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Musical Aspects of the Modern Korean Art Song

by Dorothy C. Underwood

In Korean, the word kagok (가곡 ) has two distinct meanings. The first is the so-called “lyric song”, a highly conventional musical work performed by a singer accompanied by 8 musical instruments, the words sung being sijo (시조). This musical form was developed by the aristocratic classes during the Yi dynasty. There are 41 extant kagok, 26 for the male voice, and 15 for the female. As a genuine example of kugak (국악), or National Music, it is not often heard today, but some people still think of this conventional musical form when the word kagok is used.
The more usual meaning of kagok in contemporary usage is that of the Korean Art Song. An Art Song may be defined as a short composition, the setting of a poem for voice with piano accompaniment in a lyrical style. The words used for the song are important, and the way in which they are approached by the composer is equally important. Each country has its own particular form of Art Song, developed over the years according to the musical taste and background of its people, The particular poetic forms of that nation undoubtedly play a part in the development of the genre. However, for the purposes of this study, only the musical aspects of the kagok are dealt with.
In the sense that the kagok is a setting of a Korean poem by a Korean composer, for Korean people, and sung almost exclusively by Koreans, the kagok is a kind of national music. Nevertheless, in Korean musical thought, this kagok form is not considered to be kugak. The means of composition are Western—the musical notation is Western, key schemes, marks of expression, rhythmic notation and so forth are all Western and, although there are some notable exceptions to this, in the main the vocal forms used are also Western. For this reason, this study has been approached from the point of view of Western music, and the harmonic, melodic, rhythmic and form elements of these modern Korean art songs have been analyzed from this perspective.
To present-day Koreans, the kagok occupies a place of importance difficult for foreign observers to assess, either emotionally or intellectually. [page 64]  This particular musical style is heard everywhere, on radio, television, in concert, and is studied by every voice student in the country. Songs are arranged for every type of chorus, and the many “Evening of Korean Art Song” programs held in the nation’s concert halls continue to undiminished applause. Yet this style of music has a short history, being an offshoot of compositional endeavor in the present century.
The history of Western music in Korea is rather sketchy. Although there was an account in hanmun(한문) available in Korea—although how widely it was known is unsure—of the basic Western musical notation principles as early as 1830, from the viewpoint of actual effectiveness Western music was introduced by missionaries at the end of the 19th century. This was not by the introduction of symphonies, sonatas and operas, but by the infinitely simpler means of the hymnbook. Missionaries equipped to do so taught the principles of harmony as well as how to sing by the hymnbook available. Even though practical music was being taught in such schools as Ewha and Paejae, and the standard of performance gradually developed in the early years of the 20th century, new styles of composition were not attempted until later. From about 1913, some books of Korean songs were published, apparently folk songs notated in Western style.
The first Korean Art Song to be written was in 1920. The composer, Hong Nan-Pa (홍난파), was a music student in Japan at the time. The song was Pongsunga (“Balsam”), which became widely known by 1942, when its performance was banned by the Japanese police, once they realized its patriotic overtones and the emotional response it engendered in audiences everywhere. It is here appended as an important musical example, one which has been much emulated. It will be noted that it consists of only 12 bars, has no piano introduction, interlude or postlude, is strophic in form, with 3 verses, and has a very simple accompaniment.
There must be several hundreds, if not thousands of Korean Art Songs, many of them published. The background for this present study was provided by a two-volume publication called, in English, 200 Best Korean Lyric Songs (Saegwang Publishing Co.,1972). The first thing to note was the particular form in which they were composed. Most short songs in any language generally fall into either of two categories, namely Strophic Form, where only the words change for each verse, the music of both melody and accompaniment being the same throughout, or Through-Composed Form, a more developed vocal form, where the music reflects the poetic changes of the text throughout, and there are no repetitions of the music by conventional signs—although it is possible,
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Ex. 1 Hong Nan-Pa: “Pongsiuiga”
[image: ][page 66]  naturally, for some lines or phrases in the body of the song to be repeated. (There is a third category, which, for want of a better title, is called Mixed Form, wherein usually two verses are so are repeated as in Strophic Form, but with a distinctly different ending to the song. There are many such examples among representative song composers of the Romantic era.)
