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The perspective

few years ago, an American ethnomusicologist, Nathan Hesselink (1999), put
A(orward a “provocative idea” that farmers’ band music/dance, called nongak,
of left (jwado) and right (udo) areas in the Honam (southwestern) region ultimately
came from a common source as if it were the “two sides of a similar coin.” Hesselink’s
argument conflicts with a general belief (Hong H.S,, et al 1967; Kang 1971; Yi B.H,, et
al 1980; Yi B.H. 1982; Jeong and Yi 1982; Kim LD., et al 1994a, 1994b) of the division
into two traditions — juwado and udo — in Honam regional nongak. The differences of
the two traditions are related to the geographical and economic conditions of the area:
the juwado tradition of eastern mountainous counties while the udo tradition of western
plain counties.! Hesselink’s hypothesis of a common origin of the two traditions is an
etic view? in order to find the general feature of Honam rnongak. On the contrary, I will
present an emic comparison of various village nongak traditions to light upon the

diverse aspects of Honam jwado nongak.

1 The designations of the “left” and “right” are the result of a Seoul-centered perspective: looking
south from the capital, “right” equals the west, “left” the east.

2 The expression “emic/etic” was coined by the American linguist, Kenneth L. Pike (1954). The
terms derived from the suffix of “phonemic” and “phonetic.” The concept was developed by the
cultural materialist, Marvin Harris (1990). He set up a relation between “emics,” the “mental,” and
the “native” on the one hand “etics,” the “behavioral,” and the “observer” on the other. In this paper,
I follow Harris’ notion of emic/ etic.
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The phantasm

There is a popular belief that the two traditions of Honam jwado and udo nongak
have several characteristics to distinguish one from another. Kang Han-yeong

(1971:437) lists the traits of the two traditions as follows:

Honam jwado nongak
1) area; Namwon, Jinan, Jangsu, Muju, Imsil, Sunchang, Unbong, Jeonju

2) costumes; simple dress and jeonlip

3) techniques; fast rhythms and movements, group performances

4) characteristics; centering on the upper motions

5) others; related to Gyeongsang provincial nongak, especially pangut flourishes

Honam udo nongak
1) area; Gimje, Jeongeup, Buan, Gochang

2) costuems; colorful dress and goggal

3) techniques; slow rhythms with fast performing techniques, variety of rhythms,
solo performances

4) characteristics; centering of the lower motions and rhythmic performances

5) others; distinctive janggo rhythms, disuse of large drums, various kinds of gut

flourishes

Figure 1. Regional map of Honam udo and juwado nongak
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The common outline of the two traditions, however, reflects the outsider’s etic
perspective. When we delve into the individual nongak, we can notice that each village
nongak differs one from the other in its components, clothes, music, and so forth. In
order to construct a general delineation of a cultural tradition of Honam jwado nongak,
we need to explore the detailed traits of each village’s nongak practice.

The reality

Among many village nongak traditions in Honam jwado region, I explore the traits
of several village nongak in the perspective of the nongak tradition, kinds of gut events,
the component of nongak band, costumes of performérs, order of a certain type of gut,
i.e, pangut, and rhythms used in the pangut.3

1) Nongak tradition

There are two kinds of nongak tradition; maeul (“village”) gut performed by the
locals and geolip (“to wander for money”) gut by professional musicians. The
professional tradition can be subdivided into semi-professional and professional
traditions. The semi-professional musicians travel nearby villages while the
professional musicians make a nation-wide tour concerts. These traditions are found

among the Honam juado nongak tradition as follows:

Village tradition: Jinan Wolpyeong and Goheung Yujeon

Semi-professional tradition: Imsil Pilbong, Jinan Jungpyeong, Namwon Gweyang,
Muju Osan, Hwasun Hancheon, Yeocheon Gunnae,
and Gokseong Jukdong

