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Tradition and Creativity in Korean Taegŭm Flute Performance

Tradition and Creativity in Korean Taegŭm Flute Performance describes the taegŭm as a representation of Korean culture in the contemporary world. Through the development and performance of creative works, this horizontal bamboo flute reflects both tradition and contemporary creativity. The first part of the book outlines the historical background of the taegŭm. The author illuminates the potential future of the Korean flute in a globalised world through the analyses of three musical works for the taegŭm. The second part of the book draws on approaches of practice research within ethnomusicology and sociology to examine the ways in which the taegŭm tradition interacts with, and responds to, different genres in performance. Documenting collaborative encounters with musicians from three musical cultures: jazz, Western art and electroacoustic music, the result is an innovative exploration of the musical and social relationships between composers, performers and audiences in intercultural performances, contrasting traditional uses of the taegŭm with perspectives on its use today.

Dr Hyelim Kim is a world-renowned traditional Korean taegŭm performer and academic, who is a Visiting Research Fellow at Bath Spa University (UK).
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The taegŭm, a horizontal bamboo flute, is considered one of the most representative of Korea’s traditional instruments. The etymology of the name, taegŭm,1 is a literal description of the instrument in the Korean language: ‘tae’ means ‘big’ and ‘-gŭm’ means ‘bamboo’. First mentioned in the Unified Shilla period (668–935), it has often been considered by Koreans as an exemplar of Korean beauty. As a symbol of the nation, the flute is highlighted in the Samguk Yusa (Memorabilia of the Three Kingdoms), compiled in the late 13th century. This is a significant indigenous source documenting the history of the Korean Three Kingdoms (traditional dates, 57 bc–ad 668), which recounts a myth of the origin of the taegŭm, ‘Manp’a shik chŏk’, based on records of the Kamŭn temple and other sources.


King Shimun (r. 681–692) of the Shilla kingdom heard that a floating island in the Eastern Sea was approaching the Kamŭn temple, which he had erected. Being curious, the King asked his astrologer, Kim Ch’un’gil, about the island and was told it was a valuable gift from the king’s father, King Munmu, who had been reborn as a great dragon in the sea and a respectable general, Kim Yushin, who was reincarnated as a god of Heaven. After investigation into the island, the servant reported that there were two bamboo stems that separated in daytime and fused into one at night. When the king went to see the bamboo tree, a dragon appeared. The king asked, ‘What is the reason that the bamboo is split and combined again?’ The dragon replied, ‘this is similar to the fact that when you clap with one hand no sound comes out. You need two hands to make a sound when you clap. Likewise, the bamboo only produces sound when both sides come together. It is a signal of great fortune indicating that you will rule the kingdom by means of sound. The entire world will be peaceful if you make a flute out of the bamboo’. After that, the king ordered the plant be cut and a flute made out of the mystical bamboo. The sound of the flute had the power to repulse attacks by foreigners, to attract rain during droughts, and to heal illnesses. Acknowledged as a sacred flute, the instrument was named as ‘manp’a shik chŏk’ (the flute to soothe 10,000 waves).

(After Iryŏn, Samguk Yusa 2: 25–30, my translation, based on a modern Korean version)


This account presents the taegŭm as a magically auspicious instrument that brings peace and harmony. Moreover, its sound protects the nation from external threats and helps to calm the minds of people who were suffering from everyday hardships. In a way, the myth has come to reflect and configure the instrument’s role in history and how it has been used in contemporary music.

Being a native Korean, playing the taegŭm beyond the shores of Korea has always forced me to confront certain issues. There is, centrally, the inner conflict of wishing to preserve musical heritage as a Korean as opposed to working generally with music as a creative artist and academic. My attempts to find a way to connect these two dimensions have led me to travel abroad to expand my worldview. This inner conflict resembles aspects in the legend of the flute, in which a single bamboo plant is split in two. To resonate with the symbolic sound that once emanated from the united bamboo, in this book I endeavour to bring together two issues for exploration.

