
MUSI C

During the 1920’s, an outpouring
of lyric song began in Asia, on

the Korean peninsula, which carried
forward the European Renaissance
tradition of bel canto and poetic
metaphor. It was the more striking,
as this art had all but died in Europe,
with the 1897 death of Johannes
Brahms. Some of these Korean Lyric
Songs more resemble those of Verdi
or Brahms of the 1870’s, than the
junk music produced in the West
after 1920.

Korean historian Dr. Lee You-
sun, in his book, The History of West-
ern Music in Korea,1 proposes these
songs be made known the world
over, much as the lieder of Franz
Schubert are known. Indeed, the
Korean Lyric Songs (Hanguk Kagok)
demonstrate truths about art and
man, in the same way that Schubert’s
world-famous lieder do.

During the 1890’s a movement
arose, associated with Brahms and his
disciple Antonin Dvořak, to spread
the “technology” of Classical music
around the world, before it was
destroyed in Europe. For example, as
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Lyric Song 
And the Birth of the Korean Nation

Kim Tu-ryang, “Landscape with the Moon,” 1744, National Museum of Korea.

by Kathy Wolfe

__________

1. Lee You-sun, Ph.D., A Hundred Year His-
tory of Western Music in Korea (1885-1985)
(Seoul: Eumak Choon-choo Publishing
Co., 1985), in Korean; The History of West-
ern Music in Korea, unpublished English
manuscript, 1988.
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Dennis Speed has shown, African-
Americans, spearheaded by the work
of Harry T. Burleigh, who studied
with Dvořak during the latter’s 1892-
95 stay in America, extended this
“Project Brahms” to the U.S., creat-
ing the American art song in Eng-
lish—the African-American Spiri-
tual—using Classical principles.2

In that very same era, the Ger-
man conductor Franz Eckert, and
American missionaries who were
the heirs of the victorious Civil War
faction of Abraham Lincoln, trav-
elled to Japan and Korea, and
brought along with the Christian
religion and its hymnals, the basic
principles of European bel canto and
Brahms’ compositional method. In
Korea, especially, the creation of
songs in the Korean language
according to these exciting new
principles, caught fire—songs which
were, for the first time, in the lan-
guage of the Korean people. 

Because Korea was an occupied
country, virtually a province of Chi-
na, these songs became the voice of
her national independence move-
ment against foreign, and feudal,
domination. Korean Classical com-
position would continue, through the
Japanese Occupation and the tragic
post-war division of Korea, just as
African-American composers such as
Hall Johnson continued their work
well into the 1940’s.

Today, Classical composition is
dead throughout the world. But if
humanity is to survive its current cri-
sis, the culture of Classical music and
art must be revived, and it is to that
purpose that Lyndon H. LaRouche,
Jr., initiated the Schiller Institute’s
work in music. It is therefore a privi-
lege to meet individuals within
whose living memory Classical com-
position still thrived, and the author
wishes to thank Maestro Raymond
Cho of the Los Angeles Korean Phil-
harmonic Orchestra for introducing
her to Korean Lyric Songs; Dr. Lee
You-sun, who is a living monument
to history, as is his book; and choral
composer Dr. Kwon Gil-sang. In the

study of Classical composition, one
regrets sometimes that most of one’s
friends—such as Mozart and Schu-
bert—have passed away. It is a joy to
find new ones.

Great Song Is Universal
Comparing at one time the Korean
Lyric Songs, the African-American
Spirituals, the lieder of Schubert and
Brahms, and the arias of Mozart and
Verdi, it is striking to see the absolute
universal nature, for all mankind, of
the scientific principles of Classical
composition.

Make no mistake; we do not mean
that “all people got rhythm.” Most of
what passes for music today is
garbage, from Schoenberg, to Gersh-
win, to rap, to Buddhist chant.

Instead, music, to be Classical,
must obey specific scientific laws.
These were first created in the Ital-
ian Renaissance, with the rise of the
bel canto method, based on the law-
fulness of the human singing voice.
These laws were advanced by Bach,
Mozart, and Beethoven, using coun-
terpoint, and Motivführung (motivic
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An Appreciation

The art and culture of China, Japan, and
Korea are well known in the West, but

the “Korean Lyric Song,” and its history, have
never, to date, been introduced to a Western
readership, for lack of an available forum.

Thus, the appearance now of this fine
article on Korean Lyric Songs by the Schiller
Institute’s Kathy Wolfe, is very important
and precious, for it allows the English-
speaking public to encounter these songs for
the first time. This is to the glory of Korea,
and the Korean people.

Dr. Lee You-sun,
Music Professor and Historian
Los Angeles, March 23, 1996

“A Hundred Year History of
Western Music in Korea
(1885-1985),” by Dr. Lee
You-sun.

__________

2. Dennis Speed, “African-American Spiri-
tuals and the Classical Setting of Strophic
Poetry,” Fidelio, Vol. III, No. 4, Winter
1994.
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singing as children. They heard regis-
ters as truly different voices, which
they used to create poetic dialogue,
and hence, metaphor. For example:
Giuseppi Verdi sets the tenor voice in
“Celeste Aïda,” in the second, central
register for the opening words,
“Heavenly Aïda, divine beauty,”
which rise to the top limit of the cen-
tral register on a high F-natural,
accenting this F twice [SEE Figure 4].
But then, Verdi wants to introduce a
new poetic voice, to be heard at the
entrance of the new idea, “mistico
serto di luce e fior (mystical garland
of light and flowers)”—so he intro-
duces the F-sharp, and with it, the
dramatic new quality of the tenor’s
third, high register, which also intro-
duces, briefly, a new key.

The poetic metaphor depends
upon the shift in registers. In the first
lines, the singer admires Aïda’s physi-
cal beauty; at “mistico serto,” howev-
er, he reveals something deeper: he
loves her soul.

Just so, Korean patriot Kim Dong-
jin in “Azaleas (Chindallae-ggot),”
writing in 1960, after the partition of
Korea, created a musical metaphor—
the longing for national reunifica-
tion—which could not be stated in
words. He did this using this same

few star pupils, but very large num-
bers, whole towns of children—musi-
cians found that children must be
taught to shift registers when moving
from the lowest, or first register (I)
(shown shaded), up to the second, or
center register (II) (shown unshaded),
that is, between F and F-sharp [SEE

Figure 2]. Children taught to make
this register shift, developed beautiful
voices, and could sing well into old
age.

As adults, the average tenor or
soprano must also make a register shift,
from the central, to the high or third
(III) (and fourth, IV) registers, also
between F and F-sharp [SEE Figure 3].

This accounts for the central
importance of Middle C as “Middle
C”: only the octave so placed, will be
divided in half by the most common
voice register shift.

European Classical composers
such as Mozart, Haydn, and Schu-
bert, were all trained in bel canto

thorough-composition).3

Begin with bel canto, created in
the Cathedral of Florence in the early
1400’s by the Renaissance genius Fil-
ippo Brunelleschi, working with
musicians such as Guillaume Dufay.
They invented the bel canto “round
sound,” whose earliest representation
can be seen in the Cathedral’s 1436
Cantoria sculptures commissioned by
Brunelleschi [SEE Figure 1].

The basis of bel canto is voice regis-
tration. True bel canto can only be
taught as speech is taught: from early
childhood. In the Renaissance, all chil-
dren who came to church were taught
to sing. After hundreds of years of
training children to sing—not just a
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FIGURE 2. The child’s universal
division of the C octave.

FIGURE 3. The adult’s division of the
C octave.

