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INTRCDUCTION

While Western muslc was consistently evolving toward
its present theoretlical system through the work of numerous
theorists =2nd musicians, Korean traditional music, like the
music of other Oriental countrlies, remalned for many centuries

essentially unchanged. Music for Thirteen Instruments and

Peroussion i1s designed as an attempted synthesis of some of

these Criental musical resources with some of the conventional
Western musical idioms. It 1s scored for a small orchestra
employing Western instruments and a number of Criental
percussion instruments. The composition, in four movements,
was composed during fall and winter quarters of 1968-69, The
music uses the various textures of Korean music, from one~line
melody through complex textures created by many accidental
dissonances, arising from quasi-improvised lines, weaving in
and out of basically pentatonic tonal structures throughout,
2l in the last movement, a serial technique utilizing a row of
eight tones., The instrumentation 1s similar to the instrumen-~
tation of Korean instrumental enzeRble music. The first, third,
and last movements suggest the colors znd textures of the
Jong=ak or "right music". The second movement reflects the
choracter of a folk style farmer?'s dance. (The former may be
roughly 4escribed as "classic" z2nd the latter as more popular

or “rustic".)



CHAPTER ONE
AR OUTLINE OF KOREAN MUSIC
e Scale
There are four kinds of Korean scales: Pyong-cho
(}F 34)1 Uocho (A 3)1 Eyong=cho-kae-myon-cho (}3f%va3f
and U=-cho-kae-myon-cho vng@g¢p§a>. The Pyong-cho and U=-cho

have the same scale-patterns wmajor 2nd, mlinor 3rd, major 2nd,

ma jor 2nd, and miror 3rd. The only difference between the
Pyong-cho and U=cho 1s in the starting note of the scale
(final note in Western termirnology). The final of the
Pyong-cho 1s B-flat bYelow middle C., The final of the U=-chg
1s &-flat, perfect 4th higher than the Pyong=-chgo final.

The Pyong-cho-kae-myon-chg and U-cho-kae-myon-cho also
ave the same scale-pattern consisting of a minor 3rd, major 2nd,
ma jor 2nd, ninor 3rd, and major 2nd. The final of the
Pyong-cho-kae-nyon-chg 1s the same as the final for the Eyong-~cho
(B-flat). The final of the U-cho-kae-myon-cho 1s the same as the
final of the U-chg (E-flat) (Ex. 1).

In compsrison with the Western modal system, which
conslists of the major and minor modes, the Eyong-chg and U=-cho
are similar in character to the ms jor modes; the

Pyong-cho-kae-myon-cho and U-cho-kae-myon-cho being similar

in character to minor mode.,
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2, Bhytha and Neter
There are a number of different rhythmic patterns 1in
Korean music. Some of the rhythmio patterns frequently used

on the Chan-ko, a percussion instrument meaning "hour-glass

drum,* are shown in Ex. 2.
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The Chan-ko 18 plaved with both handsi the right hand
side requires the use of a long bamndboo ztick played with the
right hand alcone; the left hand side uses the hand alone. These
rhythmic patterns are the most typical of rhythmie patterns
in Xorean music¢, They are not only repeated throughout a plece
by a Chan-ko (long) drum but they sre emphasized at times by
one or two hand-beaten drums,

In Korean music there are a numbar of different meters
such as 10/2, 6/4, 12/8, 8/4, 8/12, and 3/4. There exist also
several types of ornamental rhythmlic patterns as shown in the

above examrle,

3o Melody and Ornamentation

JTorean music consigts chiefly of a one-line 1elody
with itz ornarentation. The principal structure ¢f a melody
12 mcet often found within s f'ramework of ascending and
desecernding rourths based on a pentatonlic scale. DBut the
intervals betw=en the notez are quite often ambiguous and
frequently are altered in different ways. 6rnamental notes
are not preclisely sweclfied as are those of Western musice.
For exasrple, since the 3ystexm employed is not that of egual
teaperament, 1t 1s diffilcult to speaik in terms of whole and
half steps.