As these Korean songs have all been composed during the present century, it may have been supposed that the simpler, less-developed Strophic Form would have been employed sparingly, but the results of the study showed that, although the majority of the songs are Through-Composed, there are many which are not. (See Table 1) 
Table 1: Song Form
		Form 			No. of Songs  		Percentage
		Strophic		    	    69			  34.5
		Through—composed	   126			  63.0
		Mixed		    	     5			   2.5
	   200			  100
In most cases of songs which are in Strophic Form, the song is repeated after the final notes of the piano postlude (if there is one— otherwise the closing notes of the melody itself) right back to the first note of the piano introduction, although in some cases a sign is used in order to cut out part of the introduction. The constant repetition of all sections of the song in so many of the more popular examples can be somewhat wearisome, in the opinion of the writer.
Of the 200 songs under discussion. 43 of them reflect Korean National Music influence, 18 of them displaying Korean rhythmic characteristics, and 25 of them utilizing the five-tone (Pentatonic) scale, which is often employed in oriental music. These songs are usually sectionalized, with changes of rhythm and accent marking the sections (as, for example, in kayagum solos). Thus, all of these 43 songs are in the Through-Composed Form category. There are also numbers of Korean Art Songs written by contemporary composers in which modern compositional techniques are employed, but the more successful examples among these are those which have consciously tried to incorporate Korean musical idioms.
Closely related to the form of these songs is their respective length The shortest of these 200 songs is only 12 measures, being the above [page 67]  mentioned “Pongsunga”.  The longest song consists of 105 measures, and is the only song amongst the 200 of more than 100 measures. Table 2 reveals that 177 out of the 200 songs are of 60 measures or less. Thus we discover that these Korean songs are, in the main, very short.
Table 2: Length of Song
		Measures 		No. of Songs		Percentage
		Under 21		    32			   16.0
		21-30			    44			   22.0
		31-40			    43			   21.5
		41-50			    28			   14.0
		51-60			    30			   15.0
		61-70			     8			    4.0
		71-80			     9			    4.5
		81-90			     3			    1.5
		81-90			     3			    1.5
		Over 90			   200			   100
In listening to a song, the most prominent aspect is the melody. As the most important part of the song to the performer, also, and that component which is nearest to the heart of the poem, it deserves special study. In teaching many songs to Korean students of voice, it becomes apparent that the opening phrases of some of the better-known ones are somewhat similar in construction. Take, for instance, the opening of such famous songs as Kim Dong-jin’s “Susonwha” (수선화 —”Daffodils”), Nah Un-yong’s “Tal pahm”(달밤 —”Moonlit Night”) and Kim Sun-Ae’s “Keudae isseume” ( 그대 있음에 “In your presence”), and it will be seen that the pattern of the first three notes is identical. Among the 200 songs under discussion, no fewer than 31, or 15.5% of the whole, begin with this three-note phrase of Mi-Fah-Mi, or Soh-Lah-Soh, in the Tonic Sol Fa notation. Eighteen songs start with a Mi-Re-Doh progression.
Melodic analysis was undertaken in four different ways. These were as follows:- 1) Direction of melody: a) direction ‘up, down, or static (repeated notes) and b) method, whether by leap or by step, or by repeated notes; 2) End of melodic progression, i.e. the final two notes of the melody; 3) Melodic Range, from highest note to lowest note of the song; and 4) Phrasing of the song, as to whether the phrases are regular ones, of e.g. two or four measures, or varied ones. The results of these analyses may be seen in the following tables.
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It will be noted from Table 3 that there is considerable variation in the beginning of the songs, which is only to be expected. However, results show that more than twice as many songs begin with downward motion than with upward, and that a large number of the songs begin with repeated notes, varying from three to seven in number. Also, conjunct (step-wise) motion is favored slightly over a disjunct figure at the beginning of a song. 
Table 3: Direction of Melody
		a) Direction		No. of songs 		Percentage
		     UP		    115			   57.5
		     DOWN		     51			   25.5
		     STATIC 		     34			   17.0
					    200			  100
		b) Method
		     BY LEAP		     76			   38.0
		     BY STEP		     90			   45.0  
		     STATIC		     34 		   17.0
200			   100
A very small number of these songs begin on the Tonic note, or Doh of the scale, only 13 in number. The greatest number begin on Soh (81 — 40.5%) and the next greatest number on Mi (79—39.5°/o).
