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Abstract

Chapter 1. Introduction

One cannot judge a composer's work without considering the specific aesthetic attitude
and the cultural background that formed his or her musical personality. Any discussion of
Eastern composers’ music must therefore acknowledge and proceed from their deeply rooted
Eastern cultures. Toru Takemitsu, Tan Dun, and the author have each attempted to
communicate unique expressions of themselves through music that remains true to their
roots.

Toru Takemitsu, Tan Dun, and the author were born in the Eastern countries of Japan,
China, and Korea, respectively. They also have been or still are residents of a Western
country. Takemitsu and the author are trained in Western compositional techniques, and

Tan Dunl) was primarily trained in his own traditional music. Whether they were trained

1) Tan Dun studied at the Central Conservatory in Beijing. His first encounter with Western music
(Beethoven Symphony No.9) was when he was a 19-year-old college student. Before that, he served as
a fiddle-player and arranger of Chinese folk songs for a provincial troupe under Mao's Cultural
Revolution.
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in Western music or their own traditional music, they absorbed Western musical idioms,
particularly trends after the 1960s. As a result, the hybridization of Western musical
traditions and various Eastern sources form a new concept of musical trends, which
probably can be explained by postmodern principles.

Eastern contemporary composers tend to shy away from traditional thematic developments,
linear motion, or harmonic progression as a means of expression, or hierarchical formal
schemes as organizing tools for their works. They are not so much concerned with stylistic
unity as to use references to music of Eastern and Western traditions or cultures. Their
music includes fragmentation, discontinuities, non-linearity, and multiplicity. Therefore, most
of those musical characteristics destroy temporal linearity in music; I called this
“emancipation of time.”? This is a remarkable movement that frees aesthetics stances from
the traditional concept of musical time, and corresponds to postmodern temporality. In this
paper, I would like to examine how these three Eastern composers create temporal
uniqueness in their works, and also attempt to show the aesthetic and cultural significance

of their background to form their creative processes and musical languages.

Chapter 2. Three Case Studies for Eastern Contemporary Music
2.1. Toru Takemitsu

ToruTakemitsu(1930-1995) is probably the Japanese composer best-known to Western
audiences. His music exemplifies a confluence of East-West culture, in that it is founded on
traditional Japanese aesthetics while incorporating techniques of contemporary music. His
composition November Steps(1967) for shakuhachi(Japanese bamboo flute), biwa(Japanese
lute), and Western orchestra is often seen as exemplifying the successful blending of
Western and Eastern instruments. However, the composer himself(Takemitsu 1995, R7-88)
comments that his work was never intended to blend Western and Eastern sound worlds
together, but to emphasize the differences in the sound worlds of the East and West. In
fact, the ideas and aesthetic of this piece are quite postmodern, but the compositional

technique strongly reflects modernistic elements.

2) In the beginning of the twentieth century, Schoenberg introduced “Emancipation of the dissonance,”
referring to freedom of non-harmonic notes. His idea of “emancipation of the dissonance” is that the
dissonant harmonic complexes are no longer regulated by traditional triadic succession. The term
“emancipation” is proper to explain the various contemporary musical trends. I acknowledge Professor
David S. Lefkowitz for this idea. We discussed many different types of emancipation, such as sonority,
rhythm, meter, form, timbre, etc. in his twentieth century music seminar in 1999 and 2000 at UCLA.
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First of all, we can catch a glimpse of pitch logic between Eastern solo instruments and
Western orchestras in this piece. Edward Smaldone(1989, 216-231) has discussed the pitch
organization of November Steps, arguing that trichords [013] at F F4G# and [014] at FF#A
are prominent motivic cells in mm.1-24. While Smaldone discussed pitch treatment in only
the opening measures, here I will examine the large-scale interaction, including the formal

layout, between the Western and Japanese instruments(Table 1).

Table 1. Use of commoh tones(D, E, A} and V-l relation between eastern and western instruments of
November Steps

Sec.! 2 3 4 5 6 7 8 9 10 1
mi2 32 ’ 0B W ) 4 50 55 cadewa 6 63676870
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When the orchestra plays this supportive role, the pitch structure material reinforces and
supports the Eastern instruments, emphasizing the pitches D and A. These two notes are
structurally more important than the rest of the pitches in this work. The pitches D and A
are selected, because the shakuhachi’s fundamental notes are DEGAD, with the biwa tuned
DEAEE (Malm 1978, 133-150). The interval of the open fifth, whether motivic or harmonic,
suggests a traditional concept of harmonic progression, tension and relaxation (V-I). D and
A together with E (another common tone of shakuhachi and biwa) are often used to
connect passages of Eastern and Western instruments. Therefore, a V-1 relation between
successive sections continually links the two sound worlds. Additionally, closure is often
achieved by the completion of V-I in the other sound world. The V-I relation is probably
not perceivable by ear, however the use of precisely calculated pitch logic reflects
Takemitsu's strong modernistic attitude towards compositional techniques.

Employing the Eastern and Western sounds, Takemitsu seems to seek similarity rather
than differences between two different sound worlds, contradicting his intenition  of
emphasizing the differences of East and West. On the surface, by adopting the idea of
ritornello form, November Steps makes a contrast between the Eastern solo section and the
orchestra tutti section. However, when we look at the seating arrangement of November

Steps, we can notice how carefully Takemitsu planned to have the Eastern and Western

w



1Ml E AU

sounds weave together, not only bringing out their contradictions but also their unification.
The orchestra is seated as two spatial groups(See Example 1.). Harps, percussion and
strings are divided into two almost equivalent halves, seated on the left and right. The
biwa and the shakuhachi are centrally placed in the front. Winds and brasses are in the
center at the rear. The sound(especially that of strings, harps, and percussion) does not pan
out as in traditional orchestra seating. This Western sound comes from both sides, at the
same time, embracing the sounds of the biwa and the shakuhachi.

The groupings of instrumentation are primarily meant to create several localized areas of
musically distinct sonorities and gestures. However, these groups of instrumentation also
have a function of complementing, or reinforcing the Eastern and the Western sounds. For
instance, the entry and exit of the biwa are often preceded and followed by harps, imitating
the timbral characteristics of the biwale.g. mm.21-24 and mm.57-60: See Examples 2 and
3). Takemitsu devises special harp techniques such as powerful glissandos on the string
with a coin, or plucking with the fingernails, evoking harsh-glissandos prés de la table.
The harp is probably the most important instrument in bridging FEastern and Western
sounds(See the Seating Arrangement. Physically, harps are placed closest to the shakuhachi
and biwa). Also the various microtonal inflections of the shakuhachi and biwa delicately
interlace with the string harmonics and the resonance of gongs, bells, and tam-tams of the
Western orchestra, creating a sense of serenity appealing to both Eastern and Western
audiences. |

In spite of Takemitsu’'s modernistic approach in terms of compositional techniques,
November Steps has unique time structures. Two or more different times overlap and
penetrate each other in this piece. This temporal structure allows one to view this piece as
postmodern. For example, the multiple layering of temporality occurs between two solo
Japanese instruments as well as the solo instruments and the orchestra. Generally, the
piercing and intense melody of the shakuhachi is accompanied by the static biwa. The
shakuhachi and the biwa sections create elasticity in time expression, emphasizing Eastern
concepts of time.3

3) Temporal construction in Japanese music is characterized by a rhythm that is not rigid, but elastic.
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Example 1. November Steps: Instrumentation and Seating Arrangement Takemitsu (1967, instrumentation
page). Used by permission of C.F. Peters Corporation.4)

INSTRUMENTATION

Shakuhachi (Japanese end-blown bamboo flute)

Biwa (Japanese plucked iute)

2 Oboes

3 Clarinets in Bb

2 Trumpets in C

3 Trombones (tenor)

4 Percussion (2 placed on right side, 2 on left side)
left side - tubular bells, 3 gongs, 2 tam tams, Chinese cymbal
right side - tubular bells. 3 gongs, 2 tam tams

2 Harps (1 placed on right side, | on left side)

Strings (12-5-4-3 each, placed right and left side)

Note: All instruments sound as written except for the Contrabasses
sounding one octave below.

SEATING ARRANGEMENT

Brass

Woodwinds

O O

Biwa Shakuhachi

{R) and (L) Strings should be placed as far aparx as possible

©1969 by C.F.Peters Corporation

4) Toru Takemitsu, November Steps, (New York: C.F. Peters Corporation, 1967), instrumentation page.
Used by permission of C.F.Peters Corporation.



Example 2. November Steps(measures21-27)9)
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5) Takemitsu (1967, 6-7). Used by permission of C.F. Peters Corporation.
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Example 3. November Steps(measures57-62)6)
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6) Takemitsu (1967, 19). Used by permission of C.F. Peters Corporation.
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Traditionally, performers of Eastern music strive for what they call temporal elasticity.
The performer is liberated from both spatial and temporal constraints. Thus, the music does
not adhere to a background meter or a steady tempo; instead it is conditioned by the
sensitivity of the performers. Western notations cannot adequately reflect actual performance
conditions, but only an idealized representation.

Technically, Takemitsu abandons the conventional pitch and rhythmic notations for the
shakuhachi and the biwa to create elastic temporality. Most Japanese music is not
meter-oriented. The accents in the melodic line are independent of bar lines. Thus, graphic
notations for different playing techniques are used for the shakuhachi and the biwa,
indicating every detail of how each note is to be produced. In the cadenza section, a kind
of tablature notation is used for both shakuhachi and biwa. These forms of notation are
remarkably precise, but Takemitsu lays out the cadenza materials as a series of fragments,
a page for each instrument, and says that each player may play these fragments in any
order(Takemitsu 1967, 17). To some degree, chance elements in this piece are reminiscent
of Western avant-garde works, such as Stockhausen’s Zyklus or Browns’ Available Forms.

The Western orchestra adds another dimension of temporality in November Steps. The
condensed time of the orchestra(transcending time) interrupts the flow of Eastern
time(circular time).” Therefore, the temporal sense between Eastern instruments and the
orchestra illustrate the “double concept of time.”®

Another interesting aspect of Takemitsu’s perception of Eastern and Western time can be
found in Example 2. The shakuhachi and biwa parts are written in senza tempo and senza
misura, while the orchestra plays »=60 with 4/8. Even if we can not feel the metric sense
in the orchestra section, Takemitsu uses meter(4/8) for the orchestra. In other words,
Takemitsu is keenly aware of the attributes of Eastern time and Western time. Eastern
time is not restricted by meter or tempo, but Western time is. The meter(4/8) and tempo
markings( ) =60) of this section reflect Western conventions of conducting an orchestra.

In terms of macro-level form for November Steps, Takemitsu applies the temporal
scheme of Noh, jo-ha-kyu(F¥%7&) (Malm, 105-131). When you look at the Table 2, Jo is
an orderly beginning or introduction, ha is a breaking away or exposition, and kyu is a
culmination or denouement. This large-scale temporal organization gradually rising to
climax near the end of the piece, and abruptly falling off(m.63-the end) shortly thereafter,

7) The concepts of circular time and transcending time are strongly reflected inthe perception of time in
traditional Eastern philosophies, such as Buddhism and Taoism. Circular time and transcending time are,
particularly, closely related to the temporal world-view of Buddhist teaching samsra(lifil) and nirvana(i
#%), respectively.

8) Ultimately, Buddhism is at once represented in two opposing states, the infinite or continuous circular
time and the transcendental state of time. I called it “double concept of time.”



reveals the principle of asymmetry. This is also a basic aesthetic formal distribution of Noh

drama.

Table 2. Formal Division of November Steps

Formal Jo Ha Kyu
Scheme
Sections | Section | | Section2 | Section3 | Section4 | SectionS | Section6 | Section7 | Section8 | Section9 | Section 10 | Section {1
Measure 1-5 6-20 2124 2529 30-35 36-39 39-48 49-51 52-56 5762 63-end
Number
Ritornello Tutti Solo Tutti Solo Tutti Solo Tutti Solo Tutti
Axis
Orchestra- Western Orchestra Shakuhchi | Western | Shakuhchi | Western | Shakuhchi | Biwa with | Cadenza | Westemn
tion &biwa | Orchestra | &biwa | Orchestra solo Western with Orchestra
Orchestra | Shakuhahi
& biwa

As a whole, November Steps does not simply repudiate or perpetuate modernism, but
retains aspects of both. Unifying compositional material, such as pitch organization and
timbral unity shows a strong continuity of modern approaches. The form, material, and
articulate qualities have pluralistic modes of expression, making it possible to interpret in
diverse ways. The audience explores multilayers of temporality by listening to the Eastern
and Western, and the old and new. This mutual confrontation of temporalities is one of the
salient characteristics of November Steps. In that respect, November Steps follows Stern’s
conceptof “Double of Post-Modernism.”® However, the traditional aspect is stronger than
the schismatic element in this piece. Takemitsu's compositional orientation is preliminarily

based on Western modernism even in expressing a confluence of East and West.

