,
both in Korea and abroad. Within complex inter-cultural and global contexts, such items pose
crucial questions about locations and networks of production, about the very term ‘Korean
products’ (in relation to either its use or its origin), and finally about how a fine line can be
drawn between ethnographic collections and art collections. These questions remain valid
today in terms of modern acquisitions, especially since the designing, manufacturing and
consuming of Korean products remains overtly transnational in modern society.
This thesis has revealed the role of British collectors, of their collecting practices, and of the
often overlooked influence of curio dealers, as well as the role of Korean intellectuals and
collectors. Their re-appreciation of Korean art and design has affected and shifted the
previously Western- and Japanese-dominated interpretations of Korean materials.
Contributions made by Korean scholars and artists to the micro-history of art and cultural
narratives will continue to destabilise and challenge colonialism, and inform the decolonising
discourses taking place in current museological contexts. Of course, much more research
remains to be done in this crucial area in order to shape the modern legacy of these historical
actors.
17

The National Museum of Korea announced its investigation in May 2010. See National Museum of Korea,
available at: https://www.museum.go.kr/site/main/archive/united/8430 {Accessed 10 June 2020}

267

Bibliographies
Adamson, Glenn, Giorgio Riello, and Sarah Teasley, eds. Global Design History. New York:
Routledge, 2011.
Adamson, Glenn, Martina Droth, and Simon Olding. Things of Beauty Growing: British Studio
Pottery. New Haven, CT: Yale University Press, 2017.
Allan, Horence. Things Korean: A Collection of Sketches and Anecdotes Missionary and
Diplomatic. London and New York: Fleming H. Revell company, 1908.
Alloula, Malek. The Colonial Harem. Minneapolis, MN : University of Minnesota Press, 1986.
Ames, Michael. Cannibal Tours and Glass Boxes : The Anthropology of Museums. Vancouver:
UBC Press, 1992.
An, Hwijun et. al. Han'gugŭi misulga : inmullo ponŭn han'gungmisulssa (Korean Artists:
Korean Art History through People). Seoul: Sahoep'yŏngnon, 2006.
An, Sŏng-hŭi. ‘Ayuk'ai husanosin chŏmp'aebangjijinŭl t'onghae pon kŭndaegi koryŏjagiŭi
ihaewa sujibŭi han hyŏngt'ae (A Way of Understanding and Collecting of Koryo Celadon
in the Modern Age through Ayukai Fusanoshin)’. Tojayŏn'gu, no.24 (2015): 92-119.
Anderson, Benedict. Imagined Communities: Reflections on the Origins and Spread of
Nationalism, London: Verso, 2006.
Anthony, Brother. ‘Three Families in Dilkusha’. Transaction of Royal Asiatic study Korea
Branch 84 (2009): 51-72.
Appadurai, Arjun, ed. The Social Life of Things: Commodities in Cultural Perspective.
Cambridge: Cambridge University Press, 2016.
Auerbach, Jeffrey. ‘Empire Under Glass: The British Empire and the Crystal Palace, 18511911’. In Exhibiting the Empire: Cultures of Display and the British Empire, edited by John
McAleer and John M. MacKenzie, 111-141. Manchester: Manchester University Press, 2015.
Barlow, Tani, ed. Formations of Colonial Modernity in East Asia. Durham, NC: Duke
University Press, 1997.
Barlow, Tani. ‘Debates over Colonial Modernity in East Asia and Another Alternative’.
Cultural Studies 26, no. 5 (2012): 617-644.
Barringer, Tim. ‘The South Kensington Museum and the Colonial Project’. In Colonialism and
the Object: Empire, Material Culture and the Museum, edited by Tim Barringer and Tom
Flynn, 11-27. London: Routledge, 1998.

268

Bae, Gae-hwa. ‘Munjangjiŭi naeganch'e suyongyangsang (A Study of the Circle of Munjang’s
Reception of ‘Naeganche’)’. Hyŏndaesosŏlyŏn'gu, no. 21 (2004): 141-160.
Bennett, Tony. ‘The Exhibitionary Complex’. New Formations 4 (Spring 1988): 73-102.
Bhabha, Homi K. The Location of Culture. London; New York: Routledge, 1994; 2004.
_______. ‘Of Mimicry and Man: the Ambivalence of Colonial Discourse’. In Tensions of
Empire: Colonial Cultures in a Bourgeois World, edited by Frederick Cooper and Ann
Laura Stoler, 152-62. Berkeley CA: University of California Press, 2019.
Bickers, Robert. Britain in China: Community, Culture and Colonialism 1900-1949.
Manchester: Manchester University Press, 1999.
Bishop, Isabella L. Korea and her Neighbours: a Narrative of Travel, with an Account of the
Recent Vicissitudes and Present Position of the Country. London: John Murray, 1898.
Bourdieu, Pierre. Distinction : A Social Critique of the Judgement of Taste. Translated by
Richard Nice. London: Routledge & Kegan Paul, 1986.
_______. ‘The Forms of Capital’. In Handbook of Theory and Research for the Sociology of
Education, edited by J.G. Richardson, 241-58. New York: Greenwood Press, 1986.
Brandt, Kim. Kingdom of Beauty: Mingei and the Politics of Folk Art in Imperial Japan.
Durham, NC: Duke University Press, 2007.
_______. ‘Objects of Desire: Japanese Collectors and Colonial Korea’. Positions: East Asia
Cultures Critique 8, no. 3 (2000): 711-46.
Breward, Christopher. ‘Unpacking the Wardrobe: the Grammar of Male Clothing’. In The
Hidden Consumer: Masculinities, Fashion and City Life 1860-1914, 24-53. Manchester:
Manchester University Press, 1999.
Carles, William R. Life in Corea. London: MacMillian and Co., 1888.
Cavendish, Alfred E.J. and Henry E. F. Goold-Adams. Korea and the Sacred White Mountain:
Being a Brief Account of a Journey in Korea in 1891. Liverpool: G. Philip & Son., 1894.
Ch'oe, Kyŏng-hwa. ‘18,19 Segi ilbon chagiŭi yuipkwa chŏn'gaeyangsang (The Influx and
Development of Japanese Ceramics in the 18th-19th Century)’. Misulsanondan, no.29
(2009): 197-222.
Ch'oe, Sŏgyŏng. ‘Chosŏnch'ongdokpubangmulgwanŭi ch'urhyŏn'gwa ‘singminjijŏk kihoek’
(The Emergence of the Chosŏn Government-General Museum and Colonial Planning)’.
Yŏksawa Tamnon, 27 (1999): 93-125.
Chang, Haely (Haeyoon). ‘Korea’s Moon Jars – Transported, Transfigured, and Reinterpreted’.
Bulletin of the Detroit Institute of Arts 92, no. 1 (2018): 36-49.

269

Cheang, Sarah. ‘The Ownership and Collection of Material Culture by Women in Britain,
c.1890-c.1935’. PhD Thesis, University of Sussex, 2003.
_______. ‘Selling China: Class, Gender and Orientalism at the Department Store’. Journal of
Design History 20, no.1 (2007): 1-16.
_______. ‘Dragons in the Drawing Room: Chinese Embroideries in British Homes, 18601949’. Textile History 39, no. 2 (2008): 223-49.
Cho, Hyung Keun. ‘ Kŭndaesŏngŭi naejaehanŭn oeburosŏ singminjisŏng/singminjijŏk ch'aiwa
pyŏniŭi munje (Colonial Differences and Variations as an Internal Outside of Modernity)’.
Sahoewa yŏksa, no. 73 (2007): 385-418.
Cho, Younghan. ‘Colonial Modernity Matters? Debates on the Colonial Past in South Korea’.
Cultural Studies 26, no. 5 (2012): 645-669.
Choi, Byung-wook. ‘19 Segi huban sŏsedongjŏm haŭi sanghae sanghwanggwa op'erŭt'ŭ togul
sagŏnŭi kukchejŏk paegyŏng (The Situation of Shanghai in the Late 19th Century and
International Background of Oppert’s Tomb Robbery Incident)’. Han'gukhak, 42, no. 2
(2019): 129-170.
Choi, Jae-hyuk. ‘Manjugukkwa minyeundong (Manchukuo and Mingei Movement)’. Han'guk
kŭnhyŏndaemisulssahak 23 (2012): 205-226.
Choi, Kong-ho. Sanŏpkwa yesurŭi kiroesŏ (A Crossroads between Industry and Art: History
of Korea’s Modern Craft). Seoul: Misulmunhwa, 2008.
_______. ‘Kwallip kongŏpchŏnsŭpso yŏn'gu (Study of State-Established Industrial Training
Schools)’. Han'gukkŭnhyŏndaemisulssahak 8 (2000): 153-188.
Chŏng, Gyu-hong. Uri munhwajae sunansa (A Suffering History of our Cultural Assets). Seoul:
Hagyŏnmunhwasa, 2005.
_______. Yurangŭi munhwajae (Wandering Cultural Assets). Seoul: Hagyŏnmunhwasa, 2009.
_______. Wigiŭi munhwajae (Cultural Assets in Danger). Seoul: Hagyŏnmunhwasa, 2010.
Chŏng, Yŏng-mok. Chosŏn ŭl ch'ajŭn sŏyang ŭi se yŏin: sisŏn e kach'in chinsil (Three Western
Ladies

in

Chosŏn:

Truth

Confined

by

the

Eyes).

Seoul:

Sŏuldaehakkyo

Ch'ulp'anmunhwawŏn, 2013.
Chu, Hong-gyu. ‘Yamanak'a sanghoewa ilbonŭro yuch'uldoen han'guk munhwajae (Yamanaka
& Co and the Korean cultural assets taken to Japan)’. Han'gukhangnonch'ong 47 (2017):
403-434.
Clifford, James. The Predicament of Culture. Cambridge, MA: Harvard University Press, 1988.
Clunas, Craig. ‘Oriental Antiquities/Far Eastern Art’. Positions: East Asia Cultures Critique
2, no.2 (1994): 318-355.
270

_______. ‘Oriental Antiquities/Far Eastern Art’. In Formations of Colonial modernity in East
Asia, edited by Tani E. Barlow, 414-46. Durham, NC; London: Duke University Press, 1997.
_______. ‘The Imperial Collections: East Asian Art’. In A Grand Design: The Art of the
Victoria and Albert Museum, edited by Malcolm Baker and Brenda Richardson, 230-36.
New York, 1997.
Coaldrake, William H. ‘The mystery of the Meiji model of the Shogun’s Mausoleum’.
Orientations 37, no. 4 (2006).
Cohen, Erik. ‘Who is a Tourist: A Conceptual Clarification’. Sociological Review 22, no. 4
(1974): 527-55.
Cohen, Warren I. East Asian Art and American Culture: A Study in International Relations.
New York: Columbia University Press, 1992.
Conant, Ellen P. ‘Refractions of the Rising Sun: Japan’s Participation in International
Exhibitions 1862-1930’. In Japan and Britain: An Aesthetic Dialogue 1850-1930, edited by
Sato Tomoko and Toshio Watanabe, 79-92. London: Lund Humphries in Association with
Barbican Art Gallery and Setagaya Art Museum, 1991.
Courant, Maurice. Souvenir de Séoul, Corée. Paris: Impr. de la Photo-couleur, 1900.
Cooper, Emmanuel. Bernard Leach: Life and Work. London: The Paul Mellon Centre for
Studies in British Art, 2003.
_______. Lucie Rie: Modernist Potter. New Haven, CT; London: Yale University Press, 2012.
Debaine-Francfort, Corinne. The Search for Ancient China. London: Thames & Hudson, 1999.
De Waal, Edmund. Bernard Leach, St Ives Artists. London: Tate Gallery Pub., 1998.
Dudden, Alexis. Japan’s Colonization of Korea: Discourse and Power. Honolulu: University
of Hawaii Press, 2004.
Dyer, Henry. Dai Nippon, the Britain of the East: A Study in National Evolution. London:
Blackie and Son, 1904.
Eckert, Carter J. and Ki-baek Yi. Korea, Old and New : A History. Seoul; Cambridge, MA;
Published for the Korea Institute, Harvard University by Ilchokak; Distributed by Harvard
University Press, 1990.
Eŏm, Sŭng-hŭi. ‘Kojŏkchosawiwŏnhoeŭi kyeryongsallok toyojigun palguriryŏkkwa chosaŭi
ponjil (History of the Excavation and the Nature of Investigation into Kiln Sites on
‘Gyeryongsan’

of

the

Committee

on

Han'guktojahakyŏn'gu 15, no.2 (2018): 145-64.