__________

3. A Manual on Tuning and Registration, Vol.
I: The Human Singing Voice, ed. by John
Sigerson and Kathy Wolfe (Washington,
D.C.: Schiller Institute, 1992), Introduc-
tion and chap. 2; see also, Lyndon H.
LaRouche, Jr., “Mozart’s 1782-85 Revolu-
tion in Music,” Fidelio, Vol. 1, No. 4, Win-
ter 1992.

FIGURE 1. Cantoria sculptures of the Fifteenth-century Cathedral of Florence
show choir members using the “bel canto” singing method.
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Classical principle of registers. In the
original poem by Kim So-weol, writ-
ten in 1932 during the Japanese
Occupation, when patriotism was a
crime, a woman sings that she will
strew azaleas from Yongbyon in the
far North, before her sweetheart, as
he leaves her. She asks only that he
tread lightly upon them. The image
of the soul of the nation being trod
upon is clear.

Kim Dong-jin’s opening musical

refrain, “If you wish to leave me, I’ll
let you do so without a word,” lies in
the soprano’s second, center register
(as in “Celeste Aïda”), testing the
upper limit at F twice [SEE Figure 5].
But at the pivotal development pas-
sage, “Going step by step on the
flowers lying there, gently, softly,
tread as you go,” the soprano shifts to
the lower, first register, to emphasize
that the flowers have been cast on the
ground, and then rises to a fermata

on the G in the high, third register,
to dramatize the verb phrase “tread
lightly” [SEE Figure 6].

To achieve the lawful use of vocal
registers, Classical composition
requires a specific tuning, which was
used from the Renaissance until the
death of Brahms. The division of the
scale in Figure 2 (C scale) is based on
the natural, God-given law for the
human voice—people the world over
are born with these voice registers.
The C scale depends on them, with
the specific pitch C=256 Hz deter-
mined (about A=430 Hz). All Classi-
cal composition from the 1430’s to
the 1830’s used this C=256.

Beginning with the influence of
the irrationalist Richard Wagner,
however, the opponents of Classical
music began to raise the pitch, up to
A=440, and in some cities such as
Vienna today, to almost A=450. This
destroys the voice, and the poetic dia-
logue intended by Classical com-
posers. At the higher A=440 pitch,
for example, a tenor singing Verdi’s
Aïda would be forced to “cover” the
high F-naturals (that is, to shift them
to the third register), right in the first
phrase, since this F-natural is much
higher than it would be at the A=430
pitch which Verdi assumed [SEE Fig-
ure 7]. Now, rather than a new voice
entering at the new poetic line “mist-
ico serto,” the third register sound
comes in at the very beginning, and
becomes an annoying repetition. The
poetry is destroyed.

This is the reason why, in 1884,
Verdi proposed that a law setting a
ceiling on the pitch of A=432 be
established in Italy, and why Brahms
continued to compose at A=430
until his death in 1897. A=430
became known as the “Mozart-Verdi”
tuning.

Similarly, in “Azaleas,” if the
pitch is raised, the opening high F-
naturals are forced up into the sopra-
no’s third register [SEE Figure 8].
With the third register already
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FIGURE 5. Kim Dong-jin, “Azaleas,” opening, at C=256 (1960).

FIGURE 6. Kim Dong-jin, “Azaleas,” development, at C=256.

FIGURE 4. Verdi, “Celeste Aïda” from Aïda, at C=256 (1871).

Graphical represention of vocal registers: Notes in the first register are enclosed by a shaded
box with a solid outline. Notes in the second register are left unmarked. Third-register notes
are enclosed by an open box with a shaded outline.
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reached, there is no new poetic voice
available to create change at the later
climactic phrase “tread lightly” at the
high G [Figure 6]. Instead of the
poetic transformation intended by
the composer Kim (as shown in the
motion from Figure 5 to Figure 6), at
the heightened pitch of A=440, there
is only repetition, as is shown in the
motion from Figure 8 to Figure 6.

Notice also Kim’s use of the deep-
er first register, at the original lower
pitch of C=256, in Figure 6. The dis-
tinct, rich quality of these first regis-
ter notes is obscured, when this pas-
sage is raised higher at modern
A=440 pitch (not shown). All the F-
naturals, which are in the first regis-
ter at the original, lower pitch in Fig-
ure 6, would, at A=440, be forced up
into the second, central register. Rais-
ing the pitch arbitrarily changes the
composer’s original intentions.

Thus, the Mozart-Verdi tuning is
necessary, for the Korean poetry to be
understood. And, when the author
pointed this out at a master class in
Los Angeles recently, a Korean singer
in the audience volunteered, “Cer-
tainly—that’s because we based it on
our study of Mozart and Beethoven!”

Classical composition in Korea
continued into the post-war period,
for historical reasons detailed below.
Here, note that when “Azaleas” was
written, many places in the world
still insisted on the Verdi tuning; for
example, according to Maestro Carlo
Bergonzi, the New York Metropoli-
tan Opera tuned as low as A=435
until the late 1950’s. In Tokyo and
Seoul, the influence of Verdi and
Brahms was still keenly felt.

Song of My Homeland
Dr. Lee Soo-in, composer and direc-
tor of the Korean Broadcasting Sys-
tem Children’s Choir, wrote “Song of
My Homeland (Kohyang-ui no-rae)”
just after the Korean War, in Seoul,
in 1955. Koreans often say the origi-

nal poem by Kim Chae-hyo is so
beautiful that it cannot be translated,
but here is some sense of it:

Chrysanthemum petals have fallen,
In the winter garden;
Open the window, and white,
Early frost comes down.
Now, with out-stretched wings, the geese
Northward take flight.
Oh, look from this lonely place,
Over quiet, empty fields:
The way to our Homeland is covered in

snow;
Yet, a small flower’s flame may burn

beneath.

The moon is gone, the sun is gone too;
The stars are far away. . . .
By the deep mountain valley stream,
There is a village, in early autumn.
But spring will come, please don’t go—
Flower parties will be so joyous then.
Oh, put your hands together,
And cover your eyes:
The walls of our Homeland house
Are covered thickly with snow.

Lee Soo-in’s song opens with an
accompaniment in the style of Belli-
ni, and proceeds in a long legato line
through the center register, to rise to
a high F at the top of the register on
“[in the] winter garden” [SEE Figure
9]. The song is strophic, so this same
opening musical phrase takes on far
more meaning with the second verse,
in which the high F is reached in the
lovely phrase “[the] stars are far
away.” The melody is clearly based
not on the words of the first verse,
but on the words of the second.

This illustrates Brahms’ concept
of the strophic song, in which the
same melody is repeated for multiple
verses of a poem. Brahms called this
the “highest” song form. In order to
create a melody fine enough to sus-
tain several different verses, Brahms
taught, the composer must not set
the literal words, but rather the
deeper, “unspoken” metaphor of the
poem as a whole.

According to a biography of
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FIGURE 8. Kim Dong-jin, “Azaleas,” opening, at A=440.

FIGURE 7. Verdi, “Celeste Aïda” from Aïda, at A=440.
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Brahms by his student Gustav Jen-
ner, Brahms sharply criticized musi-
cians who just “compose-out the
first strophe of the poem, according
to which the rest of them can be
‘sung off.’ ” Instead, Brahms said, a
composer must create a melody
which “has welled up from that
same single, deep emotion, from
which flowed all the images of the
poem, which are so manifold, and
yet always say the same thing
anew.” Brahms praised one Schu-
bert song, saying: “It is a musical
expression of what the entire poem
left as an impression within the
composer; and so we find that with
each new strophe, as always with
Schubert, it glows more fully and
seems to say new things, because
with each new text, the underlying
emotion becomes increasingly dis-
tinct, and is expressed with increas-
ing intensity.”4

What is the unspoken metaphor
here? The stars, of course, are always
far away. There is something even
higher than the stars, for which the
soul longs.

