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ABSTRACT 

This dissertation examines Korean War period music and explains the musical encounters 

and developments that resulted from the military collaboration between South Korea (the 

Republic of Korea) and the United States in the initial stage of the Cold War. In particular, this 

dissertation looks closely at South Korean military band musicians who played a wide range of 

music for both military and civilian audiences, crossing over the national and cultural borders 

between the two countries. Locating their experiences within the South Korean and US military 

music systems and more broadly within their socio-cultural, historical, and transnational context, 

I demonstrate that military agents played a significant role as cultural agents in initiating and 

accelerating transnational musical flow and travels and in shaping musicultural developments in 

South Korea. These discussions are based on data collected through in-depth interviews with 

musicians who were active during the Korean War and through archival research both in South 

Korea and in the US. The analyses of this data are combined with analyses of selected military 

marches and popular songs written or played in South Korea from 1950 to 1961; they are further 

interpreted within a conceptual framework based on theories of transnationalism and 

hybridization and in relation to Korean nationalism. During the Korean War, South Korean 

military musicians composed and performed Korean military marches as part of the musical 

nationalism of the South Korean state, while still embracing transnational march forms and 

practices. During this initial stage of South Korean military march development, the military 

musicians frequently played John Philip Sousaôs marches rather than their own. Despite their 

different points of origin both the limited Korean marches and the readily available Sousa 

marches were remarkably flexible in their ideological functions, able to be employed for both 

nationalist and transnational politics within the Cold War context. Simultaneously, a dynamic 
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hybridization process in South Korean popular music developed during the Korean War period 

through encounters with the US military and their music, spurred by the preference for diverse 

musical expressions and grounded on the compatibility with the historical dimensions of the 

transnational musicultural formations in Korea and with the ideological and socio-cultural 

dimensions of 1950s South Korean society.   
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NOTES ON TRANSLATION AND METHODS OF TRANSLITERATION  

All translations from Korean are by the author. In the cases in which books and articles 

published in the Korean language have an English translation of the title as well as their Korean 

title, the English title of the publication is added in the list of Works Cited enclosed by brackets 

next to this authorôs translation of the title. 

Korean words are Romanized in this dissertation using the McCune-Reischauer system. 

Most of the Korean names in this dissertation are written using the McCune-Reischauer, but 

there are exceptions.  Korean last names that have their conventional spellings appear in this 

dissertation in the conventional Romanization.  Korean authorsô names written in English in their 

publications appear in this dissertation just as they are Romanized in their own publications.  

One authorôs name is Romanized using both the McCune-Reischauer system and an exceptional 

way in the citations and in the list of Works Cited, and the two different spellings are put next to 

each other with the second one in brackets: Lee, PaekchôȀn [Lee, Baik-chun]. His name 

PaekchôȀn Lee in the McCune-Reischauer appears in the main text as one of the veteran military 

musicians, appearing like other veteran musiciansô names. However, his article published in the 

English language has a different Romanization. Therefore in the list of Works Cited and the 

citations in the text I put both spellings. Similarly, the following three composersô names are 

Romanized using the McCune-Reischauer system, with different spellings that appear in 

published sources added in brackets: Iktôae An [Eak-Tai Ahn], UnyȀng Na [Un-Yung, La], and 

ChongȀk Woo [Jong Uek Woo]. One song title is also Romanized in the McCune-Reischauer 

system and additionally in the way the title is widely known internationally: Kangnam Style 

[Gangnam Style].   
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CHAPTER 1 

Introduction  

 

Historical Context and Research Problems 

The musical effects of the Korean War live on today in South Korea (The Republic of 

Korea, the ROK). Indeed, in a 2010 commemoration of the sixty-year anniversary of the 

outbreak of the war, ROK and foreign military bands, including one from the United States, 

performed throughout South Korea, marching in the streets and playing music in concerts and at 

governmental and military ceremonies. From June 23 to June 25, three ROK military bands 

representing the ROK Army, Navy, and Air Force gave three concerts to audiences of thousands 

at ChȀnjaeng KinyȀmgwan (The War Memorial of Korea). This concert series included a joint 

concert offered by an ROK military band and the 8
th
 US Army Band, which has been stationed in 

South Korea without interruption since the 1950s.  This collaborative concert offered an audio 

and visual representation of the continuing military alliance between the two countries. Three 

months later, on September 28, 2010, the ROK and US military bands appeared again in a 

marching event in downtown Seoul to commemorate the restoration of Seoul from the 

communist North Korean military sixty years earlier, along with other military bands from an 

additional eight countries that participated in the Korean War. This marching event attracted 

many passers-by and was televised nationwide along with the Seoul Restoration 

Commemoration Ceremony, in which ROK military bands offered ceremonial music. The 

centrality of musical performances by military bands during these commemoration events speaks 

to the importance of music and military bandsô performances to the politics of the Korean War in 

the 1950s.    



3 
 

Roughly a year before these events in South Korea, a commemoration of the 56
th
 year of 

the Korean War Armistice was held on July 26, 2009 at the Lincoln Memorial in Washington 

D.C., directly next to the United States War Memorial. This event was hosted by a civilian 

organization in the US, and US veterans from the Korean War attended the event. For the 

veterans, that yearôs commemoration was especially meaningful. Just three days earlier, US 

President Barack Obama had acknowledged the historical significance of the veteransô 

participation in the Korean War, often labeled ñthe Forgotten Warò in the US. The President also 

proclaimed July 27, 2009 National Korean War Veterans Armistice Day.
1
 During this 

commemoration, a recorded thank-you message was played, including remarks from the Wonder 

Girls, a famous South Korean pop music group and their manager JinyȀng Park, also a well-

known singer in South Korea and director of JYP Entertainment. At the time that their messages 

were delivered to the veterans, Park and the Wonder Girls were simultaneously trying to break 

into the US popular music market. Their musical travels across national borders at the time of 

this commemoration bears a fortuitous resemblance to the movement of music and musicians 

across the national and cultural borders between South Korea and the US during the Korean War 

in the 1950s.
2
  

This dissertation explores the diverse musical border crossings that developed around 

military bases in South Korea during the Korean War period in the 1950s and the complex 

                                                           
1
 President Obama called upon ñall Americans to observe this day with appropriate ceremonies and activities that 

honor and give thanks to our distinguished Korean War veterans,ò and asked ñFederal departments and agencies and 

interested groups, organizations, and individuals to fly the flag of the United States at half-staff on July 27, 2009, in 

memory of the Americans who died as a result of their service in Koreaò (Pamphlet of the 2nd Annual Armistice 

Day Commemoration & Peace Vigil).  
2
 Of course the Korean War continues not only in this figurative sense of commemoration events but also in the 

literal military sense because the Armistice Agreement in 1953 was not followed by any comprehensive peace treaty. 

In fact, the military tension between South Korea and North Korea (the Democratic Peopleôs Republic of Korea, the 

DPRK) heightened recently due to the ChôȀnanham Incident and the YȀnpôyȀngdo Incident in 2010.
 
Upon the 

outbreak of these incidents, the ROK and the US, which have been in a military alliance since the 1950s, took joint 

military and political actions.  
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transnational context in which those border crossings took place, focusing on ROK military band 

membersô musical experiences inside and outside of their military bands. The 1950s was the 

period in which the Korean War broke out and battles and subsequent reconstruction processes 

dominated South Koreansô lives; this was also the period when military music, both South 

Korean and American, most deeply and variously affected South Koreansô musical lives. This 

dissertation investigates the significance of the ROK and US military music operations during 

the Korean War era within the general music culture of South Korea in the 1950s. While the 

military music organizations were operating to fulfill their military goals of accompanying the 

military events and supporting the troops and citizens, they unwittingly played an important role 

in fostering musical resources in South Korea and enhancing musical exchanges that crisscrossed 

the boundaries between the military and the civilian and between the South Korean and 

American cultural zones. Wars commonly create musical dynamics and exchanges, if only due to 

the movement of people involved in the war processes. This dissertation not only speaks to the 

history and music of the Korean War, but it is also a case study that newly illuminates the cross-

culturally prevalent  phenomena of musical encounters and developments connected to war 

processes and power relations.  