Firstly, the tradition applying to the taegŭm that I was taught when learning the instrument contrasts with the way that the tradition is applied in the 21st century. This ambivalence causes confusion in understanding the ancient instrument today. It is timely to explore the definition of heritage and the effect that heritage has in the contemporary world, given the UNESCO-led desire to define and understand heritage throughout much of the world.

Secondly, the regional association of the taegŭm as a purely Korean instrument is widened by the ongoing internationalisation and globalisation of traditional arts. Korean identity is increasingly reflected through images of the culture in ways that non-Koreans appreciate, which affects the modernisation of music for the instrument. The modernisation process is demonstrated by technical expressions in compositions, which will be explored through musical analyses in this book. Through analyses, I will show different conceptual levels of ‘Koreanness’ by adopting socio-cultural approaches. The concept of ‘Koreanness’ here is generally identified as South Korean, since North Korea modified the Korean tradition (including the music and musical instruments such as the taegŭm) significantly after its division with South Korea and developed its own national identity; all references to ‘Korean’ in this study therefore exclude North Korea. As a native South Korean playing traditional Korean music, a type of music that has come to be considered iconic of Korean identity, my own role as an artist is an important issue for me – within Korea I am told I am playing a very Korean instrument, and outside Korea I am told the same. What does this actually mean? The study will explore this, starting with the observation that the transnational perception of the instrument brings about both positive and negative changes and, in a sense, the ‘deterritorialisation’ (using the term after Deleuze and Guattari, 1987 [1980]) of national inheritance.

Mirroring the complex position that the instrument plays in Korean musicology, this book is divided into two parts: the first part focuses on the historical background and contemporary development of the flute. More specifically, the core parts of this section include the history of the taegŭm (Chapter 2), its contemporary practices (Chapter 3) and an analysis of the appropriation of the flute the this modern era (Chapter 4, 5 and 6). These chapters provide ideas about how the instrument can be accepted as a tool for creating new music through the analysis of specific composers who contributed to the contemporary repertoires of the taegŭm. The composers’ musical lives are contextualised by the historical, social and cultural backgrounds provided in the previous chapters. There has been a preconception in the history of music biography that this writing genre is often based on facts gathered by positivist scholars and that positivism is shunned in musicology (Wiley and Watt, 2009: 188). This is a reason why this writing genre has been excluded from the specialist area of music history (Wiley and Watt, 2009: 187–8). In line with Lee’s observation in her book Biography: A Very Short Introduction (2009: 12–14) of biography ‘as a form of history’, the series of chapters tackling composers’ compositions and texts are contextualised in their historical, social and cultural milieu.

The first musical analysis is in Chapter 4. Youngdong Kim [Kim Yŏngdong] (b.1951) is a taegŭm player and composer who has devoted himself to the popularisation of the Korean flute and has written a wide spectrum of compositions ranging from orchestral pieces to New Age songs. Among them, the representative piece of what became the New Age scene in Korea, ‘Sŏn’ (1989), is investigated, drawing on Murray Schafer’s soundscape theory. In addition, the traditional piece ‘Manp’a shik chŏk’ (2000) is analysed on the basis of its connection with the origin myth of the taegŭm as well as on the other provenance theories of Korean music introduced in the Akhak kwebŏm (1493), a treatise of music written during the Chosŏn dynasty. Chapter 5 corresponds with a component of the previous chapter, namely in the analysis of ‘Manp’a’ (1981), which takes the same myth (Manp’a shik chŏk) as inspiration. The composer focused on in this chapter, Sukhi Kang (1934–2020), is a composer of Western art music who uses techniques drawn from European contemporary music to compose structural forms that capture the timbre of the Korean flute. Chapter 6 considers one of the Korean composers of a younger generation who is devoted to creative music for Korean traditional music, Sngkn Kim (b.1967). Thanks to his musical upbringing and education, Kim achieves a skillful balance of the respective idioms of Western art music and Korean traditional music. His composition, ‘Taegŭm Quartet 2006’ (2006), draws on elements from the traditional piece ‘Sujech’ŏn’, dating from the Chosŏn dynasty. This ancient source is revived in a way that uses tradition as a technical source of creativity to express modernity.