Returning to the first verse, Lee
outlines the opening two phrases in
the central register voice, setting the
scene, which is passive [SEE Figure
10]. Then, he proceeds to introduce a
change, a verbal action, and he has
the legato line rise to the register shift
on the high G, into a new register, as
the verbal action has the geese “take
flight” (G) to the North.

It is not necessary to digress to
geopolitics to understand the pro-
found effect of this image on South
Koreans, separated from their
nationhood, from their countrymen
and families in the North, by the De-
Militarized Zone. Yet the emphasis is
on hope, on soaring above obstacles;
in the second verse, the promise of

spring brings a third register shift, on
the verb phrase “will be joyful.”

It should be obvious that this song
requires the Verdi tuning, for this
striking shift from the bare opening
lines, to the new idea of hope, to be
heard as the composer wished. The
author recently presented a master
class on the Mozart-Verdi tuning of
C=256 at Philadelphia’s Temple Uni-
versity, and we compared this song
sung at the lower Verdi tuning, with
the modern, heightened pitch. At the
heightened pitch, the initial F is
pushed up into the higher register,
right in the opening scene, leaving
nothing to add when the geese “take
flight” [SEE Figure 11]. The audience
found this song to be the one most
dramatically changed for the better
at the lower pitch—obviously the
composer’s original intention—
which gave it a much sweeter and
more profound quality.

All this proves that such a rigor-
ous, musical science, although
invented in Italy or Germany, is not
national or “racial”—it is human; and
there is only one human race. Such a
science belongs to all mankind, just as
does any technology, such as agricul-
ture, the wheel, or electricity. And
conversely, any music—such as
Schoenberg, Gershwin, rap, or Bud-

dhist chant—which does not then
utilize these laws, is not human—
just as a cart without wheels, is not a
cart, and will not run.

At the center of this musical sci-
ence is the Renaissance concept of
Man in the image of the living God,
imago viva Dei. All men are created
with a “divine spark” from God,
which makes each individual free.
Yet, this divine spark means nothing,
unless we use it to continue God’s cre-
ative work. In human terms, this is
to build our nations, especially
through the higher arts such as lan-
guage, poetry, and music.

The remarkable unity of thought
behind the seven international songs
presented in the Appendix, demon-
strates the universality of this princi-
ple [SEE Appendix, “Great Song Is
Universal,” pp. 74-75].

Christianity 
And Freedom
The spread of “Project Brahms” to
Korea began shortly after the assassi-
nation of President Abraham Lin-
coln. During the Lincoln era and
through the term of President
Ulysses S. Grant, American advisers
and missionaries travelled to Japan,
to help the Meiji Restoration combat
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__________

4. Gustav Jenner, Johannes Brahms as a Man,
Teacher, and Artist (Marburg: Verlag N.G.
Elwert, 1930), pp. 33-34.

FIGURE 9. Lee Soo-in, “Song of My Homeland,” at C=256 (1955).
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and technology to China, Japan, and
the rest of Asia.5

The missionaries’ main method of
education was the teaching of simple
Christian hymns, in the chorale style
of Johann Sebastian Bach. Soon,
clandestine churches, organized
around hymn singing, sprang up
inside Korea, posting guards at the
doors to warn against police arrest,
while they quietly sang hymns inside.
When, in 1885, the Korean Emperor
finally gave missionaries permission
to enter the country, Dr. Lee relates,
“they found a warm welcome by
about one hundred native Christian
volunteers. With joy the missionaries
cried out: ‘We were to sow the seed,
but here we are now, already reap-
ing!’”

Early American missionaries
working with Colwell’s faction in
Korea included the Presbyterian
ministers Horace N. Allen (1858-
1922) and Horace G. Underwood
(1859-1916), and the Methodists the
Revs. Henry G. Appenzeller (1858-
1902) and William B. Scranton (1856-
1922). The first U.S. adviser to
Korea, Owen N. Denny (1838-1912),
was also in the Lincoln faction; he
was appointed U.S. consul at
Tientsin, China by President Grant
in 1876. Arriving in Korea in 1886,
he strongly promoted her industrial
development and independence.

As Dr. Lee also notes, Christianity
and Western music were never seen
as a foreign imposition in Korea, or
as a “Western culture,” but rather as
an exciting discovery of a universal
principle. Korean intellectuals sought
out Christianity as a path to the dig-
nity of the individual, for a popula-
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FIGURE 10. Lee Soo-in, “Song of My Homeland,” at C=256.

FIGURE 11. Lee Soo-in, “Song of My Homeland,” at A=440.

the machinations of the British
Empire, such as the Opium Wars,
which enslaved China and other
Asian nations.

Westerners were forbidden in
Korea by the feudal nobles in Seoul,
but word spread of the fabulous
American technological revolution in
Japan during the 1860’s and 70’s—
and of the Gospel. When the Ameri-
can missionary the Rev. Alexander
Williamson arrived in Manchuria in
1867, Korean intellectuals eager to
study Christianity and all “Western
learning,” crossed the border to work

with him. By 1882, Korean Chris-
tians working under the Presbyter-
ian ministers the Revs. A.J. Ross and
R.J. MacIntyre, were secretly sending
home Korean translations of the
New Testament.

The Reverend Steven Colwell,
then head of the Presbyterian
Church U.S.A., was, at that time, a
leading member of the Lincoln fac-
tion in America, in the Philadelphia
circles of Friedrich List and Henry
Carey. Carey’s circle challenged the
British Empire, and proposed to
bring American freedom, science,

__________

5. Anton Chaitkin, “America and Russia:
How Nationalists Created the Modern
World Economy,” Executive Intelligence
Review, Vol. 22, No. 35, Sept. 1, 1995, pp.
42-44; also, “Leibniz, Gauss Shaped
America’s Science Successes,” Executive
Intelligence Review, Vol. 23, No. 7, Feb. 9.
1996, pps. 22-23, 25-57.
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tion of whom more than ninety per-
cent were illiterate peasants enduring
virtual feudal serfdom.

“National self-determination and
human emancipation comes from
such a faith, that ‘God is with us
because of Christ,’” Dr. Lee writes,
“as well as the self-conviction of
men’s equality, in the faith that ‘God
and man are equal within Christ
only.’ . . . Christianity, which
claimed an equality of men under
God, showed a new ideal to Kore-
ans.” He adds that for Korea, the
impact of Western culture was nei-
ther to erase Korean culture, nor to
merely transplant Christian culture,
but rather to form a new, “third cul-
tural formation, based upon our sub-
jectivity . . . [as] the task of the
Korean intelligentsia, which has the
independent human will to create
our history.”