271

Investigation

of

Historical

Sites)’.

_______. ‘Iljegangjŏmgi kwallip chungangsihŏmsoŭi tojajŏngch'aek yŏn'gu (Ceramics
Industry Policy of the Central Laboratory of Industry during Japanese Occupation Period)’.
Misulssahagyŏn'gu, no. 267 (2010): 141-73.
Fujita, Ryōsaku. ‘Ōbei no hakubutsukan to Chōsen (Jō) (Museums in Europe and America
(Part1))’. Chōsen 164 (1929).
_______. ‘Ōbei no hakubutsukan to Chōsen (Ge) (Museums in Europe and America (part2))’.
Chōsen 164 (1929).
Gardiner, Margaret Thomas, ed. Diary of Margaret Thomas – Around the world in 1912 and
1913. Boston, MA: Privately Printed, 1961.
Gilmore, George W. Korea from Its Capital: With a Chapter on Missions. Philadelphia, PA:
Presbyterian Board of Publication and Sabbath School Work, 1892.
Gompertz, Godfrey St. G. M. and Chewon Kim. The Ceramic Art of Korea. London: Faber &
Faber, 1961.
Gompertz, Godfrey St. G. M. ‘Bibliography of Western Literature on Korea From the Earliest
Times until 1950, Based on Horace H. Underwood’s ‘Partial Bibliography of Occidental
Literature on Korea’’. Transactions of the Royal Asiatic Society Korea Branch 40 (1963):
1-263.
_______. Korean Celadon and other Wares of the Koryŏ Period. London: Faber & Faber, 1963.
Gondo, Shirōsuke. Taehanjeguk hwangsilbisa (A Secret History of the Great Han Empire)
(Seoul: Chosen Shimbunsha, 1926). Translated by Yeon-suk Lee. Seoul: Imago, 2007.
Gotlieb, Rachel. ‘‘Vitality’ in British Art Pottery and Studio Pottery’. Apollo 127 (1988): 16367.
Gowland, William. ‘Notes on the Dolmen and Other Antiquities of Korea’. The Journal of the
Anthropological Institute of Great Britain and Ireland 24 (1895): 316-330.
Greenhalgh, Paul. Ephemeral Vistas: The Expositions Universelles, Great Exhibitions and
World's Fairs, 1851-1939. Manchester: Manchester University Press, 2000.
Greenhalgh, Paul, ed. The Persistence of Craft: The applied Arts Today. London: A & C Black ;
New Brunswick, NJ: Rutgers University Press, 2002.
Gregory, Brendan E. ‘The Spectacle Plays and Exhibitions of Imre Kiralfy 1887-1914’. PhD
thesis, University of Manchester, 1988.
Griffis, William E. ‘The Corean Origin of Japanese Art’. Century illustrated Magazine XXV,
no. 2 (Dec. 1882): 224-229.
_______. Corea: The Hermit Nation. London: W.H. Allen, 1882.

272

Griffis, William E. and Hendrik Hamel. Corea, Without and Within: Chapters on Corean
History, Manners and Religion. Philadelphia, PA: Presbyterian Board of Publication, 1885.
Guth, Christine. Art, Tea and Industry: Masuda Takashi and the Mitsui Circle. Princeton NJ:
Princeton University Press, 1993.
_______. Art of Edo Japan: The Artist and the City 1615-1868. New Haven, CT; London:
Yale University Press, 2010.
Hahn, Christine Y. ‘Unearthing Origins: The Use of Art, Archaeology, and Exhibitions in
Creating Korean National Identity, 1945–1962’. Visual Resources 28, no.2 (2012): 138-170.
Halsall, Francis. ‘Actor-Network Aesthetics: The Conceptual Rhymes of Bruno Labour and
Contemporary Art’. New Literary History 47 (2016): 439-461.
Hamilton, Angus. Korea. London : William Heinemann, 1904.
Harman, Graham. Prince of Networks: Bruno Latour and Metaphysics. Melbourne: re.press,
2009.
He, Jing. ‘Okakura Tenshin and Pan-Asianism, 1903-1906’. In Pan-Asianism a Documentary
History. Volume 1, 1850-1920, edited by Svan Saaler and Christopher W.A. Szpilman, 8896. Lanham, MD: Rowman & Littlefield, 2011.
Henderson, Gregory. ‘A History of the Chŏng Dong Area and the American Embassy
Residence Compound’. Transactions of the Korea Branch of the Royal Asiatic Society 35
(1959): 1-32.
Hennessy, John. ‘Moving Up in the World: Japan’s Manipulation of Colonial Imagery at the
1910 Japan-British Exhibition’. Museum History Journal 11, no. 1 (2018): 24-41.
Hobson, Robert L. Chinese Pottery and Porcelain: an Account of the Potter’s Art in China
from Primitive Times to the Present Day. London; New York : Cassell, 1915.
_______. The George Eumorfopoulos Collection Catalogue of the Chinese, Corean and
Persian Pottery and Porcelain Vol.VI. London, 1928.
_______. ‘Corean Pottery - I. The Silla Period’. The Burlington Magazine for Connoisseurs
56, no. 324 (1930): 154-164.
_______. British Museum Handbook of the Pottery & Porcelain of the Far East in the
Department of Oriental Antiquities and of Ethnography, 2nd edition. London: Trustees of
the British Museum, 1937.
Hobson, R. L. and Edward Sylvester Morse. Chinese, Corean and Japanese Potteries:
Descriptive Catalogue of Loan Exhibition of Selected Examples: The Chinese and Corean
Authenticated by R.L. Hobson : And the Japanese by Edward S. Morse. New York: Japan
Society, 1914.
273

Hobson, R.L. and George Eumorfopoulos. The George Eumorfopoulos Collection, Catalogue
of the Chinese, Corean and Persian Pottery and Porcelain. London, 1925-1928.
Honey, William B. The Ceramic Art of China and other Countries of the Far East. London:
Faber & Faber, 1945.
_______. Corean Pottery. London: Faber & Faber, 1947.
_______. ‘Corean Wares of the Yi Dynasty’, Transactions of the Oriental Ceramic Society 20
(1944-45): 11-24.
_______. Guide to the Later Chinese Porcelain: Periods of K'ang Hsi, Yung Chêng and Ch'ien
Lung. London: Pub. under the Authority of the Board of Education, 1927.
Hong, Kidae. Udang Honggidae: Chosŏnbaekchawa 80nyŏn (Udang Hong Kidae, 80 Years
with Chosŏn White Porcelain). Seoul: Culture Books, 2014.
Horlyck, Charlotte. ‘Desirable Commodities – Unearthing and Collecting Koryŏ Celadon
Ceramics in the Late Nineteenth and Early Twentieth Centuries’. Bulletin of SOAS 76, no.
3 (2013): 467-491.
_______. ‘The Collecting and Display of Korean Arts and Crafts in the UK’. In Yeongwol
Yonsei Forum on Korean Studies, Yeongwol, South Korea, May 21-25, 2011.
_______. ‘Burial offerings to objets d’art: Celadon wares of the Koryo Kingdom (AD 9181392)’. Lecture given by C. Horlyck on Tuesday 19 May 2009.
Horlyck, Charlotte and Sascha Priewe. ‘Displaying a Nation: Representations of Korean Art in
the United Kingdom’. In Arts of Korea: Histories, Challenges, and Perspectives, edited by
Jason Steuber and Allysa B. Peyton, 90-115. Gainesville : University of Florida Press, 2017.
Hotta, Eri. Pan-Asianism and Japan’s War 1931-1945. New York: Palgrave Macmillan, 2007.
Hotta-Lister, Ayako. The Japan-British Exhibition of 1910, Gateway to the Island Empire of
the East. Richmond : Japan Library, 1999.
Hough, Walter. The Bernadou, Allen, and Jouy Corean Collections in the United States
National Museum. Washington, DC: Government Printing Office, 1892.
Hulbert, Homer B. The History of Korea. Seoul: Methodist Publishing House, 1905.
_______. The Passing of Korea. New York: Doubleday, Page & Company, 1906.
Hur, Boyoon. Kwŏnsunhyŏnggwa han'gukhyŏndaedoye (Kwon Soon-Hyung and Korean
Contemporary Ceramics). Seoul: Minjinsa, 2009.
_______. ‘The Formation of the Concept of Gong-ye in the Korean Modern Age’. Journal of
Design History 27, no.4 (2014): 335-350.
Inaga, Shigemi, ed. Oriental Aesthetics and Thinking: Conflicting Visions of “Asia” Under the
Colonial Empires. Kyoto: International Research Center for Japanese Studies, 2011.
274

Iriye, Akira. Global and Transnational History: The Past, Present, and Future. Basingstoke &
New York: Palgrave Macmillan, 2013.
Itoh, Keiko. The Japanese Community in Pre-war Britain : From Integration to Disintegration.
Richmond, Surrey: Curzon, 2001.
James, Elizabeth, ed. The Victoria and Albert Museum: A Bibliography and Exhibition
Chronology, 1852-1996. London: Fitzroy Dearborn in Association with the Victoria and
Albert Museum, 1998.
Jackson, Anna. Expos : International Expositions 1851-2010. London: V&A Publications,
2008.
_______. ‘Art and Design: East Asia’. In The Victorian Vision: Inventing New Britain, edited
by John M. MacKenzie, 297-313. London: V&A, 2001.
Jang, Nam-won. ‘Koryŏch'ŏngjae taehan sahoejŏk kiŏgŭi hyŏngsŏnggwajŏngŭro pon chosŏn
hugiŭi chŏnghwang (Formation of Social Memories of Goryeo-celadon in Late Joseon
Area)’. Misulsanondan, no. 29 (2009): 147-170.
Jang, Sang-hoon, ‘A Representation of Nationhood: The National Museum of Korea’. PhD
thesis, University of Leicester, 2015.
_______. ‘Cultural Diplomacy, National Identity and National Museum: South Korea’s first
overseas exhibition in the US, 1957 to 1959’. Museum & Society 14, no.3 (2016): 456-471.
Jiang, QiQi. ‘Tang Sancai’. PhD thesis, Oxford University, 2009.
Jin, Sangpil. ‘The Port Hamilton (Geomundo) Incident (1885-1887): Retracing Another Great
Game in Eurasia’. The International History Review 41, no. 2 (2019): 280-303.
Jo, Yun-Jeong. ‘P'yehŏ tongin'gwa yanagi muneyosi (P’yehŏ Coterie And Yanagi Muneyoshi)’,
Han'guk Munhwa 43 (2008): 347-73.
Jones, Derek. ‘Lucie Rie in Tokyo’. Ceramics Monthly 37 (November 1989): 25-27.
Kang,

Hee

Jung,

‘Iljegangjŏmgi

han'gungmisulssaŭi

kuch'ukkwa

sŏkkuramŭi

‘chaemaengnakhwa’ (The Formation of the Korean Art History as a Field of Study during
the Japanese Occupation Period and the ‘Re-contextualization’ of Sogguram)’, Sŏnsawa
kodae 33 (2010): 59-82.
Kang,

Hye-young.

