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7KLV�ERRN�EHJDQ�DV�D�FDVH�VWXG\�ZLWKLQ�WKH�$XVWUDOLDQ�5HVHDUFK�&RXQFLO�/LQNDJH�
Project, ‘Sustainable futures for music cultures: towards an ecology of musical 
GLYHUVLW\¶��'LUHFWHG�IURP�4XHHQVODQG�&RQVHUYDWRULXP�5HVHDUFK�&HQWUH��*ULI¿WK�
university, this enabled research to begin while i was associate dean at Sydney 
&RQVHUYDWRULXP�RI�0XVLF�� DQG�ZULWLQJ� WR� WDNH� SODFH� DIWHU� ,� UHWXUQHG� WR� 62$6��
8QLYHUVLW\�RI�/RQGRQ��7KH�/LQNDJH�3URMHFW�VXSSRUWHG�WKH�ZRUN�RI�+\HOLP�.LP�DQG�
+\XQVHRN�.ZRQ�LQ�FRQGXFWLQJ�LQWHUYLHZV��$�6HQLRU�)HOORZVKLS�DW�WKH�$FDGHP\�RI�
Korean Studies, Seongnam, Korea in 2014 enabled me to complete the manuscript 
during research leave from SoaS.

1DWKDQ� +HVVHOLQN� FRQGXFWHG� WKH� WKUHH� LQWHUYLHZV� DQG� ZURWH� WKH� WKLUG� SDUW�
of chapter 3, ‘early Voices in SamulNori’s historical record’, and part of the 
IRXUWK�SDUW��µ%LQGLQJ�7KHPHV¶��2ULJLQDOO\�LQWHQGHG�DV�SDUW�RI�KLV�ERRN��SamulNori: 
Contemporary Korean Drumming and the Rebirth of Itinerant Performance 
Culture (2012), space limitations meant that only excerpts could be sampled there. 
however, the interviews contain such valuable material that i feel they need to 
see the light of day in their entirety. i am grateful to Nathan for allowing me 
to print them here. the interviews are particularly poignant because one is with 
.DQJ�&KXQK\ǂN��ZKR�VDGO\�SDVVHG�DZD\�LQ�$XJXVW������±�LQFOXGLQJ�KLV�LQWHUYLHZ�
stands, in some small way, as a memorial to an inspiring manager and innovator. 
his role in the development of SamulNori is also charted in a number of the 
EODFN�DQG�ZKLWH�SKRWRJUDSKV�,�LQFOXGH��1DWKDQ�DQG�1DPL�0RUULV��ERWK�P\�IRUPHU�
VWXGHQWV��JHQHURXVO\�DJUHHG�WR�JLYH�WKRXJKW�SURYRNLQJ�LQWHUYLHZV��ZKLFK�IRUP�WKH�
core of chapter 7. Nathan is also the author of an important volume on a local 
percussion band tradition (2006) that will be much cited in the following pages, 
while Nami has since her pre-teen years been a disciple of the SamulNori hourglass 
GUXP�SOD\HU�DQG�IRXQGLQJ�PHPEHU��.LP�'XN�6RR�>.LP�7ǂNVX@��,�KDYH�EHQH¿WHG�
LPPHQVHO\�IURP�DFFRXQWV�SUHVHQWHG�E\�.LP�,Q�6XN��RQ�VDPXOQRUL in the Korean 
school curriculum) and Simon mills (on the use of samulnori on a Korean island) 
at a symposium held at SoaS, university of london, in april 2012, supported 
through the academy of Korean Studies (KSPS) Grant funded by the Korean 
Government (moe) (aKS-2011-Baa-2014). the same funds have supported the 
preparation of some notations and the inclusion of some photographs here.

-RR� -D\�\RXQ� >&KX� &KDH\ǂQ@� VROYHG� ZKDW� KDG� VHHPHG� DQ� LQVXUPRXQWDEOH�
SUREOHP��ZKHQ�KH�SURYLGHG�D�VHW�RI�EULOOLDQW�SKRWRJUDSKV��DQG�,�WKDQN�ERWK�KLP�DQG�
the Space theatre for letting me use wonderfully evocative images of SamulNori 
events old and new. during my academy of Korean Studies’ fellowship, i was 
DEOH�WR�DWWHQG�D�QXPEHU�RI�IHVWLYDOV�DQG�HYHQWV��DQG�,�WKDQN�.LP�'XN�6RR�DQG�<L�
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SamulNori: Korean Percussion for a Contemporary Worldx

.ZDQJVX� LQ�SDUWLFXODU� IRU�DOORZLQJ�PH� WR� WDNH�SKRWRJUDSKV�DW� WKHLU� IHVWLYDOV� LQ�
<HVDQ�DQG�&K¶LOJRN�

7KLV�ERRN�LV�D�VXPPDWLRQ�RI�DOPRVW����\HDUV�RI�SHUVRQDO�UHVHDUFK��REVHUYDWLRQ�
and participation. over this extended period, i have referred to samulnori both 
VSHFL¿FDOO\�DQG� WDQJHQWLDOO\� LQ�PDQ\�RI�P\�SXEOLFDWLRQV��%ULQJLQJ� WKH�PDWHULDO�
together in one volume means that i have here of necessity repeated previously 
SXEOLVKHG�PDWHULDO�� WKLV� LV� SDUWLFXODUO\� SHUWLQHQW� LQ� UHVSHFW� WR� RQH� HDUOLHU� ERRN�
(howard 2006c), where i began to formulate my thoughts about the genre. Some 
PDWHULDO� GHULYHV� IURP� WKDW� ERRN� DQG� D� QXPEHU� RI� DUWLFOHV� �SDUWLFXODUO\�+RZDUG�
1983a/b, 1991/2).

,�¿UVW�HQFRXQWHUHG�WKH�¿UVW�TXDUWHW��6DPXO1RUL��LQ�������ZKHQ�,�FDPH�DFURVV�WKH�
TXDUWHW�DW�WKH�1DWLRQDO�7KHDWUH�UHKHDUVLQJ�IRU�WKHLU�¿UVW�IRUHLJQ�WRXU��7KH�WKHDWUH�
ZDV�WKHQ�WKH�KRPH�RI�WKH�1DWLRQDO�*XJDN�&HQWUH��ZKHUH�,�ZDV�WDNLQJ�OHVVRQV��,�
EHFDPH�D�UHJXODU�DXGLHQFH�PHPEHU�DW�WKH�6SDFH�7KHDWUH��RQH�RI�WKH�NH\�YHQXHV�
IRU�HDUO\�6DPXO1RUL�SHUIRUPDQFHV��0\�VSRQVRU� IRU�GRFWRUDO�¿HOGZRUN�EHWZHHQ�
�����DQG������ZDV� WKH� ODWH�PXVLFRORJLVW�+DQ�0DQ\ǂQJ�� WKHQ�D�6HRXO�1DWLRQDO�
8QLYHUVLW\�SURIHVVRU�EXW�ZKR��DV�GLUHFWRU�RI�WKH�1DWLRQDO�*XJDN�&HQWUH��WKHQ�NQRZQ�
in english as the National classical music institute), recruited Kim yongbae, 
one of the founding SamulNori members, to establish a new samulnori quartet 
DW�WKH�&HQWUH��%DFN�LQ�%ULWDLQ��,�ZRUNHG�ZLWK�WKH�%ULWLVK�DJHQF\�$UWV�:RUOGZLGH�
as SamulNori’s tour manager in 1985, at a time when Kim yongbae’s place had 
EHHQ�WDNHQ�E\�.DQJ�0LQVǂN��.DQJ�DQG�,�VKDUHG�DQ�KRXUJODVV�GUXP�WHDFKHU��.LP�
3\ǂQJVǂS�� WKRXJK�ZKLOH�.DQJ�KDG�ZRUNHG�ZLWK�.LP�LQ�&KǂOOD�3URYLQFH�� ,�KDG�
NQRZQ�KLP�RQO\�ODWHU��DIWHU�KH�VHWWOHG�LQ�6HRXO��,�ZDV�VWLOO�WDNLQJ�UHJXODU�OHVVRQV�
IURP�.LP�3\ǂQJVǂS�LQ������ZKHQ�,�WXUQHG�RQ�P\�FDVVHWWH�UHFRUGHU�DQG�DVNHG�LI�
,�FRXOG�DVN�KLP�IRU�KLV�WDNH�RQ�6DPXO1RUL��7KLV�ZDV�VHYHUDO�\HDUV�DIWHU�.LP�KDG�
been one of the musicians the quartet had turned to when in 1979 they developed 
their piece ‘Honam nongak’. i again acted as tour manager for SamulNori in 1987, 
when the quartet was invited to return to Britain by the arts council of england’s 
&RQWHPSRUDU\�0XVLF�1HWZRUN��7KDW�VDPH�\HDU��,�DWWHQGHG�D�VXPPHU�FDPS�OHG�E\�
the centre’s samulnori TXDUWHW�DW�.DQJQǎQJ�RQ�.RUHD¶V�(DVW�&RDVW��WKLV�ZDV�DIWHU�
the death of Kim yongbae, and as the quartet settled on their second-generation 
line-up.