The second part of the book takes the form of practice research to question how I, as a practitioner, have created new sound worlds for the taegŭm, fusing it with jazz (Chapter 7), Western art music (Chapter 8) and electroacoustics (Chapter 9), to link the antiquity of the taegŭm with contemporary creativity. For each collaborative encounter, I provide a background and theoretical frame before considering certain issues. Chapter 7 reflects on the historical appropriation of jazz on Korean soil, outlines previous experiments in which Korean traditional musicians have used jazz as an agent of globalisation, and then describes my collaboration with the Australian jazz drummer Simon Barker (b.1969). Chapter 8 considers the process of creation and performance of music combining Korean traditional and Western art elements. To achieve this, I commissioned Dae-seong Kim (b.1967), a prominent Korean composer, to write two compositions for the taegŭm and Western instruments. In line with the modernisation and appropriation of the Korean flute explored in Chapter 3, the transition towards Western art music seen in the performance settings and notation systems are shown to bring about different interpretations of convention in my taegŭm performance. To show this, I explore the representative technique of nongŭm, which I call ‘a gesture of adjustable tradition’. Chapter 9 explores the future of Korean traditional music through an electronic music project conducted with the Australian composer Leah Barclay (b.1985). Through collaborations in the Sori Art project in 2009 and 2010, I explored how electronic soundworlds could be an effective tool for capturing the nuances of traditional music. This collaboration took Schechner’s performance theory a step further through the use of multi-media, involving three elements: live performance, visual imaging and electroacoustics. Improvisation functioned as a method to connect the junctions among the different contexts and provided content that could be shared between the three elements. Chapter 10 brings my collaborations together in a recontextualised form to discuss a recording session conducted in December 2012 for BBC Radio 3’s Late Junction.

In summary, the second part of the book explores contemporary practices of the taegŭm through three strands. Firstly, the taegŭm is explored as a distinct language in a globalised environment, represented by jazz; secondly, adjusting to Western instrumentation and staff notation in a contemporary setting for Western art music; and thirdly, providing responses in the context of electroacoustic music borrowing from improvisation and its techniques. The practice research corresponds to the historical and theoretical background presented in the first part of the book. These two parts therefore create a whole, contrasting the ways in which the taegŭm has been used in the past with perspectives on what is done now, and suggesting potential areas for future development.

Throughout the study, I construct my unique academic observations through two different perspectives: as a learner and as a performer. The question is how the outcomes derived from these roles materialise in the contemporary setting, in line with the historical relationship between the two roles. To explore this, I elaborate aspects of each position below. I believe the similarities and differences between these roles can be brought together, to coincide in a compact entity.


Learner’s position

Historically, Korean music, in particular the court music tradition, has emphasised training. This tendency appears to be reflected in the thoughts of Korean educators throughout history, whether directly or indirectly, including the c. 4th century statesman Wang Sanak of the Koguryŏ dynasty, the c. 6th century musician Urŭk of the Shilla dynasty, both of whom were written about in fascicle 32 of Samguk sagi (History of the Three Kingdoms; 1145), and King Sejong (r. 1418–1450) of the Chosŏn dynasty as described in the preface of the Akhak kwebŏm (Guide to the Study of Music; 1493). All of these educators tried to establish a training system to regulate music and the musicians, referred to as ‘ye’ak’ (courteous music), as a tool to discipline elite apprentices. They focused on two beliefs: ye (propriety) as a social code of law, order, virtues or ethics and ak (music), as a self-disciplining standard of generosity and spirituality harmoniously contained in a single personality (Howard, 2006b: 181). The training dictated by ‘ye’ak’ equipped students with maturity both socially and individually. Like most other East Asian cultures, music in Korea has been used as a mode of self-discipline alongside other scholarly achievement.