To understand the significance of the military music during the Korean War in the 

development of South Korean music culture, it is crucial to have a general picture of the Korean 

War. A civil and international war that broke out on June 25, 1950 and ceased with an armistice 

agreement on July 27, 1953, the Korean War was the first ñhot warò of what has come to be 

known as the Cold War. The international war that involved South and North Korea and an 

additional twenty-one UN countries on the South Korean side and two countries on the North 

Korean side was extremely fierce, impacting approximately 80 percent of the Korean land 
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(Kukpangbu ChȀnsa PôyȀnchôan WiwȀnhoe 1986, 109). During the three years between the 

outbreak of the war and the armistice agreement, a total of 1,269,349 South Koreans participated 

in the war as military personnel, and about ten percent of the entire Korean population ð both 

military and civilian Koreans ð was killed, injured, or declared missing during the three year 

battle period (Stuek 2002, 1). 
3
 

Among the UN participants, the US presence in the war was particularly remarkable. For 

example, the Commander of the US Far Eastern Command took over the position of the Supreme 

Commander of the UN forces, and US ground forces made up approximately ninety percent of 

the non-Korean UN ground forces (Finley 1983, 82). Altogether 1,789,000 US military 

personnel were deployed to Korea during the three year battle period (Kukpangbu 

KunsapôyȀnchôan YȀnguso [Nam] 2002, 324).   

The scale and degree of the warôs impact on non-military Korean citizens was truly deep 

and far reaching. Because the war front moved widely during the conflict ð starting at the 38
th
 

Parallel, sweeping along most of the South Korean territory down to the southwest coast, rolling 

up near the northern border of North Korea, and reaching back to the middle of the Korean land 

at the time of the armistice agreement ð most Koreans directly experienced the war, not only as 

soldiers but also as refugees, kidnapped civilians, relocated families, families of drafted soldiers, 

and others who were living in the areas through which the war front was moving. Even though 

the Korean War is categorized as a ñlimited warò in international military history in the sense 

that it was contained within the Korean land and did not expand to become the third world war, it 

was not a limited war from the perspective of Koreans. The war directly affected and pervasively 

threatened the everyday lives of most Koreans. 

                                                           
3
 Different sources provide different estimations. For example, see Hakchun Kim (2003, 390). 
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Given that the Korean War so deeply and directly affected most South Koreansô lives, 

this dissertation asks: In what ways did the music of the war affect Koreansô musical lives? 

Moreover, since the US military took the central role in the participation of the UN forces and 

since the scale of the US participation was so large, I hope to answer the following question: 

What was the impact of US military music as well as ROK military music on the musical lives of 

South Koreans? This dissertation documents details of the military music operations of both the 

ROK and the US militaries, ROK military band musiciansô experiences, and musical changes in 

military and popular music in South Korea in the 1950s. Beyond simple documentation, I argue 

that South Korean and US military personnel in charge of military music operations during this 

period can be seen as significant cultural agents. They catalyzed new musical formations in 

South Korea, facilitating and participating in various types of ensembles and activities, crossing 

personal, geographic, political, and cultural borders, and ultimately drawing upon the otherwise 

abysmal experiences of the war for the foundation of many of their musical, personal, and 

cultural values.  

 

Transnational Musicultural Developments in South Korea during the Korean War Period 

I examine the Korean War period in the 1950s as one critical juncture in the 

reconfiguration of transnational musicultural developments in South Korea, paying attention to 

the aspects of the developments that intertwined with the nationalist agendas of the ROK and the 

US as well as transnational Cold War politics.
4 
 Transnational processes have become a focal 

point of study in academia and a daily concern among the general public since the late 20
th
 

century in response to the markedly increasing flows of people, information, commodities, and 

                                                           
4
 I use the term ñmusicultural,ò inspired by Michael Bakan (2007, xxïxxi), who used the term ñmusiculture,ò and 

Gabriel Solis (2010, 300), who used the term ñmusic-culture.ò I adopt this term because of its capacity to denote 

various aspects of music in relation to peoplesô lives and societies. 
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cultural forms and practices across national borders, accelerated by the development of 

capitalism, transnational organizations, and media and transportation technologies.  

Michael Kearney suggests that transnational processes correspond to the political, 

economic, and sociocultural ordering of late capitalism that has been happening since the mid- 

twentieth century (1991, 57).  James Clifford stretches the timeline back to the beginning of the 

20
th
 century, considering ñthe continuing legacies of empire, the effects of unprecedented world 

wars, and the global consequences of industrial capitalismôs disruptive, restructuring activityò as 

main causes for the empowerment of the transcultural developments (1997, 6ï7). Cristina 

Szanton Blanc, Linda Basch, and Nina Glick Shiller look even further back, arguing for the 

consideration of 19
th
 century colonialization and imperialism as crucial factors for the 

development of transnational processes (1995, 686). A more extensively historical perspective is 

found in Roland Robertsonôs delineation of the historical development of transnational processes 

up to the present level of high density and complexity (1990).  He points to the period from the 

1870s to the mid-1920s as ñthe take-off phaseò of transnational processes, but according to him 

ñthe germinal phaseò of the history had already begun in the early fifteenth century and 

proceeded to the next phases,
5
 conditioned by the development of ñnational societies and the 

system of international relationsò and ñconceptions of individuals and humankindò (26ï27). In 

sum, different scholars with different perspectives point to different time periods regarding the 

unfolding of transnational processes, but what I am interested in is a premise shared by these 

scholars that transnational processes are not new although they often seem as if they were very 

recent phenomena (Foner 1997, 355).  

                                                           
5
 Roland Robertson proposed five phases of globalization: the germinal phase (in Europe from the early fifteenth 

until the mid-eighteenth century), the incipient phase (mainly in Europe from the mid-eighteenth century until the 

1870s), the take-off phase (from the 1870s until the mid-1920s), the struggle-for-hegemony phase (from the early-

1920s until the mid-1960s), and the uncertainty phase (from the 1960s to the early 1990s, the point in time when he 

published this discussion on the phases of globalization) (26ï27).  
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Besides Robertson, scholars such as Anthony Giddens (1987, 263ï64), Anthony D. 

Smith (1995, viii), and Michael Peter Smith and Luis Eduardo Guarnizo (1998, 7ï9) have 

pointed out the close relationship between the unfolding of transnational processes and the 

development of nation-states, a claim different from Appaduraiôs (1996, 9) and Kearneyôs (1991, 

55) assertions that transnational processes emerged as ñpost-nationalò phenomena. In strong 

concert with my own perspective are Ludger Priesôs ideas about the overall trajectory of the 

historical development of transnational processes. According to Pries, ñtransnational relations 

and transnational practices have existed since the very beginning of such social artifacts as 

nations, states and national societiesò (2008, 2).
 
In the same vein, Peter Jackson, Philip Crang, 

and Claire Dwyer asserted: ñthe nation-state continues to play a key role in defining the terms in 

which transnational processes are played outò (2004, 4).  

I strongly agree that the development of transnational processes has as long a history as 

the development of nation-states, and I regard the late 20
th
 and the early 21

st
 centuriesô 

transnational processes as only one stage in the longer historical development of these processes, 

distinguished from previous stages by their increased scale, degree, intensity, and size, as well as 

the involvement of additional processes and dynamics, such as new communication technologies 

(Foner 1997, 356; Guarnizo and Smith 4; Jackson, Crang, and Dwyer 2005, 11; Pries 2001, 23ï

24). Also, I agree that nationalism and nation-states are key components for the understanding of 

transnational processes. In addition, it is necessary to point out that phases of transnational 

processes can manifest in different ways at different locations that have different historical 

contexts.  

