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CHAPTER |

INTRODUCTION

Isang Yun (19171995), one of the most eloquent Korean composers, left us
extraordinary musical works. A native of Korea, he went to Germany in 1957 and became
a citizen of tlat country. Yunwished to integratéhe music ohis native cultug with that
of the European avaigiarde. He studied the twehene technique of the Second
Viennese School and composedrksbased on thttechnique until about the early
1960s. He created his own compositional methoddoylining elements of traditional
Koreanmusic and the Eastephilosophy ofTaocismwith twelve-tone technique. For
example, certain Korean traditional instrumental techniques such as tremolo, glissando,
and vibratcas performed oklVestern instrumestareimportant aspesto f Yunés wor ks
These techniques are often introduced in the isglboumentailvorks such as§lisséedor
Solo Cello (970)andPiri for Oboe(1971).
The Easterphilosophy expressed ifaoismi s al so signi ficant i
Traditional music in Kore#s substantially influenced by this philosophy, awtholars
have notd that Yun adequately demonstmits aesthetics throughedistinctive temp
dynamics, and rhythgin his music. Thepesent study wi | | di scuss

with Eastern philosophy and Korean tramiit@l music in his piano music.



Yun composeanly three works for solo pian&unf Sticke fur Klavief1958)
Shao Yang Yi(i966),andInterludium A fur Klavier(1982). The first work Funf Stticke
fur Klavier,givese vi dence of Yunodés intense study of
Arnol d S cS3uike®Op. Bbeamdgiane PieceOp. 33aThis entirely Western
aspect of Yunds composi tamioeda Chapterill8heo wi | | b e
Yang Yinwas originally written for harpsichord, but 1998,it was arranged and
performedon the piandoy Koreanborn pianist Kaya Han. The Chinese title demonstrates
the dynamic balance of interactive charactéirs,andYang from Taoistteaching. Thus,
the contrasts of everyday life such as moods, conditions, or passages of time are rendered
in music with the addintriudumA@GI82) 8 Beuseodhe( s ma | |
mairrtone technigue and the influenakeKorean instrumental techniquésoth of which
will be discussed in Chapter.lVhemain tone in this piecis A, and Yunappliesvarious
ornamentation$o it.

These piano workslucidateY u n 6 s isand siytedt a deeper levéhancan
be addresed by the simplistic conceptBfE a st me e ttransfékedechniques dfe
Korean traditional instruments the piano by applying distinctive rhythms,
ornamentation, and physical gestures. His first piano vikimkf Stticke fur Klavier
(1958), estalshed a footholdfor the investigatonoYun6s compositional t
r epr es emergmgolykomrean sraditional musiwith Western atonal procedures
and hal a strongeffecton his later piano work§hao Yang Yi(il966) andnterludium A

fur Klavier (1982).

!1sang YunShao Yang YiflL966) piano version by Kaya Han, Boosey and Hawkes, 1998.
2



Limitations

This paperwillnopr ovi de a compl ete overview of |
works.Its primary goat areto analyzeserial techniquepresentedn his Funf Stiicke fur
Klavier (1958) simultaneously wh Koreanaspectsandto assess thelationshipof this
work to his later piano works.

In considering Korean characteristicgsitifficult to relateindigenous
instrumental techniques the piano, since there is no traditional keyboard instrument in
Kore a . However, Yunés attempt t avllkemul ate <cer
recognized in the application of certain rhythmic and timbral characteristics in terms

realizable on the keyboard

Status/Survey of Related Research

Several dissertationsavebeenpublished in Korea and in the U.S. basedtan
theoretical analyss of FUnf Sticke fur Klavief1958) andnterludium A fur Klavier
(1982) Therauthorsas sert t hat Y Eastesphilesoghyisongpstnevident o f
in the two later worksShaoYang Yin(1966)andInterludium A fir Klavier For example,
Sooah Chae states that AYun | nElofiStickef@@t es s
Klavier, but does not achieve the high level of synthesis of Oriental and Western ideas

found in the latework, Interludium A “SaeHee Kim later analyzeBiinf Stiickend

2SpooahChaefiThe Devel opment of | sang Yunodés Compositio
His PianoWorké ( DMA di ss., University of Houston, 2003),

3



InterludiumAs eparately in her document-tones fda bri

techniqueodo and as fAan exemplifi@dcation of
However,Funf Sticke fiKlavier (1958)i s mor e t han fi& brief

highlights theextensive use of twelvtonerows (series)Isang Yundemonstrates his

musical appreciation dasterrphilosophy and Korean traditian this work byusng

textures anddynamics andby emulating certainnstrumentatechniqus. Thus, he study

of this early work is crucial tanunderstanishg of his later works.
Furthermore, none of the published dissertations aurdeats discugsShao

Yang Yin(1966) orits relationshipto Funf Stticke fuKlavier (1958).Examplesfrom

Shao Yang YiandInterludium Awill assist in tracinghedevelopmendf Y u nviérisng

for thepiano. This dissertation wilfeassess the significancefainf Stiicke fur Klavier

(1958) revealing it as a proving ground for concepts and practices that are developed

further inl s a n g lat¥rpiano works.

E

3SaeHeeKimA The Life and Music of |sang &DWA with an

diss., The Hartt School, University of Hartford, 20023,
4
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CHAPTER Il

ISANG YUN: LIFE, WORKS, WRITING

| s an g Liewmd@®Werks

Isang Yun was born in Sancheong, Gyeongsang Jwattiince,South Korea in
1917, the son of poet KiyonYun. His musical training began dte age of nine in 1926
when he began to studygan, composition, violin, and guitar at a chapel near the
Tongyong Elementary school.idstudent recordotes that he wa$ aautstanding
vocalist with a high intelligence and motivatiohYun began composinat theageof
thirteen. His early compositions wgvamarily for voice butsoonhestarted to compose
instrumental musithat wasperformedn silent movietheatresn Tongyong inthe
1930s>

Yunodés father st r oirgtd makeracaaerantmusisang has
to go to a commercial school after his graduation filoeTongyong Elementary school.
In protesthe ran away from his father and went to Seoehto|l inmusic school in
1934.There e learned composition, the history of Western musicjmapdrticular the

music of Richard Strauss (188449) and Paul Hindemith (189®63)from apupil of

‘DongEunNc,fil sang Yunos Musidaad Natiod7($4aus1099:;, 65

® A smallorchestra performedestern musiin one of themovie theatres ifongyong in1930s
and Isang Yué& music was arranged and performed by the orchéstise Rinser]sang Yun: The World of
Music and Lifetrans. KyeChoon ShinSeoul: YoungHak Publications1984), 46.

5
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Franz Eckert (1852916) who created the first Western military bandiorea.

Yun 6s latematkmowledgedhi s sonds muypemittedhis t al ent a
continuedmusial training In 1935,Isanggained entry t®saka Conservatory, Japam
the basi®f his string quartet and other compositions. His compositamked a
command otheoreticafundamentals at that time, and he bapagsessed basic
overview of Bach, Mozart, and Beethovenos
for the purposefamprovisation anddid not have a pianbEventually,thecello became
his main instrumentyun had to move back to Korea in 1937 due to his financial
situation, political <c¢hal |IABenrgtersngioKorehapan,
hetaught msic at the Hwayang Elementary school in Tongyong.

