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{Abstract)

TRADITION IN MODERNISM

Dr. Eugene Lee

The ideological confrontation and strife between Eastern and Western
music poses a grave problem the solution of which will determine the
future course of Korean music.

It is quite true that Korean music has adopted from China an im-
portant part of its ideas ranging from the construction of instruments
to musical theories governing performance practice, certain motifs,
and, above all, forming stylistic features. However, Korean musicians
have never merely copied foreign models; instead their works have
always been individual interpretations that can only be appreciated as
expressions of a typical Korean attitude of mind.

More recently, however, overwhelming importation of Western music
ranging from classics to punk rock along with their techniques, thec-
ries, philosophies, and aesthetics causes serious problems to the role
of tradition in the development of Korean music as a whole. Some of
the major problems relating to setting the primary object of its study,
to its education, to the gamut and scale system, to the acoustic im-
provement of its instruments and mixed employment of both Western
and Eastern musical instruments, and to the development of a new
formative musical language within traditional Korean music are dis-
cussed under the headings of Symbolism versus Pitch Funtion, Treatise

versus Text Book, Equal Temperament versus Just Tuning, Instru-
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mental Development versus Music Theory, and Imitation versus Crea-
tivity.

One of the major arguments in this paper is the rejection of the
equal-tempered division of the frequency continuum which is commonly
practiced in the performance of traditional Korean music. If we insist
on the Korean gamut system based on equal temperament, which results
in an identical interval vector[032140] among five different modes, it
will sacrifice sensitivity of change in the character of music caused by
displacement of different intonations of intervallic relationship in pen-
tatonic modes and also abandons subtle changes in character caused
by transposition of a melody from one key to another within the same
mode. Only by accepting the just tuning of Sambunsonik(=24r#%)
suggested in the Akhak Kwebom (S2E2H)iE, 1493) it is possible to rear-
range the formation of the pentachordal system from those shown in
Ex. 1 to those in Ex. 2. (See pages 115 and 116) This clearly shows
the symmetrical relationships among the different modes: the first
Kyemyonjo(FLifii) is the complement to the first P’ yongjo(Z3iH), the
second Kyemyonjo to the third P’ yongjo, and the second P’ yongjo which
is internally symmetrical in itself to the central pitch, Hwangjong(#
#). Ex. 2 also demonstrates the reason why the three pitches, Ijngjong
(EsR), Yubin(¥:%8), and Tearyo(k2) should be ommitted from the
system(since if we did'nt compare Ex. 1 to Ex. 2, then the true dia-
gram of Ex. 2 should be a spiral instead of a complete circle). As
Schoenberg once stated, “..the tempered system is only an expedient
for overcoming the difficulties of the materials. That is perhaps an
advantage, but hardly a mark of superiority.”

The role of tradition in the development of Korean music should be
to overcome the confusion affected by its sense of value in harmony
inherited from the past. The role of tradition in the education of

musicians in Korea should be to help their painstaking efforts to dis-
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cover the meaning of life and spirit in this contemporary world
through a summary of the vast musical development of the preceding
centuries by investigating music as a purely musical phenomenon to
be understood only in its own terms, and by exploring a sense of
modern times. Shaking off the habit of repeating oneself and realizing
the limits of our philosophizing, Korean musicians should resolutely
undertake search and experiment. This will help to overcome the dif-
ficulty of developing a musical syntax, and to seek a new formative
musical language of which Korean musicians are in urgent need, and
a means of expression for Korean musicians so that they can also be

future-oriented artists.
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