These educational aims were followed by national institutes to preserve mainly court music, such as the Ŭmsŏngsŏ (Office for Music) in the Unified Shilla, according to the Shilla pon’gi section in the first fascicle of Samguk sagi (History of the Three Kingdoms), and the Chŏnaksŏ (Office for Ritual Music) in the Koryŏ dynasty. The Chŏnaksŏ had different names at different times. For instance, the Koryŏsa (History of Koryŏ; 1451: fascicle 39–45) documented that during the reign of King Kongmin (1351–1374), the office was renamed as the Taeaksŏ in 1356, reverted back to Chŏnaksŏ in 1356, was then called the Taeaksŏ again in 1369 and finally the Chŏnaksŏ in 1372. During the Chosŏn dynasty (1392–1897) the relevant institutes included the Kwansŭp tokam (Office for Customs) and A’aksŏ (Office for Elegant Music), according to Sejong sillok (The Annals of Sejong: 1454: fascicle 61). Similarly, during the Japanese occupation the equivalent educational institutions were the Chosŏn chŏngak chŏnsŭpso (Korean Court Music Institute) (1911–1950)2 and the Yiwangjik a’akpu yangsŏngso (Office of the Yi dynasty, Music department, School for Traditional Music) (1915–1946). The institutional systems of the Yiwangjik a’akpu yangsŏngso were under the influence of the Japanese model as modified during the Meiji Restoration (Lee and Yamamoto, 2004: 43). The Chosŏn chŏngak chŏnsŭpso was also led by a pro-Japanese establishment, but the importance of this institute to Korean music education is nonetheless of some significance (Pak Ŭnkyŏng, 2001: 170).

The last empire of Korea was the ‘Taehan Cheguk’ (Great Korean Empire) and lasted from 1897 to 1910; South Korea is now a republic and has no monarchy. Nonetheless, Korean court music is still performed for Confucian and royal ancestral rituals in shrines located in Seoul, the capital since the Chosŏn dynasty. Such rituals are rare these days and have mostly been transferred into concert settings (Byong Won Lee and Yong-Shik Lee, 2007: 13). To maintain the royal heritage, the Korean government founded the Kungnip kugak kodŭng hakkyo (National High School of Traditional Music) in 1977 to train professional musicians in traditional music. Later, the government re-established this as the Kungnip kugak hakkyo (National Middle School of Traditional Music), in 1991. At the university level, the first department for Korean traditional music was established at Seoul National University in 1959 with 15 students majoring in kŏmun’go (six-stringed long zither), kayagŭm (12-stringed zither with movable bridges), p’iri (Korean oboe), taegŭm, haegŭm (fiddle), tanso (small vertical flute), and composition/theory for Korean traditional music. Later, more universities, Ewha and Hanyang universities included, introduced dedicated departments for traditional music.

There has been a separation between professional and general schooling in the training system since the 20th century. Professional education is conducted by institutes where young prodigies are trained to be Korean traditional music specialists, and these institutes are often subsidised by the government.3 On the other hand, general education is conducted within the state curriculum in primary and secondary schools and the music education policies applied to the state schools have also developed accordingly.4 The following section will explore my training experience at schools specialising in Korean traditional music. I can identify myself as a Korean traditional music professional thanks to the long period of training in these respected institutions. The educational process that I experienced is designed to cultivate professional musicians, most of whom go on to university for further training. My participation in this system aroused my curiosity in the issues relating to the transition of traditional music from a historical to contemporary context. The process of transition will therefore be illuminated in line with my personal experience as a learner.

I started my study of Korean traditional music through a system of intensive music schooling from 1994 to 1996 at the Kungnip kugak chunghakkyo (National Middle School of Traditional Music) and from 1997 to 1999 at the Kungnip kugak kodŭng hakkyo (National High School of Traditional Music). This school is designed to train students as professional Korean traditional musicians with support from the Korean government. I then obtained my BA and MA degrees in Korean traditional music at Seoul National University, which was my primary source of academic and musical inspiration. Through this teaching, I became familiar with the traditional music canon.