Yun went back to Japan to finish his segin 1939 learrning counterpoint and
composition from music theorist Ikenouchi Domohiro. Howewdt the outbreak athe
Pacific War in 1941Yun had to returmnce agairio Korea.There hgoined the
nationwide independence movement. He was imprisoned and tortured by the Japanese
police in 1943 and wasccused of resisting the Japanese government after the discovery
of a vocal composition in the Korean languagi@is house. Koreaas released from
Japaese coloniatlominationin 1945 andrun once moregeturned to his hometown,
Tongyong.

In 1947heformedthe Tongyong String Quartedf whichhe was the cellist. He
continued his teaching career at Tongyong Wameligh School in 1948 and Pusan

Teacher8College in 19491952. He married Se@ Lee in 1950and e becamehe

% Ibid., 56-57.



secretarygeneral of the Korean War Composers Society during the Kdvaaig1950
1953).Nineteen fiftythreesaw the composition dfhe Song of Cheoyonite first
cdlaborative workof music, theatre, and dance performed in Kondach was
performed at the National Theatre of Kaféain continued teaching and composing in
several different colleges.

His String QuartetNo.1(1955)waspremiered at the first Korean Composers
Society Concert in 195@aining him recognitionecognizeds theFifth Seoul City
Culture Award recipient. This awardaried him to go Europe to studVestern music
with an emphasien twelvetonecomposition The bookComposition with 12 Notdsy
Joseph Rufer (1898985),a pupil of Arnold Schoenberg (187495 1) , i nspired
interest in twelveaone music.

Enrolling in theParis Conservatory in 1956un studied composition with Tony
Aubin (19071981) and music theory with Pierre Ravel (19®B4). He wagontent
with the musical training at the conservatory, but did not like Batesdecided to go to
West Berlin, Germanthe following yearThere e studied counterpoint and fugwith
Reinhard Schwarschilling (19041985), composition with Boris Blacher (192975),
and twelvetone music with Joseph Rufer (182985) atheWest Berlin Hochschule.

During his study in Bein, Yun attended the International Festival of
Contemporary Music in Darmstadt (1958here hanet John Cage (1911992) and

Igor Stravinsky (1882971)’Yu n t h o u dvsic foCRiago&l 856) andConcert

" Sooja Lee,Nae Namp'ydn Yun Isaiilyly Husband Isang Yii§Seoul: Changchakkwa
Bipyong, 1998, 162.
8 Yoon-Taek Chang (Produceyly Music, My Countrylsang YunDVD. KBS Seoul, 1998.
9 .
Ibid.



for Piano and Orchestrél958)wereimpressve and confusing at the same tin@age
left the interpretation of the work up to the performer, whereas Yun felt the musical
intentions of a composer needed to guide the interpret&tion.

Yun wasattracted tdwelve-tone music, and he wanted to createolws musical
styleswithit. Hsc omposi ti on professor, Boris Blache
have many great oriental traditiohs. You s
However, Yun wasesitanto challengehe prevailingtrend at that time. écording to
Yun,

| foll owed Sc h o donetechnigd st thatttime, so tny niusiedidv e

not have muclof impression. However, it waspopulartrend back then that

every young musicianbs compositions and

by Schoenbergés works.

Blacher advised Yun to compose music involving Korean musieaientsYun
turnedto Korean traditional court music fimd ways d incorporatingthe aesthetics of
Korean sound in his music. Hisve Pieces for Pian¢1958)andMusic for Seven
Instrumentg1959)werethe first results of his musical endeavior Europe. Both pieces
were premiereadt the Gaudeamus Music Festival iittlBven and the Darmstadt
Contemporary Music Festival.

The 1960sverea productive decadfor Y u noareer in Europe. He composed

Bara, a Korean Buddhist dance (1960) for small orchebtragesfor flute, oboe, violin,

“Dorte Schmidt, AYun und die identitatsstiftend:
EunjungHong,inl sang Yunds Mus i cAsibn CWare($edul: ¥esol 20061140. Ea s t
' Yoon-Taek Chang (Produceyly Musig My Countrylsang YunDVD. Isang Yurds interview in
German%2988subtitled in Korean. English translatibg the authorof this study
Ibid.



and violoncello (1960)Colloidessonoredor string orchestra (1961)pyangfor
chamber ensemble (1968 asafor piano and violin (1963), an@arakfor piano and
flute (1963). He was influenced by one@bgurye® ancient tomb murals callesia
shindq and he visited North Korea to st original in 1963 Four years latetthis visit
was to causeeriouddifficulties for Yun.

Yunds oratori o [scapueesOnonmani padnee hiidadedhe i s t
jewel in the lotuy(1965), was premiered in Hanover, @éakfor large orchestrél966)
was premiereatthe Donauschingen Contemporary Music Festiadh these two
piecesYun began t@aininternational renown.

However, in 1967Yun ran afoul ofthe political hysteria aroused by th&ast
Berlin Spy IncidentOn suspicion arousedIis visit to North Korea in 1963e was
accused of interacting with the North Korean government to resist South Korean
President Jun) e e  Prashifrefjime’® He was kidnapped by South Korean Central
Intelligenceagents along with his wife Soga Lee and many other Korean artists in West
Berlin, taken to Seoul, and sentenced to life imprisonment. Igor Stravinsky and Herbert
von Karajan led a worldwide signature campdign pr ot est Yamdds i ncar ¢
presentedhe sgned documertb the South Korean governmeApproximately 200

artistssigned the petitionncluding Luigi Dallapiccolg19041975), Gyorgy Ligeti

13 Goguryeo(9181392) was an ancieroreankingdom located in o d aortidesn and central
parts of theKorean PeninsulssoutherrManchurig and southerRussia Goguryeowas one of théhree
Kingdoms of KoreaGoguryeowasa poweiful kingdomthat activelyassociated with the foreign affainé
ChinaandJapanalong with Baekje(18 B.C.7 660A.D.) andShilla(57B.C- 935A.D.). Sashindaxhibits
four dragons that are in different colobdue, red, white, and brown. Yun was inspired by the individual
lines and shapes of the four dragons.

The termYushinmeandrenewab in Korean The Yushinregime represents the highilpperid
role under therushinConstitutionestablishedy the presidenJunghee Parkwho insistecbn maintairing
his dictatorshidor life.



(19232006), and Karlheinz Stockhaus@®282007)*° Claudio Arrau (1903.991)
cancelleda pianoconcert inSeoulin protest and the German government and artists
arrangd concertin Europeto collectdonationgoward gainingdfun 6 s Y Ruetea s e .
undergoingntense torture during his imprisonmeyiin attempted suicide several times
He was eventually relead in 1969 with the diplomatic assistance of his German
colleagues and the government.
In aninterview withthe German writerLuise Rinse1911-2002) Yun recalled
how theEast BerlinSpy Incidentinfluenced himand his music:
The East BerlirSpyIncident in 1968 was tiagedyfor me. | suffered enormously
through this event. It took me over ten years to overcome the Incident. My music
written in the early 1970s expressesdsbaringanger that | feé Before theEast
Berlin Incident it was trueltat | wrote pieces that were from Asian aesthetics by
an Asian mind. This can be described as the purely artistic behavior of an
intellectual ] Tée personal memories of the East Berlin Incident caused me to
think about my country, its division, and othpolitical issues more structurally
and deeply, and to shape these issues into musical Works.
Some remarkable works were completed during his imprisonment siitl &
clarinet and piano (1968), ahtiagesfor flute oboe, violin, and cello (1968j.Yun also

completed an operdje Witwe des Schmetterlin@Butterfly Widow 1967 1968), which

was premiereéh Nurembergpn February 2%, 1969.He waslying on a bed in a Seoul

5 Huh Jin (Producer)Yun Isangkyonggyerul nomosfdsang Yuni over the border(s)], DVD. TV
KBS Seoul, 2003.

1% bid.