Professional tradition: Namwon Geumji

The village tradition, bona fide nongak tradition performed by and for the locals, is

suspended at moments of impending disappearance. Most of the present nongak

3 In this paper, I use the term “nongak” to designate the general feature of farmers’ band
music/dance and “gut” to indicate the specific aspects in nongak as the native term.
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inherit the semi-professional or professional traditions. One of the most notable and
the common elements of the surviving extant traditions — e.g., Imsil Pilbong, Jinan
Jungpyeong, and Namwon Geumji nongak — is the existence of virtuoso soe (small
gong) players who lead the band; Yang Sun-yong (1941-1995), Kim Bong-yeol (1914-
1995), and Ryu Myeong-cheol (1942- ) respectively. These troupes have supported by
students who have come to learn the nongak under these mastery teachers since the
“pungmul-gut” movement arose among the college students along with the political
movement against the military dictatorship in the 1970s. The three nongak schools
established edifices to teach the students who come from all over the state and
manage web sites to promote their tradition and music via internet.> These nongak
schools have become a “big business” with countless enthusiastic admirers, on the

one hand, most authentic village traditions are vanishing,® on the other.

2) Kinds of gut

Nongak basically maintains a dual purpose; a community ritual to pray for the
welfare of the village as well as an entertainment to express the communal catharsis to
succor the hard labor. Therefore, nongak is usually called by various local terms: gut,
the term to designate the indigenous folk ritual in general (including the shaman
ritual), dure, meaning the aid of agricultural works, or pan (lit. “space”)-gut, meaning
the communal entertainment. There are various occasions to perform nongak as shown
in the following Table 1.

It is January in the lunar calendar during which the villagers perform nongak in
order to expel the bad luck and to pray for the welfare of the village. In most cases, the
villagers gather at the mountain shrine, called dangsan, to accomplish a Confucian-
style ritual for the mountain deities, called sansin, who protect the community, and

then plays nongak. This ritual is usually called dangsan-je or sansin-je (“je,” meaning a

*1tis said that more than 40,000 students have learned Imsil Pilbong nongak (Yang J.S. 2000: 5).

® For example, see homepages of Imsil Pilbong nognak (http://www.pilbong.net), Jinan
Jungpyeong nongak (http:/ /www jinangut.org), and Namwon nongak (http:/ /namwongut.org).

6 I use the term “vanishing,” not “absenting.” Marilyn Ivy (1995) explored some “vanishing”
Japanese cultural practices. In her study vanishing “(dis)embodies in its gerund form the movement
of something passing away, gone but not quite, suspended between presence and absence, located at
a point that both is and is not here in the repetitive process of absenting” (Ivy 1995: 20).
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Table 1. Kinds of gut in Honam jwado region

Area Kinds of gut (occasions in the lunar calendar)

Imsil Pilbong Mae-gut (Dec. 31) / Madang balbi (beginning of Jan.) / Dangsanje (Jan. 9) /
Chalbat geotgi (Jan. 15) / Nodi gosa-gut (Jan. 15) / Geolgung-gut / Dure-gut
(harvest season) / Gi-gut / Pan-gut

Jinan Jungpyeong | Madang balbi (Dec. 31 or beginning of Jan.) / Daeboreum-gut (Jan. 15) /

Pan-gut

Jinan Wolpyeong Mae-gut (Dec. 31) / Sansinje (Jan. 15) / Gimmaegi nongak (harvest season) /
Pan-gut

Namwon Geumji | Jil-gut / Mun-gut / Deul dangsan-gut / Mandang balbi (beginning of Jan.) /
Pan-gut / Nal dangsan-gut

Namwon Goeyang | Dangsanje (Jan. 3) / Ddeul balbi (an. 5-15) / Dal maji-gu¢ (Jan. 15) / Bom
sulmegi-gut (Mar. 3 or Apr. 8) / Sul megi-gut (June 6) / Dure-gut (harvest
season) / Samdong-gut (July 15) / Geollip-gut

Muju Osan Sansinje (Jan. 2) / Geollip-gut (Jan. 3) / Nodaragi-gut (Jan. 14) / Banwol-gut
(Jan. 15) / Baekjung nongak (July 15)