2.2. Yoohee Kim

The author tries to express Eastern ethos and philosophies using Korean traditional
music as a resource for her piece. Also, the author’s technical tools in composition rely on
Western conventions, such as notation, instrumentation, tuning system, and so on. However,
the author does not simply employ superficial phenomena such as the pentatonic scale, or
traditional instruments in her composition. In writing music, the author is more concerned

with four mutually related characteristics closely associated with Korean traditional court

9) American architect Robert AMStern discusses the complex nature of “double” characteristics of
postmodernism. He interprets postmodernism as having two contradictory faces simultaneously.
Postmodernism is both extension and a break from modernism. The extension aspect is called
“traditional postmodernism,” while the other is called “schismatic postmodernism.” See Hal Foster(1983,
xii.), “A Preface,” The Anti-Aesthetic: Essays on Postmodern Culture

10
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music: structure of time, structure of space, gesture in sound, and timbre. Among them, the
structure of time is the central focus of her composition.

For example, the “double concept of time” is one of the most characteristic elements in
her music. Precisely, two opposing states of temporality, circular time and transcending
time, exist simultaneously in a piece. These two different temporal models often overlay
each other, producing strata of different tempi. Example 4, from Two Dances for
Piano(2000), shows a coexistence of circular time and transcending time. In the beginning
of the piece, the rhythmic segment of the right hand that comes from the Korean rhythmic
pattern Jin-Yang-Jo, abruptly interrupts a static and circular continuum of the left hand.
Also the left hand requires as even a pulse as possible, while the right hand emphasizes
rhythmic articulation.

In Korean dance, the basic rhythms are based on the continuity of breathing. Moreover,
the rhythms are based on so—called mental breathing, where the performer does not count
rhythmic beats but feels a kind of expansion within continuous physical and mental
breathing. The author expresses a conceptual dance rhythm applying “double perception of

tfime” in this piece.

Example 4. Two Dances for Piano, |.

11



Flowing, not too clear, J\ =56
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* : These pedal signs should be half pedals and una corda.
R

Technically, the author gives up mensural notation, and allows the left hand to imitate
physical and mental breathing. A group of eighth notes expands from six to eleven notes.
Even if the right hand interrupts the left-hand movement, we feel continuity in the music.
Thus the two different tempi gradually unfold and go forward together in an extremely
slow tempo and low register. In the Piir mosso section two different temporalities penetrate
each other, becoming the uncountable time.

Another example of the double perception of time can be seen in one of her solo
instrument series, titled Isang for Bb or A Clarinet(1997). The title Isang is taken from the
name of a Korean modernist poet. Isang(1910-1937) ‘was an architect and poet who died of
consumption at the age of 27. His poems are among the most controversial literary works
in Korea because of their difficult passages and unusual visual structure.

Isang for Bb or A Clarinet is based on his novel Nalgae(Wings, 1936). In this novel,
Isang used the metaphor technique of dissociation of the self from the world around.
Particularly, the third movement depicts the last scene of Nalgae, the main character “I” or
Isang himself “depart” from the strange and abnormal reality he perceived to be the ideal
world!9(See Example 5).

12
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Example 5. Isang for Bo or A Clarinet, il
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As shown in Example 5, two unrelated musical ideas and different tempi are represented
side by side. In this piece, the “a tempo’()=108) section alternates with a slow dance
section( J=p). “A tempo” is based on whole-tone and chromatic scales with strong
syncopated rhythms. On the other hand, the melody line of the slow dance section implies
s or 5% and rhythmic

patterns are derived from Korean dance music. Thus, “a tempo” sections have Western

Korean traditional melody structure. Many grace notes, leaping 4

characteristics and the slow sections are related to Korean rhythm and melody.

However, the “a tempo” sections and the slow dance sections are juxtaposed without any

10) The Korean word “Isang” is a homonym that may be interpreted to mean both strange (or abnormal)
and ideal.

13



compromise, distortion, commentary, or transition. The music seems to have an illogical
progression. Listeners are to take on the burden of making sense of it. Here, the author
tries to render an impact against the listener’s anticipation. This abrupt change makes more
sense in the broader context of the piece as a whole.

This piece is related to the programmatic storytelling situation. Two different fragments
represent the mental situation of main character “L” Technically, the third movement of
Isang for Clarinet has a reorderable fragmentation of time.

Silence also has an important temporal function in her music. The author defined silence
as “the natural pause or interval between two or more phenomena occurring continuously.”
In the following excerpt from Isang for Clarinet, II, Example 6, temporality becomes
unpredictable as intense silence is created between similar repetitive figures. This example
shows how the author usessilence as a form of transcending time. On the other hand, this
repetitive figure imitates the rubbing of a Yeum-ju(a Buddhist rosary), and it takes over
the basic pulse articulation, providing circular time.

Silence should also be expressed with theatrical gestures that end with certain freezing
motions. Therefore, silence provides a transcendental moment underneath the circular time
of repetitive clarinet figures. When we listen to the music itself, it flows even though the
duration of rests gradually increases from one second up to ten seconds. Actually, those
rests create the kinetic momentum of this piece. In that sense, silence is not the absence of
time. Instead, silence représents highly enlightened moments an expression of transcending
timewithin continuous circular time.

The temporal orientation of the author’s music is generally different from traditional
Western concepts of linear time. There is no apparent “teleological”ll) time movement. If
more layers are involved in the music, the piece moves toward one or more goals, which
are placed in sections other than the end of the music. Thus, the temporal continuum is
rather more multidimensional than linear. The author departs from tonal or thematic
dialectics by discarding traditional hierarchical function and formal schemes. Therefore, a

Western concept of form is not a force in the author’s compositions.

Example 6. Isang for Bo or A Clarinet, I

11) The term “teleclogy” was used frequently by Leonard B. Meyer. He explained that teleological music is
perceived as having a purposeful direction and goal. (Leonard 1967, 68-84) More specifically, musical
components- rhythm, melody, and harmony-are understood contextually: the listener gains perspectives
on the meaning of musical content. A perfect example of this is the classical sonata form. The
statement-development-restatement is closely associated with teleological harmonic functions. This
harmonic motion helped to define progressions, phrases, period, and large section of the composition and
thus ultimately helped shaped the overall form of the work.

14
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Instead, the author applies an aesthetic form rooted in Eastern philosophy, Taoism and

vin—yang. For example, two different ideas, A and B, have a mutually interpenetrating

relationship while each

maintains its own subjectivity. There is a notion of oneness to the

extent that A merges with B. When they are merged, however, they are bound to separate.

Next, B merges with C, and they soon separate again. This recurring process is essentially

a transforming relationship giving rise to so-called chain form.2) This process also

12) In Western contemporary music, Lutoslawski adopts the idea of chain form in his compositions, such as
Preludes and Fugues and his three Chain series.

15
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contributes to creating temporal multiplicity.

In the following table(Table 3), the formal layout of Plum-Azalea-Rock: A Song o Love
for Seven Players(1999), shows the interpenetrating formal scheme. Plum-Azalea-Rock has
not only a complicated formal layout, but also involves complicated external musical
elements. For instance, it consists of three different poems and three different languages.
Poetic situations are also complicated. The theme of the three poems is of unattainable
love. The author picked these three poems because the woman and the man are never

facing each other.

Table 3. Formal Layout of Plum-Azalea-Rock: A Song of Love for Seven Players

Form Intro. Instr. Coda
Intrude
{Forc ground) A(Sop.) N B(Bar. )\ Cirr) N D{other) EfSop.) F(Bar.) | G(Sop+Bar)
N
% Asop) [ Brbar) | Mgy P Diother) \E(Sop,}
{Background)
instru- ‘ '
ments Gong | 1 Voice 2 Voices | 1 Voice 1 Voice 2 Voices | 2 Voice Gong
Piano Piano Piano Piano Piano
A. Flute A. Flute A. Flute A. Flute
Perc. 1 Perc. I Perc. 1
Timpani | Timpani Timpani Timpani Timpani Timpani Timpani
D. Bass D. Bass D. Bass D. Bass D. Bass D. Bass D. Bass
Language Japanese and Chinese - Korean
Text Song of Yodo Dedicating A Certain
by Yosa Buson Flowers Poem
by Unknown by
Isang
Layers single single 2 layers 3 layers 4 layers 3 layers 2 layers single single
+ + + + + + +
ostinato ostinato ostinato ostinato ostinato ostinato ostinato

For example, in the first poem (Japanese haiku: Song o Yodo by Yosa Buson), a
courtesan longs for a nobleman; in the second poem (Korean danga: Dedicating Flowers
by unknown), an old peasant man longs for a beautiful noblewoman; and in the last one
(Korean modern poem: A Certain Poem by Isang), a man sees a woman and later he finds
himself as the object of love of another woman. They interpret love as a transient and
evanescent thing.

The formal layout of this piece conveys the entire complicated situation of unattainable

love. At the beginning, mezzo-soprano(A4) presents a foreground over the timpani and
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double bass ostinati. Then,(A) fades to the background but still maintains its own melodic
line. A new baritone solo(B) appears as the foreground over the fading(A). (See Example
7) After that, (B) fades to the background and(C) appears, and so on. Eventually, the
music reaches a place(G) it never went through. All of this formal setting resembles the
women and men in the poems who never face each other. However the ending is not
totally strange. Musical components themselves move quite far from the beginning, but
there are some similarities in terms of sounds, gestures, and textures. Therefore, the form
is parallel to the Taocist idea of cyclic nature as ceaseless motion and change. The form is

reminiscent of a famous Tao proverb “going far means returning.”

Example 7. Plum-Azalea—Rock

14
o )
- war R e { hd
AlLFL | Efs %
0 4
(Timpani)
Iy & —h Ty PR s
Y 2 - o hi¥ 2 E. 4 L@ .4 o RV 2 K. k(Y BT ) r. 2 Fex:2 L e
Perc. 7 AR B e e e .4 s e s s e i
= I | - | & T 1T T # ) | - H é | é 1T T | - T = 3 3‘ 1 i . l_ - d. —
§o §o i ¥ §e §
14 PP =
o) = = e ?
17— i | T T et :
Sop. y — T T T T 7 - INT T
- @ e 8 o {1 e 46~ o -
.) ~—f— [ ——— ki T
T sui den sui nigat - si
\3\
14 ~
. Eoehe, o= =1 —
Bar. | E e o NN
1 HET= X & o &6
gliss. over the strings Ki mi wa sui-jo ne ume nogo toshi
14 (with finger nails) (sempre) —3—
f’o {
A% sa ¥ 2 & = y 2 2 = 1% 1
f  —— < f il S= —te—
%/ Lv. g/ Lv. 31 . ! 3 @
Pf y ' (on key: _
PPPP Pa— g
14 (silently press the keyg)  (sempre) 37, FE E
& T T &
& y 2 = =8 y A y & & T T 1 v i == T A ¥
Py Py & T & ~ } t.l & \. %
—t &
‘e £ ElES 8
E ¢ ¢ | I
14 50580, et 50$Xed— o —]
ray e, SO — | L. & red T
D.BA b i T lﬂ - T 1 T H" T } T Nz T ‘i’ Il : [ Jr
i o & o I/‘ : a[ I '} ol ‘\ A‘ LS S B (73 1
- A =3 g re__fé ° “ e © — g o L4

In some sense, the author’s compositional process is similar to Takemitsu’s. The author
is also trained in Western compositional principles; her prime musical language is also
Western. Therefore, like Takemitsu her music reflects notions of “traditional postmodernism.”
However, compared to November Steps, it is harder to draw the line between Eastern and
Western elements in the author’s music. Sometimes, Korean (Eastern) musical elements or
philosophies fuse with Western musical systems or cultures, or Western musical idioms
penetrate into Eastern aesthetics or sounds. The boundary of the two cultures is rather

ambiguous in the author’s composition. It is difficult to clearly distinguish between purely
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Eastern or Western, abstract or programmatic. The author tries to transcend the fusion of
East and West to make music that is both and neither. The author’s music, therefore,

conveys the idea of “schismatic postmodernism” more eminently than Takemitsu's.