,Q� ������ ,� SXEOLVKHG� P\� ¿UVW� QRWDWLRQ� RI� VDPXOQRUL repertoire, creating a 
partial account of their four hourglass drum piece, ‘6DPGR�VǂO�FKDQJJR’, based on 
recordings i had made during their 1987 concerts in Britain (revised and included 
in chapter 2 here). i used this and further notations to train a group of students 
and others at the university of durham in 1988 and 1989. this group, consisting 
RI�.HLUDQ�&KHXQJ��6WHYH�*LEEV��5HEHFFD�0RRQH\��+XJK�1DQNHYLOOH�DQG�-RQDWKDQ�
thorpe, was invited to perform at a festival organised by SamulNori in July 1990. 
When the festival was postponed, the group and i were offered daily lessons 
IRU� WKUHH�ZHHNV�E\� WKH�&HQWUH¶V� VDPXOQRUL team. this led me to prepare a new 
notation for the rather different ‘6DPGR� VǂO� FKDQJJR’ performed at the centre, 
DV�ZHOO�DV�QRWDWLRQV�IRU�DGGLWLRQDO�SLHFHV��ZKLFK�ZH�SHUIRUPHG�EDFN�LQ�%ULWDLQ�LQ�
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SamulNori, at the Space theatre, 1981. (Photo: Space theatre)
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introduction

6DPXO1RUL� LV� D� TXDUWHW� RI� .RUHDQ� SHUFXVVLRQLVWV� WKDW� ¿UVW� SHUIRUPHG� WRJHWKHU�
on stage in february 1978. the quartet’s name, coined a few months later by 
WKH�.RUHDQ�IRONORULVW�6KLP�8VǂQJ��PHDQV�µIRXU�WKLQJV�SOD\¶��6DPXO1RUL�UDSLGO\�
gained considerable popularity, so much so that many additional groups emerged, 
and the distinct repertory and style of performance fostered by SamulNori 
spawned a genre, samulnori. Note the convention i will adopt throughout this 
ERRN��6DPXO1RUL� IRU� WKH� RULJLQDO� TXDUWHW�� UHWDLQLQJ� WKH� URPDQLVHG� VSHOOLQJ� WKDW�
they favour, but samulnori, without initial capitals, for the genre.1

today, samulnori is, arguably, Korea’s most successful traditional music. there 
are many dozens of amateur and professional samulnori groups. most groups 
DUH�SULYDWH��EXW� D�QXPEHU� DUH�EDVHG�DW� WKH� VWDWH�IXQGHG�1DWLRQDO�*XJDN�&HQWUH�
in Seoul and in its satellite facilities around the country. there is an abundance 
of samulnori ZRUNVKRSV�� IHVWLYDOV� DQG� FRQWHVWV�� 6DPXOQRUL is taught in many 
state schools as well as in dedicated institutes. it features, to an extent, in the 
state-sanctioned school curriculum, particularly at middle school level, and there 
DUH� PDQ\� ZRUNERRNV� GHGLFDWHG� WR� KHOSLQJ� ZDQQDEHH� µVDPXOQRULDQV¶�2 abroad, 
samulnori is a familiar part of Korean performance troupes and Korean diasporic 
activities, and samulnori groups exist in many universities, particularly where 
there are substantial Korean or Korean heritage student populations.

the quartet, SamulNori, and the repertoire, samulnori, are recent evolutions 
of something much older. antecedents are encountered in local percussion bands, 
NQRZQ�XQGHU�WKH�XPEUHOOD�WHUPV�RI�nongak and p’ungmul and preserved as an icon 
from Korea’s past as important intangible cultural Property (Chungyo muhyǂng 
munhwajae) 11, and in itinerant percussion troupes, notably Namsadang, preserved 
as important intangible cultural Property 3. Percussion bands are iconic to the 
Korean soundscape. Popular opinion, as reported in one english-language Korean 
newspaper, is that: ‘first was Samul, and everywhere was rhythm, in percussion 
bands, shaman rituals, and other traditional music’ (Korea Herald, 25 January 
������� 7KH� ¿UVW� ZULWWHQ� GRFXPHQW� URXWLQHO\� FLWHG� E\� .RUHDQ� FRPPHQWDWRUV� WR�
indicate a long history is the chinese third-century source, Sanguo zhi. this 

15LJKWO\�� WKH� 0F&XQH�5HLVFKDXHU� URPDQLVDWLRQ� UHÀHFWLQJ� WKH� WHUP¶V� QRUPDWLYH�
Korean pronunciation would be samullori (Korean pronunciation elides ‘l+n’ to give 
‘l+l’), but using this here would introduce unnecessary complication. Given the number of 
competing romanisation systems for Korean, additional alternatives may be encountered in 
texts and on the internet.

2a term coined by the SamulNori quartet for students and participants at their 
festivals and contests.

Howard.indb   1 7/10/2015   11:47:47 AM



1
2
3
4
5
6
7
8
9
10
11
12
13
14
15
16
17
18
19
20
21
22
23
24
25
26
27
28
29
30
31
32
33
34
35
36
37
38
39
40
41
42
43
44

1
2
3
4
5
6
7
8
9
10
11
12
13
14
15
16
17
18
19
20
21
22
23
24
25
26
27
28
29
30
31
32
33
34
35
36
37
38
39
40
41
42
43
44

Proof C
opy 

SamulNori: Korean Percussion for a Contemporary World2

relates how the people of mahan in the Korean peninsula (roughly, today’s central 
&K¶XQJFK¶ǂQJ�DQG�VRXWKZHVWHUQ�&KǂOOD�SURYLQFHV��GDQFHG�DW�QLJKW��VWDPSLQJ�WKH�
ground and clapping to set rhythms (cited by, amongst many others, Kim yang-gon 
1967: 5). interpretation is required if one is to argue that this pertains to percussion 
EDQGV�� +RZHYHU�� PRUH� WKDQ� D� PLOOHQQLXP� ODWHU�� &KRVǂQ� G\QDVW\� FRXUW� UHFRUGV�
offer clear indications from, for instance, the eighteenth century, of what appear 
WR�EH�VLPLODU�DFWLYLWLHV��µ>)DUPHUV@�FKHHUHG�WKRVH�ZRUNLQJ�RU�KDUYHVWLQJ�«�ZLWK�
[small and large] gongs!’ ‘When there are some farmers who are not active enough 
ZKLOH�HYHU\RQH�LV�ZRUNLQJ�KDUG�«�PHWDOOLF�JRQJV�DUH�VRXQGHG�WR�FKHHU�WKHP�XS¶�
(cited in Shin 1985a: 7–8).3 When americans toured Korea at the beginning of the 
WZHQWLHWK� FHQWXU\� ORRNLQJ� IRU� WUDGH�RSSRUWXQLWLHV�� WKH\� VLPLODUO\� IRXQG� IDUPLQJ�
ZRUN�DFFRPSDQLHG�E\�GUXPV�DQG�JRQJV��DV� WKH� IROORZLQJ�H[FHUSW� WDNHQ�IURP�D�
1906 document, the Report on Agricultural Products of Korea, illustrates:

,I� WKHUH� LV� DQ\WKLQJ� ZKLFK� WRRN� XV� E\� VXUSULVH� LQ� WKH� IDUPLQJ� PHWKRGV� RI�
Koreans … We witnessed that music is played and singing is done to encourage 
WKH�ZHHGLQJ�ZRUN��:DONLQJ�DURXQG� WKH� FRXQWU\VLGH� LQ� WKH�ZHHGLQJ� VHDVRQ� LQ�
summer, one hears the sound of gongs … Some farmers change from weeding to 
PXVLFDO�LQVWUXPHQWV�DQG�VWDUW�SOD\LQJ�H[FLWLQJ�VWUDLQV�IRU�WKH�ZRUNHUV�4

the association of percussion with pre-modern Korea remains in contemporary 
WDNHV�RQ�P\WKRORJ\�DQG� IRONORUH�� VXFK�DV� WKH� IROORZLQJ��ZULWWHQ�E\�=R�=D\RQJ�
[cho chayong] to celebrate the tenth anniversary of the founding of SamulNori:

a long, long time ago there lived deep in the mountains … goblins who loved to 
play uproariously on drums and gongs every night. their unceasing banging and 
SXPPHOOLQJ�HDUQHG�WKHP�WKH�QLFNQDPH�µduduri’ from the Korean verb ‘to beat’ 
RU�µWR�VWULNH¶��=R���������±���

=R������±������ZDV�D�FKDPSLRQ�RI�.RUHDQ�IRONORUH�5
today, domestic and foreign concerts of Korean troupes routinely end with a 

full company dance to drums and gongs that the audience is encouraged to join in 
ZLWK��(TXDOO\��DQG�IRU�GHFDGHV��GHPRQVWUDWLRQV�E\�.RUHDQ�ZRUNHUV�DQG�VWXGHQWV�
have been choreographed to drums and gongs (see, e.g., catherine in-young 
lee 2012). at the 2010 World cup in South africa, the ‘red devil’ supporters of 
the South Korean team challenged the dominance of plastic vuvuzela trumpets 
with drums and gongs. again, drums and gongs were much in evidence at the 

3the original sources are 6ǎQJMǂQJZǂQ� LOJL�� NZǂQ (chapter or fascicle) 881, and 
<ǂQJMR�VKLOORN, NZǂQ�����7KH�¿UVW�RI�WKHVH��GRFXPHQWV�IURP�WKH�5R\DO�6HFUHWDULDW��GDWHV�WR�
������ZKLOH�WKH�VHFRQG�GDWHV�WR�������WKH�IRXUWHHQWK�\HDU�RI�<ǂQJMR¶V�UHLJQ��U�����±������

4cited from howard (1990: 234).
5KWWS���]R]D\RQJ�FRP���DFFHVVHG���$SULO�������FHOHEUDWHV�=R¶V�OLIH�DQG�ZRUN��VHH�DOVR�

deutsch (1997).
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Introduction 3

2002 World cup in Seoul (and in Japan).6 much the same punctuates almost any 
Korean festival or sporting event and features in almost any dance production. 
%DFN�LQ�������������GUXPPHUV�FUHDWHG�DXUDO�PD\KHP�DW�WKH�7DHMǂQ�(;32�LQ�ZKDW�
they termed the ‘Big Bang SamulNori’. this was an evolution of the massive 
percussion display at the opening ceremony of the 1988 Seoul olympics, which 
LQ� WXUQ� KDG� GHYHORSHG� IURP� ODUJH�.RUHDQ� SHUFXVVLRQ� IRUFHV� GHSOR\HG� IRU� 3DLN�
Nam June’s Bye Bye Kipling at the 1986 Beijing asian Games. the original plan 
for the Seoul olympics was for percussion bands to accompany performers and 
9,3V�LQ�D����PLQXWH�SURFHVVLRQ�IURP�WKH�ULYHUVLGH�GRFN�WR�WKH�2O\PSLF�VWDGLXP�
in chamshil, joining as a 1,252-drummer ‘passage at dawn’ within the opening 
ceremony. Scaled down, the mass drummers at the event, who were made up 
ODUJHO\� RI� PLOLWDU\� FRQVFULSWV�� WRRN� WR� PXOWLSOH� VHWV� RI� WKH� IRXU� FKDUDFWHULVWLF�
percussion band drums and gongs (dilling 2007: 29–31).7

SamulNori/samulnori uses the four core instruments of local percussion 
bands. these are the ‘four things’ (samul) referred to in the name itself, although 
the meaning of the Sino-Korean characters behind the two syllables, which in 
earlier times had a Buddhist connotation and applied to different percussive 
instruments typically found at Korean temples, is extended with the new genre. 
‘Nori’, the purely Korean second half of the name, has the meaning ‘to play’. 
the four SamulNori/samulnori instruments are the kkwaenggwari small hand-held 
gong, the changgo (or changgu) double-headed hourglass-shaped drum, the puk 
squashed barrel drum and the ching large hand-held gong. most of the SamulNori/
samulnori repertory is performed seated, while local bands once stood and danced; 
hence, where in local bands the large gong would be held by a rope or cord in 
one hand, in samulnori it is normally hung in a frame. for most of the samulnori 
UHSHUWRU\�RQH�RI�HDFK�LQVWUXPHQW�LV�SOD\HG��DOWKRXJK�LQ�VSHFL¿F�SLHFHV�WKH�TXDUWHW�
ZLOO�WDNH�IRXU�KRXUJODVV�GUXPV�RU�WZR�SOD\HUV�ZLOO�WDNH�VPDOO�JRQJV��7KHUH�ZHUH�
leaders of each instrument in both local percussion bands and itinerant troupes, 
DQG�VXFK�EDQGV�DQG�WURXSHV�W\SLFDOO\�KDG�UDQNV�RI�SHUIRUPHUV�IRU�HDFK�LQVWUXPHQW��
in performance, the small gong gave rhythmic models, the large gong the 
underpinning foundations, and the barrel drum accented and expanded on the large 
gong foundations. this is much as it happens today in samulnori, but samulnori 
tends to foreground the hourglass drum and its player rather than the small gong and 
LWV�SOD\HU��,Q�SDUW�WKLV�UHÀHFWV�WKH�IDPH�DQG�SRSXODULW\�RI�RQH�SDUWLFXODU�KRXUJODVV�
GUXP�SOD\HU��RQH�RI�WKH�IRXQGHU�PHPEHUV�RI�WKH�¿UVW�6DPXO1RUL�TXDUWHW��.LP�'XN�
Soo (b.1952).8�+RZHYHU�� WKH� VKLIW� LQ� IRFXV� DOVR� UHÀHFWV� WKH�GUXP¶V�SRWHQWLDO� WR�
feature complex patterning, and its ability to demonstrate greater virtuosity than 

