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1. Introduction

1/ sion,” (pronounced pyeujeon in Korean) is one of the keywords that read
the feature of 21 century culture. Starting from concepts like fusion jazz

and fusion food, now we even use the terms like fusion culture and fusion age. In this
paper, I will research the musical activities of hybrid style by Korean musicians from
Korean traditional musical circles, which began to bloom around the mid-1980s, and
try to examine their remaining tasks. The followings are the questions we consider
before we get into the matter of Korean fusion music: first, what is Korean fusion
music and how is it different from creative Korean music called changjak-gugak?;
second, what kind of cultural environment has begotten gugakfusion?; third, what are
the ideas of Korean fusion musicians as the response to their recent musical
circumstance? The answer to the third question will be the body of this paper, where I
want to scan the activities of four major music groups: Korean chamber music group
“Seulgidung,” creative percussion group “Puri,” gayageum ensemble “Sagye,” and

soliste ensemble “SangSang.”
2. The concept and feature of gugakfusion
“Fusion,” the noun form of the verb “fuse,” means the merging of different things

or thoughts into a union.! Then the meaning of “fusion” as cultural term can include

all the processes and effects of the interaction between different cultures or genres.
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The history of Korean fusion music may go back to the “Hyangdanggyoju” (5EE32
2)? which refers to the music played by mixed arrangement of Korean and Chinese
musical instruments. And the employment of foreign musical instruments like
haegeum (a kind of fiddle), janggo (a kind of drum) and yanggeum (a kind of zither) in
Korean traditional music called hyangak (4% also shows that the history of Korean
music can be partly understood in the respect of interaction with other countries like
Chinese, which produced a kind of fusion music.

The term of “fusion music” covers such a wide area, so it can be dubious whether it
is a suitable word to refer to a specific type of recent music. This doubt leads to the
question, “what is Korean fusion music?” Before we answer this question, we need to
think about the following questions. First, if we call “Hyangdanggyoju” as fusion
music, it means fusion music refers to all kinds of music including mixed elements
from diverse cultural environment. Then, what kind of music cannot be referred to as
“fusion”? Next, how can we distinguish fusion music from crossover music? Are they
identical or not? Is the group performance by Kim Duksu and Red Sun fusion music
or crossover music? Finally, is creative Korean music (or new Korean music) called
changjakgugak that emerged in 1960’s different from gugakfusion?* We need to ask this
question, because creative Korean music can be defined as a kind of “fusion” music
combining elements of Korean traditional music and Western music. Then can we

maintain that gugakfusion or fusiongugak apart from gugakchangjak or changjakgugak?

1) The meaning of “fusion”

I defined Hyangdanggyoju as fusion style because it is constituted by playing Korean

1Yi Hye-Joo, Kim Gye-Yeon, “Saenghwal hwangyeong e natanan Fusion Culture e Gwanhan yeongu,”
Chung-Angdaehakgyo Saenghwalgwahaknonjib (Seoul: Istitute of Human Ecology Chung-Ang
university, 2002) pp. 166-67.

2 “Botacpyeong Hyangdanggyoju(fRKF #5155 2),” which first appeared in the 5% volume of
Akhakgwebeom (an illustrated text on traditional music), designated a type of arrangement of musical
pieces in the former period of Chosun Dynasty, but it changed into a name of a musical piece and
was played as an accompaniment to dancing in the later period of Chosun Dynasty. Hwang Joon-
Yeon, Yeongsanhoesang Yeongu (F|L€+HHFE) (Seoul: Seoul National University Press, 1999) pp. 106-
11.

3 Fusion-gugak or gugak-fusion can be used to refer to fusion between gugak and other kinds of
music, but I prefer the term gugak-fusion and will make clear the reason in Ch. 2.
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musical instruments and Chinese musical instruments by turns, and the two different
types of musical instruments were regarded as means expressing heterogeneous
musical elements. As time goes by, however, Hyangdanggyoju itself became the part of
Korean traditional music, and dangak (F54%) experienced the process of conversion
into hyangak ($8542); dangak ui hyangakhwa (F§44e] #52(t), so now we consider both
hyangak and dangak as just Korean traditional music. That means, what was fusion
music before doesn’t have the same meaning in the current viewpoint; What was
fusion music before is not fusion music any more now, but just a part of traditional
music.

Thus, what we call fusion music now is limited to the merging processes and effects
of wholly distinct musical elements. That is, what has become the part of tradition
despite its former fusional character is not included in fusion music. The fusion of past
becomes today’s tradition and today’s fusion will become future’s tradition. Fusion
music, therefore, is a concept referring to contemporary music and cannot be defined

apart from contemporaneity of “now and here.”

2) Crossover and Fusion

Do crossover and fusion refer to the same thing? Though it has not been
scientifically examined, we can define the relationship between them based on the
context they are used. Crossover music usually designates pop song performed by
classic singer or pop music arranged by classic musical instruments. In the music
market, it means that a certain genre of pop music also makes a hit in charts of another
genre of pop music. In contrast, fusion music, started from fusion jazz, has been
produced by pop artists of creative minds who introduced elements of other genres of
music to enlarge their musical style.*

To illustrate, crossover is like physical combinations of A and B that makes AB,
whereas fusion is like chemical reaction of A and B that makes C. Yet when we
estimate each musical performance, it is not simply decided whether the answer is AB
or C because each critical view or position will cause relatively different evaluation. So

[ want to use the term “fusion” not to designate the musical outcome judging whether

¢ Dictionary of Popular Terms (Seoul: Sekwang, 1994) p. 238.



192

it's AB or C, but to label a wide concept that join crossover and fusion together, esp.
paying attention to the process of “musicking.” That is to say, I want to use the term
“fusion” to call collectively all ways of producing new sounds from two or more

different musical genre, grammar, or arrangement of musical instruments.

3) Changjakgugak (newly composed Korean music) and Fusiongugak (Korean fusion
music)

Before I get into explaining fusiongugak in contrast to changjakgugak, I want to clarify
which is the more proper term, “fusiongugak” or “gugakfusion”. I use the term
gugakfusion and gugakchangjak instead of fusiongugak and changjakgugak. The reason is
like this: these terms, fusiongugak and changjakgugak are compound words that end
with “gugak”, so they denote the characteristics of Korean music as a genre and works
as closed terms. Gugakfusion and gugakchangjak, however, implying “creation within
Korean music,” and “fusion of Korean music with other kinds of music,” work as
opened terms laying more emphasis on the process of making music. While these
words, fusion Korean music and creative Korean music, reflects the epistemological
attitude of weighing “being” and “thing,” gugakfusion and gugakchangjak are the
words reflecting the attitude of “musicking,” weighing “becoming” and “activity” as
well. '

Then what is the difference between gugakfusion and gugakchangjak? Haegeam's
performer, Kang Eun-II's performance of “Haegeum Concerto for Bangataryeong”
composed by Yi Joon-Ho with Korean orchestral music is considered as performing
the piece of gugakchangjak, while the same haegeum player’s impromptu performance

of the theme of Bangataryeong with “Shin Kwan-woong Trio” is considered as

5 Christopher Small, a musical sociologist, invented the concept of “musicking.” To music is “to
take part, in any capacity, in a musical performance,” and it finds the essential nature and the
meaning of music not in the object of a musical piece, but in the understanding of human beings
who participate in musical activities (Christopher Small, Musicking: The Meaning of Performing and
Listening. Hanover, NH: UP of New England, 1998). Small argues “the essential nature and the
meaning of music lies not in the object or certain musical pieces, but in the activities, that is, people’s
‘doing’ music.” To understand the nature and the function of music, it is necessary to understand
what people are doing in their musical activities. (Small 8) The focus of this paper is not to analyze
fusion musical pieces and explain their musical style, but to examine gugak-fusion concentrating on
gugak musicians’ musical activities, that is, “what they are doing in what circumstances.”
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performing of gugakfusion.