‘Han'guk

kŭndae

kague

kwanhan

yŏn'gu:

1880-1960nyŏn

ŭiryusunapkagurŭl chungsimŭro (A Study of Modern Korean Furniture, Focusing on
Clothing and Furniture from 1880 to 1960)’. MA thesis, Hong-ik University, 2002.
Kida, Takuya. Insights from Gurcharan Singh’s Pottery Collection: Ceramic Art in Japan
around 1920 as seen by an Indian Student. New Delhi: The Japan Foundation, New Delhi,
2019.
275

Kikuchi, Yuko, ed. Refracted Modernity: Visual Culture and Identity in Colonial Taiwan.
Honolulu: University of Hawaii Press, 2007.
Kikuchi, Yuko. ‘The Myth of Yanagi’s Originality: The Formation of ‘Mingei’ Theory in Its
Social and Historical Context’. Journal of Design History 7, no.4 (1994): 247-266.
_______. ‘Hybridity and the Oriental Orientalism of Mingei Theory’. Journal of Design
History 10, no.4 (1997): 343-53.
_______. ‘Yanagi Soetsu and Korean Crafts within the Mingei Movement’. Papers of the
British Association for Korean Studies, no.5 (1994): 23-38.
_______. ‘Yanagi Soetsu and Korean Crafts within the Mingei Movement’. In Korea: The Past
and the Present (2 vols): Selected Papers from the British Association for Korean Studies,
1991-2005, edited by Jim Hoare and Susan Pares, 80-91. Boston, MA: Brill, 2008.
_______. Japanese Modernisation and Mingei Theory: Cultural Nationalism and Oriental
Orientalism. London: Routledge Curzon, 2004.
Kikuchi, Yuko and Yunah Lee. ‘Transnational Modern Design Histories in East Asia: An
Introduction’. Journal of Design History 27, no. 4 (2014): 323-334.
Kim, Bongjin. ‘Sin Ch'ae-ho: “A Critique of Easternism,” 1909’. Pan-Asianism: A
Documentary History, Volume 1: 1850–1920, edited by Sven Saaler, Sven and Christopher
W.A. Szpilman, 158- 161. Lanham, MD: Rowman & Littlefield, 2011.
Kim, Chewon. Gyeongbokgung yahwa (Tales of Gyeongbokgung: A Memoir by the First
Director of the National Museum). Seoul: Tamgudang, 1991.
_______. Pangmulgwan kwa han p’yongsaeng (Museum and My Life: An Autobiography of
the First Director of the National Museum). Seoul: Tamgudang, 1992.
Kim, Chŏng-gi. Miŭi Nara Chosŏn (Chosŏn, a Country of Beauty). P'aju: Hanul Academy,
2011.
Kim, Hyo-seok. ‘‘Munjang’chi t'ŭksŏnge taehan chaego (A study on Munjang magazine
focusing on the writing of Lee Tae-jun)’. Ŏmunnonjip 61 (2015): 421-46.
Kim, Hyon-Sob. ‘The Appearance of Korean Architecture in the Modern West’. ARQ:
Architectural Research Quarterly 14, no. 4 (2010): 349-61.
Kim, Hye-Ran and Na-Young Hong. ‘Chosŏnsidae mop'i kkalgaee kwanhan yŏn'gu (A study
on Fur Rugs in the Chosŏn Period)’. Hanbongmunhwa 19, no.1 (2016): 149-162.
Kim, Hyun-Sook. ‘Kimhwan'giŭi tojagi kŭrimŭl t'onghae pon tongyangjuŭi (Dongyang-ism
through Kim Whanki’s pottery paintings)’. Han'gukkŭnhyŏndaemisulssahak 9 (2001): 7-39.
Kim, Jin'gyun and Gŭnsik Chŏng, eds. Kŭndaejuch'ewa Singminjigyuyulgwŏllyŏk (The
Modern Subject and Colonial Power of Discipline). Seoul: Munhwagwahaksa, 1997.
276

Kim, Jin-song. Hyŏndaesŏngŭi hyŏngsŏng: Sŏure ttansŭhorŭl hŏhara: hyŏndaesŏngŭi
hyŏngsŏng (Construction of Modernity: Permitting Dance Halls in Seoul). Seoul:
Youlhwadong, 1999.
Kim, Ki-rim,. Kim Ki-rim Chŏnjip (Complete works of Kim Ki-rim). Seoul: Simsŏltang, 1988.
Kim, Kyu-rim. ‘Chosŏn 17-18segi paekchadaeho yŏn'gu (Study of the Moon Jars in 17-18th
Century of Chosŏn Dynasty)’. MA thesis, Ewha Womans University, 2017.
Kim, Moon-jong. ‘Iljeha sahoejuŭi chapchiŭi parhaenggwa chigugunyŏnge kwanhan yŏn'gu
(A Study on the Management of the Branch and the Publish of Socialist News Magazines)’.
Han'gugŏllonjŏngbohakpo 40, no.4 (2007): 7-44.
Kim, Sang-yŏp. ‘Iljegangjŏmgi komisulp'um yut'onggwa kyŏngmae (Distribution and Auction
of Antiques during the Japanese Occupation)’. Kŭndaemisulyŏn'gu (2006): 151-172.
_______. ‘‘Chosŏndojamokkongjŏn'gwan’ torok - 1930nyŏndae ilbon tonggyŏngesŏ
kaech'oedoen han'guk tojagi, mokkongye chŏnsihoe torok (Pictorial Record of ‘Joseon’s
Exhibitions of Chinaware and Wooden Works’ – Pictorial Record of the Exhibitions of
Korean Chinaware and Wooden Works held in Tokyo, Japan in the 1930s)’.
Tongyanggojŏnyŏn'gu, no. 32 (2008): 425-441.
_______. ‘Han'guk kŭndae misulssa yŏn'guwa han'guk kŭndae misulssijangsa yŏnp'yo
(Chronology of the Modern Korean Art Market History)’. Tongyanggojŏnyŏn'gu, no. 46
(2012): 295-318.
_______. ‘Kyŏngsŏngŭi misulssijanggwa ilbonin sujangga (The Kyŏngsŏng Art Market and
Japanese Collectors)’. Han'gukkŭnhyŏndaemisulssahak 27 (2014): 155-175.
_______. Han'gukkŭndaemisulssijangsajaryojip (Korea’s Art Market History Collection Book:
Auction Catalogues During the Japanese Occupation). Seoul: Kyŏngin Munhwasa, 2015.
_______. Misulp'um k'ŏllekt'ŏdŭl: Han'guk ŭi kŭndae sujangga wa sujip ŭi munhwasa (Art
Collectors: Korea’s Modern Art Market and the Cultural History of Collecting). P'aju:
Tolbegae, 2015.
Kim, Sojin. ‘Curiously Familiar: Art and Curio Stores in Los Angeles’ Chinatown’. Western
Folklore 58, no.2 (1999):131-147.
Kim, Soo-young. ‘Such'ulhoehwarosŏ Kisan Kimjun'gŭnŭi p'ungsokhwa yŏn'gu (A Study on
the Genre Painting of Gisan Kim, Jun-Geun as Export Painting’. Misuriron'gwa Hyŏnjang,
no. 8 (2009): 89-119.
Kim, Sun-ju, ‘Representing Korea as the “Other”: Ernst J. Oppert’s A Forbidden Land:
Voyages to the Corea’. The Review of Korean Studies 7, no.1 (2004): 145-163.

277

Kim, Youngna. 20Segiŭi han'guk misul (Art of Twentieth Century Korea). Seoul: Yegyŏng,
1998.
_______. 20th Century Korean Art. London : Laurence King, 2005.
_______. ‘‘Pangnamhoe’ ranŭn chŏnsigonggan : 1893nyŏn sik'ago man'gukpangnamhoewa
chosŏn'gwan chŏn (‘Universal Exposition’ as an Exhibitionary Space: Korean Pavilion at
the 1893 World Columbian Exposition, Chicago)’. Sŏyangmisulssahakhoe 13 (2000): 75111.
_______. ‘Being Modern: Representing the ‘New Woman’ and “Modern Girl’ in Korean Art’.
Zeitschrift für Deutschsprachige Kultur & Literaturen 12 (2003): 216-243.
_______. ‘The Achievements and Limitation of Ko Yu-seop, A Luminary in the Korean Art
History ’. Archives of Asian Art 60, no.1 (2010): 79-87.
Kim, Yun-jeong. ‘Kŭndae migugŭi koryŏch'ŏngja k'ŏlleksyŏn hyŏngsŏnggwa yŏn'gu
sŏnggwaŭi ŭimi

(The Formation and Research Achievements of Goryeo Celadon

Collections in Modern America)’. Sŏktangnonch'ong, no. 66 (2016): 1-44.
_______. ‘Kŭndae yŏnggugŭi han'guktoja k'ŏlleksyŏnŭi hyŏngsŏng kwajŏnggwa kŭ ŭimi (The
Formation and Significance of Korean Ceramics Collection in Modern Britain)’.
Munhwajae 52, no. 4 (2019): 104-123.
Knott, Becky. ‘Lucie Rie: A Secret Life of Buttons’. V&A Blog. Last modified 24 April 2017.
https://www.vam.ac.uk/blog/news/lucie-rie-a-secret-life-of-buttons
Koh, Grace. ‘British Perception of Joseon Korea as reflected in Travel Literature of the Late
Eighteenth and Early Nineteenth Century’. The Review of Korean Studies 9, no.4 (2006):
103-133.
Koichiro, Matsuda. ‘The Concept of “Asia before Pan-Asianism’. In Pan-Asianism a
Documentary History. Volume 1, 1850-1920, edited by Svan Saaler and Christopher W.A.
Szpilman, 45-52. Lanham, MD.: Rowman & Littlefield, 2011.
Kopytoff, Igor. ‘The Cultural Biography of Things: Commoditization as Process’. In The
Social Life of Things: Commodities in Cultural Perspective, edited by Arjun Appadurai, 6492. Cambridge: Cambridge University Press, 1986.
Koyama, Fujio, John A. Pope, and Sunu Choi. Oriental Ceramics: The World's Great
Collections. Vol. 2, National Museum of Korea. Tokyo: Kodansha International, 1976.
Kwon, Heang-ga. ‘Iljesidae up'yŏnyŏpsŏe nat'anan kisaeng imiji (The Image of Keesan in the
Postcards of Korea under the Rule of Japanese Imperialism)’. Misulsanondan 12 (2001):
83-103.

278

_______.

‘Kŭndaejŏk

sigakch'ejeŭi

hyŏngsŏnggwajŏng:ch'ŏngiljŏnjaeng

chŏnhu

ilboninsajinsaŭi sajin hwaldongŭl chungsimŭro (The Constitution of Modern Visuality in
Korea: Focusing on the Work of Japanese photographers around the Sino- Japanese War)’,
Han'gukkŭnhyŏndaemisulssahak 26 (2013): 194-228.
_______. ‘1930nyŏndae kosŏhwa chŏllamhoewa kyŏngsŏngŭi misulssijang: obongbinŭi
chosŏnmisulgwanŭl chung simŭro (Oh Bong-bin’s Joseon Art Gallery and Art Market in
Gyeongseong during the 1930s)’. Han'gukkŭnhyŏndaemisulssahak 19 (2008): 163-189.
Kwon, Heang-ga, and Kuksa P'yŏnch'an Wiwŏnhoe. Kŭndaewa mannan misulkwa tosi (Art
and City meet Modern). Seoul: Tusan Tonga, 2008.
Latour, Bruno. We Have Never Been Modern. Cambridge, MA: Harvard University Press, 1993.
_______. Reassembling the Social an Introduction to Actor-Network-Theory. Oxford; New
York: Oxford University Press, 2005.
Le Blond, Aubrey Mrs. Day In, Day Out. London : J. Lane : the Bodley Head, 1928.
Leach, Bernard. A Potter’s Book. London: Faber & Faber, 1945.
_______. Beyond East and West: Memoirs, Portraits and Essays. London; Boston: Faber and
Faber, 1978.
Lee, Chŏn and Sŭng-ch'ang Chŏn. Korean Buncheong Ceramics from the Leeum Samsung
Museum of Art. New York: Metropolitan Museum of Art, 2011.
Lee, Hee-jung. ‘1920nyŏndae chapchi ‘Tongmyŏng’ŭi maech'edamnon'gwa munyemul yŏn'gu
(The Media Discourse of ‘DongMyeong’ and Literature in the 1920s)’. Urimalgŭl 68
(2016): 409-438.
Lee, Helen J.S. ‘Voices of the “Colonist”, Voices of the “Immigrants”: “Korea” in Japan’s
Early Colonial Travel Narratives and Guides, 1894-1914’. Japanese Language and
Literature, 41, no.1 (2007): 1-36.
Lee, Heonjoo. ‘1880 Nyŏndae chŏnban chosŏn kaehw(??)ajisigindŭrŭi ‘asia yŏndaeron’insik
yŏn'gu (The Study of the Korean Enlightened Intellectuals’ Recognition of ‘Theory of AsiaSolidarity’ in early 1880s)’. Tongbugayŏksanonch'ong, no. 23 (2009): 307-47.
Lee, Jong-sŏk. Han'gugŭi mokkongye (Wood Craft of Korea). Seoul: Yŏrhwadang, 1986; 2001.
Lee, Jun, ed. The History of Korean Railway by Photographs. Koyang: The Korean Transport
Institute, 2014.
Lee, Jung-Taek. ‘The Birth of Modern Fashion in Korea : Sartorial Transition between Hanbok
and Yangbok, and Colonial Modernity of Dress Culture’. PhD thesis, SOAS University of
London, 2015.