From this perspective on transnational processes, I look into music during the Korean 

War period in the 1950s, considering the actions of the South Korean and American state 
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apparatuses that were realized through the agency of the military organizations and also 

considering the actions of individuals who participated in the military organizations and 

simultaneously took their own personal actions against the backdrop of the major shifts in power 

relations in the initial stage of the Cold War. Already in 1945 the entry of the USSR and the US 

forces into Korea, respectively north and south of the 38
th
 Parallel, as occupation forces after 

their defeat of Japan in World War II, signaled that the Korean land had become highly 

vulnerable in the ideological confrontation between the two opposing sectors of the Cold War. 

At that time in Korea, different Korean political groups with different ideological orientations 

were also competing to capture nationwide political leadership, and the USSR and the US 

interventions combined with these ideological conflicts within Korea, which heightened the 

political tensions in the country. This ideological rivalry eventually transformed into destructive 

battles between the capitalist alliance and the communist alliance in the Korean War. Thomas 

Turino, although using a different term (cosmopolitanism), pointed out that we could identify 

various levels and scales of transnational formations in historical contexts, for example, the 

ñmodernist-capitalistò and ñthe modernist-socialist,ò among others (2000, 9ï10). Capitalist and 

socialist transnational formations collided on Korean soil during the initial stage of the Cold War 

in the mid-20
th
 century. The intent of this dissertation is to explain the significant musical 

elements of that collision and to consider their consequences for music in South Korea within the 

transnational capitalist formation in the 1950s in confrontation with the communist DPRK 

military and its allies.   

In this political and military context, the rivalry between the ROK and the DPRK made 

Korean nationalism complicated, and the relationship between the ROK and the US was 

strengthened and thickened through governmental and military collaborations. Although the 
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ROK military and the US military were organizationally separate as a state apparatus of each 

country, the international military collaboration actually caused an operational mix or composite 

of the two militaries, and, subsequently, numerous and diverse musical exchanges occurred in 

support of the war effort in and around these military operations, crossing the borderlines 

between the ROK and the US and creating a transnational musicultural space.  

 

The Transnational Musicultural Space of the Korean War 

Inspired by scholars in transnational studies who developed the notion of transnational 

space or transnational social space (Bittner, Hackenbroich, and Vºckler 2007; Faist 2004 b; Pries 

2001, 2008; Jackson, Crang, and Dwyer 2004), I use a conceptual framework, ñthe transnational 

musicultural space of the Korean War,ò in order to explain the diverse musical travels that arose 

during the military collaboration between the ROK and the US and their ramifications for the 

musicultural developments in South Korea. I define the transnational musicultural space of the 

Korean War, specifically for this research focused on the ROK and US side, as the social space 

in which US and South Korean institutional and human agents arranged and made musical 

activities and exchanges during this military collaboration, in interaction with the ideological, 

economic and cultural forces involved in the Korean War and the broader Cold War, which 

encompassed and affected both military and non-military music sectors.  
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Figure 1-1 The Transnational Musicultural Space of the Korean War (focusing on the  

                  ROK and the US Collaboration) 

 

I find this framework useful in revealing the transnational characteristics of musicultural 

development during the Korean War within the Cold War context in a comprehensive and 

relational way. Using this framework, I foreground the actors and their actions; I explain flows 

of music in connection with the actors and their actions; I identify the impact of geopolitical and 

cultural forces; and I illuminate the relations among all these components.   

This transnational musicultural space of the Korean War is not static, since it comprises 

actions and processes. A wide range of actors are a main component of the theoretical concept of 

transnational social spaces (Jackson, Crang and Dwyer 2004, i), and Guarnizo and Smith 

emphasize the importance of identifying agency in transnational studies (1998, 29). Perhaps most 

relevant to my own use of the concept of a transnational space that entails actions of agents over 

time is Thomas Faistôs statement that ñrelativist accounts of social space go beyond a purely 

physical viewpoint that would look at the placement and relationship of óbodiesô in space. This 
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space encompasses óaction,ô a sphere conventionally attributed to ótimeôò (2004 a, 760ï63). With 

agents and their actions comprising it, the transnational musicultural space of the Korean War 

entails not only the spatial but also the temporal dimension. Focusing on the ROK and US 

military organizations as institutional agents and ROK military musicians as important, although 

not the only, individual human agents, I examine their music-related actions across time at the 

core of the military music operations and in the broader musicultural developments within this 

space. 

I look into the military music organizationsô and musiciansô actions as military and 

musicultural processes, emphasizing how they exercised their agency while positioned within the 

power structure that emerged from the ROK and US military collaboration and within the 

dynamics of the ideological and economic forces that served as the backdrop for the developing 

Cold War. As scholars in transnational studies have pointed out, agents in a transnational space 

perform their actions in positional relations with other elements of this space (Pries 2001, 21) 

and within the dynamics of power relations and asymmetries of domination in it (Faist 2004, 6; 

Smith and Guarnizo 1998, 6, 29).
6
 When the Korean War broke out, it was only two years after 

the establishment of the ROK government after the liberation of Korea from Japanese imperial 

invasion. The ROK military was in its early formative stage without significant musical and 

human resources to organize its military music system. In contrast, the US was emerging as a 

superpower in the capitalist world. It had already established an extensive military system that 

stretched beyond its territorial border through its participation in the two world wars and had 

developed an elaborate military music system, particularly during World War II, backed by the 

                                                           
6
 Border crossings occur ñin the exercise of state power, in which no two states are equal (Donnan and Wilson, 16). 

According to John Tomlinson and Jan Neverdeen Pieterse, cultural hybridization processes also operate in close 

connection with political and economic power relations (Tomlinson 1999, 144ï47; Nederveen Pieterse 2004, 108). 
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countryôs financial and cultural power.
7
 Its participation in the Korean War was another military 

action by the US toward the expansion of its power in world politics at the dawn of the Cold War 

(Gardner, 2000). The ROKôs goal to win over the communists of the DPRK was combined with 

its nationalist goal to unify all Koreans within its capitalist state system. Under the military and 

political conditions of the war within the context of the Cold War, however, the nationalist goal 

of the ROK had to be pursued in collaboration with the US, one of the superpowers in the Cold 

War. The flow of music and musical travels within this transnational musicultural space of the 

Korean War would find its path within the dynamics of power relations between the ROK and 

the US, intertwined with their respective nationalist goals as well as their united ideological and 

military confrontation against the communist DPRK and its allies.  

The ROK and the US militaries together established a border against the communist 

DPRK, but within this capitalist alliance borderline, different sorts of boundaries were produced 

that surrounded the US military dispatched to South Korea. The US military established its own 

military system in South Korea, and the US military camps stationed in South Korea were 

extensions of the military borders of the US as a superpower within the developing Cold War. 

These US military border areas, geographically located within the ROK territory, were the 

foundation on which dynamic musical border crossings would be built. Seen from the 

perspective of the ñcontact approach,ò the US military border areas inserted in South Korea 

gained ña paradoxical centralityò (Clifford 1997, 7), with diverse personal contacts and musical 

interactions between South Koreans and US military personnel occurring in and around these 

                                                           
7
 For example, as of October 1944 the US Army distributed approximately 20,000 Hit Kit packages (popular song 

materials) to its personnel within the US territory and shipped approximately 63,000 packages overseas; before 1945 

the US Army and the Navy monthly distributed approximately 13,000 packages of twenty records known as V-discs 

to their personnel, or ña grand total of more than a quarter of a million phonograph recordsò (Kendall 1945, 142). 

