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SEEING MAITREYA: 2
ASPIRATION AND VISION
IN AN IMAGE FROM EARLY
EIGHTH-CENTURY SILLA

Rhi Juhyung

xtraordinary Images
In writing a narrative on early Korean Buddhist art, one faces

perennial difficulties that stem from the inherent nature of
materials in the field. In contrast to the fields of Chinese or Japanese Bud-
dhist art, only a meager number of images that would have had high cultic
importance to contemporancous Buddhists remain. Literary evidence from
both epigraphical and historical sources, which would have greatly helped
in contextualizing images, is also extremely limited. This has not only
restricted the methodological prospects of researchers, but has also led to
the academic discourse on Korean Buddhist art being dominated by a small
number of images, of which the most notable are probably two renowned
pensive bodhisattvas (fig. 2.1) and the Buddha in Sskkuram % % #&.' None-
theless, even with these three images, which feature prominently in modern
accounts of early Korean Buddhist art, absolutely nothing is known from
the epigraphical or historical sources about the pensive bodhisattvas, and
we only have a brief account in the Samguk yusa ZB % ¥ regarding the
patronage of the S6kkuram Buddha by Kim Taesong 4 X %>

! For illustrations of the other famous pensive bodhisattva and the S6kkuram
Buddha, see Lena Kim, Buddbist Sculpture of Korea (Elizabeth, NJ, and Seoul: Hol-
lym, 2007): Plates [-44, 45, II-26.

* Samguk yusa ZBEF 5: “Taesong hyo ise pumo Sinmunwangdae,” Han’guk
Chongsin Munhwa Yon'guwon # Bl 7 XALHF %% [Academy of Korean Stud-
ies], ed., Yokchu Samguk yusa 33t ZB#¥F [Annotation and translation of the
Samguk yusa) (Seoul: Thoe Munhwasa, 2003), 4:376-382.
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2 SEEING MAITREYA: ASPIRATION
AND VISION IN AN IMAGE—RHI JUHYUNG

Figure 2.1 Maitreya Bodhisattva. Silla, early seventh century.
National Museum in Seoul. Courtesy of the National Museum of Korea.
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Figure 2.2 Maitreya

Bodhisattva, from Kamsan-
sa, Kyongju. Silla, 719.

National Museum in Seoul.

Courtesy of the National

Museum of Korea.



2 SEEING MAITREYA: ASPIRATION
AND VISION IN AN IMAGE—RHI JUHYUNG

Two stone images, a Buddha and a bodhisattva from Kamsan-sa b
%, a Buddhist temple in Kyongju i, are probably the most conspicu-
ous exceptions in this regard (figs. 2.2, 2.3). Datable to around 719, they are
large, visually gripping images, and were obviously installed as main cult
statues in the temple. More importantly, they carry unusually long inscrip-
tions carved on the back of their mandorlas, which provide rich informa-
tion about the subjects of the images, the donor, his career and personal
aspirations, and the reasons for the statues creation (for translations of the
inscriptions, see the appendix at the end of this chapter).? As a result, we
are exceptionally well informed about these images in terms of the circum-
stances of their dedication.* This chapter explores these two images with a

3 The inscriptions have been published in a number of works, beginning with
Chasen kinseki soran 3% & %425 [Comprehensive collection of Korean epigra-
phy] (Keijo [Seoul]: Chésen Sétokufu, 1919): 1.34-36. The most frequently cited
source (with a Korean translation) today is in Hanguk kodae kitmsingmun 38
4% X [Ancient inscriptions of Korea], ed. Han'guk Kodae Sahoe Yon'guso #%
Bl & X8 # % 77 [Research Institute of Ancient Korean Society] (Seoul: Karak-
kuk Sajok Kaebal Yon'guwon, 1992): 3.293-302 (trans. Kim Namyun 4 & #.), which
is available on the website of the National Research Institute of Cultural Heritage
(http://gsm.nricp.go.kr). Some mistakes found in this translation have been cor-
rected in my translation in the appendix. See n. 74.

* A number of studies have been written on these two images and their inscrip-
tions: Suematsu Yasukazu K A2 ff 49, “Kanzanji Miroku sonzé oyobi Amidabutsu no
kako koki” i< i #h AL RO TS H D K K438 [Inscriptions on the back of
the flame mandorla of the Maitreya and Amitabha images from Kamsan-sa], Chasen
## (Dec. 1932): 63-72, later compiled in Suematsu’s Shiragi shi no shomondai 3
% D# A [Various problems in Silla history] (Tokyo: Téyd Bunkd, 1954): 450-
460 (citations in this chapter will refer to the 1954 edition); Ayukai Fusanoshin #5 8
B2 ik, Zakks #5 [Miscellaneous observations] 6-1 (Keijo: Chikazawa Shuppan-
sha, 1934): 13-24; Katsuragi Sucji B3 K&, Chasen kinseki ko #1842 5% [Study
of Korean epigraphy] (Keijo: Osakayagd Shoten, 1935): 200-210; Nakagiri Isao &
=%, “Shiragi Kanzanji sckizo Miroku Amidazé ni tsuite” #72 Hh 5518 7R $ 75
4812 DWW [On stone images of Maitreya and Amitabha of Silla from Kamsan-
sa], Chasen gakuho $7#% 4% 9 (1956): 275-288; Chin Hongsop % 34%¢, “Kyongju
Kamsansaji Sungboksaji tii chosa: Silla oak chosagi kisa” J# 1 + L3k £78F ko)
P i EEFAE L [A survey of the sites of Kamsan-sa and Sungbok-sa in
Kyongju: The records of surveys on the Five Mountains of Silla, no. 4], Kogo misul
# 4 £4 6, no. 5 (1965): 73-74; Mun Myodngdae 58 &, “Silla Popsangjong (Yuga-
jong) ti sdngnip munje wa kit misul: Kamsan-sa Miritk posalsang mit Amita pul-
sang kwa kit myongmun tl chungsim tro” 7 ik Z (Rt 7)) Rz B} 2 £
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Figure 2.3 Amitabha Buddha,

from Kamsan-sa, Kyongju.
Silla, 719. National Museum

in Seoul. Courtesy of the

National Museum of Korea.
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special focus on the bodhisattva and addresses diverse aspects of Buddhist
image-making in early eighth-century Silla.

Images and Inscriptions

These two images were first brought to the attention of modern scholars
in 1915, when Japanese colonial officers found them lying in rice paddies near a
mountain slope to the south of Kyongju. The same year they were transported
to Seoul and displayed in an exhibition organized by the Japanese colonial
government to promote industrial production in Korea. After the exhibi-
tion they entered the Colonial Government Museum, whose collections were

3 L B EE AR D PSR R 5 2 44X +o 2 2 [The formation of the
Dharmalaksana school of Silla and its art: With a focus on the Maitreya bodhisat-
tva image and the Amitabha Buddha image from Kamsan-sa and their inscriptions],
Yoksa hakpo J& 5254 62 (1974): 75-105, and 63 (1974): 133-162, later compiled with
slight revision under the title “Silla Pépsangjong (Yugajong) tii songnip munje wa
Kamsan-sa Mirttk Amita pulsang” #7 4% #5485 (st ) ) AR = FAAS} Hli3F W%
FTa@Fe 4% in his Tongil Silla Pulgyo chogaksa yongu (sang): woniim kwa kojonmi
o Ak HTR(L): &2 3£ [Study of the Buddhist sculpture of
the Unified Silla, vol. 1: Perfect sound and classical beauty] (Seoul: Yegyong, 2003):
72-110 (citations in this paper refer to the 2003 edition); Kim Lina (Lena Kim) 4
22 Af, “Shiragi Kanzanji nyoraishiki butsuzo no imon to Nihon butsuzé no kankei”
FE AL F ek KAMEOR L& B ALMED B 1% [Relationship between the drapery
pattern of the Kamsan-sa Buddha type of Silla and that of Japanese Buddha images],
Bukkyo geijutsu W34 110 (1976): 3-24; Saitd Tadashi ik &, “Shiragi no sosei
kara mita Kanzanjiscki sckizo Amida ny6raizo Miroku bosatsuzo meibun no ichi
kaishaku” #7# D 31 H> & A7z L F IR G I FT IR C 4 AR TR 30 B R A% 44 LD — AR
[An interpretation of the inscriptions of the stone Amitibha Buddha and Maitreya
bodhisattva images from Kamsan-sa in light of Silla funerary practice], Chasen gakuho
99/100 (1981): 131-141; Kim Yongmi 43t %, “Songdok wangdae chonje wangkwon e
tachan il koch’al: Kamsan-sa Mirtiksang Amit’asang myéngmun kwa kwallyon hayo”
RREMR RIS AT —FR HLF WHEFTEEG 43X FPshed [A
reflection on the authoritarian kingship in the reign of King Songdék: In relation to
the inscriptions of a Maitreya image and an Amitibha image from Kamsan-sa], Idae
sawon FK 36 22/23 (1988): 369-392; So Hyonsuk #f 4z, “Kamsan-sa Mirttk
posal ipsang kwa Amit’a yorae ipsang yon'gu” .l ¥ ¥ 3% 3 5452} PTIRPEde Sk 52
% #t% [Study of the Maitreya bodhisattva image and the Amitabha Buddha image
from Kamsan-sa] (Ihwa Yoja Tachakkyo soksa hagwi nonmun #4647 K #4548
4245 3% X [Ewha Womans University M.A. Thesis], 1999). Of these, the works by
Mun Myongdae and So Hydnsuk present the most in-depth discussions regarding the
religious significance of the images.
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2 SEEING MAITREYA: ASPIRATION
AND VISION IN AN IMAGE—RHI JUHYUNG

eventually absorbed into the collection of the National Museum of Korea
in Seoul. Remains of a temple were also located at the site in a survey con-
ducted in 19295 The temple was of a modest size, its compound measuring
sixty meters by thirty meters (fig. 2.4). Most of its buildings had disappeared
long before its discovery, except for the remains of a three-story stone pagoda,
which was partially reconstructed in 1965 (fig. 2.5).° The site of a lecture hall
on the northernmost side was indicated by the stone bases for wooden pillars,
though the site of the main hall at the center of the temple was barely recog-
nizable. Even the former is now no longer there, and a new modern temple
has been built on the western side of the old temple site (fig. 2.6).”

The Buddha and the bodhisattva from Kamsan-sa, which are currently
on display in the Buddhist sculpture gallery at the National Museum of
Korea in Seoul, measure 174 and 183 centimeters high, respectively, not
including the mandorla and pedestal of each. These measurements are
approximately six chok R, or chi, regardless of which chi, from Eastern Wei
or from Tang, was used during this period.* They correspond roughly to the

5 The information above about the discovery of the images and the site is from
Fujishima Gaijird # % %488, Chosen kenchiku shiron & # 5 %3 [On the his-
tory of Korean architecture] (Keijo [Seoul], 1935): 196, and Nakagiri Isao, “Shiragi
Kanzanji sekizd Miroku Amidazé ni tsuite,” 275. The 1929 survey was conducted by
Fujishima, who was then working as a surveyor for the Japanese colonial government.

¢ Chin Hongsop, “Kyongju Kamsansaji Sungboksaji i chosa: Silla oak chosagi
kisa,” 73-74.

7'The most recent excavation was made in 2001 on the area around the stone
pagoda and the assumed location of the main hall. The excavation revealed the
remains of two buildings, perhaps the main halls from two different periods.
However, the work, conducted on a small scale for less than a month, did not clar-
ify the relationship of the two buildings to the plan made during the 1929 survey,
and the report is rather clumsily written. See Chungang Munhwajac Yon'guwon
¥ & AL HT R F2, Kyongjn Kamsansa poptangji M Hh < %% 4k [Remains of
shrines at Kamsan-sa of Kydngju] (Kydngju: Chungang Munhwajae Yon'guwdn
and Kamsan-sa, 2001).

¥ The determination of measures used in the design of ancient Korean architecture
or sculpture is a complex and controversial problem. It is generally believed that the
chok adopted from the Tang chi (c. 29.7 centimeters) was employed in Silla from the
late seventh century. However, with Kamsan-sa, Fujishima Gaijird, who conducted the
1929 survey, suggests that the chi of Eastern Wei (c. 29.97 centimeters) was in use. Arai
Hiroshi points out that a deviation from the above measures, a unit of approximately
30.8 centimeters, was applied. Fujishima Gaijird, Chasen kenchiku shiron, 196-198; Arai
Hiroshi #73F%, Maboroshi no kodai shaku 3% ®+4X R [Phantasmal ancient
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Figure 2.5 The site of Kamsan-sa with a pagoda (currently incomplete),
facing south. Photograph by Rhi Juhyung.