The example of Kang Eun-II's two performances gives us two distinguishing factors
between gugakfusion and gugakchangjak. The subject of this gugakchangjak is Yi Joon-
Ho, the composer, and the object of performing, “Haegeum Concerto for
Bangataryeong,” is an unchanging piece, so the meaning of performance does not
change much by the factor whether the haegeum player is Kang Eun-Il or not. The
subject of this gugakfusion is, however, “Kang Eun-Il, the performer” with the
members of Shin Kwan-woon Trio. The core of the aesthetic effect in this case is
derived from the improvisation of Kang Eun-II's live performance with Shin Kwan-
woong Trio, so it acquires the originality that cannot be replaced by other players’
performances.

In this case of Kang Eun-II's performance with Shin Kwan-woong Trio, it isn’t
included in the repertoire of gugakchangjak, because it ought to have musical
construction that can be repeated by other players to be added in the repertoire of
changjakgugak. It means the discriminating factor between gugakfusion and
gqugakchangjak is whether a musical piece exists as a score or a live performance. In
some way, while gugakchangjak produces “music by the composer,” gugakfusion
produces “music by the performer,” or “music uniting performance and
composition.”

Mostly, gugakchangjak refers to the expressions of individualistic musical grammar
by modern composers, and performers are required to represent exactly what they are
given in the scores, like western classic music performers playing pieces of western
classical music. The following performers and groups share the common feature,
however: Kang Eun-il’s series of performing haegeum plus others, “gugak-jazz” by Kim
Duksu, Ahn Sook-Sun and Redsun, creative percussion group “Puri” and
“Gongmyeong,” and soliste ensemble “SangSang.” The common point is these
performers participate in creating and organizing process of music pieces without the
aid of composers. When they are using the scores, the scores do not exist as the
medium of modern division of labor between composition and performance, but as
the assistants used to help the performers remember the process of creating and
organizing the musical pieces. In this sense, their “musicking” is postmodern;

overcoming the modern musical method developed from the tradition of western
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pure art. On the other hand, it also comes in contact with Korean traditional way of
performance.

These two kinds of Korean music, moreover, can be distinguished in the respect of
sociology of music. While gugakchangjak has been produced and received limitedly in
the learned circles of Korean traditional music, gugakfusion finds its partner of fusion
in jazz and Korean pop music influenced by western music, searches its way outside
the circles of Korean traditional music and Korean traditional music academia, and
embraces more actively the idea of popularization of Korean traditional music.
Korean traditional music, being received by a small number of manias, and creation of
Korean traditional music, being maintained by the support of gugak-academia and
national organization, rely much on the protection and preservation of the
government system. Gugakfusion, however, shows the obvious intention to survive in
the market system constituted by cultural industry, so is expected to concentrate its

effort on popularizing Korean traditional music.

4) The Postmodernity of gugakfusion

While gugakchangjak is one of the products of modernization project in Korean
society since the first half of 20% century, gugakfusion, which emerged in the mid-1980s
and bloomed through 1990, can be described as the complex product of critical mind
of modernity and the postmodern social, cultural background as well. Then, what
kind of cultural air did influence gugakfusion which is the product of the second half of
20™ century? Fusion as a new emerging cultural code since the second half of 20th
century is characterized by its birth in the ruling influence of postmodern cultural
environment.

Western metaphysics in the modern era grasped the world as to consist of binary
oppositions, and drew a clear boundary between them, and gave priority to one
certain position. Yet the digital technology of the postmodern era brought numerous
changes: boundaries between genres are disturbed; the idea of distinction and
separatism in the modern era is not tolerated any more; and given boundaries become
extinct, united, or reconstructed.®

6Kim Sung-Gon, Fusion sidae ui saeroun munhwa ilggi (Seoul: Munhak Sasangsa, 2003) 210-211.
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“Fusion Age” is the term that reflects these changes. Today, in postmodern cultural
environment, fusion becomes a new cultural code that includes fusion between genre
and genre, popular and high art, technology and tradition, east and west, masculinity
and femininity. Fusion today is different from fusion of former times: now, it is so
prevalent and happening all around the modern society.”

These are the examples of Korean fusion music: the first record of “Eaeobu (oo} %)
project” by Jang Young-gyoo, the underground musician, and Won I, the multifold
artist of Korean traditional music; live-electro-acoustic music by Won Il and a
computer music composer Yi Don-Eung; including of music pieces by Jang Young-
Gyoo, Bach, and Yi Sung-Cheon in the record of gayageum chamber music group
“Sagye”; singer Kim Yong-Woo's series of recordings, blending jazz and western
classic music, or techno music and Korean/foreign ballad; the first record of
“Honjasarang” which means “one-sided love”by composer Yi Kun-Yong, producer
Ma Do-Won, and vocalist Jun Kyung-Ok; Kang Eun-II's joint performance with jazz
musicians. The spectrum of Korean fusion music is very wide from experimental and
unpopular music to music actively accepting the grammar of popular music. Yet these
examples share the common feature of various musical reactions toward fusion
culture that makes new styles by disrupting and transcending the customary

boundary between genres in modern sense.

3. The Examples of gugakfusion

Among the young traditional musicians between their twenties fo forties, we will
focus on the musical activities of four musical groups, “Seulgidung”, “Puri”,
“SangSang”, and “Sagye”, which have opened the new world through their original

musical world.

7 The examples of postmodern circumstance can be found in fusion music, fusion space, fusion
fine arts, fusion cooking, fusion fashion and fusion movie. They are embodied through various kinds
of merging between East and West, reality and ideal, past and future, technology and tradition, high
culture and popular culture, and male and female. See Yi Hye-joo and Kim Gye-Yeon.
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1) Seulgidung

The first Korean fusion chamber orchestra since the Korean Liberation,
“Seulgidung” which was started by some young members of KBS Gugak Orchestra in
1985 was founded with the motto of popularization of the Korean traditional music.
Seulgidung is the most popular Korean fusion chamber orchestra as proven by the fact
that all seats were booked up in big concerts like “2002 Farewell Year Concert” and
“2003 Mid Summer Night Concert.”

The main reason it gets the popularity from the young audiences is that the
orchestra appealed with the popular way of instrumental organization and musical
style. Above all, it created ‘fusion sound’ combining synthesizer and guitar which
were not familiar instruments in live performance except in Kim Young-Dong’s
album. As a result, it appealed to the public who were used to the pop music. Since
this try, the mixture of traditional instruments and electrical sounds of guitar and
synthesizer became common among the traditional fusion bands attempting popular
musical performance. Secondly, its early repertoires were Kim Young-Dong’s “Where
Should 1 go (a2 ZAWY)?” and Chae Chi-Sung’s “Gotbunneya (££4|op)”, and
these folk-song-like music were “traditional songs to attract popular sense”.® The
early musical strategy of Seulgidung is that it tried to establish a genre of Korean
traditional pop song and electrical sounds.

The most popular songs in Seulgidung’s early stage are “ Gotbunneya (Z£u]oF)”
and “Mountain Bugbear (4t=7]4])”. Especially, ‘Gotbunneya (£5-vok)” is an
exemplary Korean traditional pop song along with Kim Young-Dong’s songs. The
main characteristics are 2 division rhythm of 3/4 time of mori beat, traditional melody
of gyemyeonjo or menari tori style usually used by traditional melodious instruments,’
and triple chord accompaniment of minor key by western musical instruments like
guitars or synthesizers. By contrast, “Mountain Bugbear” and “Salt Seller” are
cheerful and rhythmical major key pieces using gyeongtori melodious march of

gQutgeori style.

8Song Hye-Jin, “Seulgidung creates the new image of traditional music,” Seulgidung/From the Till to
the Coming Dawn. Saehan Media, SCO-127TAC, 2001.