Later in this study, some emphasis will be given to harmonic progressions in Korean songs. Related to the harmonic structure is the final cadential treatment. It would probably be safe to say that in the majority of Western songs, if the melody ends on the Tonic, Doh, it may be approached through the Leading Tone, or Te. The function ofthe Leading Tone, as the name implies, is to progress to the Tonic, or lead to it. This would be the case if the melody was rising at the final cadence. However, in Korean songs, this is not used as often as might be expectea in a musical form employing Western compositional techniques. Table 4 gives the final melodic cadence of two notes, where it may be seen that some 26 songs out of the 200 under review do, in fact, end with “Te-Doh”, but here five of the twenty-six songs do not use the sharpened 7th tone, i.e. with a semi-tone interval between the final two notes, which is the usual Western progression, but rather with a full tone between the Leading Tone and the Tonic. This is one of many ways employed by Korean composers to avoia the Te-Doh progression, giving these cadential progressions a flavor which is perceived as modal or ‘Slavic’ in relation to [page 69]  the Occidental major-minor scales of the 18th and 19th centuries. Some of these special techniques may be seen in some of the musical examples included following Table 4:-
Table 4: Melody ‘s Final Cadence
		Progression		No. of Songs	Percentage
7th degree to Tonic (Te-Doh)	    26		    13
2nd degree to Tonic (Re-Doh)	    62		    31
5th degree to Tonic (Soh-Doh)	    20		    10
3rd degree to Tonic (Mi-Doh)	    18		     9
Others				    74 		    37
200	          100
Saying that Korean composers avoid the progression of Leading Tone to Tonic in the melodies of these songs is not to suggest that Te, the Leading Tone, is never used. It is in fact used freely in downward scales. (See Musical Example 2)


Ex. 2 Cho Du-nam “Ddo han songi naeu mo ran”
[image: ]In the above musical example, it will be seen that in the second measure the melody descends from Doh, the Eb, down to Mi, the G which is the first note of the third measure, utilizing each note in between, including the 7th, or Te. In the following musical example (Ex. 3),it will be noted that the melody drops (in the 2nd measure of the example) to D, the Leading Tone in the key of Eb major, but instead of rising a semi-tone, the Tonic, or Eb, is found in the bass line of the accompaniment, the first note of the 3rd measure, the melody of the song at the same time drops to the Bb, or Soh.
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Ex. 3 Im Won-sik “Ahmudoh moreurago”
[image: ]
Table 4 revealed that more songs ended with a downward step movement from Re to Doh than any other single progression. Another popular variation is Re-Soh-Doh, and such a leaping progression at the end of a melody may be seen as a characteristic of these songs. Another favorite form is to leap from Te down to Soh and then up to Doh, as can be seen in the final two measures of Musical Example 4.
Ex.4: Lee Ho-Sop “Kidarim”
[image: ] 		In order for a song to be singable, the range of its notes, from highest to lowest, must lie within a compass of two octaves or less, and in fact, in any song, the range is considerably less than this. The results of the analysis of the range of the 200 Korean songs may be found in Table 5. We see here that the range varies from 6 full tones to 16 full tones (or two octaves) but that there is only one representative song in each of these two categories. 80.5% of the songs lie between 9 and 12 tones, and the average is 11 tones.
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Table 5: Melodic Range of Songs
	Tones			No. of Songs			Percent
	  6			     1				  0.5
	  6½			     0				  0
	  7			     0				  0
	  7½			     0				  0
	  8 			     6				  3.0
	  8½			     2				  1.0
	  9			    16				  8.0
	  9½			    20				  10.0
	  10			    18				  9.0
	  10½			     6				  3.0
	  11			    57				 28.5
	  11 ½			     7				  3.5
	  12			    37				 18.5
	  12½			    10				  5.0
	  13			    13				  6.5
	  13½			     1				  0.5
	  14			     0				  0
	  14½			     0				  0
	  15			     3				  1.5
	  15½			     1				  0.5
	  16			     1				  0.5
				   100				100.0
The phrasing of the melody of Korean Art Songs is also a noticeable characteristic. Rather than following the flow of the poetic line, the melody is divided most often into completely regular phrases, even rigid at times, of either two or four measures each. Although it is not the intention of this study to deal with the poetry and its musical setting, it does seem as if the poem is manipulated to fit a pre-determined rhythmic pattern, rather than the music following the rhythmic sense of the poem which forms its basis. Two musical examples may suffice to show the characteristic phrasing of most of these songs. (See Ex. 5,Ex. 6) It is true that, even within such a rigid framework, one or two phrases may branch out into something a little different, but the overall effect is of rhythmic impulses held in check by tight phrasing.