2.3. Tan Dun

If it can be said that Takemitsu and the author derive their musical perceptions from the
confluence of traditional Eastern (Japanese and Korean) music and Western contemporary
music, Chinese composer (also conductor) Tan Dun’s works embrace a more global
perspective. Tan Dun’s global orientation is reflected particularly in Ghost Opera(1995) and
Marco Polo(1996). The structure of Ghost Opera spans different time periods (including
quotations from Bach’s Well-Tempered Clavier, Shakespeare’s Tempest, and the traditional
Chinese folksong “Little Cabbage”) and works with elements of various cultures (Chinese,
Tibetan, English, American) and different art forms (European classical concert music,
Chinese shadow puppet theater, visual art installations, folk music, drama, and shamanistic
rituals). (Tan Dun 1997, Nonesuch 79445-2)

His opera Marco Polo also incorporates multiple languages, cultures and time periods,
Eastern and Western operatic traditions, and varied musical styles. In his recent article
“Tan Dun’'s Marco Polo: A Multi-Cultural Journey,” Bas Van Puttan (1996, 9 (Fall):
56-62) represents Tan Dun’'s Marco Polo as a journey in sound from Gregorian chant to
Peking opera, from Puccini to Tibetan overtone singing, from Japanese kabuki theatre to
Gustav Mahler.

Tan Dun's Symphony 1997 Heaven FEarth Mankind is perhaps the most thoroughgoing
essay in multiculturalism ever attempted. In fact, this seventy-minute long symphony is a
“dramatic montage based on human history.”(Tan Dun 1997, 6) This symphony was
commissioned to celebrate the “reunification”3 of Hong Kong with China on July 1, 1997
(Tan Dun 1997, 4). But, the origin of Symphony 1997 really lies in archeology. In 1978,
archaeologists discovered 65 bronze bells, called bianzhong(fi#éi) that had been buried since
433 BC in China’s Hubei province. This set of tuned bells (almost an even-tempered
12-tone chromatic scale) spanned a five-octave range (Tan Dun 1997, 24). In the
symphony, the bells are used to perform Chinese and Western music, both ancient and
modern.

13) In fact, the term “reunification” reflects the political and secular view of the Peoples Republic of China.
Tan Dun as a Chinese-born composer must be very much aware of the political connotations of this
term. However, Tan Dun uses the word “reunification”in an aesthetic rather than political sense. In
this paper, I also interpret the word “reunification” strictly from an apolitical and musical point of view.
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In this piece, Tan Dun expresses human history and spiritual contemplation in an
astonishingly fresh way under the theme of “reunification.” In Asian culture, “heaven, earth,
mankind” symbolize the harmony between man and the universe. Thus, Tan Dun
interweaves past, present, and future time by pairing bianzhong and children’s voices. The
composer states his perception of time as follows(Tan Dun 1997, 8):

Everything has a past and a future. As a composer, when I hear these innocent
children’s voices, I feel they are chanting the past. When 1 listen to the sound of
the bianzhong, 1 sense it is singing the song of the future. Maybe there really is

no distinction between the past and future-everything is a circle.

This reflects the Eastern aesthetics of temporality discussed previously. Tan Dun's
interpretation of children’s voices as being representative of the past, not the future, is a
bit different from the common perceptions of children’s’ voices. Instead, Tan Dun interprets
the bells as representing the future. Thus, it can be said that Tan Dun’s perception of
past and future has been switched somewhat. This is related to the Buddhist idea of
samsara and the cyclic nature of Taoism.

Tan Dun also uses, or rather in a way buries, a live recording of Chinese traditional
street opera from Temple Street in Hong Kong, a dying tradition in both China and Hong
Kong. The composer hopes that the people can still listen to the opera of Temple Street
twenty—four hundred years later, just as we can listen to the twenty-four hundred year-old
sounds of bianzhong today.

The composer adapts various sources of texts including an ancient poem by the Chinese
poet Li Po,14 which started with the words “Heaven, Earth, and all Mankind.” The Chinese
love song “Jasmine Flower” and Schiller's “Ode to Joy” in Beethoven’s Symphony blend
like a collage. He also uses his own lamentational poem “Lullaby” as a text. All those
elements external to music somehow makes it possible to unify the music from an aesthetic
point of view.

Musically, however, this symphony is “deconstruction,” and presents a challenge to
audiences of all levels of sophistication. Symphony 1997 turns existing symphonic traditions

of form upside-down. The following table is a synopsis of Symphony 1997.

14) Li Po(701-762) is a Chinese poet, who lived in the Tang dynasty. His 1080 poems are remarkable in
their musical quality, rich and exact imagery, and beauty of language. Their themes express .the SOITOW
ofthose separated by the demands of duty, the relief found in wine, and a Daoist appreciation for the
awesome tranquillity of mountains and rivers and a sense of the mysteries of life. (Holzman 1998).
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As we can see, this symphony consists of three sections, I. Heaven, II. Earth, and IIL
Mankind, with a prelude at the beginning. These sections do not seem to present
movements of a conventional symphonic form. None of the sections have any traditional
form or unifying theme or musical idea. However, each section has three or four
subsections (a total of thirteen sections) with titles related to the subject of large sections.
This piece is obviously programmatic rather than abstract. In that sense, Symphony 1997 is
close to a symphonic poem. But there are problems in understanding this work as a
symphonic poem in terms of the length and the method of unifying and transforming
musical elements. Thus, the title word “symphony” can be interpreted in many different
ways not related to historical meaning.(I interpret the word “symphony” as connoting a
“grand orchestral work.”)

Musically, each section of Svmphony 1997 is loosely connected, even fragmented. The
prelude “Song of Peace” is the only section that appears twice in the entire piece.
Particularly, the second section Earth is an independént concerto piece for cello, bianzhong,
and the orchestra, entitled Yi°. This section is based on his own pre-existing orchestra
piece Y which is one of his Yi concerti series.!5) In this section, the cello adapts Erhu
and Mongolian fiddle techniques.l® In “Jubilation,” the composer also blends Beethoven's

15) Tan Dun created concerto Yi series to superimpose independent works for solo instruments based on a
single orchestr)al concerto, Yi'. In Yi'(Intercourse of Fire and Water), Tan Dun added a cello line to the
top of Yi’. Yi for %uitar adapted Spanish flamenco music (to the guitar) over Yi®. Yi'is for cello and
bianzhong with Yi', a further development of Yi', is embedded within Tan’'s Symphony. See
http://www.schimer.com/composers/tan_essay.html.

16) Tan Dun himself is a player of this Chinese fiddle.
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“Ode to Joy” and the Chinese folksong “Jasmine Flower” into a collage. At the end of the
first section Heaven, the sound of a live recording of the opera of Temple Street fades into
the ancient bianzhong sounds. Notice that, Tan Dun borrows musical materials not only
from Eastern and Western, but also from old and new, others’ music and his own; literally
from everywhere.

As a whole, the sounds of various fragmented sections intersperse with lush Romantic
harmonies and lyrical lines. The appearance of tonality within a large context includes
atonality, polytonality, and distorted tonality. The collage of diverse harmonic languages
contributes to the temporal multiplicity of the work. Therefore, listeners explore a multiple
temporality from each section as well as each line.

However, in spite of the complexity of the musical structure, its programmatic and
dramatic aspects appeal to all levels of the audience. Tan Dun’s music dramatically
synthesizes East and West, different cultures, different musical styles, audiovisual media,
and so on. Accordingly, his temporal sense cannot be labeled with any limited notions such
as teleology, anti/non—temporalityl? or circular/transcending time. Probably, his sense of
temporality is far more complex than we might have thought, or perhaps far more simple.
He seems to execute Eastern-rooted ideas in writing music in which nothing means
everything, simplicity means richness, and complexity means emptiness. From this aesthetic
view, Tan Dun performs his sense of postmodern temporality toward twenty-first century

tastes.

Chapter 3. Conclusion: Comparison and Summary

As we look at the works of Takemitsu, Tan Dun, and the author, all employ “the double
of postmodernism.” However, Takemitsu is closest to traditional postmodernism, while Tan
Dun takes the notion of schismatic postmodernism more strongly. Takemitsu is much
concerned about the organic unity of the piece, which is one of the prime characteristics of
modernism. The author probably stands between traditional and schismatic postmodernism.
The double concept of time is a more important issue in the author’'s work than in

Takemitsu’s. On the other hand, it is not easy to find modern attitudes in Tan Dun's

17) 1 categorize two kinds of “emancipation of time” anti-temporality and non-temporality. The notion
anti-temporality relies on the listener’'s expectation of temporality, but frustrate it through continqal
interruption of temporal processes without giving any hints. (eg. Luciano Ben’o’s_ Sinfonia)
Non-temporal perception of time resists all types of directionality, including linear and antl—t.emporal.
Therefore non-temporal works lack climax, and they are essentially static. Listeners experience an
absence of temporality on those works with non-temporal aspects. (e.g. Louis Andriessen’s Hoketus)
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music. Rather his music can be more closely associated with the pre-modern or
avant-garde. Tan Dun(and many other Chinese contemporary composers as well) were
hindered in experiencing Western modernism under Mao’s Cultural Revolution. By the time
Tan Dun came into contact with Western conventions, modernism was no longer a major
intellectual force, and the musical stage was set for postmodernism. Thus, Tan Dun’s
music probably reflects stronger schismatic postmodernism than do the other two.

Summing up, in the music of these three Eastern contemporary composers, we notice a
lack of elements easily found in teleological music: (1) thematic development, (2) relations
in simultaneous linear motions, (3) harmonic progression as a means of narrativity-thus
anticipation, (4) tonal relationships as a hierarchical force, (5) metric regularity, (6) stylistic
unity, (7) structural syntax, and (8) abstract musical laws.

On the other hand, we can find most of the hypothetical traits associated with
non-teleological music: (1) shifting melodic structure rather than thematic development, (2)
metric freedom, (3) illogical harmonic progression, (4) multi-directionality, (5) stylistic
pluralism, (6) through-composition or hybrid open form, (7) programmatic setting, (8)
fragmentation and discontiruity, (9) multiple temporalities and multiple meanings, (10)
embracing of contradictions-thus disunity, and (11) pluralistic references to music of many
traditions and cultures.

Most of the characteristics listed above correspond to the characteristics I included as
aspects of the “emancipatibn of time” discussed in the Introduction. Thus, we can conclude
that Eastern contemporary works can also be understood as anti-temporal and non-temporal

in addition to the expression of a double perception of time.
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Abstract

A Pedagogical Suggestion for the Popularization of the
Schenkerian Theory in the Undergraduate Curriculum

Mookyoung Song

This study suggests a practical analytic method, by which one can analyze tonal music. The essay
begins by testifying the validity of Rameauian harmonic theory and of traditional harmonic analysis
by Roman numerals. The analytical limit which the traditional methodology of the harmonic analysis
poses is supplemented and combined with the theoretical strengths that Schenkerian theory provides.
In contrast to the conventional harmonic analysis by Roman numerals, which focuses exclusively on
local levels of the chord to chord, what I call the macro-analysis, in which the individual labels of
each chord are jointed through brackets under the chord symbols, incorporates a deep understanding
of the harmonic functions of each chord and of the musical contexts and the harmonic syntax that
the chords create. The examination of the tonal harmony from a Schenkerian point of view serves as
a basis for the application of the eclectic methodology, the dialectical result of the Rameauian and
Schenkerian theories, to tonal music. Excerpts from Schubert's Lied, Nacht wund Trdume and
Chopin’s Nocturne in A® major, Op. 32, no. 2 are analyzed both by the macro-analytic technique
and by the Schenkerian analytic method. The paper reveals that the two analytic methods lead to
quite similar analytic results.
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Abstract

An Understanding of the Multiple Hearing Modes of Children
in Rhythmic Cognition

Yunhee Seung

Rhythm is the most important of all musical components. There could be no music without
thythm, whereas there is much music that has neither melody nor harmony. Music educators
emphasize the development of rhythmic perception and response in music education. Because these
are essential abilities for all musical activities, children would have difficulty in musical perception
and cognition with them. Most music teachers recognize the importance of rhythm in music
education, but they don‘t sufficiently understand the different attributes of rhythm.

Rhythm structure, both as an objective physical phenomenon and as a psychological phenomenon,
is explained. These two attributes of rhythm are considered as mathematical and musical rhythm,
respectively. Music psychologist Jeanne Bamberger’s study of children’s graphic representations of
music is analyzed. Bamberger found that the drawings of children fall into two categories, which she
labeled ‘figural’ and ‘metric’. The differences between the two types are based on the kinds of
features and relations the children chose or were able to determine : children who made metric
drawings focused their attention on measuring the relative duration of events. In contrast, children
who made figural drawings focused their attention on grouping of performed events into phrase or
figures. Rhythmic groupings may be different for different children while listening to music. Various
representational drawings by children for the conventional notation of two short rhythmic sequences
are introduced from Bamberger’'s work to help in understanding the multiple hearing modes of
children in rhythm cognition.

The purpose of this study is to help in understanding the different attributes of the physical
phenomenon of mathematical rhythm and the psychological phenomenon of musical rhythm on a
psychological basis, and based on Bamberger’s study, to introduce different strategies that children
use for rhythmic cognition while listening to short rhythmic sequences.