9 These two pieces are composed based on the six-step scale of Mi-Sol-La-5i-Do-Re and can be
interpreted as the mix of yukjabaegi tori (Mi-La-Si-Do-Re) and menari tori (Mi-Sol-La-Do-Re).
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Seulgidung has also tried to popularize folk songs like “Hanobaengnyeon” (Five
Hundred Years), “Song of Sangju rice-planting (455471 ==2))”, “Sukdaemeori (%1}
M 2])” into Korean traditional pop song style. The main melody is played by
traditional instruments and voice, while triple chord accompaniment of functional
harmony is played by western instruments (guitar and keyboard). The typical mode
of Korean traditional pop song is that it has contrasting aspects of sorrowful and
sentimental emotion on the jungmori rhythm and gyemyeon or menari mode, or
cheerful emotion on the gutgeori or jajinmori rhythm with the melody based on
gyeongtori.10

Seulgidung’s style of instrumental music is classified into two types. The first one is
the instrumentalized version of the songs which are dominated by minor mode'! and
developed upon slow tempo and slow harmonic rhythm such as “Arirang,”
“Hangyeryeong,” and the instrumentalized version of these song’s style such as “From
the Evening Tide till the Coming Dawn.” Along with Kim Young-Dong's meditative
music, this style of music can be accepted as a Koreanized adaptation of so-called
‘New Age’ style.!? The second type is what the second period members (Won 1],
Kwon Sung-Taek, Min Young-Chi, Huh Yoon-Jung, Kim Yong-Woo) have developed
since 1993, and in addition to the former style of melody and chord, it has fortified
dynamics with relatively fast tempo, grand volume, and powerful rhythm. The main
repertoire is “The Wind”, “The Spirit of Goguryeo”, “Sinpuri”, “Sinbaennori”. These two
trends continued until now even after the third period members joined the orchestra.

Seulgidung has two musical issue now; the first issue is the matter of developing the

10Such style of Korean traditional pop song is applied not only to the music of Seulgidung, but to
the first Korean traditional pop songs by Kim Young-Dong, Chae Chi-Sung, Jo Gwang-Jae, Hwang
Ui-Jong, and Eoullim. These examples show the pattern of genre of Korean traditional pop song
rather than the distinctive grammar of the composer in sound or melody.

1 Gyemyeon, menari tori and the western harmonic minor melody.

12 The first recording that professed itself for Korean new age music is Jeong Soo-Nyun's
“Beautiful Things in Life”(Doremi Media, 2001), and the term “new age” was not used in gugak-
changjak or gugak-fusion before this. When we consider the original meaning and style of new age,
however, Korean new age music originates from so-called “light music” and “meditation music”
produced by instrumentalization of Korean traditional pop song by Kim Young-Dong. Seulgidung’s
slow instrumental musical pieces are also classified as Korean new age music, and they share the
common feature of minor melody like gyemyeon or menari on slow harmonic rhythm and tempo.
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genre of Korean traditional pop song, and the second issue is how it can maintain the
original character of instrumental chamber orchestra. Specifically, the first issue is
how Seulgidung can overcome the formalized musical convention of traditional pop
songs and their instrumentalized versions which are assumed to be the main genre of
Kim Young-Dong and early Seulgidung members. As for the Korean traditional pop
songs, they invariably have typical rhythm pattern like jungmori and typical melodic
style in gyemyeon and menari style, and rudimentary chord process, so they don’t
reveal the composer’s originality. Though “Hangyeryeong” and “From the Evening
Tide till the Coming Dawn,” for instance, appealed to the sentimental public taste and
gained the popularity, their hackneyed basic triple-chord and maudlin melody
contributed to the retrogression of audiences.

As for the lyrics, they are far from obtaining the reality by satirizing the current
society or describing contemporary urbanites’ desire or routine. As 1930s’ sinminyo
(New Folk Songs) perished after the 1970's because they failed to adjust to the
changing times and to acquire the current tension and dynamics, the same seems to be

going on with the traditional pop songs.!®

13 Sinminyo, which was popular in 1930s, had simple melody and form tinged with that of chang-
ga though it was based on the melodic and rhythm of traditional popular songs. Both western
musical instruments and Korean traditional instruments formed its instrumental organization.
Sometimes only western musical instruments playing Korean traditional melody formed its musical
organization and, with this organization, its grace notes became simpler and its pitch got nearer to
the temperament (Yi Jin-Won, “Sinminyo Yeongu 1,” Hanguk Eumbanhak 7, Seoul: Hanguk Goeumban
yeonguhoe, 1997, pp. 388-398). Sinminyo was widely circulated through the form of phonograph
records and the subject matter of its lyrics was mainly about love and parting between man and
woman like other popular songs. Yi Young-Mi argues that sinminyo could not flourish for the
absence of keen consciousness about the contemporary lives in its lyrics, and so declined with the
disappearance of the old generation that was familiar with its style (Hanguk daejung gayosa, Seoul:
Sigongsa, 1998, pp. 78-82).

After its decline in 1960s, sinminyo (or changjakminyo) is revived in the musical pieces of gugak-
gayo, which was the major genre worked by Kim Young-Dong in 1970s and fusion chamber groups
like “Seulgidung” and “Eoullim” after the mid of 1980s. Kim Young-Dong’s gugak-gayo like “Where
Should I go? (12 ZAWh),” “My Sister’s Face (*Fube] A3),” “Croaking of the Frogs (] 72 4
2]),” with the consciousness of engagement, showed the good examples of how Korean minyo can
accept the worldwide change from traditional to modern. But gugak-gayo after Kim Young-Dong
only inherit the formal pattern from his works and does not succeed in inheriting the emotions in
them, so now in their declining ways. It is Kim Yong-Woo who tries to break through the present
state of sinminyo and gugak-gayo. His starting point is iiyangtominyo that is now almost forgotten in
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The second issue is to keep the true character of chamber orchestra distinguished
from traditional orchestra. The strategy of Seulgidung so far is to acquire audiences by
combining the musical codes of orient and occident, and by making fusion sound of
acoustics and electric sounds. It is worried that the second period members of
Seulgidung is repeating the sound unbalance of the traditional orchestra by fortifying
percussion part and electrical instruments and emulating the powerful sound of pop
music band. From chamber orchestra, we expect delicate and independent sound of
each part of orchestra and delicate musical communication between parts. However,
the main focus of Seulgidung lies upon the percussion and wind parts adapting pop
music with powerful beat and loud sound with amplification, thus the delicate
expression and exquisite musical communication are disturbed.

Seulgidung, as the first generation of Korean chamber orchestral music, has walked
on the most successful way of popularity. It can be the balanced model between
artistic authenticity and popularity when it offers elaborate performance of fusion
chamber music by pursing more delicate and open dialogue between each musical
instrument.

2) Puri: toward a fusion sound band from a creative percussion group

“Puri” as a creative percussion group (changjak taak group) has developed their
music through their first (1993-1995), second (1995-2001), and third period (2002- ).
The first period concentrated on improvising performance: members like Kim Yong-
Woo, Kwon Seong-Taek, and Won 1 tried to deconstruct any existing rhythm at
performances of foreign countries, especially in Japan. Then, in the second period,
Won Il settled as a musical leader and Min Young-Chi, Kim Woong-Shik, and Jang
Jae-Hyo joined to accumulate percussion music repertories that were planned, created
and produced, rather than improvised. In their third period, two new faces joined:

Han Seung-Seok “Pansori” singer, and Jeong Jae-il, base-guitarist and keyboard-player

people’s memories. Using hyangtominyo and yuhaengminyo like Gunbamtaryeong and Jangtaryeong as
the main texts, he merges the grammars of western music and Korean traditional music, and mixes
its outcomes with the musical styles of traditional jeonigga, gyeong - seodominyo and namdominyo. He
has established his own style with temperament pitch and gayo style, and it has produced young
manias for “Kim Yong-Woo style” beside the few manias for gugak.
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in popular music field. With these new members, the current music of Puri is on its
way of metamorphosis: from a “creative percussion group” toward a “fusion sound
band”.14

The identity of “Puri” lies in the fact that this group is both a successor of samulnori
and the first generation of post-samulnori group. The musical source of Puri is related
to the musical context of samulnori in 1970s: Puri started from traditional rhythm and
percussion instruments as samulnori did, but Puri reconstruct those to contemporary
cultural, which appeals to the contemporary young generation. However, Puri is
differentiated from samulnori in its attitude toward traditional rhythm, its
performance style, and its musical contents. In the viewpoint of Puri, “playing a music
to be appreciated on a stage with traditional instruments” does not have the
experimental significance that samulnori achieved in their first trial any more. Rather,
the audience is already accustomed to that kind of performance which cannot be more
than natural. Thus, Puri cannot juts follow samulnori in order to secure their
supportive audience, namely the young generation in late 90s. The solution they
found is to construct a new identity of Puri: not ‘another samulnori group’ but a
“creative percussion group’.