According to Capt. M. Claude Rosenberry, ninety per cent of the US Armyôs V-disc distribution was for its 

personnel overseas (1944, 19).  
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areas.
8
 These US military border areas were ñcentralò in another sense because the music 

resources flowed from these areas to the South Korean cultural zones through various contacts 

and interactions. The direction of the musical flows and impact reflected and accentuated the 

asymmetry in the dynamics of power relations between the ROK and the US within the military 

collaboration structure.  

These musical border crossings had multidimensional aspects because the state/national 

borders intersected with the two other dimensions of border-crossings that I identify as being 

generally associated with military music: genre-crossing and crossing civilian/military borders. 

Gloria Anzaldúa argues that border crossings exist at various levels and consist of various types, 

not only territorial but also cultural, social, political, sexual, racial or psychological (2007). 

Border crossings can potentially occur wherever the mechanisms for the construction of 

demarcation reside, be it geographical or conceptual.  

Whereas we typically compartmentalize various music types (Merriam 1964, 211), 

making distinctions about the aesthetics and practices of each type, these distinctions are subject 

to the notion of functionality in military music. Military music, as several scholars discussed (For 

example, see Camus 1975, 3ï6; Graham 2005, 34; Kendall 1945, 141), serves diverse military 

goals ï assisting military and governmental ceremonies, promoting the core values of the 

military and the state, boosting militant spirits on the one hand, and providing emotional stability 

on the other. In order to pursue these diverse military goals, military music embraces and 

consolidates diverse music types, from military marches and patriotic songs to classical and 

popular music. In addition, during war time, the border crossings between the military and the 

                                                           
8
 James Clifford wrote, ñWhen borders gain paradoxical centrality, margins, edges and lines of communication 

emerge as complex maps and historiesò (1997, 7). Renato Rosaldo also pointed out that border areas ñshould be 

regarded not as analytically empty transitional zones but as sites of creative cultural production that require 

investigationò (1989, 208). 
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civilian escalate not only through the utilization of civilian music but also through the means of 

mobilization, conscription, and voluntary participation of civilians for war efforts. With the 

combination of genre crossing and civil/military border crossings, the musical travels that 

crossed national borders between the ROK and the US through military collaboration reached a 

level that even bridged the US and ROK popular music domains. The travels of musicians and 

flows of music across multidimensional borderlines resulted in an influx of US popular music as 

well as US military marches into South Korea.  

My interest is in examining these diverse types of border crossings that occurred in this 

transnational musicultural space, with a focus on both military marches and popular music.  I 

consider the importance of military marches as musical representations of the militaries and the 

states and the importance of popular music as an extension of the military music repertory that 

represents the broadest range of border crossings within this space. I examine portions of South 

Korean military marches and popular songs in order to explain the musical hybridization 

processes as an extension of the border crossing processes, considering the ideological, economic, 

and cultural forces that penetrated this space. 

 For a better understanding of the hybridization processes, a broader scope of historical 

perspective may be necessary. John Tomlinson, introducing Renato Rosaldoôs explanation of his 

two perspectives about hybridity, the ñoriginal purityò position and the ñhybridity all the way 

downò position, preferred the latter, i.e. the perspective that hybridity is ñthe ongoing condition 

of all human cultureò (1999, 143). The idea that encounters, interactions, and hybridizations 

across borderlines are fundamental in cultural history is repeated in Jan Naderveen Pieterseôs and 

Brian Rossôs works. Naderveen Pieterse regards cultural history as layers of hybridity (2004, 
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100).
9
  Brian Ross writes, ñThere are after all no ópureô individuals, no ópureô cultures, no ópureô 

genres. All things are of necessity óhybrid.ô Of course we can construct them to be relatively 

ópure,ô and in fact we do so, which is precisely how we manage to get (new) hybrids from 

purebreds that are (former) hybridsò (1999, 266ï67). Ross, making an analogy to biological 

hybrids, provided a ñhybridity cycleò model to explain the continuous process of hybridization in 

cultural history. In the history of cultural hybridization, according to Ross, a hybrid form comes 

to be regarded as ñmore legitimateò and ñpurerò and finally ñpureò through adaptation to the 

cultural environment over time in a society. Then, being considered as a legitimate cultural form, 

it is named and begins ñmatingò with different forms that are regarded as ñpurebreds.ò He thinks 

that this is ñthe end of the cycleò and that another cycle begins with the birth of a new hybrid 

form (265ï66).  

Despite the focus on the ongoing nature of the processes of hybridization, this ñhybrid 

cycleò model suggests that each cycle is closed or completed before the next cycle starts, 

somewhat projecting an image of disjuncture between cycles and without fully representing 

Rossôs ideas about the continuing processes of hybridization. Therefore, building upon this 

model of a ñcycle of hybridityò and incorporating Pieterseôs idea of ñlayered hybridityò and 

Rosaldoôs idea of ñhybridity all the way down,ò I propose a spiral model of hybridization in 

order to shed a stronger light on the continuity through multiple cycles of hybridization, which 

resonates with Andrew Suttonôs theoretical perspectives on cultural hybridity (2010; 2012).  

                                                           
9
 Pieterse added, ñif we accept that cultures have been hybrid all along, hybridization is in effect a tautology: 

contemporary accelerated globalization means the hybridization of hybrid culturesò (82). 
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Figure 1-2 Spiral Model of Hybridization  

 

In this model, cycles of hybridization accumulate as layers as time moves on and more 

and more encounters and interactions happen across borderlines. Musical characteristics in one 

layer may continue in the next layer primarily in new combinations with new elements, and, 

additionally, by the efforts to preserve specific musical forms as ñtraditionalò cultural forms. 

Therefore, it is unlikely that one cycle completely discontinues ð one cycle turns into another 

cycle of hybridization, and in this way layers of cycles connect to each other, expanding the 

overall scope and increasing the complexity of the whole. Explained in reverse order from the 

present to the past, one layer of hybrid music styles is rooted in its former layer, which 
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developed from its own former layer. In a society, people tend to define certain musical styles 

and forms as ñtraditional,ò but these styles and forms that are considered ñtraditionalò may be 

preceded by other styles and forms from which ñthe traditionalò grew but that are not as well 

recognized as the layer of ñthe traditional.ò  

The historical accumulation of hybrid music forms and styles occurs in interaction with 

the social, cultural, and economic conditions of the social spaces in different historical periods, 

so that the historical development of the social spaces also becomes important in the 

understanding of hybrid music forms and styles. In this regard, Bittner, Haackenbroich, and 

VŖcklerôs idea of the stacks of social spaces in time deserves attention. They pointed out that 

transnational spaces are not solely the matter of spatial expansion through multiple areas, but that 

they are characterized ñeven moreò by the ñstacksò of multiple layers of spaces historically 

accumulated within the same geographical area (2007, 21).  

Learning from these scholarsô ideas about the historical dimension of hybridization and 

transnational spaces, I explain how the new hybrid types of South Korean popular music were 

developed from existing South Korean popular music by incorporating new elements taken from 

the music from the US that flowed into South Korea via the US militaryôs music circuit, and how 

the development relates not only to the trans-Pacific cultural flows that accompanied the military 

collaboration between the ROK and the US during the Korean War, but also to the multiple 

musicultural formations in South Korea from previous decades, tracing back to the late 19
th
 

century. The development of the new hybrid types in the 1950s can be better explained when we 

also consider: 1) the transnational flows of music to Korea that accompanied Western (including 

American) imperial powersô reach to Korea in the late 19
th
 century, and the transnational 

musicultural formation in Korea since then with which the flows of music from the US during 
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the Korean War period were compatible in regards to the idioms of Western tonal music and 

tonal harmony; and 2) the transnational musicultural formation during the Japanese imperial 

occupation period from the early 20
th
 century that is characterized by the mixture of the idioms 

of Japanese music and the musical idioms and instrumentations from Europe and the US, which 

had accordingly built up the previously mentioned formation since the late 19
th
 century and 

simultaneously inserted a discrepant musical language on top. The hybridization processes in 

South Korean popular music during the 1950s can be better understood when we consider the 

accumulation of the transnational musicultural formations in Korea as well as the various forces 

interacting in the space of the Korean War, such as the Cold War ideology, the war economy, the 

anti-Japanism of the post-colonial period, and the pursuit of ñthe modernò in South Korea. 