" Ohno Kim,Naui Umak Naui Minjok Yun Isang ui Umak Segy®eoul: Hangilsa, 199,
translated by Jeongmee Kim,nTheiDiasporic Composer: The fusionkifrean and German Musical
Cultures in the Works of Isang Yun (Diaspaya) ( Ph . D. Di s #tyeof Qaldotnia,d.os Angéles,i ver s
1999),93-94.

BH.Kunz A Yu n, ihGrava MusiécOnline OxfordMusic Online
http://www.oxfordmusiconline.com/subscriber/article/grove/music/3q@dcessetreb23, 2012).
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prisonasthe audience gavbe opera standing ovation with thirtgnecurtain calls at
the Nuremberg Theatré.

After hisrelease from the imprisonment in March 1969, Yusved back to
GermanyImmediatelyhewas appointea lecturer at thélanoverHochschule fur Musik
(197071).He obtainedsermarcitizenshipin 1971, thesame yeahis operaGeisterliebe
(Ghost Love 1970) brought himthe Kiel culture prize

Yun was appointed honorary professor atHleehschule fir Musikn West Berlin
in 1972before he was appointed Professor of Composition dtiticschule der Kiinste
Berlin from 1977 to 1987° He composedhe operaSim Tjongbased on Korean
traditional vocal musidPansori®* This work was performed at the opening ceremony of
the Munich Olympic Games in 19&ahdgainedconsiderablenternational rpute. Yun
wanted tgpremiee the opera at the National Theatre of Korehis home countryjput he
reacted furiously to the SoutbhelJlhgKieman gove

who wasa member ofhe Korean National Assembly at that tirffe

¥ Sooja Lee,Nae Namp'ydn Yun Isarilyly Husband Isang Yiin1:341.

Dl sang Yun 64 9L Bdng Yun Peacd Folndatidnttp://www.isangyun.org/
(accessed June 12, 2012).

2L Sim Tjongs thename ofa brave girlwho is the heroine of famous Korean folk talé?ansoriis
a genre of Korean traditional vocal musideatures onsorikkun(a singer) and ongosu(a drummer
playing awoodenbarrel drumbuk). The ternpansoriis derived fronpan(meaningfa place where people
gatheb), andsori (meaningisouna).

2SaeHeeKimi The Life and Music of | samWgksY(DMA wi th an
diss., The Hartt School, University of Hartford, 2001, While President Juntlee Park rammethrough
the YushinConstitution, which would give him imperial power for lif2gae Jung Kima member of Korean
National Assembly at that time, whast to Park by a small majority at the 1971 presidential election,
seriously objected to Paikkregime and led campaigns against the South Korean government in the U.S.
and Japan. Agents of the Korean Central Intelligence Agkidoappedkim from a Tokyo hotelin August,
1973. The Agency planned to kill him, but they received strong objections from the U.S. and Japanese
governments. Kim was released in Seoul a week after the abduction

11
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South Koreaxperienceextreme political tension in 1978980.Presidentlung
Hee Park waassassinateloly JaeKyu Kim, adirectorof the South Korean Central
Intelligence Ageny. General DoéHwan Chun took over the presidénposition and
directedamasacre in Kwangjuin thesouthern region of South Kore@itizens and
students in Kwangjuaised a democratic resistance movemehereuporGeneral
Chuns armed forces killed thousands of civilians.

To commemorate the massacre @ #wangjuDemocracyMovement Yun
wrote Exemplum in Memoriam Kwang{981) inscribed asia monument of sorrow for
the victims [of the massacre] and an admonition to fight for freedom in the whole
world.*® Many of Yun's works irthe 1980s reflect his political beliefegardng Korea.
For examplehis hope forKorean unificatioris expressed in theecond movement of the
Violin ConcertoNo. 2fiDialog Schmetterling und Atombonil@983 6), and thefive
symphonies (198%).

Yun composed one symphony each yeam 1983 to 1987He called these
symphoniesithe summation of my music, philosophy, and ideology, and expansion of
my musical world from only Asia to the entire worftf.His sorrowful experience during
his imprisonment encouraged him to write music on behalf of all pedmevere
suffering from poverty and discrimination. He also waritexse symphonigs convey a
message of world peace and love.

Yun also expressed hope fitre reunification of North and South Korea through

his musicDespite his attempt to maintaarelationship with his heritage, the South

BSaeHeeKimi The Life and Music of Hi$RamoWorky®n wi th an
% 300ja Lee,Nae Namp'ydn Yun Isarityly Husband Isang Y{iwvol. 2, 131.
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Korean Government was never cordial to laifterthe East Berlin Spy Incidentn fact,
the North Korean government hadnore inviting attitude than the Soutlorean
governmentlsang Yuris MusicResearchnstitute was established iRyongyang, North
Korea in1984, and thésang Yun Philharmonic Orchestraas formed ifNorth Korea in
1990.The Music Festival of Isang Yun has been faiduallyin Pyongyang, North
Korea sincel982.

Yun received an honorary doctagdtom theHochschule der Tubingen 1985.

His work was recognized by the German government, and he was awariéeman
Republidés Medal of Merib by President Richard von Weikerin 1987 In the same
year his Symphonyo. 5 commissionedor Berling 75¢" AnniversaryCommemoration,
was first performed on anternationaktage by the Berlin Philharmonic Orchestra and
singer Dietrich FischeDieskau?

In the hope of contributing to the reconciliationboith Koreas Yun proposedhat
aunited concerbe givenby musicians from botbountriesn 1988 His idea was well
received, and the Federation of Artistic and Cultural Organization of Korea (FACOK)
organized affilsang Yun Festivalin 1989. However, the festival was postponed for an
indefinite period, as FACOK suddenly withdrew the formal invitation to Yun. The
chairman of FACOK claimed that Yun planned to participate in the events at Kwangju
under theguidanceof the Progressive Artist Association without consulting him first, and

expessed aconcernthattimsat t er concer ned thédortblsoreannt er act

% Ji Sun (Emily) ChoifiThe Merging of Korean Traditional Music and Western Instrumentation
as Exemplified in Four Chamber Works for Piano Composdddng Yurd (DMA diss., University of
Miami, 2007), 17.
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government?

Yun& achievements were recognized by many honors and amahgslast
decade of his lifeincludinghonorary membership in the International Society for
Contemporary Music (1991), membership in Breie Akademie der Kunsfelamburg
1993)andthe European Academy of Arts and Sciences (Salzburg 1994), and the Goethe
Medal ofthe Goethe Institute (1995.

The performance dang Yurd worksin South Koreavas prohibited for political
reasonsn 1969 (since he had returned to Germany after the East Berlin Incioletnifyis
ban wadifted in 1993 when heKorean Festival Ensembperformed work®f his
during the20"- Century Music Festivah Seoul.From hen to the present daystworks
have been played actively in Kor&ayun diedin Berlin on November'8 1995andwas
buriedin a grave of honor bgiecree othe City SenateAlthough he had wanted
desperately to return to Korea, he never got to go daeko the longerm political

tension between himself and the South Korean government.