6Korean percussion bands were dispatched around the world prior to the 2002 World 
&XS��RQH�RI�P\�WKHQ�GRFWRUDO�VWXGHQWV��6LPRQ�0LOOV��¿OPHG�D�EDQG�SHUIRUPLQJ�RQ�WKH�SLWFK�
EHIRUH�D�&U\VWDO�3DODFH�IRRWEDOO�PDWFK�DW�6HOKXUVW�3DUN�LQ�6HSWHPEHU������

7See also dilling 2007: chapter 1 passim; 263–4 and chapter 6 passim.
8.LP�7ǂNVX�ZRXOG�EH�WKH�0F&XQH�5HLVFKDXHU�URPDQLVDWLRQ��+HUH��DQG�WKURXJKRXW�

WKH�WH[W��,�XVH�SHUVRQDO�SUHIHUUHG�VSHOOLQJV�ZKHUH�WKH�SHUVRQ�FRQFHUQHG�LV�ZHOO�NQRZQ�DEURDG��
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SamulNori: Korean Percussion for a Contemporary World4

the other instruments. this becomes important in a genre such as samulnori, since 
it was GHYHORSHG�VSHFL¿FDOO\�IRU�VWDJHG�SHUIRUPDQFH��,Q�VDPXOQRUL��WKH�KRXUJODVV�
drum player uses, as he/she has since at least the middle of the twentieth century 
LQ�ORFDO�EDQGV�DQG�LWLQHUDQW�WURXSHV��WZR�VWLFNV��D�WKLQ�ZKLS�OLNH�\ǂO�FK¶DH�to echo 
WKH�VPDOO�JRQJ�DQG�D�PDOOHW�OLNH�kunggul ch’ae or kung ch’ae WR�¿OO�LQ�WKH�ODUJH�
gong foundations.

Samulnori is rhythm. it is my view that the focus on rhythm challenges many 
of the assumptions about musical structures that pertain to Western popular and art 
music based on harmony and melody, and demands distinct analytical tools well 
UHPRYHG�IURP�WKRVH�WKDW�SUHYDLO�LQ�PXVLFRORJ\��+RZDUG���������VHH�DOVR�%DUNHU�
2011, 2015). one piece of the samulnori repertory continues to be performed 
standing and dancing, and in this a small hand-held drum, the sogo, is added to the 
TXDUWHW�RI�LQVWUXPHQWV��$�PHORGLF�LQVWUXPHQW�FDQ�DOVR�DSSHDU��WKH�VKDZP�NQRZQ�
as KRMǂN�or soaenap, nallari or W¶DHS¶\ǂQJVR – where KRMǂN�denotes an origin that 
allies the instrument to the ‘barbaric’ tribes on china’s western borders, soaenap 
indicates the metal bell, nallari is onomatopoeia for the strident nasal sound the 
shawm produces and W¶DHS¶\ǂQJVR� translates as ‘great peace pipe’. the shawm 
SOD\HU�LPSURYLVHV�DURXQG�NQRZQ�WXQHV��NHHSLQJ�WR�WKH�UK\WKPLF�IUDPH�JLYHQ�E\�
the percussion quartet.

each samulnori SLHFH�LV�FRPSDFW�LQ�WKH�VHQVH�WKDW�HDFK�FRPSULVHV�D�¿[HG�DQG�
tightly controlled series of discrete episodes. an episode is built from a single 
rhythmic cycle that typically has the duration of a single metric measure, but 
which may include a sequence of motifs built from a set of variant patterns based 
on the rhythmic cycle frame, played end to end. Variant patterns add additional 
QRWHV��LQFUHDVH�WH[WXUH�GHQVLW\��DQG�JUDGXDOO\�XS�WKH�WHPSR�LQ�D�NDOHLGRVFRSH�RI�
colour. each pattern comprises a set of small units, typically binary or ternary cells. 
every episode in a samulnori piece ultimately derives from local band or itinerant 
troupe repertory from the past, and will be juxtaposed with other episodes from the 
same repertory or from different sources. in other words, the sequence of episodes 
within any given piece juxtaposes discrete patterns that once functioned for one 
RU�PRUH�ULWXDO��HQWHUWDLQPHQW�DQG�RU�ZRUN�DFWLYLW\�LQ�RQH�RU�PRUH�.RUHDQ�DUHD�RU�
region. the result is a bricolage, but one in which each piece exhibits an over-
DUFKLQJ�VWUXFWXUDO�XQLW\��(DFK�SLHFH��KRZHYHU��UHTXLUHV�SOD\HUV�WR�GHYHORS�ÀXHQF\�
and a shared aesthetic that moves beyond instrumental technique to incorporate 
breathing and body movement. in contrast, local percussion bands and itinerant 
troupes had (and have) larger memberships that tended (and tend) to accommodate 
SHUIRUPHUV� ZLWK� YHU\� GLIIHUHQW� VNLOO� OHYHOV�� %DQGV� DQG� WURXSHV� SUHVHQWHG� �DQG�
present) music that was (and is) more expansive, less fast, less virtuosic, and, in 
WHUPV�RI�UK\WKPLF�YDULDWLRQ��PRUH�ÀH[LEOH��7KHUH�ZDV��DQG�WR�DQ�H[WHQW��VWLOO�LV��
less of a shared breathing and movement aesthetic. older incarnations, though, 
VWUXJJOH�WR�¿W�RQWR�SURVFHQLXP�VWDJHV��XQOLNH�VDPXOQRUL�

but retain the east asian order of family name before given name rather than complicate 
matters further by switching to the Western order with family name last.
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Introduction 5

Performing Samulnori

Samulnori is, essentially, urban. Percussion bands and itinerant troupes date from 
D�WLPH�ZKHQ�WKH�PDMRULW\�RI�WKH�SRSXODWLRQ�OLYHG�DQG�ZRUNHG�LQ�WKH�FRXQWU\VLGH��
the decline of bands and troupes can be mapped onto modernisation and 
urbanisation, aspects that in Korea date largely from post-Korean War economic 
expansion. So, samulnori evolved as part of a concert culture intended to appeal 
to the rapidly growing middle class population of urban centres such as Seoul. 
7KLV� SRSXODWLRQ�ZDV� EHFRPLQJ� LQFUHDVLQJO\� DIÀXHQW�� DQG�ZKLOH� LW� FROOHFWHG� WKH�
accoutrements of modernity it paused for breath, developing nostalgia for a past 
that was fast being lost. in a nutshell, i argue that Koreans have in recent decades 
bought into a perceived need to bring traditional music to the public in formats and 
at venues designed on the basis of – and therefore to compete alongside – Western 
equivalents.

:LWK�VWDWH�VXSSRUW��QRWDEO\� WKURXJK� WKH�JRYHUQPHQW�IXQGHG�1DWLRQDO�*XJDN�
centre (in Korean, both under its current and former english names, the Kungnip 
.XJDJZǂQ���HIIRUWV�KDG�EHHQ�PDGH�WKURXJK�PXFK�RI�WKH�ODWHU�WZHQWLHWK�FHQWXU\�
to stage age-old court and literati musics of the ‘high’ tradition (to use a term 
familiar from discussions of cultural production and consumption throughout east 
$VLD���%XW��LW�ZDV�IHOW�WKDW�QHZ�ZD\V�WR�SUHVHQW�IRON�PXVLF�±�WKH�µORZ¶�WUDGLWLRQ�±�LQ�
comparable formats were needed. hence, performance spaces that were built in 
Seoul during the later decades of the twentieth century needed to accommodate 
both the grandiose – Western ballet and opera, with Korean equivalents being 
FK¶DQJJǎN�opera and its relations9 as evolutions of the more traditional p’ansori 
epic storytelling through song, new orchestras of traditional instruments, and 
so on – and the more intimate solo instrumental and vocal recitals and chamber 
groups. the new showcase performance spaces opened as palaces to modernity, 
but they needed to partner the grandiose with something more intimate. hence, the 
three Seoul performance complexes built in the 1970s, the Sejong cultural centre 
�6HMRQJ�0XQKZD�+RHJZDQ���WKH�1DWLRQDO�7KHDWUH��.XQJQLS�.ǎNFK¶DQJ��DQG�WKH�
.RUHDQ�&XOWXUH�DQG�$UWV�)RXQGDWLRQ¶V�0XQ\H�7KHDWUH��0XQ\H�.ǎNFK¶DQJ��WRGD\��
the arKo theatre) all had both large and compact performance spaces. rural 
percussion bands and itinerant troupes had traditionally played in large outdoor 
YHQXHV��WKH\�ZHUH�GHVWLQHG�WR�VWUXJJOH�WR�¿W�RQWR�WKHDWUH�VWDJHV�

much of Korea’s musical tradition is appropriate to intimate environments, 
and this was only partly accommodated as the urban middle class patronised the 
new performance complexes. an increasing number of small and typically private 
performance spaces opened, to provide alternative venues. one such venue was 
the Space theatre (Konggan Sarang), built between the former royal gardens of 
3LZǂQ� �RIWHQ� URPDQLVHG�DV� µ%LZRQ¶��DQG� WKH� OLYHO\�DUWLVWLF�TXDUWHU�RI� ,QVDGRQJ�
�RQFH�NQRZQ� WR� D� JHQHUDWLRQ�RI� IRUHLJQHUV� DV� µ0DU\¶V�$OOH\¶��� ,W�ZDV�KHUH� WKDW�
6DPXO1RUL�¿UVW�WRRN�WR�WKH�VWDJH�

9)RU�ZKLFK��VHH�.LOOLFN��������
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SamulNori: Korean Percussion for a Contemporary World6

from Seoul, the genre of samulnori spread outwards. at home, its popularity 
was aided by the next stage of the development of concert culture, which involved 
EXLOGLQJ� UHJLRQDO� FXOWXUDO� FHQWUHV�� 5HJLRQDO� FHQWUHV� UHTXLUHG� µDFWV¶� WR� ¿OO� WKHLU�
VWDJHV�� 7KH� QHZ� JHQUH� ZDV� DOVR� SURPRWHG� WKURXJK� IHVWLYDOV�� ZRUNVKRSV�� DQG�
WKH�SURGXFWLRQ�RI�UHFRUGLQJV�DQG�QRWDWLRQ�EDVHG�ZRUNERRNV��,W�ZDV�WDNHQ�XS�E\�
regional schools and by groups, particularly where the local percussion bands of 
old had died out. abroad, it became part of the burgeoning international concert 
scene for non-Western music: samulnori was found to be immensely approachable 
in a way that other genres of Korean music were not. in writing this, i have in 
mind orientalism as it was conceived of by edward Said, wherein the ‘other’ is 
matched to the familiar,10 and in which rhythm as an irreducible part of the body 
DQG� WKURXJK�ZKLFK�KXPDQNLQG�H[SHULHQFHV� WKH�ZRUOG11 proved less challenging 
than unfamiliar melodic and modal soundworlds.

as music for a quartet, samulnori proved eminently portable. it was ideally 
VXLWHG� WR� LQGRRU� VWDJHV�� DQG�ZDV� VXI¿FLHQWO\� FRPSDFW� WR� ¿W� VPDOO� VWDJHV� �HYHQ�
LI�H[WUHPHO\�ORXG����,W�QHDWO\�¿W� WKH�SUHVHQWDWLRQ�DVSHFWV�RI�FRQWHPSRUDU\�XUEDQ�
concert culture, and did so far better than the repertories of local percussion bands 
and itinerant troupes. however, as much as it was readily appreciable by a broader 
FURVV�FXOWXUDO�DXGLHQFH�WKDQ�RWKHU�.RUHDQ�IRON�DQG�FRXUW�PXVLF�JHQUHV��DW�KRPH�
it was often considered to stand at a considerable remove from older forms. this 
was particularly so amongst local musicians and amongst students who associated 
themselves with the minjung munhwa popular culture movement that fought for 
democracy against the military dictatorships of the 1970s and 1980s. i will argue 
below that this distancing was exacerbated because much journalism and scholarship 
allied the original SamulNori quartet to itinerant troupes. coupled to an academic 
GLVFRXUVH�WKDW�DW�WLPHV�HYRNHG�QRWLRQV�RI�+REVEDZP¶V�µLQYHQWHG�WUDGLWLRQV¶��������
RU��WR�XVH�$QGUHZ�.LOOLFN¶V�SKUDVH��QRWLRQV�RI�WKH�µWUDGLWLRQHVTXH¶��.LOOLFN�������
2010: xxi and 213), this set up a paradox in which the very popularity of samulnori 

10after edward Said (1978). the conceptions i refer to here are those applied 
WR�PXVLF� LQ�PDQ\� RI� WKH� FKDSWHUV� LQ�0DUWLQ�&OD\WRQ� DQG�%HQQHWW� =RQ¶V� HGLWHG� YROXPH��
Music and Orientalism in the British Empire, 1780s–1940s (2007); much the same would 
apply to timothy taylor’s (2007) understanding of consumerist ‘world music’. See also 
howard (2009a), in which my theoretical understanding of world music is outlined, using a 
IUDPHZRUN�WKDW�FKDOOHQJHV�WKH�ZRUOG�V\VWHPV¶�PRGHOV�RI�:LOOLDP�2XWKZDLWH�DQG�,PPDQXHO�
Wallerstein.

11Without wishing to confuse biological and perceptual conceptions of rhythm, or 
to somehow validate carl Sachs’s pithy paraphrase of van Bulow (‘in the beginning was 
rhythm’; Sachs 1953), a somewhat simplistic and antiquated citation from carl Seashore 
would seem to be appropriate: ‘rhythm, whether in perception or action, is emotional when 
highly developed, and results in the response of the whole organism to its pulsations. When 
ZH�OLVWHQ�WR�WKH�GDVKLQJ�ELOORZV�RU�WKH�WULFNOLQJ�UDLQGURSV��ZKHQ�ZH�VHH�WKH�VZD\LQJ�RI�WUHHV�
LQ�WKH�ZLQG�RU�WKH�ZDYLQJ�RI�ZKHDW�¿HOGV��ZH�UHVSRQG�WR�WKHVH��ZH�IHHO�RXUVHOYHV�LQWR�WKHP��
and there is rhythm everywhere, not only in every plastic part of our body’ (Seashore 1938). 
i have elsewhere discussed Korean conceptions of rhythm (howard 2006a). 
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Introduction 7

was challenged by questioning its authenticity. and moving to the present, this, as 
i will argue, adds a peculiar and problematic dimension to discussions of how the 
genre can be maintained and transmitted to future generations.

Samulnori KDV�� WKRXJK�� SURYHG� LPPHQVHO\� ÀH[LEOH�� 7KLV�� WRR�� DGGV� WR� WKH�
paradox. Quartets have collaborated with jazz musicians, singers and shaman 
ritualists. they have entered the Korean pop charts accompanying rap singers. 
they have adapted repertory developed for other ensembles or instruments and 
PDGH�LW�ZRUN�RQ�WKH�IRXU�SHUFXVVLRQ�LQVWUXPHQWV��DQG�KDYH�SUHPLHUHG�FRPSRVLWLRQV�
for samulnori quartets and orchestras of Western and Korean instruments. an 
intriguing example of adaptation is the samulnori piece ‘6DPGR� VǂO� FKDQJJR’, 
which substantially differs in structure from drum dances that previously were a 
part of the repertories of local bands and itinerant troupes, as well as from the drum 
dances performed from the early twentieth century onwards by pretty girls on 
urban stages. the piece is closely allied to the structure of another genre entirely, 
the solo melodic instrumental genre of sanjo.12�6XFK�D�GHJUHH�RI�ÀH[LELOLW\�DQG�
adaptability can challenge understandings of preservation and change that have 
become the zeitgeist of much cultural promotion today, and the arguments that 
persist between either preserving without change or maintaining a genre or style 
by allowing creativity and development (howard 2012: 1–18). is it, we could 
ZHOO�DVN�LQ�UHVSHFW�WR�VDPXOQRUL��QHFHVVDU\�IRU�D�FDQRQ�RI�SLHFHV�WR�EH�VXVWDLQHG�
into the future or can, in the course of time, existing pieces be transformed into 
VXEVWDQWLDOO\�QHZ�UHSHUWRU\� LQÀXHQFHG�E\�GLIIHUHQW�PXVLF�JHQUHV�ZLWK� ORFDO�DQG�
international roots?