Hwasun Hancheon | Madang balbi (beginning of Jan.) / Pan-gut
Gokseong Jukdong | Pan-gut
Goheung Yujeon Madang balbi (beginning of Jan.) / Ipchunje

ritual). After the ritual the nongak band plays mae-gut which signals the beginning of
the nongak season. During the first fifteen days of January the nongak band goes
around door to door to perform madang-balbi or ddeul-balbi (lit. “to tread upon the
yard”) so as to prevent misfortune and to bless the household. The nongak band
moves from place to place to bless every corner of the house: mun-gut (gate ritual)
saem-gut (well ritual) — madang-gut (yard ritual) — jeongji-gut (kitchen ritual) —
cheonryung-gut (terrace ritual) — nojeok-gut (storeroom ritual). On the fifteenth of
January, the villagers perform rnodigosa-gut or nodaragi-gut to pray for the secure of the
village’s bridge. Nongak band often goes to the neighbor village and performs geolip-
gut or geolgung-gut to pray for the happiness and fortune and to collect some money
for the communal welfare. Besides January, the band performs nongak on other
seasonal celebrations; March 3 (samji), April 8 (chopail, Buddha’s Birthday), June 6
(yudu), and July 15 (baekjung). It should be noted that nongak is seldom performed on

one of the most important seasonal celebrations in Korea, dano (May 5).

7 Chuseok (August 15, harvesting celebration) is more important in the southern area while dano
(planting celebration) is more important in the northern area (Kim T.G. 1985: 452).
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The nongak band's ritual is comparable to the shaman ritual in the northern area as
well. The spirit-descended shaman® in the northern area executes the village ritual
with the accompaniment of various instruments, called samhyeon yuggak,® led by a
spiritual pole, called sindae, in January. In Honam region, the villagers perform the
village ritual with a large banner, called nonggi, 1% and the hereditary shaman does not
play a great role in the ritual.!"

3) Components of the nongak band

A nongak band consists of the gisu (carrier of flags), apchibae (front performers), and
dwitchibae (rear performers). The flags used in nongak include the yonggi (dragon flag),
nonggi (farmer’s banner), yeonggi (pennant), and others. The apchibae is made up of
performers of the soe (also called kkwenggari, small gong), jing (large gong), janggo
(hourglass-shaped drum), buk (barrel drum), sogo (also called beopgo, small hand
drum), nabal (trumpet), saenap (also called taepyeongso or hojeok, double reed conical
oboe), and others. The dwitchibae, also called japsaek, are dancers of the daeposu
(hunter), jorijung (Buddhist monk), gaksi (bride), yangban (the nobility), mudong
(dancing boy), hadong (flower boy), changbu (singer), nonggu (farmer), gwangdae
(entertainer), halmi (old lady), and chonggak (unmarried man). The apchibae plays the
music while the dwitchibae dances or performs a drama. The apchibae of each village
nongak band consists of 3-4 soe, 1-2 jing, 3-4 janggo, 2-4 buk, 4-8 sogo or boepgo. However,
the component of apchibae differs from village to village depending on its nature and

size as shown in the following Table 2.

8 Korean shamans can be divided into two types: spirit-descended shaman (gangsin-mu or naerim
mudang) and hereditary shaman (seseup-mu or danggol mudang). Typically found in the norther half of
the Korean peninsula, the spirit-descended shaman has a spiritual experience through which s/he
becomes capable of telling fortunes during a ritual. Found in the southern half of the peninsula, the
hereditary shaman does not experience spirit possession, but rather inherit the profession from their
parents (Lee Y.S. 2002: 3).

? Sahyeon yuggak literally means “three strings and six winds,” but consists of the piri (double-reed
oboe), daegeum (transverse bamboo flute), haegeum (2-stringed fiddle), janggo (hourglass-shaped
drum), and buk (barrel drum).

10 The spiritual pole and the large banner demarcate the boundary of two different styles of the
village ritual (Yi B.H. 1976: 61-63).