Music teachers should be aware of the attributes of rhythm and both the figural and metric
interpretations of the drawings of children and should understand the multiple hearing modes of
music cognition that children use and their potential in musical structure. Music teachers who
understand the psychological basis of music education can better help children to develop musical

intelligence.
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|. Introduction

The Book of Psalms in the Bible contains one hundred and fifty psalms written by
various authors over a considerable, although unknown, period of time. These vary in
content, expression, style and length. It would be simplistic to infer that these all expressed
praise, gratitude and homage to the Creator, although the phrase “psalm of praise” can
often be heard. According to The Concise Oxford Dictionary, a psalm is a sacred song, or
hymn; in The Oxford Dictionary of the Christian Church 1 it is stated that psalms are
songs accompanied by string music. Thus the word “psalm” itself can be seen to indicate
its intrinsic nature as sacred, and also always connected with music, being intended to be
sung. The content of the psalms varies considerably, many of them being of pure praise of

God, some of them expressing personal doubts and fears, a few of them being imprecatory

1) Cross, FL. and EA. Livingstone(eds). The Oxford Dictionary of the Christian Church Oxford University
Press, 1997, pp. 1343f.
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in nature, but most of them seeming to express the faith of the believing community. They
were sung, and they were accompanied, but no written music has come down to us from
the pre-Christian era, or from the apostolic Church. What is known is the methods of
chanting, if not the chants themselves. The church utilized three methods for chanting the
psalms, and it is believed that these were modelled on the forms used from Biblical times.
These methods are known respectively as Direct Psalmody, Responsorial Psalmody and
Antiphonal Psalmody.2)

The Direct Psalmody method is when a psalm is sung directly, with no interpolations or
refrains, and without alternations between groups of singers. Responsorial Psalmody, on the
other hand, is when a soloist, or several singers, sing one or more verses of a psalm,
followed by a choir singing a response at the end of a verse, or perhaps at the end. This
is the method used, it would seem, for such examples as Psalm 118 where a refrain is

repeated, as follows:~

Oh, give thanks to the Lord, for He is good!
Because His mercy endures forever.
Let Israel now say,
“His mercy endures forever.”
Let the house of Aaron now say,
“His mercy endures forever.”
Let those who fear the Lord now say,
“His mercy endures forever.” (Ps. 118 : 1-4)3

Antiphonal Psalmody is the method by which the verses are sung alternately by two
groups of singers. Psalm 91 is one which lends itself to antiphony:-

“Lord, You have been our dwelling place in all generations.
Before the mountains were brought forth,
Or ever You had formed the earth and the world,

Even from everlasting to everlasting, You are God.

2) Randel, Don Michael(ed). The New Harvard Dictionary of Music. Cambridge, Mass. : The Belknap Press
of Harvard University Press, 1986. pp. 664f.

3) All English psalm quotations are from The Holy Bible New King James Version. London, Thomas
Nelson Inc. 1982.(Printed in Korea as The Old and New Testament. The New King James Version and
Korean Revised Hankul Version. by The Korean Bible Society. 1985.)
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You turn man to destruction,
And say, “Return, O children of men.”
For a thousand. years in Your sight
Are like yesterday when it is past,
And like a watch in the night.” (Ps. 91 : 1-4)

As can be seen from the above, psalmody is unlike the poetry of Western literature, in
that it has no rhyme nor rhythm. Instead, it utilizes parallelism, when alternating phrases
or verses say the same, or almost the same, thing, but in different words. The poetic
construction used in this way is very meaningful to the people who are accustomed to it,
and these psalms became the bulwark of Christian worship from earliest times, being used
for antiphons, responds, canticles, introits, and even in different parts of the Mass as the
liturgy as it is known today began to evolve.

The purpose of this study was to discover, not what the meaning of the different psalmis
is, or even their purpose in worship(although this will be touched upon when deemed
necessary), but the number of compositions, or settings, of the various psalms that have
been made, and why some of the psalms have produced a much greater number of settings
than others. It has proved impossible by using easily-available sources to find out exact, or
even approximate, numbers of psalm settings. In the accounts of many composers and the
listing of their works, the psalms are also itemized, but in other instances only a number,
such as “G5”, is written as the number of psalm settings. As the precise psalms for which
these settings have been composed are not given, they have not been included for the
purpose of this study. Similarly, when a statement such as “He composed many canticles,
psalms, anthems etc.” is made, it has not been found possible to take that particular
composer into consideration when assessing the total number of settings. Consequently, the
number of psalm settings on which this study is based can be seen as only approximate.
In fact, it may be only half, or less than half, of the psalm settings which have been made
over the centuries. Nevertheless, they represent a significant body of church music

literature.

Il. The Psalms and Music

Western church music history can be divided into three epochs, those of unison chant,

unaccompanied choral music and mixed solo and choral music with instrumental
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accompaniment.®)  The first of these, that of unison chant, can be documented from the
fourth through the thirteenth centuries. “The chant still remains the legal basis of the
whole scheme of worship music ... The text is so exalted in diction and import ... that it
must be uttered in tones especially consecrated to it”. The Catholic liturgical chant “is not,
like most other church music, the artistic creation of individuals, enriching the services with
contributions from without.... It is abstract, impersonal; its style is strictly ecclesiastical,
both in its inherent solemnity and its ancient association, and it bears, like the ritual itself,
the sanction of unimpeachable authority”.® As there was no concept of harmony during
the first one thousand or so years of the Christian era, and instrumental music was
melodically conceived, with no independent function, all church music was unaccompanied
and sung in unison, its purpose to serve the text, and to deliver the message of it when
used in the services. Naturally, the psalms for the day were all chanted during these
centuries.

The second epoch, that of unaccompanied choral music, arose with the development of
composing, rather than improvising, two melodies to be sung at the same time. By about
the tenth century, the system of organum, meaning the sounding of two melodies together,
had come into being, although these were not independent, but note-against-note at the
interval of a fourth. This became the first kind of vocal polyphonyf) The development
from this most primitive kind of organum to the complex polyphonic structure of the
sixteenth-century works by Lassus and Palestrina constitutes a remarkable, on-going
movement. Although there were times, especially in the thirteenth and fourteenth centuries,
when the early motets used as their cantus firmi a portion of a Gregorian chant which was
elongated to such an .extent that undoubtedly a trombone(or trombone-like instrument) was
necessary to help the singers maintain the melody, most, at least, of this long period was
dominated by the unaccompanied polyphonic style. It was used for almost all of the music
for the liturgy, except for those parts which continued to be chanted in the traditional
manner. However, comparatively speaking, there were not very many settings of the psalms
in the earlier centuries. Indeed, only 2.3% of all the “settings of psalms which the writer
has discovered were composed before the sixteenth century, the earliest composer being
Gilles Binchois(c.1400-¢.1460). These works were written in motet style, utilizing a number

of independent voices, usually three or four, although occasionally works for two, five or

4) Dickinson, Edward. Music in the History of the Western Church. New York : Charles Scribner’s Sons,
1950. p. 93.

) Ihid. pp. H4f.

5
6) Grout, Donald J. and Claude Palisca. A History of Western Music, 4th edition. New York : W.W. Norton
and Company, 1988.
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six voices can be found.

The third period, that of solo voices, choir and instruments, is the form which is still in
general use today, the one with which we are most familiar. For psalm settings, this music
was introduced by Adrian Willaert(c.1490-1562), A. Gabrieli(c.1510-1586) and G. Gabrieli
(1553/6-1612), all of whom were active in Venice, the home of the polychoral style with the
use of brass and other instruments. From that period of long, complicated settings of the
psalms to the present time, most settings have been composed with an instrumental
accompaniment. This may be for orchestra, organ, or ~ as has been common since the final
years of the twentieth century - for keyboard and double bass, or descanting instruments
such as violins, flutes or clarinets, with a simple organ or piano accompaniment. According
to the needs and the available resources of the time, so it can be seen that there are vast
differences in the approach of the composer to the composition of psalms.

Psalm settings belonging to the above second period, that is, up to about 1600, number
646, composed by some 147 composers born between 1400 and 1566. The following table
shows the names and dates of those who composed one or more psalm settings. The most
prolific, as can be seen, were Martini, A. Gabrieli, Palestrina, Lassus and G. Gabrieli,

composing between them 211 settings, comprising almost 33% of those produced during this

period.
Table 1. Before 1600 : Psalm Composers and No. of Settings
Composer Dates Compositions No. of Voices
Josquin Desprez c.1440-1521 6 4,5
J. Martini c.1440-1497/8 54 23
H. Isaac c.1450-1517 14 4
Carpentras c.1470-1548 7 1
P. de Pastrana c. 1480-c.1559 9 4
T. Stolzer ¢.1480/5-1526 13 34,5
Jacquet of Mantua 1483-1559 6 34,5
L. Senfl c. 1486-1543 9 34,56
C. de Sermisy c. 1490-1562 6 4,5
A. Willaert c. 1490-1562 7 4,8
F.de Layolle 1492-c.1540 7 4
N. Gombert c. 1495-1560 13 4,5,6
T. Tallis c.1505-1585 5 5
C.Tye ¢.1505-1573 5 4,5,6

61



Composer Dates Compositions No. of Veices
A. Gabrieli ¢.1510-1586 29 4,5,6,7,8,10,12
D. Phinot c.1510-c.1555 9 4
A. de Torrentes ¢.1510-1580 15 4,5,6
J. Sheppard ¢.1515-21559/60 8 34,5
C. de Rore 1515/16-1568 11 34,5
G. P. da Palestrina ¢.1525-1594 35 4,5,6,8,9,12
A. Utendal fl. ¢.1530-40 7 5
H. Franco 1532-1585 4,5
D. Kohler ¢.1532-1565 6 6
O. de Lassus 1532-1594 71 3,4,5,6,7,8,9,12
G. de Wert 1535-1596 5 4,5
R. White c.1538-1574 11 3,5,6
W. Byrd 1543-1623 9 5,6
G. T. Lambertini f1.1543-73 7 ?
S.B.J.Madelka ?-1597/99 6 5
G. M. Nanino 1543/4-1607 2 4,5
F. Guami 1544-1602 1 10
A. Gosswin c.1546-1597/8 2 6,8
J. Steuerlein 1546-1618 3 4
M’A. Ingegneri c.1547-1592 1 4-6
T. L. de Victoria 1548-1611 8 4,8,12
G. de Boluda c.1550-1592 1 4-6
D. Castello 1550-1591 1 5
J. Caulery fl. . 1550 2
K. Hagius 1550-1616 1
J. Handl 1550-1591 3 4
P. Magri fl. 1550-1585 1
A. Orologia ¢.1550-71633 1 5
L G. Otto 1550-1618 1 10
E. Pasquini ¢.1550-1608/19 1
O. Vecchi 1550-1605 1 4
J. Sixt z Lerchenfelsu 1550/60-1629 1
P. Pallavicino 1551-1601 4 4.8
T. E. Hooper ¢.1553-1621 2
L. Lechner c.1553-1606 1 4
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Composer Dates Compositions No. of Voices
M. Marenzio 1553-1599 6 48,12
A.Rota c.1553-1597 2 8

G. Gabrieli 1553/6-1612 22 4,6,7,8,10,12,15,16
G. Lobo c.1555-1617 1 12
P. Quagliati c.1555-1628 1 12
T. Morley ¢.1557-1602 10 45
R. Vecoli fl. 1557-86 1 4-8
G. Croce 1558-1609 4 4,8
S. B. J. Madelka ?1597/99 7 5
M. de Villanueva ?-1605 1 6
F. Anerio 1560-1614 1 4
G. de Boluda c.1560-1592 1 4
G. B. Nanino ¢.1560-1623 1 8
H. Praetorius 1560-1629 5 5,6,8,12
E. Turlur c.1560-1598 1 8
J. Dowland 1562-1626 18 4
J. P. Sweelinck 1562-1621 1 4
H. L. Hassler 1562-1612 3 45,8
V. Haussmann 1565/70-c.1614 1 5
J. Stolle c.1566-1614 1 6
D. Palladius fl. 1572-99 1
G. B. Locatello fl. 1579-93 1 8
A. Praetorius fl. 1587-92 1 8
Total Composers 72 Perfeox::;gvev z;l’}sotal 115.27“"/0

I1l. The Psalms and Liturgy

As has been mentioned above, there are 150 psalms included in the Book of Psalms, of
which some have been exceedingly popular, while others have not been used, for whatever
reason, by many people to set to music. Indeed, there are several which, as far as can be
ascertained, have never been set to music by any composer. Why would this be so?
Before dealing with this problem, it will be useful to see just how many settings of each

of the psalms there are. These can be seen in Table 2 below.
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Table 2. Psalms and Total No. of Setlings ,
Psalm Works Psalm Works Psalm Works Psalm Works

1 37 39 2 77 2 115 16
2 16 40 7 78 0 116 20
3 10 41 13 79 3 117 205
4 37 42 44 80 1 118 17
5 5 43 12 81 23 119 23
6 19 44 1 82 0 120 6
7 1 45 3 83 3 121 34
8 26 46 23 84 22 122 124
9 2 47 30 85 6 123 9
10 2 48 6 86 19 124 7
11 2 49 0 87 3 125 1
12 7 50 5 88 3 126 42
13 19 51 677 89 7 127 122
14 2 52 3 90 15 128 53
15 7 53 1 91 20 129 7
16 7 54 11 92 8 130 148
17 4 55 5 93 4 131 11
18 29 56 3 94 3 132 15
19 6 57 7 95 52 133 17
20 14 58 0 9% 68 134 45
21 8 59 0 97 13 135 8
22 10 60 1 08 56 136 17
23 58 61 15 99 4 137 56
24 22 62 2 100 159 138 35
25 7 63 11 101 1 139 22
26 3 64 7 102 13 140 8
27 15 65 5 103 21 141
28 4 66 8 104 14 142 29
29 6 67 37 105 5 143 11
30 13 68 17 106 3 144 17
31 31 69 6 107 5 145 10
32 10 70 22 108 4 146 14
33 33 71 13 109 0 147 73
Y 32 7 0 110 404 148 29
L35 3 73 1 111 168 149 7
36 6 74 1 112 189 150 61
37 S 5 > 13 251 Total : 142 | 4480
38 11 76 8 114 48 :

As can be seen from the above, the out-and-out favourite psalm for setting to music is

Psalm 51, “Have mercy upon me, O God, according to Your lovingkindness” with 677
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settings. This is followed closely by Psalm 110, “The Lord said to my Lord, ‘Sit at My
right hand ...”" with 404 settings, and Psalm 113, “Praise the Lord! Praise, O servants of
the Lord ...” with two hundred and fifty-one. On the other hand, there are eight psalms
which, apparently, have resulted in no settings at all, and a further seventeen for which
one or two settings only have been composed.