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Ex.5: LeeSu-In “Keurium”
[image: ]

Ex. 6: Cho Du-Nam “Ddo han songi naeu moran”
[image: ]
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The above score gives us an example of 2-measure phrases, each one ending with one note longer than any of the notes which precede it. The above is also an example of regular phrasing, this song being in the main even more rigid, in that one measure of melodic notes which move are followed by a second measure of only one note, in each case a dotted half-note followed by a quarter-note rest.
While considering the melodic-rhythmic relationship in phrasing it is interesting to note that numbers of these Art Songs are built up, not on the repetitious two- or four-measure phrase system, but utilizing a slightly more developed, yet still somewhat rigid scheme, that of a two-measure plus a two-measure phrase, four measures all told, this structure then being repeated.
The Tonality of these songs was the next consideration. As can be seen by Table 6, Korean composers prefer major tonality to minor tonality. Of the 200 songs, fifteen were too difficult to analyze, as the key signature does not necessarily relate to the actual key scheme of the song. This is especially so in the case of those songs which are more Korean in nature; that is, reflecting Korean national musical idioms. This would indicate that the key signature is merely a convenience, in order to have the song sung at that pitch, while not following conventional musical patterns as to scale, tonality, and chord progression. The fact that the songs were difficult, or, as in the case of three of them, impossible to analyze regarding key does not mean that they are atonal, or polytonal, in character, or follow any other contemporary Western musical concept. The matter of analyzing tonality was further complicated by the fact that some composers use the natural minor scale, which does not give the same feeling for tonality as either the harmonic or melodic minor scales do, and also by the fact that 34 of the songs, or 17%, do not begin with the Tonic tone in the melody, or the accompaniment. A further consideration is that contemporary Korean composers of Art Songs consistently employ chords containing notes which are foreign to them, added tones which are not related to the scale represented by the key of the composition.
Table 6: Tonality
			No. of Songs 		Percentage
Major tonality		    129			   64.5
Minor tonality 		     68	 		   34.0
Insecure		      3			    1.5
    200			  100
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The most popular keys used for the songs are all major ones, 25 of them being in the key of G major, 24 of them in F major, and 23 of them in E flat major, making 36% of the total number of songs.
The tempo of these Art Songs is another interesting matter. In Western songs we are used to a great variety of tempi, and the songs of any one composer can be seen to vary in this one area alone. Taken individually, the same can be said of Korean songs. Some of them use the traditional Italian tempo indications, some of them are written in the Korean language, some are a mixture of the two languages, and yet others use a quarter-note or eighth-note sign and a number indicating the metronome speed. Some 10 songs have no tempo indication, but were apparently written to be performed at a moderate speed. As there are so many different tempo indications, they were divided into four different groups, as follows:-
Group 1: Adagio, Larghetto, Largo, Lento, Molto lento, Poco adagio	
Group 2: Adagietto, Andante, Andante con moto, Andantino, Elegante, Espressivo
Group 3: Allegretto, Grazioso,Moderato, Poco allegretto 
Group 4: Allegro, Allegro ma non troppo, Presto, Vivace 
As can be seen from the above, not all these indications are strictly related to tempo. Some suggest style of rendition. When there was no other indication, these terms were taken as indicative only of tempo. The results of the study on indicated tempo for performance are found in Table 7. It will be seen that 60% of the songs are intended to be sung at a slow or fairly slow tempo, and only twelve of them are intended to be sung at a rapid tempo. In most cases, the tempo of the song remains constant from beginning to end, only seventeen songs indicating any tempo change at all, although some of these 17 songs have several tempo changes.


Table 7: Tempo
   General Tempo 		No. of Songs 		Percentage
Group I (Slow)		 	    18			    9
Group II (Fairly Slow) 		   102			   51
Group III (Moderate) 		    68			   34
Group IV (Fairly Fast/Fast)	    12			    6
 200                  100
Rhythm is another important consideration in any song. In these 200 songs, Duple Time (two principal beats per measure) is preferred over [page 75]  Triple Time, and Simple Time (rhythm indicated in whole beats, whether they are half-notes, quarter-notes or eighth-notes) preferred to Compound Time (subdivided or dotted-note rhythm). Only one song is in 5/4 time, and one varies between Simple and Compound Duple Time. The time signature of 56 of the songs changes several times, or constantly, throughout the piece. Fifty songs begin with an anacrusis, from the final weak beat of a preceding measure.