Samulnori does reconstruct the outline of music in the upper structure so that it
changes the order of rhythms, or introduces melodies from diverse regions and
merges them into one musical work (e.g. Samdo suljanggo melody), but in the lower
structure, the aesthetic order of traditional rhythm, so called traditional logic of
rhythm development and respiration, is still untouched. On the other hand, Puri tries
more radical change such as a new rhythmic pattern and new elements of musical
sound in the lower structure as much as in the upper structure. The traditional
rhythm, therefore, is an object for deconstruction and reconstruction for Puri since it is
the material for creation.! First of all, Puri deconstructs and reconstructs the map of
musical instruments and their sound of samulnori. While samulnori aims at the
harmony of “Eum and Yang,” made up of metallic sound of gong, and leather sound of

drum and, Puri is not based on four instruments. On the contrary, Puri uses many of

14 This is mentioned during the interview with Won Il.
15 Lee, So-Young, “Puri and Samulnori”, Romantic Music (Seoul: Romantic Music Press, 1999), pp.
246.
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each instrument like four drums and four gongs, and develops a new way of
percussion (Dadeuri 1, Dadeuri 2, Chaenori) and moves toward more radical sound
experiments. Moreover, foreign traditional percussion instruments such as Hawaiian
woodblocks, Indian bells, and shakers appeared (Saenuri, Gilgunak, Mun). Puri has
already deconstructed the traditional rhythmic structure called jangdan into a numeric
“rhythm”. In doing so, traditional instruments became free from the traditional
aesthetic ideas, and generalized as a percussion instrument to do sound experiments
freely with any other percussion instrument. Of course, samulnori also tried a kind of
fusion performance with other percussion instruments (mostly, drum sets), mainly
those trials were Jazz or crossover music. That is, samulnori forms a secondary relation
with drums in a co-performance with foreign melodic instruments such as a
saxophone, it is literally a physical “co-performance,” not a kind of chemical
combination in the first stage of planning.

In addition, Puri deconstructs and reconstructs the rhythmic pattern of traditional
rhythm that samulnori expresses. Works of “Three-Two” is a good example that shows
how they rely on tradition but at the same time how they move toward a new way of
creation. The title “Three-Two” refers to the construction principle: based on five-beat
of 3 + 2, this five-beat is either long (three) or short (two), so that Three-Two is literally
“long (jang) and short (dan),” rhythm. Samulnori does not change the conventional
rhythmic pattern of three-, four- and five-beat for a certain time within one music. On
the contrary, Puri's Three-Two introduces quite a different rhythmic pattern, which
shows diverse creation of new rhythmic patterns within a basic frame of five-beat
although the tempo undergoes a gradual change from slow to fast.

Also, a consistent principle of rhythmic pattern through Dadeuri 1 and 2 is to create
a more modern tension structure than that of samulnori: an artificial space for rthythm
is created, where specific rhythm is distributed to each instrument in order to get an
intentional syncopation. Chaenori found its motif from shamanism in the east coast
area, which uses two to four gongs at the same time. Based on Puneori, Chaenori
introduces western rhythm, especially the concept of “beat,” and four gongs play each
rhythm in turn to construct a new musical space rather dynamically with some
elements of performance. In the interview with Won 1}, it is said that the principle of

rhythm-development of Puri is to establish a much stronger structure of tense and
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laxity than that of samulnori, and that the principle of form-construction is not to
combine traditional rhythms such as jungjungmori. jajinmori, and eonmori, but to use
the western concept of ‘section’.1¢

Finally, Puri creates a new performance style that is different from samulnori. The
move on the stage of samulnori is based on “virtuoso” performance style. Puri also has
the element of “virtuoso” performance that shows difficult techniques, but on the
other hand, it has live performance style of pop music that attracts young audience.
The live performance style of pop-musicians is natural to Puri to some extent. This
means that Puri’s own performance shows the performance style of pop-music as well
as the performance with some underground pop-music bands such as “Next” and
“Eoeobu project”.

For Puri, the arrangement of instruments and the move of players are as important
elements as musical elements. While samul of anjeunban (sitting style) made audience’s
eyes fixed and the audience concentrated on the musical sound itself, Puri composes
the spatial move on a stage intentionally and dynamically. The performances of the
second period of Puri sometimes display a traditional dancing of seonban (standing
style), which is also a stage direction in the concept of intended performance. The
gesture of seonban is a material on the way to a new performance: you can find a
gesture of a drummer in the performance of Stomp, pounding big tins, or that of Won
Il playing several Books. And also, they cross the whole stage, left and right, front and
back, and sometimes they are aggressive with a strong rhythm, and sometimes they
throw boyish gestures and facial expressions full of wit and humor, and sometimes
they are both like machos found in samulnori or Rock music and gender-neutral image
of “cute guys” like idol stars. This enables the young audience to applause and cheer
at Puri’'s musical wit or at star-ish gestures (although it’s not a climax of the music),

while samulnori evokes applauses with its strict musical tension and climax and

16 Interview with Won IL: “In general, traditional music is said to have enough tense-lax structure,
but this was originally attained at madang or pan. When it is moved to a stage, it should be
transformed to another form of music that is proper for stage performance. Samulnori was also
constructed. However, more distinctive tense-lax structure is required to be performed on a stage.
So, I tried to import the western concept of “section” to separate assembling, dissembling and adlib
for Korean rhythm. The result is Three-Two.” “Won II's Musical World,” National Music and
Modernity. 155.
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fantasy. The audience is interested in Puri's various rhythm and sound, and their
combination and experiments. Furthermore, Puri uses the direction of performance to
maximize ‘playing’ aspect that is transformed to modern taste and ‘star-ish’ aspect
that is easily found in pop-musicians’ stage. Puri is active in importing various stage
conventions and performance styles of pop culture.”” This performance style can
never be found in listening to their album at home — possible only in front of their
stage.

So far, the performance style of the second period of Puri has been discussed. Now
Puri enters into a new phase in the year 2002 and 2003, with Han Seung-Seok, a
professional Pansori singer, and Jeong Jae-il, a base-guitarist, instead of Min Young-
Chi and Jang Jae-Hyo, the members of the second period. In addition to percussion,
songs of traditional singing and the tune of synthesizer and guitar are strengthened
on the way of transformation from percussion group to fusion sound (pyeujeonsori)
band. Since Han and Jeong cover percussion parts as well as melody parts, of course,
the character of 2nd period Puri is still remaining. However, on top of it, traditional
songs of Korea and pop-music sound of the West are combined to include melodic
fusion as well as thythmic fusion. Thus, the members of the team may focus on “sori
band’ where rhythmic instruments and melodic instruments coexist, rather than
intensive creative percussion music of the second period Puri. The bottom line of
Puri's innovation is how to accumulate creative musical repertories with traditional
Pansori singing and percussion and electric sounds, which differentiate Puri from
Seulgidung, a complex band of wind, string, percussion music and electric music or

other chamber music groups.

4) Sagye and SangSang

“Sagye” and “SangSang” are traditional chamber string music group, whose
members are all female. They fall on “post-Sanjo’ generation as players in their mid
twenties and thirties. Sanjo generation refers to the generation that produced and
developed sanjo such as Kim Jook-Pa style, Sung Kum-Yeon style in gayageum field,
Shin Kwae-Dong and Han Gap-Deuk style in gummongo field, Ji Young-Hee style,

17 Lee, So-Young, pp. 66-67.
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Han Bum-Su style in haegeum field: they formed characteristic schools from late 19C
when gayageum sanjo was formed till mid 20C. The offsprings of sanjo generation since
late 20t century did not form a new school any more: they were educated at
universities and got used to playing traditional Korean music with the western five-
line notes. These musicians made post-sarjo generation. That is, instead of making a
new school of sanjo, post-sanjo generation has used the instrumental pieces of
changjakgugak written by modernised composers to extend it’s repertories.'8