" n fact, the hereditary shaman in Honam region mostly executes private rituals. See Jeong B.H.,
etal 1983.
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Table 2. The components of each village nongak band %13

Performers Flags Apchibae (Front performers) Duwitchibae (Rear performers)
Area ABCDIEFGHTI J KLMNOPQRSTUVWX
Imsil  (80) 2 323?27+ 2000 0 0 o0
Pilbong (82) |1 2 32 3 25+ 1 20000000
(84) 12 536 15 00 0 0 o
94 |1 2 32 4 24+ 11100 0000O0O0
(03) 121|538439 000000 O0O0
Jinan  (82) 12 323 3+ 1 00 0o0
Jung- 94 |1 1 2 O3 2 4 2 6+ 0 00000
pyeong (03) 1 2 6 2 6 9 1
Jinan (82 12 31 2 3+ 8 o] 0 2
Wolpyeong
Namwon(46) 4 2 4 8 1|0
Geumji  (03) 1 2 6 4 869 1loc o 00 00
Namwon(82) | 1 1 322 7+ O 00O 0 o 0
Gweyang
Muju Osan(82) o] 313 4+ 1 o]
Hwasun (82) 2 4 2 4 4 9+ 1 1|c o0 0 0 0 o ©
Hancheon
Gokseong(80) 2 4 2 3 4 7+ o 0 e} [o}Ne]
Jukdong (03) | 1 2 539 409 0O 00O
Yeocheon (80) o 3 1+ 2 5 5+ o 0
Gunnae
Goheung (99) 12 1|3 1+2+6+ 4+ 2 1 1|0 o
Yujeon

12 The number in the parenthesis written in the right of the area denotes the year of performance or

investigation as follows:
Imsil Pilbong (80); Investigation in 1980 (Jeong B.H. and Yi B.H. 1980)
Imsil Pilbong (82); Investigation in 1982 (Jeong B.H. and Yi B.H. 1982)
Imsil Pilbong (84); Performance at the National Competition in 1984 (Yi ].]. 1996)
Imsil Pilbong (94); Investigation in 1993-94 (Kim LD., et al 1994)
Imsil Pilbong (03); Performance at Pilbong in 2003 (my field research)

Jinan Jungpyeong (82);  Investigation in 1981-82 (Yi B.H. 1982)

Jinan Jungpyeong (94);  Investigation in 1993-94 (Kim LD., et al 1994)
Jinan Jungpyeong (03);  Performance at Jungpeong (my field research)
Jinak Wolpyeong (82);  Investigation in 1981-82 (Yi B.H. 1982)
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Unlike the common belief that nongak bands consist of samul (“four objects”), i.e.,
the soe, jing, janggo, and buk, many bands excluded the buk in its instrumentation
before the 1980s. According to Ryu Myeong-cheol (2003), the leader of Namwon
nongak band, the buk was not used in Honam nongak in the earlier days, but has
become used in nongak due to the popularization of the samul nori which has been
emerged in the late 1970s. Yi Bo-hyeong (2003) claims that the Honam nongak
emphasizes the delicate rhythmic virtuosity of the soe and janggo, and, as a result, the
buk, which accentuates the sound of the janggo, has fallen into disuse in Honam
nongak.** Today, more numbers of the buk are used in most nongak bands in order to

display the musical intensity and visual splendor.!>

4) The costume of the performers

Many scholar (Hong H.S,, et al 1967:124; Kang H.Y. 1971:437; Jeong B.H. 1986:207,
237) confirm that the costume of the performers is one of the main elements to
distinguish Honam jwado nongak from udo nongak. Especially, the hat of the
performers is regarded as the visible and tangible elements to distinguish the two:
jeonlip (rounded top hat)!® in jwado and goggal (triangular hat)!” in udo (Hong H.S,, et al

Namwon Geumiji (46); Performance at National Competition in 1946 (Kim H.J. 2003)

Namwon Geumyji (03); Performance in Namwon (my field research)

Namwon Gweyang (82); Investigation in 1981-82 (Yi B.H. 1982)

Hwasun Hancheon (82); Investigation in 1981-82 (Yi B.H. 1982)

Gokseong Jukdong (80); Investigation in 1976-80 (Yi B.H., et al 1980)

Gokseong Jukdong (03);  Performance in Gokseong (my field research)

Yeocheon Gunnae (80);  Investigation in 1976-80 (Yi B.H., etal 1980)

Goheung Yujeon (99);  Investigation in 1997-98 (Usami 1999)

13 The alphabets under the performers stand for; A yonggi (dragon flag), B nonggi (farmer’s banner)
C yeonggi (pennant), D others, E soe (small gong), F jing (large gong), G janggo (hourglass-shaped
drum), H buk (barrel drum), I sogo (small hand drum), J beopgo (small hand drum), K large drum, L
nabal (trumpe), M saenap (double reed conical oboe), N daeposu (hunter), O jorijung (Buddhist monk),
P gaksi (bride), Q yangban (the nobility), R mudong (dancing boy), S hadong (flower boy), T changbu
(singer), U nonggu (farmer), V gwangdae (entertainer), W halmi (old lady), and X chonggak (unmarried
man).