= B S Ne S LR

Figure 2.6 Modern temple at the Kamsan-sa site. Photograph by Rhi Juhyung.
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average size of extant cult statues that were most likely installed indoors in
Silla Buddhist temples. For instance, a sandstone Buddha at the Kyongju
National Museum is 174 centimeters high, and a gilded-bronze Buddha
from Paengnyul-sa 45 £ is 177 centimeters high, as are many other images
from the Unified Silla period.” Although sculptors probably did not mea-
sure dimensions as meticulously as architects did, they must have had a
sense of what size—usually a little taller than an average-sized human—
would fit an ordinary building. With their mandorlas and pedestals, the
Kamsan-sa Buddha and bodhisattva are as tall as 275 and 252 centimeters,
as other images of similar size would have been. We know at least that the
bodhisattva image was enshrined in the main hall, whose exact dimensions
are not clearly known.” According to a survey conducted by Fujishima
Gaijird in 1929, the lecture hall facing south measured 18.51 meters wide and
8.63 meters long,” and we can assume that, as was usual, the main hall was
smaller than the lecture hall. The dedication was thus an ambitious venture
for the commissioner of the images.

The patron’s name is known through the inscriptions on the images (for
the following discussions concerning the inscriptions, also see the translations
in the appendix). He was named Kim Chisong 42 in the inscription of the
bodhisattva and Kim Chijon 4% in that of the Buddha. It is clear that the
two are different names for the same person, as all of the other details about his
family relations recorded in the inscriptions are identical.’* A Korean scholar,

shaku] (Tokyo: Yoshikawa Kobunkan, 1992): 21-53. Regarding the measures used in
ancient Korea, also see Yi Chongbong % 3 %, Hanguk chungse toryanghyingje yongu
SEE P F A AT % [Study of the weight and measure system in medieval Korea]
(Seoul: Hyean, 2001): 65-76; Pak Hiingsu 4L %, Han-Chung toryanghying chedosa
%% 5 F 4741 /% % [History of the weight and measure systems in Korea and China]
(Seoul: Songgyun’gwan Tachakkyo Ch'ulpanbu, 1999): 518-5s5.

? For the sandstone Buddha, sece Hwang Suydng 3% %7k, Kukpo Bl % [National
treasures), vol. 4 (Seoul: Yegyong sandpsa, 1985): pl. 74; for the Paengnyul-sa Bud-
dha, see Lena Kim, Buddbist Sculpture of Korea, pl. 11-31.

'*See p. 86.

" Fujishima Gaijird, Chasen kenchiku shiron, 198. The measurements originally
given by Fujishima are in the Japanese shaku (Kr. chok, Ch. chi): 61.1 shaku by 28.5
shakn, which equal 18.51 by 8.63 meters.

'* Suematsu Yasukazu, “Kanzanji Miroku sonzo oyobi Amidabutsu no kako
koki,” 454-455; Ayukai Fusanoshin, Zakks, 14-16; Katsuragi Sueji, Chasen kinseki
ko, 204-208; Mun Mydngdae, “Silla Popsangjong (Yugajong) tii songnip munje wa
Kamsan-sa Mirik Amit’a pulsang,” 78.
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Choe Wansu, has suggested that Kim Chisong of the bodhisattva inscription
changed his name to Kim Chijon a year later, when the Buddha image was
dedicated; according to Ch'oe, changing song 3% meaning “sincerity” to jon
(chon) & meaning “wholeness” may have accorded with the orders of the king,
who lauded Kim’s propitious conduct.” This is simply speculation, but it is a
possible explanation for the change, unless the two names were simply used
alternatively. The inscription informs us that Kim Chiséng (or Kim Chijon;
I will use the former throughout this paper to avoid confusion) built a temple
called Kamsan-sa with a stone Amitabha image and a stone Maitreya image on
the fifteenth day of the second month, seventh year of the Kaiyuan B 7T reign,
the cyclical year kimi (or jiwei) @ %. Although the term Buddha or bod-
hisattva is not mentioned specifically, we can easily see that the Maitreya was
meant for a bodhisattva image, as there is only one Buddha, not two Buddhas:
though Maitreya can be either Buddha or bodhisattva, Amitabha cannot be a
bodhisattva’s name. The bodhisattva was thus Maitreya, and the Buddha was
Amitabha. The seventh year of the Tang Kaiyuan reign, the cyclical year kimi,
corresponds to the cighteenth year of King Songdok % 4% (r. 702-737) of Silla
and approximately to 719 of the Common Era. Interestingly, the last two lines
of the Amitabha inscription indicate that after accomplishing this meritorious
deed, Kim Chisong died the following year, on the twenty-second day of the
fourth month of the year kydngsin, or gengshen /&, or 720 CE., at the age
of sixty-nine. This information was most likely added posthumously to the
Amitabha image after the completion of the image and its inscription.'+

B Choe Wansu & =75, Hanguk pulsang ii wollyu riil chajaso 2: Miritk hasaeng
kwa Amita churbyon 3B #4%9) RRES 3ol 2 WHTAS Ml R#R
[Searching for the origin of ancient Korean Buddhist images 2: The descent of Mai-
treya and the emergence of Amitabha] (Seoul: Tacwonsa, 2007): 236-241. Ayukai
Fusanoshin suggests the change was an attempt to avoid a name identical to that of
the king (Songdok), who, he presumes, changed the name from Chdnjung X+ to
Hiinggwang $5% and to Chisdng between the king’s seventeenth year (when the
Maitreya inscription was written) and two to three years later (when the Amitabha
inscription was actually carved). Ayukai Fusanoshin, Zakks, 15-16. However, if that
is the reason, he would have changed the entire given name, not just the charac-
ter song. Furthermore, the account that the king was also named Chisong, which
is, according to the Samguk sagi Z B % 32, found in the Tangshu /%% but actually
appears in another source, Cefs yuangui Wit % (dated 1005), is probably a mis-
take for reporting the name of the envoy Kim Chiséng, who was sent by the king to
the Tang court in 70s. See n. 15 in this chapter.

' Katsuragi Sueji, Chdsen kinseki ki, 207-208. Mun Myongdae disagrees with
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AND VISION IN AN IMAGE—RHI JUHYUNG

Though Kim Chisong is hardly known in literary sources, the inscrip-
tions contain abundant information about him." They indicate that he
had acquired the rank of chungachan &7 & or double achan, an advanced
rank within that of achan, the sixth rank in the seventeen office ranks of Sil-
la."® Because he was awarded the rank of chungachan rather than the higher
fifth rank, taeachan X ¥4 (greater achian), scholars have suspected that he
was of yuktupum <& status, head-rank six in the bone-rank grades of
Silla, members of which could not be promoted beyond the sixth rank."”

Katsuragi, suggesting that the Amitabha image was completed together with the
inscription after the death of Kim Chisdng. Mun Myodngdae, “Silla Popsangjong
(Yugajong) i sdngnip munje wa Kamsan-sa Miritk Amita pulsang 97. Kim
Yongmi raises the possibility that the remarks on the death of Kim Chisong’s mother
and father, which appear separately in the two inscriptions, are also later carvings.
Kim Yongmi, “Songdok wangdae chonje wangkwon e tachan il koch’al,” 373-374.

5 The only other instances in which Kim Chisong appears in literary sources
are in the Chinese Cefix yuangui and the Korean Samguk sagi. The Samguk sagi
says in a note, “The Tangshu /&3 refers to [King Songdsk] as Kim Chisong”
Samguk sagi 8: King Songdok, first year, Han’gukhak Chungang Yon'guwon, ed.,
Yokchu Samguk sagi 33 =B %3 [Annotation and translation of the Samguk
sagi] (Songnam: Han’gukhak Chungang Yén'guwdn Ch'ulpanbu, 2011): r:190.
However, neither the Tangshu nor the Xin Tangshu # /&3 has such an account,
and this anomaly is apparently due to the confusion of Kim Pusik 4% #X, the
author of the Samguk sagi (dated 1145). Kim Pusik’s source must have been the
Cefu yuangui (scroll 970), which says, “In the third month of the first year of
Shenlong # 4 [70s; the fourth year of King Songdsk], the king of Silla, Kim
Chisdng, sent an envoy to the [ Tang] court.” Based on the account in the Samguk
sagi that King Songdok’s name was Yunggi B3 and later Ch'dnjung X%, not
Chisong, Suematsu Yasukazu has argued that the Cefu yuangui most likely put
the character gian i€ (meaning “send”) mistakenly not after “the king of Silla,”
but after “Kim Chisong” and that the correct sentence should have been “ .. the
king of Silla sent Kim Chisdng as an envoy to the [ Tang] court.” Thus, this record
actually refers to Kim Chisdng’s trip to China as a Silla envoy in 70s. Suematsu
Yasukazu, “Kanzanji Miroku sonzd oyobi Amidabutsu no kaké koki,” 459-460.
Suematsu’s interpretation is accepted by most scholars. The record for the same
year in the Samguk sagi simply says, “In the third month, an envoy was sent to
Tang and paid a tribute.”

16 As to the seventeen official ranks of Silla, see Ki-baik Lee, 4 New History of
Korea, trans. Edward Wagner and Edward Shultz (Seoul: Iichogak, 1984): so-s1.

7 Pyon Tlaesop # K, “Silla kwandung ui songkyok” #7# &%) t4% [The
nature of the official ranks of Silla], Yoksa kyoyuk B sz %% 1 (1956): 62-82; Mun
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In the office he rose as high as sirang ##¢ (deputy minster) of the Chipsabu
#F AR, the chancellery, and seems to have been a close aide to Prince
Kaewon 1% 5T, the sixth son of King Muydl #,74 (r. 654-661), who served as
sangdaediing £ X%, the head of the Silla aristocrats, between 695 and 704
(during the reigns of King Hyoso #88 [692-702] and King Songdok [702-
737])."® In the Maitreya inscription Kim Chisong prays especially for Prince
Kaewon “to get away from bustling worldly matters full of defilements and
to attain the exquisite reward of no rebirth.”

Kim Chisong was a cultivated man. The inscriptions say that he was an
avid reader of Chinese classics, such as the Laozi Daodejing % 18 1448 and
the Zhuangzi #-F, and the Buddhist philosophical treatise Yujia shidilun
HrihtFedy, a Chinese translation of the Yogacirabhimi-sistra by Asanga.
This account of Kim Chisdng is specific enough not to be a mere embellish-
ment, although we do not know how common such erudition was among
contemporary Silla intellectuals.

Kim Chiséng made the two images principally for his deceased par-
ents, but he also prayed for the king, Prince Kaewon, and his own broth-
ers, sisters, deceased wife, and current wife. The Maitreya image was possibly
meant for his mother, while the Amitibha image was intended for his father,
as cach of them is mentioned separately in the inscriptions on the two
images. His father died at forty-seven, and his mother at sixty-six. Because
Kim Chisong was sixty-cight when he had the images made, the dedica-
tion was made at least twenty to forty years after the deaths of his parents.
This suggests that the dedication was not simply planned to memorialize his
deceased parents. Rather, and more importantly, it was intended to transfer
merit to those from whom he benefited or with whom he had family ties
while looking ahead to the end of his life, which was only a year away.

The donation of Kim Chisdng’s estate at Kamsan #hL funded the
building of the temple and the production of the two images. The carving
of the images must have been a costly enterprise. Although Kim Chisong
was not of the highest aristocratic class in Silla, he apparently had enough
resources to finance the project. The Amitabha inscription shows that the

Mydngdae, “Silla Pdpsangjong (Yugajong) iii songnip munje wa Kamsan-sa Miritk
Amit’a pulsang,” 87-88.

8 Samguk sagi 8: King Hyoso, fourth year, King Songdok, fifth year, Yokchu
Samguk sagi, 12:189, 190; Mun Mydngdae, “Silla Pdpsangjong (Yugajong) i
songnip munje wa Kamsan-sa Mirtik Amit’a pulsang,” 88-89; Chioe Wansu, Haznguk
pulsang 1ti wollyu riil chiajaso 2, 239-2.41.
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inscription, or both inscriptions,” were composed by Chong 12, a nama %
Jit. in the eleventh office rank, who is sometimes identified as S5 Chong #
74, the son of the great monk Wonhyo 7UBE,*° and that the calligraphy was
done by the monk Sok Kyongyung # % &k and the layman Kim Ch'wiwon
45 In many ways, the inscriptions are invaluable documents for the
social and intellectual history of contemporary Silla.