The musicians in the Post-sanjo generation face the task of popularization and
modernization of Korean music, and they strive to construct their own music with a
different music style from sanjo. Post-sanjo generation can be classified into two: one
group thoroughly divide the role of composers and players classic, whish is similar
with the western system of classical music, and they limit themselves as players so
that they ask composers to create and extend the repertories. In the other group,
players themselves try to create a new genre, following the conventional system of
Korean traditional music. Except for Byoung-Ki Hwang and Young-dong Kim, most
musicians in the post-sanjo generation have worked in the modern western style of the
separation of players and composers. Judging from what they’ve done so far,
gayageum ensemble “Sagye” separates composition and performance, while soloist
ensemble “SagnSang” prefers the improvised performance of players so that SangSang
does both composition and performance. Therefore, Sagye can be regarded as a
successor of previous chamber music group such as “Seoul Saeul Gayageum”, gayageum

trio, while SangSang do both composition and performance like Puri. Sangang is

18 Kim Hae-Sook, Baek Dae-woong, Choi Tae-hyun. Intoduction to Traditional Music (Seoul:
Uhoolim Press, 1997). divides four generations as to gayageum sanjo: I named the first three
generations as ‘Sanjo generation’ and the fourth as ‘post-sanjo generation.’ The third generation is
made up of female maestros, born in 1910s and 1920s. They started learned kayagum through kwon
Beon (female entertainer’s society) Kim Jook-Pa (1911-1989), (1917-1994), and Sung Gum-Yeon (1923-
1986) inherited the sanjo melody from the second generation to which they inserted their own
melodies to reach a new school. The fourth generation experienced not only traditional but also
systemized and modernised school education to learn gayageum sanjo. They are expected to create a
different sarjo from traditional one that was formed in one century. Ibid., pp. 140-142. I regard the
current professors in music schools and their students as post-sanjo generation. Considering that a
new school has not yet appeared externally, they are characterized as playing inherited sarjo and the
pieces of changjakgugak, not making a new school of sanjo for themselves.
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differentiate from Puri because of focusing on improvisation of string instruments.

@ Sagye

Born in 1999, “Sagye” is a gayageum chamber music group of four gayageum players
in one team. Ensemble group “Sagye” tries to extend the limit of gayageum that has
been settled as an instrument for solo or orchestra, representing Korean music
instruments in 20C. As “100 lines” symbolizes, they use 25-line gayageum, extended
from 12-line sanjogayageum, with magnified range and depth of sound. Not one, but
four improved gayageum and their new tone and color of sound make a big difference
from previous sanjo gayageum’s music paradigm. The players must have a totally
different desire since four 25-line gayageum requires musical imagination on various
sound tones and colorful texture, which again brings a motivation to create. The
improved gayageum has brought a totally different music world from that of previous
sanjo gayageum or its extended 17-line gayageum.'®

The difference between 17-line gayageum and 25-line gayageum lies whether to play
heptachord easily or not. Straightforwardly, Sagye group’s mascot, The performance
of Vivaldi’s Four seasons and Bach’s Synphonia in gyeonganbeob style can be the
criteria to differentiate the two instruments.?’ This shows the possibility to go beyond
the limit of traditional gayageum, playing western musical idiom without hindrance.

So far, Sagye has tried various style of music: the arrangement of a Korean folk song
{ex: Bird song), a piece of changjakgugak (ex: Legend of Far Future-composed by Lee
Seong-Cheon), the transcription of western or world music (ex: Piazzola’s Oblivion,
Bach'’s, and Vivaldi’s), and co-work with Jang Young-Kyoo, a composer in the field of
popular music and film music (ex;'One Day’, OST in “Fashion Show”), and a sort of

19 Lee So-Young. “What Remains to the Post-Sanjo Generation: Sagye and SangSang,” National Art
(Seoul: Association of Korea National Artists, 2003 Jan).

2 The phrase “Bach’s music and gyeonganbeob style ensemble” requires further explanation on
“Seoul Saeul gayageum”, Korean music gayageum trio. “Seoul Saeul Gayageum trio” already played
Pahelbel’s Canon before Sagye (Recording Korean Traditional Music Seoul Saeul Gayageum trio
Korean Traditional Music Vol XV. Ye-Jun Media. Recorded in 1992). Thus Sagye is not the first group
that tried transcription of western music with gayageum. “Seoul Saeul” and “Sagye,” however, are
different in that “Seoul Saeul” played Canon with 5-note scale gayageum and sagye used 7-note scale
gayageum. Using 5-note scale gayagenm, you should press the string (with yeokan technique): for
example,with strings of sol-la-do-re-mi scale, ti note comes out of the string la by pressing it with
yeokan technique. 7-note scale gayageum does not require pressing a string since there is a string for it.
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gayageumbyeongchang (playing gayageum and singing by one player) in modern style
(ex: Kim Soon-Nam'’s lullaby, Kim Hwal-Seong’s “Fallen Petal’).

Following their founding resolution, they have covered past (&), present (4), art
(%), and popularity (f#). In their repertory, creative Korean Music is getting more and
more important after the second periodic concert “Four Colors and Four Thoughts (/1
fJ0%).”*! Most of their repertories are played with 25-line gayageums. The musical
ideas of 25-line gayageum is similar to that of Piano or string quartet in modern
western music: especially, Sagye has rich harmpny and sound quantity, 7-note scale
music where modulation and transposition is rather convenient, vertical and
polyphonic texture of four gayageums’ ensemble, which look like the conditions of
modern western music.

However, 25-line gayageum that can replace a piano or a harp does not represent the
music world of “Sagye.” As Sagye itself admits,?2 “The Line” (composed by Lee Tae-
Won) is considered the best, which uses traditional nonghyeon techniques a lot and
focuses on microtone effect in the intentional polyphonic texture with four pieces of
sanjo gayageum. This means that the possibility of modern ensemble based on

traditional music is open in front of them, and we will watch over their struggle.

@ SangSang

Soliste ensemble “SangSang”, made by Heo Yunjeong (geomungo), Kang Eun-I1
(haegeum), Yoo Kyung-Hwa (cheolhyeongeum and percussion) in the year of 2000, is
different from gayageum ensemble “Sagye” in that each soliste contributes his/her
characteristic to make an ensemble. “SangSang” starts from a peculiar part like a small
universe of each soliste’s characteristic or each instrument itself so that SangSang is a
transformed traditional Korean chamber ensemble while “Sagye,” using four same
instruments, gayageum, accepts the ideas of the homogeneous arrangement like
western string quartet. Also, “SangSang” thinks much of the spontaneity: players
themselves create and construct and improvise as in the traditional samhyeonyukgak

way. Nevertheless, SangSang has their own personality that cannot be seen from the

2 December 3, 2002, it was performed at Hoam Art Center.
2 The leader of Sagye, Koh Ji-Youn mentioned that she thought the most ideal result of Sagye so far
was “The Line” in the interview (July, 15, 2003).
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same point of pre-modern traditional musicians, since SangSang is located at the point
of post-sanjo (or post-tradition) and post-gugakchangjak.

Through the last century, musicians, who acquired traditional music as their
mother tongue systemized sanjo, which became a genre with tremendous artistic
achievement. sanjo is the flower of people’s music style as a result of various
techniques that were developed after the transition from gyeoriganbeob to yeokanbeob.”
sanjo is the limit itself of yeokanbeob because it includes all the techniques that
yeokanbeob allows. Moreover, sanjo is the last traditional art genre where performance
and composition are unified in that players construct music and play it. This is the
portrait of sanjo between late 19C and mid 20C.

Then, how is post-sanjo generation after late 20C? Post-sanjo is different from sanjo
in two aspects: first, performance and composition is separated into hierarchical
divisions. Second, they have distinctive music style and techniques. The separation of
performers and composers is one of the important changes on the way from sanjo to
changjakgugak. This means a transition to a composition-performance relation where a
composer completes a music text on five-line notes and a player re-presents it. The
establishment of modern composers brings a different music style and technique,
which means, in terms of string instruments, gyeonganbeob is introduced for speedy
passage and harmonic progression in addition to traditional techniques such as
yeokanbeob. These two conventions of post-sanjo music signify a western moderniza-
tion of Korean traditional music since mid 20th century. On the other hand, it means
that traditional music as an object of modernization has been embraced into
conventions and systems of gugakchangjak **

However, “SangSang” started from the question on the paradigm that the first
generation of post-sanjo took as an alternative. They saw that traditional way of
composition-performance unification turned into a half creation of composition only,
separated from performance. In doing so, performers cannot keep up their domain in
deciding musical text and their subjectivity could not help being confined. SangSang
faced this problem and struggled to overcome it.