®SaeHeeKimA The Life and Music of I sang ¥2n with an
I sang YundD4999 isdng Yun Peacd Foundatigntp://www.isangyun.org/
(accessed June 12, 2012). | sang Inéwmation8isangYuaphy, @AThe

Society http://www.yungesellschaft.de/e/index.htfaccessed March 1, 2012).
8 \WalterWolfgang SparreriYun, Isangthe Composer of the Centuiyn My Way My Ideal My
Musig trans., Kyochul Chong and Injong Yang (Se¢lICE, 1994),158-159.
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|l sang Yunbés Writing

The Eastern Philosophy of Taoism

The Eastern Philosophy expressedaoismi s a signi ficant aspe
music. According to Robert Provingaoismdefines issues of life that are based on the
individual and nature, human minds and physical selves, vitality and cre&tivitg.
termTaocan be translated gsithor wayin Endish; when theTaois in balanceit is
possible to find perfect happine€aVing-tsit Chan, an expeon Chinese Philosophy,
states thafiTaois the process of seffansformation which concerns all things and
operates in the sphere and their nature. Change is the fundamental theme, but it never
changes and thus becomes offéor example, there is no brightness without darkness,
no male withotifemale, no newness without oldness. Yun highly adniieaxist
philosophy as is evident in his comment:

| grew up under the influence of the mysticism ofi$aoand Buddhism, and |

experienced their inspiration by reading books related to theseqgftiies. They

had a deep effect on my music. Over seventy percent of my works have been
rooted in Taoism or Buddhi sm, or based

% Robert ProvineMusic Online TheGarland Encyclopedia of World Music, s . ese A Chi n
Phil osophy aRouledge®1 heti cs, 0O
http://glnd.alexanderstreet.com.libproxy.uncg.edu/view/33(&66essed Decembéy2011)

% Jeaneane FowlefAn Introduction to the Philosophy and Religion of TaoiBathway to
Immortality (Brighton: Sussex, 2005), 1487.

3 Wing-Tsit ChanA Source Book in Chinese PhilosofRyinceton, NJ: Princeton University
Press, 1963), 26R63.

¥Seokyung Kim, Alntegration of Eastern and West
Wor ks by Kor ean COMpdss,&mversity of @imcignaty 2003), 12.
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Yun was inspired by certain theoriesTimoism First,thatthe universe produces
energy from which té sky, the land, the suligngspirit), and the moon¥Yin spirit)
emergeYangandYin are the coexisting polarities ff@aoism All creations intheuniverse
are derived from thbalanceof Yin andYang Yangrepresents masculine, hard, and
mobile charater, wherea¥in represerg a feminine, soft, and immobile characEegure
1 showsTajitu, the symbol ofYin andYang Yun appliel microcosm within macrocosm
as well agapid motionwithin stillness to express the balance betwéanandYangin

his works.These twapposits are juxtaposetb create balance.

Figure 1.Tajitu, theSymbol of YinandYang®

Tacismr ef |l ects the theory of AThe*yart
believed that the four dragons$ashindaexemplify this theory*® His Imagesfor flute,
oboe, violin, and cello (1968) invokes the theory with four different instrumasits
shownin Figure 2 Each instrument is assigned unique intonations, dynamics, and

articulations, and their collaboration makes the loim@ed musical texture effective.

#Yin Yang Symbolfi Yi n Ya n gYar®)\ChebgFu TadChi Chuan

http://www.yangchengfu.org/yin_yang_symbol.hifatcessed March 4, 2012).
% Yoon-Taek Chang (Producetyly Musig My Country Isang Yun1998.
% Seefootnotel3, page 9.
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Figure 2 Images for Flute, Oboe,Violin, andCello (1968) mm. 1217

Imagesby IsangYun
© Copyright1968by Bote & Bock.
Reprinted by Permission

The Main-Tone Technigque

Yun developed distinctive musical elemeotJaoismwith the mairtone
technique.d3s un Choi asserts in her dissertation
universe which can be enlarged into a greater one, which in turn can be one of many

minorunivee € s wi t hin an even greater universe. o
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Theconcept otonein Europe and Asia is totally different. | have mentioned
several times that the tone of the West is like a liner pencil, while Asian tones are
like a strokeof a brushthick and thin, and not even straiglhhetonescarry the
possibility of the flexible form[é ] In the Westthe tone pitches must be tuned so
that the harmony sounds pure. In Asia, there is no harwfdine Western sense,
because the singtene itself is alive enough. It does not have the requirement to
force harmonic structure or counterpoint form. If a tone itsel&tieexible
movement while it is soundingndif the tone appeais complextexture then

this tone is a whole cosmos. Téiagle tone is manipulated in various ways,
perhaps through a vibrato or glissando. For this reassimgle tone in Asian

music can generally soutelve or evenfifteen seconds long, while the length

of a European tone is comparatively very sfdrt.

The maintonetechnique is distinguished by the use of l@ngtained sounds,
such as single notes, chords or clusters held for several measures, most often marked by
melismatic ornamentatioféYun alsostatedi | d o n o tthavsuddenlgappeart e s
or disappear. My notes always gain preparation notethandsettle down. As it repeats,
musi cal vi ¥ Eémain necanmoifunaionds a structural tone itself. It

needs to be supported by numerous ornamentations to function as a ceatfagtoe 2

shows the sounding progress of the main tone.

¥l sang Yun, f UbieDer Koraponiselsandsed. HanadVerner Heister and
WalterWolfgang Sparrer,@ed. Trans. H.Y. Park (Munich: edition text+kritik, 1997), 297.

37 FranciscdFeliciano,Four Asian Contemporar€omposersThe Influence of Tradition iftheir
Works(Quezon City: New Day Publishers, 1983), 46.

¥ Sungman Choi and EunmiHongsed s ang Yunods (Mew®iutal H&nrdlgd | s a,
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Figure3. The Sounding Pogresof theMain Tone®

Ornament Ornamental  Shaking

Movement
I[ L Lo ,
The idea of fplacing great e mp-ilv@lgings on t he

articulations, modifications in timbre, pitehflections, different gradations of intensity
and v4¥ibabasicicancept derived from Korean traditional music.

Yun employed certain instrumental techniques to articulate a-toaén
According toJunghyun KimYuné s ma i correspond ®he durationof a breath,
anda particularmain tone lastfor an extended time in hitidenfor Flute Solo
(1974)** Figure 4showsE and I working asmain tonesn this work. These two pitches
are sustained in various rhythmic durations, grace notesranaations. Furthermore,

Yun gives various melodic contours to the grace notes.

¥YoungAhKimi At udy of Ornament at iMurss( dMans tlesradnsg tYhuensdiss
Seoul National University, 2002); 80, and38.

“? FranciscoFeliciano,Four Asian Contemporary Composef$ie Influence of Tradition iftheir
Works 41.

“Junghyun Ki mbDuo fordVela and Pian@la76)sA Synthesis dEastern Music
Concepts with Western MThe UniversityeofAriona 2007¢, 520 ( DMA di s s
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Figure 4 Etiidenfor Flute Solo(1974) Moderatg mm. 3044*
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Etlidenfor Flute Solaby IsangyYun
© Copyright 1974 by Bote & Bock Musikind Buhneverlag GmbH & Co.
Reprinted by Permission.

Contributionsof Korean Traditional Music

Since China took a significant role in disseminating the Eastern philosophy of
Taoismto Korea, Chinese court music and temple ceremonikkgencedthe musical
heritage of Korea. Chinese ritual mydeak, was imported from China iabout 1116
AD and became one of the three types of Korean court music alonBavithak and

Hyangak*®

“2bid.