Maitreya and a Devotee

The two Kamsan-sa images demonstrate advanced three-dimensionality,
bodily form, and dress and drapery types in comparison with earlier Korean
images, such as the Buddha triads from Samhwaryong =4 and Pae-ri
#¥ (fig. 2.7) in Kydngju (both datable to the carly seventh century), and
one in the Kunwi % & cave (late seventh century).* The Kamsan-sa images
follow generally the so-called Tang style in their predilection for naturalism

' Remarks on Chong as well as the two calligraphers appear near the end of the
Amitibha inscription, and, as most scholars agree, it is not clear whether they also
apply to the Maitreya inscription. Kim Yongmi suggests that only the Amitabha
inscription was composed by Chong, while the Maitreya inscription must have
been written by Kim Chisong himself. Kim Yongmi, “Séngdsk wangdae chénje
wangkwon e tachan il kochal,” 374. Although the deliveries are in the third person
in both inscriptions, the tone is somewhat different, especially in the description
of the donor. Laudatory remarks about the donor, which are more conspicuous in
the Amitabha inscription, are not clearly visible in the Maitreya inscription; rather,
we find in the latter humbling characterizations such as “While trying to amend
wrongs without cleverness, he barely escaped judicial punishment.” Closely reading
the two inscriptions, I find myself more than sympathetic with Kim Yongmi’s sug-
gestion. Still, the prose styles are quite similar between the two inscriptions. It is,
then, perhaps the case that the Maitreya inscription was written by Kim Chisong
and polished by Chong, who wrote the Amitabha inscription by rephrasing Kim’s
words in the Maitreya inscription in a more coherent order. The Amitabha inscrip-
tion specifies that Chiong wrote it by royal order. Although the two images were
dedicated together, as indicated in the Maitreya inscription, the two inscriptions
were possibly written under different circumstances.

*° Katsuragi Sueji, Chasen kinseki ko, 209-210. Mun Myongdae has expressed
skepticism about Katsuragi’s suggestion without specifying a reason, while Choe
Wansu has agreed with Katsuragi. Mun Mydngdae, “Silla Pdpsangjong (Yugajong)
Ui songnip munje wa Kamsan-sa Mirik Amita pulsang,” 89. Chioe Wansu, Hanguk
kodae pulsang ii wollyu riil chajaso 2, 2.41.

*' For the triad from Samhwaryong and the Buddha in the Kunwi cave, see Lena
Kim, Buddbist Sculpture of Korea, pls. I-33, I1-2.
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and corporeality, but they are somewhat stiffer and more restrained than
contemporary or slightly carlier Tang images (fig. 2.8). As a result, Korean
scholars have sought their parallels in Chinese images produced during the
early part of the seventh century.** Though this conservatism may be the
product of idiosyncratic Chinese prototypes, which may have influenced
them, images from Silla tend to exhibit a similar restraint in adopting natu-
ralistic conﬁgurations transmitted from Tang. In any case, this is not seem-
ingly the result of a delay or regression in the transmission of a visual style.
Silla and Tang had close diplomatic ties during this period, and Silla sent
envoys to the Tang court once or twice a year. Through such official as well
as private contacts, such as frequent travels of Buddhist monks, the latest
achievements in Chinese literary and material culture were promptly con-
veyed to Silla. For example, a Buddhist sutra called the Wugou jingguang
datuoluoni jing #36% X KIC B R4, or the Great Dbarani Sutra of Immacu-
late and Pure Light, translated into Chinese by Mituoshan 7. in 704,
was found in a reliquary datable to 706 from a Buddhist pagoda at the site
of Hwangbok-sa 27 in Kydngju; this means that the sutra was transmit-
ted to Silla within only two years of its Chinese translation.”® Kim Chisong
himself was also an envoy sent to the Tang court in the third month of
70s,>* and some have suggested that he brought the sutra to Silla.” Kim
Chisong was in a position to be best informed about the most up-to-date
developments in Chinese Buddhism. He could have been able to employ
the latest visual style from China.

Though a virtual pair, the two images differ slightly, especially in their
mandorlas and pedestals. Due to these differences, as well as anomalies
found in the Amitabha inscription, some scholars have questioned the
contemporaneity of these two images. In addition to the remark on Kim
Chisong’s death in 720 in the Amitabha inscription, which was discussed
above, as most likely a later carving, the inscription records the post he held

** Mun Mydngdae, “Silla Pdpsangjong (Yugajong) tii séngnip munje wa Kam-
san-sa Miruk Amit’a pulsang,” 92-99; Choe Wansu, Hanguk kodae pulsang iii wollyu
7iil chajaso 2, 2.42-253.

* Also for two golden Buddhas discovered inside a reliquary from the Hwang-
bok-sa pagoda datable to around 692 and 706 respectively, see Lena Kim, Buddhist
Sculpture of Korea, pls. I1-12, 13.

**See n. 15 above.

* So Hyonsuk, “Kamsan-sa Mirtk posal ipsang kwa Amit’a yorae ipsang yon'gu,”
41; Chioe Wansu, Hanguk kodae pulsang iii wollyu riil chajaso 2, 239.
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in the Chipsabu as sirang. However, the Samguk sagi Z B 3 32, a major his-
torical source about ancient Korea, tells us that sirang was created to replace
chondaediing J X% as late as 747.* Based on this apparent anachronism,
the Korean scholar Mun Myongdae has argued that the Amitabha image,
as well as the temple itself, was completed as late as thirty or more years
after the creation of the Maitreya image.”” However, it seems absurd that
the carving of a stone statue of this size would have taken as many as three
decades, even if we allow for an impressive amount of labor. Furthermore, if
the Amitabha image had been created thirty years later, it would not have
displayed the same visual homogeneity as the Maitreya image. As to the
title sivang, the Japanese scholar Suematsu Yasukazu attributes the anomaly
to a mistake in the Samguk sagi, an argument that makes more sense.*® Per-
haps an advanced technological examination of the inscription’s calligraphy
will solve this mystery, but this has not yet been attempted. I believe that
the two images must have been made in the same workshop within a year of
cach other, while the minor differences in the mandorlas and pedestals are
most likely the result of different hands.

The Maitreya inscription begins by mentioning the creation of a stone
Amitabha image and a stone Maitreya image. Although the Amitabha
image is named first, preceding the Maitreya image in the inscription, it was
actually the Maitreya that was made first. Furthermore, the Maitreya was
possibly the principal image in the main hall of the temple. The Samguk
yusa, another important source for ancient Korean history, particularly on
Buddhism, quotes part of the inscriptions on both the Maitreya and the
Amitibha and calls the Maitreya “the primary [image] of the golden hall”
(kiimdangju 4% £).* The Amitabha inscription recorded in the same text
right after the Maitreya inscription lacks the phrase at the beginning. It is
not impossible that the phrase was omitted to avoid repetition. Even if this
were the case, it is worth noting that this source places the Maitreya image
before the Amitabha, and the relative importance of the Maitreya image is
evident. Whether the two images were housed together in the main hall
is not at all clear, but obviously, Irydn —# (1206-1289), the author of the

26 Samguk sagi 38: “Chikkwan sang,” Yokchu Samguk sagi, 1:518.

*” Mun Mydngdae, “Silla Pépsangjong (Yugajong) ui sdngnip munje wa Kam-
san-sa Miruk Amit’a pulsang,” 97-99.

*% Suematsu Yasukazu, “Kanzanji Miroku sonzd oyobi Amidabutsu no kaké
koki” 454-4ss.

* Samguk yusa 3: “Namwolsan,” Yokchu Samguk yusa, 3:306-308.
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Figure 2.7 Buddha, Pae-ri, Kyongju. Silla, early seventh Figure 2.8 Buddha. Tang, early eighth century.
century. From Hwang Suyong v % 7, Sokpul & f# (Seoul: © Victoria and Albert Museum, London.

Yegyong Sanopsa, 1985): Plate 12.

Samguk yusa, saw the Maitreya image standing at the center of the main
hall during the thirteenth century.

In the Buddhist pantheon, a Buddha is obviously superior to a bod-
hisattva in its hierarchy. But why then was the bodhisattva Maitreya
treated as more important than the Buddha Amitabha at Kamsan-sa? This
was obviously due to the special meaning attached to Maitreya bodhisattva
by Kim Chisong. The inscriptions repeatedly state that Kim Chisong was
an ardent admirer of the Yogdcirabhimi: “He aspired to the profundity
and serenity of Asangal’s treatise]”; “He thoroughly studied the teachings
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of the seventeen stages [of the Yogiacirabhimi]”; “Revering and yearning
after the true creed presented by Asanga, he often read the Yogacarabhimi.
Asanga (or Much’ak #3% in the inscriptions) was an eminent Indian
master of the Yogacara school active in the fourth century, to whom the
Yogiciarabhiimi was conveyed by Maitreya bodhisattva from the Tusita
heaven. The Datang xiyuji X /%332 by Xuanzang % %, who brought the
Indian text to China in 645 and produced the first complete translation in
Chinese several years later, writes:

To the southwest of the city [the capital of Ayodhyai] five or six
/i, in an extensive grove of mango trees, is an old monastery; this
is where Asanga bodhisattva pursued his studies and directed the
men of the age. Asanga bodhisattva went up by night to the palace
of Maitreya bodhisattva, and there received the Yogacarabhimi-
sastra, the Mahayinasitrilankaira, the Madhyintavibhiga-sistra,
etc., and by day declared these to the great congregations, in their
deep principles.’°

Thus, the repeated reference to Asanga in the Kamsan-sa inscriptions
does not merely indicate Kim Chisong’s admiration for Asanga but sug-
gests, more significantly, his devout reverence for the text’s ultimate expo-
nent, Maitreya. The identity of Maitreya, who taught Asanga, is debated
in modern scholarship—as to whether he was a celestial bodhisattva at the
stage of ekajatipratibaddha (on the candidacy of one more birth) or a his-
torical person—but the second possibility seems to be taken less seriously
at present.”’ The attribution of the Yogacirabhiimi to Maitreya in Chinese
Buddhism can be understood as the miraculous transmission of the text
from Maitreya bodhisattva to Asanga. Along with the Yogacirabhimi, this

3¢ Samuel Beal, trans., Si-yu-ki, Buddhist Records of the Western World, vol. 1
(London: Triibner, 1884): 226 (with modification); cf. T208s, 51:896b.

3 For various ideas regarding the identity of Maitreya in relation to the
Yogicarabhiimi, see Ui Hakuju F3-18%, Indo tetsugakushi €7%4 % % [History of
Indian philosophy] (Tokyo: Iwanami Shoten, 1932): 335-386; Hakamaya Noriaki
#25 £ 88, “Yugakoha no bunken” #rii47Jk D L #k [Literature of Yogacira), Koza
daijo Bukkyo 3% K FALHK, vol. 8: Yuishiki shiso *f# %4 (Tokyo: Shujiisha, 1982):
84-8s; Florin Deleanu, The Chapter on the Mundane Path (Laukikamdirga) in the
Sravakabbimi: A T vilingual Edition (Sanskrit, Tibetan, Chinese), Annotated Trans-
lation and Introductory Study (Tokyo: The International Institute for Buddhist
Studies, 2006): 1:154-156, 194-196.
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Figure 2.10 Maitreya Bodhisattva. Gandhara, Figure 2.11 Maitreya Bodhisattva, from Hasra Kol,
second century. Photograph by Rhi Juhyung. tenth century. Patna Museum. Photograph by EPIBM.

tradition must have been well known in Silla. It was thus Maitreya bod-
hisateva who lay behind Kim Chisong’s admiration for the Yogicirabhimi,
and Maitreya represented in the Kamsan-sa image is none other than the
bodhisattva as the legendary exponent of the text.
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Maitreya Descending

Here we face a more difficult question: Why does the Kamsan-sa Mai-
treya take such a singularly idiosyncratic form? The Kamsan-sa Maitreya is
a standing image wearing a headdress decorated with a small Buddha in the
center (fig. 2.9). This is iconographically almost unparalleled in the bod-
hisattva Maitreya in East Asia, including Korea. On the Indian subconti-
nent, standing images of Maitreya bodhisattva are found throughout his-
tory in the regions from Gandhara to eastern India. They usually hold a
water bottle in the carlier periods (fig. 2.10) and later often a sprig of 7dga-
puspa flowers (fig. 2.11).* A small Buddha in a headdress is not seen in any
bodhisattvas that can be securely confirmed as Maitreya; instead, an Indian-
style stupa is commonly carved on the headdress in later periods (fig. 2.11).
In China, images of Maitreya bodhisattva were commonly made during the
fifth and sixth centuries, usually in the crossed-ankle pose (fig. 2.12), identi-
fied as the bodhisattva in the Tusita heaven, and occasionally in the pen-
sive pose, perhaps identifiable as the bodhisattva in his last human incarna-
tion (fig. 2.13).>* However, the standing type is seldom found among images

3 Miyaji Akira %7483, “Indo ni okeru Miroku zuzé no hensen” o > FiZ&1J %
R ENRE O E# [Transformation of the iconography of Maitreya in India], in his
Nehan to Miroku no zuzogaku 25 £ iR #HDRALF [Iconology of the mahdparinirvi-
na and Maitreya] (Tokyo: Yoshikawa Kobunkan, 1992): 355-386; Inchang Kim, Zhe
Future Buddha Maitreya: An Iconological Study (New Delhi: D.K. Printworld, 1997).
For Maitreya images holding a nigapuspa flower in Korea, see Son Yongmun 47k X,
“Kory6 sidae yonghwa suin Mirtik tosang yon'gu” & B R, #23 560 TR %) Bl 4% 2
[Study of the iconography of Maitreya holding zigapuspa in the Koryd period], Misul-
sahak yongu E47 % EHE 252 (2006): 122-129.

