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I. Introduction

The female body has been used continuously as a 

source of art. Specifically, the beautiful body of Venus 

de Milo is a mimesis that expresses the ideal, and it is 

considered to represent the beauty of that era. It is still 

a subject of interest even in the present. Nude is one of 

the typical artistic genres that express the human body. 

When viewers see the form of the human body in an art-

work, they feel admiration of its beauty. The body that 

appears in nude art is an image of the ideal beauty of 

the age through the view of the artist, and it reflects the 

standard of the beauty of the era and of the artist. There-

fore, the image of women in artworks can be an indic-

ator of the position and femininity of women in the cul-

ture (Yun, 2009).

With regard to the concept of ‘nude’, Chun noted that 

it originated from the Latin word ‘nudus’, which means 

‘not wearing clothing’ (Chun, 2008). Clark (1959) de-

fined it as a ‘reconstructed image’ which is balanced 

and healthy, different from the unprotected nakedness. 

Given that nude is an art form that reconstructs a naked 

human body through the view of the artist, society, and 

culture, a nude painting is an art form that expresses 

the human body through painting, a field of art. Furth-

ermore, the body is interacting with clothing. Svendsen 

(2004/2013) said that the body can reveal the person's 

identity, and clothing is the body's extension. More-

over, Hollander (1993) explained the connection bet-

ween the body and clothing, pointing out that in West-

ern nude paintings, the woman in the artwork looks like 

she is wearing a corset even though she is not wearing it.

Many earlier studies have attempted to understand 
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the human body through clothing, to understand the 

relationship between the ideal body of the era and soc-

iety, and to study the art history of nude paintings. In 

a Western study, Hollander (1993) proved that the fe-

male body in Western nude paintings reflected the clo-

thing of each era. She also studied sociocultural view

points on the female body, specifically in how aspects 

of the body were expressed. In Korea, however, there 

has been very little research on sociocultural perspec-

tives on the female body.

This study aims to examine the following three the-

mes: how sociocultural perspectives on the female body 

are reflected in Korean nude paintings, the different vi-

ewpoints between male and female artists, and the im-

plied meaning in the paintings. To be more specific, this 

study seeks to examine the relationship between the 

female body and sociocultural views on it. Next, it seeks 

to examine the role of drapery and clothes in the proc-

ess of expressing the artists' perspective. While many 

previous studies examined Western nude paintings, this 

study is characterized by the fact that it focuses on the 

sociocultural characteristics of Korean nude paintings.

In order to examine the sociocultural views as they 

pertain to the female body and the clothing of each era, 

this study conducted both a literature study and case st-

udies. First, in order to examine the concept of nudes, 

the history of nude paintings, and the sociocultural vi-

ewpoint as it pertains to the female body, the literature 

was examined by consulting professional books and 

previous studies. In addition, case studies were cond-

ucted to determine the sociocultural viewpoint on wo-

men through an analysis of the body and clothing in 

works published by Korean artists (at exhibitions and 

art auctions) from 1910 to the present. The artworks 

used in these case studies included those from exhibit-

ion catalogues, art books, and Seoul Auction catalog-

ues. Others were from blogs or websites of artists or 

their immediate family members. The object of the ana-

lysis in each case was female nude models drawn by 

Korean artists, and they included two types of expos-

ure: whole body exposure and partial body exposure of 

the sexually symbolic parts of the body, such as the br-

easts, pubic area and hips. The classification of the era 

of the Korean nude paintings used three categories: the 

introductory era, the transition era, and the settlement 

era. The introductory era can be categorized from 1919, 

when the Western-style nude paintings by Korean art-

ists were officially published, until before 1950s, when 

the Western culture and art began to come in directly 

through the U.S. and Europe unlike the influx through 

Japan of the past. The transition era can be categorized 

from the 1950s to the 1980s, when the Korean War br-

oke out and professional nude models appeared. The 

settlement era can be categorized from the 1990s to the 

present, when there was a big change in the number of 

nude paintings and their expression technique (Park, 

2002). A total of 425 works from 70 artists were anal-

yzed. There were 50 artworks from 15 artists in the in-

troductory era, 155 works from 27 artists from the tran-

sition era, and 220 works from 36 artists from the sett-

lement era. Eight artists were included in two eras.

This study examined not only the physical changes 

of the images of the ideal female body, but also the so-

cial changes in the perspective of the female body. Also, 

by examining the role of drapery and clothes in nude 

paintings, we could see the relationship between the 

female body and the social perspective.

II. The History of Korean Nude 
Paintings

The history of Western nude paintings started in an-

cient times, but it is assumed that the nude works of the 

pre-Greek period were made for shamanistic purposes 

of prosperity or reproduction by exaggerating and seg-

menting some parts of the human body. In the fifth cen-

tury BC, the Greeks began to express mathematical pro-

portions along with the ideal harmony and balance of 

the human body based on their anatomical knowledge, 

and thus, Clark (1959) speculated that nude paintings 

would have started in that era. On the other hand, Wes-

tern paintings were introduced by Japan during the Ja-

panese colonial period of Korea. As Korean artists who 

studied in Japan began to include Western paintings in 

their teaching in Korea, the number of nude paintings 

which were displayed increased rapidly (Kim, 1993). 
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Until this period, due to the influence of Confucianism, 

nude paintings were considered as low-class pornog-

raphy, and they rarely expressed fully naked women.

The most famous nude painting of the development 

era was an artwork called The Sunset (1916) by Kwan 

Ho Kim <Fig. 1>, which was the first official work of a 

Western-style nude painting (Lee, 1985). The Sunset 

shows the back of nude women, and this type of post-

ure typically appeared in early nude works in Asia. This 

posture could show the female body without exposing 

the pubic area and thus reduce the negative feeling tow-

ards nude paintings, and the model could retain her an-

onymity by hiding her face. The female body of this 

period was made up of smooth curves, with bones and 

muscles hardly expressed. They were usually looking 

downwards, and taking a static posture with a passive 

attitude.

Especially, drapery was used as a tool to cover the 

pubic area, or it was laid under the model, meaning that 

the setting was indoors or private places. The diction-

ary definition of ‘drapery’ is ‘the elegant folds of a soft 

cloth’ or ‘the wrinkled clothes’. In fashion dictionaries, 

‘drapery’ is commonly referred to as ‘dressing wrink-

les or covering loose wrinkles’, which stretch out the 

soft, natural things of indeterminate form (Moon & Oh, 

1993). In ancient Greece and Egypt, it was taboo to ex-

press the female body. Drapery was a material which 

could be used to express the body while covering areas 

such as the pubic area. Drapery mouillée or a fabric 

such as chiffon was hung to express the female body. 