It must be remembered that, unlike other liturgical texts, such as the Magnificut, Te
Deum, Stabat Mater, and the Missa Ordinarium(the parts of the Mass which never
change, such as Kyrie, Gloria, Credo, Sanctus and so on), the psalms are not necessarily
set in their entirety. A good example is the forty—second psalm, where the first two
verses(“As the deer pants for the water brooks, so pants my soul for You, O God ..”) or
four verses only have often be set to music. However, in this particular example, there are
also settings of the complete psalm. Consequently, if there is a setting of part of a psalm,
but not including the first verse, it is sometimes difficult to recognize that it is, indeed, a
psalm setting. Nevertheless, psalms are set down as a part of daily worship in all the
liturgical churches - Roman Catholic, Anglican, Lutheran and Orthodox - and have been
since the beginning of their history. In the Roman Catholic Church, these are known by
their Latin titles, the title comprising the first word, or the first few words of the psalm.
These titles in Latin are known in the other Christian communions also, and are very
familiar to all worshippers. Therefore, the “Miserere” refers to “Miserere mei Deus(Have
mercy upon me, O God)”, the first three words of Psalm 51, and “Dominus regit me(The
Lord is my Shepherd)” refers to the first words of Psalm 23, and so on. (See Appendix for
a listing of all Latin titles of the psalms in alphabetical order, with the corresponding
number of the psalm, and the title in English).

The earliest Latin Psalters were translated from the Septuagint, the most influential
Greek translation of the Hebrew Old Testament. The Hebrew Massoretic text, which is the
result of the work of Jewish grammarians who worked on the Hebrew text of the Old
Testament between about the sixth and tenth centuries AD, is the foundation of many
translations including English. However, the official Latin translation, the Vulgate, and
Greek translations have various ways of numbering the psalms. The main differences
between English translations, and other languages which follow the English(including
Korean), and the Latin in psalm numbers are 1) Psalms 9 and 10 are counted as one
psalm, and up to Psalm 114 are one behind the Hebrew counting. For example, Psalm 95,
“O come, let us sing unto the Lord” is numbered 94 in the Latin Bible. 2) Psalms 114 and
115 are seen as one psalm in the Greek and Latin, and 3) Psalm 116 is divided into two,
so the numbering is again one behind the Massoretic text up to Psalm 147(“Praise the
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Lord! For it is good to sing praises to our God”). 4) Psalm 147 is also divided into two
parts. Psalms 148 to 150 have the same numbering as the Massoretic translation. Because
of this, it is possible to see from time to time, both on scores and record or compact disc
covers both numbers, for example “Psalm 110(109)". In this paper, the numbering in the
Bible translations read in Protestant churches is used exclusively(although the Vulgate
numbering is included in the listing of psalms in the Appendix), and this is also what is
used in all the listings of psalm settings in The New Grove Dictionary of Music and
Musicians? which was the main source of information on composers and their works.

The Roman Catholic liturgy is one which evolved over several centuries and included
many aspects of previous liturgies, both East and West. Although the centre of the liturgy
is the Mass, there are other parts of it in addition. It includes the chanting of several
psalms, and the design of these is such that the church uses all the psalms every week. In
the Anglican Church there are not so many used at each service, but the whole Psalter is
chanted once a month. In contrast, Korean Protestant churches, which in the main use the
psalms only as responsive readings once a Sunday(or once in each morning service) and
not always then, as some of the designated readings are from other parts of the Bible, is
liturgically poverty-stricken.

The Psalms, as they appear in the Old Testament, are divided into five books. It is
obvious that, although the length of the psalms in each book vary greatly, and the number
of psalms appearing in each book varies, this was not an accidental happening, but done by
design. Each book concludes with a psalm of which the final verse is a Doxology. This
can be seen in what is excerpted below, with the contents of each book and the attendant
final Doxology:-

Book One : Psalms 1-41(41 psalms)
(“Blessed be the Lord God of Israel

From everlasting to everlasting!
Amen and Amen”).

Book Two : Psalms 42-72(30 psalms)
(“Blessed be His glorious name forever!
And let the whole earth be filled with His glory.
Amen and Amen”).

7) Sadie, Stanley(ed.). The New Grove Dictionary of Music and Musicians, 20 volumes, London @ Macmillan
Publishers, 1980.
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Book Three : Psalms 73-89(16 psalms)
(“Blessed be the Lord forevermore!
Amen and Amen”).

Book Four : Psalms 90-106(16 psalms)
(“Blessed be the Lord God of Israel
From everlasting to everlasting!
And let all the people say, ‘Amen!
Praise the Lord!”)

Book Five : Psalms 107-150(43 psalms)
(“Let everything that has breath praise the Lord.
Praise the Lord!”).

Not only is the complete book of psalms organized as above, but the final five psalms,
146-150, can be seen in their entirety as consisting of praise and adoration of God, and this

is especially true of Psalm 150.

“Praise the Lord!

Praise the Lord in His sanctuary;

Praise Him in His mighty firmament!

Praise Him for His mighty acts;

Praise Him according to His excellent greatness!
Praise Him with the sound of the trumpet;
Praise Him with the lute and harp!

Praise Him with the timbrel and dance;

Praise Him with stringed instruments and flutes!
Praise Him with loud cymbals;

Praise Him with high sounding cymbals!

Let everything that has breath praise the Lord.
Praise the Lord!".

However, although the nine “praise psalms” enumerated above, that is psalms 41, 72, &9,
106, 146, 147, 148, 149 and 150, could be expected to have yielded a large harvest of
settings, that is far from the case. Amongst the 150 psalms, forty-three have been set

musically more than twenty times, but amongst the nine “praise psalms” are included only
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three of these. The number of settings of these psalms can be found in the

Table 3. Praise Psalms and No. of Settings

following table.

Psalm Settings Psalm Settings Psalm Settings
41 13 72 0 89 7
106 3 146 14 147 73
148 29 149 7 150 61

No. of Psalms : 9 No. of Settings : 207

The problem still continues - why. were so many settings made over the centuries of
some of the psalms, but not for others? Was it because different composers liked the
words of some of the psalms personally, and had an emotional response to them? Did this
change over the years? Or did some psalms become fashionable, and when one composer
set to music a particular psalm others wanted to do the same? Although it is possible that
these were reasons for productivity from time to time, a better answer can be found in
how the psalms were used in the church, or, in other words, in their liturgical function.

1. Firstly, the Penitential Psalms should be considered. There are seven of these -
indeed, they are often referred to as the “Seven Penitential Psalms”. They are Psalms 6, 32,
38, 51, 102, 130 and 143, and are called “penitential” because they express sorrow for sin
and desire for pardon. They have been used by penitents since the 6th century. Since the
end of the Middle Ages, they have been designated to be read after morning worship on
each Friday of the forty days of the Lenten period. Amongst them, Psalm 51, “Miserere
mei Deus(Have mercy on me, O God)” has been designated for use in many other ways in
Roman Catholic worship. It is the first psalm at Lauds, or morning worship(the second of
the eight hours of prayer included in the Divine Office(Officium), traditionally kept at
daybreak in all monasteries, throughout the year, except during Lent. It is also the first
psalm in the Office of the Dead. In addition, it is used for the services of Tenebrae on the
Thursday, Friday and Saturday during Holy Week both at Matins(the first service of the
Officium) and Lauds. There are, apparently, other times also, when this psalm is
designated. 8 Thus it can be seen that there has always been an incentive for composers
to set this particular, but not too long(19 verses) psalm, and therefore perhaps it is not so
surprising that there are as many settings as six hundred and seventy-seven. Likewise,
Psalm 139, “De profundis(Out of the depths)” has been used in various liturgical contexts.

Traditionally, it was sung every Wednesday at Vespers(evening service), Vespers at

8) Jeffers. Ron. Tramslations and Annotations of Choral Repertoire. Volume 1:Sacred Latin Texts.
Corvallis, Oregon : Earthsongs, 1998. p. 163.
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Christmas, at the beginning of funeral rites(alongside Psalm 51), in the Office of the Dead at
Vespers, at the end of Lauds, and at several other specific times. 9 However, the other five
psalms have not been set nearly to the same extent, as can be seen by the following table,

Table 4. Penitential Psalms

Psalm Compositions Psalm Compositions
6 19 102 13
32 10 130 148
38 11 143 11
51 677 Total 889
(Percentage of Whole 19.84%))

Several composers have chosen to set all of the Seven Penitential Psalms, usually known
as “Septem psalmi poenitentiales”, to music, as a set of psalm motets, which means that,
during Lent, when settings of all are required, there could be uniformity of style and
emotional approach between the compositions. As examples, Orlando de Lassus(1532-1594),
G.T. Lambertini(f1.1545-1573) and A. Utendal(c.1530/40-1581) can be cited.

2. Secondly, and most importantly from the point of view of music literature, are the
Vesper Psalms. In Latin, “Vesper” means “evening”, so these psalms were the ones
designated to be sung at the evening worship service which, traditionally, took place as
soon as lights were lit in home and church. In the Roman Catholic church, at each
Vespers(Vesperae) five psalms were to be sung, each preceded and followed by an
antiphon. It was at Vespers that polyphony was first permitted to be sung, SO many
composers have always been challenged to compose fine polyphonic settings of the
Magnificat, vesper psalms and Marian Antiphons(“Alma redemptoris Mater”, “Ave regina
coelorum”, “Regina coeli laetare” and “Salve Regina”). The Vesper Psalms are Psalms 110
to 148100 but there is great variation between the number of settings of them. The first
five of these psalms, nos. 110-114, were designated for use at Sunday evening vespers, and
the rest of them on weekdays. In addition, at different festivals during the church year,
some changes were made and a different series demanded. For example, on Christmas
night, the designated psalms are nos. 110, 111, 112, 130 and 132.

As can be seen from the following table, particularly large numbers of settings of Psalms
110, “Dixit Dominus(The Lord said to my Lord, ‘Sit at my right hand’)” and 113, “Laudate

9) Jeffers, Ron. op. cit. p. 115. )
10) Steiner, Ruth. “Vespers” in The New Grove Dictionary of Music and Musicians, Volume 19. pp. 685

69



pueri Dominum(O praise the Lord, ye children)” have been found, being 404 and 251
respectively. Psalm 113 is not only a Sunday Vesper psalm, but is also sung at the home
of a deceased child at the beginning of the burial service for children, and further, it is
sung as part of the Mass of the Holy Innocents(referring to the male children two years
and under who were massacred by Herod's soldiers in Bethlehem, which is commemorated
on December 26th). Another particularly popular psalm for composers is Psalm 117,
“Laudate Dominum omnes gentes(O praise the Lord, all you Gentiles!)” which is very short,
consisting of two verses only. This is not only a Vesper psalm, but it is sung also at the
end of Lent on Holy Saturday, when Vespers are sung immediately following the Mass. It
is also sung at several other special services, and as a general antiphon of praise. There
are 205 settings of this psalm.