Literature and Recordings

Korea is a highly literate culture, and its many prestigious universities produce 
copious quantities of scholarly publications. despite this, although much has 
been written about SamulNori/samulnori precursors, many of the Korean sources 
published after the year 1978 when SamulNori made their debut have surprisingly 
continued to omit all mention of the contemporary quartet. this illustrates how 
persistent the scholarly questioning of the new genre’s authenticity has proven to 
be. Publications on percussion bands that omit SamulNori/samulnori include ch’oe 
&KRQJPLQ���������&K¶RH�6DQJVX���������&KǂQ�,QS¶\ǂQJ���������&KǂQJ�3\ǂQJKR�
��������������������&KǂQJ�3\ǂQJKR�HW�DO����������������&KX�<ǂQJMD���������������

12for an account of sanjo��VHH�+RZDUG��/HH�DQG�&DVVZHOO���������.LP�'XN�6RR�KDV�
in recent years developed his own changgo sanjo for the hourglass drum. he has told me 
in conversation that he has recorded this, but has at the time of writing yet to release the 
UHFRUGLQJ��(DUOLHU�EXW�VKRUWHU�IRUD\V�LQWR�VXFK�D�SLHFH��ODFNLQJ�VWUXFWXUDO�VLPLODULW\��WKDW�LV��
ODFNLQJ�WKH�FKDUDFWHULVWLF�VORZ�WR�IDVW�SURJUHVVLRQ�ZLWKLQ�PRYHPHQWV�DQG�IURP�EHJLQQLQJ�WR�
HQG��DQG�ODFNLQJ�WKH�PXOWL�PRYHPHQW�RYHUDOO�IRUP�RI�sanjo proper), are recorded on Kim 
Soochul’s album, Guitar Sanjo (living Sound 2002). 
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+DQ¶JXN�K\DQJW¶RVD���������������.LP�+\ǂQVXN���������.LP�,NWX�HW�DO� (1994), 
Kim inu (1987), .LP�8K\ǂQ���������.LP�:ǂQKR���������.LP�<ǂQJW¶DN���������
.ZǂQ�+ǎLGǂN���������������1R�.ZDQJLO���������1R�3RNVXQ���������5\X�0X\ǂO�
��������������6KLQ�<RQJ�KD������D�E���<L�3RK\ǂQJ���������<L�6DQJMLQ��������DQG�
<L�6RUD�DQG�&KǂQJ�6XPL���������6DPXO1RUL/samulnori also appears to be absent 
from many of the ma and Phd theses about percussion bands produced at Korean 
XQLYHUVLWLHV�LQ�WKH�����V�DQG�����V��LQFOXGLQJ�$Q�+\H\ǂQJ���������&K¶RH�7¶DH\ǂO�
��������.LP�&KL\ǂQJ� ��������.LP�+DNFKX� ��������.LP�+\ǂQVXN� ��������.LP�
2NKǎL���������2�&KRQJVǂS���������6RQ�3\ǂQJX���������6ǂQJ�&KDHK\ǂQJ���������
8�&KZDPL\DQJMD���������<L�&KRQJMLQ���������<L�&KǂQJQR���������<L�<ǂQJEDH�
�������DQG�<X�.\ǂQJRN��������13 material on itinerant troupes tends to be focused 
on narrow accounts of troupe history, and so has little need to connect directly 
WR�WKH�TXDUWHW��7KLV�LV�WKH�FDVH�LQ�PRVW�RI�WKH�SXEOLFDWLRQV�E\�6KLP�8VǂQJ��H�J���
����D������E��������������>6KLP�:RR�VXQJ@��������DOWKRXJK�RQH�RI�6KLP¶V�ERRNV�
�6KLP�������DQG�D�YROXPH�ZULWWHQ�E\�&K¶RH�7¶DHK\ǂQ��������GR�PDNH�H[SOLFLW�
FRQQHFWLRQV��$PRQJVW� QRQ�.RUHDQV�� 5REHUW� &�� 3URYLQH¶V�ZRUN� KDV� IRFXVHG� RQ�
local percussion band music, and primarily on a solo drum dance learnt from a 
VSHFL¿F�WHDFKHU��.LP�3\ǂQJVǂS��3URYLQH��������������������WKH�VDPH�UHSHUWRU\�LV�
FRQVLGHUHG�E\�&KǂQ�,QS¶\ǂQJ���������&KX�<ǂQJMD���������������P\VHOI��+RZDUG�
1983a/b) and, although somewhat tangentially, in articles by the ohio-based 
p’ansori VLQJHU��SHUIRUPHU�DQG�VFKRODU�&KDQ�(��3DUN��������������

7KHUH�LV��QRQHWKHOHVV��D�JURZLQJ�ERG\�RI�ZRUN�RQ�6DPXO1RUL�VDPXOQRUL��7KLV�
LQFOXGHV�PRVW�LPSRUWDQWO\�IRXU�YROXPHV�E\�.LP�+ǂQVǂQ���������������������������
SamulNori/samulnori PHPEHUV�KDYH�SURGXFHG�ERRNV�RI�QRWDWLRQV�DQG�ZRUNERRNV��
including, from the founding quartet, three volumes plus one in english translation 
�.RUHDQ� &RQVHUYDWRULXP� RI� 3HUIRUPLQJ� $UWV�+DQ¶JXN� FKǂQW¶RQJ� \HVXO� \ǂQMX�
pojonhoe 1990, 1992, 1993, 1995). three volumes feature samulnori practice 
DW� WKH� VWDWH�VSRQVRUHG� 1DWLRQDO� *XJDN� &HQWUH� �&K¶RH� 3\ǂQJVDP� ������ &K¶RH�
3\ǂQJVDP� DQG� &K¶RH� +ǂQ� ������ /HH� <RXQJ�*ZDQJ� ������� $FFRXQWV� RI� WKH�
genre by SamulNori members and associates include two associated with Kim 
'XN�6RR¶V�GLVFLSOH�.LP�'RQJ�:RQ��.LP�'XN�6RR�������.LP�7RQJZǂQ�����14), 
WZR�YROXPHV�FHOHEUDWLQJ�WKH�WHQWK�DQQLYHUVDU\�RI�WKH�TXDUWHW¶V�¿UVW�SHUIRUPDQFH�
published by art Space (1988a, 1988b), and a slim volume produced to celebrate 
the thirtieth anniversary (SamulNori hannullim 2009).15 there are a number of 
0$�WKHVHV�RQ�WKH�JHQUH��ZKLFK�EURDGO\�VSHDNLQJ�EHJDQ�WR�DSSHDU�LQ�WKH�����V��
7KHVH�LQFOXGH�.LP�7DHJ\XQ���������<X�0XQVKLN���������8�&K¶ǂQPL���������1DP�
6RL���������3DQJ�6ǎQJKZDQ���������<L�3ǂPPLQ���������.LP�+\ǂQVXN��������16 