3 A-akis often translated as elegant Korean musiak was popular duringsoryeo(9181392)
andChosun(13921910) dynasties. It was used for Korean court music, often wittslgraising the
currentrulerDangak,t r ans | Batneggd nassific , 0 and t hRangsDynadtydgn Chimas adapt
during the Unified Sill§AD 668-936) periodHyangak s avillage music that is in a traditional form of
Korean court music with origins in the Three Kingdoms period (57/6B&AD). It is typically
accompanied by traditional folk dances in Korea.
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Not everytoneis notated in Korean traditional court music; sest, trained
performers improvisenelodc ornamentsKorean music is characterized by the
Aconsi st e n-tones, svech ard combinedwith grace notes and
embel lishments, gentle curves *“Figuessaci | | at i
except fromSangyongsanf Y u ¢ h 6 o sshaws thegnel&edy played with various
ornament®n theDaegum(a largetransverse flute}® Byong-Won Lee states that the
main tonesare stable and constant while dr@amentsrevariable and capricious; their
performancec an be varied depending on the perfor
overall musical contexXf Gracenotes appear prior to the main tones in the melodic line

with optional ornamental tones in the example.

“BangsongSongT he Sangjo Traditi on (Sedul:Jdng EndSa, Komunogo
1986), 216.

®Yu ¢ h 6 o dsia Bef df ok Krawnfrom an orchestral court musknown as
Yongsanhoesandt hasalsobeenarranged for solo instrumerasDaegum Jeongk. Jeongakrefers to a
classicalcourt music thahastraditionally been ssociated with the upper class8angyongsais a
movementfroovuc h6osi nji gok

“ByongWonlLee,i The Ornaments in Traditional Korean Mu
Semantic® Sstol. Aimanachl99899 der Internationalen Isang Yun Gesellschaf. (1999) 59.
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Figure5. An Excerpt ofSangyongsanf Y u ¢ h 6 o § a@ouriOgleestraMusici as
Performed on th®aegum(transverse fluté)
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Yun applied various types of novel glissandi, pizzicati, crescendi and vibrato

drawn from his Eastern heritaféThese techniques are ubiguis inLoyang(1962) as

shown inFigure 6* The violin and violoncello parts in mm. 19488 play various types

of pizzicati, as indicated by the red box. Ornamentations such as trills and appoggiaturas

are shown in each instrument, as indicated by the liddxes in mm. 26208. They

evoke sustained vibrato techniquésypd by each instrumeas indicated by the

markingintensiv halter(hold strongly).The two stringnstruments (violin and

violoncello) also play glissandi with crescendi, as shown in the green box.

*Ibid., 60.

“J e 0 n g me &he Riasporic Gdmposer: The fusionkidrean and German Musical Quiés
of Califo

in the Works of Isang Yun (Diaspota) ( P h .

“9Loyang(Korean:Nagyang wa s

more than 1,000 years ago. Keliflo wa r d ,

Almanach(1998/99, 80.

an ar ea

AfKor ean
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Traditi on Sstol

|l sang

BC

Yu |



Figure 6. TheOrnamentationsGlissandi Crescendi andPizzicatiin theThird
Movementof Loyangfor Chamber Ensemble (1962; rev. 1964), mm.-197
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Loyangby Isang Yun
© Copyright 196 by Bote & Bock MusikUnd Buhneverlag GmbH & Co.
Reprinted by Permission.

Yun applie variousvibrato elements and dynamics and akolifferent
instruments to elaborate on the same piashshown inthe opening oGasafor violin
and piangFigure 7 TheredboxidentifiesYun® indications of various vibrato
techniqusin theviolin part. Keith Howard quotea simile used by thiaditional music

expert HyeKu Leeg statingthatit ones are | i ke a master call |
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melodies ee like clouds drifting gently across an empty fiéliThesemagesappear in

Y u n@asafor violin and piano (1963)ith elastic and long melodi&5The violin part

opens withanespressivomelody and a fermata marking in measurés These markings

indicate the flexible, elastic approach desired for this passage. The melody continues to

be elastic with various vibrato techniques and decreasing dynamicsieano piano

throughpianississimathroughout the entire example.

Figure 7 Gasafor Violin andPiano (1963), mm. -B
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*KeithHoward,i Kor ean Tradition in l08lang Yunos
*llbid. Gasameans | iterally fnarrative songso
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As these examples demonstrate, l sang Yul
Eastern philosophy dfaoism elaborates the matone technique, and incorporates
elements of Korean traditional music. These musical characteristics appear in his piano
music n ways that will be discussed in chap¥ér Before taking up this subject,
however, it is necessary to take a close |
Funf Sticke fur KlavierFor this purpose;inf Stiicke fur Klaviewill be analyzed in

detail.
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CHAPTERIII

ANALYSIS OF FUNF STUCKE FUR KLAVIERL958)

Overview of the Work

Yun composedriunf Stticke fur Klavief1958)while studying composition at the
Berlin Hochschule fiir Musilwith Boris Blacher? This work was premiered by Herman
Kurpt atBilthoven in 1959Like most other composers at that tjirvien usedhetwelve-
tone techniquewith which heblended Korean musical elemetdscreatehis distinctive
writing style.

Before starting the detailezkamination of these five pieces, it will be helpful to
summarize certain salient features of each. In thepliese the composer used a free
improvisatory style without bar lines to generate five episodes ef/oi®d material
with overall ascenidg and descending directions. Ing secongbiece he introduced
contrasting sections ilindantinoandAllegrettowith a great variety of textures: two and
three voices in alternation, rhythmic chords punctuating an exprefiswmg, right-
hand line, a wideange of registers, and a variety of sypated rhythmsA dramatic
crescendo fronforte throughfortissimoto fortississimowith rhythmic diminution begins
and ends the thirgiece whose three contrasting sections alsernatinghand chords and
singlenotes with frequent meter changes in a singieltwo-voiced textureThe overall

gestures of thipieceare ascending. Rhythmic complexity abounds in the fqueteon

Bl acher 6s i nf | gimfrStiekavill be explairsed whenYanalyzirgtiick lland
.
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more than one level. Alternating sectionsAtiegro 4/4 andModerato6/8 exist ina
metric ratio to each other, and within each short section, polyrhythmic counterpoint
creates complex textures between the right andhbeftl parts. The lapieceof the set
shows morextensivesyncopations and dissonant sounda morecomplex textue than
the other previoupieces The common characteristics of the entirasgtidedramatic
dynamic contrast, polyrhythm, constant tempo and meter chaargktheuse of
complex articulations and rhythopatterns
Yunds r ow pr es eaortigadntwihnceherant feahuwiitsu al |y
throughout this workHis row statements are indicated phrases marked by fermatas
and contrasting sections in egubce
Yun furtheradoptsc o mbi nat ori al i ty, Athe simultane
different formsof a single row so constructed that new twelwee aggregates are created
by the combi nat i otHexadhordconinatoriditeix am essentiald s . ©
featur e of laStwdlvetene hesic gsmisserved in IM@no PieceOp. 33a
The first hexachoraf Pyis identical to the second hexachordpfl " Si nce t her e &
pitch duplications between the first halves of the rows, they can be combined to form a

twelve-tone aggregat&’’ Figure 8 showsow the combination ofPyand kcreates

aggegates

3 Robert P. MorgarifwentiethCentury MusicA History of Musical Style in Modern Europe and
America(New York: W.W. Norton & Company, 1991), 195.
**Ibid., 196.
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Figure 8. Hexachor@ombinatoriality”

First hexachord (Ij Second Hexachord @

Py B:tFCB A F# DFErGADE
I; | E+AD:DEG CB»G+FB A
aggregate aggregate

Yun constructs a total of seven rows and all exhibit hexachord combinatoriality
except for the row istiick II.He does not, however, explabmbinatoriaty in this

work, except foiStick 1V

Introduction to Post-Tonal Theory

The basic concepts pbstt onal t heory are useful for
relationships that underlie the sur®face an
especially in music of the Second Viennese school. ®lads sets are the fundamental
elements of much poesbnd music. Ordered and unordered pHdass sets appear
musically in many different ways based on octave and enharmonic equivalence,

transposition, and inversion. Since Yun, influenced by Schoenberggedgosttonal

®The format of the Fi gur eMisisofthelTwgntieth€Cenfuyom Br y an
Style and StructuréNew York: Schirmer Books, 1986), 79.