Before the missionaries came,
most songs were the sole property
of the aristocrats, “and by no means
belonged to the people.” The beau-
ty of church hymns offered another
power to the individual, the power
of song, which Koreans eagerly
made their own. They considered
the singing of the hymns in the
Korean language to be part of their
own creation of a national culture.
As Dr. Lee reports: “This writer
was seven years old (in 1918) when
he first heard the hymns, and was
enchanted. Perhaps such was one
reason this writer became forever
fond of music. Although the story
seems trifling, it explains . . .
Korea’s profound relationship with
the new culture. The holy hymn . .
. was not totally created by our
composers, yet it can be said to be a
kind of post-creation by its Korean
recipients. It is a reflection of the
very formation of Korean national
life. . . .  It opened an avenue
toward God, by pervading the
entire population with songs,
which once were the monopoly of

special castes and shaman priests.”
This same experience is described

by African-American composers
such as Roland Hayes. To overcome
injustice, they wrote Spirituals about
Christ as a living force for personal
creativity, and thus for individual
freedom. “My people found in the
grandeur of the Biblical word and
poetry,” Hayes wrote, “a fountain of
illimitable solace. From out the hori-
zon of their tragic lot, rose a sublime
illumination; an all-stimulating ray
of hope for deliverance, through the
Star of Bethlehem.”6

Creating a National
Language
Indeed, the written Korean language
itself—and, in that sense, the
nation—was created by the universal
principles of Christianity and bel can-
to. In 1446, the Renaissance King
Sejong had invented a true Korean
alphabet, and a printing press well
before Gutenberg, but the Korean
“yangban” (landed oligarchy) defeat-
ed his plans to bring literacy to the
population. Until the 1880’s, Korea
was still run by this feudal elite,
which considered Korea almost a
province of China. They wrote
entirely in Chinese, including all
poetry and music, while ninety-five
percent of the population, who spoke
Korean, were illiterate.

The Seoul court paid vassal alle-
giance to Beijing, and the Chinese
army was stationed in Korea until
1895, which meant Korea was hardly
a nation. Despite the 1847 opening of
Japan, Korea was closed to foreigners
until 1882, when the U.S., Japan, and
Britain demanded port treaties.

“Christianity,” however, Dr. Lee
reports, “stood in the forefront of the
campaign against illiteracy. It elevat-
ed the Korean alphabet, previously

used only by lower classes and
women, to a sublime level, to praise
God.” During the 1882-87 period,
the Bible became the first piece of lit-
erature available entirely in Korean,
and the hymns became the first songs
in Korean. By the 1890’s, the distrib-
ution of more than 700 million Bibles
and four-part hymnals in Korean,
engendered the first literature in the
Korean language. This included the
first newspaper in Korean, Indepen-
dence News (1896), published by the
young patriot Syngman Rhee; the
first Korean grammar (1898); and
the first Korean literary magazines
and poems (1908).

The missionaries founded the first
universities in Korea, teaching in
Korean for the first time, including
Yeonhi College (now Yonsei Univer-
sity), Baejae School, and Ewha
Women’s University.

By the 1890’s, the Japanese and
Chinese armies were vying for con-
trol over Korea, and the Christian
hymns became the organizing prin-
ciple of a new nationalist revolt.
“The nation was full of the sound of
the holy hymns and church bells,
which resounded through the streets
and alleys,” Dr. Lee reports. Korean
Christians and American missionar-
ies led singing street demonstrations
which became “the manifestation of
the national distress” against foreign
occupation, and a call for the forma-
tion of an independent Korean
nation.

‘Project Brahms’ and
National Music
A key representative of the interna-
tional “Project Brahms” to Korea
and Japan was Franz Eckert (1852-
1916), from the Dresden School of
Music, who was conductor of the
German Navy Band, and principal
conductor of the Kaiser’s Prussian
Royal Orchestra. Through officials
of the Navy in Hanover and Berlin,
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__________

6. Roland Hayes, My Songs (Boston: Little,
Brown & Co., 1948).



it is possible that Eckert knew
Johannes Brahms personally.

In 1879, the American voice
teacher Luther W. Mason (1828-96)
went to Tokyo, to found Japan’s
school music program, based on
teaching children to sing bel canto;
school music in Japan is thus called
“Mason Song.” Mason had previous-
ly taught bel canto music education
in Germany, publishing Die Neue
Gesang-schule (The National Music
Course).

That same year, 1879, Franz Eck-
ert was sent by the German Navy to
Tokyo, to teach Western musical
instruments to the Japanese. He
worked closely with Mason. Eckert
founded the Japan Music Center,
today the prestigious Tokyo College
of Western Music, and was Court
music teacher to the Royal House-
hold, where he assisted the composi-
tion of Japan’s national anthem,
“Kimi ga yo,” a hymn to Emperor
Meiji. Japan’s feudal warlords were
then trying to crush the newborn
central government, and the anthem
rallied the Japanese population in

support of the Meiji Restoration
movement to create a modern indus-
trial nation.

In February 1901, Eckert moved
to Seoul to found the Korean Army
Band, later the “Emperor’s Orches-
tra,” the first Classical music school
in Korea. He mobilized a cadre of
students in Seoul to the feat of mas-
tering all the Western musical instru-
ments within months, so that by Sep-
tember of that year, a twenty-seven
piece band was able to play for the
Korean Emperor’s birthday before
the assembled foreign dignitaries,
drawing international notice.

Another participant in “Project
Brahms” was Eli Mowry (1877-
1969), an American Presbyterian
missionary, who arrived in Pyong-
yang in 1909, and with his wife
formed the first choirs and keyboard
schools in Korea, and the first
orchestra in Pyongyang, at Pyong-
yang Union College. He especially
concentrated on youth from the
poorer classes. “He would personally
take trips around the villages, and
pick up able youths to afford them

the new education,” Dr. Lee reports.
“He taught them the new science
and the music, including organ . . .
[and] including piano lessons under
Mrs. Mowry. Thus he instructed the
holy hymns, and introduced Western
music to the farmer, carrying along
his portable organ, in four octaves;
the four-part chorus began to appear,
one by one, even in the country
churches. . . . Many men became
Christian under the influence of such
hymnal choruses. Many musicians
also came from such missionizing.
. . . Music to him was the very reli-
gious act itself.”

Eckert’s work in particular had
the “fingerprint” of Project Brahms,
described by Brahms’ biographer
Gustav Jenner, and by Dvořak: the
comprehensive study of folk music in
the native language, which is then
elevated to art by Classical principles.
“Eckert is known to have much
interest in our traditional music, and
studied often Korean songs and folk-
lore. He composed numerous pieces
on the pattern of such themes,” Dr.
Lee reports.
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Left: American ministers Horace G.
Underwood (far left) and Henry G.
Appenzeller, with an early U.S.
missionary school. Right: German
conductor and music educator Franz
Eckert, with his first Korean band.
(Photos courtesy of Dr. Lee You-sun.)

Missionaries and
musicians brought
Western ideas to Korea,
from the period after the
U.S. Civil War, into the
Twentieth century.



FIGURE 12. Language and Musical Score.

(a) Schubert, “Ave Maria,” D.839.

Brahms and Dvořak made a study
of the principles of national music.
They argued in the tradition of
Abraham Lincoln, against the British
idea of empire, in which one nation
holds others as slave states. Instead,
they wrote, people bound together by
a national language, history, and cul-
ture, require political sovereignty
and freedom. This means every
nation must have music in its nation-
al language. As great as was the Clas-
sical tradition in Italian, from the
Renaissance to Mozart, and while
everyone should learn to sing in Ital-
ian, people of all nations must not
sing only Italian.

Brahms made his exhaustive
study of the German volkslieder, and
Dvořak his studies of Czech folk
songs, and African-American Spiri-
tuals in English, to show how each
song was based on the inherent musi-
cal principles of each language.

For example, as Leonardo da Vin-
ci first documented in his drawings,
the quality of the vowels of human
speech is associated with different
pitches. These inherent vowel pitches
come from the shape in which we
hold the vocal tract when speaking.
An /i / (as in “Aïda”) is created by the
smallest mouth position; it is the
highest pitched vowel. The /a/ (as in
“Aïda”) is made by opening the
mouth more; /o/ is lower, and /u/ (as
in “too”) is made by opening even
more, and extending the lips; it is the
lowest vowel.* One can feel the space
inside the mouth go from smaller, to
larger, by saying: “ee, ah, oh, oo.”