13$V�FLWHG�E\�6KLQJLO�3DUN��������DQG�+HVVHOLQN��������
141RWH�D�IXUWKHU�UH¿QHPHQW�RI�WKH�FRQYHQWLRQ�,�IROORZ�IRU�SHUVRQDO�QDPHV��,�UHWDLQ�

mccune-reischauer romanisations where a cited publication is written only in Korean. 
15$UW�6SDFH�ZDV�VHW�XS�IROORZLQJ�WKH�GHDWK�RI�.LP�6XJǎQ������±�������WKH�IRXQGHU�

of Space – and the Space theatre – by his former colleagues and staff.
16$V�FLWHG�E\�6KLQJLO�3DUN��������

Howard.indb   8 7/10/2015   11:47:48 AM



Proof C
opy 

1
2
3
4
5
6
7
8
9
10
11
12
13
14
15
16
17
18
19
20
21
22
23
24
25
26
27
28
29
30
31
32
33
34
35
36
37
38
39
40
41
42
43
44

1
2
3
4
5
6
7
8
9
10
11
12
13
14
15
16
17
18
19
20
21
22
23
24
25
26
27
28
29
30
31
32
33
34
35
36
37
38
39
40
41
42
43
44

Introduction 9

0DQ\�WKHVHV��DQG�PRUH�WKDQ�,�KDYH�VSDFH�WR�OLVW�KHUH��ZHUH�FRPSOHWHG�LQ�WKH�¿UVW�
decade of the new millennium, and some of them began to abandon the boundaries 
between the new genre and its antecedents; these provide the sources for Kim 
,Q�6XN¶V�UHVHDUFK�GLVFXVVHG�LQ�&KDSWHU���EHORZ��$PRQJVW�QRQ�.RUHDQV��1DWKDQ�
+HVVHOLQN�DQG�,�KDYH�ERWK�SXEOLVKHG�H[WHQVLYHO\�RQ�ERWK�ORFDO�SHUFXVVLRQ�EDQGV�
DQG� 6DPXO1RUL�VDPXOQRUL� �H�J��� +HVVHOLQN� ����D�� ����E�� ������ ����D�� ����E��
2004, 2006, 2012; howard 1983a/b, 1989a/b, 1990, 1991/92, 1997a, 2002, 2006a, 
����F���7KLV�ERRN�GHYHORSV�P\�HDUOLHU�ZRUN�DQG�LV�LQGHEWHG�WR�+HVVHOLQN¶V�UHFHQW�
DFFRXQW���������DOWKRXJK�+HVVHOLQN�IROORZV�6KLP�8VǂQJ�DQG�&K¶RH�7¶DHK\ǂQ�LQ�
PDNLQJ�D�FHQWUDO�OLQN�EHWZHHQ�6DPXO1RUL�DQG�LWLQHUDQW�WURXSHV�±�D�SDWK�WKDW�,�DP�
reluctant to follow.

7KH�¿UVW�FRPPHUFLDO�UHFRUGLQJ�RI�VDPXOQRUL was issued as a vinyl disc released 
in the uSa in 1984, titled Samul-Nori: Drums and Voices of Korea (Nonesuch 
explorer Series 72093). later, this was released on lP and then on cd in Seoul 
�H�J���2DVLV�25&������� �������7KLV� ¿UVW� DOEXP� IHDWXUHG� WKH� IRXU� LQLWLDO� SLHFHV�
premiered by the founding quartet. a second quartet, established at the National 
*XJDN�&HQWUH�DQG�LQLWLDOO\�OHG�E\�RQH�RI�WKH�IRXQGLQJ�TXDUWHW¶V�IRUPHU�PHPEHUV��
Kim yongbae (1953–1986), recorded a cassette issued in Berlin as part of the 
horizonte ’85 festival, then released an album in Seoul in april 1986, Samulnori 
(Jigu JcdS-0050). Both of these, and a series of subsequent recordings, feature 
the set of pieces that i identify within this volume as a samulnori canon. additional 
recordings of the canon include: SamulNori (Sony 32dG64), recorded during 
the founding quartet’s tour of Japan in 1986; SamulNori (SKc, SKcd-K-0326), 
UHOHDVHG� LQ� ����� DQG� DJDLQ� D� \HDU� ODWHU� WR� PDUN� WKH� IRXQGLQJ� TXDUWHW¶V� WHQWK�
anniversary; Samulnori: A Selection of Korean Traditional Music Vol.20/
6DPXOQRUL�� +DQ¶JXN� ǎPDN� VǂQMLS� �� (Jigu JcdS-0319–0320, 1992), on which 
LW�FRXOG�EH�VDLG� WKDW� WKH�1DWLRQDO�*XJDN�&HQWUH¶V�RZQ�VDPXOQRUL team came of 
age; 1DWLRQDO� &ODVVLFDO�0XVLF� ,QVWLWXWH� 6DPXOQRUL�6DPXOQRUL�� ���LU\R�P\ǂQJLQ�
P\ǂQJFK¶DQJMǂQ���(cantabile Srcd-1186, 1994), based on live recordings made 
in 1993 at one of a series of concerts featuring ‘master musicians and singers’ 
and given a title that references an earlier name for the centre; and Kim Duk Soo 
SamulNori (King SyNcd-114–115, 1995). this last, a double cd set, included 
six of the seven canonic pieces, and was intended to provide model performances 
of each, hence each was given in an extended format. it is no exaggeration to say 
WKDW� WKH�SHUIRUPDQFHV�RQ� WKLV�GRXEOH�&'�UHPDLQ� WKH�\DUGVWLFNV�E\�ZKLFK�RWKHU�
PXVLFLDQV�PHDVXUH�WKHLU�RZQ�VNLOOV�

a multitude of other recordings exist that feature selected, often short, versions 
of canonic pieces. at times, these are used as cement, either to bind samulnori to 
RWKHU�PXVLF�ZRUOGV�VXFK�DV�MD]]�RU�DV�¿OOHUV�EHWZHHQ�PRUH�VXEVWDQWLDO�LPSURYLVHG�
UHSHUWRULHV�� %ULHÀ\�� WKLV� LV� ZKDW� KDSSHQV� RQ� WKH� ¿UVW� WKUHH� UHFRUGLQJV� WKDW� FKDUW�
SamulNori’s excursions into jazz collaborations: SXL Live in Japan (terrapin 
32dh824, 1987), SXL: Into the Outlands (celluloid celd5017, 1987), and Red Sun/
SamulNori �$PDGHR������������������UH�PDVWHUHG�DV�3RO\JUDP�'=��������������
$�IXUWKHU�DOEXP�WUDQVIHUUHG�OHVVRQV�OHDUQW�IURP�MD]]�EDFN�WR�WKH�SHUFXVVLRQ�IUDPH��
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SamulNori Record of Changes �&03�&'�����������DQG�5KL]RPH�6NHWFK�5=)������
1989). here, though, the glue was shaman and Buddhist ritual music rendered on 
the percussion instruments rather than the samulnori FDQRQ�� 6KDPDQ� LQÀXHQFH� LV�
also apparent on SamulNori’s single contribution to A Week in the Real World – 
Part 1� �5HDO�:RUOG�9LUJLQ�&'5:�����������3XW�GRZQ�GXULQJ�D�ZHHN¶V�UHVLGHQFH�
at Peter Gabriel’s recording studio following the quartet’s appearance at the British 
Womad festival, this uses east coast shaman ritual material. Shaman rituals proved 
a rich vein for the founding quartet, leading to a double cd release, Spirit of Nature 
(Nanjang te004-01, 2001). Jazz collaborations provided another productive path, 
particularly in three additional albums produced during a decade-long partnership 
with the austrian group red Sun: Then Comes the White Tiger (ecm ecm-1499, 
1994), Nanjang: A New Horizon (King records KSc-4150a, 1995), and From the 
Earth, to the Sky (Samsung music Sco-123aBN, 1997 and 1998).