21 .ee So-Young,. “Sagye ([%) and Sagye (J5)”, Romantic Music (Serial No. 45, 1999, Winter), 209-
210.
%1 ee So-Young. “What Remains to the Post-saitjo Generation II,” National Art. 2003. March, 71.
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Thus, “SangSang” was post-sanjo in that they didn’t confine their music world in
what they learned from their teachers, but pursued their own world as modern
musicians did. At the same time, “SangSang” try to overcome the hierarchical divided
structure of composition-performance and to recover the unified system of
performance and composition. Therefore, they are post-gugakchangjak.

In this sense, “SangSang” goes the same way with other examples of gugakfusion.
What makes “SangSang” distinguished from other post-gugakchangjak generation
groups, however, is that the spontaneity of their performance is the most important
part. In unifying performance and creation, impromptu plays the most important role,
resulting in “free music”. Each member of SangSang was influenced by co-work with
free jazz musicians such as Kang Tae-Hwan and Kim Dae-Hwan. And SangSang
directed lots of concerts with them for the first one year or two. Consequently, their
main tendency so far was to combine the improvising music style and experimental
and a-tonal free jazz style.

However, two repertories recently performed by SangSang predict the way they are
heading.?> One is the musical piece, “Yunhoe (transmigration)”, which tries the fusion
within Korean traditional music such as folk music, Buddhist music, and jeongak. This
piece showed that recently they are more focused on the redemption of impromptu of

folk music that has almost failed in being inherited.?¢ The other music piece is

% July 30, 2003. Open Korean Music Stage “Sound Sympathy at Holiday Afternoon”(sponsored
by The National Center for Korean Traditional Performing Arts and KFM), It was performed at
Byulmajiteo, the outside stage of NCKTPA.

% “Transmigration (878) — a Buddhist ideology that everything with life must be born again and
the life is repeated. In 2001, first performed at Buam Art Hall. At that time, it was 30-minute long
performance, and in addition to SangSang’s haegeum, geomungo, cheolhyeongeum, percussion, singing
and daegeum played together (The duration and players can be changed.). It had the intention to
extend the Sinawi confined to namdogyemyeonjo to many traditional genres. jeongak (Yeongsanhoesang,
aria.), ballads (Menari, Kyeonggi, Namdo.), Pansori, Sinawi, Religious music, Buddhist invocations were
all covered and impromptu was tried. In the end, they wanted to show that all the music is related
and there is something that goes through all the music (In fact, when the idea came, there was only a
rough guess that there might be something like that, but while creating the music, all the music were
actually related and unified.). This shows what SangSang pursues, namely the inheritance of
traditional impromptu, and the length of 30 minutes (which is also the characteristic of traditional
music) harmonizes solo and ensemble without break.” from SangSang composition idea note (not
published).
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“Sangsangjayu (Imagination — freedom)”. This tries free and unexpected melody and
rhythm through discovery of a new tone and technique of Korean musical instrument
and through impromptu. “Sangsangjayu shows that SangSang will continue the avant-
garde musical experiments of free music.”/

“SangSang”s music is able to be called “modern Shinawi” in that they have
developed experimental sound tone and technique and that they have recovered the
tradition of impromptu which was almost forgotten among post-sanjo generation. The
task in front of SangSang is to overcome the potential mannerism that lies in the
defective construction and the repetition of similar performances. And also, they have
to combine the concept of impromptu and composition, and attain the coexistence of

traditional and modern style in their music world without losing balance.

4. Conclusion

“Seulgidung,” “Puri,” “Sagye,” and “SangSang” are the groups showing a wide
spectrum of musical traits in the field of gugakfusion. The popular music by
“Seulgidung” and the avantgardian music by “SangSang” seem to be at the opposite
extreme of the spectrum. They are on the same spectrum, however, if we look at them
paying attention to the motive driving their musical performance, not to the results
like each group’s different musical grammar. They are the groups of performers, not
the groups of composers. When we take a look at gugakfusion, the objects of the
discourse are always composers and their musical works. Yet the subject of gugak
fusion is performers. Sometimes they need co-working and guidance of composers,
but the critical point is “musicking” of “Sagye” or “Puri” and the musical piece of each
composer only have its meaning on the map of their musicking. “Musicking,”
referring to all their performances, musical works, relationship between composers
and audiences, can be substituted by the word “musical activity.”

They are post-sanjo generation in common, too. Post-sanjo generation refers to the

27 mentioned in the interview with the member of SangSang, Huh Yoon-Jung (geomungo player).
July 28, 2003.
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generation born after the Korean Liberation and educated in the modern music
school, so familiar with western music that was already dominant in Korean society at
that time. Post-sanjo generation can be divided again into two groups: the first and the
second generation. The first post-sanjo generation consists of primary performers and
composers at their fifties to sixties who have leaded the creative Korean music after
1960s. The second post-sanjo generation consists of new performers at their thirties to
forties who try to open a new way of gugakchangjak free from the habitual practice of
their former generation. They were pupils of the first generation when gugakchangjak
started to become the part of tradition like jeongak and sanjo. They were showered
with westernized korean popular music at their adolescent ages and stood in the
middle of movement for democracy at their youth ages in 1980s. They think more
freely, less authoritatively and also they are more familiar with postmodern cultural
environment. They are trying to do new “musicking” of post-gugakchangjak instead of
qugakchangjak to open a new way of doing music in their own words and in their own
way.

Their musical styles vary through popular to experimental and strict composition to
free impromptu, but they are common to search for new musicking activities and new
musical grammar, breaking away from the legacy of their former generation like sanjo,
changjakgugak, and samulnori. They unite Korean traditional musical grammar,
western musical grammar, and various musical elements growing to be “world
music,” laying their central axis on chamber music. They can be estimated as more
genuine fusion musicians than Kim Duk-5u and Red Sun, because they dissolve the
traditional musical grammar on the basis and reconstruct new musical grammar
through the chemical combination with other musical elements. Their works are
heading for new-fangled creation and experiment beyond the level of arrangement
and adaptation, then we may expect that one day the term “fusion” does not mean
anything much, because each creative result of each performing group does not want
to be confined in the frame of “fusion.” Thus I am expecting that the term
“eugakfusion” will be used temporarily, because “fusion” has no more meaning when
the new creation begins to be recognized its existence and is not called by the name of
“the third” creature derived from the first and the second creature. At that time the

goal of music won’t be the idea like modernization or popularization of tradition, but
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each musician’s pursuit of his or her own creativity. Such tendency starts to be
perceived already.

Then, how should we look at the development of Korean fusion music? As once
fusion jazz was blamed as degradation of jazz and folk rock was condemned as
degradation of folk, some people may criticize fusiongugak as deterioration or
distortion of Korean traditional music. A few years ago, I disapproved of the
performance of Beatle’s “O Bladi, O Blada” and Korean children’s song “Orchard
Road” by KBS Korean Traditional Music Orchestra as a “liger,”?® and also condemned
the so called “Korean New Age Music” as the outcome of “commercial
Orientalism.”? It is true, however, that there are many musicians that can never be
labeled as a liger or commercial Orientalist, who makes new achievement with
creative aspiration and earnest experiment. Now we need to have discerning eyes to
assess the “musicking” of rapidly increasing new fusion music groups by young
artists mostly in their twenties to thirties.

First, we have to ask these questions: Does fusion music rely on eclecticism to
produce music half fresh and half sweet to ears of audience? Isn't it making a
deformed and lifeless “liger” that is no better than a tiger and a lion? And, moreover,
doesn’t it using the liger as commercial means? That is, we have to endeavor to
discriminate between popularization of Korean traditional music and commercialism,
and the major standard of judgment is not the popularity, but the artistic value and
creativity of fusion music. Second, because the weakening of Korean traditional music
comes from compulsory situation under the rule of Japanese and Western
Imperialism rather than from the inner causes, we cannot consider Korean fusion
music with the same view toward western fusion jazz. Our historical background of
fusion with foreign music is totally different from western historical background. Our
tradition has been protected consciously because its existence has been often
threatened by cultural plunder of Japanese and Western Imperialism lasting almost

for one century. The history of our tradition has not been made in the process of

2 Lee So-Young. “Some Issues on Commercialization of Traditional Music,” Romantic Music 1998.
Fall.

% Lee So-Young. “Popularization of Korean Traditional Music and Commercial Orientalism.”
Romantic Music 15 (Seoul: Romantic Music Press, 2003).
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autonomous modernization since Japanise colonial period. If the musical grammar
and aesthetic order of traditional music is chosen superficially to suite to westernized
public taste under the name of fusion, it is worried that one day, after the fusion music
becomes the new part of tradition, our next generation cannot relish the rich material
of real Korean traditional music. We need to discover, therefore, more various musical
resources like shaman rhythms or local ballads beside a few famous rhythms and
melodic pattern of traditional music.