So, in a sense, each language has
its own musical score. A famous
example is Schubert’s “Ave Maria.”
The musical melody rises as the vow-
els of Latin rise, from the lower /a/
to the higher vowel / i /, and falls, as
the vowels fall back to /a/: “A-ve Ma-
ri-a” [SEE Figure 12(a)]. In German,
Brahms set the musical theme of his

68

FIGURE 13. Hyun Jae-myung, “Thoughts of My Homeland” (1928).

volkslied “Sonntag” to rise, where the
vowel sounds of the folk text rise,
from /o/ to an /a /-/ i / series, on the
words “So hab’ ich doch die,” peak-
ing at “ganze”; and then the melody
falls, where the vowels fall back to
/o/ at “Woche” [SEE Figure 12(b)].7

It is clear from the results that
Franz Eckert studied Korean (and
Japanese) folk songs, in this manner,
teaching these methods to his stu-
dents. It was as part of this project
that Eckert helped to compose the
national anthem of Korea, as well as

that of Japan.8

It was a great advantage that King
Sejong’s Korean alphabet itself
comes from a Renaissance study of
this same inherent pitch of the vow-
els of speech created by the human
vocal tract. It is based on a grid of the
seven Korean vowels, which are close
to the seven basic Italian vowels. The
shapes of Sejong’s letters are not
based on Chinese characters, but
rather are noted by philologists for
being based on schematic drawings

__________

7. A Manual on Tuning and Registration, ibid.,
pp. 157-171.

__________

8. Amalie Eckert Martel, Franz Eckert, Mein
Vater der Componist der Japanischen Nation-
al-hymn “Kimi ga yo,” cited in Lee, p. 81.

(c) Kim, “Azaleas.”

Note: The male “child soprano” first register is indicated by a shaded box with a solid dotted outline.

/a / c /a /

/o/ c /o/

/o/ c /o /

__________
* For the vowel sounds indicated by these sym-

bols, SEE note, p. 7.

(b) Brahms, “Sonntag,” Op. 47, No. 3.

karencockshutt
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of the physical shape of the mouth
when each of the vowels is spoken.

Every letter ends in a vowel
sound, and no consonants stand
alone, yielding a vowel-based pattern
similar to Italian. The Korean Lyric
Songs make use of these “vowel
melodies” in Classical style. For
example, compare to “Ave Maria”
and “Sonntag,” the passage in “Aza-
leas”: “Yongbyon ui yak san chindal-
rae-ggot (At Yongbyon the moun-
tain-blooming azaleas)” [SEE Figure
12(c)]. The melody begins in the first
register on the repeated lower /o /
sound of the town, Yongbyon; then
rises into the second register on the
higher vowel sounds of / i / and /a/ in
“ui yak san chin,” peaking at “san”;
and then falls back to the first regis-
ter on the /o/ of “ggot” (flower).

The characteristic rhythms of the
Korean Lyric Songs, such as 6/8, also
clearly derive from the polysyllabic
nature of the Korean language.
Korean, which has neither articles
nor prepositions, but has frequent
post-positions, is often in trochaic
( / ˘) or the related triple, dactylic
meter (/ ˘ ˘). These are quite differ-
ent from the typical English iambic
(˘ / ˘ / ) (as in, “It came upon a mid-
night clear”), which has a tendency to
4/4 or 2/4 time.

“Thoughts of My Homeland
(Kohyang Saeng-gak),” a quite Schu-
bertian piece by Dr. Hyun Jae-
myung (Rody Hyun) (1902-1960),
shows the typical Korean trochaic

rhythm and its tendency to fall into a
dactylic, triple meter [SEE Figure 13].
In the poem, also by Dr. Hyun, the
key second verse, which speaks of his
homeland (kohyang) begins in
trochaic and winds up in dactylic:

Ko-hyang hanul chuhda bo ni,
1–, 2 1–, 2 1, 2, 3 1 (2,3)

Pyuhltul giman panchak guh ryuh;
1–, 2 1–, 2 1, 2, 3 1 (2,3)

This results in a musical setting in
a lilting 6 / 8 meter [SEE Figure 13,
verse 2].

The opening line of the original
poem “Azaleas” by Kim So-weol,
begins outright in a triple, dactylic
rhythm:

Na bo gi ga, yeuk kyeuh weuh
1, 2 3 4 (5,6) 1 2 3 4 (5,6)

kashil-tae eh nun;
1 2 3 4 5 6

When Kim Dong-jin composed
the music to set this poem, he used
a duple time signature, 4/4, but the
internal rhythm of the accompani-
ment and the melody is the triple
meter 12/8 [SEE Figure 14]. Kim
Dong-jin (born 1913), after his first
song collection Kagopa (Wishing to
Return) (1933), published many
Lyric Songs, extensive instrumental
music for strings and orchestra,
and two operas. He was a minis-
ter’s son, and began his early music
studies with the missionaries. In

February, 1995, Kim traveled to
Los Angeles, to conduct the chorale
version of his song “Kagopa,” with
combined children’s choirs from
Seoul and Los Angeles, and Kore-
an-American soloists.

Early Korean Songs
So “Korean” were Christianity and
the hymns, that they became the basis
for the Korean national movement.

The early Korean Western songs,
called “Chang-ga” (“singing songs”),
based on the hymns, were nationalist
tunes. “The Chang-ka in Korea
derived from the holy hymn,” Dr.
Lee wrote, “was a religious expres-
sion for Korean nationalism, spring-
ing from the tragic fate of fallen
Korea . . . an intensive pulse, the
national call for independence.”

The students of the American
missionaries included all the early
Classical musicians in Korea. Kim
In-sik (1885-1963), the first Classical
Korean composer, relates that in the
1890’s, “anyone who wished to learn
music, had to learn it at church. . . .
I used to appreciate with deep inter-
est the organ’s tone and the hymn
chorus.” At eleven, he entered the
Christian Sungdeok School. At six-
teen, Kim approached two local mis-
sionary wives in Pyongyang for voice
lessons. “Since I had little sheet
music, I would transcribe the musi-
cal notes at their houses,” he wrote.
“Finally I copied every piece of
music paper they had.”

Kim Yeong-Hwan (1893-1978),
Korea’s first concert pianist and an
early song composer, was the son of a
leader in the Christian and Western
education movement. At age six in
Pyongyang, Kim fell in love with the
organ and would beg to go to the
missionaries’ homes to hear it. Kim’s
father, who studied with Kim In-sik
in Seoul, later brought home an
organ, 120 miles by mule to
Pyongyang. “I felt as though I could
fly into the sky,” Kim wrote. “Every
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FIGURE 14. Kim Dong-jin, “Azaleas.”
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day on my return from school, I
would throw my school bag away,
and rush to the organ to play. The
sound was so magical.” When his
grandfather refused to let him
become a musician, Kim ran away to
Tokyo, to study with the German
professors at Ueno Music College.

Classical Transformation
Brahms had stressed, however, that
in Classical music, a poem or folk
song in the national language cannot
simply be “copied” in the musical set-
ting. Rather, the Classical composer
must now create something new,
using Classical bel canto and contra-
puntal principles.