279

_______. ‘Korean Artefacts donated to the British Museum by Ogita Etsuzo in 1910’.
Orientations 41, no.8 (2010): 78-83.
Lee, Kyung-Ah and Bong-Hee Jeon. ‘1920Nyŏndae ilbonŭi munhwajut'aege taehan koch'al –
1922nyŏn p'yŏnghwaginyŏmdonggyŏngbangnamhoe munhwach'on'gwa munhwajut'aegŭi
saryerŭl chungsimŭro (A Study of Cultural Villages (Bunka Mura) and Cultural Residences
(Bunka Jūtaku) at the 1922 Peace Memorial Exposition in Tokyo)’. Taehan'gŏnch'ukhakhoe
21, no.8 (2005): 97-106.
Lee, Tae-Hee. ‘Iljesidae kagu hwalyongŭl t'onghae pon chugŏsillaegongganŭi pyŏnhwakyŏngsŏng tosijugŏrŭl chungsimŭro (Changes of Interior Space and the Furniture Usage in
the Japanese Colonial Period: Centering on Gyeongseong City’s Residential Area)’.
Minsokhagyŏn'gu, no.10 (2002): 33-81.
Lee, Yongwoo. Taxidermy of Time: Tigers as the Chronotope of Continual Coloniality in
Korea. Online publication for the exhibition ‘2 or 3 Tigers’ at Haus der Kulturen der Welt,
Berlin, 2017. https://hkw.de/tigers_publication.
Lees-Maffei, Grace. ‘The Production-Consumption-Mediation Paradigm’. Journal of Design
History 22, no.4 (2009): 351-76.
Longford, Joseph H. The Story of Korea, With 33 Illustrations and Three Maps. London ;
Leipsic : T. Fisher Unwin, 1911.
MacCannell, Dean. The Tourist: a New Theory of the Leisure Class. New York: Schocken
Books, 1989.
MacKenzie, John M. Imperialism and Popular Culture. Manchester: Manchester University
Press, 1986.
_______. The Empire of Nature: Hunting, Conservation and British Imperialism. Manchester:
Manchester University Press, 1988.
Mackerras, Colin. Western Images of China. Oxford: Oxford University Press, 1989.
Matsuda, Kōichirō. ‘The Concept of “Asia” before Pan-Asianism’. In Pan-Asianism, A
Documentary History, Volume 1: 1850-1920, edited by Sven Saaler, and Christopher W. A.
Szpilman, 45-51. Lanham, MD: Rowman & Littlefield Publishers, 2011.
Matsuda, Kyōko. Teikoku no shisen: hakurankai to ibunka hyōshō (The Empire's Perspective:
Exposition and Cross-Cultural Representation). Tokyo: Yoshikawa Kōbunkan, 2003.
Mayuyama Junkichi. Mayuyama, Seventy Years. Tokyo, 1976.
McKillop, Beth. Korean Art and Design: The Samsung Gallery of Korean Art. London:
Victoria and Albert Museum, 1992.

280

_______. ‘The Samsung Gallery of Korean Art at the Victoria and Albert Museum’.
Orientations 23, no. 12 (1992): 34-39.
_______. ‘Collecting Korean Art at the V&A, 1940 to 1995’. In Arts of Korea: Histories,
Challenges, and Perspectives, edited by Jason Steuber and Allysa B. Peyton, 20-39.
Gainesville, FL : University of Florida Press, 2017.
Midori, Wakakuwa. ‘Japanese Cultural Identity And Nineteenth-Century Asian Nationalism:
Okakura Tenshin And Swami Vivekananda’. In Okakura Tenshin and Pan-Asianism:
Shadows of the Past, edited by Brij Tankha, 22-26. Leiden, The Netherlands: Global
Oriental, 2009.
Miln, Louise Jordan. Quaint Korea. London: Osgood, Mcllyaine & co., 1895.
Min, Hoesu, ‘Kaehanggi haegwan kamdokkigwanŭrosŏŭi chosŏn kamnisŏŭi

kiwŏn'gwa

t'ŭksŏng (Origin and Characteristics of Chosŏn Supervision authority (Kamnisŏ) for the
Maritime in the Opening of the Port)’. Han'guksayŏn'gu no.180 (2008): 155-198.
Mok, Soo-hyun. ‘Iljeha iwanggabangmulgwanŭi singminjijŏk sŏnggyŏk

(The Colonial

Construct of the Yi Royal-Family Museum during the Japanese Occupation)’.
Misulssahagyŏn'gu 227 (2000): 81-104.
_______. ‘1930 Nyŏndae kyŏngsŏngŭi chŏnsigonggan (Exhibition space in Kyŏngsŏng
During the 1930s)’. Han'gukkŭnhyŏndaemisulssahak 20 (2009): 97-116.
_______. ‘Chosŏnmisuljŏllamhoewa munmyŏnghwaŭi sŏnjŏn (Propaganda of the “Civilizing
Mission” in the Chosŏn Art Exhibition)’. Sahoewa yŏksa, 89 (2011): 85-115.
_______. ‘Kukt'oŭi sigakchŏk p'yosanggwa aeguk kyemongŭi chirihak (The Imagination of
Korean Territory in the Period of Patriotic Enlightenment: Focused on the Theory of Choi
Nam-sun)’. Tongasiamunhwayŏn'gu, 57 (2014): 13-39.
_______. ‘Kusuhan k'ŭn matkwa chŏkchomi - uhyŏn koyusŏpkwa yanagi muneyosi mihagŭi
kirhang kwan'gye (An Overall Sense of Pleasure and the Beauty of Sorrow: the Rivalry
between Yanagi Soetsu and Ko Yusŏp)’. Misulsegye, no. 249 (2005): 62-69.
Moon, Hye-yoon. ‘Chosŏnŏ munhagŭi yŏksa mandŭlgiwa 'kang hwa'rosŏŭi munjang (The
Making History of Chosŏn Language Literature and the Munjang as a ‘Lecture’)’.
Han'gukkŭndaemunhagyŏn'gu 10, no.20 (2009): 41-66.
Morris, P.A. and M.J. Morris. ‘Evidence of the Former Abundance of Tigers (Panthera tigris)
and Leopards (Panthera pardus) from the Taxidermy Ledgers of Van Ingen & Van Ingen,
Mysore’. Archives of Natural History 36, no. 1 (2009): 53-61.
Mutsu, Hirokichi, ed. The British Press and the Japan-British Exhibition. Melbourne:
Melbourne Institute of Asian Languages and Societies, The University of Melbourne, 2001.
281

Nelson, Sarah. The Archaeology of Korea. Cambridge: Cambridge University Press, 2000.
Noh, Gi-Wook. ‘Ilje hwayanggagu yuipkwa chosŏn'gaguŭi taeŭng (Japanese Huayang
Furniture Inflow and Joseon Furniture Similarities)’. Namdominsogyŏn'gu 23 (2011): 113147.
Nye, Joseph S. Soft Power : The Means to Success in World Politics. New York: Public Affairs,
2004.
Odijie, Michael. ‘The Fear of ‘Yellow Peril’ and the Emergence of European Federalist
Movement’. The International History Review 40, no.2 (2017): 358-75.
Ogyu, Shinzo. Translated by Victoria Oyama. ‘The Beauty of Joseon Dynasty Crafts’.
Ceramics Technical 26 (2008): 107-109.
Oh, Kwang-su. Kimhwan'gi (Whanki Kim). Seoul: Yolhwadang, 1998.
Oh, Yoon-Hyung. ‘Kŭnwŏn kimyongjunŭi ‘Munjang’ p'yojihwa (Kim Yong-jun’s Moon-jang
Magazine: A Cover Page Illustration)’. Han'gukyesulyŏn'gu, no.18 (2017): 273-298.
Olding, Simon. ‘The Pot That Was Not There’. In Encompassing: Research, edited by Lesley
Millar and Simon Olding, 136-149. Farnham: University for the Creative Arts, 2019.
Oppenheim, Robert. An Asian Frontier: American Anthropology and Korea, 1882-1945.
Lincoln, NB: University of Nebraska Press, 2016.
Oppert, Ernst. A Forbidden Land: Voyages to the Corea. New York: G. P. Putnam’s Sons,
1880.
Pagani, Catherine. ‘Chinese Material Culture and British Perception of China in the Midnineteenth Century’. In Colonialism and the Object: Empire, Material Culture and the
Museum, edited by Tim Barringer and Tom Flynn, 28-40. London: Routledge, 1998.
Pai, Hyung Il. ‘The Politics of Korea’s Past: The Legacy of Japanese Colonial Archaeology in
the Korean Peninsula’. East Asian History: Canberra, no. 7 (1994): 25-48.
_______. ‘The Colonial Origins of Korea’s Collected Past’. In Nationalism and the
Construction of Korean Identity, edited by Hyung Il Pai and Timothy R. Tangherlini, 1332. Berkeley, CA: Institute of East Asian Studies, University of California, 2001.
_______. ‘The Creation of National Treasures and Monuments: The 1916 Japanese Laws on
the Preservation of Korean Remains and Relics and Their Colonial Legacies’. Korean
Studies 25, no.1 (2001): 72-95.
_______. ‘Navigating Modern Keijo: The Typology of Reference Guides and City Landmarks’.
Seoulhak yŏn'gu 44 (2011): 1-40.
_______. ‘Tracing Japan’s Antiquity: Photography, Archaeology and Representation of
Kyŏngju’. In Oriental Aesthetics and Thinking: Conflicting Visions of “Asia” under the
282

Colonial Empires, edited by Inaga Shigemi, 289-316. Kyoto: International Research Center
for Japanese Studies, 2011.
_______. Constructing “Korean” Origins : A Critical Review of Archaeology, Historiography,
and Racial Myth in Korean State-formation Theories. Cambridge, MA; London: Harvard
University Press, 2000.
_______. Heritage Management in Korea and Japan: The Politics of Antiquity and Identity.
Seattle, WA: University of Washington Press, 2013.
Pak, Byŏng-rae. Tojayŏjŏk (Notes on ceramics). Seoul: Joongangilbosa, 1974.
Pak, Sang-soo. ‘Tongasia kŭndae 'asiajuŭi' tokpŏp - kyebo, yuhyŏng, ch'ŭngwi (How to
Understand the Pan-Asianism in Modern East Asia: Genealogy, Typology and Horizon)’.
Asiayŏn'gu 56, no. 4 (2013): 7-38.
Pang, Byŏng-sŏn. Chosŏn hugi paekcha yŏn’gu (Studies of White Porcelain in the Late Chosŏn
Period). Seoul: Ilchisa, 2000.
Park, Eun-Sook. Sijangŭro nagan Chosŏnbaekcha (Chosŏn White Porcelain for the Market).
Koyang: Yŏksabip'yŏngsa, 2016.
Park, Eun-soon. ‘Kŭnwŏn kimyongjun (1904-1967) ŭi misulssahak (Art History by Kim Yongjun)’. Inmulmisulssahak, no. 1 (2005): 129-48.
Park, Dong-jin. ‘Uri chut'aege tae haya (About our House)(10)’. Dong-A Ilbo, 28 March 1931.
Park, J. P. New Middle Kingdom: Painting and Cultural Politics in Late Chosŏn Korea (17001850). Seattle, WA: University of Washington Press, 2018.
Park,

Jung-min.

‘Koryŏch'ŏngja

yŏn'gue

issŏsŏ

“Sŏnhwabongsa

koryŏdogyŏng”ŭi

hwaryongyangsanggwa kach'i (The Evidential Value of the Illustrated Records of the
Goryeo Court during the Xuanhe Era (Xuanhe fengshi Gaoli tujing) for the Study of Goryeo
Celadon)’. Misulssahagyŏn'gu, 304 (2019): 47-72.
Park, Kil-ryong. ‘Tosisaenghware chŏnwŏnmirŭl kahanŭn pangbŏp - chugahyŏngsigŭl koch'ija
(Adding Rural Beauty to Urban Life - Let’s Change the Residential Style)’. Sin'gajŏng, May
1935.
Park,

Kwang-hyoun.