The following table shows the full number of psalms designated for Vespers, and the
number of settings for each. It will be noted that, although these Vesper psalms represent
only one quarter of the total, just over one half of the psalm settings discovered belong to
this category. This shows in no uncertain terms the historical and liturgical importance of
the Vesper psalms.

Table 5. Vesper Psalms and No. of Works

Psalm Compositions Psalm Compositions

Ps. 110 ] 404 Ps. 131 11
111 168 132 15
112 189 133 17
113 251 134 45
114 48 135 8
115 ‘ 16 136 17
116 20 137 56
117 205 138 35
118 17 139 22
119 23 140 8
120 6 141 0
121 34 142 29
122 124 143 11
123 9 144 17
124 7 145 10
125 1 146 4
126 42 147 73
127 122 148 29
128 53
129 7 Total of Works : 2313
130 113 (Percentage of Whole 51.63%)
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IV. The Psalms after 1600

From the early Baroque period until the present time, the number of composers who
have interested themselves in setting the psalms to music is enormous. Many of them, like
Gregorio Allegri(1582-1652), wrote only one, his being the immensely popular “Miserere”.
Others, such as Marc-Antonio Charpentier(c. 1645/50-1704) and Bartolomeo Cordans(1700~1757)
wrote a large number, 65 and 121 settings respectively. Those who wrote several different
psalm settings were usually closely related to church life, as organist or director of music,
or a priest who was also involved in the music of the church. These composers came from
twelve different countries(including Mexico, Portugal and Australia) and various church
backgrounds, and undoubtedly the interest in the psalms was due to their own spiritual
connection to the words of the psalms. However, from the mid-eighteenth, and especially
from the nineteenth century, the cultural life of the composers was not bound so firmly to
the church itself. As public concerts proliferated, and the need for choral music for amateur
or semi-professional choirs was recognized, many works which had as their basis the
words of psalms were composed. However, these were different from the liturgically-based
psalm setting of previous generations in that the composer could choose verses from
different psalms on a certain subject, or to suit a particular event. An early example of this
process would be George Frideric Handel(1685-1759). Handel was in the employ of the
Duke of Chandos from 1717 for about two years at his palatial residence “Cannons”, just
out of London. 110 The Duke desired all kinds of music, such as theatrical works, chamber
music, and especially beautiful music for his chapel. Amongst the church music which
Handel wrote were eleven lengthy anthems, cantata—anthems as they can be called, as they
were divided into various movements, requiring soloists and chorus, and instruments not
only to accompany the vocal parts, but to provide their overtures and ritornelli. These
anthems require 30 minutes each or more for their performance. The texts of all these
cantata—anthems are from the psalms, but none of them consist of the words of only one
psalm. 120 It can be seen easily, therefore, that the use of the psalms for choral music has
changed over the centuries. In the late twentieth and early twenty-first centuries also, even
when for church use, the compositions of many composers utilize psalm verses, which may
or may not be all from the same psalm.

Composers from after 1600 to the present who have made five or more settings of

specific psalms are included in the following table.

11) Lang, Paul Henry. George Frideric Handel New York : Dover Publications, Inc., 1966.

12) Beeks, Graydon Fisher. “The Chandos Anthems and Te Deum by George Frideric Handel(1685-1759)".
Doctoral Dissertation, 2 Volumes. Ann Arbor, Mich. : University Microfilms International, 1981.
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Table 6. After 1600 : Psalm Composers and No.. of Works

Composer Dates Nationality No. of Settings

G. Gabrieli c.1554/6-1612 Italy 7

H. Praetorius 1560-1629 Germany 15
C. Monteverdi 1567-1643 Italy 47
H. Schiitz 1585-1672 Germany 40
A. Grandi 1586-1630 Italy 41
G. Carissimi 1605-1674 Italy 18
J. Rosenmiiller c.1619-1684 Germany 53
M-A. Charpentier ¢.1645/50-1704 France 65
J. Blow 1649-1708 England 8

G. Minoret c. 1650-1717 France 8

J.F. Lallouette 1651-1728 France il
M-R. Lalande 1657-1726 France 55
H. Purcell 1659-1695 England 20
A. Campra 1660-1744 France 24
A. Scarlatti 1660-1725 Italy 26
B. Aufschnaiter 1665-1742 Austria 6

J. de Torres y Martinez Bravo ¢.1670-1738 Spain 22
J.G. Reinhardt 1676/7-1742 Austria 7

P. Gnocchi 1677-1771 Italy 6

W. Croft 1678-1727 England 6

A. Vivaldi 1678-1741 Italy 16
J.G. Rathgeber 1682-1750 Germany 6

G.F.Handel 1685-1759 England 17
N. Porpora 1686-1768 Italy 57
J. Pradas Gallen 1689-1757 Spain 60
F.Feo 1691-1761 Italy 49
G.A. Ristori 1692-1753 Italy 23
G.A. Giai 1694-1764 Italy 37
E.J.A. Blanchard 1696-1770 France 29
L.Leo 1696-1744 Italy 7

H. Madin 1698-1748 France 18
J.A. Hasse 1699-1783 Germany 12
B. Cordans 1700-1757 Italy 121
1. Jerusalem c.1710-1769 Mexico 15
J-J.C.de Mondonville 1711-1772 France 18
N. Sala 1713-1801 Italy 17
N. Jommelli 1714-1774 Italy 26
A. Ripa(y Blanque) ¢.1720-1795 Spain 49
J.G. Schiirer ¢.1720-1786 Germany 12
G. Gasparini 1721-1778 Italy 9

P. Fuentes c.1722-1768 Italy 13
G. Sarti 1729-1753 Italy 6

A. Soler 1729-1753 Spain 9
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r Composer Dates Nationality No. of Settings
N. Madlseder 1730-1797 Germany s
C.F.C. Fasch 1736-1800 Germany 10
F. Giroust 1737-1799 France %M
J.M.Haydn 1737-1806 Austria 11
B. Furlanetto 1738-1817 Italy 51
G. Giacometti 1741-1809 Italy 10
R. Lorenzini ? -1806 Italy 11
J.M. Dreyer 1747-1824 Germany 6
A. Salieri 1750-1825 Italy—Austria 14
J. Mauricio 1752-1815 Portugal 5
N.A. Zingarelli 1752-1837 Italy 35
F.P. Grua 1753-1833 Germany 8
W.A. Mozart 1756-1791 Austria 7
F.S. Giai f1.1764-1792 Italy 20
S. Wesley 1766-1837 England 11
C. Loewe ¢.1796-1861 Germany 8
G. Donizetti 1797-1848 Italy 14
F. Mendelssohn 1809-1847 Germany 17
S. 8. Wesley 1810-1876 England
F. Liszt 1811-1886 Hungary
C. Gounod 1818-1893 France 7
C. Ives 1874-1954 U.S.A 10
C.A. Gibbs 1889-1960 England 9
H. Andriessen 1892-1981 Netherlands 7
H. Howells 1892-1983 England 5
E. Pepping 1901-1981 Germany 6
F. Peeters 1903-1986 Netherlands 5
H.W. Zimmermann 1930- Germany 8
M. Williamson 1931- Australia 20
W. Mathias 1934-1992 Wales 6

No. of Composers : 73 No. of Compositions : 1490

V. Historical Points of Difference in The Composition of Psalm Settings

The tremendous number of settings of some of the psalms is not necessarily distributed

evenly over the centuries. Some of the most popular psalms(as seen in Table 2) such as
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Psalms 31, 110, 111, 147 and so on have not been set by even one twentieth-century
composer. Out of the 248 settings of Psalm 113, only three were the product of the
twentieth century, and of Psalm 127's one hundred and eighteen settings, only two are by
twentieth century composers. Psalms 2, 3, 6, 31, 43, 54, 61, 63, 132, 142 and 144, while not

notable for great numbers of settings, nevertheless can be seen as of musical importance,

but likewise have not been set by any twentieth century composer. In some cases, no

nineteenth—century composer has set them to music, either. The distribution of psalm

settings for each psalm according to century may be seen in the following table.

Table 7. Psalm Settings by Century

Psalm No. 15C 16C 17C 18C 19C 20C Total
1 0 6 9 12 5 5 37
2 1 3 4 6 2 0 16
3 0 0 5 3 2 0 10
4 2 2 12 12 5 4 37
5 0 0 0 1 2 2 5
6 1 8 5 4 1 0 19
7 0 0 0 0 0 1 1
8 0 4 8 5 1 8 26
9 0 0 0 0 1 1 2
10 0 1 0 1 0 0 2
11 0 1 0 1 0 0 2
12 1 2 1 0 1 2 7
13 0 3 4 5 3 4 19
14 0 1 0 0 1 0 2
15 1 1 1 1 0 3 7
16 2 1 2 2 0 0 7
17 0 i 1 1 0 1 4
18 1 8 7 7 3 3 29
19 0 0 0 2 0 4 6
20 0 2 7 5 0 0 14
21 0 0 3 37 0 2 8
22 1 2 2 0 2 3 10
23 0 2 7 4 10 35 58
24 1 1 5 3 3 9 22
25 0 0 1 2 2 2 7
26 0 1 0 1 0 1 3
27 1 1 4 5 1 3 15
28 0 0 2 1 1 0 4
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Total

13
31

10
33

32

11

13
13
31

12

23

30

677

11

15

11

37
17

20C

19

19C

59

18C

434

17C

14

18

11

108

16C

12

52

11

15C

Psalm No.

29

30
31

32
33
34
35

36
37
38
39
40
41
42a
42b

43

44
45

46

47
48

49
50

51

52
53

54
55

56
57
58
59
60

61

62
63

64
65

66

67
68

75



Total

22
13

23

22

19

15
20

52
68

13
56

159

13
21

14

404

20C

11

33

19C

26

18

18C

11

20

10

28

294

17C

16
15

20

35

72

16C

11

19

16

33

18

15C

Psalm No.

69
70

71

72
73

74

75

76
77
78

79
80
81

82
83

84
85

86
87
88
89
90
91

92

93

94
95

96

97
98

99

100
101

102

103

104
105

106

107
108

109

110
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[ Psalm No. 15C 16C 17C 18C 19C 20C | Totar |
111 2 12 52 96 6 0 168
112 2 15 50 107 10 5 189
113 3 20 59 147 19 3 251
114 4 7 8 19 7 3 48
115 1 1 8 2 2 16
116 0 2 9 5 2 2 20
117 4 33 72 68 16 12 205
118 0 4 8 3 0 2 17
119 0 13 4 3 0 3 23
120 1 2 1 1 0 1 6
121 1 7 9 4 2 11 34
122 2 11 43 59 4 5 124
123 1 3 2 1 0 2 9
124 1 1 1 2 1 1 7
125 0 0 0 1 0 0 1
126 1 6 11 17 3 4 42
127 1 10 41 65 3 2 122
128 2 22 16 8 3 2 53
129 1 0 0 1 1 4 7
130 5 19 31 49 14 30 148
131 1 5 3 0 0 2 11
132 1 3 6 5 0 0 15
133 1 4 6 4 1 1 17
134 0 11 6 26 0 2 45
135 1 1 2 1 0 3 8
136 0 5 5 3 1 3 17
137 1 7 15 10 10 13 56°
138 1 8 12 10 1 3 35
139 2 2 11 3 1 3 22
140 2 3 0 2 0 1 8
141 0 0 0 0 0 0 0

142 2 10 8 8 1 0 29
143 1 9 0 0 0 1 11
144 0 4 0 12 0 1 17
145 2 3 1 3 0 1 10
146 1 3 4 4 1 1 14
147 2 4 22 41 3 1 73
148 1 2 5 7 0 14 29
149 0 3 0 1 1 2 7
150 1 8 15 4 6 27 61

Total 102 617 1070 1860 345 486 4480
(%) (2.28%) | (13.78%) | (23.88%) | (41.52%) | (7.7%) | (10.85%) (100%)
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The answer to this intriguing matter of which psalms are popular for setting to music at
what times and by how many composers undoubtedly lies, not so much in their literary
expression or their suitability for setting to music, but in the spiritual content, in the
meaning which is inherent in the psalm. The psalms of imprecation, that is Psalms 58 :
682123, 69:23-29; 109:5-19; 137:7-9, have either not been used by Christian composers at
all, or have been set leaving out the sections which have seemed to be un-Christian. Of
the above, the only psalm used by a large number of composers is Psalm 137, “Super
flumina Babylonis(By the waters of Babylon)”, which, of course, was used regularly as a
Vesper psalm.(But in the Anglican Church’s Book of Common Prayer, usually such
imprecatory verses are not included, or they appear in parentheses to be used at the
discretion of the officiating priest). Twentieth- century composers undoubtedly were not
attracted by the thought of calling down curses on enemies. Nor is the concept of being
overwhelmed by a sense of sin, which earlier generations believed was necessary for any
true believer in a righteous and holy God. People confessed their sins, and God, who is rich
in mercy, would forgive them. God as the righteous King over all the earth, who would
reign for ever and ever, is one of the richest themes of the psalms. These also elicit a
response from contemporary composers, but perhaps not quite to the same extent. Modern
believers are happier with the concept of God’'s mercy, comfort and love. Thus Psalm 23,
“Dominus regit me(The Lord is my Shepherd)” has been the favourite psalm for
twentieth-century composers. God as Shepherd of His people is also part of the theme of
Psalm 100, “Jubilate Deo(Make a joyful shout to the Lord)”, another popular psalm for this
generation. The objective expression of praise in Psalm 150, “Laudate Domine in sanctis
elus(Praise God in His sanctuary)”, or God's help coming to those who look to Him as in
Psalm 121, “Levavi oculos meos(I will lift mine eyes to the hills)” are also popular themes
evident by the number of settings of these psalms made in the twentieth—-century, and in
greater number than in previous centuries. Thus the preceding table, showing the number
of settings of each psalm by century, provides an interesting sidelight on their relative
popularity at different times.