According to his student Gustav
Jenner, Brahms taught that first, the
folk poem or song must be studied,
completely memorized, and taken
inside the composer’s soul. “Brahms’
first requirement was that the com-
poser know his text in detail,” Jenner
wrote. “By this he also meant that he
should be completely clear about the
poem’s structure and meter. Then he
would recommend that before com-
posing to a poem, I should carry it
around in my head for a long time
and should frequently recite it to
myself aloud, paying careful attention
to everything pertaining to declama-
tion, and especially noting the
caesuras. . . . Those places where
punctuation is used in speech are set
in music as cadences; and just as the
poet puts together his sentences
through sensible construction, using
commas, semicolons, periods, etc., as
signs, so likewise does the musician
have available to him full and half
cadences in manifold forms. . . .”

Next, however, Brahms taught,
this material is to be transformed by
the composer. The particulars—this
word, that sound—are now put
aside, in favor of penetrating deeply
into the pre-conscious idea of the
poem, the “unheard sounds” which

Keats said “are sweeter still”—that
is, the metaphor of the poem.

“Brahms never composed so-called
‘mood-poems,’ which consist of an
assemblage of word-paintings,” Jen-
ner noted. “Whenever the melody fol-
lowed too closely the word expression,
he would reproach this, saying: ‘More
from the whole!’—thus getting right
to the heart of the matter. . . . He
therefore advised me, if at all possible,
not to proceed to the working-out of a
song, until its full plan was already in
my head, or on paper. ‘Whenever
ideas come to you, go take a walk;
then you’ll find that what you had
thought was a finished idea, was only
the beginnings of one. . . ,’ Brahms
said.” In a good song, Brahms taught,
“[t]here is an underlying mood which
is maintained through all particulars
or all the varied images.”9

After 1900, when skilled musi-
cians such as Franz Eckert and Eli
Mowry arrived, they taught this
principle. Soon Korean songs began
to take a new direction.

Kim In-sik’s “Old Laundress,”
composed in 1905, was the “first
modern composition in Korea,” Dr.
Lee writes, because it has become
metaphorical. The poem opens:

By the crystal brook in the valley
An old woman does her laundry
Over the western mountain, the sun

falls.

The poem and song are not
explicit, but rather by “expressing
individual sentiment,” he notes, they
convey a “conscious literary intent”
in the style of the songs of Schubert
and other European lieder. The
image of the nation, over whose
weary head the sun is setting, is poet-
ically clear. “Here we see from
Chang-ga, the sprouting of the Art
song,” Dr. Lee notes.

It is no accident, that in 1905, the
Japanese had forced Korea into a Pro-

tectorate Treaty, and in effect seized
the government in Seoul openly for the
first time. The development of meta-
phor had become a terrible necessity.

Ironically, the early Korean free-
dom fighters were backed by
Japan—because until 1890, Japan
was the main ally in Asia of the
Abraham Lincoln faction in Ameri-
ca. Koreans went to Japan to study
Western science when Korea had no
universities. In 1884, Japan backed a
revolt of Korean patriots against the
feudal Seoul court, demanding that
American technology and Christian-
ity be allowed into Korea. Koreans
went to Japan to see the first rail-
roads, and one of the first Chang-ga
songs in Korean was “The Railroad
Song,” modelled after a similar song
written in Japan, to celebrate the first
railroad there.

After 1900, however, the British
Empire accomplished a series of
coups inside the U.S., Japan, and oth-
er countries, restoring their fellow
imperialists to power. The British-
authored 1901 assassination of Presi-
dent William McKinley brought the
imperialist Teddy Roosevelt to pow-
er. Britain’s 1902 Anglo-Japan
Treaty, and the 1905 Russo-Japanese
War (into which Tokyo was pushed
by Britain), brought the imperialists
to power in Japan. After making her
a Protectorate in 1905, Japan formal-
ly annexed Korea in 1910.10

Metaphor Creates 
A Nation
The Japanese Occupation looted
Korea economically and culturally.
The currency and official language
were changed to Japanese. Trans-
port, communications, and some
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__________

10. For an historical overview of the role of
the British Empire in Asia, see EIR Spe-
cial Report, “Britain’s Pacific Warfare
Against the United States,” Executive
Intelligence Review, Vol. 22, No. 20, May
12, 1995, pp. 12-69.

__________

9. Gustav Jenner, ibid., pps. 35-6, 42-3.



eighty percent of Korean rice lands
were expropriated, forcing millions
of peasants as refugees into Man-
churia and Siberia.

During the Occupation, “we were
almost forbidden to speak our own
language,” Madame Kim Cha-Kyung,
one of Korea’s first opera singers, told
me, “but we could sing. It was during
these times, the period after 1910, espe-
cially from the 1920’s, that the true art
songs known as Korean Lyric Songs
began to be composed.”

Art songs did not spring up auto-
matically. The early composer Yi
Sang-jun (1884-1948), for example,
in his 1918 Chang-ga Collection, pub-
lished a song called “Separation.”
This, Dr. Lee notes, is “but a camou-
flage of the ‘Exile Song’,” composed
after the 1911 “105 Persons Inci-
dent,” by An Chang-ho, when the
Japanese exiled many leading intel-
lectuals to Manchuria and Siberia.
“Separation” had the same tune,

with the word for “homeland” in
“Do not grieve at my leaving, home-
land” replaced by the word “friend.”
“This means Japanese surveillance
was becoming more harsh,” Dr. Lee
points out.

A major change took place, how-
ever, after the March First Indepen-
dence Movement of 1919, in which
Korean patriots, including some of
the leading poets, read a Korean
“Declaration of Independence” in
Seoul, sparking a national uprising.
The Japanese slaughtered 6,000 peo-
ple in cold blood in a peaceful crowd
of demonstrators, arrested 50,000,
and crippled the national leadership.
Dr. Syngman Rhee was forced to
form a government-in-exile in
Shanghai.

The Japanese Occupation then
announced a cultural “final solu-
tion.” Korean-language newspapers
and printing of any kind were
banned. Korean was banned both in
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Early composers of Korean Lyric
Songs included Kim In-sik
(above), and the violinist Hong
Yeong-hu, known as the
“Korean Schubert” (top, shown
with string orchestra, 1925).
Right: Concerts featured
Western Classical works. (Photos
courtesy of Dr. Lee You-sun.)

schools and in private homes, and
professors of Korean were arrested as
criminals. All Koreans were forced
to take a Japanese name. Koreans
responded to this tragedy by resolv-
ing on a long war.

Korean artists realized they would
have to mobilize the full power of
metaphor in the high Classical style, in
order to give the population the inter-
nal strength to survive such a period.
Although many went to the U.S. and
Europe to study, most returned home,
in order to give moral encouragement
to their people. Working as they were
under the Japanese-run state musical
system, they had to function at a very
high level.

“The composers put into music,
what we could not say in words,”
composer Kwon Gil-sang told me in
a recent interview. “It was always
very poetic. It could never be specific;
to speak openly of the nation was not
allowed. Sometimes they seem to be
only simple love songs, a boy’s love
for his sweetheart. But the people
knew what the poems meant.”

“That ‘tears’ and ‘lover’ appearing
in a song, do not necessarily mean
‘lover’ per se, is verified by the fact
that ancient Korean poems used the
‘beloved’ as the symbol for the
nation,” Lee You-sun reports. “The
early Christians used to symbolize
their religion with the shape of the
fish, under persecution by the Roman
imperialists. Likewise, Korean intel-
lectuals would develop their national
liberation movement through a new
literary and song movement.”