Drapery had been used continuously as a tool to cover 

the body, and to add artistic beauty to Western nude pai-

ntings (Hollander, 1993). Anne Hollander used drap-

ery as one element in an analysis of nude paintings. The 

term ‘drapery’ used by Hollander encompassed all ty-

pes of fabric, including the concept of clothing. How-

ever, this study considers the term ‘clothing’ as a larger 

concept and considers ‘drapery’ as an element of it. 

Therefore, the term ‘clothing’ is used comprehensively 

to include clothing, fabric, towels, blankets, fur, curt-

ains, gowns, hair goods, accessories, and other cover-

ings. Drapery gave vitality to the work with its colors 

or patterns and allowed some control over the overall 

atmosphere of the work. The wrinkles in the fabric re-

vealed the texture and imparted three-dimensional feel-

ing onto the work (Moon & Oh, 1993). The drapery 

used in the work reflects the fabrics, the patterns, and 

the colors which were widely used during the given era. 

Prior to the 1950s, white cotton was the most common 

fabric. In some of the paintings, Hanbok, the traditio-

nal clothing of Korea, was worn by those in the perip-

heral areas in the paintings.

In the 1950s, the number of nude paintings increa-

sed due to the appearance of professional nude models, 

and nudes began to be recognized as art (Kim, 1993). 

Unlike the previous period, the paintings released in 

the early 1950s mostly used black color, showing a very 

dark atmosphere. The expression of the background 

and figures was also expressed in straight lines, show-

ing a hard and abstract appearance. The following fac-

tors contributed to these characteristics of the 1950s: 

a lack of painting materials due to the Korean War and 

personal poverty, the overall social atmosphere, separ-

ation from one's family, and death of the surrounding 

people. These expressions showed that people were in-

fluenced by the abstract expressions of Western paint-

ings during and after World War II. Though Korean 

paintings were influenced by students who studied in 

the West, Korean artists expressed their feelings by 

means of Korean sentiment. Immediately after the two 

World Wars, abstract and surreal techniques such as 

Dadaism, Fauvism, and Surrealism were developed in 

the West (Lynton, 1994). After the Korean War, simil-

ar types of emotions were also born in Korea, and these 

were reflected in paintings.

On the other hand, in the 1980s, the female body ap-

peared to resemble that of a Western woman. Some art-

ists began to reveal their uniqueness, such as creating 

their own proportions or forms of the female body. The 

expression of the background became more realistic 

and delicate, and expressions of figures became more 

natural and realistic, including wrinkles and bones. 

Body proportions changed as well, with smaller heads 

and longer legs, closer to models in the West. Drapery 

was used considerably, as in the previous period, to co-

ver the pubic area or for the purpose of artistic balance 
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(Fig. 2). After the Korean War, intense or high-end ma-

terials, such as colorful silk and wool, appeared, with 

various colors and patterns. Slips and sleeveless dres-

ses were directly expressed. Before the Korean War, 

the main role of drapery was to play an adjustable role 

in a way that would enhance the quality of the work 

with art distinguished from obscene painting by giv-

ing it a virtuousness through drapery. On the other hand, 

after the 1960s, another adjustable role of drapery has 

been added by providing visual points to the artwork 

through the color or print of the drapery, which enhan-

ce the artistic quality of the work.

As the number of nude paintings increased dramat-

ically in the 1990s, a variety of expression techniques 

of the contents emerged. Specifically, there were many 

works that revealed the artist's characteristics, and the 

painting method of the simple dichotomy of an abst-

ract painting or a representational painting also under-

went changes. Various types of paintings, such as ani-

mations, considered as a downstream culture, as well 

as design expressions and hyperrealism were introdu-

ced. Moreover, Heung Soo Kim's ‘Harmonism’ tech-

nique of the transition era represented both the abstract 

and the conceptual . With regard to modern times, ab-

stract expressions were used as the background or for 

clothing, or these were fused into the body in a single 

integrated frame (Fig. 3). The parts of the body repre-

sented in nude paintings were the head, waist, thighs, 

and feet in the early period, but in more modern times, 

some works focused on only one part of the body. In 

addition, Yoon Sung Lee's work broke the stereotypi-

cal frame by combining the subculture of comics with 

the high culture of oil paintings.

The shapes of models in the paintings were highly 

diverse, ranging from thin and elastic bodies to very 

obese bodies and even including a six-headed figure 

and an 8.5-headed figure. The gaze and posture of mo-

dels also appeared in various forms; included were the 

original passive expression as before, as well as a pos-

ture that captured the moment, an aggressive and allu-

ring posture and face, and an active eye contact, among 

others. During this period, the range of colors and mat-

erials used as drapery were greatly varied. Looking at 

the direct expression of clothing in the paintings, it was 

mostly expressed through the people around the nude 

figures in the past, whereas, after the 2000s, it was exp-

ressed directly through the nude figures. In one work 

by Tae Sung Park, a model was wearing only the arm 

part of a shirt, as though she were in the process of tak-

ing off her shirt. This scene in the painting represented 

all three goals: her shirt could cover the pubic area, the 

situation made viewers guess what would happen in the 

next moment, and it created voyeuristic curiosity to see 

the hidden parts of the body. The above is summarized 

in <Table 1>.

III. The Perspective on the Female 
Body in Korean Society

Precedent studies on the female body can be divided 

into two categories. The first examines the body from 

a physical point of view, focusing on the morpholog-

ical characteristics of the body or on certain parts of the 

body, i.e., the head, limbs, breasts, waist, and hips, for 

instance. The second type focuses on the body through 

such invisible tools as aesthetics, social factors, or a 

certain psychological framework.

This study has the second type of perspective, and 

it focuses on the viewpoints of Koreans on the female 

body through an analysis of specific artists and paint-

ings. The findings are as follows. Park (2011) divided 

images of women in Korean paintings into two categ-

ories. From the traditional society to the early modern 

society, the two images of women were de-sexual ima-

ges that excluded female sexual attraction and that em-

phasized obedience to men and motherhood, and sex-

ual images that maximized female sexual attraction. 