14 In this sense, Jinan Jungpyeong nongak faithfully carries on the tradition.

15 Some village bands in Jeonla-namdo Province, e.g., Gogeung Yuneong, include more than six
buk as well as some large buk influenced by Yeongnam (southeastern) nongak which features many
buk to produce a vigorous timbre.
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Costume Soe Jing Janggo Buk Sogo
Area Cloth ! Hat |Cloth ! Hat |Cloth | Hat |Cloth | Hat |Cloth ! Hat
Tmsil R BS (SO G (SO G (SO G |SO G
Pilbong(80/82) 1 j | | ]

©O#BK BS |BIV G BIV G BIV G BV G

©O3)BY 'BS |BIV IG |BIV G |BV G |BIV !G&CS
Jinan R BS |sO BS [SO | ! SO IS
Jungpyeong(82) i | | | E

I | I

O#HR BS |R BS |R BS R} !BS |R ICS

©3|Ccs BS |CS  BS |CS  IBS : s ICS
Jinan SO so | sO | so U O ICS
Wolpyeong(82) i E i E E
Namwon  BIV BS |BIV BS |BIV BS |BIV iBS [BIV 1CS
Geumji (03 : | | | |
Namwon  |R] sO G |so G v lso  cs
Gweyang (82) i l i | |

; — .' | | i
Muju BY BS [SO BY BS ! SO iCS
Osan (82) ! ! ! ! :
Hwasun (R} BS |BV G |BIV G |BV G |BV ICS
Hancheon (82) : : | | :
Gokseong  [BYJ 'BS |BK ] B ] R ] RIS
Jukdong (82) i | | | |

©3)BIV BS |BIV 'BS |BIV BS |BIV !BS |BIV !CS
Yeocheon |CS BS |CS /G |CS /G |CS J/G |CS /G
Gunnae (82) J : E i i

16 Jeonlip, also called beonggeoji, is a black wide-brimmed top hat worn by soldiers during the
Chosun dynasty (1392-1910). Yi Bo-hyeong (1997: 135) argues that jeonlip is originated from the
soldier’s hat of Mongols and Manchus; hence the remnant of northeastern origin. Jeonlip has a long
decoration, called sangmo, on its top. There are two kinds of sangmo; one is a rather short and hard
bupo sangmo worn by the soe players, and the other is a long and soft chae sangmo worn by other

performers.

17 Goggal, originated from the Buddhist monk’s hat, is a triangular white cloth hat with various
paper flowers of different colors.

18 The symbols in the Table 3 stands for;
Red Jacket
Blue Vest
Color Sash

RV
BIV
Cs

BkV Black Jacket
SO Soe Ot (not specified)
BS Bupo sangmo
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1967: 124). However, the costumes of each village nongak band vary as is the case of
the component (see Table 3).

The clothes of the performers are called soe ot, chibok, or chebok. The performers wear
a colored jacket or vest — usually blue — with sashes of various colors — usually
three colors of yellow, red, and blue — as outer covering on white pants and jacket.
Usually the sangsoe (“first soe”: the leader of a band) wears a red or black jacket with
sleeves of various colors. He used to wear a red jacket in the 1980s but wears a black
jacket these days due to the influence of samul nori whose members wear black jacket.
The black jackets of the samul nori are derived from the tradition of namsadang,
professional itinerant entertainers. Other performers generally wear a simple blue
vest. Still others wear sashes of various colors.