The only ironic benefit, was that
German Classical music was very
popular in Japan. Under the Japan-
ese, many Korean musicians were
able to study with German professors
in Tokyo. Songs of Schubert such as
“Heidenröslein” were sung in Japan-
ese grade school, so they were taught
to Korean school children as well.
This was because Western musicians
and missionaries created the school



music program in Japan; Japanese
students, for example, sing “Auld
Lang Syne” when they graduate
from high school.

The first true art songs were com-
posed by Hong Yeong-hu (1897-
1941), who was called “the Korean
Schubert.” After studying violin with
Kim In-sik, he was sent to Japan,
under the Japanese name Hong
Nan-pa, to study at Ueno Music Col-
lege. In 1920, the year after the mas-
sacre, he composed “Balsam (Bong
Seong Hwa).” Dr. Lee calls it the
first Korean Lyric Song, “making a
metaphor of the tender balsam
plants, for the Koreans who were
trampled under the boots and bayo-
nets of the Japanese Imperial Army.”

The poem is refined artistically,
Dr. Lee notes, developed in
metaphor, instead of in simile, and
the melody and accompaniment
attain a high artistic level not found
in conventional hymns and Chang-
ga songs. On returning to Korea,
Hong continued as a violinist and
published collections of songs. In
1931-32, he also studied at the Sher-
wood Music School in Chicago, and
on his return, he organized the first
orchestra of Korean state radio (then
NHK, the Japan Broadcasting Sys-
tem).

Hyun Jae-myung (1902-1960), a
student of Eli Mowry, composed
“Thoughts of My Homeland
(Kohyang Saeng-gak)” [Figure 13] in
1928, while studying in the U.S., at
the University of Chicago, and the
Gunn School of Music. Dr. Hyun
published dozens of songs, and was
head of Seoul National University
Music School, teaching the next gen-
eration of composers, including
Kwon Gil-sang. In 1933, on the pub-
lication of his Song Collection No. 2,
Dr. Hyun, an accomplished tenor,
gave a recital to present the songs,
with our historian Dr. Lee You-sun,
another accomplished tenor.

It was also during the 1920’s that

children’s songs became a movement
in Korea, starting with the publica-
tion of the song collection “Sopa
(Gift of Love)” in 1922 by Bang
Jeong-hwan, who founded the Chil-
dren’s Society for composers of chil-
dren’s songs. Teaching children
songs in Korean, using traditional
Italian bel canto, became one of the
only means left to preserve the
national language.

It was also an effective means of
nationalist agitation against the

Japanese, because children go every-
where. “Like smoke, the songs
spread out to schools and alleys,” as
Dr. Lee puts it, “and soon were sung
nationwide.” The Japanese were
forced to issue edicts prohibiting
children from singing, which were of
little use, and made them look
ridiculous. Many of the next genera-
tion of Korean composers such as
Kwon Gil-sang were some of those
children, who learned to sing so
patriotically during the Occupation.
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Later generations of Korean composers have
included Lee Soo-in, Kim Dong-jin, and Choi

Young-sub (counterclockwise from top left).
Although now in his eighties, Maestro Kim, the

composer of “Azaleas,” has remained active in
music education. Below: Maestro Kim stands
before his children’s choir, Los Angeles, 1996.

(Photos courtesy of Dr. Lee You-sun.)

Left: Korea’s first “La Traviata” (1948). Shown
are Dr. Lee’s brother, Lee In-sun, and Madame
Kim Cha-Kyung. Lee In-sun studied with the
legendary tenor Tito Scipa. Madame Kim, Korea’s
first soprano of world stature, later founded the
prestigious Kim Cha-Kyung Opera Company.
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Meanwhile the instrumentalist
students of Franz Eckert and the
Emperor’s Orchestra became the
new generation of school music
teachers. In 1916, Franz Eckert died
in Korea, and the band struggled on
as the Seoul Band, because the popu-
lation took such solace from its con-
certs. After the 1919 Independence
Movement slaughter, the Band gave
a memorial concert at the Seoul
YMCA Hall, and began to suffer
heavy harassment from the Japanese.

“Thus the band members dis-
persed one after another, embracing
their beloved instruments,” Dr. Lee
reports. “They could not betray the
cause of Herr Eckert, who had
always been their source of courage
in such adversities, who had dedicat-
ed himself to Korean music until he
was buried in this land. Members
transferred to schools to teach music,
and to organize and create school
bands. Eventually the seed Eckert
sowed, turned out greater fruits in
the schools.”

Division and Heroism
Korea survived the Occupation, only
to be divided after 1945, and her
tragedy continues today. Millions of
families are still divided by the De-
Militarized Zone between North and
South Korea. Many nations are con-
fronted by tragedy, but after the war,
Korean composers did something
which is not usual. They responded
with heroism, for they continued to
compose Classical songs, as a creative
way to overcome tragedy.

“After the war, in 1945, conditions
in Seoul were bad. Food and fuel
and clothing were scarce,” composer
Kwon Gil-sang said in an interview,
explaining how he came to be a
founder of several children’s choirs in
Seoul. “We had to find some way to
uplift the children.” And then came
the Korean War, and more devasta-
tion [SEE Interview, this issue, p. 76].

Kwon Gil-sang wrote his famous
song “At the Flower Garden (Kkot
bat tai seo),” in 1953, at the end of the
Korean War. In the poem, the poet
remembers planting a garden with
his father as a child. “When I think
of Papa, I see the flower vines grow-
ing up, winding together,” he says.
“Papa taught me, that we will always
be together, if I live like the flowers,
beautiful and strong.” The image of
the Fatherland, and the idea that it
can be united by moral living, and by
creating Beauty, is powerful. At
Korean concerts, the song is sung by
the whole audience, just as African-
Americans sing “Lift Every Voice,”
known as the “Negro national
anthem.” Kwon’s own father was a
Presbyterian minister.

The Sublime and Art
These songs should be an inspiration
for all the people of the world who,
as Goethe says in the Beethoven song
setting,“know longing.” Korea is a
country first trampled, then physical-
ly cut in two—but the hearts of her
artists are great enough, that with
music, the soul rises high enough, to
foresee a better day.

Many nations face tragedy, but
have not achieved such a response—
and they have been destroyed. This
makes clear that romantic fools are
wrong to glorify tragedy per se as
heroic. Nor does art spring from
tragedy.

Like the African-American Spiri-
tual, the Korean Lyric Song demon-
strates that art often does, however,
spring from an heroic response to
tragedy, from a creative act, which
forges a new way through which “we
shall overcome.”

Dr. Lee differentiates the creative
optimism of the true Lyric Songs as
art, from the merely popular songs
written to bemoan Korea’s oppres-
sion by the Japanese. These songs
were pessimistic, impotent. He cites

“Song of Hope,” which appeared in
1923. The words condemned Korean
collaborators of the Japanese to the
void. “What a sad nihilism,” Dr. Lee
chides. “We should, rather, say it is
the ‘Song of Despair.’ ” He relates
how a famous Korean soprano threw
herself off a ship and drowned,
singing this song, on her passage
home—after making recordings in
Tokyo for the Japanese. Her nihilism
did not even stop her from being a
collaborator. “With the appearance
of ‘Balsam,’ and the ‘Song of Hope,’”
Dr. Lee writes, “the Art song, and
the popular song, are completely dif-
ferentiated.”

Mankind can read the freedom of
its soul in the stars, as the poet
Friedrich Schiller writes in Wilhelm
Tell. But what is it in the stars, but
the Divine harmony itself, which
man sees? So, it is only God’s divine
spark in man, which gives man
absolute freedom.