I was 12 years old when I entered the Kungnip kugak chunghakkyo. Before beginning to learn the taegŭm, I had to master the end-blown vertical flute, the tanso (short = tan; vertical flute = so) as a first-year student. This end-blown instrument is similar to the Chinese xiao (or dongxiao) and Japanese shakuhachi. The shakuhachi has the same physical structure but on a much larger scale of body. The short version of the xiao is called the duanxiao, which in Sino-Korean is pronounced as tanso (Howard, 1995: 46). There was no record of the tanso in Korea until the Chosŏnsa akchi (The history of Chosŏn, music documents), published during King Sunjo’s reign (r. 1810–1834). This document first stated that the tanso was imported from China and performed in court music ensembles. Nowadays, the tanso is regarded as the beginners’ choice for Korean traditional music, akin to the Western equivalent, the recorder. Through this introductory class, I familiarised myself with blowing techniques, ornamentation patterns, notation and fingering positions that are similar to those of the taegŭm. The tanso repertoires also include pieces arranged for the taegŭm, widely ranging from court music to sanjo. A small transverse flute, the sogŭm, is also regarded as an introductory instrument for taegŭm players but is not as popular as the tanso.

Along with the technical training, I also had to take elective courses ranging from theoretical classes to vocal genres, including p’ansori (epic storytelling through song) and kagok (classical lyric song). Learning traditional songs is considered a crucial part of education since vocal genres are believed to provide the stylistic basis for understanding Korean traditional music. For instance, the aristocratic suite, ‘Yŏngsanhoesang’ (Collective Images of Sacred Mountains), is based on Buddhist songs, and a famous piece for taegŭm solo, ‘Ch’ŏngsŏnggok’ (Song of Pureness), is a transposed version of ‘T’aep’yŏngga’ (Song of Peace) from the kagok repertoire. Sanjo, the generic solo instrumental genre, which I will discuss in more detail in this chapter, is also hugely influenced by p’ansori, shinawi (an improvisation ensemble), shaman music and chŏngak (court music). In addition, learning verbal notation was a way to familiarise myself with the instrumental repertoires through singing. Taemaru 108·66 (1990),5 a collection of vocal pieces compiled by Kim Kisu, is still commonly used as a textbook. Another important training for a novice is learning the changdan (rhythmic cycles), a term which literally means ‘short + long’. As the name implies, changdan has a set of long and short units as a group and each unit is a relative concept of short and long durations rather than an equal duration (Hwang Byungki, 1985: 39). Within the skeletal structure, the rhythmic pattern can be varied in endless ways and reassembled by the performer’s interpretation. Vocal and instrumental music are normally built on strict rhythmic formulae and played on percussion instruments such as the changgo (double-headed hourglass drum) or puk (double-headed barrel drum). Learning the rhythmic patterns by playing these drums helps the beginners understand the fundamental structures on which Korean traditional music is based.

When I reached the second grade of middle school at the age of 13, I moved on to the taegŭm. Students at this stage are considered to have acquired dexterity, good lung capacity and the physical strength and posture necessary to perform the taegŭm. The chŏngak taegŭm (the lower-key taegŭm for court music) was the first instrument we were required to learn, and is also related to the skills required for the sanjo taegŭm (the higher-key taegŭm for folk music), since both flutes share similar articulations and techniques. The training to make sounds starts with practising on a plastic or PVC taegŭm, which does not have the hole covered by the thin ‘membrane’ paper and has a lightweight body so that it is comparatively easier to handle than the bamboo taegŭm. Later, my middle school teacher Pak Hidŏk (b.1958) distributed bamboo flutes for each student to select after a week-long try-out. As it is made from the natural bamboo material, each taegŭm has a different blowing-hole shape and tube body, so each student had to practise on many instruments to figure out which one was most suitable for them personally. Once I settled on one taegŭm, finding the right spot to blow into was also a challenge since the blowing hole of the taegŭm is much bigger than other transverse flutes. Moreover, unlike the modern orchestral flute, there is no raised plate around the blowing hole supporting the lips to keep them stable.