On the contrary to the common belief that all the members of jwado nongak bands
wear joenlip, the performers wear goggal in many villages.!® To play with sangmo, a
long white cloth attached on the top of jeonlip, requires a competent technique that it is
hard for the amateur performers to wear sangmo. Unlike other village bands, sogo
players wear goggal in Imsil Pilbong. It means that the costume of Imsil Pilbong nongak
band is not a typical jwado one; it is rather linked to the udo tradition where sogo
players wear goggal 20

5) The order of pan-gut

Pan-gut is the most popular nongak repertoire in Honam region. Pan means a large
space?! where the nongak band presents their music and dance to the audience. The
pan-gut customarily takes place at the last night of madang balbi or geolip-gut and is a

stage where the band exhibits the rhythmic variety, individual virtuosity, and

CS Chae sangmo ] Jeonlip (not specified)

G Goggal

19 Some scholars (Kim 1.D., et al 1994b: 12) subdivide Honam juwado nongak into northeastern and
southwestern tradition due to the costumes of the nongak band. The northeastern tradition is
characterized by jeonlip and the southwestern tradition by goggal.

20 In 2003 performance, old local performers wore goggal while young student-performers wore
chaesang jeonlip. It means that the younger generation tends to assimilate to the outside fashion,
whereas the older generation tries to keep the tradition.

21 The term pansori, the epic vocal genre, consists of pan (space) and sori (sound, song).
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competent dancing movements.

The typical order of pan-gut in Honam jwado nongak is jil-gut — chae-gut — hoho-gut
— pungryu-gut — cham-gut — mijigi — yeongsan-gut — norae-gut — chum-gut —
gunyeong nori — subak chigi — deung jigi — doduk jaebi — tal meori. The first stage is jil
(“road”)-gut when the band marches to the performance ground. The band makes a
large clockwise circle and plays chae(“stick”)-gut which normally consists of i (“one”)
to chil (“seven”) chae. The band makes two circles and plays hoho-gut during which the
band plays the first half of a rhythmic cycle and the audience shouts “ho ho” for the
second half of a rhythmic cycle. The band makes an anti-clockwise circle and the
sangsoe and japsaek (dancers) dances in the circle called pungryu-gut. The sangsoe leads
the band to make a snail-like formation called banguljin-gut. The band makes two lines
that steps forward and backward against the other. It is called mijigi or pumasi during
which the sangsoe and buseo (second soe player) exchange the rhythm called
jjakdeureum. The sangsoe leads the soe players to perform the yeongsan rhythmic pattern
without the jing accompaniment. Then, the sangsoe sings folk songs whose refrains are
sung by other members; hence norae (“song”)-gut. The band makes a clockwise circle
and turns around to perform chum (“dance”)-gut or do (“turn around”)-gut. Gunyeong
nori (“military camp play”), also called jaeneunggi (“talent”), is the stage when each
performer shows his music and dance to the audience. When it is over, the sangsoe
and japsack perform a drama called doduk jaebi (“to catch thieves”) during which the
daeposu (hunter) hides the sangsoe’s instrument and the sangsoe tries to find it. The
band makes various formation with music, called tal meori (“mask head”) and
concludes the performance. Some stages are specifically performed in a certain village.
For instance, Jinan Jungpyeong band performs ilgwang nori (Kil S.G. 1998: 36) and
Jinan Wolpyeong band performs horaengi gut (tiger play) (Yi B.H. 1982: 121).

There are a couple of rhythms that are not found in other area’s nongak; chae-gut and
yeongsan-gut. The chae-gut normally consists of seven kinds of il (“one”) to chil
(“seven”) chae2 The term chae denotes the number of jing strokes in the rhythm (Yi

B.H. 1984). Yeongsan-gut is made up of neujin (slow) yeongsan, jajin (fast) yeongsan,

2 In Jinan Jungpeyong, however, it is not called chae but machi which consists of nine kinds of oe
(“one”) to ahop (“nine”) mackhi.
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yeongsan dadeuraegi, and mijigi yeongsan (Kim H.J. 1987: 17-24).