% Miyaji Akira presents two Indian examples from Kushan Mathura and Gupta
Sarnath, but neither of them is clearly Maitreya. Miyaji Akira, “Indo ni okeru
Miroku zuzo no hensen,” figs. 204, 211. Also see Inchang Kim, The Future Buddha
Maitreya, 66-69, 128-129, figs. 35, 36, 104. I believe that the example that Miyaji cites
from Kushan Mathura represents Siddhartha bodhisateva. See Yi Chuhydng (Rhi
Juhyung) 4%, “K'usyan sidac Mat'ura posalhydng ilkki” 5 Ak~ o} 52} 3#£pE A
91> [Reading bodhisattva types from Kushan Mathura], Kogo yoksahak chi 3% 4 &
$#2% 16 (2000): 405-406.

3* For the identification of Maitreya in these two types as one in the Tusita heaven
and one in the last human incarnation, see Chiigoku sekkutsu Tonks Bakkokutsu B
B BIEEZH, vol. 1 (Tokyo: Heibonsha, 1981): explanations of plates 18, 19. Since
the relevant remarks appear only in the Japanese edition, not in the Chinese edi-
tion, they are most likely the ideas of To Kengd #f4#-% (Higashiyama Kengd gL
%), who wrote supplements to the plate explanations originally written by Chinese
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Figure 2.13 Pensive Bodhisattva, Dun-
huang Cave 275, China. Early fifth century,
China. From )& 3 4#F 30 BT [Dun-
huang Research Institute], ed., Dunhuang
Mogao ku )€ 33, vol. 1. (Beijing:
Wenwu Chubanshe, 1982): Plate 19.

Figure 2.12 Maitreya
Bodhisattva, Dunhuang
Cave 275, China. Early fifth
century. From $I& 3 4 #F
50T [Dunhuang Research
Institute], ed., Dunhuang
Mogao ku 3¢ ¥ 3 &, vol.
1. (Beijing: Wenwu Chuban-
she, 1982): Plate 18.
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identified as Maitreya by their inscriptions. On the contrary, standing
bodhisattvas are frequently identified as Avalokitesvara, and often hold a
lotus in the early period and a water bottle and/or a willow twig later on
(fig. 2.14).3° From the late sixth century on, a standing Avalokitesvara fre-
quently bears a small Buddha in the headdress (fig. 2.15). This pattern was
generally followed in Korea, except that a crossed-ankle pose Maitreya was
apparently never adopted. According to these iconographic conventions,
the Kamsan-sa Maitreya is apparently much closer to bodhisattva images
known as Avalokitesvara. Without the inscriptions, modern scholars would
have readily identified it as Avalokiteévara.

How did this deviation from the conventional iconographic pattern
come about? It is hard to imagine that this was a decision made by the sculp-
tor. During the previous two centuries in Silla, Maitreya, both as a Bud-
dha and a bodhisattva, enjoyed great popularity in the Buddhist cultic
practice. The pensive type was well established in visual representations of

scholars. The identification of bodhisattva images in the pensive pose in China in
general, often called siwei %1 figures in Chinese, is a much more complex issue.
Although some scholars prefer to identify the majority of them as Siddhartha (Jung-
hee Lee, “The Origins and Development of the Pensive Bodhisattva Images of Asia,”
Artibus Asiae 53.3/ 4 [1993]: 317-344), the presence of Maitreya among them is gener-
ally acknowledged despite differences in interpreting their significance (Yu-min Lee,
“The Maitreya Cult and Its Art in Early China” [Ph.D. dissertation, Ohio State Uni-
versity, 1983]: 301-315; Denise Leidy, “The Ssu-wei Figure in Sixth-Century A.D. Chi-
nese Buddhist Sculpture,” Archives of Asian Art 43 [1990]: 21-37). For Maitreya images
in the crossed-ankle pose in China, see Ishimatsu Hinako &#2HZAF, “Chugoku
kokyaku bosatsuzo ko” P 2 5 By i£1% % [Study of Chinese crossed-ankle bodhisat-
tva images], in her Hokugi Bukkyo zozoshi no kenkyii ALE8AL3GEE LD [Study
on the history of Northern Wei Buddhist images] (Tokyo: Buryukke, 2005): 219-240.

% Maitreya bodhisattva in the standing type is found among only a hand-
ful of examples from the third and fourth centuries, which exhibit conspicuous
influence from India. One of these rare examples is a gilded bronze image in the
Fujii Yurinkan. Marylin Rhie, Early Buddhist Art of China and Central Asia, vol.
1 (Leiden: Brill, 1999): Plate. III and fig. 2.32. Also see Yu-min Lee, “The Maitreya
Cult and Its Art in Early China,” 264-269; Lee Yumin 2 £, “Sui Tang zhi Mile
xinyang yu tuxiang” M5 /& Z 78 $) 121732 8 4% [Maitreya cult and iconography during
Sui and Tang], Yishuxue ##7% 1 (1987): 91-117.

3¢ For Chinese Avalokite¢vara images that hold a lotus, a jewel, or a willow twig
as well as their significance, sece Kang Huijong £4&#%, Chungguk Kwaniim posal-
sang yongu FBILE %3 14#T % [Study of Chinese Avalokitesvara images] (Seoul:
Ilchisa, 2004): 71-204.
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Figure 2.14 Avalokitesvara
Bodhisattva. Sui, late sixth
century. The Metropolitan
Museum of Art, Rogers Fund,
1912 (12.161) Image © The
Metropolitan Museum of Art.




Figure 2.15 Avalokitesvara Bodhisattva, from Xiangdangshan, China.
Late sixth century. Penn Museum. Photograph by Rhi Juhyung.
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Maitreya as a bodhisattva (fig. 2.1). Although in China the type was appar-
ently used both for the prince Siddhartha and the bodhisattva Maitreya, it
seems to have been exclusively used for Maitreya in Silla.” Despite disagree-
ment among specialists, I believe that the two famous gilded-bronze pensive
images at the National Museum in Seoul were both in Buddhist temples in
Kyongju.’® From the late seventh century on, Maitreya bodhisattva ceased to
enjoy the same popularity in image-making, but there is no doubt that the
two pensive images were worshipped in Kyonjgu. If one were commissioned
to make a Maitreya image, it would have been natural to turn to this eminent
type. However, a different decision was made for the Kamsan-sa Maitreya.
Most likely, Kim Chisong himself deliberately selected the unique ico-
nography that we see in the Kamsan-sa image. What might have brought
about this choice? One cannot rule out the possibility that a fresh impetus
was provided by the transmission of a new prototype from outside Korea.
Since such a type would have been hardly known in China, it might have
been an Indian type, if not itself directly transmitted from India. Dur-
ing the sixth and seventh centuries in India, Maitreya bodhisattva was
commonly portrayed as a standing attendant figure in a Buddha triad,
along with Avalokite$vara, as we see in Buddhist caves from this period in
Aurangabad and Ellora.®® A metal figurine representing Maitreya in such a
form could have been brought to Silla. However, a weakness of this hypoth-
esis is that Maitreya images from India usually have a stupa on the head-
dress, not a Buddha, and there is little evidence to support it substantially.
This theory of Indian inspiration is thus far short of being a satisfactory
answer to our question. The Kamsan-sa Maitreya is a puzzling figure that
cannot be explained by a transmission model familiar to art historians.

%7 For pensive bodhisattvas in China and Korea, see Denise Leidy, “The Ssu-
wei Figure in Sixth-Century A.D. Chinese Buddhist Sculpture,” 21-37; Junghee Lee,
“The Origins and Development of the Pensive Bodhisattva Images of Asia,” 317-349.

¥ Yi Chuhydng (Rhi Juhyung), “Han’guk Pulgyo chogak ti chasaengsdngnon
ul wihan sogo” $# Bl #h#08%1) A4 M#H S 913 v [Reflections for a discourse
on the autonomous character of Korean Buddhist sculpture], in Hanguk misul iii
chasaengsong $ B £4#7°) B 4% [The autonomous character of Korean art] (Seoul:
Han’gilsa, 1999): 118-119. For the controversy regarding the origins of the two pen-
sive bodhisattvas among the three kingdoms, see a brief survey by Kim Lina (Kim
Lena), “Kukpo pan’ga sayusang chejakkuk al al su oprea” BEIE 4o etk #4k
B¢ % 4 91} [National-treasure pensive bodhisattvas: The countries of origin are
unknown], Gana Art (July & August 1994): 40-43.

% Miyaji Akira, “Indo ni okeru Miroku zuzd no hensen,” 365-376.
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The most plausible source for the imagery of the Kamsan-sa Mai-
treya is perhaps Kim Chisong’s own visionary experience of the bod-
hisattva. Accounts concerning Maitreya’s miraculous transmission of the
Yogicirabhimi to Asanga in Buddhist sources are full of elements that
could have easily prompted visualization. An account in the Posoupandou
Jashi zhuan $FIE 2 K% or the Biography of Vasubandhu, translated

into Chinese by Paramartha in the sixth century, is the most elaborate.

Thinking that it would not be right to drop it [the doctrine of noth-
ingness peculiar to Hinayana] altogether, he [Asanga, called also
Vasubandhu*°] went up to the Tusita heaven ... . and inquired of Mai-
treya, the bodhisattva, who expounded for him the doctrine of noth-
ingness belonging to Mahayana. When he returned to Jambudvipa
he investigated by the methods explained to him, and soon became
enlightened. . . . He afterwards often went up to the Tusita heaven
in order to ask Maitreya the doctrine of the Mahayana sutras. The
bodhisattva expounded it extensively for him. Whenever he acquired
anything, he used to come back to Jambudvipa to teach it to others.
Most of those hearing him did not believe him. Asanga, teacher of
the dharma, then prayed, saying: “I now intend to make all beings
tully believe in the doctrine of Mahayana. I only pray thee, O Great
Master, to come down to Jambudvipa and propound Mahayana in
order that all beings may be fully convinced of it.” Maitreya, there-
upon, in accordance with his prayer, came down to Jambudvipa
at night, flooding it with great rays of light, had a large assembly
of those connected with (the dharma) called in a lecture hall, and
began to recite the Sutra of the Seventeen Stages (Sapradasabhiimi).
After having recited a passage he would explain its purport. The
Seventeen Stages was finished during the nights of four months.
Although all were together in one and the same hall listening to the
discourse, it was, nevertheless, only Asanga, teacher of the dharma,
who had access to the bodhisattva Maitreya, while the others could
merely hear him from afar. At night, all together heard the religious
discourse by Maitreya, while in the daytime Asanga, teacher of the
dharma, commented once again, for the sake of the others, upon

4° Although Vasubandhu is known as a younger brother of Asanga, the Biogra-
phy of Vasubandhu says that all three brothers of Asanga went initially by the same
name, Vasubandhu.
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what was taught by the bodhisattva. In this way all the people could
hear and believe in the doctrine of Mahayana.*

This text is by far the most detailed source for the miraculous encoun-
ter between Maitreya and Asanga. While the Datang xiyuji by Xuanzang
speaks only of Asanga ascending to the Tusita heaven to hear lectures from
Maitreya (sce p. 88), the Biography of Vasubandbu tells of Maitreya descend-
ing to our world in a sumptuous vision.

The account in the Biography of Vasubandhn must have been well
known to Buddhists in China and Korea during the seventh and eighth
centuries. For example, the Chinese master Huizhao %3, who succeeded
Kuiji 24 as a patriarch of the Faxiang %48 or Dharmalaksana school
established with Xuanzang’s translation of the Yogicarabhiimi, describes the
incident in his Chengweishilun liaoyideng WrE#347 &1, a commentary
on the Chengweishilun, and his narrative is obviously based on the Biogra-

phy of Vasubandbu.