The de-sexual images of women were subdivided into 

three groups: the ‘good wife and wise mother’, ‘work-

ing women’, and ‘caring mothers’ (Park, 2011). Kweon 

(2016) noted that the femininity in the artworks of Ky-

oung Ja Chun changed with time. Oh (2005) focused 

on the political significance of the female body in Kor-

ean feminist art from the 1960s to the 1990s. Lee (2005) 

focused on the works of modern female artists, specifi-

cally Hye Suk Na, Rae Hyun Park and Kyoung Ja Chun, 
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and studied femininity as expressed by each artist.

In previous studies, the following three female ima-

ges were most common: the image of Eros; the image 

of motherhood; the image of power. The first was a se-

xual image, i.e., the image of Eros. Clark (1959) argued 

that the nude itself was supposed to trigger erotic feel-

ings in the viewer. Although there was a unique means 

of expression for each artist, Eros was presumed to be 

part of the nude genre. Park (2011) classified nude pai-

ntings per se as sexual female images. Moreover, Baek 

and Shon (2002) noted that the female body was sym-

bolized to look beautiful from the point of view of men 

and that it was commercialized under the assumption 

that it was connected to Eros. Even though the artist's 

personal views about Eros could differ from the com-

mon standards of the society, in this study, these types 

of paintings which sought sexual stimulation by expre-

ssing the ideal image of a woman or by expressing hu-

Era Expression of the female body Shapes and roles of drapery & clothes Images

Introductory 

era 

(1919 - 

1949)

Features of the body expression Shapes of drapery & clothes

Fig. 1. Kwan Ho Kim,

<The Sunset>, 1916. 

Reprinted from Kim et al.

(2006). p. 146.

- Small and plump shape in the rate of a 

six-head figure

- Small breasts and large pelvis 

- Fabrics, such as blankets, towels and 

curtains

- Natural material with earth color

Features of the figure expression Roles of drapery & clothes

- Expressed in smooth and simple curves 

Passive gaze and postures

- Covering the pubic area (and pubic hair)

- Covering the pubic area

- Indicating it's private space

- Giving a sense of three-dimensionality 

and a virtuousness

Transitional 

era

 (1950 - 

1989)

Features of the body expression Shapes of drapery & clothes

Fig. 2. Yeon Gyun Kang,

<Standing Nude>, 1987.

Adapted from Jo

(1988). p. 62

- Thin and the Western-style body shape 

in the rate of seven-head figure

- Bigger breasts and slender waist

- Fabrics, such as blankets, towels, curt-

ains, rugs and cushions

- Use of various colors and materials

Features of the figure expression Roles of drapery & clothes

- Mostly passive gaze and postures

- Mostly covering the pubic area (Some 

realistic body expression also appeared)

- Covering the pubic area

- Giving a sense of three-dimensionality 

and a virtuousness 

- Adjusting the mood of the work

Settlement 

era

(1990 - )

Features of the body expression Shapes of drapery & clothes

Fig. 3. Young Do Ryu,

<Composition- the 

Sound of Wind>, 2008.

Adapted from Ryu

(2008). p. 23.

- Various body shapes

- Variant not only in its existing form, but 

also in its form, such as clothes, nature, 

and abstract

- Using a variety of colors, materials and 

prints

Features of the figure expression Roles of drapery & clothes

- Diversification of expression techniques

- Mostly covering the pubic area

- Mostly passive gaze and postures (Co-

existence of active gaze and postures)

- Expressing the woman's feelings or men-

tality

- Covering up a part of the body

- Stimulating the voyeuristic view

- Expressing the woman's feelings or mood

Table 1. Expression of the female body and drapery of each era in Korean nude paintings
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man sexuality are included in this first category. In 

Western nude paintings, Eros was divided into two cat-

egories. The first type offered a pure and ideal image 

of a goddess or a saint. The other type, as opposed to 

the former, was based on human sexuality; it emphas-

ized breasts and utilized erotic postures and facial exp-

ressions. Next, studies of Eros in Korean paintings can 

be summarized as follows. Goo (2001) defined it as ‘a 

portrait of a beauty’. Based on the two types of the We-

stern Eros, Park (2011) defined the former as closer to 

a ‘portrait of a beauty’, and the latter as closer to a ‘por-

trait of a Korean geisha’. In work by Baek and Shon 

(2002), the subject of sexual lust (Hysteria) can be con-

sidered as a concept closer to the latter type. In Korean 

nude paintings, the former (ideal image) was mysteri-

ously expressed by means of soft lines and by covering 

the pubic area without facing the viewer, and this type 

of expression led to the voyeuristic gaze of a viewer. 

The latter (realistic and provocative image) appeared 

in a form that revealed the female body directly, prov-

oking the viewer by revealing the pubic area with dir-

ect eye contact.

The second characteristic of the perspective on fem-

ales in art was the image of motherhood. This theme 

was frequently expressed from traditional nude paint-

ings to modern nude paintings. This may be related to 

the following characteristics extracted by many rese-

archers and mentioned earlier in this study: the ‘good 

wife’ image and ‘caring mother’ image by Park (2011), 

the ‘positive woman’ image and ‘caring mother’ image 

by Lee (2005), and the ‘image of a woman as a tool of 

childbirth’ by Y. A. Lee (2011). In this study, paintings 

that emphasize motherhood rather than the attraction 

as a woman are placed into this category. These art-

works not only express mothers' sacrifices, i.e., preg-

nancy, childbirth, and childcare, but also abstract ima-

ges such as production, prosperity, and beginnings.

The third characteristic was the image of power. Ac-

cording to this feminist point of view, a woman is clai-

med to be as powerful as a man. This characteristic was 

characterized as a ‘working woman’ by Park (2011), and 

as a ‘reality-critical woman’, ‘a resisting ego’, and ‘an 

ego of insanity and fantasy’ in work by Lee (2005). 

Moreover, Kim confirmed the fundamental view of 

Koreans who believed that a woman was born to be so-

mewhat inferior to a man, in her study, entitled ‘The 

body of women examined through Korean shamanism 

mythology’ (Kim, 2012). Power in this study meant 

not only physical power but the way of expressing the 

authority and position of a woman in Korean society. 

When the means of expressing the position and image 

of a woman in Korean society was examined, we also 

clearly observed differences in the viewpoint on po-

wer depending on whether a male artist or a female art-

ist created the work.

IV. Analysis of Korean Nude Paintings
based on Three Perspectives

In the previous sections, we examined the three im-

ages of the female body and clothing in Korean nude 

paintings. In this section, we examine the views of Ko-

rean society in this area in more detail.