Gugakfusion has adopted the idea of contemporaneity and popularity to escape
from the “old and conservative” images of Korean traditional music. Now, Korean
fusion musicians should bear in mind that the creative attitude going beyond
eclecticism and the will to discover rich musical resources of Korean traditional music

are the basic attitude needed for the development of Korean music.
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QAR g o] F 2] BF (RB)T 1) FAY BHANE N2 Yol
A Qe ¥ Agel A= Tl dolE FH Asldl Agshe Aol asu o

A Qe AU FIRT A7 st AECE TRHAT Fefol Ferat
HHA QAH BRAAE T 247h O FeH(EE @ AFSelgE o
el g3s tgez A4FE FAZYE Adex Adsols] ool A4
BHA FROIY Jrldae] Yok RE otk FAdE FRAQE Al
Aol S E o ol F4el oA © Roleh,

aelng FHol@ HAS A4 ge WA AFY) AFshe Aoln HA F
Aol 259 (AE)BF0| HEol o5 FHol FRHY YU AFo] HE
RAclth. ol@ elmlold FAol@ golsh e ek - ol Bt WAR AT
3 Belsin Aeg 4 gk 54 2E

La
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2) A2 A9 (cross over) £+ F34 (fusion)

tggoez, Az FALS 22 S 77 AU
on &oojgtx & FH4 st $EE FEAY F7F
3 A 5& AL SPAIZAA = dFESA S o -
Z e gt oA BAGEH R JES A& AS Jud Aes ‘”Eﬂﬁ A
o}, ol Hlgte] FlolH AL FA ARE ALHEH) 2 5t dFAA
2E (artist) E0] A3 281Y 45 93 & A2 848 =6 7]
zatere 244 o9l=g A28 Aolda & 4 ek

g &t AAES 1 B o] AZ290ME A+B=ABgt= Eed A, F
A& A+B=Cz9 3etd Aoz FHAS F5 At 28U A7[X & Fi0]
& go]Z Cu, ABYge 237 ZHd| FEEA & A+Bate A A ZH

3 (&) &0 AL ) (Dictionary of Popular Musical Terms), A& A 33-3-<t2 84}, 1994,
238% 22
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WY stod SFe7] (musicking)4d Fe N F& ovlel A2reMs FAE B
% olg2E We dud AdeR Agdnd Btk 5 Skl Sl o4
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to] ZolAE FH-TL ol o} A Fe-HA o|@ £ A8THTA Y 2 0§
T e 2o ARTdeld foje HA+TE I FR+Fok o FAolRA FA o
2343 2o $AY PARE FA012 27 gk SANES Fake Aoy oIRE ofm A
(thing)o] & AHEH 54& A5l £ Aol o]Ro] S A 42 v 23 /dezA F=
A S48 @5 £ U] vk 20 I Se FAFAY AL Fohoz A
7T AT o| Ak ST B2 FolE RORA FHoI Rio] BALe)
e 9 on 90 Ade e 544, 494 29 o 2 M2E e Aol ° 4 a5
Fascloll} Azoto] UE F B(#) 3 being thing® F4l] T A4H Brg
Foe Aolad Tt SOHFAE Hoi 3 AS & becoming®) actvityd] FHE T
& "% oe7) (musicking)” o] I4A HEE BT gololth. gy’ Ade 22 sEd &
& (Christopher Small) 8] "Musicking; 228 R (The Meaning of Performing and Listening, Hanover,
NH: University Press of New England, 1998) ,

o)z A2, AYIEYTAUN Fed FAY PolHHE FAZ B AT BFT & 2
(Brl=dzodd) (A7) =@ =oddt - 718/@+2 - A 2/(5)SKC HNR-T001, 1997)°ﬂ %—J.P—% 3
Zeol AzWE AR B2 ot YD 3T Az-YolgH Yol & L, (0%, @
9] 32 =9} Sounds of Korea, Today] (Ministry of Culture and Tourism, Korea, 1999)o A
A
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ol 972 FAH TAREAS Aol U, aAd ToBgel Aol

& et e gk e Axs A=
M % 9e Aol

% ZetFAMoldE AT AEHE By

a3 FebAehe ARE A del A A%

Hog oRoiRW W FAFAL FA NEUS AY 2HY oturi 4

zu ATgotel 9 de 4 tiFeotos 4HAUA FAA L Fofof

7he o} (academia)’ ¥ro 2] %L Motn Totel YEset o @S Fobwa}

BT84 o AFHoR Reloh] B} FHEAL gEgotAe) ¥4 u}ow

& WolSel BAYY Y5 o) BFoE 3
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U
3
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o
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Zote] 2 2o8E Aok 834 2ERTT

4) ZFAHY g2Uld 43
T2kl 204171 AN (R ) HE @=ALE AAo] BEHL AT 2o
3 Z2AEC g FARF B F shtgE ZFAL 19809 Zuloj
AlAE o] 1909 E AXNEA S48 AlZE Rl BF A7|Hozw w7
A=A dehd Ao z2A o0dd o] F Yehvs gzalalo =24 (postmodern)
dAtE - E3 $EAE A bgHow Afd 2o ygow 29 H & g
=
H| ] 22 (Featherstone) o] 93t RrjUZe =9 E4 2 sy} 1) A z}o
A3 dolgtd TAERGYZL dedt A4 A Alo|e] AAS 520 p2
3ot diF 5} /*}°]4 AFH FEo] FAHUL d&ed gaate =34/474
A Ed £ gtk B S AXeke Aoldn a9 f or) F2E wE A
EouFol RgEsts el 448 S 4e 2= v, ¥2ERY
FAMe LFESS} BF R AA7 2o de3 QARG A
= 3 gofigE Aolth, BHUZE Althe] AT Ho|uste RE AL yegon

L rle
o

6 Featherstone, M. 1988: In Pursuit of the Postmodern: an introduction. Theory Culture and Society,
Brian Longhurst, 1995: Popular Music and Society(H2toldl B8 ~E o|5%F o, Fijggotu} A}
3y, A& ol ARUA A, 1999) 1872 2ol &
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setstn 2 Aol WE S AAE 2ol L The ol ABAT SAE 7
AT}, et T2E wEAe OAY AaERA) AN F W5 3 shte
Azl AN Fael A4 2 2ho] LoluhdA BHUZ Ade Adzehy
2e)Fal7k o ol %%5411 Rom 7129 BAL 2855 FEIH ATAH

= ) Silt— £LOV} 2 FAAW 2o @ 4 gled 2599 F

< X2ERUS B3 &AM 29 B2 FA, tFdEn 17449
A, HIZs2A% e Fd, 543 e FA A5 Ao F4, 34
A3t 439 FA o277k du) ALEle Awslel A shte] R B3
A 3E(code)2 ] ol Urta itk Ao] FAFHeoln Rehor o2z
AAANUNY FR17 G2 Hd Aojh 8

HEESAS drjags 7tz & 437 Aot 24A 9 %H% 0}
E] 2 E (multiful artist) & Ee]lE 90| #dgt “ojo]R Z2AE"o Lul
ALt AFEEY 4371 o] £39 ‘EolE YYERIFTAE F (Hv&electro—
acoustic music), 7tekg Aujetd “A} 1" ool g el npE o} o]AdH el Soto
TEE A, 22F ALY gAY SRz NS 24, HAx FAHR AE
e, o= ve 9 1E), 57} 11_%4 ZEFA vt=d, Aot A48
TEAY AEolHT T F Y FWH(EAAE) 17, A2l A= FAX T
A T2 HA¥Holx HUFAY Sool AR EH%“S‘#J TdHE AF4 e