Blowing into the taegŭm demands great control. The player has to cover about 80 per cent of the hole and fully rely on lip control, and to do so the muscles around the lips are tensely pulled back with the centre of the lips relaxed. This posture allows enough air to channel around and circulate through the mouth hole. The column of breath hits the edge of the hole and splits into two, one towards the inside and the other the outside of the flute. The breath going into the instrument resonates through the cavity inside the body of the instrument as well as the player’s mouth. Therefore, the teeth of the player should be opened, and the tongue attached to the bottom palate to maximise resonance. Securing the embouchure position is critical because articulation techniques acquired later will challenge the stability of the sound. Nongŭm, literally meaning ‘playing with sound’, is one of the most difficult techniques to master on the flute. This expressive vibrato is produced by moving the head and arms, which greatly affects the steadiness of muscles around the lips. The most efficient way to self-test the secure position while you shake your arms is by putting your hands in front of the embouchure and keeping track of the angle of blow. To produce proper nongŭm, the player needs to choose a specific articulation appropriate to a genre. For instance, Chang Sahun has classified a few types of nongŭm by describing similar techniques for string instruments, such as nonghyŏn (vibrating), chŏnsŏng (bending once swiftly) and t’oesŏng (bending inward) (1985: 80–2). These are differently executed in court and folk music, which distinguishes the respective genres’ idiomatic styles. The court taegŭm has a stable and refined vibrato, which starts normally at the last beat of the entire duration of the note, whereas most of the folk vibrato begins straight away with more dynamics and expression.

Once we had secured the angle of blowing, we were allowed to move on to fingering. The first three holes are covered by the tips of the second, third and fourth fingers of the left hand, while the fourth and fifth holes are covered by the flesh pads of the second junctions of the second and third fingers of the right hand, respectively. The last hole is covered by the tip of the fourth finger of the right hand, while the body of the instrument is lifted up by two thumbs. The head of the instrument is placed on the performer’s left shoulder.


[image: Two hands holding the taegŭm flute with the fingers covering finger holes of the flute.]
Figure 1.1Fingering on the taegŭm

Photo: Hyelim Kim

Fingering is another challenge for young students, since the six finger holes on the long tube need complete sealing and swift articulation so performers should have long fingers stretched enough to cover them. Due to the demand for physical adaptability, some prospective students had to give up during this trial practice stage.

Posture is also vital, as the music is performed in unison in court music rituals, so visual synchronisation is critical. In traditional settings, performers sit on the floor with their legs crossed and backs straight, with heads turned 60 degrees to the left and with the lower lip placed on the mouth hole. The arms are parallel horizontally and the left arm has to move up and down to assist with vibrating tones while sounds are sustained. The musicians sit tightly together in parallel lines with their heads facing forward. The musicians need to listen to each other, as there is no conductor. Postural tidiness was constantly examined by my instructor when I had to perform an hour-long ensemble suite of court music. Teachers corrected me whenever my posture slackened.


[image: A taegŭm flute placed on the player’s shoulder with the lips positioned on the embouchure of the flute.]
Figure 1.2Taegŭm on the shoulder
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[image: Player wearing Korean traditional costume, sitting on the floor and holding the taegŭm flute horizontally.]
Figure 1.3Posture
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Compared to court music, folk music is performed in a relatively flexible way, since the settings for this kind of music are usually more relaxed and the dynamic expressions make it hard to maintain the same posture throughout a piece. Also, unlike court music where a number of the same instruments play the melody in heterophony, each instrumentalist in folk music maximises their own individual style so that responsive interactions among them outweigh any physical unison. Therefore, a curved seating position is more favourable for folk music performances so that musicians can see each other’s movements and spontaneous inflections.

Before playing traditional pieces, I had to practise each note to make them sound full and consistent. Sustaining notes as long as one can is the best way to master the control of sound quality. Notes in the low register (chŏ ch’wi) are relatively more difficult to produce than others and among them, the lowest sound (B♭ on the court taegŭm, C on the folk taegŭm, where all six holes are fully covered), is the most difficult. Thus, beginners start with notes in the middle register (p’yŏng ch’wi).