‘‘Naesŏnyunghwa’ŭi

munhwabŏnyŏkkwa

chosŏnsaek,

kŭrigo

singminmundan－1920nyŏndae singminmundanŭi se kaji kungmyŏnŭl chungsimŭro
(Cultural Translation, Local Color and Colonial Literary World of Modern Korea under
Imperial Japan’s ‘Japanese-Korean Reconciliation’ Policy Based on the Three Aspects of
Colonial Literary World in 1920s)’. Asiamunhwayŏn'gu 30 (2013): 78-114.

283

Park, Kye-ri. ‘20 Segi han'guk hoehwaesŏŭi chŏnt'ongnon’ (A Study of Twentieth-Century
Korean Painters’ Viewpoints on Tradition)’. PhD thesis, Ewha Women’s University, 2006.
_______. ‘Yanagi Muneyoshi and chosŏnminjokmisulgwan (Yanagi Muneyoshi and Chosŏn
Folk Art Museum)’. Han'gukkŭnhyŏndaemisulssahak, 9 (2001): 41-68.
_______. ‘T'ajarosŏŭi iwanggabangmulgwan·misulgwanŭi chŏnt'onggwan (A Stranger's View
on Yi Royal Family's Museum and Traditional Viewpoint with an Emphasis on Paintings
and Calligraphic Viewpoint)’. Misulssahagyŏn'gu 240 (2003): 221-248.
Park, So-hyun. ‘Chegugŭi ch'wimi: Iwanggabangmulgwan'gwa ilbonŭi pangmulgwan
chŏngch'aege taehae (Imperial Taste : Yi Dynasty Museum and the Cultural Politics of
Imperialist Japan)’. Misulssanondan 18 (2004): 143-169.
_______. ‘Koryŏjagi'nŭn ŏttŏk'e ‘misul'i toeŏnna - singminjisidae ‘koryŏjagiyŏlgwang'kwa
iwanggabangmulgwanŭi chŏngch'ihak (How ‘Goryojagi’ became ‘Art’: ‘Goryojagi-mania’
and Politics of Yiwanga Museum in the Colonial Period’)’. Sahoe yeongu 11 (2006): 9-45.
Park, Young-kyu. ‘The Beauty of Korean Wood Furniture’. Koreana 10, no.1 (1996): 4-13.
Park, Young-Taek. ‘Hwan'giŭi paekcha hangari kŭrimgwa ‘munjang’jiŭi sanggojuŭi - yanagi
muneyosiwa it'aejunŭi yŏnghyangŭl chungsimŭro

(Kim Whanki’s White Porcelain

Paintings and the kojŏnjuŭi (Classicism) of the Munjang magazine)’. Urimunhagyŏn'gu, no.
30 (2010): 315-45.
Pearce, Nick. ‘Collecting, connoisseurship and commerce: an examination of the life and
career of Stephen Wootton Bushell (1844-1908)’. Transactions of the Oriental Ceramic
Society 70 (2005): 17-25.
Pearce, Susan M. Museums, Objects, and Collections: A Cultural Study. Washington, DC:
Smithsonian Institution Press, 1993.
Petrucci, Raphael. ‘Corean Pottery’, The Burlington Magazine for Connoisseurs 22, no.116
(1912): 82-88.
Philips, Ruth B. and Christopher B. Steiner, eds. Unpacking Culture: Art and Commodity in
Colonial and Postcolonial Worlds. Berkeley, CA: University of California, 1999.
Pierson, Stacey. Collectors, Collections and Museums, The Field of Chinese Ceramics in
Britain 1560-1960. New York and Vienna: Peter Lang, 2007.
_______. ‘‘The Sung Standard’: Chinese Ceramics and British Studio Pottery in the 20th
Century’. In Song Ceramics. Art History, Archaeology and Technology, edited by Stacey
Pierson, 81-102. London: Percival David Foundation of Chinese Art, 2004.
_______. ‘Reinventing “China”: Provenance, Categories and the Collecting of Chinese
Ceramics, 1910-2009’. In Collectors, Collections, and Collecting the Arts of China:
284

Histories and Challenges, edited by Jason Steuber and Guolong Lai, 223-44. Gainesville,
FL: University Press of Florida, 2014.
Platt, John. ‘Ancient Korean Tomb Ware’. The Burlington Magazine for Connoisseurs 20, no.
106 (1912): 222-230.
Platt, John and Raphael Petrucci. ‘Corean Pottery’. The Burlington Magazine for Connoisseurs
22, no.119 (1913): 298.
Portal, Jane. ‘Korean Ceramics in the British Museum – A Century of Collecting’.
Transactions of the Oriental Ceramic Society 60 (1995-96): 47-60.
_______. ‘The Origins of the British Museum’s Korean Collection’. Transactions of the Royal
Asiatic Society Korea Branch 70 (1995): 37-52.
_______. ‘A Korean Porcelain “Full-Moon” Jar : Bernard Leach, Lucie Rie and the Collecting
of Oriental Ceramics’. Apollo 453 (1999): 36-37.
_______. Korea: Art and Archaeology. London: British Museum Press, 2000.
Priewe, Sascha. ‘Hahn Kwang-ho and the British Museum’. Orientation 40, no.8 (2010): 5964.
Prince, Graham. ‘The Yellow Peril in Britain, 1890 to 1920’. PhD thesis, McGill University,
1987.
Rice, Paul and Christopher N. Gowing, British Studio Ceramics in the 20th Century. London:
Barry & Jenkins, 1989.
Robinson, Michael E. ‘Colonial Publication Policy and the Korean Nationalist Movement’. In
The Japanese Colonial Empire, 1895-1945, edited by Ramon H. Myers and Mark R. Peattie,
312-343. Princeton NJ: Princeton University Press, 1984
_______. Cultural Nationalism in Korea. Seattle, WA: University of Washington Press, 1988.
Roh, Junia. ‘1910 Nyŏn ilryŏng pangnamhoe tongyanggwanŭi han'guk chŏnsi (Korea at the
Japan-British Exhibition of 1910: Propaganda of the Japanese Empire and the Image of
Colonial Joseon)’. Han'gukkŭnhyŏndaemisulssahak 28 (2014): 179-210.
_______. ‘Chosŏnmisuljŏllamhoe kongyebu kaesŏl kwajŏnge taehan koch'al (Study on the
Craft Section of the Joseon Fine Arts Exhibition: Acceptance and Promotion of the notions
of Craft and Design Through the Exhibition)’. Misulssanondan, no. 38 (2014): 93-123.
_______. ‘Sŏgurŭl hyanghan ilbonmisul sŏnjŏn (Japanese Art Propaganda to the West:
Uniqueness and Orientalism)’. Ilbonbip'yŏng 11, no. 1 (2019): 100-121.
_______.

‘Kŏnch'ilgongyee

taehan

chaego

-

Ch'angwŏn

kangch'anggyubut'ŏ

yŏnggukpangmulgwan han'gukk'ŏlleksyŏnkkaji (A Re-examination of the Dry Lacquer

285

Technique - From Kang Changgyu to the Korean Collection at the British Museum)’.
Han'gukkŭnhyŏndaemisulssahak 33 (2017): 7-32.
_______. ‘Kŭndae tijain kaenyŏmgwa yangsigŭi suyong - tonggyŏngmisurhakkyo toan'gwa
yuhaksaeng imsukchaerŭl chungsimŭro (Adoption of Modern Design Concept and Style –
Sook-Jae Lim and his works)’. Misuriron'gwa Hyŏnjang, no. 8 (2009): 7-31.
Ro, Sang-ho. ‘Chosŏn hugi tongmure taehan chisikkwa kirok (The Knowledge and Records on
Animals in the Late Chosŏn period – A Case of Carnivora in the Korean peninsula)’.
Han'gukhak yŏn'gu, 60 (2017): 5-48.
Rosen, D.H. ‘Issey Miyake’s “U-Tsu-Wa” filled with Character and Inspiration’. The Japan
Times, 8 May 2009.
Ross, John. History of Corea, Ancient and Modern. With Description of Manners and Customs,
Language and Geography. Maps and Illustrations. Paisley, Scotland: J. & R. Parlane, 1879;
London: E. Stock, 1891.
Rossetti, Carlo. Corea e Coreani: Impressioni e Ricerche Sull’impero del Gran Han. Bergamo:
Istituto Italiano d’Arti Grafiche, 1904-5.
Rossi, Joseph. ‘National Consciousness in Italian Literature’. The Bulletin of the Rocky
Mountain Modern Language Association 27, no.3 (1973): 159-166.
Royle, Stephen A. ‘Traditional Korean islanders encountered the British navy in the 1880s:
The Port Hamilton Affair in 1885-1887’. Journal of Marine and Island Cultures, 5 (2016):
22-27.
Saaler, Sven. ‘Pan-Asianism in Modern Japanese History: Overcoming the Nation, Creating a
Region, Forging an Empire’. In Pan-Asianism in Modern Japanese History : Colonialism,
Regionalism and Borders, edited by Sven Saaler and J. Victor Koschmann, 1-18. London:
Routledge, 2007.
Saaler, Sven and Christopher W.A. Szpilman, eds. Routledge Handbook of Modern Japanese
History. London: Routledge, 2018.
Saaler, Sven and Christopher W.A. Szpilman. ‘The Era of Imperialism and Pan-Asianism in
Japan, 1900-1914’. In Pan-Asianism a Documentary History. Volume 1, 1850-1920, edited
by Svan Saaler and Christopher W.A. Szpilman, 97. Lanham, MD: Rowman & Littlefield,
2011.
Said, Edward W. Orientalism. New York: Vintage Books, 1979.
_______. Culture and Imperialism. London: Vintage Books, 1994.
Sasaki, Choji. ‘Kyŏngsŏngmisulgurakpu ch'angŏp 20nyŏn kinyŏmji (Recollection of 20 Years
of Chosŏn Antiques Business: 20th Anniversary of the Establishment of Kyŏngsŏng Art
286

Club)’. In Han'gukkŭndaemisulssijangsajaryojip (Korean Modern Art Market History
Resource Book) series 6, edited by Sang-yŏp Kim. Seoul: Kyŏngin Munhwasa, 2015.
Satow, Ernest. ‘Korean Potters in Satsuma’. Transactions of the Asiatic Society in Japan 6, no.
2 (1878): 193-203.
Saxon, David. ‘Oriental Designs on Western Pottery’. The Daily Telegraph, 12 May 1989.
Sayce, Rev. A. H. Reminiscences. London: Macmillan, 1923.
Seeley, Joseph and Aaron Skabelund. ‘Tigers–Real and Imagined–in Korea’s Physical and
Cultural Landscape’. Environmental History 20, no. 3 (2015): 475-503.
Shin, Gi-Wook and Michael Robinson, eds. Colonial Modernity in Korea. Cambridge, MA:
Harvard University Asia Center, 1999.
Shin, Gi-Wook. ‘Asianism in Korea’s politics of identity’. Inter-Asia Cultural Studies 6, no. 4
(2005): 616-30.
Shin, Jin-Sook. ‘Horangi sanyangŭl t'onghae pon singminji kyŏnggwanŭi saengsan pangsik
koch'al (Perspectives on the Production of the Ecological Landscapes in the Colonized
Joseon:

focusing

on

the

Korean-Japanese

Discourse

of

Tigers

in

1910s)’.