Yet, man is mortal, and cannot be
fully one with God on earth. In this
awesome paradox lies the sublime,
that mixture of joy and tragic long-
ing, of which Schiller wrote, which
can only be expressed in metaphor.
Beethoven, in “An die ferne Geliebte
(To the Distant Beloved),” speaks not
merely of the singer’s sweetheart, but
ultimately of God—referred to in
some German classics as “der Ferne,”
the Distant One.

Yet it is the metaphorical demon-
stration of this beautiful paradox
which sets us free, in fact, to do all
that we might do, on earth.
Beethoven, in his cycle, does not
despair, but resolves to create songs—
and to teach them to his posterity. So,
Schiller says, man must create art—
to demonstrate efficiently the
immortality of the soul, since the
genius of a great composer lives on
for generations.

Thus, man approaches nearer to
God, and in this we see the universal
nature of man.
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ApPENDIX Great Song is Universal 
EUROPEAN Classical composers used the registers 
of the bel canto human singing voice to introduce 
ne w  ideas, to create poetic metaphor. Here 
Mozart, setting a text in Italian, uses a shift to the 
soprano's dramatic, high third register, to intro­
duce the idea of hope. When the Countess sings, 
that in order to rise above her des pail; she hopes 
to "change" her husband's ungrateful heart, the 
soprano voice, which has remained in the central 
or second register until that point, suddenly rises 
to a sustained register shift to the high A on the 
verb "to change (di cangiar}." 

SCHUBERT'S 24-song cycle "Die Winterreise" is 
based on the opening thematic feature of the first 
song, "Cute Nach!, " emphasizing F -natural, 
which creates the minor third in the main key of 
D-minor. The first D-minor theme, which sets the 
mood for the entire cycle, !'evolves around a series 
of alpeggios pivoted on multiple F -naturals in the 

first line, outlining the tenor's second register to its 
limit, which is repeated in the second line. This 
repeats three times in verses 1-3. 

But in the fourth verse, Schubert transforms 
the poetry by shifting to D-major-bringing in 
the high F -sharp of the tenor's third registe r as a 
dramatic change. In the first three stanzas, the 
poet complaim only about his own fate, but in 
the fow·th, he reflects for the first time, and 
thinks of his beloved: "I would not disturb your 
dreams." Th is poetic change only occu rs at 

Italian Mozart, 'Dove sono,' soprano (1785). 

J J I£iF 
rni por - tas - se 

di can - giar ______ _ 

F F F I EJ F 
u - na spe - ran - za 

l'in - gra - to cor._ 

German Schubert, 'Gute Nacht,' tenor (1828). 

-! . . �� I W � i P I D P J)}) I J]j l P I W' UJ ��I Q ' 
l. Fremd bin ich ein - ge - zo - gen, fremd zieh ich wie - der _ aus. 
2. Ich kann zu mei - ner Rei - sen nicht wah - len mit_ der _ Zeit, 
3. Was soli ich lan� - er wei - len, daB m:n mich_ t� � aus? 

P I D P Jl �I £) fi P I W'6JJ �qtrl Q ' 
Der 
mull 
LaB 

Mai war mir ge - wo 
selbst den Weg mir wei 

Ir - re Hun- de heu 

• )1 

gen mit man - chern Blu - men - straull. 
sen In die - ser Dun - kel - heit. 
len vor ih - res_ Her - ren_ Haus! 

4. Will dich im Traum nicht sto - ren, war schad urn dei - ne_ Ruh, 

A=430 Hz, Schubert's pitch. At A=440 and above, the tenor must shift the repeated high F-nat­
urals into the third register at the outset, destroying the effect of this song, and of the cycle. 

THE DIAMOND MOUNTAINS in the North, con­

sidered by Koream to be the world's most beauti­
ful, were heavily mined by Japan. "Who on earth 
made such mountains, so pure?" begim the poem. 
Choi Yeong -seop' s song is in C -major, its opening 
set in the central register, rising first to a high E, 
and then to F at the top of the central register. 
There are two verses on this melody, both rising 
to F (only the last line of the opening verse, "I 
repeat your name .. . ," is shown). 

The refrain then repeats: "Ten thousand 
years in beauty you've stoodl How long were 
you looted? 1 After so many years, the day has 
come to look upon you." On "ten thousand 
years," the voice falls into the low, first register, 
to underline the"concept of eternity. On "after so 
many years," t'he voice then again rises to the 
high F -natural, and on the verb phrase "the day 
to look has come," the voice shifts dramatically 
for the first time to an F -sharp, the register shift 

Korean Choi, 'Longing for Diamond Mountains,' tenorlsoprano (1962). 

Ku i rum da si bu. rul u ri gum gang san 
2 01 � "'1' Al.!,i _ � _ -$- 21 - i �1' <! 
I repeat your name again, Diamond Mountain; 

! mp f �> I. > -i 3 > 
I @ , D P fit t lAD D )) J )1$ PDp � t£11 r 

su su man nyun a rUIn da un san duh rup hin ji myut hae 

4- 4- ';'! 'd 0 l' � "'1' � <! _ "'-1 "J �;<1 � -a-fl 
ten thousand yean in beauty you've stood, how long looted? 

on ul e ya 
.2- � o:fl OF 

After many years, 

r-3--, > 0 > > > r· i ffp ·-f'., D P P [$ be p , 
cha jul nal 

-jl % 'it 
day to look 

wat' 

* 
has 

na 
'--r 

come-

to the high register, and resolves upwards to a sustained high C. Thus, as with Schubert's "Cute 
Nacht," the Mozart-Verdi tuning is required for the Korean poetlY to be heard. 



THE WATER sprite Rusalka sings to the moon,
of her love for a mortal prince. She asks that she
be granted not only human legs, but a human
soul, so that she may marry her beloved and
enter Heaven with him, escaping Limbo. At her
final prayer (which sums up the song), “O
Moon, do not wane!,” the voice rises to a sus-
tained third-register shift, on the verb phrase.

Czech Dvořak, ‘Song to the Moon,’ soprano (1901).

THE GIRL Thekla in Schiller’s drama Wallen-
stein has lost many loved ones in the Thirty
Years War, and feels herself already a ghost;
Schubert set the same poem as “Spirit’s Song.”
The E’s are natural in the key signature, with a
fleeting E-flat keyboard accidental (not shown).
When she sings “Do not ask what boundary I
have crossed,” on the verb phrase of crossing over
the boundary from life to the nether region, the
mezzo-soprano E-flat register shift is dramati-
cally interjected into the vocal line.

Russian Glinka, ‘Thekla’s Song,’ mezzo-soprano (1840’s).

THE POET sings of his native Denmark, while
visiting the far away mountains of Germany . He
hears beautiful songs, better songs perhaps than
those of home; but they are not the songs of home,
and an uncanny quality of the evening breeze
brings back the memory of his homeland. At the
verb phrase “the memory returns,” the singer shifts
from the lower register on E-flat, to the central
register.

Danish Nielsen, ‘Underlige Aftenlufte,’ baritone (1917).

AFRICAN-AMERICAN Spirituals composer
Roland Hayes uses the soprano/tenor register
shift at F-sharp, to underscore the verbal action,
“Were you there when they crucified my Lord?”
First, he emphasizes the verb “were” by placing
it alone in the first register. Then, to emphasize
how awesome it is, he again asks, more urgently:
“Were you there,” shifting “were” into the sec-
ond register.

Finally, when the soul exclaims, “Oh, it
causes me to tremble,” the emotional impact is
beyond words, and “Oh” rises yet again, into the
third register.

English Hayes, ‘Were you there?,’ tenor/soprano (1930’s).
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