%6 Joseph N. Strausmtroduction to PosfTonal Theory3™ ed (Upper Saddle River, New Jersey:
Prertice Hall, 2005), 2.
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elements in higunf Stickeit will assist in the thorough analysis of the weoslkeview

the properties of a twelvene series’

Properties of a Twelv@one Series

Pitch Class

A pitch class (pc) is a class of pitches that are related by octave and enharmonic
equivalenceA Ever y pi t dempered systdmeandaassghed to one of twelve
pitch c| &Bosexampl¢, pny gitth.n@med G is a member of piass G as
are any pitches that are enharmonically equivalent to G nadusaglve-tone row(or
seried is a specific ordering of the twelve pitch classes that comprise thetequagred
systemA series can be ordered in four wagsme, retrograde, inversion, and
retrogradeinversion.The very firstorderingin a pieceis typically desigated aghe
primeform, and theremaining formsarederived from it by applying the operations of
transposition, inversion, and/or retrograde

Any twelve-tone seriefasforty-eight forms: twelve prime, twelve retrograde,

twelveinversion and twelve retrogradiaversion formsSinceYun usel only one or two

A selected |ist of the standard textbooks is pi
terminology and symbology throughout this chapter. Elliott AntokoleizntiethCenturyMusic, Upper
Saddle River, New Jersey: Prentice Hall, 1992. Allen Fatte, Structure of Atonal Musiblew Haven:
Yale University Press, 1973. Robert P. Morgan fetthology of TwentietCentury Music New York: W.
W. Norton, 1992. George Perlgerial Composition ad Atonality 6" ed., revised., Berkeley and Los
Angeles: University of California Press, 1991. Bryan R. Simmsayiedic of the Twentieth Centurin
Anthology New York: Schirmer Books, 1986. Joseph N. Strintsyduction to Posflonal Theory3™ ed
Upper Saddle River, New Jersey: Prentice Hall, 2005. J. Kent Williahexries and Analyses of
TwentiethiCentury MusicNew York: Harcourt Brace & Company, 1997.

%8 J. Kent Williams Theories and Analyses of Twenti€hntury MusiqNew York: Harcourt
Brace & Company, 1997), 31.

**Ipid., 183.

29



row forms in any given piece, it will not be necessary to display matrices of the forty
eight forms ofa particular rowlInstead, lhe row or rows used in any given piece will be
presented imtable For exarple, in Table Asee page 36)he pcs are listed in theorder

of presentation using both pc integers (second row) and pc letter names (thirth@w).
top row of the table displays order numbers, which indicate the ordinal position of each
pc in the sees.

Row forms are designated by eme two-letter abbreviations plus a pc number
that indicates the level to which the row form has been transposed. For exgygptae
prime orderingoeginning with pitch class 0; is thetransposed inversion op Ehat
beginswith pc1é e Retrogrades dP and | rowsare read from right to left in the
tableand are indexed by their last. for example, the retrograde of iB labeled RE,

the retrograde oklis labeled RY.

Ordered and Unordered Pit€Hass Intervals

Thetwelve ptch classe$orm a closednodulo 12system, lke the numbers on a
clock face. Onean think of measuring intervatetweerpcs like measuring clock time
(seeFigure9, page 31 For example,hie interval between pé and pcll can be
calculated irtwo directions ascendingclockwise)7 semitonesor descending
(counterclockwise5 semitones. Taking these two directions into account, we can

measurgitch-class intervals

9 The most common labeling system today uses the-fixedtation (C = pc 0). A chromatic scale
beginning on C assigns each of the remaining eleven pitches to a specifidgsEhumber.
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Figure 9.Pitch-Class Clockface

A pitch-class interval (abbreviatioipc) is the distance between two pitch classes
(pcs)measured in semitonels has two types: ordered and unordered. An unordered
pitch-class interval islao called an interval class (ic). To calculate an ordered-pltds
interval from pc x to pc y, we use the formulé ¥ (mod 12). To compute an ordered
pitch-class interval, we count the distance between the two pcs in either direction. For
example, tk ordered pc interval frompo Ci# (17 3 =-2 (mod 12) = 1Dis different
fromCito B (31 1 = 2. The shortest distance between two pcs measured in either
direction isanunordered pitckclass interva(an interval class)rhe formula for an
intervalclass is X y (mod 12) or yi x (mod 12), whichever is smaller. Each of the six
interval classes (ics) includes a pair of ordered pc intervals (1 and 11, 2 and 10, 3 and 9,
etc) that are complementary with respect to the octave as well as all compound intervals
that can be derived from the simple intervals through octave displacement. For example,

the interval class between D and A is 5, becausé ®(2-7 = 5) is smaller tha7 (91 2
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= 7). The terms ordered pc interval and interval class will be used in the figures and text

when analyzing eagbiece

Pitch Class SefNormal Form Set Clas3,/Tnl-type (SetType orPrime form),
IntervalClassVector

The termsetwill be used to denote an ardered collection of pcs. Anycset is
related by transposition {land inversion (]I) to certain other sets that have the same
number of pcsTheorists use normal form as an efficient way to reprékentarious
permutations of pc setIn addition, mrmal form makes itasierto see the essential
attributes of a set and to compare it to other 8étee normal form of an unordered-pc
set is the ordering that has the smallest possible interval between the first pc and each of
the succeeding pcs

A T-typerepresents class opc sets that are related to each other by
transpositionsuch a classormdly contains twelve different seté Tl typerepresents
another class of sets that are related to the original set by inversion () followed by
transposition (f) by some ordered pc interva).(A group oftwenty-four T,- and Tl-
related setss calleda set clas®® Figure 10 shows the list of sets related to (014) and

(034) by T

¢ Joseph N. Straufntroduction to PosfTonal Theory35.
®? Ibid., 53.
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Figure 10. The.ist of SetsRelated to (014) and (034) byt

Interval of Transposition  Tn-type (0 1 4) Tn-type (0 3 4)
0 (0 1 4) (0 3 4)
1 (1 2 5) (1 4 5)
2 (2 3 8) (2 5 6)
3 (3 4 7) (3 6 7)
4 (4 5 8) (4 7 8)
5 (5 6 9) (5 8 9)
6 (6 7 10) (6 9 10)
7 (7 8 11) (7 10 11)
8 (8 9 0) (8 11 0)
9 (9 10 1) (9 o 1)

10 (1o 11 2) (10 1 2)
11 (110 3) (11 2 3)

The T/T.l-type (also called se¢ype or prime form) of a set is always either its
Trtypeoritsl-t ype, whichever one is in the fAbest
Th-type (037) and JI-type (047), (037) is the AT I-type, since it has a smaller number
as its nexto-last pc®*According to John Rahn, fdThe equi
possible ighat ofall sets equivalent under eith&ror Tl (orboth) , a ATn/ Tnl 0 s
t y peFigure 11 shows the class2f sesthat are represented by/T,l-type (037), the

major and minor triads of tonal music.