Tongasiamunhwayŏn'gu 69 (2017): 91-123.
Shin, Myŏng-jik. Modŏnppoi, Kyŏngsŏngŭl kŏnilda (Modern Boy Strolling Kyŏngsŏng). Seoul:
Hyŏnsilmunhwayŏn'gu, 2003.
Shoveneld, Erin. Shirabaka and Japanese Modernism: Art Magazines, Artistic Collectives, and
the Early Avant-Garde, Brill Japanese Culture 18. Boston, MA: BRILL, 2018.
Sohn, Young-ok. ‘Han'guk kŭndae misulssijang hyŏngsŏngsa yŏn'gu (A Study on the History
of the Korean Modern Art Market)’. PhD thesis, Seoul National University, 2015.
_______. ‘Kaehanggi sŏyangini misulssijange kkich'in yŏnghyang (Study on the Influence of
Westerners in the Development of Art Market in the Era of Opening Treaty Ports in Korea)’.
Misuriron'gwa Hyŏnjang, no. 20 (2015): 241-269.
Song, Chae-sŏn. Urinara tojagiwa kamat'ŏ (Our Pottery and Kiln Sites). Seoul: Tongmunsŏn,
2003.
Sramek, Joseph. ‘“Face Him Like a Briton”: Tiger hunting, Imperialism, and British
Masculinity in Colonial India, 1800-1875’. Victorian Studies 48, no. 4 (2006): 659-680.
Steuber, Jason. ‘Introduction’. In Arts of Korea: Histories, Challenges, and Perspectives,
edited by Jason Steuber and Allysa B. Peyton, 1-5. Gainesville, FL : University of Florida
Press, 2017.
Storey, William K. ‘Big cats and Imperialism: Lion and Tiger hunting in Kenya and Northern
India, 1898-1930’. Journal of World History 2, no. 2 (1991): 135-173.
287

Szpilman, Christopher W.A. and Sven, Saaler. ‘Japan and Asia’. In Routledge Handbook of
Modern Japanese History, edited by Sven Saaler and Christopher W.A. Szpilman, 25-46.
London: Routledge, 2018.
Tanaka, Stefan. Japan’s Orient : Rendering Pasts Into History. Berkeley, CA: University of
California Press, 1993.
Taylor, Mary Linley. Chain of Amber. Lewes: Book Guild, 1992.
Tenneriello, Susan. ‘The Industry of Spectacle Entertainment: Imre Kiralfy’s Grand Dramatic
Historical Productions of the Fall of Babylon and Nero, or the Destruction of Rome in Staten
Island’. The Journal of American Drama and Theatre 19, no. 3 (2007): 35-95.
Terry, Thomas Phillip. Terry’s Japanese Empire including Korea and Formosa. With Chapters
on Manchuria, the Trans-Siberian Railway, and the Chief Ocean route to Japan, A
Guidebook for Travellers. Boston, MA: Houghton and Mifflin, 1914.
Tikhonov, Vladimir. ‘Korea’s First Encounters with Pan-Asianism Ideology in the Earl 1880s’,
The Review of Korean Studies 5, no. 2 (2002): 195-232.
Tilley, Christopher Y. Metaphor and Material Culture. Oxford: Blackwell, 1999.
Wade, Susan House. ‘Representing Colonial Korea in Print and in Visual Imagery in England
1910-1939’. PhD thesis, University of Brighton, 2009.
Walraven, Boudewijn. ‘Reluctant Travellers: Shifting Interpretation of the Observation of
Hendrik Hamel and his Companions’. Sungkyun Journal of East Asian Studies 7, no.1
(2007): 19-32.
Weinbaum, Alys Eve, and Modern Girl Around the World Research Group. The Modern Girl
around the World Consumption, Modernity, and Globalization. Durham, NC: Duke
University Press, 2008.
Wilkinson, Liz. ‘Collecting Korean Art at the Victoria and Albert Museum 1888-1938’.
Journal of the History of Collections 15, no. 2 (2003): 241-255.
Wilson, Ming. ‘As True as Photographs: Chinese Paintings for the Western Market’.
Orientations, 31, no. 9 (2000): 89-93.
Woodhead, Kate. ‘Foreword’. In Muriel Rose: A Modern Crafts Legacy, edited by Jean Vacher,
3-5. Farnham: Crafts Study Centre, 2006.
Wyatt, Daniel J. ‘Creatures of Myth and Modernity: Meiji-Era Representations of Shōjō
[Orangutans] as Exotic Animals’. New Voices in Japanese Studies 9 (2017): 71-93.
Yamamoto, Tadasaburō. Seikoki (A Record of Tiger Conquest). Tokyo:Yoshiura Ryūtarō,
1918.

288

Yanagi, Sōetsu and Bernard Leach. The Unknown Craftsman: A Japanese Insight into Beauty.
Tokyo, Kodansha International Ltd., 1972.
Yanagi, Sōetsu. ‘Chōsen minzoku bijutsu tenrankai ni tsuite’. Shirakaba, May 1921
_______. Shūshū monogatari (Tales of Collection). Tokyo: Chūō kōronsha, 1989.
_______. Yanagi Sōetsu zenshū (Collected Works of Yanagi Sōetsu) Vol. 6. Tokyo: Chikuma
Shobō, 1980–92.
_______. Chosŏn'gwa kŭ yesul(Chosŏn and its Art). Translated by Giljin Yi. Seoul: Singu,
2006.
_______. The Beauty of Everyday Things. Translated by Michael Brase. London: Penguin
books, 2019.
_______. ‘Kare no chōsen'iki (His travel to Korea)’. Kaizō, Oct 1920.
_______. ‘Chōsen tōjiki no tokushitsu (Characteristics of Korean ceramics)’. Shirakaba,
September 1922.
Yang, Ji-Young. ‘‘Chosŏnsaek’iranŭn pangbŏpkwa ‘chosŏnmi’ranŭn sasang: singminjigi
chosŏnmunhwa mandŭlgi undonggwa yanagi muneyosi (‘Local colour’ as a method and
‘Beauty of Chosŏn’ as an idea : with a focus on the Chosŏn cultural movement and Yanagi
Muneyoshi)’. Asiamunhwayŏn'gu, 35 (2014): 109-130.
Yi, Ch'ungnyŏl. Kansong Chŏn Hyŏngp'il. P'aju: Kimyŏngsa, 2010.
Yi, Gu-yŏl. Han'gungmunhwajae sunansa (A Suffering History of Korea’s Cultural Assets).
P'aju: Tolbegae, 1996.
Yi, T’aejun. Musŏrok. P'aju: Pŏmusa, 2014.
_______. Munjang Kanghwa (Lectures on Composition). Seoul: P'ilmaek, 2008.
Yi, Yŏn-kyŏng. ‘Sajinyŏpsŏro ponŭn sŏurŭi kŭndaedosip'unggyŏng (Seoul's modern city
scenery seen through postcards)’. In Pangmulgwan yumullo ponŭn sŏul II- kyŏngsŏng, sŏul
saramŭi sam (Seoul through Museum Collection II- Kyŏngsŏng, life in Seoul). Seoul
Museum of History seminar material, 2018.
Youn, Bum-mo, ‘ Kimyongjun chosŏnmisullonŭi koch'al (A study on Yongjun Kim’s Korean
Art Theory)’. Inmulmisulssahak, no. 1 (2005): 149-169.
Yun, Haedong. Tongasiasaro kanŭn kil: t'ŭraensŭnaesyŏnŏl yŏksahakkwa singminjigŭndae (A
way to the East Asian History: Paradox of colonial Korea). Seoul: Ch'aekkwa Hamkkye,
2018.
Yun, Kwang-woon et al. ‘1883-1905nyŏn chosŏnhaegwanŭi kobing haegwanwŏne kwanhan
yŏn'gu (A Study on the Invited Foreign Customs Staffs of Korean Maritime Customs in
1883-1905)’. Kukchesanghak 21, no. 2 (2006): 127-50.
289

Yun, Yong-i. Uri yet tojaŭi arŭmdaum (Beauty of Our Old Ceramics). P 'aju: Tolbaegae, 2007.
Yun, Yong-i and Regina Krahl. Korean Art from the Gompertz and Other Collections in the
Fitzwilliam Museum Cambridge: a Complete Catalogue. Cambridge: Cambridge
University Press, 2004.
Ziomek, Kirsten L. ‘The 1903 Human Pavilion: Colonial Realities and Subaltern Subjectivities
in Twentieth Century Japan’ The Journal of Asian Studies 73, no.2 (2014): 493-516.
‘Korean ware’. The Magazine of Art (1887): 264-270.
Archival sources
British Museum, Central Archive: Exhibition Records for the Korean Foundation Gallery 2000;
Outletter Books Vol 2, ‘A.W.Franks to H.B.Hulbert, Seoul, Korea 31.7.1887’ Ref: f.95,
British Museum Department of Medieval and Later Antiquities; The Department of
Ceramics and Ethnography (1921-1933)
Brooklyn Museum Archive: ‘Report on a Collecting Trip in Japan, Korea, China and India.
Volume 1 of 2, 9/1913-3/1914’, Culin Archival Collection
Craft Study Centre: Bernard Leach Archive; Lucie Rie Archive
Cornell University Library: ‘Collection of Willard D. Straight in Korea’, Division of Rare and
Manuscript Collection
Hammersmith and Fulham Archive: ‘Japan-British Exhibition of 1910’
Huntington Library, Frances Benjamin Johnston Photograph Collection
New York Public Library Digital Collections: The Miriam and Ira D. Wallach Division of Art,
Prints and Photographs, 1915-1930
Seoul Museum of History: A.W. Taylor Collection
Thomas Cook Archive: Far Eastern Traveller’s Gazette, guidebooks for China/Korea
(1910/1915 / 1917/1920/1924) and Japan (1935/1938), and a selection of brochures (18911929) featuring tours to China, Japan, Malaysia and Indo-China; Spring Tour to Japan and
China, 1909; The American Traveller’s Gazette, December 1920. The Lure of the Far East,
1921 Spring Tours to Honolulu, Japan, Korea, Manchuria, North China, Hongkong and
South China and The Philippines, 1921.
V&A Archive: V&A Registry, ‘Purchase by Officers on Visits Abroad, 1902-1954’, part 4;
V&A Registry, Nominal files, ‘W.M.Tapp’, ‘Mr and Mrs George Eumorfopoulos’, ‘John S.
T. Audley’, ‘John Sparks’, ‘S.M. Franck & co’ and ‘Yamanaka & Co.’; V&A Archive files,
‘V&A Collections, National art treasures from Korea, 22/23 Mar- 7 May 1961’ and ‘Art
Treasures from Japan : An Exhibition of Paintings and Sculpture’
290

Washington State History Society: Kavanaugh Collection
Chats on Things Korea. W.W. Taylor & Co.’s, Ye Olde Curio Shoppe, Seoul Korea: n.d.
China Imperial Maritime Customs, Returns of Trade and Trade Reports. Shanghai: Imperial
Maritime Customs Press, 1887; 1888; 1889; 1890; 1891; 1892; 1893.
Cook's Handbook for Tourists to Peking, Tientsin, Shan-Hai-Kwan, Mukden, Dalny, Port
Arthur, and Keijo (Seoul). London: T. Cook & Son, 1910.
Cook’s Handbook for Tourists to Peking, Tientsin, Shan-Hai-Kwan, Mukden, Dairen Port
Arthur and Keijyo (Seoul). 2nd edition. London: Thos Cook & Son, 1913.
Cook’s Handbook for Tourists: Peking and the Overland Route. 3rd edition. London: Thos
Cook & Son, 1917.
Cook’s Handbook for Peking, North China, South Manchuria and Korea. 4th edition. London:
Thos Cook & Son, 1920.
Cook’s Handbook for Peking, North China, South Manchuria and Korea. 5th edition. London;
Peking: Thos Cook & Son, 1924.
Korea: Compliments of Kavanaugh & Co. Yokohama: Box of Curios Press, n.d.
Korea: Compliments of Ye Olde Curio Shop. Seoul: YMCA Seoul Press, 1921.
Catalogues
Arts Council of Great Britain and Victoria Albert Museum. Art Treasures from Japan : An
Exhibition of Paintings and Sculpture. London: Art Council, 1958.
British Museum. A Guide to the Pottery and Porcelain of the Fart East: in the department of
Ceramics and Ethnography. London: Trustees of the British Museum, 1924.
Catalogue of Franks Collection of Oriental Porcelain and Pottery, lent for exhibition by A. W.
Franks, Esq., F.R.S., F.S.A. 2nd edition. London: Science and Art Department of the
Committee of Council on Education, 1878.
Catalogue of the Maltwood Collection. Victoria, BC: University of Victoria, Maltwood Art
and Museum and Gallery, 1978.
Chōsen Koseki Zufu (Album of Ancient Relics of Korea). Seoul, Tōkyō: Chōsen Sōtokufu,
1915-1935.
Chōsen Bijutsu Tenrankai Zuroku. 11 (The 11th Chosŏn Art Exhibition Catalogue). Seoul:
Chōsen shashin tsūshin-sha, 1932.
Chōsen Bijutsu Tenrankai Zuroku. 12 (The 12th Chosŏn Art Exhibition Catalogue). Seoul:
Chōsen shashin tsūshin-sha, 1933.