5HÀHFWLQJ� VDPXOQRUL¶V� FRQVLGHUDEOH� SRSXODULW\�� PDQ\� RWKHU� UHFRUGLQJV�
exist, featuring music situated somewhere between canonic realisations and 
new creativity. those featuring the group durae Pae Samulnori are notable. 
'XUDH� 3DH¶V� ¿UVW� DOEXP� FRQVLVWHG� SULPDULO\� RI� FRPSUHVVHG� FDQRQLF� UHQGLWLRQV��
Samulnori. Durae Pae Samulnori: The Best Traditional Dance and Music Troupe 
of Korea (Seorabul Kcd-007, 1987). Standing at a certain distance from this, 
durae Pae’s second album mixed four canonic pieces with two newly composed 
WUDFNV��Durae-Pae Samulnori. Che-1 chip; Sorimadang Scd-0008, 1993), while 
WKHLU�WKLUG�DQG�IRXUWK�DGGHG�V\QWKHVLVHUV��JXLWDUV�DQG�EDFNLQJ�YRFDOV�WR�FUHDWH�DQ�
easy listening sound that was at the time much in vogue following an easing of 
restrictions on imports that saw Koreans turn to New age soundworlds (Durae-
Pae Samulnori. Che-2 chip and Che-3 chip; Sorimadang Scd-0009–0010, 1993). 
Space militates against a more complete listing of recordings here, although more 
will be discussed as this volume progresses.

Conventions

the original quartet and the genre it spawned share a name, hence the convention 
adopted throughout this volume: SamulNori for the quartet, retaining the romanised 
spelling that they favour, but samulnori for the genre.

Where appropriate, i have adjusted the grammar of interview quotations in 
the belief that everyone we interview has the right for their words to be rendered 
adequately. i use British spellings. as with most publications by foreign scholars 
on Korea, but with the exceptions already noted, i use the mccune-reischauer 
URPDQLVDWLRQ� V\VWHP� IRU�.RUHDQ� WHUPV�� DV�PRGL¿HG� E\� WKH�.RUHDQ�0LQLVWU\� RI�
(GXFDWLRQ�LQ�������µVKL¶�UDWKHU�WKDQ�µVL¶��WR�UHÀHFW�SURQXQFLDWLRQ���7KH�DFFXUDF\�
of this system is such that it allows the ready substitution of Korean script and 
WKHUHIRUH�PDNHV�D�FKDUDFWHU�JORVVDU\�UHGXQGDQW��LQGHHG��P\�UHDVRQ�WR�XVH�0F&XQH�
reischauer is to allow materials i have cited to be found in library collections and 
recorded music archives around the world. it also allows foreigners to attempt a 
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Introduction 11

reasonable pronunciation of a Korean word or name.17 although i render personal 
names given in Korean in published sources in mccune-reischauer, without 
hyphenation, i have respected preferred spellings of names where these are printed, 
where a composition, publication, or recording is distributed in the international 
PDUNHW��RU�ZKHUH�WKH�SHUVRQ�LV�ZHOO�NQRZQ�EH\RQG�.RUHD��2QO\�LI�LW�ZRXOG�IDFLOLWDWH�
FURVV�FKHFNLQJ�GR� ,� DGG�0F&XQH�5HLVFKDXHU� HTXLYDOHQWV� LQ� VTXDUH�EUDFNHWV�RQ�
WKH�¿UVW�RFFXUUHQFH�RI�D�SHUVRQ¶V�QDPH�UHQGHUHG�XVLQJ�D�GLIIHUHQW� URPDQLVDWLRQ�
system. english titles to albums and pieces/recordings are left as printed; english 
translations are given only where these are provided in a publication or recording. 
titles of compositions and pieces are given in parentheses, with the Korean 
preceding an english translation or transliteration where needed. ‘Seoul’ is the 
accepted romanisation for the South Korean capital city.

/LNH�PRVW� QRQ�.RUHDQ� VFKRODUV�� ,� UHPDLQ� UHOXFWDQW� WR� XVH� WKH� URPDQLVDWLRQ�
system that has been promoted from Seoul during the last decade. i do not dispute 
WKDW� WKLV�V\VWHP�ZRUNV�IRU�.RUHDQV��EXW� LW� UHOLHV�RQ�V\OODEDU\� WKDW� WRR�RIWHQ�KDV�
XQIRUWXQDWH� FRQQRWDWLRQV� IRU� WKRVH� EURXJKW� XS� VSHDNLQJ� (XURSHDQ� ODQJXDJHV��
with the effect that it can undermine efforts to promote Korea to an international 
audience. an example of this is the english name used by what is in Korean the 
.XQJQLS�.XJDJZǂQ��1DWLRQDO�*XJDN�&HQWUH�� µKugak’, the mccune-reischauer 
version of today’s ‘gugak’, avoids intimating american slang. i also note that there 
is as yet little consistency in the use of the ‘new’ romanisation, not least since 
there are a number of other systems still circulating. for example, consider the 
SamulNori/samulnori instruments: the kkwaenggwari can also be encountered as 
the kwenggwari, kwengwari, k’wengwari and much more (and also, because of 
the primary material used to produce the alloy from which it is made, as the soe 
(‘iron’) or sangsoe (‘lead iron’)); the three additional instruments are regularly 
rendered as janggo/janggu, buk and jing. again, individually preferred spellings 
of personal names may follow any one of the systems that has existed during 
the last 60 years, or not at all, and, to complicate matters further, a composer or 
author may use several different romanised versions of their name, sometimes 
hyphenating the second and third syllables, sometimes eliding together and 
sometimes separating the syllables, sometimes giving an initial capital to the third 
syllable and sometimes not.

finally, while in the pages below some notation will be encountered, those 
ZLVKLQJ� WR� OHDUQ� VDPXOQRUL� VKRXOG� UHIHU� WR� WKH� WKUHH�ZRUNERRNV� �ZLWK�RQH� DOVR�
available in english) produced by SamulNori in the 1990s: Korean conservatorium 
RI�3HUIRUPLQJ�$UWV�+DQ¶JXN�FKǂQW¶RQJ�\HVXO�\ǂQMX�SRMRQKRH�������������������
������� WR� WKH� WKUHH� QRWDWLRQ� WH[WV� UHÀHFWLQJ� VDPXOQRUL practice at the National 

17$W�D�UHFHQW�DXFWLRQ��,�ERXJKW�D�VLON�VFDUI��7KLV�ZDV�LVVXHG�E\�WKH�86�$LUIRUFH�WR�LWV�
pilots in 1951, during the Korean War, and it has a double-sided map of Korea printed on it. 
$OO�WKH�SODFH�QDPHV�DUH�SULQWHG�LQ�0F&XQH�5HLVFKDXHU�URPDQLVDWLRQ��DQG�,�OLNH�WR�LPDJLQH�
WKDW��LI�D�SLORW�ZDV�VKRW�GRZQ�DQG�KDG�WR�PDNH�KLV�ZD\�DFURVV�HQHP\�OLQHV�RU�WR�WDNH�VKHOWHU�
in a Korean village, at least he would have been able to pronounce the place names.
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SamulNori: Korean Percussion for a Contemporary World12

*XJDN�&HQWUH� �&K¶RH�3\ǂQJVDP�������&K¶RH�3\ǂQJVDP�DQG�&K¶RH�+ǂQ�������
/HH� <RXQJ�*ZDQJ� ������� RU� WR� DGGLWLRQDO� QRWDWLRQV� DQG� ZRUNERRNV� WKDW� ZLOO�
GRXEWOHVV�DSSHDU�DIWHU�WKLV�ERRN�KDV�JRQH�WR�SUHVV�
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