Whether Duple or Triple time is used, the rhythmic pattern employed at the beginning of a song is often used many times throughout its length. The opening rhythm of 34 of these songs which are under review is repeated after the initial four measures or so. The repetition of a rhythmic pattern in this case infers more than a simple reference to an initial rhythmic figure. The feeling engendered in the listener at times is that of being submitted, willy-nilly, to mechanicalism. This is particularly so in the case of a longer song with oft-repeated rhythmic figuration, or when the accompaniment merely follows the melody of the song. The following musical example, while not unpleasing, is a case in point. Following a two-measure introduction, the song consists of 12 measures, comprising six two-measure phrases. While the second verse requires an adaptation in two of the measures of a half-note to two quarter-notes, the rhythm is of one half-note followed by two quarter-notes in the first of the two measures, and four eighth-notes followed by a half-note in the second. There is only one exception. In the penultimate measure the rhythm is changed to a dotted quarter-note followed by an eighth-note, and then the two quarter-notes. Only the first eight measures are reproduced here, but these are sufficient to show the reiterated rhythmic pattern. In addition, it will be noted that the accompanying figure is an unyielding one of quarter-note chords played by the left hand, the pattern being borrowed from the short introduction. This does not cease until the final half-note chord of the 3rd and 4th beats of the last measure. There is no in-dependent closing phrase or phrases for the piano accompaniment.
The piano introduction of the Korean Art Songs is, more often than not, closely related to the opening notes to be sung by the singer. The two most often employed concepts of what an introduction should be are firstly, the playing of the opening phrase, usually four measures, of the song, and secondly, the playing of the first two measures or so of the melody, followed by the closing phrase, or part thereof. In the first of these two categories are 45 songs, and in the seconds 53 songs, a total of 98,or just under 50%, an astonishingly high proportion. Thirteen of these 200 songs have no introduction, and the remainder introduce the
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Ex. 7: Hong Nan-Pa “Keumgang eh salorirahtda”
[image: ]
song in some other way. This kind or introduction to the song in the piano accompaniment helps to reinforce the essential simplicity of the form to the ear of the listener.
The piano accompaniment of any Art Song must be seen as being an important part of the genre. However, comparatively speaKing, Korean Art Songs are not noted for the independence of the writing for the piano. A high proportion of the songs under review show little or no writing for the piano part independent of the vocal melody. Only 31 of these songs, or 15.5%, have completely independent accompaniments. 68 of them (34%) merely have the melody played in either the right or left hand part or the piano, perhaps an octave higher if played by the right hand, or perhaps doubled at the octave. The remaining 101 songs (50.5°/o) are a mixture, in most cases doubling the vocal melody at least 50% of the time. In short, the accompaniment of the Korean Art Song is not musically interesting. Apart from this consideration of independence of the accompaniment, an important aspect of the accompaniment in this genre is that of the accompanying figures employed. In analyzing the
                                                                                                        













[page 77]  piano accompaniments of these songs, it was discovered that no fewer than 115 of them, or 57.5%, fell into one of seven categories employing very simple techniques. (These seven different accompanying methods are not employed for the songs which can be seen as products of National Music style). So prevalent are these types of accompaniment that they seem to have become fixed in the musical vocabulary of the genre. They are as follows:-
1)	For want of a better term, the “oom-pah-pah” or basic chording style, used for 20 songs;
2)	The melody of the song is played by the left hand, with simple chords in the right hand (6 songs);
3)	The left hand plays bare octaves, with some simple figure, such as a triplet figure, in the right hand (18 songs);
4)	The right hand plays the melody of the song, with the singer, and the left hand a simple bass line (13 songs);
5)	The right hand plays chords which include the melody of the song, while the left hand plays some simple figure, such as triplets (46 songs);
6)	The left hand plays the melody of the song, while the right hand plays some kind of harmonic accompaniment (5 songs);
7)	The right hand plays some kind of simple melody to harmonize with the vocal line (contrapuntal technique), while the left hand plays some other simple figure (7 songs).