This insight into the historical dimension of hybridization and transnational spaces are 

also useful for the understanding of the Korean War period military march history. South Korean 

military and non-military musicians/composers made efforts to create Koreansô own military 

marches during the Korean War period in the 1950s. ROK military bands were formed in the 

typical European/American military band instrumentation, and in order to compose Korean 

marches for this type of ROK military bands, the march composers adopted the typical 

European/American military march format. However, one of the common practices for the march 

composition was to combine existing Korean song melodies with this march format, Korean 

melodies that were reformunated in the aforementioned musicultural development during the 

first half of the 20
th
 century. For instance, Korean folk songs were already transforming, fused 

with idioms of tonal music before the Korean War, and this type of hybrid music was recreated 

into another type of hybrid music, Korean military marches, within the transnational musicultural 

space of the Korean War.   
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Literature Review  

There are no publications yet that comprehensively discuss Korean War period music, 

but different aspects of the music have been described or analyzed by a variety of writers, 

although the number of publications in this area is still limited. The literature falls into two basic 

categories: first, literature published by military institutions; and, second, writing about the 

Korean War or about the 1950s found in music history books and other types of historical 

overviews, and scholarly or journalistic articles and book chapters. Focused scholarly 

discussions on Korean War period music or 1950s music have been gradually increasing during 

the most recent ten or so years, particularly concentrated on popular music. 

There were only a few books published by the ROK military that describe the military 

music operations during the Korean War in the 1950s, but they are crucial resources in providing 

primary information for my investigation. One of the most notable publications in this category 

is Yukkun Kunaksa (The Military Music History of the ROK Army) (Yukkunbonbu 1980). This 

is the earliest publication solely dedicated to a description of ROK military music. However, 

despite what the title indicates, this book is not a history of military music in the ROK Army in 

general, but a history of the army band organization. Such a focus indicates the centrality of the 

military bands within the military music of the army, which resonates with my work that focuses 

on veteran military band musicians as a crucial group for the investigation of military music 

during the Korean War. Descriptions of military music operations other than the army bandsô 

operations within the ROK Army during the 1950s are included in two chapters of ChȀnghun 

OsimnyȀnsa (The Fifty-Year History of ROK Troop Information and Education) (Yukkunbonbu 

ChȀnghunôgamsil 2000, 111ï550). In these chapters, military music is described as a part of the 
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diverse military operations that aimed to achieve military goals by affecting the ideas and 

feelings of the people. The ROK Army published another book about its military bands: Yukkun 

Kunak ChôangsȀl YuksimnyȀn Hwabojip (A Photo Album of the Sixty-Year History of the ROK 

Army Band Organization) (Yukkunbonbu 2007). Included in this book are many images of ROK 

military bands marching through the streets with citizens as their audience and images of the 

bandsô indoor and outdoor concerts. This photo book, together with the 1980 history, provides 

visual evidence for the dynamic musical interactions between the military and the civilian 

spheres during and soon after the battle period.  

Konggun Kunaksa (The Military Music History of the ROK Air Force) (Konggun YȀksa 

Kirok Kwallidan [Chang] 2008) is the most exceptional among the South Korean military music 

histories published so far in its scope and details, but the portions on the 1950s are scattered 

across different chapters. This book adopts interviews as an important part of its methodology 

for documenting the early history of the Air Force Band. Publications by military institutions 

often rely on the memories of those who worked at the core of the military organizations during 

the war due to the lack of sufficient documentation for a comprehensive understanding of 

wartime military music operations (Kukkunbangsong [Kukkunbangsong 50-nyȀnsa 

PôyȀnchôanwiwȀnhoe] 2004; Yukkunbonbu 1980; Yukkunbonbu ChȀnghunôgamsil 1991). This 

justifies the necessity and the value of my interviews with veteran musicians as a means of 

investigating Korean War period music. While the interviews in these military publications were 

intended to reveal the institutional histories of the military organizations, my interviews focus on 

military band membersô musical experiences during the war, relating them not only to the 

institutional history of the ROK military band organizations but also to South Korean music 

culture in general. Interviews with musicians are also found in some portions of  non-military 
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publications (Chungangilbosa 1983; Park, SȀngsȀ 2010; Shin et al. 2005; Son, SȀgu. 2003), but 

my dissertation is differentiated from those publications in that my work focuses on illuminating 

the musical experiences of military band members as a significant group of musicians located at 

the very center of the musical development during the war and on contextualizing their 

experiences in the procedure of the war and in the overall military music operations by both the 

ROK and the US militaries. 

Kunaktae Unyong (Military Band Operations) (Haegunbonbu 1995), published by the 

ROK Navy, includes a very brief chronology of the ROK Navy band organizationôs development, 

and PansegirȌl NȀmȀ: Haegun ChȀnghun OsimnyȀnsa (Reflecting the Half a Century The Fifty-

Year History of the ROK Navy Troop Information and Education:) (Taehanminguk Haegun 

1999) includes pieces of information on Haegun ChȀnghun ȋmaktae (the Navy Troop 

Information and Education Music Group), a part of which was an orchestra later renamed 

Haegun Kyohyangaktan (the Navy Symphony Orchestra). The ROK Navy has not yet published 

a Navy music history comparable to the aforementioned publications by the ROK Army and Air 

Force.
10

 My dissertation therefore broadens the scope of the literature available on the ROK 

Navy Band organization by adding analysis of the musical activities of the band members and of 

the march pieces composed within the band organization in the 1950s. 

Synthesizing the information obtained from these books published by the ROK military 

and adding the supplemental data I collected through my archival research and interviews, I try 

to provide a more comprehensive picture of the ROK military music system during the Korean 

War period. More importantly, I provide new insight into South Korean military music in this 

dissertation. Whereas the aforementioned books written from the militaryôs perspective focus on 

                                                           
10

 The ROK Marinesô history overlaps with the Navyôs at multiple points throughout its history. I donôt discuss the 

case of the Marine bands separately, but I plan to further investigate the ROK Marine Band organization in the 

future.  
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military music unit histories, organizational changes, and military events, I fill a gap in military 

music historiography by interpreting the military music history from a musical viewpoint. As 

part of this approach, I raise and answer these three questions: What music did military 

musicians play and under what circumstances; How did military musicians feel, think, and act in 

their double roles as soldiers and musicians; What are the implications of the wartime military 

music for South Korean music culture in general, beyond the boundaries of the ROK military 

music?  

In regard to ROK military bandsô repertories, I particularly focus on military marches. 