I chose to study sanjo taegŭm in the second year, when I was 14 years old. Mastering one school of sanjo takes a lot of effort and technique so that secondary school students learn only one style of sanjo at a time, also in a shortened form of the original piece. This set is called ‘tchalbŭn sanjo’ (short sanjo), lasting 13–15 minutes, and is an abridged version of the original, ‘kin sanjo’ (long sanjo). I learnt two schools of taegŭm sanjo: the school of Han Pŏmsu (1911–1984) in middle school and the school of Sŏ Yongsŏk (1940–2013) in high school. The learning process was mostly by means of rote with a little help from notation; reliance on written music is less significant than is the case in court music. Expressive tone production, some of which is very subtle, cannot be indicated through symbols, so I had to memorise the visual execution to produce a certain sound.

The significance of my learning experience to this book is to explain my perception of socio-cultural contexts. First-hand experience gives me a grounding to contextualise traditional music as a core part of Korean society.


Performer’s position

My career as a professional musician after finishing my basic training forms part of the foundation of this research. I approach it from the perspective of a representative of Korean culture, performing an ancient Korean flute, and at the same time as an individual musician who is actively involved in creative activities. Practising as a professional musician for over 20 years, I found myself in the position of thinking from a performer’s perspective, which has led to deeper understanding of the practical experience, as opposed to being restricted to the more analytical perspective of a spectator or non-performing researcher. It can be observed that generally there is more or less a separation between the world of a practitioner and that of a theorist, including in Korean music. Also, there is a tendency in Korean musicology, like other academias in the world, for academics to work on historical documents or notated music rather than the practice of performing arts. I also witnessed in the UK academia that the voice of professional performers is fairly rarely heard in musicological literature since musicians seem to passively accept that analysis and criticism are not conducted by themselves but by non-performing ‘outsiders’ with more academic insight.

Bringing the performer’s view into a work of research essentially embraces ‘emic’ and ‘etic’ concepts about Korean traditional music. This division – ‘to experience a culture from the inside’ and ‘to experience a culture from the outside’, respectively – originally came from anthropology (Schechner, 2003: 300). I suggest that the emic account can be narrowed down to a specific zone, which only musicians involved in production and performance can access. Questioning whether fully emic or etic accounts really exist follows Erving Goffman (1959) and his view that a theorist takes the role of an outsider since everyday routine is framed; in this, only the observer is aware that performers are performing rituals. As opposed to Goffman, Schechner argues that performers from different cultures are more likely to understand each other and the core of a given performance art from different cultures more effectively than people who have remained within their own cultures and have never performed outside that setting (Schechner, 2003: 300). This makes me think of ‘comprehension of the self through the detour of comprehension of the Other’ (Rabinow, 1977: 5). Today, the will to accept a heterogeneous culture by performing together or exchanging experiences across cultural divides or differences raises issues that are faced by a growing number of musicians. Initially, while it is obvious that a performer faces difficulties when performing music from heterogeneous cultures, it can be said that a compromise in style and content is inevitable.

Among the media that connect difference, musical interaction has been highlighted by Mantle Hood, who introduced non-Western ensemble classes into the American ethnomusicology curriculum. Through participation, students learnt different musical languages and were able to deepen their understanding of the culture in which the music they learnt was rooted. The process was dubbed ‘bi-musicality’ by Hood (1957). Bi-musicality gave ‘an understanding of and an insight into not only music and the related arts but also language, religion, customs, history – in other words, the whole identity of the society of which music is only one, but one very important, part’ (Hood, 1960: 58). Hood emphasised that ‘the crowning achievement in the study of Oriental music is fluency in the art of improvisation’ (Hood, 1960: 58) and the learner’s creativity of the tradition ‘must be guided through the maze of traditional rules that govern improvisation’ (Hood, 1960: 58). I understand improvisation as a compositional method, which, following Bruno Nettl, ‘encompasses a vast network of practices’ (Nettl, 2009: xi).6 As a ‘performing animal’, named Homo performance by Victor Turner (Turner, 1988: 81), a human being expresses in the act of performance a ‘reflexive’ movement in which he/she identifies his/her presence both as an individual and as a part of society.