Thus we can see that a very small number of these Art Songs show an adventurous approach to the composition of the piano accompaniment.
There are certain devices utilized in the piano part much loved by Korean composers. These include isolated trills, with no apparent connection to the poem, or to either musical or extramusical stimulii; tremulants, particularly used in widely-spaced chords, often appearing unheralded; triplet passages, especially in chordal form; rolled chords; and fermate, or holding notes. These seem to be a special musical language employed by the composers of these Korean songs. Not all of them are employed in each song, but one or other of these musical devices may be expected to appear in each song. When this is not so, it is an exception.
The above example may also serve as an example of the accompanying style, number 4,as outlined above. It appears more complicated than
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Ex. 8: Lee Su-In “Ihm ae malssum”
[image: ]
it is. The right hand merely plays the melody which is sung by the singer, while the left hand plays octave chords, filled in by triplet figures, which, after the first measure in this example, progress to reiterated triplet chords. The writer sees the use of triplets as the predominating figure used in these Art Song accompaniments.
The study of this representative body of Korean Art Songs, two hundred of the best known and best loved of them, reveals some interesting points, chief among which is the essential simplicity, even artlessness, of the genre. In the main they are unsophisticated and, from the perspective of pure music, not highly developed as yet. Whether the form can develop is for the future to decide. There are indications that it has become an in-grown form, in that the very characteristics which were introduced by Hong Nan-Pa 60 years ago are still being utilized today, with little modification or development.
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Nevertheless, the Korean Art Song is an important part of contemporary Korean life. It speaks to the hearts of the people, and therefore must be treated seriously. In listening to the manner of performance by Korean singers, one realizes that the most important aspect of performance is the sentiment which is expressed. Presumably the emotion is engendered by the poem as it is set to music by the composer. Thus, it would seem that some future study of the relationship of poetry to music in these Art Songs would be an important contribution to the understanding of this particular musical form.

APPENDIX
Songs and composers contained in 200 Best Korean Lyric Songs (Saegwang Publishing Co., 1972) alphabetically by composer (in Hangul)
구두회 (Koo Doo-Hwe) 			Saraengi wah Sseumpagwhi ( 사랭이와 씀바귀 )
					Saoowol (사우월)