1. Eros

The first perspective, Eros, was closely related to 

sexual instincts and sexual stimuli. In Western nude 

paintings, as mentioned in the previous section, Eros 

appeared in a pure and ideal form through images, por-

trayed as a goddess or a saint. On the other hand, based 

on human sexuality, a woman often appeared with em-

phasis on her breasts, or with an erotic posture and fac-

ial expressions. This characteristic was also apparent in 

Korean nude paintings. They included the expression 

of the ideal beauty of an artist and the era, and were ex-

pressed with the characteristics of a hidden pubic area, 

stimulating voyeurism, and erotic postures and facial 

expressions, and with emphasis on breasts and the pu-

bic area. Several examples of the former would be The 

Lake (1923) by Kwan Ho Kim <Fig. 4> and The Back 

(1982) by Jong Ha Kim <Fig. 6>, where the women are 

expressed with white skin and smooth lines. In addition, 

Aesthetic of Life, a 2016 work by Hae Kwang Jeong, 

stimulated a voyeuristic view by emphasizing the cur-

ves of a woman with thin clothing or drapery, by reve-
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aling white smooth skin, and by hiding the pubic area 

(Fig. 8). In expressing the ideal Eros, drapery contin-

ued to be used for covering the pubic area. Covering the 

body with drapery was the expression of a virtuousness 

and passivity, and it also played the role of giving three-

dimensional impressions to the artwork. On the other 

hand, in modern times, drapery is directly expressed in 

the form of clothes, not in the form of towels and blan-

kets. It also plays an active role in emphasizing the fe-

male body and stimulating voyeurism, which showed 

the contrast with the past when only a virtuousness was 

emphasized.

As an example of the latter, Nude by Sul Jo Hwang, 

who was one of the introductory era painters, shows a 

woman looking straight ahead with her breasts and pu-

bic hair exposed (Fig. 5). Also, Lee Suok Chang emp-

hasized the breasts of a woman in his painting, expre-

ssing Eros through the posture of having the model ly-

ing on her back with open legs (Fig. 7). Even though 

her pubic area was covered with drapery, the posture of 

putting her right hand near the pubic area could stimu-

late enough to a excite voyeuristic gaze of viewers. Eros 

is also expressed in some of the works of Sook Jin Jung, 

where the models are lying down with their pubic hair 

or part of the pubic area exposed, implying a sexual si-

tuation, or where breasts or the pubic area of women 

were emphasized. While the former artworks usually 

expressed rather thin bodies with bright and smooth 

skin, the latter artworks mainly expressed comparati-

vely plump bodies with large breasts and thick thighs. 

In expressing the sexual Eros, drapery and clothes 

were used to emphasize the female body or certain parts 

of the body. In addition, as in the case of the ideal Eros, 

drapery and clothes give the three-dimensionality to 

the artwork. In modern times, it serves to show the psy-

chology of a woman in the work by expressing drapery 

in an abstract way. It also stimulates the voyeuristic 

view through expressing the moment when a woman 

puts on or takes off her clothes.

Berger (1972) defined the nudity of a woman as an 

object controlled by the male gaze, which creates an 

erotic fantasy about or desire for a woman's body. Fre-

ud (1930/2019) also noted that the genitals themselves 

did not have the property of beauty. Hence, men were 

curious about body structures that differed from theirs, 

but they did not find beauty in the realistic image of a 

woman. Therefore, male artists did not create many re-

alistic representations of the pubic area or pubic hair 

of a woman, and the body of the female was mostly co-

vered with drapery or by her posture. With regard to 

gaze, voyeuristic joy stemmed from the power to dom-

inate and control the female body. Thus, most women 

in the paintings avoided eye contact, passively sit or lie 

down, and have smooth skin. The expression techni-

ques of male artists to induce the voyeuristic stimula-

tion of the viewer included expressing softly the fem-

ale body through a see-through material or a wet T-shirt, 

hiding the pubic area, showing a posture of removing 

the shirt, and making the model's shirt appear to be half 

removed and spread across her arm. Clothing also pla-

yed a role of inducing sexual stimulation by helping 

viewers imagine the situation and by arousing the cur-

iosity to see more of the body, thus having the effect of 

emphasizing sexuality without direct exposure.

On the other hand, when- women who were previ-

ously the object of expression became- creators, they 

created different types of sexual works. Women tend 

to pursue their selves or their self-consciousness thro-

ugh their own body images and experiences. The Eve 

series by Sook Ja Lee revealed the pubic area with rea-

listic expressions of pubic hair (Fig. 9). The hair and 

the pubic hair of a woman were expressed using the same 

color and texture, in light purple or purple, meaning that 

they were considered the same from the viewpoint of 

a woman. The gaze of the model faces the viewer with-

out hesitation, showing that she and the artist have sym-

pathy for each other. In addition, long hair with a nat-

ural wave, like drapery, adds dynamism and three-di-

mensional feeling to the painting. In modern times, the 

role of the drapery is expressed not only in fabric, but 

also in natural objects or abstract forms. The above is 

summarized in <Table 2>.

2. Motherhood

The second characteristic was related to motherho-
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Era

Type

(Number of 

artworks)

Eros expressions Role of drapery & clothes Images

Introductory 

era

Ideal

Eros

(19)

- Passive gaze and postures

- Covering the pubic area

- Expressed in smooth and sim-

ple curves

- White and clean skin

- Covering the pubic area

- Showing a virtuousness

- Giving a sense of three-dim-

ensionality

Fig. 4. Kwan Ho Kim,

<The Lake>, 1923.

Adapted from Kim (2017). 

http://www.hani.co.kr

Sexual 

Eros

(11)

- Active gaze and postures

- Expressing the pubic area and 

pubic hair

- Giving a sense of three-dim-

ensionality and a virtuousness

- Emphasizing the model in the 

artwork

- Expressing a person's style or 

social position, such as Kis-

aeng
Fig. 5. Suljo Hwang, <Nude>. 

Adapted from 황술조: 나부

[Hwang Suljo: Nude] (n.d.).

http://www.mmca.go.kr

Transitional 

era

Ideal

Eros

(32) 

- Passive gaze and postures

- Covering the pubic area

- Expressed in smooth and sim-

ple curves

- White and clean skin

- Covering the pubic area

- Giving a sense of three-dim-

ensionality and a virtuousness

- Emphasizing the model in the 

artwork Fig. 6. Jong Ha Kim,

<The Back>, 1980. 