[Although Asanga heard the theory of emptiness pertaining to
Hinayana from the arhar Pindola] the meaning was not secure,
and the logic was not proper. Therefore, with supernatural power
he went up to the Tusita heaven and asked Maitreya bodhisat-
tva. The bodhisattva explained the theory of emptiness pertaining
to Mahayana. He came back and meditated, immediately attain-
ing enlightenment. Thus, he was named Asanga, which means
“No attachment.” Later many times he went to the Tusita heaven
and questioned Maitreya on the meaning of Mahayana sutras. He
explained to other people what he had heard, but many of them
did not trust it. He suddenly made a wish that he would ask the
Maitreya bodhisattva to descend and preach on Mahayana, having
the sentient beings see the bodhisattva and all gain belief. Then, at
night when the bodhisattva descended as Asanga had wished, he
emitted great light and assembled those who had good conditions.
Maitreya preached on the Seventeen Stages in Ayodhya. Although
they were in the same hall, only Asanga was able to have access to
the bodhisattva, and the others only heard the preaching or saw
mysterious occurrences. At the time, Master Asanga preached for

#! Takakusu Junjiro, trans., “The Life of Vasu-bandhu by Paramartha,” T"oung
Pao, 2nd ser., 5-3 (1904): 273-274 (with modification), cf. T2049, 50:188c.
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the others, and thus they first developed belief in the meaning of
the dharma of Mahayana.+

A description in the Yujialunji i3s3z, a vast commentary on the
Yogicarabhiimi, by the Silla monk Tullyun ##4, who was active in China
possibly during the late seventh century, is also similar.

Asanga attained the first stage (bhimi) and achieved the great
light samadhi and the great miraculous power. He paid homage to
the Great Mercy [ic., Maitreya] and asked to preach this treatise
[Yogacirabhiimi), etc. Maitreya bodhisattva agreed to Asanga’s wish.
Every night, the bodhisattva descended from the Tusita heaven to
Asanga’s meditation cell*® and preached on the verses of five trea-
tises: the Yujialun ¥twit (Yogacirabhimi), the Fenbieguansuo
mingfenbie yujialun RV E R Hrieda, + the Dazhuangyan-
lun KiEEH (Mabdyanasitrilarikira), the Bianzhongbianlun #%
g (Madbyantavibhiga), and the Jingangbornolun 4 R\A% %3
(Vajracchedikaprajiidpiramitésiitra-sastra).® At the time, among his
disciples, some saw light without seeing the countenance of the bod-
hisattva or hearing the teaching; some saw the countenance with-
out hearing the teaching; some saw the countenance and heard the
teaching. However, as the succession of time is far away, their names

+T1832, 43:659¢-660a.

+ Chanxing #% 4. This term seems to be found nowhere except for this text.
Karashima Seishi, whom I consulted for its meaning, suggests that it was probably
derived from the Sanskrit word prahina-sili and was an equivalent for chanfang %
¥ or 4 %. I thank Prof. Karashima for providing this information.

++ A text by the name of the Fenbieguansuo mingfenbie yujialun does not seem
to be found elsewhere in the Buddhist textual tradition, and what its title exactly
means is not clear. In the Jinling 4F% edition used for collation with the Shikyo
daigaku 74t K% edition in the creation of the Taisho edition, one of the characters
in the title, suo P, is written differently as xing 47, and my colleague Ahn Sungdoo
(An Séngdu % 1} suspects that the Fenbieguanxing mingfenbie yujialun % %),
#7445 B #irtmss perhaps makes better sense.

# 1t is interesting that Tullyun includes the Vajracchedikaprajinaparamitisiitra-
sastra as well as the text of an otherwise unknown title, Fenbieguansuo ming-

fenbie yujialun, as writings transmitted by Maitreya, while Xuanzang specifies
only three texts, the Yogacirabhimi-sistra, the Mahayinasitrilankara, and the
Madhyantavibhaga-sistra.
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are lost. Only Asanga and the celestial beings were edified by Mai-
treya and received all the teaching.*¢

During the period when cultural contact between Tang and Silla was
almost instantaneous, as we saw in the transmission of the Wugou jingguang
datuoluoni jing,*” these texts must also have quickly reached the Buddhists
of Silla. The accounts of the miraculous encounter described in these texts
would have left a deep impression on anyone who was interested in the
Yogacirabhiimi, such as Kim Chisong. Reading the Yogicarabhimi, Kim
Chisong could have casily visualized Maitreya in the manner in which the
bodhisattva is described in these texts. Kim Chiséng’s vision of Maitreya
was apparently the bodhisattva descending from the Tusita heaven. If it
had been the vision of Maitreya residing in Tusita, he would have chosen a
seated image instead of the standing one.**

Seeing Maitreya

Visualization was a popular practice in early Chinese Buddhism; so was
visualization directed to Maitreya, as attested by literary sources.** Chinese
monastic experience in the Maitreya visualization usually speaks of monks
in the middle of a samidhi ascending to the Tusita heaven and meeting

4671828, 42:311b.

#7 Tt is also notable that the Jinguangming zuishengwang jing 4 AR 248
translated by Yijing &% in 703 was brought to Silla in the next year by an envoy, Kim
Sayang 4 %%, who reached China in 703. So Hyonsuk, “Kamsan-sa Miritk posal
ipsang kwa Amita yorac ipsang yon'gu,” 40-41, cf. Samguk sagi 8: King Songdok,
third year, Yokchu Samguk sagi, 1:190.

¥ When I presented this paper for the second time, at a meeting of the Asso-
ciation of Art History and Visual Culture in Seoul in June 2010, the discussant
Nam Dongsin, a Buddhist history specialist, suggested that S61 Chong, the son of
Wonhyo, who has been identified as the composer of the Kamsan-sa inscriptions
by some scholars, could have influenced Kim Chisdng’s choice of the iconographic
type for Maitreya. Chong in the inscriptions was possibly none other than Sol
Chong, and thus Nam Dongsin’s imaginative suggestion is quite stimulating. How-
ever, it would be difficult to pursue this possibility without any supporting evidence.

+ Liu Huida %] # 1%, “Beiwei shiku yu chan” 4t 4% % % 54% [Northern Wei caves
and meditation], Kaogu xuebao # 4% 4%, no. 3 (1978): 337-352, especially, 346-349,
cf. Alexander Soper, Literary Evidence for Early Buddhbist Art in China (Ascona:
Artibus Asiae, 1959): 214-216.
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Maitreya.® Its principal scriptural source, the Guan Milepusa shangsheng
Doushuaitian jing BiHh¥) &k L £ LERLE or the Sutra of the Visualiza-
tion of Maitreya’s Rebirth Above in the Tusita Heaven translated by Juqu
Jingsheng A7 # in the fifth century, recounts in detail the way Maitreya
in Tusita should be visualized, and describes Maitreya reborn in the Tusita
heaven in the following words:

At the time, in the Mani hall on the Seven Treasures terrace in
the Tusita heaven a lion pedestal will suddenly appear. [Mai-
treya will be] seated cross-legged on a lotus. His body will be
in the golden jambinada color. He will be sixteen yojana tall.
All thirty-two laksapas and eighty anuvyasijanas will be pres-
ent in beautiful form. The hair on the #snisa will be of the color
of purple vaidirya. The celestial crown will be decorated with
Sakrabhilagna mani and thousands of billions of kimsuka jewels.
The crown will have ten billion colors, and in each color innu-
merable hundreds of thousands of incarnate (nirmina) Buddhas
will be present with attendant incarnate bodhisattvas.s*

The sutra also explains the merit to be obtained by making Maitreya
images.

If a sentient being in the future, having heard the compassion of
the bodhisattva, makes an image, decorates it with incense, flow-
ers, clothes, banners and umbrellas, worships it, and meditates on
it, then when that person is about to die, Maitreya bodhisattva will
emit light from the #7724 on his eyebrows and arrive with heavenly
beings to greet the person. Then, the person will immediately attain
rebirth [in the Tusita heaven].s*

Numerous Maitreya images created in early Chinese Buddhist art—
especially in the Dunhuang, Yungang, and Longmen caves during the fifth
and sixth centuries—accord with these textual descriptions (fig. 2.12). It is

5° Gaosengzhuan #181%, T2059, so:339¢ (Zhiyan &), 399b (Daofa i# ik);
Mingsengzhuan chao %181%45, in Xuzangjing ¥ 3848, no. 1523: 358b; cf. Soper, 32
(no. 33, Daofa).

S'T 452, 14:419C.

5*T 452, 14:420b.

103



2 SEEING MAITREYA: ASPIRATION
AND VISION IN AN IMAGE—RHI JUHYUNG

believed that they represent the bodhisattva in the Tusita heaven, and that
a number of them are linked to the practice of visualization. This carly per-
ception of and practice about Maitreya that parallels the Suzra of the Visual-
ization of Maitreya’s Rebirth Above must have affected the Buddhists of Silla
when they imagined Maitreya, although the visual imagery of Maitreya in
Korea took a somewhat different course, as Maitreya images in the crossed-
ankle pose, the most prevalent type in China, were never employed in Korea.

In any case, that such visualization was taken seriously by the Buddhists
of Silla is reflected in Wonhyo's commentary on the Sutra of the Visualiza-
tion of Maitreya’s Rebirth Above, the Miritk sangsaenggyong chongyo %y £
4 &7 % In this commentary Wonhyo discusses what visualization in the
sutra means and what constitutes this practice.

Visualization here is of two kinds. The first is to visualize the majes-
tic adornments of the [ Tusita] heaven as the setting for rebirth, and
the second is to visualize the superiority of receiving rebirth [there]
as a bodhisattva. One concentrates one’s thoughts in a detailed
visual examination and so this [technique] is called samidbi.s+

While elucidating the concordances and discrepancies between three
major sutras on Maitreya—the Sutra of the Visualization of Maitreya’s
Rebirth Above, the Sutra on Maitreya’s Rebirth Below (Mile xiasheng jing
BT A4E),S and the Sutra on Maitreya’s Achieving Buddbahood (Mile

% Ishimatsu Hinako, “Chigoku kokyaku bosatsuzo ko, 219-240; Stanley K.
Abe, “Art and Practice in a Fifth-Century Chinese Buddhist Cave Temple,” Ar¢ Ori-
entalis 20 (1990): 8-9. Eileen Hisang-ling Hsu argues that a large number of pensive
figures in sixth-century China, affixed with the word siwei, developed into represen-
tations of pious Maitreya devotees “in seated meditational posture visualizing (siwei
or gnan #) themselves in the company of Maitreya in Tusita” Eileen Hsiang-ling
Hsu, “Visualization Meditation and the Siwei Icon in Chinese Buddhist Sculpture,”
Artibus Asiae 62.1 (2002): 5-32, especially, 8, 27. Her suggestion is interesting, but
whether the term siyu can be interpreted in conjunction with visualization, as she
argues, seems to need further corroboration.

5+ Alan Sponberg’s translation in “Wonhyo on Maitreya Visualization,” in Mai-
treya, the Future Buddba, ed. A. Sponberg and H. Hardacre (Cambridge: Cambridge
University Press, 1988): 98, cited here with slight modification; cf. T1773, 38:299¢.

% Besides the Mile xiasheng jing translated by Dharmaraksa (T4s3), two other
Chinese versions are extant with an identical title, Mile xiasheng chengfo jing (T 454,
T4ss), cach translated by Kumarajiva and Yijing.
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dachengfo jing %) K AMh4E)**—Wonhyo returns to the problem of visual-
ization, and distinguishes three different kinds of visualization according to
the three different grades of people.

The highest grade of people are those who either cultivate the
samadhi of Buddha visualization or who take repentance as their
method of practice. In their present body they will succeed in seeing
Maitreya. According to the quality of their mind, the image they see
will be either great or small. This is taught in the Suzra of the Sea of
the Samadhi of Buddha Visualization (Guanfo sanmei hai jing B4
Z k% 42) and the Expanded Dharani (Dafangdeng tuoluoni jing X

The middle grade of people are those who either cultivate the
samddhi of Buddha visualization or who [practice] by performing
pure deeds. After having given up this [present] body, they will be
reborn in the Tusita heaven, there to see Maitreya and attain the stage
of non-retrogression (butuizhuan T~i&3%, avinivartaniya). This is as is
taught in the Sutra [of the Visualization) of Maitreya’s Rebirth Above.

The lowest grade of people cultivate the various good deeds—
generosity (dana), morality (sila), etc.—and, upon that base, pro-
duce a vow wishing to see Maitreya. After giving up their [present]
body, they incur rebirth in accord with their past deeds until the
time when Maitreya completes the path [and is reborn on carth].
They will see Maitreya then and attain deliverance as part of the
three assemblies. This is as taught in the Suzra on Rebirth Below and
the Sutra on Achieving Buddhahood.

Thus those for whom the Sutra [of the Visualization) of Maitreya’s
Rebirth Above was [taught] are people of the middle grade, where the
other two sutras are for the benefit of the people of the lowest grade.”