금수현 (Keum Su-Hyon) 		Kogoong Choosaek  (소궁추색 )
Kooreum(구름)
Keuneh (그네)
Wanwhasam (완화삼)
Pahrangsae (파랑새)
김규환 (Kim Kyu-Whan) 		Keum chandi (금잔듸)
Nimi oshineunji ( 님이 오시는지)
Yehtgeum (옛꿈)
김달성 (Kim Dai-Song)			Tongbaekggoht(동백꽃)
Phyonphyonwhashim ( 편편화심 )
김대현 (Kim Dae-Hyon) 			Teul kookwha (들국화)
					Chajangga (자장가)
김동진 (Kim Dong-Jin)			Kagohpha ( 가고파)
Naemaeum (내마음)
Pohmi ohmyon ( 봄이오면 )
Som saekshi ( 섬색시 )
Soosonwha (수선화)
Cho kooreum heullokaneungoht( 저구름 흘러가는곳)
Jindahlaeggoht (진달래꽃)
Thangeumdae ( 탄금대 )	
김로현 (KimRo-Hyon)			Kohdae(그대)	
Keudae Changpakkae (그대 창밖에)
Sanwiaeohlla (산위에 올라)
[page 80]  Obuae nohrae ( 어부의노래)
Phul ddabgi (풀따기)
김봉천 (KimPong-Chon)			Ggoht parahm (꽃바람)
					Aena (애나)
김성태 (Kim Song-Tae)			Kashi tombool ( 가시덤불 )
					Ggoom (꿈)
					Tohngshimchoh (동심초)
					Sachin (사친)
					Sanyoowha (산유화)
					Yibyolae nohrae(이별의 노래)
					Han sohngi hin paekhapwha (한송이 흰 백합화)
김세형 (Kim Seh-Hyong) 		Mool kitneun chonyo (물긷는 처녀)
					Pahm (밤)
					Ohkjo(옥저)
김순애 (Kim Soon-Ae)			Keudae isseumeh (그대 있음에)
					Nehip clover ( 네잎클로버 )
					Moolleh(물레)
김순애 (Kim Soon-Ae)			Sawolae nohrae (사월의 노래)
					Sohngpyol (송별)
					Jindahllae(진달래)
김연준 (Kim Yon-Joon)         		Moogohk (무곡)
					Pigah(비가)
					Ihm tooshigoh kaneun kileh ( 임두시고 가는길에)
김용호 (Kim Yong-Ho)			Kohsa (고사)
					San pideulgi ( 산비둘기 )
김원호 (Kim Won-Ho)			Moolbahnga (물방아)
					Ondokehso ( 언덕에서)
					Phulddahgi (풀따기)
김중석 (Kim Choong-Sok) 		Kidoh ( 기도)
김진균 (Kim Jin-Kyoon) 		Keurioom (그리움)
					Keum chandi (금잔듸)
					Ddoh ban songiae na ae mohran
(또 한송이의 나의 모란) 
					Mohtphineun ggohcheun (못피는 꽃은)
					Myohjisohng (묘지 송)
					Soshi (서시)
					Heullogan kyejol(흘러간 계절)
김형주 (Kim Hyong-Ju) 			Koh hyang (고향)
					Mahm Khyongghineun nahl (맘  켱기는날) 
					Paennorae (뱃노래)
Sarang (사랑)
Yehjonehri micho mohlassovoh
[page 81]  (예전엔 미쳐 몰랐어요) 
Chotchima (첫 치마)
나운영	(Na Oon-Yong)			Karyona(가려나)
Tahlbahm (달밤)
Tahngnagwi ( 당나귀 )
Pyolgwa saeehgeh ( 별과 새에게)
Ah! kaeulinga (아! 가을인가)
나인용	(Na ln-Yohng) 			Keudae nae maeumae changgaeh sosso
(그대 내마음의 창가에 서서)
박찬석	(pahk Chan-Sok) 		Nagyop(낙엽)
Namchohn (남촌)
Paetnohrae ( 뱃노래 )
Wiryongga (위령가)
Hoonpoong (훈풍)
박중후	(Pahk Choong-Hoo) 		Ihmehgeh (임에게)
박태준	(Pahk Tae-Joon) 			Keu yi saenggahk (그이생각)
Tohngmoo saenggahk (동무생각)
Pohm param (봄바람)
Sahn Kil(산길)
Jip saenggahk (집생각)
Chahmdae paht (참대밭)
박태현	(Pahk Tae-Hyon) 		Pukhaengkil ohbaekni (북행길 오백리) 
					Choongjolga(충절가)
박판길	(Pahk Phan-Kil) 			Torajiggoht (도라지꽃 )
					San noheul ( 산노을 )
백병동	(Paik Pyong-Dong) 		Kanggangsullae (강강술래)
					Nameuro Changeul naegehsso (남으로 창을 내겠소)
송재철	(Song Jae-Chol) 			Teullyok (들녁) 
					Chongmilpaht (청밀밭)
신귀복	(Shin Kwi-Pok)			Olgool (얼굴)
오동일	(Oh Dong-Il) 			Kangi pullimyon (강이 풀리면)
Keudaereul pohnaemyo (그대를보내며)
Nae maum chokshiri (내마음 적시리) 
Mushimchon (무심 천)
Sanaeondokae(산에 언덕에)
Ohlpohmdo yeaigo pohmyon)(올봄도 예이고보면) 
유신	(Yoo Shin) 			Maewha (매화)