Whereas a good number of military song books have been published since the 1950s by both the 

military and civilians (for example, Chu 1954; Haegunbonbu ChȀnghunôgamsil 1957; 

Kukpangbu 1996; 2008; Kim, ChȀmdo 1984; Yukkunbonbu ChȀnghunôgamsil 1951),
11

 little 

information on military marches is found in existing literature. Exceptionally, one of the 

aforementioned military publications, Yukkun Kunaksa (The Military Music History of the ROK 

Army) includes condensed notations of two Korean military marches composed before and 

during the war by HȌijo Kim, an officer in the ROK Army Band organization in the 1950s (275ï

81), and a short remark about march performances during the Korean War is found in HȌijo 

Kimôs posthumously published article (2002, 59ï61). Despite the briefness of the remarks, HȌijo 

Kimôs mention of the wartime military marches in this article is important for my exploration of 

ROK military marches because it hints at a significant issue that needs further examination: the 

nationalist goals of military marches in South Korea juxtaposed with the prevalence of Sousa 

marches as part of the transnational Cold War development. In my dissertation, I delve into this 

                                                           
11

 Among these military song books, Uri Modu Hanaga ToeȀ: Kunga Chôongnokchip (We All Together: Anthology 

of ROK Military Songs) (1996) is the most comprehensive anthology of ROK military songs, and Taehanminguk 

Kukkun: Kunga Chôongnokchip (The ROK Military: Anthology of Military Songs) (2008) seems to be an update of 

the 1996 anthology. 
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issue, exploring archived march notations from the 1950s and uniting the analysis of the notated 

music with my interviews with veteran military band members about their recollections of march 

composition and performance, relating them all to the complexity of Korean nationalism in the 

context of the transnational Cold War. 

When it comes to US military music, the available information in printed sources 

addresses only small areas of the military music system. The History of AFRTS ñThe First 50 

Yearsò contains a brief summary of its operations in Korea (American Forces Information 

Service and American Forces Radio and Television Service [1993?]). Although not a military 

publication, Hanguk Pangsongsa (A History of ROK Broadcasting) provides information that 

indicates that the AFKN network continued to grow after the Armistice and throughout the 1950s 

to entertain the US troops stationed in South Korea (Hanguk Pangsong Kongsa 1977, 946ï49), 

and two books about the history of the United Service Organizations contain summaries of the 

live entertainment programs offered through the USO during the Korean War (Coffey 1991, 51ï

76; USO [2002?], 138ï43, 175ï76). 

The information available in these published sources shows only some isolated tips of the 

iceberg of the US military music system, considering the clues about the presence of various US 

military units in charge of music in the war that are found in literature. For example, US military 

bandsô presence in South Korea during the Korean War is indicated in some literature published 

in South Korea (Hanguk ȋmak HyȀphoe 1991, 382ï83; Konggun YȀksa Kirok Kallidan [Chang] 

2008, 95; Yukkunbonbu 1980, 127, 164), and the US militaryôs hiring and auditioning of South 

Korean musicians for live shows in the US military camps in South Korea are frequently 

mentioned in literature in regards to their influence on South Korean popular music development 

(For example, see Kim and Shin 2010, 200; Lee, HaesȀng 1976, 675ï77; Hwang 1981, 235ï36; 

http://www.ref.oclc.org/WebZ/FSQUERY?searchtype=hotauthors:format=BI:numrecs=10:dbname=WorldCat::termh1=United+States.:indexh1=cn%3D:termh2=American+Forces+Information+Service.:indexh2=cn%3D:operatorh1=AND:sessionid=fsapp3-58332-h5rnzx78-rccz1p:entitypagenum=4:0:next=html/records.html:bad=error/badsearch.html
http://www.ref.oclc.org/WebZ/FSQUERY?searchtype=hotauthors:format=BI:numrecs=10:dbname=WorldCat::termh1=United+States.:indexh1=cn%3D:termh2=American+Forces+Information+Service.:indexh2=cn%3D:operatorh1=AND:sessionid=fsapp3-58332-h5rnzx78-rccz1p:entitypagenum=4:0:next=html/records.html:bad=error/badsearch.html
http://www.ref.oclc.org/WebZ/FSQUERY?searchtype=hotauthors:format=BI:numrecs=10:dbname=WorldCat::termh1=United+States.:indexh1=cn%3D:termh2=American+Forces+Radio+and+Television+Service.:indexh2=cn%3D:operatorh1=AND:sessionid=fsapp3-58332-h5rnzx78-rccz1p:entitypagenum=4:0:next=html/records.html:bad=error/badsearch.html
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Maliangkay 2006, 22ï27; 2011, 66ï71; Shin and Ho 2009, 93; Shin et al.2005).
12

 However, the 

goals and procedures of these US military organizationsô music operations remain unknown, and 

no source explains the US military music organizations and their operations during the Korean 

War in a systematic manner.  

My dissertation seeks to examine the US military music system established in South 

Korea during the Korean War period and its operations by analyzing archived primary sources.  

Such an inclusion of primary sources will reveal aspects of the US military music system and its 

operations during the Korean War as a whole as well as uncover previously ignored details. This 

investigation into the US military music system and its operations is all the more significant 

because of their relation to the development of South Korean popular music beyond the 

boundaries of the military and the state. 

Literature from the second category, civilian publications, provides additional 

information not available via military sources.  Kangsuk Lee, Chôunmi Lee, and KyȀngchôan 

Min provide a succinct summary of music history in South Korea during the three-year battle 

period of the Korean War in a section of a chapter in their book (2001, 223ï67). JȀngim JȀn 

offers more detailed information on a broader range of music in South Korea during the 1950s 

(2001).  Whereas these authors discussed music in South Korea in general, other scholars wrote 

about the music scene in Pusan in particular, the temporary capital city of the ROK during the 

war until the ROK governmentôs return to Seoul after the Armistice (Chegal 2001; Kim 

Chôanguk 2001). In these publications, the activities of some of the ROK military music 

                                                           
12

 The flow of US popular music into South Korean cultural zones through the US military already started  in the 

mid-1940s before the outbreak of the Korean War when the US Army entered the southern part of Korea after its 

defeat of Japan (Hanguk Munhwa Pangsong 1967, 42-43; Hwang 1981, 234; Lee, Young Mee 1998, 118; Shin et al. 

[2005],21-23), but the scale of the musical flow since the Korean War and its influence on South Korean popular 

music was incomparably bigger than that before the war.  Before the mid-1940s, US missionaries brought their 

music to Korea starting in the late 19
th
 century, and music from the US also flowed into Korea via Japan during the 

Japanese colonial period (Lee, HaesȀng 1976, 671-73; Lee, Kim and Min 2001, 22-34; Park, Chôanho 1992, 221-26).  
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institutions are described as a part of the general South Korean music culture. For instance, the 

military orchestras are highlighted as the foundation for the most representative symphony 

orchestras in South Korea during the late 1950s and following decades; military orchestrasô 

concerts are listed along with other concerts for citizens as public concerts; and military music 

institutions are described as sponsors for public performances and music events. All these 

examples support one aspect of my argument in this dissertation: the unbounded nature of 

military music. 

Within the limited range of the body of literature on 1950s music, descriptions and 

discussions of popular music of the 1950s are more common than those on military music and 

other types of music of the 1950s.  MunpôyȀng Hwangôs writings, which are more journalistic 

than academic, include sections about the South Korean popular music scenes of the 1950s (for 

example, 1962, 107ï13; 1976, 649ï56; 1981, 194ï236), and critics and scholars have frequently 

utilized his works as reference sources, sometimes with citations but more often without.
13

 His 

work touches on various aspects of South Korean popular music in the 1950s, including 

musiciansô reactions to the war, civilian musiciansô involvement in the war effort, South Korean 

popular songs and famous musicians of the period, popular music infrastructures and musiciansô 

organizations, South Korean musiciansô participation in the US military entertainment, US 

popular music within the South Korean popular music scene, and related changes in South 

Korean popular music. These themes were repeated in multiple authorsô books and articles 

(Hanguk Munhwa Pangsong 1967, 39ï51; Lee, HaesȀng 1976, 674ï79; Lee, Sangman 1984, 

122ï25; Son 2009, 96ï101, 109ï22; Park, Chôanho 2009, 141ï375), among which Chôanho 

                                                           
13

 Hwang is a former popular music critic in South Korea. His writing is based on his own experiences at the center 

of the 1950s music scene as a songwriter, an affiliate to the ROK military, and an active participant in various music 

organizations. His writings have been an unequalled information source for later critics and researchers. JunhȌi Kim 

mentions that Hwangôs writings are very influential but contain inaccurate information (2004); he doesnôt point out 

which pieces of information are wrong, however.  
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Parkôs work is the most extensive illumination. Information in these publications mirrors the 

information on the military-civilian collaboration in the war effort described in the militaryôs 

publications, and these publications together constitute the ground on which I conceive my 

concept of border crossings. 