Table 5. Rhythms performed in pan-qut

Imsil Pilbong Jinan Junpyeong Namwon Geumji
Fourbeats  |Guigeori |Jil-gut Jil-gut Jil-gut
of triple meter | type Pungryu-gut Chum-gut Pungryu-gut
(12/8) Beongori samchae Gutgoeri
Norae-gut
Medium |Neurin samchae Neujin samchae Jajin hoho-gut
speed Ganjigaeng Oe machi
Jajin hoho-gut Oen janjiraegi
Jaegeunggi yeongsan | Ban janjiraegi
Ban pungryu Yeongsan
Gajin yeongsan
Jajinmori | Ichae Du machi Samchae
type Ichae Se machi Doen samchae
Samchae Ne machi Jajin samchae
Sachae Daseot machi Beongeori samchae
Yukchae Yeseot machi Sachae
Chilchae Ilgoep machi Ochae
Dumahi Yedeol machi Yukchae
Doen samchae Ahop machi Chilchae
Dadeuraegi yeongsan | Mun-gut Yeongsan
Deung jigi Yeongsan dadeuraegi | Jaeneunggi
Tal meori Pajang-gut Ban pungryu
Jowang-gut
Hoho-gut dodeuraemi
Four beats Hwimori | Hwimori Pumasi Hwimori
of duple type Jlakdeureum Norae-gut Yeongsan dadeuraegi
meter (4/4) Ichae in Subak chigi Saem-gut
Sul-gut
Gotgan-gut
Mijigi
Two beats Gilgunak | Jil-gut in Pan-gut Hoho-gut Tichae
of quintuple  |type Neujin hoho-gut Hoho-gut dodeuraemi| Hoho-gut
meter (10/8) Hoho-gut dodeuraemi | Yeoldu machi Yeoldu machi

Yeoldu machi
Cham-gut
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6) Rhythms performed in pan-gut

The music of Honam jwado nongak begins with eoreum-gut, whihc does not have an
organized rhythmic pattern but becomes perfunctorily faster, to usher deities to the
performance space. Then, the band plays a slow main rthythm which becomes faster
as the music progresses (Kim H.S. 1987: 27). The rhythmic structure and name of
jangdan (rthythmic pattern) vary depending on the village tradition as shown in the
following Table 5.

Honam jwado nongak basically employs three rhythmic structures: four beats of
triple meter (12/8 in Western notation) classified into three types according to their
tempi, slow gutgeori type, medium tempo, and fast jajin mori type (see Example 1);
four beats of duple meter (4/4 in Western notation) in fast tempo (see Example 2); and
two beats of quintuple meter (10/8 in Western notation) in medium tempo (see
Example 3). Rhythms consisting of the four beats of triple meter are most frequently

played in Honam jwado nongak.

Example 1-1. Jil-gut in Imsil Pilbong nongak
J.=7585
IPSIBBIN BN NI

L AT IR T

Example 1-2. Neurin samchae in Imsil Pilbong nongak
J.=100-115

gl ML LN L

Example 1-3. Samchae in Imsil Pilbong nongak
J.=130

%5! Jf(J) J\g JUL Ig’“ (.)l J\;I A




92

Example 2. Hwimori in Imsil Pilbong nongak

=175

Example 3. Hoho-gut in Imsil Pilbong nongak

).+ ) =62-65

ped b L bl

2 %
3

5

B'Jth,I!J EJ!J !-tJ-tl | J |

Many of rhythms share the same rhythmic structure and name in Honam nongak.

For instance, eoreum-gut, jil-gut, hoho-gut, hoho-gut dodereumi, and dadeuraegi yeongsan

are the identical rhythms in Imsil Pilbong and Jinan Jungpyeong. However, some

identical rhythmic structures are called differently in Imsil Pilbong and Jinan

Jungpyeong (see Table 6).