83 J. Kent Williams Theories and Analyses of Twenti€hntury MusiqNew York: Harcourt
Brace & Company, 1997), 82.

® Ipid., 88-89.

% John RahnBasic Atonal TheoryNew York: Longman, 1980), 76.
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Figure 11. ThéSet Class of T/Tnl-type (037)°

Tn/Tnl-type (037)

Tn-type (0 3 7)Tntype (0 4 7)
(0 3 7) (0 4 7)
(1 4 8) (1 5 8)
(2 5 9) (2 6 9)
(83 6 10) (3 7 10)
(4 7 11) (4 8 11)
(5 8 0) (5 9 0)
(6 9 1) (6 10 1)
(7 10 2) (7 11 2)
(8 11 3) (8 0 3)
(9 0 4) (9 1 4)
(10 1 5) (10 2 b5)
(11 2 8) (11 3 6)

A set class can hdentifiedby its settype (Tn/Tnl-type) and itsntervatclass
vector a onerow table thatists the multiplicity ofthe intervalformedbetween all

unorderedairs ofpcs Table 1 shows the intervalass vector of JT,l type (037).

Table 1. IntervalClassVector of T/T,l type (037§’

Interval 1 2 3 4 5 6
class
Multiplicity 0 0 1 1 1 0

€ 3. Kent Williams,Theories and Analyses of Twenti€hntury Music89.
67 i
Ibid., 90.
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Abstract and.iteral SubsetTypes, ReferentialScaleCollections

Yun derived certain interval class@sdcertain types of subsets (trichords,
tetrachordspentachords, hexachords, etc.) frii@row forms that he used in eapiece
These types of subsets are often contained within referential scale collguticins|ass
settypes that correspond v@rious scalesvholetone (02468T), octatonic (0134679T),
diatonic (013568T), harmonic minor (0134689), melodic minor (01346&Katonic ¢r
augmente)l(014589)%® For example, the set (C, E, G) is a literal subset of the C major
scale, and at a more afzt level, it is annstanceof major triad. Any major triad is an
abstract subset of a diatonic collection, and a major scale is a one possible ordering of
diatonic collection.

These properties, along withu nadraments, can assiste readem
understanding his philosophical thoughts in thisworkdHe c e comment ed t hat
tone has its own vitality, and eacHui s a m
has noted thatun generated his musical inspiration frtime frequentise of a single
tonederived from Eastern musi¢un believed thaa single tonds sufficient toexpress
an entire cosmos of musical understanding witbvta type ofpleasing aestheticé He

utilized this philosophical concept in his application of tweiwee technige.

®phiipWadeRussom, AA Theory of Pitch Organization f
(Ph.D. diss., Yale University, 1985), 1&hd letter Tof settypes (in the pa@enthesisyepresents pc integer
10.

% Luise Rinser|sang YunDer verwundete Drachd®ialog iiber Leben und Werk des
Komponisterjlsang YunWounded Dragop trans Taenam Churn(Seoul:Younghak Chulpansa, 1988
108.

“DaeSi k H uambinafiofof ABianLanguage witFoundationof WesternMusic An
Analysisof IsangYun& Salomofor Flute SoloorAltoFl ut e Sol od0 (DMA diss., Uni vel
2005), 42.
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Analysis of EachPiece(Stiickel -V)

Stick |

Two rows occur irtuckl. Table 2 shows Row With its pc numbers, pc letters,

and order numbers.

Table 2. Row 1P,), Stick |

Q)
Py
Y]

PA

Order| 1 2 3 4 5 6 7 8 9 110 11 12
nos.

PC 4 8 6 10 9 0| 11 1 7 5 2 3
nos.

PC E |G#Ab» | F4/G» |A#/B| A | C | B |C#Ds| G| F | D |D¥E
letters

Row 1 @,) is hexachord combinatorial with, las shown in Figure 12.

Figure 12. Hexachor@ombinatoriality,Row 1 (P, and F), Stick |

First hexachord Second hexachord

H1 H2
Py 4 861090 1117523
I; 7351211 0104698
aggregate aggregate

" The integers illustrate combinatorialitile simultaneous presentation of tdifferent forms of
a single row that creates new twebleme aggregatgpage?8).
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Bryan Simms mentions the neawhole-tone hexachord, whictan bederived
from the wholetonescaleand it s application in the prin
Sonata No. 10. Figure 13 shoarearlywhole tone hexachord, which can be formed by

raising or loweing any pc of a whoktone collection by one semitone.

Figure 13. Derivation of th§early-Whole ToneHexachord?

Whale-Tone Scale Nearly-Whole-Tone Hexachord

| I

158 31 | [

. I¥ | [

(43 = ] [

e j"'hs:p
e j"‘k:p

r.J I¥
1% = 1]

:“ O
e
half step

The row forYund Stiick | hasdiscrete hexachordhatexemplify another type of
nearlywholetonehexachord. Five of the sixtph classesf each hexachorfbrm an
incomplete wholeone collection. A whold¢one collection has the highestgsible
degree of transpositional and inversional symmainy, its set class contains only two
distinct members: the evarumbered collection (0,2,4,6,8,10) and the-adthbered
collection (1,3,5,7,9,11% For example, itY u nh@xachorcE, F#, Gi/Ab, Bs, and C
belong to the evenumbered wholktone ollection, butA (pc 9)belongs to the odd
numbere collection The same is true for the otHexachord. Five of its sigitch
classe®db, D#/Eb, F, G, andB belong to the odshumbered wholeonecollection, but D
(pc 2)belongs to the evenumbered collectionkigure 14 presents the discrete
hexachords (Hand H) of the first row that exhibit thexchange of D and as the

arrows indicate.

2Bryan R. SimmsMusic of the Twentieth Centurn Anthology(New York: Schirmer Books,
1986), 41.
3 Joseph N. Strausntroduction to PosfTonal Theory147.
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Figurel4. DiscreteHexachords of Row 1¢p

The First Hexachord (Even Numbered The Second Hexachord {Odd Mumbered
H,— Whole-tone Collection) H- Whole-tone Collection)
I 1 e I [ ] - Y
”‘r i “T¥ — {I‘JII:I‘I —— > Irl{'l .né-'\ !
Y i T ——— 7y " —‘H O O
4 3 B 10 9 o 11 1 7 5 2 3

Figure 15 shows the ordered pc intervals and interval classes (unordered pitch
class intervals) for Row 1. The numbers in the boxes on the top show the pesdf P
the ordered pmtervak (P, RP) and interval classbetween each pair of pche pcs of
l4 (the boxed numbers) and their ordered pc intervals (I, RI) and their interval classes
appear next. This table is followed by another that lists the multiplicity (number of
instances) of each type of interval in the various row forms. This format will be used for
the other foupieceswhen discussing row propertidaterval classefics) 1 and 2 appear
mostfrequently inStiick | Interval clasgic) 5 is notformed between adjanepcsin
Row 1. Yunconstructed the row to emphastissonant intervalgr{ajor and minor

second and the sevenhimorethan consonant intervalpdrfectfourths and fifths).
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Figure 15. Ordere®CIntervals andntervalClasses in Bw 1(Py), Stlick |