Young Mee Lee dedicated one chapter of her book, Hanguk Taejung Kayosa (A History 

of Korean Popular Music), to the time period from 1945 to the 1950s (2000, 99ï138), and her 

analytical approach in this chapter is differentiated from the descriptive approach in most of the 

preceding publications on 1950s South Korean popular music.  She analyzed song lyrics and 

musical elements and discussed them in relation to social aspects of the period, and her approach 

opened up a new horizon in South Korean popular music studies. 

Young Mee Leeôs insightful and unprecedented interpretation of song lyrics in 

consideration of their social context was followed by the studies on 1950s song lyrics by 

Tongsun Lee (2007) and YujȀng Chang (2009, 2010). According to Tongsun Lee, songs from 

this period include propaganda-like lyrics in support of the state ideology, military-song-like 

lyrics that nevertheless add a humanistic sentimentality, and lyrics focused on individualsô 

sufferings and feelings during the war. YujȀng Chang categorized the lyrics into three types: 

those that advocate for the values of the nation, those that advocate for the values of individuals, 

and those that advocate for the values of the state. I find the category ñsongs that advocate the 

values of the nationò ambiguous because, although it is set up as its own category of 1950s song 

lyrics, she actually writes, ñsongs that advocate nationalist values are mostly found among the 

popular songs that were released before the outbreak of the warò (2010, 27ï31). I believe that 

this ambiguity in the category is related to the complexity of Korean nationalism in the 
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transnational space of the Korean War, which I will elaborate during the course of my 

discussions on military marches and popular music in this dissertation.  

Young Mee Lee also unprecedentedly illuminated the time period from 1945 to 1960 by 

combining the analysis of lyrics with music analysis. Lee identifies sinminyo and tôȌrotôȌ as two 

mainstream types of pre-war period Korean popular music (2000, 57ï87; 2005, 2ï3).
14

 Sinminyo 

was developed from Korean folk song styles with the incorporation of Western instrumental 

accompaniment and European tonal music elements during the pre-war period (Lee, SoyȀng 

2007; Lee, Young Mee 2000, 78ï80), and tôȌrotôȌ, which was also formed in the pre-war period, 

was fundamentally influenced by a Japanese popular music style, which combined Western 

instrumental accompaniment and European tonal music elements (Young Mee Lee 2000, 59ï65; 

2005, 6ï8).
 
According to Young Mee Lee, sinminyo declined and tôȌrotôȌ continued to develop 

as part of the mainstream during the 1950s (2000, 99ï105). Importantly, she emphasizes the 

influence of the US military presence and the influence of US popular music on the development 

of new South Korean popular music in the 1950s, which eventually developed in the 1960s to 

form a new mainstream of South Korean popular music (2000, 116ï43). She names this new 

mainstream iji lisȌning (easy listening) (2000, 143ï75), though this term has not yet been 

accepted in popular music discourse in South Korea. In Chapter 5, I build upon her discussion of 

the changes in South Korean popular music in the 1950s. Starting with her definition of the main 

characteristics of the tôȌrotôȌ style (2000, 59ï65; 2005, 6ï8) and making an elaboration of my 

own about the typical characteristics of the pre-war period tôȌrotôȌ style, I examine to what 

extent individual songs in the 1950s contained typical characteristics of this style and deviated 

from them during the course of the hybridization process that resulted from the influx of US 
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 For discussions on other types of Korean popular songs during the period, see YujȀng Chang (2006, 95ï106, 199ï

244), Chanho Park (1992; 221ï26), and SoyȀng Park (2010 a).  
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popular music through the US military music circuit. My analysis of the hybridization process 

with a focus on the deviation from the tôȌrotôȌ style will complement SoyȀng Leeôs discussion 

on the hybridization of sinminyo style songs in the post-liberation period (2010 b, 301ï25). 

SoyȀng Leeôs explanation that the hybrid style sinminyo went through a second hybridization in 

the mid-20
th
 century supports my conception of a spiral model of the hybridization process that I 

propose in this dissertation, a theoretical model that emphasizes the relationship among different 

stages in the development of the hybridization process. 

Additionally, Young Mee Leeôs (2000, 125ï29) mention of exoticism during her 

discussion of lyrics of 1950s South Korean popular music was echoed by subsequent research on 

the topic by SoyȀng Lee (2007 a) and YujȀng Chang (2008). Although different authors have 

different foci and opinions, all three authors are interested in where to locate the US in the exotic 

imaginations found in South Korean popular song lyrics: whereas Young Mee Lee and SoyȀng 

Lee think that the US constitutes a part of the exotic others, YujȀng Chang argues that the US 

resided in South Koreansô lives rather than being conceived as one of the exotic others. In my 

dissertation, I illuminate the complexity of the American Other through discussions of military 

marches as well as popular music, all within a consideration of the relationship between Korean 

nationalism and the transnational Cold War. 

Indeed, the most popular theme that appears in the literature on 1950s South Korean 

popular music is its relationship to the US, the US military, and US popular music. Before 

Young Mee Leeôs discussion of this influence in her book (1998, 118ï38), multiple authors had 

already discussed the South Korean popular music scene around US military camps. They 

described or listed South Korean musicians who participated in these scenes, the US popular 

songs they sang or that were spread among South Koreans by these singers and through AFKN 
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radio (For example, HaesȀng Lee 1976, 671ï80; Hanguk Munhwa Pangsong 1967, 39ï51; 

Hwang 1962, 107ï13; 1976, 649ï65; 1981, 194ï236; Lee, Sangman 1984, 122ï25; SȀn 1993, 

30ï66 ), and, in some exceptional cases, the authors provided their own expert opinions on these 

phenomena and their importance (La, 1954; Lee, PaekchôȀn [Lee, Baik-chun] 1964). Shin et al. 

have described South Korean musiciansô involvement in the US troop entertainment in a chapter 

of their book about 1960s South Korean popular music (2005, 24ï35). The inclusion of this 

discussion indicates the significance of these music scenes for the development of South Korean 

popular music in the 1960s. More focused research on the US military entertainment during the 

Korean War is found in Roald Maliangkayôs work (2005: 21ï33). Here he highlights the 

activities of the Kim Sisters, a famous girl group who performed in the US military camps in 

South Korea and eventually moved to the US in the late 1950s and continued their career as 

musicians in their new home in the 1960s, which he further discusses in another article (2011). 

The case of the Kim Sisters is an interesting example that shows the cultural by-products of the 

US military music operations in Korea in the 1950s; an extension of the Kim Sistersô move to the 

US may be found in Wonder Girlsô musical travel to the US for their participation in the recent 

US popular music market and their involvement in the armistice commemoration, which I briefly 

introduced above. 

An interest focused on popular music production in South Korea in relation to the Korean 

War or in consideration of the decade of the 1950s is found in SȀngsȀ Parkôs book (2010) and 

JunhȌi Leeôs article (2007). SȀngsȀ Park included a collection of images of recordings and 

album jackets relevant to the Korean War in his book, along with other images and information 

on the South Korean popular music production that he regards as relevant to the war. JunhȌ Lee 
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explores the topic in more depth in his article, examining the history of the production and 

distribution of South Korean popular music during the decade.  