Adapted from 인터넷 미술품 

경매사상 최고가 작품 등장

[The best-price artworks in the 

history of internet art auction] 

(2008). http://www.donga.com

Sexual 

Eros

(34) 

- Active gaze and postures

- Expressing the pubic area and 

pubic hair

- Emphasizing a person's body 

or specific body part

- Replacing drapery with text-

ures based on natural objects, 

such as flowers, grass, trees 

and rocks Fig. 7. Lee Suok Chang,

<Break Time>, 1985. 

Adapted from Daejeon Museum

of Art (2004). p. 73.

Table 2. The features of drapery, when expressing Eros
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od. There are two ways of expressing motherhood, one 

of which is the actual motherhood. The most common 

form, from the introductory era of nude paintings, was 

a woman holding a baby or with a baby. This mother-

hood is also expressed as a symbol of production and 

prosperity. From the past, fish, trees and soil have been 

the means to express this, but they rarely appeared dir-

ectly in the nude paintings of the introductory era (Fig. 

11). However, from the transitional era, the means of 

expressing motherhood became more diverse, such as 

expressing a pregnant woman's body and expressing 

the female body overlapping or connected to a tree or 

the earth, which equated childbirth by a woman with 

the production of the earth in a broader sense. For ins-

tance, the artwork Mother and Baby (1980) by Young 

Lim Choi depicts motherhood through the most com-

mon form of a woman holding a baby (Fig. 12). The ac-

tion of holding a baby or breast-feeding was the most 

frequently found form both in the introductory and tran-

sition eras, and one unique point in these paintings was 

that the baby held in the arms was usually a boy. This 

reflected the social situation of the time, when boys 

were preferred to girls. On the other hand, in modern 

paintings, if the female artist Jae Min Lee can be taken 

as an example, females in her paintings are based on 

her own experience with her daughter. In addition, Yo-

ung Kyun Kang and Ssang Joong Choi expressed the 

earth and a woman as the same being by showing a na-

ked woman lying comfortably on the ground (Fig. 13). 

Hwi Mook Park expressed the female body as a tree or 

an extension of the earth, and her appearance of preg-

nancy meant that the productivity of a woman and the 

earth were identified (Fig. 15). Yoo Kyung Shin also 

expressed the female body such that it was overlapped 

with the earth or plants.

In relation to motherhood, male artists expressed 

childbirth and childcare in abstract, mysterious, and 

sacrificial images. Kim (2012), in a study of the pers-

Era

Type

(Number of 

artworks)

Eros expressions Role of drapery & clothes Images

Settlement 

era

Ideal

Eros

(83) 

- Passive gaze and postures

- Covering the pubic area

- Expressed in smooth and sim-

ple curves

- White and clean skin 

- Covering the pubic area

- Giving a sense of three-dim-

ensionality and a virtuousness

- Using the form of wet clothing 

to gently express the body line

- Expressing the psychology of 

a model through natural obj-

ects or abstracts
Fig. 8. Hae Kwang Jeong,

<Aesthetic of Life>, 2016. 

Adapted from Kwon (2016). 

https://blog.naver.com

Sexual 

Eros

(57) 

- Active gaze and postures

- Expressing the pubic area and 

pubic hair

- Giving a sense of three-dim-

ensionality and a virtuousness

- Stimulating the voyeuristic view

- Expressing the psychology of 

a model Fig. 9. Sook Ja Lee, <Eve-

as Flower, as Butterfly>, 2008.

Adapted from S. J. Lee

(2011), p. 18.

Table 2. Continued I
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pective of the female body expressed through Korean 

shaman mythology, noted that a woman's pregnancy 

was described as something negative and to be feared, 

while a woman's childbirth was something distorted, 

mysterious and sacrificial in the myth where the male 

was the protagonist. In this way, in the male-oriented 

Korean society, a woman had been forced to become 

maternal, and to be shown in abstract, sacrificial, and 

distorted images due to pregnancy and childbirth when 

viewed from a male's perspective.

In the time of economic hardship during the Japan-

ese colonial period and the Korean War, the female bo-

dy was shown with small breasts, a plump belly and pl-

ump buttocks, which originated from the Venus of Wil-

lendorf. This type of physical appearance could be int-

erpreted as having the dual meanings of wishing for 

prosperity and for childbirth, which led to the produc-

tion of a new labor force. Moreover, Kae Dae Lee's Peo-

ple series emphasized the sacrificial image of a woman 

as a mother through the expression of a woman breast-

feeding or carrying a baby on her back, even in the sit-

uation of war (Fig. 10). In addition, Western medieval 

nude paintings showed the female body with small br-

easts, related to Eros, but with an exaggerated belly and 

buttocks which were related to childbirth. The artwo-

rks of Heung Soo Kim also expressed the productive 

characteristics of a woman by emphasizing a longer 

belly compared to the overall height of her body. Hwi 

Mook Park expressed the mysterious production pro-

cess of pregnancy and childbirth through such aspects 

as the earth, the body of a pregnant woman, roots, and 

flowers (Fig.15). When male artists expressed mother-

hood, they often used expressions that recalled the im-

age of a ‘virtuous Venus’. Even when breast-feeding 

or holding a baby, a woman as a mother was dressed, 

except for the breast, to retain her virtuous image. In 

particular, she wore a long, wide skirt or a loose- fitting 

dress that covered her feet instead of drapery or cloth-

ing which could reveal her body lines. She emphasized 

the image of a mother rather than that of a woman by 

suppressing the voyeuristic gaze. This could be regar-

ded as very similar to the Western form of the express-

ion in Madonna and Child.

Like male artists, female artists also expressed mo-

therhood as a source of life and as an ideal form of pros-

perity and affluence. However, they expressed mother-

hood in more specific situations or with a new perspec-

tive based on their own experience. Yoo Kyung Shin's 

Missing the Wind shows the overlapping of the earth 

and a female body. The tree, full of green leaves, grows 

in the same position as a female's womb, which could 

be interpreted as the identification of the female body 

and the earth. A woman in one work by Rae Hyun Park 

has a long belly and exaggerated and plump buttocks, 

similar to the model in Heung Soo Kim's works. Yeon 

Mi Lee directly depicted her own pregnant body in the 

image, and Jae Min Lee expressed realistically aspects 

of her everyday life such as sleeping naked with her 

baby or bathing with the baby <Fig. 14>, thus repres-

enting a mother as the subject and motherhood as she 

experienced it.