According to Wonhyo, only those in the highest grade can visualize
Maitreya in the present life, while for those in the lower grades visualization
is possible in the Tusita heaven only after the current life or after numer-
ous lives when Maitreya attains buddhahood. Because Kim Chisong’s vision
of Maitreya embodied in the Kamsan-sa image is apparently not a vision of

5 Translated by Kumarajiva (T456).
57 Based on Sponbergs translation with slight modification: “Wonhyo on Mai-
treya Visualization,” 99-100; cf. T1773, 38:300b.
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Figure 2.16 Maitreya Bodhisattva. Gandhara, second-third century.
Musuem fiir Asiatische Kunst, Berlin. Photograph by Rhi Juhyung.

him in the Tusita heaven, but most likely an encounter with him in the pres-
ent life, it is unique, unlike that of the Sutra of the Visualization of Maitreya’s
Rebirth Above or those of the other two major sutras on Maitreya. His visu-
alization of Maitreya would thus correspond to that of the highest grade in
Wonhyo's classification. Wonhyo does not mention the Yagacirabhimi for
visualization of this kind because the text does not specifically concern the
practice of visualization.’® The learned layman Kim Chisong quite possibly

¥ It is interesting to note that he speaks of the Sutra of the Sea of the Samidhi
of Buddhba Visualization, one of the primary scriptures that clucidate visualiza-
tion. The sutra, which has been cited by some scholars to explain the distinctive
significance embodied in Sokkuram, was evidently well known in Silla. See Yi
Kiyong (Rhi Ki-yong) Z=4% 7, “Sokkuram kwa tongnyong: Sokkuram choyéng i
sasangjok paegyong” & E &Y i HEA HE B HF [Sokkuram and a
poisonous dragon: Ideas behind the creation of Sokkuram], in his Chonggyo sahwa
F# 43 [Stories in the history of religion] (Seoul: Han'guk Pulgyo Yén'guwon,
1978): 89-94; Mun Mydngdae, T vhamsan sokkul v:-4- 1y % % [Mount T’oham cave]
(Seoul: Hanon, 2000): 211-22.4.
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Figure 2.17 Maitreya Bodhisattva, Yongjanggye, Namsan, Kyongju.
Silla, eighth century. Photograph by Rhi Juhyung.
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read Wonhyo’s works including this commentary, though we do not know
whether he was conscious of the sophisticated distinctions of visualization
in his aspiration for Maitreya. Also, we cannot tell whether Kim Chisong
envisaged Maitreya through a systematic samddhi practice or simply in a
casual dream. In terms of images thus created in the mind of Kim Chisong,
the difference between the two methods would not have been significant.*
In any case, Kim Chisong could have devised an iconographic type, unprec-
edented in earlier Buddhist visual imagery of Maitreya, based on his own
visualization experience of Maitreya descending before him.

Maitreya in the crossed-ankle pose, an iconographic type probably cre-
ated in the Northwest of the Indian subcontinent,*® could also have origi-
nated in visualization experiences (fig. 2.16). The type was immensely popu-
lar and was thus replicated in large numbers in early Chinese Buddhism,
but the moment of its origin was probably forgotten entirely among the
Chinese. By contrast, parallels for Kim Chiséng’s Maitreya are rare in
later Silla Buddhist art, and the image apparently did not leave a meaning-
ful imprint on later developments in Silla Buddhist art. Instead, it seems
to have been an incidental aberration, although one supposes that many
people saw the image in Kamsan-sa.®" Perhaps his fellow Silla Buddhists

9 In the Pratyutpannasamadhi-sitra, one of the principal texts on visualiza-
tion in carly Indian Buddhism, envisioning in a dream is an important method of
visualization. “If they concentrate their thoughts with undistracted minds on the
Tathigata Amitayus for seven days and nights, then, when a full seven days and
nights have clapsed, they see the Lord and Zahigata Amitayus. Should they not
sce that Lord during the daytime, then the Lord and Zashigata Amitayus will show
his face to them in a dream while they are sleeping.” Paul Harrison, The Samadhi of
Direct Encounter with the Buddhas of the Present: An Annotated English Translation
of the Tibetan Version of the Pratyutpanna-Buddha-Sammukbavathita-Samaidhi-
Sitra (Tokyo: The International Institute for Buddhist Studies, 1990): 32.

69 Ishimatsu Hinako, “Chugoku kokyakubosatsuzd ko, 220-221.

' A stone Buddha quite close to the Kamsan-sa Amitabha is inside a cave at
Mit’aam iFe /&, Yangsan .. Chooe Song-un # %42, Sokpul maaebul & 1 J&2
## [Stone Buddhas and rock-cut Buddhas] (Scoul: Yegyong, 2004): 110-111, Plate
33. It is slightly smaller in size, somewhat different in clothing, and stiffer in details,
but otherwise very close to the Kamsan-sa Amitabha. Also identified as Amitabha,
the Yangsan Buddha is most likely a copy of the Kamsan-sa Amitabha, which sug-
gests that the latter was considered a valuable model for replication. The Kamsan-sa
Maitreya may also have been copied, but a Maitreya in the identical form is seldom
found among later images.
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Figure 2.18 Maitreya Bodhisattva, Sinsonam, Namsan, Kyongju.
Silla, eighth century. Photograph by Rhi Juhyung.

thought the type too similar to the better-established standing bodhisattva
type of Avalokite$vara to be useful as a distinctive type for Maitreya, since
differentiation is an important key to the success of an iconographic type.
The Samguk yusa records a Maitreya image in the temple Yongjang-sa ¥ &
% adored by Tachyon X', a master of the Korean Dharmalaksana school
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and active during King Kyongdok’s reign (742-765) (fig. 2.17).%* This Mai-
treya was a seated image signifying the bodhisattvas’s presence in the Tu-
sita heaven.®® Another bodhisattva carved on a rock face at Sinsénam #4L
J& near Chilburam £#5/& in Kyongju, which we can identify as Maitreya
by the nigapuspa twig held in his right hand, is scated on a cloud with his
right leg hanging down, in a position somewhat similar to the pensive type
(fig. 2.18).%# The only example in the standing pose comparable to the Kam-
san-sa Maitreya and also identifiable as Maitreya bodhisattva is an image
carved on the north face of a square boulder at Kulbul-sa #£4# 3 datable
to the mid-cighth century (fig. 2.19).% This may have been a rare attempt to
replicate the Kamsan-sa Maitreya type.

Two Destinations

In addressing the Maitreya image from Kamsan-sa, we also need to
make sense of its relationship to the Amitabha image from the same temple.
Where was the Buddha installed in the temple? What significance did it
have in relation to the Maitreya?

As for the placement of the Amitabha, some scholars have suggested
that it was installed in the lecture hall separately from the Maitreya in
the main hall. A parallel has been drawn from another account from the
Samguk yusa, in which a Maitreya Buddha and an Amitabha Buddha were
placed separately in the main hall and the lecture hall of a temple on Mount
Pacgwol & A founded where the two practitioners Nohil Puduk %%
%% and Taldal Pakpak 12t24p 4k supposedly attained buddhahood as Mai-
treya and Amitabha respectively.®® It has also been noted that in Kofukuji

6 Samguk yusa 4: “Hyon Yuga Hae Hwaom, Yokchu Samguk yusa, 4:197-203.

¢ Although many scholars usually regard this image as a Maitreya Buddha,
Mun Mydngdae thought it a Maitreya bodhisattva. Mun Myongdae, “T’achyon kwa
Yongjang-sa iii pulsang chogak” K} #& ) #h#% M %| [T achyon and a Buddha
image at Yongjang-sa], in his 7"ongil Silla Pulgyo chogaksa yongn sang: woniim kwa
kojonmi (2003): 123-127 (originally published in Packsan hakpo &1 %4k 17 [1974]).

%4 Son Yongmun, “Koryd sidae yonghwa suin Miriik tosang yon'gu,” 139-140.

% Kim Lina (Kim Lena), “Kyongju Kulbulsaji i samy6n sokpul e tachays” £ 1
EMFHES) & B o) 2 sled [On the four-sided Buddha images of the Kulbul-sa
site in Kyongju], in her Hanguk kodae Pulgyo chogaksa yongu % B K M3 % 2] £
# % [Study in the history of ancient Korean Buddhist sculpture] (Seoul: Iichogak,
1989): 259 (originally published in Chindan hakpo FEAE% 4 39 [1975]: 43-68).

66 Samguk yusa 3: “Namwolsan isong Nohil Puduk Taldal Pakpak, Yokchu
Samguk yusa, 3:216-232.
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£L43F in Japan, a Maitreya and an Amitabha were placed separately in the
main hall and the lecture hall during the Nara period (710-794).” How-
ever, in Kofukuji the Maitreya is not the only image in the main hall, which
also housed an image of Sikyamuni Buddha. Furthermore, the Maitreya
of Kofukuji was most likely a Buddha, not a bodhisattva. The Maitreya on
Mount Paegwdl was also a Buddha. Despite the fact that the legend speaks
of Maitreya and Amitabha installed simultaneously on Mount Paegwdl, we
cannot be certain of the relevance of two images on Mount Paegwdl and
the Kamsan-sa images to each other. Alternately, considering the symmet-
rical configurations of the two images, especially in hand gestures, it has
been suggested that they stood side by side in the main hall.*® This is sup-
ported by a question: If the two images had been intended to be installed in
separate halls, would they necessarily have been created in identical dimen-
sions and formats? Although the current evidence does not allow us fully to
answer these questions, it may be more reasonable to suppose that the two
images were in the same building, which is the main hall of the temple.
Mun Mydngdae, who proposed the separate installation of Maitreya
and Amitabha in the main hall and the lecture hall, has suggested that the
simultaneous devotion to Maitreya and Amitabha was a distinctive phe-
nomenon of the Dharmalaksana school in Silla, as in Kofukuji, which
was also a temple of the Dbarmalaksana school in Japan.® However, even
though Kim Chiséng was an avid reader of the Yogdcarabhimi and an
ardent devotee of Maitreya, it is not at all clear whether he and his temple
were affiliated with the Dbarmalaksana school. Mun Myodngdae tends to
stress prominent sectarianism in the visual imagery of Silla Buddhism, but
this view has been questioned by a number of Buddhist history specialists.”

7 Kofukuji ryitki $38% .32 [Records of Kofukuji), in Dainibon Bukkys zensho
X B AM# AF [Compendium of Japanese Buddhist literature], vol. 123: 6-7, 16-17.

8 Choe Wansu suggests that, for the reason above, the two images were origi-
nally made to be housed in the same hall, but in another place in the same book
he writes that they were installed separately in the golden hall and the lecture hall.
Choe Wansu, Hanguk kodae pulsang 1ti wollyu riil chajaso 2, 240, 246. So Hydnsuk
thinks that the two images were together in the main hall. So Hydnsuk, “Kamsan-sa
Mirtik posal ipsang kwa Amit’a yorae ipsang yon'gu,” 60-63.

% Mun Mydngdae, “Silla Pdpsangjong (Yugajong) tii songnip munje wa Kam-
san-sa Miruk Amita pulsang,” 106-109.

7¢The nature of Buddhist sects or sectarianism is one of the pivotal issues in the
study of early and medieval Korean Buddhism. According to the assessment of Ho
Hungsik, a specialist in medieval Korean Buddhism, sectarianism in the proper sense
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Others point out, as negative evidence for Mun Mydngdae’s theory, exam-
ples from China outside the context of the Dbarmalaksana school in which
Maitreya and Amitabha were simultaneously dedicated. For instance, in the
sixth century Master Nanyue Huisi # 7k & %, despite being a devout fol-
lower of the Lotus Sutra, created and worshipped images of Maitreya and
Amitabha together after hearing lectures from the two deities in a dream.”
Placing Maitreya and Amitabha together on a single monument or inside a
single space, not for doctrinal reasons but to appropriate popular devotions,
was not uncommon in Chinese Buddhist art.”

Likewise, it is possible that Kim Chisong, while creating a Maitreya
based on his own experience of visualization, may have simply added an
Amitibha, the Buddha of the Western Pure Land (Sukhavati) where many
contemporary Buddhists in Silla aspired to be reborn. In doing so, he may
have provided two potential destinations for rebirth for those on whose
behalf he prayed. He perhaps hoped that his parents and many other
deceased relatives would find a new abode in one of these two places—Mai-
treya’s Tusita or Amitabha’s Sukhavati. Kim Chisong himself did not live
long after the initiation of this project. No doubt he longed for a rebirth in
the Tusita heaven, and perhaps considered Amitabha’s Sukhavati as expedi-
ent means (#paya) for those not fully initiated.”> However, when two differ-

appears in Korean Buddhism only in the ninth century during the late Unified Silla
period. H5 Hiingsik ¥ #24#, “Kyojong ojongp’asol i pipan” # F & F kS #4]
[Criticism on the theory of five scriptural schools], in his Koryd Pulgyosa yongu &
EMA 2 HT % [Studies in the history of Korys Buddhism] (Seoul: Iichogak, 1986):
127-144; also see Kim Yongtae &%k &, Hanguk Pulgyosa kaesol # B LR
[A comprehensive history of Korean Buddhism] (Seoul: Kyongséwon, 1986): 18;
Ch’ac Sangsik ##48, “Han’guk chungse Pulgyo ti ihae panghyang” $#B 4
#e) #2#% % & [Toward understanding medieval Korean Buddhism], Kogo yiksa
hakchi 9 (1993): 321.