VI. Conclusion

This study has been made on the basis of four thousand four hundred and eighty
different musical settings of the one hundred and fifty psalms found in the Old Testament.

A few of these psalms have, apparently, never been set to music. This could possibly be
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because they were always chanted in the liturgy, and that therefore no need was felt to
make a more elaborate setting. The psalm for which the greatest number of musical
compositions have been made is Psalm 51. This psalm, because of the various ways in
which it has been used liturgically over the centuries, has been a rich source of inspiration
for many composers, resulting in six hundred and seventy-seven works. (Some people have
composed multiple settings, such as J. Pradas Gallen, 1689-1754, for instance, who used the
same psalm text for 34 compositions). Other psalms, if not quite as popular, have proved
very successful in eliciting the requisite emotional response from many composers over the
centuries who have set them to music of enduring quality.

The thought emerges : with such richness of expression in the psalms which has
inspired, not only believers, but musicians down through the ages, should it not be 2
renewed aspect of the church's life in this and every country for the inspiration and benefit

of a new generation?
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Appendix

PSALMS BY LATIN TITLE

B [TITLE(LATIN and ENGLISH)] [PSALM NO.)
Ad Dominum (In my distress I cried to the Lord) 120(119)
Ad te Domine clamambo(To You I will cry) 28(27)
Ad te Domine levavi animam(To You O Lord I lift up) 25(24)
Ad te levavi oculos meos(Unto You I lift up my eyes) 123(122)
Afferte Domino (Give unto the Lord, O ye mighty ones) 29(28)
Attendite populis (Give ear, O my people, to my law) 78(79)
Audite haec omnes(Hear this all ye peoples) 49(48)
Beati immaculati (Blessed are the undefiled) 119(118)
Beati omnes qui timent(Blessed is everyone who fears) 128(127)
Beati quorum(Blessed is he whose transgression) 32(31)
Beaus qui intelligit(Blessed is he who considers the poor) 41(40)
Beatus vir qui non abiit(Blessed is the man) 1(1)
Beatus vir qui timet Dominum(Blessed is he who fears the Lord) 112(111)
Benedic anima mea Domino, Domino Deus(Bless the Lord) 104(103)
Benedic anima mea Domino, et omnia(Bless the Lord O my soul) 103(102)
Benedicam Domino(I will bless the Lord at all times) 34(33)
Benedictus Dominus(Blessed be the Lord my Rock) 144(143)
Benedixisti Domine(Lord, You have been favourable) 85(84)
Bonum est confiteri Dominum(lt is good to give thanks) 92(91)

Cantate Domino canticum novum, cantate Domino(O sing to the Lord a new song) 96(95)

Cantate Domino canticum novum, laus eius(Sing to the Lord a new song, and His|149(148)
praise)

Cantate Domino canticum novum quoniam mirabili fecit(O sing to the Lord a new|96(95)
song!)

Coeli enarrant(The heavens declare the glory of God) 19(18)
Confitebimur tibi, Deus(We give thanks to you O God) 75(74)
Confitebor tibi Domine ... in consilio(I will praise...with my heart) 111(110)
Confitebor tibi Domine ... narabo(l will praise You ...) 9(9, Pt. 1))
Confitebor tibi Domine ... quoniam audisti(I will praise) 138(137)
Confitemini Domino et invocate(O give thanks to the Lord) 105(104)

Confitemini Domino quoniam bonus ...aeternam(O give thanks to the Lord for He is 136(135)
good)
Confitemini Domino quoniam bonus ...dicat nunc Israel(O give thanks ... for His|118(117)
mercy endures forever)

Confitemini Domino quoniam bonus ... quis loquetur 106(105)
(O give thanks to the Lord for He is good)

Confeitemini Domino quoniam bonus ...misericordia ... 107(106)
(O give thanks to the Lord for He is good)

Conserva me Domine(Preserve me, O God) 16(15)
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[TITLE(LATIN and ENGLISH)]

[PSALM NO.]

Credidi propter quod locutus sum(I love the Lord) 116(115)
Cum invocarem(Hear me when I call) 4(4)
De profundus(Out of the depths) 130(129)
Deus auribus(We have heard with our ears) 44(43)
Deus, Deus meus ad te de luce(O God, You are my God) 63(62)
Deus, Deus meus quare dereliquisti(My God, my God, why ..?) 22(21)
Deus deorum(The Mighty One, God the Lord) 50(49)
Deus in adjutorem(Make haste, O God, to deliver me) 70(69)
Deus in nomine tuo(Save me, O God, by your name 54(53)
Deus judicium(Give the king Your judgments, O God) 72(71)
Deus laudem meam ne tacueris(Do not keep silent) 109(108)
Deus miseratur(God be merciful to us) 67(66)
Deus noster refugium(God is our refuge) 46(45)
Deus qui similis(Do not keep silent, O God!) 83(82)
Deus repulisti nos(O God, You have cas us off) 60(59)
Deus stetit in synagoga deorum(God stands in the congregation) 82(81)
Deus ultionem(O Lord God, to Whom vengeance belongs) 94(93)
Deus venerunt gentes(O God, the nations have come) 79(78)
Dilexi quoniam(Not unto us, O Lord) 115(114)
Diligam te Domine(I will love you, O Lord, my strength) 18(17)
Dixi custodiam(I said “I will guard my ways”) 39(38)
Dixit Dominus(The Lord said to my lord) 110(109)
Dixit injustus(An oracle within my heart) 36(35)
Dixit insipiens(The fool has said in his heart) 14(13)
Domine clamavi ad te(Lord, I cry out to You) 141(140)
Domine Deus meus in te sperarvi(O Lord my God) 7(7)
Domine Deus salutis meae(O Lord, God of my salvation) 88(87)
Domine Dominus noster(O Lord, our Lord, how excellent) 8(8)
Domine est terra(The earth is the Lord‘s) 24(23)
Domine exaudi orationem meam, auribus(Hear my prayer) 143(142)
Domine exaudi orationem meam et clamor(Hear my prayer) 102(101
Domine in virtute tua(The king shall have joy) 21(20)
Domine ne in furore tua arguas me neque ...miserere(O Lord, do not rebuke me in your|6(6)
anger) .
Domine ne in furore tua arguas me neque ...corripias(O Lord, do not rebuke me in your|38(37)
wrath)
Domine non est(Lord, my heart is not haughty) 131
Domine probasti me(O Lord, You have searched me) 139(138)
Domine quam multi sunt(Lord, how they have increased) 3(3)
Domine quis habitat(Lord, who may abide) 15(14)
Domine refugium(Lord, You have been our dwelling place) 90(89)
Dominus lux mea(The Lord is my light) 27(26)
Dominus regnavit(The Lord reigns; let the peoples tremble) 99(98)
Dominus regnavit exultavit terra(The Lord reigns; let the earth...) 97(96)
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[TITLE(LATIN and ENGLISH)] [PSALM NO.|

Ecce nunc benedicite(Behold, bless the Lord) 134(133)
Ecce quam bonus(Behold, how good and pleasant it is) 133(132)
Eripe me de inimicis(Deliver me from my enemies, O my God) 59(58)
Eripe me Domine(Deliver me, O Lord, from evil men) 140(139) o
Eructavit cor meum(My heart is overflowing) 45(44)
Exaltabo te Deus(Let them praise the Name of the Lord) 148(Pt.2)(147)
Exaltabo te Deus meus rex(I will extol You, my God, O King) 145(144)
Exaltabo te Domine quoniam suscepisti me((I will extol You, O Lord, for You have|50(49)

lifted me up)
Exaudi Deus deprecationem meam(Hear my cry, O God) 61(60)
Exaudi Deus orationem meam(Hear my voice, O God) 64(63)
Exaudi, Domine(Hear a just cause, O Lord) 17(16)
Exaudiat te Dominus(May the Lord answer you) 20(19)
Expectans expectavi(l waited patiently for the Lord) 40(39)
Exultate Deo(Sing aloud to God our strength) 81(80)
Exultate justi(Rejoice in the Lord, O ye righteous!) 33(32)
Exurgat Deus(Let God arise, let His enemies be scattered) 68(67)
Fortis Deus Dominus(The Mighty One, God the Lord) 50(49)
Fundamentat eius(His foundation is in the holy mountain 87(86)
Inclina Domine(Bow down Your ear, O Lord, hear me) 86(85)
In convertendo Israel(When the Lord brought back the captivity of Israel) 126(125)
In Domino confido(Why do You stand afar off, O Lord?) 10(10)
In exitu Israel(When Israel went out of Egypt) 114(113)
In te Domine(In You, O Lord, I put my trust) 31(30)
In te Domine speravi non confundar(In You, O Lord, I put my trust; let me never be|71(70)

put to shame)
Jubilate Deo omnis terra, psalmum dicite(Make a joyful shout to God, all the earth!)  |66(65)
Jubilate Deo omnis terra servite Dominum(Make a joyful shout to God, all ye lands!

100(99)

Serve the Lord ....)
Judica Domine(Plead my cause, O Lord) 35(34)
Judica me Deus(Vindicate me, O God) 43(42)
Judica me Domine(Vindicate me, O Lord) 26(25)
Laetatus sum(I was glad when they said to me) 122(121)
Lauda anima mea(Praise the Lord, O my soul) 146(145)
Lauda Jerusalem(Praise the Lord, O Jerusalem) 147(Pt.2)(147)
Laudate Dominum de caelis(Praise the Lord from the heavens) 148(148)
Laudate Dominum in sanctus eius(Praise God in His sanctuary) 150(150)

Laudate Dominum omnes gentes(O praise the Lord, all you Gentiles)

117(116)

Laudate Dominum quoniam bonus(Praise the Lord, for it is good)

147(Pt.1)(146)

Laudate justi Dominum(Rejoice in the Lord, O you righteous!) 33(32)

Laudate nomen Domini(Praise the Name of the Lord) 135(134)

Laudate pueri Dominum(Praise, O servants of the Lord) 113(112) B
Levavi oculos(I will lift up my eyes to the hills) 121(120)
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[TITLE(LATIN and ENGLISH)]

[PSALM NO.]