In terms of drapery & clothes, in expressing mother-

hood in the past, artists used clothes, especially skirts 

for hiding the pubic area of a woman to minimize the 

sexual expression, and to emphasize her stomach and 

breasts. However, in modern times, in expressing mo-

therhood, revealing the female body in a realistic way 

increased. At this time, drapery plays a role in reveal-

ing the feelings or mood of a woman. In the symbolic 

motherhood, natural objects, such as soil and flowers, 

played the role of drapery rather than the fabric form 

did. In modern times, some artworks have the expres-

sion that the female body and the texture expression 

are naturally integrated into one. The above is summa-

rized in <Table 3>.

3. Power

The third characteristic was related to power, which 

included not only physical power but also mental po-

wer, meaning that women had equal rights and reason-

able thoughts to match those of men. There were two 

methods of expression related to power: expressing 

women as beings that were weak and needing protect-

ion and control and, conversely, expressing them as 

beings that were strong and equal to men. In the former 
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Era

Type

(Number of 

artworks)

Motherhood expressions Role of drapery & clothes Images

Introductory 

era

Realistic 

motherhood

(6)

- Mothers with their sons

- Breast-feeding or hugging 

figures

- Covering the body with clo-

thing (mainly skirt), but ex-

posing the breasts

- Emphasizing a virtuousness

Fig. 10. The part of the Kae Dae 

Lee,'s <The People 1>, 1948. 

Adapted from Kim et al. (2006). p. 434.

Symbolic 

motherhood

(4)

- Using symbols to express 

production and prosperity, 

such as fishes, woods and 

soil

- Replacing drapery with fish 

scales or tree textures

- Showing sense of unity by 

using symbols of similar size 

and the female body Fig. 11. Joong Sub Lee,

<The Beach>, 1941. 

Adapted from Lee (2013). p. 154.

Transitional 

era

Realistic 

motherhood

(9)

- Mothers with their sons 

- Various expressions, such as 

playing with a child

- Emphasizing the breasts and 

stomach

- Covering the body with clo-

thing (mainly skirt), but ex-

posing the breasts

- Emphasizing a virtuousness

Fig. 12. Young Rim Choi,

<Mother and Baby>, 1980. 

Adapted from Kim (1997). p. 75.

Symbolic 

motherhood

(3)

- Expressing in a close form to 

natural objects, such as lying 

on the ground or leaning ag-

ainst trees

- Not showing her face directly

- Replacing drapery with nat-

ural objects, such as soil, flo-

wers, grass and trees
Fig. 13. Ssang Joong Choi,

<A Prairie Wind>, 1984. 

Adapted from 들바람 [A Prairie Wind] 

(2012). https://ilpum.tistory.com

Settlement 

era

Realistic 

motherhood

(9)

- Mothers with not just sons, 

but also with daughters

- Increased works that express 

actual maternal experiences

- Various ways and techniques 

in expression

- Expressing the mood or feel-

ing of the moment with a ch-

ild

- Covering the pubic area to 

emphasize a virtuousness

- Increased works of abstract 

expression as well as fabric 

form

Fig. 14. Jae Min Lee,

<A Nap>, 2016.

Adapted from Lee (2016). 

https://blog.naver.com

Table 3. The features of drapery, when expressing motherhood
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case, the female body showed few bones or muscles 

with soft and thin lines, white and smooth skin, a pass-

ive gaze, and a static posture; all of these expressions 

showed the woman as a fragile being. Hae Sun Lee's 

work Nude (1928) is an example of that posture (Fig. 

16). A woman in the painting is leaning to a chair with-

out force and hiding her breasts and pubic area. Heung 

Soo Kim's works also shows many women of this type: 

women in his paintings have white skin and soft curves, 

a crouching posture, and a passive gaze (Fig. 18). Occ-

asionally women are represented as weak beings not 

only in terms of their physical strength but in their rati-

onality. For instance, Hae Gwang Jeong's works exp-

ress women as irrational beings who must be controll-

ed, depicting the lust by women for items such as lux-

ury bags (Fig. 20). This view reflected the long-stand-

ing perspective of women in Korean society and was 

also expressed in the shaman myths discussed earlier. 

Women were born with some deficiencies compared 

to men, and they belonged to men, such as a father, a 

husband, and a son, and were protected and controlled 

by men (Kim, 2012). In this case, drapery played the 

role of covering the pubic area, of expressing passivity, 

and of emphasizing the white and clean body of a wo-

man. In addition, in modern times, drapery played the 

role of expressing the feelings of a woman, and some 

accessories and clothes emphasized the irrational asp-

ects of women, such as women's greed and show off.

On the other hand, in the latter case, women had as 

powerful an image as men, such as the same muscles, 

shoulders, and thick legs as men, not avoiding eye con-

tact, and facing forward. This type of expression was 

apparent most commonly used by female artists who 

received a Western style education with the influx of 

Western culture. Initially, the women as expressed had 

exaggerated muscles and body shapes resembling tho-

se of men. With the approach of the modern age, artists 

realistically represented women's bones, muscles, and 

pubic area. This realistic expression of bones and mus-

cles indicated that women also possessed physical po-

wer, and this expression of the pubic area indicated that 

women also had sexual desire and sought sexual self-

determination. If we examine more closely at differen-

ces in the views on women, male artists wanted to main-

tain a male-centered society by expressing women as 

beings that needed either protection or control. Burke 

(2015) saw beauty as a feeling of love, which was small, 

soft and curved, and as being so was connected to weak-

ness or shyness when referring specifically to the bea-

uty of women. The best example of this can be seen in 

the expression of bones and muscles. These are the su-

pporting elements of the body and are directly related 

to power. In this case, drapery and clothes were used to 

emphasize the body rather than to cover it up. In addi-

tion, in modern times, the strong colors and prints of 

drapery or stockings were used to reveal the strength 

Era

Type

(Number of 

artworks)

Motherhood expressions Role of drapery & clothes Images

Settlement 

era

Symbolic 

motherhood

(7)

- Overlapping the female body 

with land and trees to sym-

bolize production and pros-

perity

- Emphasizing women's body 

parts related to the product-

ion, such as womb and sto-

mach

- Not showing her face directly

- Replacing drapery with the 

texture of soil or wood 

- No clear separation of the fe-

male body from the backg-

round or drapery

- Emphasizing the pubic area 

symbolically Fig. 15. Hwi Mook Park,

<The Secret World>, 2013.