Interval Patterns [ ] |
P> 4] 8 6 10| o of 11 1 7 5 2| 3l<-RP

ordered pc intervals (P) 4 10 4 11 3 11 2 [ 10 ] 1
ordered pc intervals (RP) 8 2 ] 1 9 1 10 6 2 3 11
Interval class 4 2 4 1 3 1 2 =] 2 3 1

= 4] o] 2[ o] 11 gl g 7l 1] 3] 6]  5|e-pi

ordered pcintervals (I) 8 2
ordered pc intervals (RI)
Interval class 4 2

B
=
O A ]
=
L =
=
3% ]
)
=
w
-

Multiplicity of
intervals

ordered pe intervals
instances in P <
instancas in AP <
instances in l <
instances in Bl <

LT
e ] L]
- s s s
% I T T ] N
oo ool
- = = alm
L=l = =Jp =] R
=N LI =] ]
] [

Interval class
instances < 3 3 2

—
L]
]

L] B
€n
=1}

Figures 16 and 1/ihow the overlapping trichordal and tetrachordal subsets, their
settypes, theiintervatclass {c) vectors and their multiplicity. Instances dig¢
trichordal settype (013 andthe etrachordl settype (0124 appear mstfrequentlyin
this row.The trichordal setype(013) is an abstract subset of any octatonic, diatonic,

harmonic and melodic minor collection.
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Figure 16 OverlappingTrichordal andletrachordaBubsetsTheir Set Types, and heir
IC Vectors of Row 1Stiick |

Set-types in a Basic Set

P = (1 RP

8 wlololii]1]7s]2]3] Settype IC Vector
0 <020100>
<020100>
<101100>
<111000>
<111000>
<210000>
<010101>
<010101>
<011010>
<111000>
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Figure 17. Trichordal an@etrachordabet-Types in Pw 1 of Stiick |

Trichords
Settype IC Vector Multiplicity
[012] <210000> 1
[013] <111000> 3
[014] <101100> 1
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[024] <020100> 2
[025] <011010> 1
[026] <010101> 2
Tetrachords
Settype IC Vector Multiplicity
[0123] <321000> 1
[0124] <221100> 2
[0126] <210111> 1
[0135] <020100> 1
[0146] <111111> 1
[0236] <112101> 1
[0246] <030201> 1
[0268] <020202> 1

The beginning oftick | has Row Iealizedin ascending motiorThe first

hexachordH;) appears in the left hand and the second hexa¢hiyappears in the

right hand, as shown figure 18 Yun applie several tones of the first hexachord as

grace notesThe first tons, E (order no. } andF, (order no. 3), embellish the main

tones A and B. Yunrepeat<E (as an ornamentd embellishthe longheld A and to

initiate the ascendingestureasthecircle indicates in the Figuréle further useA,

(order no. 5) and F (order no.)l&sornamend moving down by step from their previous

tones(Bb and G) to prepare theext ascendintpnes (C and D)Such ornaments plan

importantrole in Korean traditional musiand their functions will be discussednrore

depthin the next chaptemhesustaireddiminished triad (A C - D#), an instance of

(036),marks end of the first phrase.
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Figure 18.Stuck | H; and H in theBeginning

End of the phrase

Adagio, grazioso

=

{order number)

Funf Stlck fur Klavier by IsangYun
© Copyright 1958 by Bote & Bock Musikind Bihneverlag GmbH & Co.
Reprinted byPermission.

The retrograde d?, (RP,) follows next as shown in Figurg9. It appears that
Yun choseRP,to effect a smooth resolution of the previous diminished triidel carries
the first tone (B) three octaves higher than the second tone (D) to prépsialowing
ascending motion. Thascending septuplétontaining pc order nos-3as indicated in
the first box) embellishes the arrival of,@b, and E (order nos. 102) insforzatissimo
This septuplet reflects an instance of (0123468), whose ic vector is <453432>. The
following two high-register harmonic dyads b, B - Gb) form an instance of (0246)
whose ic vector is <030201>. While the ascending septuplet contains a rather even
distribution of the six interval classes, the tetrachord formed by the two harmonic dyads
contains only evemumbered interval classes. This tetrachoretyge (0246) is a literal

subset of the evenumbered whold¢one collection (W{) and, therefore, arbatract
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subset of either wholtone collection. In this atonal context, the final two harmonic

dyads sound like a consonant resolution of the much more dissonant septuplet figure.

Figurel9. Stiuck | the Retrograde oP, (RP,) in theFirst Section

Red= Order Number
Blue= Pitch-class Number SlL

- b ba s
F{P'_ 1 '—-—-—"-_}-_--{:_.' 1}%2§§II 10
Ff#%' [

=

3
o

[AX]
E

Funf Stlck fur Klavier by IsangYun
© Copyright 1958 by Bote & Bock Musikind Bihneverlag GmbH & Co.
Reprinted by Permission.

Yun recalls Row 1 in a modified format from the opening passage, as shown in
Figure20. The eleventh and the twelfth ton@sand A) of RP, (also shown irFigure
19) sustain and become the first and the second tones of Row 1 after the triplet. Yun
placeseach tone of Pin consecutive order with alternating hamaga group of ten fast
thirty-second notet embellisithe following Rk. Yun emphasizes several trichords in
this row: (F- Gb - BEb), (Ab- B - C), (C- D - E) as the three boxes indicaféhefirst (F -
Gb -Eb) andthe second (A- B - C) boxes enclose instances of trichordaltgpés (013)
and (014)The last trichord (D C - E) is an instance of sggpe (024), a literal subset of

the wholetone collection (W7{) as well as of any diatoniolection. Yun combines
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subsets of different referential scale collections to attain a more chromatic/atonal than

diatonic tonal context in this excerpt.

Figure20. Stuckl, End of First System

Order Numbers P,

’Fﬂ,ﬂf 10
Qu_ ; ANIE 1 {024]
I._ e 4 5 14 2] 4] 6| 8 .
== 42 ol = o Pt
T35 7 ﬁ.# '
— 10 (013) (01D 3~ offf
——— __-"'—_#.::

Funf Stucke fur Klavier by IsangYun
© Copyright 1958y Bote & Bock Musikund Bilhneverlag GmbH & Co.
Reprinted by Permission.

Row 2 is derived from Row 1. Yun begins with the first pc of Row 1, then
continues with order numbers 12 through 4 of, RBt he reorders some of these pcs.
This is anexampleof the invariance of unorderedtgh-classdyadsbetween two different
rows . AAny musical quality or relationshi
cal |l ed a A Thismelatonshimisishawl in Figupd. The dyads (A- F), (Bb -
A), (C-B), (G- F), (D- D#) of Row 1 are reordered in RowThe pcs within the dyads

(G- F) and (D- D#) are reversed in Row 2.

4 Joseph N. Straufntroduction to PosfTonal Theory195.
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Figure 21. Thénvariance otnorderedPitch-ClassDyads between thEvo Rows, Stlick
I

Table 3 shows the prime form of RowR) in Stick |

Table 3. Row ZP,), Stlick |

PA 4 RP

Order| 1 2 3 4 5 6 7 8 9 10 11 | 12
nos.

PC 4 3 2 8 6 S | 7 10 9 1 11 | 0
nos.

PC E [D{E»| D |GHA |G| F | G |A#Bs| A |CHDy| B | C
letters

Row 2 @,) is hexachord combinatorial withy) as shown in Figure 22.
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