' T2060, 50:562¢, cf. Li Yumin, “Sui Tang zhi Mile xinyang yu tuxiang,” 92-94;
So Hydnsuk, “Kamsan-sa Mirtik posal ipsang kwa Amit’a yorac ipsang yon'gu,” 43-4 4.

7* So Hyonsuk, “Kamsan-sa Miruk posal ipsang kwa Amita yorae ipsang
yon'gu,” s3-ss.

7 It is well known that Silla Buddhists debated the superiority of the two
paradisiacal realms of Amitibha and Maitreya. For example, Wonhyo thought
Amitabha’s Sukhavati superior to Maitreyas Tusita, while Kydnghiing asserted
otherwise. An Kychyon suggests that Wonhyo's view was expressed as an expedi-
ent means to recommend devotion to Amitabha from the standpoint emphasiz-
ing Amitabha, and not intended to support the absolute superiority of Amitabhas
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ent paradisiacal realms of rebirth are present, would one perceive either one
of them to be more real? Fundamentally speaking, Maitreya’s Tusita might
have been as hollow as Amitabha’s Sukhavati. In Kim Chisong’s case, how-
ever, even if the two images were placed side by side in the main hall of Kam-
san-sa, he was not forced to face such disturbing questions, for he passed
away before the Amitabha image was completed for dedication. We do not
know whether he ever met Maitreya in the Tusita heaven afterward.

* The part of this chapter on the interpretation of the iconograpic sin-
gularity of the Kamsan-sa Maitreya image was published in Korean with
slight adaptation: “Mirtik tl mannada: Kamsansa miritk posalsang i
hyongsik kwa tiimi ¢ tachan haemyong” v 5§ eh}e}: 3HakA) v) S8k}
o) P43} o)) 43 HY [The vision of Maitreya in an image from Kam-
san-sa)], Misulsa wa sigak munhwa ©) %2} 8} 22} 53} 9 (2010): 8-26.

Appendix: Translations of
the Inscriptions of the Two Kamsan-sa Images”™

1. Maitreya inscription

Mt R A+EAEMALERE
BTH g —Fa TG TR
LS — PG MR e Ak — 48 G 5 9 1k — 48
EME BT TR SRR LB R
PVABR R & 2 = G A M AR IR & R T2+ 5%
H RS TR A A R AL 4R
AR VAR B AE R AR B Ik R E
EZ BEEETERFEFZTRS~HA
LR EFAFHRTEAMTRE A

Sukhavati. An Kyehyon %%, Silla chongto sasangsa yongn ##E5FEBHL
Ht% [Study of the history of thoughts in Pure Land Buddhism in Silla] (Seoul:
Hyontimsa, 1987): 57-60, 92-98, 156-157.

7* In making these translations, I have consulted translations by Kim Namyun,
Mun Myongdae, and Choe Wansu along with comments by Suematsu Yasukazu,
Ayukai Fushanoshin, Katsuragi Sueji, and Nakagiri Isao. For these works, see n. 3, 4,
and 13 above. Attempts have been made to correct mistakes in both translations by
Mun Myéngdae and Kim Namyun. I would like to thank Nam Dongsin for offering
much help in this regard.
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FEZ BIEFLEMANTEF LMk
PR & 2 MR T A8 [ o 70 3 R g
A Z P T B A TS RN 2w e
EWRZ AL L BRI E
AEHEXREIRTFZBEREERZD
REAFRANBARZ ERELAZIR
FHRMDNETEFIH S ENE SRR
FITIFE R E— SR — R RTLE
RKEKEBELRLEER R ARR
NERE IR IRAT BB EH S
B SR RAT R R AR R AR A B
SEHERRELERLTHERZRA
EXFREARZRIBIK E G

Kaiyuan HM7T seventh year (719),” the cyclical year kimi 2 %, second
month, fifteenth day,”® Kim Chisong in the rank of chungachan EFT 277
reverently built a temple, Kamsan-sa, and made a stone image of Amitabha
and a stone image of Maitreya sincerely for his deceased father, Injang 4=
%, who reached the rank of ilgilchan —%£,7® and his deceased mother,
Kwanchori # 4 2.7 One hears that the ultimate truth, which is profound
and abstruse, is neither born nor destroyed, and that the Capable of Being
Benevolent (ningin, Ch. nengren #4=, Buddha), who is truly serene, nei-
ther goes nor comes. Therefore, by revealing the three bodies [of Buddha]
such as the dharma body (pdp, Ch. fa i%, dbarmakaiya) and the respondent
body (itng, Ch. ying J&, sambhogakiya), [the Buddha] delivers [sentient

75 The eighteenth year of King Songdsk of Silla.

76 The fifteenth day of the second month is the nirvana day of Sikyamuni Bud-
dha. The date for the dedication of the two images or at least one of them may have
been especially chosen for this occasion.

77 Double achan. It is located between the sixth rank achan 74 and the fifth
rank faeachan K74 in the office rank system of Silla. Chungachan along with
samjungachan (triple achan) and sajungachan (quadruple achan) is commonly
understood to signify promotions from achian within the sixth rank for those
belonging to the grade of head-rank six, who were not allowed to ascend beyond
the sixth rank.

78 The seventh rank in the office rank system of Silla.

79 Kwan #, in Kwanchori is written with a different Chinese character, kwan &,
at the end of this inscription. The use of alternative Chinese characters for proper
names was a common practice in Silla.
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beings] according to their capabilities,* and by manifesting his ten epithets
(sipho, Ch. shihao +3%)* such as the Teacher of Gods and Humans (sista

8 The clause 7 A B8 2 = & B A% 4R 55, especially its first part, has not been
properly translated in earlier works. Mun Myongdae translates it into Korean,
which could be rendered in English: “Therefore, the exoteric teaching follows this,
and the Buddhas of the three bodies of the dharma, the reward (sambhoga) and the
transformation (nirmapa) deliver sentient beings according to their capabilities.”
He reads hyonbip (Ch. xuanfa) Bk as “exoteric teaching” Mun Mydngdae, “Silla
Popsangjong (Yugajong) i songnip munje wa Kamsan-sa Miritk Amit’a pulsang,”
83. Chioe Wansu translates this in a similar way. With regard to reading hydnbdp
as the exoteric teaching, one should point out that the clause B8k &2 = 4 Fi#%
3% obviously parallels the following clause % X #f2+ 5% A B & M structurally,
and hyon was apparently used as a verb corresponding to pyo (Ch. piao) %, there-
fore Mun and Choe’s readings cannot be upheld. Choe Wansu, Hanguk kodae pul-
sang iii wollyn ritl chajaso 2, 234. On the other hand, Kim Namyun thinks that hydr
signifies the “body of manifestation” in the sense of nirmanakaya and thus trans-
lates into Korean as: “Therefore, the Buddhas of the three bodies—the body of
manifestation, the body of dharma, and the body of respondent—deliver accord-
ing to [their] capabilities. . . .” See her translation in Hanguk kodae kitmsongmun,
3:300. However, the nirmanpakaya, usually yingshen /&% or huashen % in Chi-
nese translations, was never translated as xuanshen (Kr. hyonsin) 284 in the tex-
tual tradition, and the three bodies of the Buddha were never counted in any tra
ditions in the order of xuan #, fa (Kr. pop) i%, and ying (Kr. iing) J&, i.c., nirmana-
kaya, dbarmakaya, and sambhogakiya. Part of the reason for this confusion stems
from the fact that in the phrase i% &% =% the character po (Ch. bao) 4 (respon-
dent) for sambhogakiya is omitted. But one should note that in the phrase X iz
+3%% the character in (Ch. ren) A, which should have been in choninsa (Ch. tian-
renshi) R A B ($asta devamanusyinim), is also missing. In the phrase %82 = %,
iing (Ch. ying) & can be understood as cither sambhogakiya or nirminakaya, since
it was used differently depending on whether the three bodies of the Buddha are
counted as fa-bao-ying % W& or fa-ying-hua i JeAt. 1 translated zng in the sense
of sambhogakiya because the preceding verb hydn could imply the manifestation of
dharmakaya and sambhogakaiya.

8 Choe understands chomsa (Ch. tianshi) X F as the heavenly lord in Daoism
and sipho (Ch. shihao) +3f as the ten epithets of the Daoist deity. Choe Wansu,
Hanguk kodae pulsang iii wollyu riil chajaso 2, 234. However, even if Kim Chisong
was fond of reading the Daoist writings of Laozi and Zhuangzi, the overall religious
penchant in his inscriptions is prominently Buddhist, and the chonsa sipho must also
be read in the Buddhist context. For the sipho that appears later in this inscription,
Chioe also translates it as being those of the Buddha. It secems unlikely that the same
term was used with meanings derived from the two different contexts.
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devamanusyinim), [the Buddha] makes whatever wishes fulfilled. The dis-
ciple Chisong was born in a sacred time and took up honorable posts.®
While trying to amend wrongs without cleverness, he barely escaped judi-
cial punishment.® By nature he harmonized with the mountains and rivers,
admired the “Wandering Beyond” (xiaoyao il i%) of Zhuangzi and Laozi,
cherished the true creed (Buddhism), and aspired to the profundity and
serenity of Asanga[’s treatise].** At sixty-seven, having accomplished the
royal affairs in the clean court, he retired to his land in a peaceful wilder-
ness.® Reading through the Daodejing i@ /%42 in five thousand characters,
he abandoned [desire for] fame and offices and entered the realm of the
profound. Thoroughly studying teachings of the seventeen stages [of the
Yogicarabhimi), he [realized] the breaking down of form and emptiness
and their total destruction. As the royal banner was hung over his thatched
dwelling, he assumed [again] a bustling duty. Despite being in office and

82 Most parts of this inscription seem to have been originally composed on the
basis of Kim Chisdng’s own words (see n. 19 above). However, it is written princi-
pally in the third person, although there are parts where the distinction between
the first and third persons is not clear. In order to avoid confusion, especially in its
relation to the Amitabha inscription, which was obviously written by a person other
than Chisong, I used the third person in my translation.

% Mun Mydngdae suggests that Kim Chisong was perhaps expelled from the
office with the chungsi Sunwon )BT on a charge of treason by the ichan Kyongyong
in the ninth year of King Hyoso (700). Mun Mydngdae, “Silla Pépsangjong ( Yuga-
jong) i sdngnip munje wa Kamsan-sa Mirtik Amit’a pulsang,” 79. This may be a
simple conjecture based on his presumption that Sunwén had a close tie to Kaewon.
Chioe Wansu suspects, on the other hand, that Kim Chisdong was implicated along
with Prince Kaewon in the expulsion of Queen Songjong % & and the murder of
the crown prince Chunggyong ¥ &, and that this infuriated the king.

84 Based on this sentence as well as his remark on his reading of the Daodejing
and the Yogicarabhiimi, many scholars have pointed out that Kim Chiséng’s devo-
tion to Buddhism was intricately interwoven with his sympathy for Daoism. Sue-
matsu Yasukazu, “Kanzanji Miroku sonzo oyobi Amidabutsu no kaké koki,” 457-
458; Katsuragi Sueji, Chasen kinseki ki, 210; Nakagiri Isao, “Shiragi Kanzanji sckizo
Miroku Amidazo ni tsuite,” 284-288. However, Mun Mydngdae disagrees, consid-
ering that Kim Chisdng’s attraction to Daoism was limited to its philosophical
aspects only. Mun Mydngdae, “Silla Pépsangjong (Yugajong) iii sdngnip munje wa
Kamsan-sa Miritk Amit’a pulsang,” 80-81.