291

Chōsen Bijutsu Tenrankai Zuroku. 13 (The 13th Chosŏn Art Exhibition Catalogue). Seoul:
Chōsen shashin tsūshin-sha, 1934.
Gompertz, G. St. G. M., Arts Council of Great Britain, and Victoria Albert Museum. An
Exhibition of National Art Treasures of Korea : Lent by the Government of the Republic of
Korea : Victoria & Albert Museum, 23 March to 7 May 1961. London: Arts Council, 1961.
Guide to Keijyo (Seoul), Chosen, April 1917. Seoul: Japan Tourist Bureau Chosen Branch,
1917.
Japan-British Exhibition, 1910: Shepherd's Bush, London : Official Catalogue. Derby:
Bemrose and Sons, 1910.
Japan-British Exhibition, 1910 : Shepherd's Bush, London : Official Catalogue. 3rd edition.
Derby: Bemrose and Sons, 1910.
Japan-British Exhibition, 1910 : Shepherd's Bush, London : Official Guide, Derby: Bemrose
and Sons, 1910.
Japan-British Exhibition, 1910 : Shepherd's Bush, London : Official Guide, 2nd edition.
London: The Japan-British Exhibition British Commission, 1910.
Japan-British Exhibition, 1910 : Shepherd's Bush, London : Official Guide. 3rd edition. Derby:
Bemrose and Sons, 1910.
Japan-British Exhibition, 1910 : Shepherd's Bush, London ; Fine Arts Catalogue. 2nd edition.
Derby: Bemrose & Sons, 1910.
Kim, Yŏng-wŏn. Yŏngguk Pikt'oria Aelbŏt'ŭ Pangmulgwan sojang Han'guk munhwajae
(Korean Collections at the Victoria and Albert Museum). Taejŏn: Kungnip Munhwajae
Yŏn'guso, 2013.
Kiralfy, Imre. Official Report of the Japan British Exhibition 1910 at the Great White City,
Shepherd's Bush, London. London, 1911.
Korea (South), and National Gallery of Art (U.S.). Masterpieces of Korean Art. Washington
DC: National Gallery of Art, 1957.
Kōryūshō. Tokyo: Itō Yasuburō and Nishimura Shōtarō, 1910.
Kugoe Sojae Munhwajae Chaedan. Korean art collection, Weisman Art Museum. Seoul:
Overseas Korean Cultural Heritage Foundation, 2015.
Kungnip Munhwajae Yon'guso, and British Museum. Korean Collection at the British Museum.
Taejŏn: National Research Institute of Cultural Heritage Korea, 2016.
Moon Jar: Contemporary Translations in Britain, 18 June -17 August 2013 [exhibition
catalogue]. London: Korean Cultural Centre UK, 2013.

292

National Museum of Korea. Han'gukpangmulgwan paengnyŏnsa (The 100 Year History of
Korean Museums). Seoul: National Museum of Korea: Korea Museum Association, 2009.
National Museum of Korea. Han’guk pangmulgwan kaegwan 100 chunyǒn kinyǒm
t’ŭkpyǒlchǒn (Korean Museums, 100 Years in Remembrance). Seoul: National Museum of
Korea, 2009.
Nichi-Ei Hakurankai Jimukyoku Jimu Hōkoku (The Japan-British Exhibition Secretariat
Affairs Report). Tokyo: Nōshōmushō, 1912.
Oyatkkot, hwangsil saenghwal yumul (Plum flower: Relics of Chosŏn’s Royal Family)
[exhibition catalogue]. Seoul: Kungjungyumuljŏnsigwan, 1997.
Paekja tal hangari (Moon Jars: The Splendor of Joseon Porcelain), National Palace Museum
of Korea [exhibition catalogue]. Seoul: Nurwa, 2005.
Penny Guide to the Japan-British Exhibition, Shepherds Bush: containing illustrative
description with plan map and useful information. London: Simpkin, Marshall, Hamilton,
Kent, 1910.
Pictorial Chosen and Manchuria: Complied in Commemoration of Decennial of the Bank of
Chosen. Seoul: Bank of Chosen, 1919.
Rackham, Bernard. Catalogue of the Le Blond Collection of Corean Pottery. London: V&A
Ceramics Department, 1918.
Rare and Beautiful Oriental Art Treasures of Supreme Quality. Exhibition and Sale [sales
catalogue]. Boston MA: Yamanaka & Company, 1916.
Ri Ōke Hakubutsukan shozōhin shashinchō (Catalogue of the Yi Royal Family Museum
Collection). Seoul: Riōshoku, 1912; 1918; 1922; 1929; 1933.
Ri Ōke Bijutsukan yōran (Handbook of Yi Royal Family Art Museum). Seoul: Ri Ōshoku,
1938.
Rie, Lucie, Museum of Oriental Ceramics (Osaka), Sogetsu Gallery (Tokyo). Issey Miyake
Meets Lucie Rie, Tokyo: Miyake Design Studio, 1989.
Rūshī Rī Ten (Lucie Rie: A Retrospective) [exhibition catalogue]. Tōkyō: Nihon Keizai
Shinbunsha, 2010.
Saishin Chōsen ijū annai (Latest Korean Migration Guide). Tokyo: Shinbashidōshoten, 1904.
Taehan

k'olleksyon

(A

Collection

for

Korea)

[exhibition

catalogue].

Seoul:

Kansong Misulgwan, 2019.
The Overseas Korean Cultural Heritage Foundation. Ogura k'ŏlleksyŏn: Ilbon e innŭn uri
munhwajae (The Ogura Collection: Our Cultural Heritage in Japan). Seoul: Kugoe sojae
munhwajae chaedan, Sahoep'yŏngnonak'ademi, 2014.
293

Tilk'usyawa Hobangmokkŏri (Dilkusha and Chain of Amber). Seoul: Seoul Museum of History,
2018.
Togirin Heruman sandŏ-ŭi yŏhaeng: 1906-1907 hanguk, manju, sahalin (The Journeys of the
German Hermann Sander: Through Korea-Manchurian-Sakhalin, 1906-1907) [exhibition
catalogue] Seoul: National Folk Museum of Korea, 2006.
Tōkanfu, Nichi-Ei Hakurankai Shuppin Shashinchō (Residency-General, Japan-British
Exhibition Photo Album). Seoul: Murakami Tenshinsha, n.d.
Tongasiaŭi horangi misul (Tigers in East Asian Art) [exhibition catalogue]. Seoul: National
Museum of Korea, 2018.
Auction Sales Catalogue
Catalogue of Chinese and Japanese Porcelain, and Bronzes, Corean Ware, etc. Day of sale: 2
August 1883. London: Messrs. Christie, Manson & Woods.
Catalogue of a Valuable Collection of Antique Korean and Japanese Works of Art. Days of
sale: 25-26 April 1911. London: Messrs. Glendining and Co. Ltd.
Catalogue of Magnificent Ming Koro, from the Korean Loot of 1598 etc. Days of sale: 23-24
1912. London: Messrs. Glendining and Co. Ltd.
Catalogue of Ancient Chinese & Korean Pottery and Japanese Pottery. Days of sale: 30 June1 July 1913. London: Messrs. Glendining and Co. Ltd.
Catalogue of an interesting collection of Chinese Porcelain, Pottery and work of art, Corean
and Japanese wares, Fine old English furniture, etc. From. The property of Lt-Col. Kenneth
Dingwall D.S.O. Day of Sale: 10 March 1933. London: Sotheby’s.
The Art and Influence of Asia, Including the Janet Leach Collection. Wednesday 16 September
1998. Bonhams, Knightsbridge, London.
Christie’s, London, 10 July 1978
Christie’s, New York, 9 February 1979; 10 October 1986; 14 October 1987; 16 October 1990;
26 March 1991; 24 October 1991; 25 October 1994
Sotheby’s, London, 9 June 1992
Sotheby’s, New York, 17 September 1996; 26 September 1997
Bonhams’, New York, 15 March 2017
Periodicals
Chokwang, March 1937
Chosŏn Ilbo, 7 February 1928
294

Dong-A Ilbo, 12-18 April 1920; 4 June 1921; 4 October 1927; 1 May 1940; 17 April 1963
Harper’s Weekly, 28 September 1872
Hwangsŏngsinmun, 26 June 1909; 11 September 1909; 20 November 1909; 24 November 1909;
17-24 February 1910
Hyundae Munhak, May 1956
Illustrated London News, 19 March 1898
Korea Herald, 23 February 2014
Kwŏnŏpsinmun, 16 March 1913
Life magazine, 20 August 1951
Punch, or the London Charivari, 31 August 1872
Sunday Telegraph, 26 March 1961
Taehanmaeilssinbo, 10 December 1909
Taehanminbo, 17-24 February 1910
The Daily Telegraph, 12 May 1989
The Graphics, 4 December 1909
The Japan Times, 8 May 2009
The Saturday Review, 14 May 1898
The Sphere, 1 April 1961
Tribune, 31 March 1961

295

Appendix. Glossary
Romanised terms are Korean unless identified as Chinese (Ch) or Japanese (J).
chijŏn 지전

Agwanp'ach'ŏn 아관파천 (俄館播遷)
anbang 안방

chin'gyŏng sansuhwa 진경산수화 /
true-view landscapes

anch'ae 안채

Chinp'umsujipka pijangsiryŏkpang

Asakawa Noritaka (J) 浅川 伯教
(1884-1964)

진품수집가 비장실역방 (珍品蒐集家
秘藏室歷訪) / Visit to Collectors’
Secret Rooms

Asakawa Takumi (J) 淺川 巧 (18911931)

Chipkyŏngdang 집경당

Bong-bin Oh 오봉빈 (1893-?)

chokturi 족두리

Bunka Jūtaku (J) 文化 住宅 / cultural
residences

Chokwang 조광
Chŏngdong 정동

Bunka Seiji (J) 文化 統治 / cultural rule

Chŏng-hŭi Pak 박정희 (1917-1979,
r.1962-1979)

Bunmei Kaika (J) 文明 開化 /
Civilization and Enlightenment

Chōsen Bijutsu Tenrankai Zuroku (J)
朝鮮美術展覽會圖錄

Bunten (J) 文展
Byŏngrae Pak 박병래 (1903-1974)

(조선미술전람회도록) / Catalogue of
the Chosŏn Art Exhibition

Ch'aeho Sin 신채호 (1880-1936)

Chōsen geijutsu Suibōron (J) (or Chosŏn
yesul soemangnon) 朝鮮藝術衰亡論

Ch'ang-gyu Kang 강창규 (1906-1977)

(조선예술쇠망론) / a theory of the
decline of Chosŏn art

Ch'angdŏk Palace 창덕궁
Ch'anggyŏng Palace 창경궁

Chōsen Minzoku Bijutsu Tenrankai (J)

Ch'angkŏngwon 창경원

朝鮮民族美術展覽會

Ch'ungmuro 충무로

(조선민족미술전람회) / Chosŏn Folk
Art Exhibition

Ch'usa Kim Chŏnghŭi 추사 김정희
(1786-1856)

Chōsen Minzoku Bijutsukan (J)
朝鮮民族美術館 (조선민족미술관) /
Chosŏn Folk Art Museum

chalssaenggin myŏnŭri 잘생긴 며느리
/ benign daughter-in-law
Chang 장 / wardrobes, cabinets

Chōsen Sōtokufu (J) 朝鮮 総督府

Chejungwŏn 제중원

(조선 총독부) / Government-General of
Chōsen

Chewon Kim 김재원 (1909-1990)
Chibangsaek 지방색 / local colour
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Chōsen Tōkanfu (J) 朝鮮 統監府 (조선

hanbok 한복

통감부) / Residency-General of Korea

hangari 항아리

Chosŏn Ilbo 조선일보
Chosŏn Kwijok Hoegwan

Hanyang Koryŏso 한양고려소
Hasegawacho (J) 長谷川町

조선귀족회관
Chosŏn Misul Chŏllamhoe

Heian period (J) 平安時代 (794-1185)
hiai no bi (J) 悲哀の美 (비애의 미) /
beauty of sorrow
Hinode-Shoko (J) 日之出商行