					Mohrani phigiggajineun ( 모란이 피기까지는)
Pahdah(바다)
Sarangeun (사랑은)
윤양석	(Yoon Yang-Sok) 		Ondogae nuwo (언덕에 누워) 
					Yon (연)
					Yong (영)
[page 82]  윤용하 (Yoon Yong-Ha) 	Kohdohk (고독)
Naneunya warohwo (외로워) 
Torajiggoht (도라지꽃) 
Pohri paht (포리팥) 
Hangahwitdahl (한가위달)
윤이상	(Yoon Yi-Sang) 			Kohpoong euisahng (고풍의상)	
					Tahl moori (달무리)
이상근	(Lee Sang-Geun) 		Manileh keudae (만일에 그대) 
					Ondogaeso (언덕에서) 
					Haegohk (해곡)
이수인	(Lee Su-Ihn) 			Kohhyangae nohrae ( 고향의 노래)
Keureul ggoomggoon pahm (그를 꿈꾼밭)
Keurioom (그리움)
Pyol (별)
Poojae (부재)
Sokkuram ( 석굴암)
Ihmac malsseum ( 임의 말씀)
이호섭	(LeeHo-Sop) 			Kookwha yopehso (국화 옆에서)
Kidarim (기다림)
Namuip hana (나뭇잎하나)
Noon ohneun pameh ( 눈오는 밤에)
Yeanaleun kagohopsadoh (옛날은 가고 없어도)
Ooreum (울음) 
Phiri (피리)
이홍렬	(LeeHeung-Nyol) 		Kohhyang keuriwo ( 고향그리워 )
Ggohtkooreum sohgeh (꽃구름속에) 
Noonnaenneun pam (눈내리는밤) 
Pooggeuroum (부끄러움) 
Ahga (아가)
Omoniaemaum (어머니의 마음) 
Ookjamwha (옥잠화)
Cosmosreul nohraeham (코스모스를 노래함)
임우상	(Ihm Oo-Sang) 			Kangmuri heulloganda (강물이 흘러 간다) 
					Hangookae dahl (한국의	달)
임원식	(Ihm Won-sik) 			Amudoh mohreurahgoh (아무도 모르라고)
장일남	(Chang Il-Nam) 			Kidarincun maum (기다리는마음)
Pimohk (비목)
Sorineun marcun pulipeh naerigoh 
(서리는 마른 풀잎에 내리고)
정대범	(Chong Dae-Bom) 		Kaneun kil (가는길)
정세문	(Chong Sae-Mun) 		Tak sohri ( 닭소리 ) 
Teul kookwha ( 들국화 ) 
Pohri paht kil (보리밭길)
[page 83]  Yongwonhan chuok (영원한 추억) 
Yeatiyagi (옛이야기)
정원상 (Chong Won-Sang) 		Moolmangchoh(물망초)
정윤주 (Chong Yoon-Ju) 			Songnyu(석류)
정회갑 (Chong Hwe-Gap) 		Monhooil (먼후일)
조  념 (Cho Nyom) 			Pada agineh (바다아기네) 
Pohri phiri (보리피리) 
Chal kara(잘가라)
Haebyonehso pureneun pahdohae nohrae 
(해변에서 부르는 파도의 노래 )
조두남 (Cho Du-Nam) 			Keunoom (그리움)
Ddho ban sohngiae nae mohran
(또 한송이의 나의모란)
Paennorae (뱃노래)
Poonsoo (분수) 
San (산)
Sanchohn (산촌)
Saetahryong (새타령)
Songooja (선구자)
채동선 (Chae Dong-Son) 		Kahlmaegi (갈매기) 
					Keuriwo (그리워)
					Saebyokbyoleul itgoh (새벽별을 잊고) 
최영섭 (Choi Yong-Sop) 			Keurioon keumgangsan (그리운 금강산) 
	Maeul (마을)
Sarangae nalgae (사랑의 날개)
Chuok (추억)
하대응 (HaDae-Eung) 			Mohtijo (못잊어) 
					San (산)
한성석 (Han Song-Sok) 			Ohneul (오늘) 
					Haedangwha (해당화)
한태근 (Han Tae-Geun) 			Keum chandi (금잔듸) 
					Yibyol (이별)
허방자 (Ho Pang-Ja) 			Loreul wihayo (너를위하여)
현제명 (Hyon Jae-Myong) 		Keu Jipap (그집앞)
					Namool khaeneun chonyo (나물캐는 처녀) 
					Nina (니나)
					Sandeul parahm (산들바람)
					Ora (오라)
					Chonyok pyol (저녁별) 
					Himangae nararo (희망의 나라로)
홍난파 (Hong Nan-Pa) 			Keurioom (그리움)
					Keumgangeh sarorirahta (금강에 살으리랏다)
					[page 84]  Pohm chonyo (봄처녀)
					Pongsoonga (봉숭아) 
					Sagohngae nara (사공의 노래)
					Sarang(사랑)
					Songbulsae pahm (성불사의 밤) 
					Yeatongsaneh ohlla (옛동산에 올라) 
					Jangansa (장안사)
황철익 (Hwang Choi Ik) 			Sarangeun yongwoniora (사랑은 영원이어라)
					Hermonae isuri naerim katara
(헬몬의 이슬이 내림 같아라)
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