This implies that a performer’s role becomes more significant in an interactive environment: I, as a performer, place my archetypal instrument into the lively, responsive, multicultural and multi-media pools of today’s music making. The importance of the practicipant/researcher’s view as illustrated through the academic research that I have carried out is a topic of growing interest among scholars in this field. Research through a practitioner’s perspective is generally called ‘practice research’, even though there are a few sub-groups for practice research in the creative arts: such as practice-as-research, practice-through-research, practice-based-research, practice-led-research and artistic research. This classification, however, depends on how the research results are articulated, as they can be presented as methodology, resource, framework, distribution, format and many more. In fact, in the REF 2021 guideline,7 the term practice research has replaced all the other sub-groups referring to all the relevant approaches including ‘practice-as-research’ and ‘practice-led-research’. The research in this book can be specifically defined as practice-based research since the creative practice is the main outcome of the research and the practical product corresponds to the research questions with ‘the appropriate formal embodiment’ (PRAG-UK, n.d.). The collaborations featured in this book – jazz (Chapter 7), Western art music (Chapter 8) and electroacoustic music (Chapter 9) – are contextualised in the historical and analytical background introduced prior to the empirical studies. Having assembled the historical and sociological foundations, re-contextualisation of the collaborative and/or theoretical application of traditional performances is also crucial. Borgdorff notes as follows:


Artistic practices do not stand on their own; they are always situated and embedded. Artworks and artistic actions acquire their meaning in interchange with relevant environments. Research in the arts will remain naive unless it acknowledges and confronts this embeddedness and situatedness in history, in culture (society, economy, everyday life), as well as in the discourse on art; herein lies the merit of relational aesthetics and of all constructivist approaches in artistic research

(Borgdorff, 2012: 165)


In my intercultural performances (using a term from Turner, 1988), I have applied two theoretical approaches. Firstly, I used the approach centred around Richard Schechner’s performance theory. This takes the social science background of dramaturgy to consider general theories about performance. The second approach is performance theory in musicology, which understands artistic events from a musicological viewpoint rather than from theatrical or social science perspectives. Comparing the two indicates that the previously applied musicological approaches have limitations, but that adapting theatrical and social science theories to the musicological field enables music performance to be placed in the broader context of society and culture. I hope to show how taegŭm practices within cross-cultural contexts can be seen as interactive performances, not as isolated forms of art.

The majority of performance studies have been driven by scholars involved in theatre and drama studies. Among them, Richard Schechner is one of the prominent pioneers. He explores issues regarding artistic and social relationships around performance, especially acting. In the introduction to his book Performance Theory (2003), Schechner suggests that an event based on fictional or abstract concepts and stories might be perceived by participants as more truthful than real life (Schechner, 2003: xviii–xix). The term ‘actualizing’ describes a ‘special way of handling experience and jumping the gaps between past and present, individual and group, inner and outer’ on stage (Schechner, 2003: 32). The ‘action’ embodied by ‘actualizing’ relies on regenerating a pattern rather than on imitating a stylistic phenomenon (Schechner, 2003: 28). The analyses of patterns of action properly explain a web of relations. As MacGaffey notes, in moving the discussion back into social science, and anthropology in particular, ‘only sets of elements can be compared and not elements in isolation, [as] has long been accepted in kinship studies’ (MacGaffey, 1980: 304 cited in Kingsbury, 1988: 163). MacGaffey further elaborates that the role sets shed light on the relationships and social roles of working in a particular setting, and that these should be considered more important than any name given by people (Kingsbury, 1988: 164). The materialisation of social identities through theatre and dance is also discussed in the essays in The Cambridge Companion to Performance Studies (Davis, 2008). Taken together, these sources indicate that performance is a critical part of social life, with an elaborate form of rules and rituals that reflect the system of organisation, and that this applies to various art forms.

The role set found in music contains an implementation for social configuration to meet the communal codes projected by an environment. In the case of European art music, roles and role-playing are relatively strict: the audience is quiet during a performance, and a performer pays consideration to accord strictly with the piece as written by a composer, not to play an impromptu melody (Kingsbury, 1988: 165). However, the prescribed set-up configuring the role of the agencies constantly transforms and reframes the rules that control the participants in the music making (Kingsbury, 1988: 165). Schechner writes:


Most observers note that both human and animal acting are signals that the behavior taking place within the brackets is ‘only play’.
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