Magnus Dominus(Great is the Lord) 48(47)
Memento Dominus David(Lord, remember David) 132(131)
Misericordiam et judicium(I will sin of mercy and judgment) 101(100)
Misericordias Domine(I will sing of the mercies of the Lord forever) 89(88)
Miserere mei Deus miserere mei(Be merciful to me) 57(56)
Miserere mei Deus quoniam ....(Be merciful to me, O God) 56(55)
Miserere mei Deus secondum ....(Have mercy upon me, O God) 51(50)
Nisi Dominus(Unless the Lord builds the house) 127(126)
Nisi quia Dominus(“If it had not been the Lord who was on our side™) 124(123)
Noli aemulari(Do not fret because of evildoers) 37(36)
Nonne Deo(Truly my sul silently waits for God) 62(61)
Notus in Judea(In Judah God is known) 76(75)
Omnes gentes plaudite(O clap your hands, all you peoples!) 47(46)
Paratum cor meum(O God, my heart is steadfast) 108(107)
Principes persecuti sunt(Blessed are the undefiled =) 119(118)
Quam dilecta(How lovely is Your tabernacle) 84(83)
Quam tonus Israel(Truly God is good to Israel) 73(72)
Quare fremuerent gentes(Why do the nations rage?) 2(2)
Quemadmodum(As the deer pants for the waterbrooks) A2 A )(41)
Qui confidunt (Those who trust in the Lord) 125(124)
Quid gloriatur(Why do you boast in evil, O mighty man? 52(51)
Qui habitat(He who dwells in the secret place of the Most High) 91 (90)
Qui regis Israel(Give ear, O Shepherd of Israel) 80(79)
Saepe expugnauerunt me(“Many a time they have afflicted me”) 129(128)
Salvum me fac Deus(Save me O God!) 70(69)
Salve me fac, Domine(Help, Lord, for the godly man ceases) 12(11)
Sicut servus(As the deer pants for the waterbrooks) 42(LH-E)41)
Si vere utique(Do you indeed speak righteousness?) 58(57)
Super flumina Babilonis(By the rivers of Babylon) 137(136)
Te decet hymnus(Praise is awaiting You, O God, in Zion) 65(64)
Usquequo, Domine(How long, O Lord?) 13(12)
Ut quid Deus(O God, why have You cast us off?) 74(73)
Ut quid Domine(Why do you stand afar off, O Lord?) 10(9, Pt. 2)
Venite exultemus Domino(O come, let us sing to the Lord!) 95(94)
Verba mea auribus(Give ear to my words, O Lord) 5(5)

Voca mea ad Dominum clamavis .... deprecatus sum(] cry out to the Lord with my
voice)

142(141)

Voca mea ad Dominum clamavis .... et intendet me(I cried out to the Lord with my
voice)

77(76)
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Abstract

The Transition and Type of Musical Thought seen through A.
Schonberg’s String Quartet :

based on the first movement of "String Quartet no. 3,

Hosung Cha

Arnold Schonberg used three twelve-tone series in the first movement of his String Quartet no.
3, . These twelve-tone series are used in both melodies and accompaniment. But sometimes he did
not follow this fundamental rule to pursue musical thought even though he made use of the
twelve-tone system in this piece. This thesis is focused on not only theme melodies, but also first
ostinato motive of accompaniment and the relationship of balance between Schénberg’s primary and
secondary musical thought can be considered in the theme melodies and the first motive of
accompaniment. That is to say, Schonberg shows how the main melodies and the supported ostinato
motives match well together from the examples of his own musical main thought, environs thought,
and relative thought. This is an specific example that Schonberg can develop his musical logic in
his piece perfectly only when all of musical elements are in harmony. This is different with tonal
music which is depends on the development of just main melody. Schonberg says that the meaning
of composition skill of the twelve-tone system is a reproduction of the traditional tonal harmony and
is for systematization of the process of entire musical elements. So, he unites between the traditional
composition techniques with and his twelve-tone system. 'String Quartet no. 3, is also composed
using both old and new.

Unusually, there was no sensation in the first performance of the [String Quartet no. 3; . But
his critics said Schonberg could not overcome his fantastic musical theory deeply and this piece was
an expression of the Dadaism.1) However, When it was performed at Frankfurt in 1928, Adorno
was fascinated with this TString Quartet no. 3; and he evaluated this piece as a ‘very influential
music’.

The article "Why is it difficult to understand Schonberg’s music, of Alban Berg says several
common characteristics of atonal music. these characteristics include similar variety of harmonies,
various methods of cadences, equal use for each tone in twelve-tone system, well-matched harmonies
with melodies, unsymmetrical and unlimited composition in musical theme, abundant variation skills,
inclusive polyphony, and various and subdivisible rhythms.

Schénberg's  TString Quartet no. 3; uses abundant various rhythms, variation skills with motive,

counterpoint skills, and musical theme development based on traditional harmonic function. This
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piece includes various characteristics of atonal music which Alban berg notes in his article.
Schonberg’s  String Quartet no. 3, , composed with abundant musical skills, shows the serious
musical thought of the composer and his musical beauties. This piece breaks general opinions that
Schonberg’s piece is difficult to understand.
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Abstract

A Study of Collections in Post Tonal Music :
Scriabin’s op. 58, Feuilet D’album

Wonsun Choi

In the early twentieth century, many eastern European composers show the pervasive absorption of
structural melodic characters of folk sources into more abstract contemporary music idioms. Pitch
structure in that century music has become more explicit in recent analytic writings. Scriabin derived
his compositional materials from more abstract sources that were identical to those found in the folk
sources. Scriabin moved towards an increasingly systematic handing of pitch set constructions.

This paper proposes a theoretical model for a study of collection in post tonal music. It is the
aim of this paper to focus on collection in Scriabin's Op. 58, Feuillet d'album(1909). His output is
often split into three periods. : Op. 1-29, Op. 30-57, and Op. 58-74. Op. 53-58 pieces are of
primary importance in Scriabin's transition to atonality. It is precisely between the second and third
periods that something very important happened in Scriabin's musical mind. In particular, his Op. 58
was written while Scriabin was composing Prometheus. The composition employs 6-34 : in a sense
the piece is a study of the properties of 6-34, with which Scriabin wad the preoccupied. The most
famous variety of this chord is known as the Mystic, or also as the Prometheus as it is ubiquitous
in that work. It should be emphasized that Scriabin's small pieces stand in a special relationship to
his larger works. Thus the links between his last are strong, as will be seen in the course of this

paper.
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Abstract

Consideration on Postmodernism as Cross—-Over

Hyosil Yang

Cross-Over as an aesthetic phenomenon is closely associated with postmodernism. So we have to
return once again to the relation between modernism and postmodernism. Postmodernism especially
relating to cross-over is defined as anti-modemism. Postmodernism as antimodernism considers
modernism as too intelligent, difficult, elitisic art. Moreover modernism is no longer an actual artistic
theory but just a past theory. Elitism of modemism is replaced by populism of postmodernism.
Especially after 1980°s, Crossover, characteristic of postmodernism as being oriented towards popular
culture has been seen in every apect of life. For example, crossover between high culture and
popular culture, between history and fiction, even between image and reality. Postmodernism is a
principal logic in society where every hierarchy is demolished and an aesthetic version of
democracy, pluralism and relativism. In this essay, Postmodernsim relating to crossover is regarded
and interpreted as an American cultural theory. So it is a very serious problem that Postmodernism
as a national and local theory is accepted as if it is a global cultural theory.

The call for modernism in the middle of 19th century was in connection with the question of the
status of art in the capitalism. In the capitalist society where every human action and meaning was
reduced to money, modernism chose to isolate itself from contemporary society and dedicated itself
to art. It limited its main question to the artistic experiment. The Art Cult of Modernism was a
resistent activity of modern artists against their society. In that process, art inevitably became
esoteric, ambiguous and difficult. Because of its difficulty, thus, Modernism is accessible only to a
few spectators. In that situation, numerous constructions of museums and concert halls for industrial
and financial aim made Modernism much expensive commodity. The others of Modemism, for
example, female artists, homosexual artists and artists of colored races criticized occidental, white,
male centrality of Modernism. They argued Modernism is not a universal but only a local aesthetic
theory.

Postmodernism as one of the others of Moderism appears in criticizing those negative aspects of
Modernism. It is argued that Postmodernism is not only a new cultural and aesthetic logic but also
a new historical theory. But the reason why this essay interprets postmodernism as an American
theory or a kind of americanism lies in the fact that the program of postmodernism itself is solely
American. In America as multicultural nation, there can be various heterogeneous cultures, and even
they can coexist peacefully. America has no dominant high culture handed down from old times.

American culture is represented as popular culture. So Postmodernism as affirming lightness, joke,
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style and appearance instead of heaviness, reality and meaning can be propagated in America. It is
natural that Postmodernism is an American theory. But it is not a local theory. Postmodernism as
Americanism or cultural imperialism wants to homogenize cultures of entire world and at last
dominate that world mentally. Postmodernism is cultural logic of political dominance of all the world
by America. In conclusion, we must call crossover in question instead of treating it solely as an

aesthetic phenomenon.
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Abstract

Crossover und Postmoderne :

Eine Studie iiber die Uberwindung des Grabens
zwischen artifizieller und Unterhaltungsmusik

Heesook Oh

Die Postmodermne wird als wichtiger Begriff verwendet, um die heutige Zeit zu beschreiben,
besonders in der Philosophie und in der Kunst. Sie hat in vielen Bereichen unseres Lebens, wie zB.
der Architektur, Kultur, Film, Ballett, Religion, Politik und Mode ihre Wirkungskreise gezogen. Auch
in der Musik des 20. Jh. wurde Postmoderne als ein wichtiges Phinomen akzeptiert. Besonders
zeichnet sich die musikalische Postmoderne aus durch ihre Uberwindung der Kluft zwischen
artifizieller Musik und Trivialmusik. In diesem Zusammenhant wird “Crossover” ein wichtiges
Merkmal der Musik in unserer Zeit.

In dieser Studie wurde versucht, aus dem Aspekt der musikalischen Postmodeme Crossover zu
untersuchen. In der Modeme wurde die Tradition kritisch bedugelt, was mit einem verlangen nach
Neuem ausgedriickt wurde. Hier war Kunst weniger ein Genussobjekt denn ein Erkenntnisobjekt, das
hohere Werte wie <Wahrheit> und <Gesellschafiskritik> zu erkennen und zu erfiillen hatte. Diese
Sichtweise teilten Komponisten wie auch das Publikum. Der Komponist schuf also ein Werk, dem er
einen hoheren Sinn verlieh, wihrend dem Publikum abverlangt wurde, dass es diese Bedeutung
erkennt und nachvollzieht. Dies filhrte aber zu einer Zweiteilung der Kunst in eine hohe Kunst und
eine niedere Kunst oder' auch Trivialkunst. Adornos Teilung der Musikkultur des 20. Jahrhunderts in
Avantgarde und Kitsch bringt diese Situation auf den Punkt. Demnach niherte sich die Position der
Kunst fiir die Kunst einem immer elitireren und akademischeren Denken, wihrend die Massenkultur
dank der Vermarktung immer weiter verbreitet wurde, was einen tiefen Abgrund zwischen den beiden
verursachte.

Doch in der Postmoderne wurde dieses dichotomische Denkeh verurteilt. L. Fiedler driickt dies so
aus : “Die Vorstellung von einer Kunst fir die ‘Gebildeten’ und einer Subkunst fir die
‘Ungebildeten’  bezeugt den letzten Uberrest einer argerlichen Unterscheidung innerhalb  der
industrialisierten Massengesellschaft, wie sie nur einer Klassengesellschaft zustinde.” Kunst in der
Postmoderne ist kein Gegenstand des FErkennens, sondern ein &sthetisches Erlebnis an dem man
teilhaben kann. Dies fiihrte zur Uberwindung des Abgrundes zwischen hoher und niederer Kunst.
Ausdruck und Subjektivitit wurden die neuen Schlagworter fir die Komponisten und gerade in
letzter Zeit treten immer hiufiger Crossover-Formen in Erscheinung, wie z.B. bei dem Pianisten
Friedrich Gulda, der klassische Werke auf jazzige Weise improvisiert oder aber auch bei zahlreichen
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Konzerten, wo klassische Musik und Unterhaltungsmusik unter einem Dach und Fach gebracht
werden. Diese Beispiele zeugen fiir den Wandel im musikalischen Denken beziiglich einer
Asthetisierung des Alitagsleben, was als Versuch gesehen wird, Kunst und Produkte der
Kunstvermarktung zu ergénzen.

In diesem Wandlung der musikalischen Anschauung wurde “Crossover” ein wichtiges
Charakterikum unser Zeit. Aber nach der Untersuchung von “Crossover” in artizifieller Musik wurde
festgestellt, dal “Corssover” nur ein kleiner Teil der heutigen Musikkulur ist. Die sog. postmoderne
Komponisten wie K. Penderecki, W. Rihm, G. Rochberg haben auf einer anderen Weise musikalische
Postmoderne in seiner Komposition ausgedrciickt, und fast keine “Crossover”-Musik komponiert. Nur
in dem Bereich der Unterhaltungsmusik 148t sich mehrere Versuche zur Uberwindung des Grabens
zwischen artifizieller Musik und Unterhaltungsmusik finden. So ist es notig, daB wir die Bedeutung
von “Crossover” genau erkennen und nicht iibertreiben.
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Abstract

Crossover Phenomena of the World’s Traditional Music and
the Newly Composed Korean Traditional Music

Sunghoon Chung

The non-Western world has experienced many problems since the Western Powers have contacted
them. The non-Western world had to accept the Western culture by force or by their needs. Music
was one of them.

“The Western Music’ that I use in this paper is the music of the Classical and Romantic period.
Harmony and chord progressions are the core of the music of those periods. In the present day most
of the people in the world can understand ‘the Western music’ no matter if they live in the
Western Continents or not. The mass media contributes to overflow ‘the Western music’ in the
world. “The Western Music’ is used as a sign or a symbol to help to understand the extra-musical
situations for those who live in the Western style life in the world.

Since the most of the non-Western traditional music does not have the harmony and chord
progressions and the people in the non-Western world began to loose the idioms of their indigenous
music, the musicians of the non-Western culture began to use the Western harmony in their newly
composed music to be accepted by their people. The word ‘crossover’ is used in this way.

The Western harmony and chord progressions are also used in the newly composed Korean
traditional music. In this paper, I examine this cultural blending and how the future music would be.
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