2. 5ot rA e Al R4

A7Iqe A 20~40t9) Fe Tl BF FoAM nRE SHMAS T3
A3el A& AHdTn FEE w1, ", B WA 5 vl 28]

]

oy

CTFRAA DS M2 B3V, Mg BEAPEAY, 2003, 210-211%.
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4 A= § BEelge s Eﬁz—%‘iMl o)) gl Qv
# 2FOE WHE & QA ST o2 AZZ 71Ehs AMAtelA
g3t w9 £4 AFE WFAY £ A5 ARsE FoHFA
WEd A QU B P02 ARG T WA 2L o9 27] Fa A
B/t A9E A2 Uz AW S AN A BRI 5 A A3
UaE kALY AT DY A4 T kA 3 Febla o
28 047 S4SolAhE Holth. 2dnR Fekel dFd - 4R
@ 27159 27] eotdgo 2t BFeoAY A 5% AL2Eg Totrtas
22 33N U & & Ut
BHsn k27159 vleteet 2BYe Fo2 Basol
AL Forte Fold WE 2 BYA 95 o = 299
AAFE B gule gz A0 wd HeS loteots @ 2HURA ok
AGE) BASNt Pl 29 wololx sudel @37 AgolgaE ¢ 4
Stk 4, 19934 o) F 27] W7k AL WseA g 84 AAe el ¢
43 vgsht vmd we 9 3 $4Y £39 4% 25 Fuee gy
540l ZaHel AdA WY & Hetn gk

Fob Avehere] MEAQ 1NN WEY Fuol oy b3 43AQ Pu

A& 1T, 4 B 25 242 5, 3 0 M—am A6

28 449 e U R §5E Free 2
e STAAN Ana F4 A4 BEE BAGD A£45 EH% e z

=
A 3EA7E Bdo] 2 4 3 Aol

LA

P EEHA, HEEAY AR E o|uA & FEEE 715, YWY Seulgidoong/From The Till
The Coming Dawn(&7] %5 2 AYFEHEE Alglo] ©7]714]) Saehan media, SCO-127TAC,
2001.
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“3E A 17](1993~1995), 27] (1995~2001), 3
7 (2002~ AA) = o] S} BEo| Walg}. 177} B FA o J|E BB
S AN AN 51 @5 FAALTE e SEAFLE A4
FHAD 330 AFHA 32 eet el g gz} 24H A7jold. 37]
B2 E FEHT F SN Wol2rlEhe A FAe FEAT e F
S0 FABADE N FALYVE 2o WAL Haln e 3
4 o grpn

“Fe) o BAR L AREole] Foo|AAE G(RAZEl o Azel 1F
e Qolgdth AREols ART2 AN e £4E MEGAY o] A
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eI RS Fuk & 7"

2) Fel: A% geagolq F4 sewse
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9 kg el gotAEoR G B AR 44nste) gotd &3¢ 4
TS AU AAT HRPE AL Ja) AEA A ) L 550
% QoA E HE vl w4 ANE B 25aY oo Hs) FolE A
F2o MWD} ¥ TRE H2E olF ADS BEAY A2z g4
248 =Y3tE § #2¥ W32 4an U Jens T g} A 2
Be AZE B2 AW 712 AB2A 4537 dge] LFD WA ATAY
IR S FAAN 705 A8 DILAE 4B SE 255
A 143 o|ghe] FRuTH HA AHH 0 olge] F2E AAHoz 74
e Aoln 349 PR E FERY-ANR - 5o AF A9 z
Toz 32g FA3E Aol ohieh A P49 section Aol AT

oAl "Fel" 002d £ 003 =] FoINA 27 WAKE AYA % AAE
HAle] B8 AEAL FEHT o) s Ve AE AALE UGN A
& AU Dolehn ek B PAY V) 0 wdE Amge 7 Bt gug
£ AEIs 48 o % 2elt RS ZelWE 249 Ado] RS} 4
U A0z dgEed B @B ¥ AReld % WE 2750 de
o At FAGE ABAY BAA ol wA¥sl G L A
o £l U= B U5 Fo| AFAGW 2] wsh Zo] Fa4eete) e

11 gl zho] QlE]RojlA] 291 (2003. 7. 14)

Polag, "Felo AgEel”, Mk (M & dekg el 19999) o §&, o]4g vy,
e de2A Eeth (R dE, 199)9 A4, pp. 5707k =,

Polagd 449 UE, 4L FHAAT, MEEA 2o, (e UFeSdT,
1999), 155% #x.
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AA S R L A FAEE olFol7 Zetdel Averdel) o]EE @
A 20~30] Fute] y]ot AZAEZA AR o|F AU 2 TAE AZR(ZTL Y
ol

(B)4k2) Aldiol shgake 2gelth stebgal AE%F, 43AF 53
A2 THE SO BHE 2t 498 GHAAY AUE SzAS drhE 1 A
A5 AUNREE 8 ol49 A2 F37t FHHA B Ao e
NG QARE AFHE P4 Fofe] AT 44 HE of
= Ade $58 5 Uk & 2ze A2 43 34 oA 3E
o) 8ol 38 ol %A B A7t EAE B2 AT Rolth
TAERE AYY 54 e AR Fotol t3sst A A7) A
9 32 A sle na W22 WARY AL FoHN BzegAE T
g Aze gofoldoz AMel RAE SAAAE DEAITH: Mol T2E
Bz AdE DA T ERE UE 5 dEd @378 3R 437tsh 47
29 BAS SN 4E 2344 dHdel 9 AHSAR WolAE
289 AFecte) B2 ool AFINE axzil N2 Lo wEAE 18
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#9243 2, 9% gzt 4749 208 BYAA 9 BAEQDD B
F Qed, AF7AY RTS BE lokg P M E A3 477 gl
2 EQAA ol Gk W SU2E PHE P L AFE] FFAFY 7
Y& 7o F4% A7E Fott o) 90 § + I

U4 - Bl g - HAE FA, AESINE (AL EXNEE o] &Y 1997) M & JtokF
Azo) tdte] Mol TS 3t el AR A AR FEE R At A ol F A3
AAAAE 22 U2 AAREHE E2E Az A2 o] 801} et A3AtE 1910
dthel 20d o] 483 &} WIS tf-Roln B2 (ER)EELGA AL B3 JlolgS
Hi S5 2A| i 25 ASwe bz sled Ao spgg REA o R AAIA fEtRe g4S
3 2 Z29(1911~1989), AL (1917~1994), A2 (1923~1986) Solt}h. A4Aths HEA
W A =3he dtu wge FUHR WS 3 slokd AR E wi g AIREEA & 147]9) 2
A o] Fo]2 ABF Aol Al g dEldle A2 ARE BE AUER ATHD ¢l
o} 9o | pp. 140-142. "ale A SA4dE F4He) nFE 53 WY dEH
I AAES TAE AR AUE Bzl 3he oj5e] EAE ofA A AR-E Fupr} 7HA 8hE A
Re AL Aote B ARE YoE] BAL NEE 38 AAZ UEE Zo] ofyZ} A7
ko] AR galg Ao B3 Yo
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1999 6] BE A E TlokF 498 FATE F Yoz o FolRl FokF A

orerolt. 4 1§ A o SA WL 047 @Fb)E Ak 55
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T A hgEtaA AF9 Fzte] 3g & Tl sl AUA A A Lo 2
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do) ebE FTsle] &2 Wellw ST AAo) 58
AAHQ getar] (Musicking)o] 917 A H2ote] 2E

£ AA B9 33 ol vl g Adch

B Ee T()VE(FE post 242) Avjeke FEAL 71T SRZA
g Aol T Bold Ah2x $AE 0] oln] AujAQ AFeete BRoiAY
oA 2R g AEstmd] Sol7ld AELete $ET Aolr] oo
Hepgeta @ao] e AR Sl 1] TAE A% AdE dAl 14092
AWE DAl UHeld % sloh 1Ad7 608 ol % Fataele Frae @A)
50~600f el £ AF7h B A2 ol 24l BatEoke] oje] HaolA W
o} H2g AL A B 30~4007t FEo] HE A5 oo AT
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o AWA Mgt A2t 5 198040 WFsEFo] del AR A AHL
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