The following exarple shows an ornamernted melodlc
line together with 1ts auxiliary notes. The principal melody

1s usually plsyed by a string instiument suen as the Komunko



(a siz-stringed zither) and the Xayako (a twelve-stringed
gither). The ornamented aelodio line is usally played by
woodwind instruments such as the Piri (two oylindriocal obdoe),
Tal-keur (transverse flute), and the fHal-keum (a two stringed

instrument).
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4. Texture and Contrapuntal Devices
Korean musio is without harmony. It has, however,
dissonances created by olashes between the melody and its
ornamental notes whether these are exeouted vocally or
instrumentally., As has been pointed out before, theae disson-
anoes cannot be described in the terms of Weatern musio and once

more it must be stressed that the total adbsence of the rigid



and fixed pitches of Western music and Western temperaments
provide a fleld of poszibilities for a virtually conztent
dissonant texture. Furthsrmore, unlike Western music, not
only sre the pitches utiiized in ornamentation outside the
squal temperament system but the sc:les themselves use a
number of tones that ¢snnot be notated in any of the Western
systems. In the following examample it can be seen that all
four solo instruments converze on what seens to be a unison
Beflat or the firet bveat of bar two. This, however, is only
due to the Western notation used. In practioe these four

Be=flats will almost always be guite different pitches.

Example 4, ho ¥ - Transcribed by Xisu Kim
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Also in this example, the third best of measure one
can Ye seen to consist of dissonant tones between D-flat and
E~flat. The second beat of measure two (between A-flst and
Beflat) shows a disscnar.ce caused by the ornamentation. The
second half of measure three (woodwind instruments) consists
of a Alsgsonance caused by the simultaneous use of F and E-flat.
The second half of measure two 1llustratesa a very common
contraruntal (heterophonic) device in the hizher instruments.
Agnain 1% should be kept in 7ind that the music =23 hotsted in
E£xanples J and 4 1s only a rough approximation of the music
that =roull be heard, The notation here captures only a small
part of the musical scheme. The rest is achieved by the
musiclans themselves, trained in the tradition.

5 The Various Types of Kcrean Music
and Thelr Instrumentation

There gre various types of Korean tradiitional music.
Those consist of court music, Buddhist chant (which later
qevelopad into a purely instrumental idiom), folk~music

(farmer's dances, fisherman's songs), and various types of

vocal music. The Yong-san doe-sang (sermon on ¥ount Yong-san)

1s a famous type of Korean instrumental music. Yong-san Hoe-sang
originally was a Buddhlst chant which when transiated means
*Buddha preaching on the Mount of Yong-san."™ Thils chant was
often sung by the priest while the 1mage of Buddha was carried

in procession. Later, when the taxt of the chant was dropped,

this resulted a purely instrumental type of music, used to



acoompany ritual dances, Sang Yong-san (Yong-san proper,

zxample 2) 1s a very slow type of instrumental music. The
first movement of thls composition was suggested by the
Yong~s8an proper.

The 1nstrumentation employed 1n Yong-san Hoe-sang

include: the Xomunko, the Kayako, the Zeipiri, the Pirl, the
Yang-keum (duleimar), the Hai-keum, the Tal-keum, the Chan-ko,
and the Tanso (notched pipe).



CHAFTER TWO

MUSIC FOH THIRTFEN INSTRUEEKRTS AKLD t:RCUSSIUN

1. Instruvmentation

Woodwinds s Percussions

Flute and Alto Flute Antique Cyrdbal and 3uspended Antique
Cymbal (triangle b=ater)
Oboe and Inglish ‘iorn

rorean 3mall Gong (hard weod stiock

Clarinet in B-flat and xylophone mallet)
and Bags Clarinet (As a substitute for the Korean Small
Gong use a small suspended cymbal,
Bsssoon striking the hub or dome with the
blg end of a snare drum stick.)
Brasses: I'riangle
Trurpet in C=-flat Chinese Corngs, lerge ar:l medium,
(ordinary stick, timpanil mallets,
Trombone an’l hard ruhdber mallets;

Tom=tons, non-tunatle, large and
ringsi medium, (bamboo stiek, wood stick, and
gr.are ‘rum sticks)

Violin 3y

Jood Blocks, large ani medium
Violin 1I1I

Suspendel Cymbals, large and medium,
Viola (brush, timpani mallets, snare drum

sticks, and soft and hard rubber
Violoncello mallets)

Timpanl (ordlnary mallets and soft
mallets)
This instrunentsation, 1d1esigned with Lorean instrumental
engsevble zusic 1n mind, consists of wocdwind, string, and

percussion instrunents within the framework of a small orchestra.
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Thore are several speclal indloations which attempt %o bring
some traditisnal Korean psrformance practices into the

fabric of the composition. For example:

———— seses begin tone without vidbrato--slowly
increase, a8 indloated. A vibrato
that 1s faster than the ordinary
vibrato. Movement of the head may
be usedl to achleve thisg.”