On the contrary, some rhythms are made of different rhythmic structures although

Table 6. Identical rhythmic structure with different names (Kim H.S. 1987: 36)

Imsil Pilbong Jinan Jungpyeong
Hwimori Dumachi

Doen samchae Semachi
Ganjigaeng Oemachi
Dumachi Ilgop machi dodeuraemi
Sachae Ilgop machi
Chilchae Ahop machi

Jajin hoho-gut Gakjeong-gut
Banpungryu Neurin samchae
Cham-gut Yeoldu machi
Jjakdeureum Pumasi

Gajin yeongsan Jeop yeongsan
Jaeneunggi yeongsan Oen janjiraegi
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they share the identical name. For instance, the rhythm of dumachi in Imsil Pilbong
nongak is the same as ilgop machi dodeureumi in Jinan Jungpyeong nongak while the
rhythm of dumachin in Jinan Jungpyeong nongak is the same as hwimori in Imsil
Pilbong nongak (Kim H.S. 1987:37) (Example 4). Ilchae or oemachi is performed
differently in each village nongak. It is a six beat of triple meter in Imsil Pilbong
(Example 5-1), a four beat of triple meter in Jinan Jungpyeong (Example 5-2), and a
two beat of quintuple meter in Namwon Geumii (Example 5-3). It is applied to some
other rhythms (see Table 7).

Example 4. Dumachi in Imsil nongak (upper) and Jinan nongak (lower)

Example 5. [ichae rhythms
5.1. Ilchae in Imsil Pilbong
=142

HEO (4] (<] e

5.2. Oemachi in Jinan Jungpyeong
J.=8496

nqg LA Jl ) d) . JJs e ad
Us o o 5] 0

5.3. Ilchae in Namwon Geumji
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Table 7. Same name with different rhythms in Imsil Pilbong and Jinan Jungpyeong

Imsil Pilbong Jinan Jungpyeong Jinan Jungpyeong Imsil Pilbong
Dumachi Iigop machi dodeureumi Dumachi Hwimori

Neurin samchae Faster rthythm Neurin samchae Ban pungryu
Beongeori samchae Chum-gut Beongeori samchae Cham-gut

In sum, when we compare rhythms performed in Honam nongak, we can find that
there are so many different rhythms; some have the same name despite of their

differences, and others are identical despite of their different names.

Final remarks

Although we do not know the origin of nongak, it has evolved for a long period of
time and has developed various regional styles: Utdari, Yeongdong, Yeongnam,
Honam juado and Honam udo. Among them, Honam jwado and udo nongak of Jeonla
Province might come from a common source (Hesselink 1999:177) because the general
characteristics of the two share much similarity in an etic view. However, when we
compare the performing lineage, components, costumes, rhythms, and other traits of
each village tradition in Honam jwado area, we can find that there are so many
varjations even among neighboring villages.

In Honam jwado region, three troupes — Imsil Pilbong, Jinan Jungpyeong, and
Namwon — are still active among many village traditions. They have a common
performing lineage of semi-professional or professional band tradition with masterful
performers. They have trained tens of thousands of students who have searched for
the so-called “national music.” While these troupes have become big businesses, other
village traditions performed by amateurs have been vanishing. Even the surviving
nongak has become “performing arts” which are presented in a public stage divorced
from its cultural context.

With the emergence of samul nori and the gravitation of the attention toward the big
three troupes, each village tradition has begun to modify their performance so that the
diversity of Honam jwado nongak is indistinct compare to earlier days. For instance, the

buk which was not employed in many villages due to its clamourous sound that did
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not harmonize with delicate rhythms of the soe and janggo. The buk has become an
indispensable instrument to the band to compose the samul (“four objects”) since the
1980s. The members of Honam jwado nongak band do not always wear jeonlip
contradictory to the common view. The members of a nongak band descended from
the (semi-)professional band tradition normally wear the jeonlip to exhibit various
performances with it. The members of the village bands seldom wear the jeonlip
because they cannot accomplish such a highly-skilled performances as the
professional musicians do. Therefore, they normally wear goggal. The members of
Imsil Pilbong nongak wear goggal that the band is regarded as a fusion of the udo
tradition. The older generation of Imsil Pilbong nongak still try to stick to the tradition;
the older sogo players wear goggal as was the case in the past. However, the younger
generation tries to modify their tradition; the younger sogo players wear jeonlip
influenced by other jiwado bands.

Today, nongak admirers and scholars worry that nongak is losing its diversity
because of the emergence of samul nori and the popularization of florid big bands. In
order to revive the precious traditional cultural artifacts, we should bring back to life
of the philosophy and aesthetics of the nongak — the solidarity of village people and
the diversity of village tradition.
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