Adapted from Park (2013). 

https://blog.naver.com

Table 3. Continued I
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of women, and to stimulate the voyeuristic view.

The female body, as expressed by male artists, usu-

ally had almost no bones except for joints, and some 

joints were even represented by smooth curves. Some 

artists expressed the clavicle or pelvic bones, but this 

type of expression was used as an element to reveal slim-

ness and weakness. Therefore, it is difficult to find art-

works that express the muscles of the arms, legs, back, 

and abdomen in a manner that depicts power. The two 

means of controlling the power of women with cloth-

ing were to decorate the feet, hands or hair instead of 

revealing bodies; and to use materials such as shoes, 

bags and jewelry. Both approaches reveal women's de-

sire for material things implicitly. Some of Hae Kwang 

Jeong's artworks emphasized the feet by matching red 

shoes with a black background, with some even expre-

ssing luxury handbags on a larger scale than the woman 

(Fig. 20). He sought to present his view on the psycho-

logy and obsession of modern women's lust for luxury 

goods. However, this type of expression may create ir-

rational imagery of women; and can present them as 

objects needing control. In the second approach to con-

trol the power of women, male artists generally used 

drapery or clothing consisting of soft and lightweight 

materials with bright, fancy colors and prints. Typic-

ally, the soft and white materials served as drapery or 

clothing, as white was considered to be pure, sacred, 

and young (Yune & Kim, 2005). This made the image 

of women pure, young, and weak, linking it to the ima-

ge of women in a patriarchal society, unlike images of 

women in low-light scenes.

In contrast, women expressed by female artists did 

not differ greatly from men in terms of body proporti-

ons and bone structure, indicating that they were not 

objects of protection and control but were equal to men. 

The woman in Hye Suk Na's Standing Nude has broad 

shoulders like a man and strong muscles in her shoul-

ders, chest and arms (Fig. 17). Her pubic hair is expo-

sed as it is, and her body is viewed as an object of icon-

ological expression, containing imagery making her 

equal to a man as a human being. The woman in the 

Eve series by Sook Ja Lee has an athletic image despite 

her slim body, as she has a body in which the bones and 

muscles are of the correct proportions. She faces the 

viewer while making eye contact, revealing her clavi-

cle, ribs and pelvic bones. She has muscles on her arms, 

and shows her armpits and abdomen. She faces forw-

ard without hiding her pubic area, and her pubic hair 

is realistically expressed. Kyoung Ja Chun also shows 

a woman in her artwork as an active woman; the model 

is facing forward, standing with her arms wide open, 

making full eye contact and not hiding her pubic area 

(Fig. 19). Moreover, she holds a small item that resem-

bles a cigarette in her hand, expressing equality with 

men as a cigarette was regarded as an item exclusive to 

men. Lee (2005), in her study of artworks by Kyoung 

Ja Chun, explained that the woman in Chun's artworks 

revealed a dual psychology of two images. One image 

was a socially enforced object, and the other was a self 

who actively expressed herself as a subject. This was 

due to the experience of the strong patriarchal culture 

in Korea. The expression of a woman with soft lines 

represented the psychology of the artist who confor-

med to the patriarchal culture in which a woman was 

assumed to be protected and loved by men. On the other 

hand, the irrationality in the eyes and the cigarette in 

one hand show insanity, sorrow, and loneliness stem-

ming from the attempts of the psych to resist the cult-

ure and from failing to overcome the gap between real-

ity and the ideal. In addition, there have been many ca-

ses in which female artists express strong images of 

women using intense colors or black, or by using dra-

pery with intense images such as leopard prints. In Jae 

Min Lee's series entitled The Stranger, the woman has 

a provocative look and wears heavy makeup, black gl-

oves and stockings, and it can be seen that the long leo-

pard drapery in the background creates a powerful im-

age (Fig. 21). The above is summarized in <Table 4>.

V. Conclusions

Nudity is an art form that expresses a completely re-

constructed body through the viewpoint of an artist, 

and it reflects the ideal body of the times and the cult-

ure. An actual human body is not easy to change, and 

it does not change much. In contrast, because it is easier 
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Era

Type

(Number of 

artworks)

Power expressions Role of drapery & clothes Images

Introductory 

era

Weak & 

unreasonable

(21)

- Dependent posture on the fl-

oor or something

- Passive gaze

- Slender arms compared to the 

body

- White and clean skin

- Using fabric as drapery

- Covering the public area

- Spreading drapery on the fl-

oor or over the background to 

highlight the bright skin

- Indicating it's private space

(Expressing a virtuousness) Fig. 16. Hae Sun Lee,

<Nude>, 1928.

Adapted from National Museum

of Modern and Contemporary

Art, Korea (1998). p. 90.

Strong & 

reasonable

(13)

- Expressing exaggerated bon-

es and muscles

- Wide and angular shoulders

- Thick arms and legs

- Dark skin

- Active gaze and postures

- Not covering the pubic area

- Expressing background to em-

phasize the female body

- Giving three-dimensionality 

and elegance

Fig. 17. Hye Suk Na,

<Standing Nude>, 1928.

Adapted from Lee (2004).

http://mobile.busan.com

Transitional 

era

Weak & 

unreasonable

(61)

- Dependent posture on the fl-

oor or something

- Passive gaze

- Slender arms compared to the 

body

- White skin

- Minimizing the expression of 

bones and muscles

- Emergence of abstract form as 

well as fabric

- Covering the pubic area

- Spreading drapery on the fl-

oor or over the background to 

highlight the bright skin

- Indicating it's private space

(Expressing a virtuousness)

- Expressing the fragile and an-

xious emotion

Fig. 18. Heung Soo Kim,

<Female Sprit>, 1980.

Adapted from Kim

(2005). p. 6.

Strong & 

reasonable

(28)

- Expressing bones and musc-

les realistically

- Dark skin

- Active gaze and postures

- Using props which symbolize 

masculinity, such as cigarettes

- Using natural objects or abst-

raction forms

- Not covering the pubic area

- Emphasizing the body

- Giving three-dimensionality

and elegance
Fig. 19. Kyung Ja Chun,

<A Woman'S Poem 1>, 1984.

 Adapted from Seoul Museum

of Art (2002). p. 31.