This ornamentation is standard with Korean wind and string

instrurents.

2« Analysis
The first movement 18 in ternary form, with an intro-
duction. The hermonie backxground employs oombinations of two
to five tones used vertically %to accompany a meledy. The
following examples show some of the sonorities used in the

introduction and the first section:

Example S.
a) b) o) FE—p—
1 o e
R % {
ia) Vv 1 — _.#-‘d'—‘_"— =
> j
- =

These devices are enmployed to suggest soze of the timbres and
the general atmosphere of Korean instrumental ensemble musio,
contrasting, as it doces, a single melody and a pentatonic
harmonic background. The seecond seotion (measures 38~54)
employs two different rentatcnie scales used simultaneously.

The following example shcws the intervsllic relationship between

these two tcales:



11

Example 6.

| 1

=g ae—+

In the third secticn, the cecond half of the first part
(measuras 26-135) returns (measures $5-64), but partially in
retrograde motion. The introductory theme returns in ber 76
aoting as a coda to the movemant,

The second movement is derived from the "farmer's
dance musie® rhythm played in this csse chlefly by percussion
instruments. It 18 a kxind of through-cnzpozse? sat of rhythmio
varlations, based on a single rhythmic pattern:

Example 7.

:’=|2§
ﬁtﬁmgtit::szz::c::aé:::zz e rer— 7 2217
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This rhythzic patterr. dominates the movement and 1s, to

a certaln extent, developede The harmonio baockground 1is

entirely based upon the pentatonic chord with the addition of

the wajor and minor second dissonances. The nmain thematic
raterinl is rresented Ly the percussion instrumnents. Followving
this, the wind instruments answer with a dissonant chord. The
next s:-ction (wmeasures 11-24) begins a sst of rhythrlie variations
based on the maln material employing poly-rhythmic techniques

{measures 18-21), The answer of the string and wind instruzents
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13 based on the rhythmic varlations of the second seoction. The
third section (measures ¥-53) begins with a solo tom-tom. The
concluding section (measures 5S4 to the end) employs all of the
instruments in a rhythzic contrapuntal style in which all the
1nstrﬁments ievelop the main thematic materisls,

The third xovement is designed in a large ternary form
which irocludes a soherzo-1ike middle section. It relles heavily
on the wind and string irstrumenta., The first section employs
two different pentatonic scales slmultanecusly ss harzorlo

backgrounds

Bxample 8.

= A
—

- -
P

[=)

? J wind

Following the introduction, the maln theme is presented by

the bass olarinet and viola. The main theme reappears later,
a major gsecond higher, and leads to a flute ocadenz: . The maln
theme of the scherzo-like section, in A B A fore, 15 presented
by the oboe. The B rcart appears with the violoncello pizzigato
figure in measure 46, It develops canonically and leads to a
tutti. The return of the A part 1s considerably shortened.
The recapitulation treats the wind instruments canonically.
This 1is followed by a gfutti.

The finale represents an attempt to combine a pentatonic
scale and a tone row of eight notes. The row comprises a
pentatonic scale with three alded chromatic tones. The resulting

scale attexpts in this way to c-mbine Criental and Western
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soales without losing the basiocally pentatonic flavor. The
following examples show the scale and its original tone row:s
Exsmple G.

&) scale form

\
=5 :
! L Il
EE?%::#:!' oo - f

b) row form

1
i h‘
7 - i ——y SN
H& o 18

At times the scale form 1s employed; at other times the row
form is used, Thisz movement 1s not sectional dbut rather develops

the material of the scale=row in its several forms throughout.
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CONCLUSICN

In conclusion, the problem posed by this thesis
resides in the diffioculty of using the technical means of the
Western tradition to achieve an over-all timbre and textural
effect that closely corresponds to that of Oriental musio.
The necessity of using conventional Western music notation lies
at the center of this diffioculty. The relstive success or
fajilure in this effort must reside in the hsaring rather than

in the notation or the forwal structure of the work.
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