조선미술전람회 / Chosŏn Art
Exhibition
Chosŏn 조선 (1392-1910)

Honmachi (J) 本町

Chosŏnch'wihyang 조선취향 / Chosŏn
taste

Honshū (J) 本州

Chosŏnhaegwan 조선해관 / Korean
Maritime Customs

Horidashi (J) 堀出: ほりだし / grave
digger

Chosŏnmisulgwan 조선미술관

Hŭngsŏndaewŏn'gun 흥선대원군
(1821-1898)

Chuhagarye 주자가례 (朱子家禮) /
Family Rites of Zhu Xi

Hwangsŏngsinmun 황성신문

Chung-kŭn An 안중근 (1879-1910)

hwayang 화양 (和洋)

Chunghwa 중화 (中華 ) / Middle
Kingdom
Chwasang 좌상 (坐商)

Hyangt'osaek 향토색 / local colour

Dong-A Ilbo 동아일보

ilsŏndongjoron or nissendōsoron (J)

Dong-jin Park 박동진 (1899-1981)

일선동조론 (日鮮同祖論)

durumagi 두루마기

Imhap'ilgi 임하필기 (林下筆記)

Hyŏngp'il Chŏn 전형필 (1906-1962)

Imjinwaeran (or Imjin War) 임진왜란

e-gorai (J) 絵高麗 / painted Koryŏ

(壬辰倭亂)

Edo period (J) 江戸時代 (1603-1868)

Inch'ŏn 인천

Empress Myŏngsŏng 명성왕후 (18511895)

Insadong 인사동

Fujita Ryōsaku (J) 藤田 亮策 (18921960)

Jeddo (or Yedo) (J) 江戸 / Edo, former
name of Tokyo

Gondo Shirōsuke (J) 權藤 四郞介
(1875-?)

Ju Xing (Ch) 徐兢 (1091-1153)

Jingū (J) 神功

Kabo Reform 갑오개혁

Hamada Shōji (J) 浜田 庄司 (1894–
1978)
han'gŭl 한글

kach'ae 가채
kaehanggi 개항기/ Open Port Period
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Kaesŏng 개성

Koseki Chōsa Iinkai (J)

Kaidashi (J) 買出

古蹟調査委員會 (고적조사위원회) /
Committee on the Investigation of
Historical Sites

Kakkesuri 가께수리 / cabinets
Kanghwa 강화
Kanghwa Treaty (or Treaty of Kanghwa
Island) 강화도조약

Kuhasanbang 구하산방
Kuinhoe 구인회
kukpo 국보

Kansong 간송

Kŭmsa-ri 금사리

kat 갓

kundika 쿤디카, 정병 / ritual ewer

Kawai Kanjirō (J) 河井 寛次郎 (1890–
1966)

Kungnaebu 궁내부 (宮內府)

Kaya (or Karak) 가야 (가락)
Keijō (or Keijyo) (J) 京城 / Seoul

kusuhan k'ŭn mat 구수한 큰 맛 / an
overall sense of pleasure

Kil-ryong Park 박길룡 (1898-1943)

Kwangbokchŏl 광복절

Kim Hong-do 김홍도 (1745-?)

Kwangju 광주

Kimhai 김해

Kwanhundong 관훈동

Kisaeng 기생

Kwe 궤

Kisan Kim Chun'gŭn 기산 김준근

Kwŏnŏpsinmun 권업신문

Kofun (J) 古墳

kylin (qilin (Ch) or kirin (J)) 麒麟

Kojong 고종 (1852-1919, r.1864-1907)

Kyŏngbok Palace 경복궁

Kojŏnjuŭi 고전주의 / classicism

Kyŏngbu Line (Seoul-Pusan) 경부선

Komiya Mihomatsu (J) 小宮 三保松
(1859-1935)

(서울-부산)

Kŏmundo 거문도

Kyŏnggi 경기

Kondō Sagoro (J) 近藤 佐五郞

Kyŏngju 경주

Kongye 공예 / craft

Kyŏngsŏng misul kurakpu

Kongō-san (J) 金剛山 (금강산) /
Diamond Mountains

경성미술구락부 / Kyŏngsŏng Art Club

kyŏngdae 경대 / vanity chests

Kyŏngŭi Line (Seoul - Sinŭiju) 경의선

Kongŏpchŏnsŭpso 공업전습소

(서울-신의주)

Koryŏ celadons 고려청자

Kyūshū (J) 九州

Koryŏ 고려 (918-1392)

Lo-lang (or Lelang) 낙랑

Koryŏdogyŏng or Gaolintujing (Ch)
고려도경 (高麗圖經)

Maeil Sinbo 매일신보

Kōryūshō (J) 高麗燒

Maru-tsubo (J) 圓壺 / round jar
meiping (Ch) 梅瓶 / plum vase
298

Ming (Ch) 明 (1368-1644)

Nichi-Ei Hakurankai Jimukyoku Jimu
Hōkoku (J)
日英博覧會事務局事務報告 / The
Japan-British Exhibition Secretariat
Affairs Report

mingei (J) 民藝
Mingei Movement (J) 民藝運動
minzoku (J) 民族
mishima (J) 三島

Nihon shumi (J) 日本 趣味 / Japanese
taste

mokujikibutsu (J) 木喰仏

noren (J) 暖簾: のれん

Mt. Kyerong 계룡산

North P'yŏngan Province 평안북도

Mt. Namsan 남산
mugigyoŭi kigyo 무기교의 기교 /
technique without technique

Ogita Etsuzo (J) 荻田 悦造 (18781943)
Ŏwŏnsamuguk 어원사무국

mun'gap 문갑 / document chest
Munhwajae Kwalliguk 문화재 관리국
/ The Office of Cultural Properties

p'ungsokhwa 풍속화 / genre painting

Munhwajae Pohobŏp 문화재보호법 /
The Cultural Properties Preservation Act

P'yehŏ 폐허
P'yŏngyang 평양

muninhwa 문인화 / scholarly painting

Paekche 백제 (BC18-660)

muninhwaga 문인화가 / nonprofessional scholarly-painters

Paekja 백자 / white porcelain

Munjang 문장

pandaji 반다지 (반닫이)

Murakami Tenhsin (J) 村上 天眞
(1867-?)
Myŏngdong 명동

Pohwagak 보화각

Pakch'ŏn 박천

pomul 보물
Punch'ŏng ware 분청사기
Punjang Hoech'ŏng Sagi’

Naeganch’e 내간체 / vernacular
epistolary style

분장회청사기

Nakama (J) 仲間 / itinerant merchant

Punwŏl-li 분원리

Nam-i Yi 이남이

Punwŏn 분원

Namdo 남도

Pusan 부산

Namsŏn Ch'oe 최남선 (1890-1957)

Pyŏnggyu Sŏ 서병규

Namyŏn'gun 남연군 (1788-1836)
National Folk Museum of Korea

Pyŏngjahoran 병자호란 (丙子胡亂)

국립민속박물관

Qing (Ch) 淸 (1644-1912)

National Museum of Korea
국립중앙박물관

raku ware (J) 楽焼

299

Shisei Gonen Kinen Chōsen Bussan
Kyōshinkai (J) (or sijŏngonyŏn'ginyŏm
chosŏnmulssan'gongjinhoe)

Ri Ōke Hakubutsukan shozōhin
shashinchō (J)
李王家博物館所藏品寫眞帖 /
Catalogue of the Yi Royal Family
Museum Collection

始政五年記念朝鮮物産共進會
(시정오년기념물산공진회) /
Exposition for the Promotion of Korean
Industries, Commemorating the Fifth
Year of Colonial Rule

sabangt'akcha 사방탁자 / bookshelves
sabi (J) 寂: さび

Shōjō (J) 猩々 / orangutan

sadaebu 사대부 / literati group in
Chosŏn

Silla 신라 (BC75-935)
sin yŏsŏng 신여성 / modern girl

Saishin Chōsen ijū annai (J)
最新朝鮮移住案内 / Latest Korean
Migration Guide

singminsagwan 식민사관 / colonial
historiography

Sam-il Movement or March First
Movement 삼일운동

Sinŭiju 신의주

Samhwa Koryŏso 삼화 고려소

sŏan 서안 / writing desk

sancai (Ch) 三彩 / three colours

Sogongro 소공로

sanggam 상감 / inlay

sŏhwa 서화 / painting and calligraphy

Sanggojuŭi 상고주의

sŏhwap'o 서화포

Sangsŏp Yŏm 염상섭 (1897-1963)
Sangsun Oh 오상순 (1894-1963)

Sojunghwa 소중화 (小中華 ) / young
middle kingdom or new middle
kingdom

Saongwŏn 사옹원

Sŏkkuram 석굴암

sarangbang 사랑방

Song (Ch) 宋 (960-1279)

sarangch'ae 사랑채

Songdo 송도

Sasaki Chōji (J) 佐佐木 兆治

sujŏkp'ae 수적패

Seikoki (J) 征虎記 (정호기) / A Record
of Tiger Conquest

Sunjong 순종 (1874-1926, r.19071910)

Sekino Tadashi (J) 関野 貞 (18681935)

Suno Choi 최순우 (1916-1984)

Sirhak 실학 / practical learning

Sunt'aek Chi 지순택 (1912-1993)

Sen no Rikyū (J) 千利休 (1522-1591)
Shaku-tsubo (J) 尺壺

T'aejun Yi 이태준 (1904-?)

Shin Koryŏso 신고려소 (新高麗燒)

T'aeksang Chang 장택상 (1893-1969)

Shin Yun-bok 신윤복 (1758-?)

T'aep'yŏngno 태평로

Shirakaba-ha (J) 白樺派 / White Birch
Society

T'akchibu 탁지부
Taehanjeguk 대한제국/ Great Han
Empire
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Taehanmaeilsinbo 대한매일신보

wabi (J) 侘: わび

Taiheicho (J) 太平町

waesagi 왜사기

tal hangari 달항아리 / moon jar

Whanki Kim 김환기 (1913-1974)

Tan'gun 단군

Wŏnsan 원산

tana (J) 棚 / shelf
tanch'ŏng 단청

Yamamoto Tadasaburō (J) 山本

Tang (Ch) 唐 (618-907)

唯三郎 (1873-1927)

tangŭi 당의

Yanagi Sōetsu (J) 柳 宗悅 (야나기

tansu (J) 簞笥 / chest of drawers

무네요시) (1889-1961)

Tasan Chŏng Yagyong 다산 정약용
(1762-1836)
Terauchi Masatake (J) 寺内 正毅
(1852-1919)
Tōkanfu, Nichi-Ei Hakurankai Shuppin
Shashinchō (J)
統監府,日英博覽會寫眞帖 / The
Residency-General, Japan-British
Exhibition Photo Album

yangban 양반
Yi Yuwon 이유원 (1814-1888)
Yiwangga misulgwan 이왕가미술관/
Yi Royal Family Art Museum
Yiwangga pangmulgwan
이왕가박물관 / Yi Royal Family
Museum

tokonoma (J) 床の間

Yiwangjik 이왕직 (李王職)

Tŏksu Palace 덕수궁

Yong-sun Yi 이용순

Tomimoto Kenkichi (J) 富本 憲吉
(1886-1963)

Yŏngch'ŏl Pak 박영철 (1879-1939)
Yonggyu Pak 박용규

Tomita Gisaku (J) 富田 儀作 (18581930)

Yongjun Kim 김용준 (1904-1967)
Yoshida Kenzō (J) 吉田 賢藏

ton'kwe 돈궤

Yu-sŏp Ko 고유섭 (1905-1944)

Tongmyŏng 동명

Yuan (Ch) 元 (1279-1368)

Tongyangmunhwa 동양문화

Yuanmingyuan (Ch) 圓明園

Tōyō (J) 東洋 / the East or Orient

Yugyŏnggongwŏn 육영공원

Toyotomi Hideyoshi (J) 豊臣
秀吉(1636-1598)

Zhu Xi (Ch) 朱熹 (1130-1200)

Ŭlmisabyŏn (or Ŭlmi Incident)
을미사변 (乙未事變)
Ŭlsa Treaty 을사조약 / Japan-Korea
Treaty of 1905
Ulsan 울산
Unsan 운산
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