Table 4. The features of drapery, when expressing power
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to apply changes to the human body in art rather than 

in real life, it is possible to apply the perspective of the 

times, the culture, and the artist quickly. Therefore, nu-

deness is important data with which to examine the id-

eal beauty of the body and the sociocultural perspect-

ive on it. Nudes, which appeared from ancient times, 

have changed steadily while reflecting the background 

of each period and the views of artists, through ancient 

Egypt, ancient Greece, the Middle Ages, the Renaiss-

ance, and up to the present. Gender, the body shape, fa-

cial expressions, the gaze, drapery and the clothing used 

in nude paintings provide the information necessary 

for understanding the social perspectives on men or 

women as well as the social and cultural backgrounds 

of the times. The history of Korean nude paintings is 

fairly short compared to that of Western nude paintings, 

which has developed and has established a long hist-

ory. Korean nude paintings, from the introductory to 

the transition eras, were influenced by those of Japan 

and the West. However, after the transition era, and in 

the 1990s, artists showed their originality and person-

ality in various forms. In particular, in the backgrounds, 

many Korean colors and landscapes began to be used, 

and specifically, local Korean ochre or the traditional 

five cardinal colors of Korea were used. In addition, 

distortions of reality and the tendency to escape from 

reality, as shown in the West after the two world wars, 

emerged in Korea in the early 1950s, after the Korean 

War. This phenomenon appears to have been influen-

ced by the meaning of artworks rather than by how they 

are drawn.

In this way, Korean nude paintings were influenced 

by those of the West, but the unique characteristics of 

Korea were shown in them, revealing the views of Ko-

Era

Type

(Number of 

artworks)

Power expressions Role of drapery & clothes Images

Settlement 

era

Weak & 

unreasonable

(88)

- Expressing the irrational ma-

terialism as well as the phys-

ical weakness of women

- White and clean skin

- Slender body and arms

- Expressing bones as a tool to 

emphasize slenderness

- Dependent posture and pass-

ive gaze

- Using fancy props, such as 

bags and shoes

- Expressing see-through effect 

by using wet clothes

- Covering the pubic area

- Inducing the voyeuristic gaze 

through the action of undress-

ing or dressing

- Replacing drapery with lea-

ther props, such as bags

Fig. 20. Hae Kwang Jeong,

<Girl with a Pearl Earring

on Handbag>, 2012.

Adapted from Kwon (2014). 

https://blog.naver.com

Strong & 

reasonable

(49)

- Realistic expression of bones 

and muscles

- Dark skin

- Active gaze and postures

- Showing strength through pr-

ops, background and make-up

- Emphasizing the strength with 

leather expressions, such as 

tigers and leopards

- Not covering the pubic area

- Emphasizing the female body

- Expressing the feeling or mood

- Giving three-dimensionality 

and elegance Fig. 21. Jae Min Lee,

<The Stranger>, 2010.

Adapted from Lee (2010). 

https://blog.naver.com

Table 4. Continued I
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rean culture and women. First, regarding Eros, Confu-

cian values were still deeply rooted in Korea. Western 

nude paintings, as in Jenny Saville's works, were based 

on realism and showed direct and realistic expressions 

of the pubic area, while many Korean artists were rel-

uctant to express the pubic area despite their living in 

modern times, and still utilized drapery to cover the 

body. Secondly, there were two characteristics related 

to motherhood. One was that only boys were seen in 

the paintings before modern times, whereas girls app-

eared only in modern times. This can be attributed to 

the influence of the preference for boys and to the influ-

ence of the Western painting Madonna and Child. In 

addition, unlike the West, idealistic expressions of pre-

gnancy, childbirth, and childcare were much more com-

mon than realistic expressions of these concepts. As in 

the case of the realistic expression of the pubic area, 

this type of subject has constantly been an area of taboo 

in Korea; it has been considered to be sacred, and most 

of the artists who are actively working in Korea are 

male. In expressing motherhood, drapery was used to 

emphasize a virtuousness by covering the pubic area in 

the form of clothes. Finally, the patriarchal culture of 

Korea, based on Confucianism, still had an impact on 

Korean society. Most Korean nude paintings were cre-

ated by male artists and thus express their points of vi-

ew, which brought about a conflict with Western cult-

ure. Women were forced to take the images that society 

gave to them, which affected their egos. However, fe-

male artists who learned Western values   through edu-

cation grew to desire these values. Inevitably, their in-

ner conflict could lead to some confusion with regard 

to their values, and this was expressed in their artworks. 

For instance, women in Kyung Ja Chun's artworks ref-

lect the male-centered view through slender and soft 

bodies, whereas they also reveal the desire to be power-

ful and independent like a man through devices such as 

a cigarette or heavy makeup. However, her empty pu-

pils were a metaphorical expression of her madness. In 

expressing power, drapery was mainly used as a tool to 

express the psychology of a woman and also to express 

the artist's intentions.

Drapery and clothes directly revealed the material, 

color, print and fashion used in the period of paintings. 

They stimulate the voyeuristic gaze by covering body 

parts, and show the psychology of the character and the 

intention of the artist. In addition, they emphasize the 

model or some parts of her body, and enhance the value 

of the artwork by adding dynamism, three dimensio-

nal feeling, and elegance to the work.

This study examined the forms of the female body 

in nude paintings by Korean artists and the social pers-

pectives of the women expressed in them. To be more 

specific, this study examined how Western culture in-

fluenced the Korean artworks, the unique points of vi-

ew of Korean society and culture with regard to women, 

how the perspective on the female body changed over 

time, and the differences in the viewpoints of women 

depending on the gender of the artists depicting them. 

In analyzing the perspective on the female body, we also 

examined the role of drapery and clothes. Korean nude 

paintings developed under the influence of Japan and 

the West. However, Korean artists could gradually de-

velop artworks that reflected the views of Korean soc-

iety and their own characteristics as well. This meant 

that art was not a world separate from society but a ref-

lection of society. Through this study, we were able to 

identify the process by which Western painting con-

cept was introduced and became established in Korea. 

Further-more, we could see that drapery and clothes 

played an active role in hiding and emphasizing the fe-

male body and in showing the psychology of a woman 

or artist's intention, going beyond the simple role of sh-

owing the entire mood of the work and giving three di-

mensional feeling and elegance to the work.

This study is significant in that it offers basic data 

related to: the influence of Western nude paintings on 

Korea; changes in their process of establishment in 

Korea; the relationship between the female body and 

the Korean social perspective on it; and the role of dra-

pery and clothes in expressing the artist's intentions.
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