% If Kim Chisong died at sixty-nine in 720 (see the last two lines in the
Amitabha inscription), his retirement would have been in 718, a year before the
founding of Kamsan-sa.
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[exposed to] corrupt mundanity, he never gave up his mind to outworldli-
ness. Spending all of his possessions, he founded a temple at Kamsan. Pros-
trating himself, he prays that the lord of the kingdom, the great king, will
enjoy the longevity of a thousand years and ten thousand great fortunes will
be bestowed widely; that Prince Kaewdn 15 70,% ichan ##4,% will get away
from bustling worldly matters full of defilements and attain the exquisite
reward of no rebirth; that his younger brothers, Yangsong R#%,* sosa /-
4% the monk Hydndo % /&, his elder sister Kop'ari % & 2, his former wife
Korori ## % ,°° his second wife Ahori F[4F%, his stepbrothers, Kiiphan
Bk, ilgilchan, dong —1&, salchan # ., and Chonggydng #8244, taesa X
42> his younger sister Suhilmaeri #75 % 2, and all sentient beings in the
endless realm of dharma will get out of the world of the six kinds of defile-
ments and ascend to the realm of the ten epithets (Buddha). Even if the sin-
cerity may have a limit, may the wish have no bound. Even if the stones may
be worn down in endless econs, may the honorable countenances [of the
Buddha and the bodhisattva] not [disappear]. If one secks after, may there
be a reward, and may whatever wishes be fulfilled. May those who vow
for these wishes strive for this virtuous cause. His deceased mother, Lady
Kwanchori & # 2, passed at sixty-six, and [her remains] were scattered on
the shore of the East Sea at Hunji ik .

86 See p- 83 above.

87 The first rank in the office rank system of Silla.

88 Yangsong %% in the Amitabha inscription.

% The thirteenth rank in the office rank system of Silla.

9°Korori %% ¥ in the Amitabha inscription.

9" The eighth rank in the office rank system of Silla.

9*'The twelfth rank in the office rank system of Silla.

2 Kim Yongmi thinks that this sentence is not part of the original written by
Kim Chisdng. See also n. 14 above. With regard to Hunji fk %, Ayukai identifies
it with Kunoji 7% % in the Geography section of the Samguk sagi: “Imjong Dis-
trict B&7T# was originally changed from Kunoji District by King Kyongdok. It
is the present Yongil District ¥ B 8. Samguk sagi 34: “Chiri il Yokchu Samguk
sagi, 1:479. Ayukai suggests that Hunji is derived from Kunoji with o % dropped,
while kin and hiin were interchangeable. Ayukai Fusanoshin, Zakks, 17; Sue-
matsu Yasukazu, “Kanzanji Miroku sonzd oyobi Amidabutsu no kako koki,
45s. Kim Namyun translates, . . . were scattered by the rocks on the East Sea”
(Hanguk kodae kiimsingmun, 3:301, 302). Also, the remark on scattering bone
ashes (sankol or sangu #F) has been noted as evidence for the practice in ancient
Korea. See Ayukai Fusanoshin, Zakks, 18-19; Saitd Tadashi, “Shiragi no sosci kara
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2. Amitiabha inscription

BHREBETAETRIBERITAR T A= 5 X%
RHABAEFBEAGEOBRBISEREZRLEES]
B Z 354 B3R IR B B 3E 2 SCHUR ) M 2k AR FE
TSR SRS I AN B FRAAE
MASERHETEREE R EERA LK
285 T AR wR A B 2R JBL B o g A B 4% 1
S RMPE RN RGAMEREFRE ST LB
ESGE UL YRR PEEEASITT o F JE0NE ES )
PR eFEFFRRRMZ AR TR ZHEA
AEHEZ BABRLERE I+ HBE
FIHBZFZRARAESA IR TARE
AXNTHTHTHDERRIPIRETESR
PohETIXAEMGEES L L ek
85473 % 75 T Pe AR — 4B AR BASE S 2 E AR -
WR v A S I EEER
MAtERETR=A+EDRMIE
BAMIITIERRAS 2B RAODNO

T -F-ETRFMEEARZI RS

R & 3 AL B AR B B A K B B
2ELFFMARACHUELR R
+hEPEFOAG_ AR AU

With regard to the ultimate truth, it is neither born nor destroyed, but its
trace was [first] shown on a night in Zhou.** With regard to the Capable

mita Kanzanjiseki sckizo Amida nyoraizé Miroku bosatsuzo meibun no ichi kai-
shaku,” 134-140.

94 This reflects one of the Chinese traditions about the birth of the Buddha.
The Zhoushu yiji J& 232, attributed to Wang Fu Ei¥ of Western Jin, states that
the Buddha was born on the night of the cighth day of the fourth month in the
twenty-fourth year of King Zhao #3 £ (r. ca. 995-977 B.C.E.: he is actually thought
to have ruled for nineteen years). This became a prevalent tradition in China, and
many important later sources, such as the Fozu tongji Hhi#i4e (twenty-sixth year
of King Zhao) and the Fozu lidai tongzai #A0EA:E #, (twenty-fifth year of King
Zhao), also adopt similar dates for the birth of the Buddha. This tradition was
apparently known to ancient Korean Buddhists, as evidenced, besides the Kamsan-
sa Amitabha inscription, in the correspondence between the Northern Qi monk
Fashang 4t and a Koguryd prime minister Wang Kodok % 4& during the late
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of Being Benevolent, he neither goes nor comes, but his form was [first]
revealed in the dream of a Han [emperor].?s The origin started in the west-
ern regions, and the dharma lantern reached the land in the cast. Thus, the
shadow of the sun of the Buddha shed light on the land where the sun had
been hidden, and the scriptures on palm-leaves crossed the P’ac River 87k ¢
and enlightened [the people in the east]. Dragon palaces soar interlock-
ing with one another,”” and pagodas spread like wild geese. The region of
Sravasti is right here, and the land of Sukhavadi is nearby. Kim Chijon 2
&2, chungachan, was born with spirit from mountains and rivers and
bestowed with virtues by heavenly bodies. His character harmonized
with clouds and sunset glows, and his sentiment befriended mountains
and rivers. Endowed with wisdom and talent, he received the royal order
and served with sagacity. He attended the court and cherished the royal
order. Awarded the pongd & # of sangsa #4,°® he reverently served the
king and became prominent in Kyerim #t#k (Silla), pulling the cord of the
seal. Thus, he was appointed to sirang #8 of Chipsabu $hF3F. At sixty-
seven, he resigned from officialdom. He shunned worldliness and lived in
peace like the Four Graybeards (sibao 29¢%)%° with lofty virtues. He avoided

sixth century, cited in the Xu gaosengzhuan (T2060, 50:485b). See Ren Jiyu 444
ed., Zhongguo fojiaoshi B4k % [History of Chinese Buddhism], vol. 1 (Beijing:
Zhongguo Shehui Kexue Chubanshe, 1981): 49-52.

%5 This refers to the famous tradition concerning the transmission of Buddhism
to China, according to which the Buddha first appeared as a golden man in the
dream of the emperor Mingdi ¥4 (r. 57-75 C.E.) of the Han dynasty. Ren Jiyu ed.,
Zhongguo fojiaoshi, vol. 1: 96-98.

9¢ The present Tacdong & ] River, which became the border between Silla and
Tang at the finalization of the unification war during the late seventh century.

97 The dragon palaces here apparently indicate Buddhist temples. This sentence
probably means that Buddhist temples stood majestically, like dragon palaces.

98 Mun Myongdae considers sangsa as a post, which manages food and cloth-
ing in the palace, and Kim Namyun adopts this interpretation in her translation.
Mun Myodngdae, “Silla Popsangjong (Yugajong) iii songnip munje wa Kamsan-sa
Miritk Amita pulsang,” 8s; Hanguk kodae kitmsongmun, 3:298, n. 47. The sangsa,
which is not found in the Samguk sagi or the Samguk yusa, is probably an office, like
the one with the same name in Tang, that oversaw the installation and management
of makeshift ceremonial facilities, and pongd is its director. Kim Yongmi, “Songdok
wangdae chonje wangkwon e tachan il kochal,” 387-388.

99 Or called Shangshan sihao #.L1794%, the Four Graybeards of Shangshan. The
four Chinese scholars, Dong Yuangong $ F 2, Qi Liji 4 2.2, Yongli Xiansheng
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luxury and cultivated his mind like the Two Shu #.°° who saw the right
time. Revering and yearning after the true creed of Asanga, he often read
the Yogicarabhimi. He also loved the profound path of Zhuangzi and read
the chapter “Wandering Beyond” every day. In repaying parents’ kind-
ness, nothing is comparable to doing it with the power of the ten epithets
(Buddha), and in repaying the grace of the sacred lord, nothing surpasses
doing it with the cause of the three jewels. Therefore, he donated his estate
at Kamsan and founded this temple for the lord of the kingdom, the great
king, Prince Kaewon, ichan, his deceased father and mother, his deceased
younger brothers, Yangsong, sosa, and the monk Hydndo, his deceased wife
Korori, his deceased sister Kobori % % 2, and his present wife Ahori, and
so forth."** Also making a stone image of Amitabha, he prays in prostration
that this small cause will lead one to ascend to the other shore and that the
sentient beings of the four births and of the six paths will attain enlighten-
ment. Kaiyuan seventh year, the cyclical year kimi, second month, fifteenth

¥ %4, and Xia Huanggong B %/, had served as officials, but left the government
and became recluses to protest against the despotic rule of Shihuangdi 44 2% of
the Qin dynasty.

1°° The Two Shu are two Han-dynasty officials, Shu Guang # & and his nephew
Shu Shou #.%. They are lauded for having retired at the height of their careers.

1! As suggested by Ayukai, Kobori here is probably the same person as Kop’ari
+ &2 in the Maitreya inscription. A drawback to this supposition may be that
Kop'ari is specified as cha (Ch. z7) 4, an elder sister, while Kobori is written as mae
(Ch. mei) #k, a younger sister. However, Ayukai points out that in Korean e is
commonly used for a sister regardless of seniority, while cha was reserved for an
elder sister, as we can see in the use of chabying 45t (husband of an elder sister for
a male) and maebu ¥k X or macehyong ¥ 5t (husband of a sister for a male), and this
was probably the case in ancient Silla. Ayukai Fusanoshin, Zakkd, 16.

1°* Unlike the Maitreya inscription, many beneficiaries of the merit trans-
ferred with the making of the images in the Amitabha inscription are said to be
dead, such as in Yangsong and the monk Hydndo (the deceased younger broth-
ers), Korori (the deceased wife), and Kobori (or Kopari, the deceased sister). It
seems quite unlikely that all of them died suddenly within the short interval that
might have existed between the writing of the two inscriptions, unless a disastrous
epidemic had broken out, which then would have been noted somewhere in the
Amitabha inscription. Probably they were already dead by the time of the writing
of the Maitreya inscription, but were not specifically mentioned. There are slight
differences in style between the two inscriptions, and one has to acknowledge that
they were not written simultancously.
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day, Chiong #2,'* nama % Jit,"°* following the [royal] order, composed this,
and the monk Sok Kyongyung #w &k and Kim Chwiwon &8 iR, taesa
X4, [following the order, did the calligraphy].”® His deceased father
Injang, ilgilchan, passed at forty-seven, and [his remains] were scattered on
the shore of the East Sea at Hunji. For the posterity who misses him, may
there be help from this virtuous deed.’” Kim Chijon, chungathan, rever-
ently accomplished this deed, and passed at [sixty-]nine,"®® the cyclical year
kyongsin, fourth month, twenty-second day.

'3 Chiong is quite possibly S61 Chong, the son of Wonhyo. Although the clas-
sical Chinese employed in the two inscriptions occasionally shows domesticated
Korean literary elements, they are beautifully written by one who seems quite
knowledgeable scholastically, and Nam Dongsin suspects that there would have
been very few who would have been capable of composing such prose in contempo-
rary Silla. For a discussion of the Silla vernacular style visible in the inscriptions, see
Ayukai Fusanoshin, Zakka.

1°4The eleventh rank in the office rank system of Silla.

1% The twelfth rank in the office rank system of Silla.

1°¢ Kim Yongmi thinks that the inscription originally ended with this sentence.
Kim Yongmi, “Songdok wangdae chénje wangkwon e tachan il kochal” 373.

'°7 The inscription would have been complete here, and the following last sen-
tence, which refers to the death of Kim Chijon, must be an insertion made right
after the incident. Katsuragi Sueji, Chasen kinseki ko, 2.08.

108 2 7+ K. Most scholars agree that this probably indicates the age of Kim
Chisdng at the time of death and that the illegible character must be -yuk (Ch. /in)
%, six. A small anomaly is that the character se (Ch. Su7) 3 is used here, while 7yon
(Ch. nian) # is found in other parts referring to the ages. Mun Mydngdae proposes
an alternative: that the missing character may be chae (Ch. z4i) # and the phrase
could be read “in the year nineteen” of King Séngdok, which happened to be the year
kyongsin (720) when Kim Chisdng died. See Mun Myongdae, “Silla Popsangjong
(Yugajong) tii sdngnip munje wa Kamsan-sa Mirtik Amit’a pulsang,” 91-92.
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