Hyunjoon Shin and Tung-hung Ho added new insight into the literature on 1950s popular 

music (2008, 2010). They examined South Korean and Taiwanese popular music from 1945 to 

the 1960s, focusing on how US popular music was ñtranslatedò in different ways in the two 

countries and ñnationalizedò in each country, concluding that the current Taiwanese reactions to 

South Korean popular music can be better understood by understanding the development of 

popular music in the two countries during the initial stage of the Cold War. Shin and Ho 

emphasize the different processes by which US popular music was translated/nationalized in the 

two countries, but the translation arose in both countries due to the presence of the US military in 

the Asia-Pacific region during the Cold War. Although they do not use the term ñtransnational,ò 

their idea that the current interactions in popular music between South Korea and Taiwan are 

deeply connected to the music scenes around the US military at the beginning of the Cold War 

resonates with my focus on the historical dimension of the transnational space of the Korean War.  

Although discussions of popular music during the Korean War period in the 1950s appear 

in various types of publications, their explanations of the war and of the ROK and US military 

music systems and operations are very brief and sometimes imprecise. Therefore, I will seek to 

explain the development of South Korean popular music in the 1950s in tighter connection to the 

war processes and military music systems by providing detailed information on military music 

systems and operations in the 1950s as a background for popular music development and by 

providing more specific information on the connection between the processes of military music 

and popular music development. In my discussions of popular music in this dissertation, I will 

complement, elaborate, and reinterpret discussions in existing literature by adding new findings 
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from my interviews and archival research, by providing further analysis of music, and by making 

further discussions from my theoretical perspectives on transnational spaces and hybridization 

processes.  

 

Methodology  

As the literature review already indicated, I conducted interviews, archival research, and 

music analysis in order to illuminate aspects of the Korean War period music that have not yet 

been addressed in the literature. I have conducted four rounds of field research in South Korea 

for about fifteen months in total: preliminary field research in 2006 and primary field research in 

2007, 2008, and 2010. My research in the US included four rounds of archival research for about 

a month in total at the National Archives and Records Administration in College Park, Maryland 

in 2008 and 2009, and an additional two visits to Washington D.C. and Springfield, Illinois, for 

the observation of ceremonies.   

During my fieldwork in South Korea, I primarily interviewed veteran military band 

musicians as my main interview subject group because they experienced the war at the center of 

the military music operations and because they had the musical sensitivity necessary to keenly 

appreciate the music of those times. The musical experiences, actions, thoughts and feelings they 

revealed through their interviews constitute the backbone of this dissertation. Additionally, I 

interviewed non-military musicians who were active during the Korean War period and non-

musician veterans for additional information. In South Korea, I interviewed a total of forty-five 

people, meeting them one to eleven times each, and during my stay in the US I interviewed some 

of them by phone and by email for supplemental information. To enhance my understanding of 

military bandsô music and to collect military march notations and historical documents, I 
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intermittently visited five ROK military band bases in South Korea. Also, I attended seventeen 

military music events and the Korean War commemoration events held in South Korea to gain a 

greater sense of the military music and the continuing history of the Korean War.  

My archival research in the US concentrated on investigating US military documents 

relevant to the US military music operations during the Korean War in the 1950s. The 

information on the US military music system and operations collected from this primary source 

constitutes another base of my dissertation. Additionally, I attended two Korean War-related 

ceremonies involving some of the Korean War veterans.  

Music analysis constitutes the third main methodology of this dissertation. Among the 

military marches that I located in some of the ROK military band bases that I visited, I analyze 

only those marches that were identified as having been composed or copied by hand in or before 

the 1950s through the dates written on the notations or by my intervieweesô reports. I analyze 

two more military marches introduced in The Military Music History of the ROK Army. I also 

discuss two more marches reported by my interviewees to have been composed in the 1950s, 

although the notations have not yet been located. 

Regarding popular music, I analyze some of the 1950s South Korean popular songs that 

have lyrics related to the war, that have elements of military marches or songs, or/and that have 

musical elements that significantly deviate from the typical elements of the tôȌrotôȌ style that 

crystallized during the Japanese colonial period. The selection of the songs used for analysis 

needed a multi-step procedure because there is no reliable list of South Korean popular songs of 

the 1950s with the release years identified.
15

 Due to the lack of a thorough and completely 

reliable list as well as the lack of systematic archives of Korean popular songs, I believe that co-

                                                           
15

 The lack of even a reliable list of the release years of song recordings reflects the embryonic stage of studies on 

1950s South Korean popular music.  
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referencing multiple sources is the best way to identify songs released in specific years in the 

1950s. I narrowed down the sources that I could consult to the following: Hanguk Kayo PôyȀllam 

(The Korean Popular Song Index) (Munhwabangsong and Hanguk ȋmakchȀjakkwȀnhyȀphoe 

1992); Hanguk Kayosa 2 (The History of Korean Popular Songs, vol. 2) (Park, Chôanho 2009); 

ñHanguk TaejunggayoȌi ChȀnôgae Yangsang Kochôal: 1945ï1960-nyȀnkkajiȌi ChakpôumȌl 

ChungsimȌroò (A Study on the Development of Korean Popular Songs: With a Focus on the 

Songs Released from 1945 to 1960) (Chang 2009);YusȀnggiro TȌttȀn Kayosa, TubȀntchae: 

Haebangï1960-nyȀn (Korean Popular Songs on Phonographs, the Second Set: From the 

Liberation to 1960 (Sinnara 2000); and a South Korean popular music website, Kayo 114 

(www.kayo114.com).
16

 

Because I intended to analyze songs by listening to sound recordings rather than by 

reading available notations of melody only, I first selected songs from Korean Popular Songs on 

Phonographs: The Second Series, which covers the period from August 1945 to 1960, and 

additionally selected the music files of the songs labeled as having been released in the 1950s 

available at the website Kayo 114. Then I crosschecked the release years of the selected songs in 

the three printed sources. These three sources were selected for different reasons. The Korean 

Popular Song Index was selected because this book provides the most extensive popular song list 

of the 1950s with the release years specified and because the publishers are two of the most 

representative institutions at the center of South Korean popular music production and 

circulation. According to their notes in the book, they created the list on the basis of 

ñperformance records, documents about music recordings, published sources, and the documents 

from the Munhwa Broadcasting Companyôs popular song screeningò (Munhwabangsong and 

Hanguk ȋmakchȀjakkȀnhyȀphoe 1992, Preface; English translation by this author). However, 
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 This website closed in July 2011. 
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even the publishers of this index state in the preface that the list is not complete and that 

amendments and additions are solicited.  Therefore, in order to maximize the accuracy of the 

information, I crosschecked the release years with the other two sources. I referred to The 

History of Korean Popular Songs, vol.2 because this book contains many pieces of information 

about the recording years obtained from primary sources. I also crosschecked the release years 

with YujȀng Changôs article, ñA Study on the Development of Korean Popular Songs: With a 

Focus on the Songs Released from 1945 to 1960,ò because the author explicitly mentions in this 

article that she intended to provide accurate information on the recordings that were released 

during the fifteen-year period, criticizing previous literature on South Korean popular music of 

the period for inaccuracy in providing information on the recordings. After comparing the 

information on the release years of the songs from the 1950s in the three publications, I found 

discrepancies in the release years of some songs as specified in those publications. In these cases 

of discrepancy, I listed the earliest release year that appears in the publications in the main text of 

my chapter and put the later ones in the footnotes. In this way I tried to be as accurate as the 

currently available information allows, but I look forward to a thorough and accurate list of the 

release years of South Korean popular songs from the 1950s in the future.
17

 

Regarding the periodization of the Korean War, I suggest the following time framework 

for discussing the music of the war, devised primarily from military music unit histories and 

additionally in reference to the unit historiesô relation to the general military history and to the 

civilian music sphere in South Korea as well.  
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 According to YujȀng Chang (2010), popular music researcher JunhȌi Lee is personally creating a list of South 

Korean popular songs from the 1950s.  
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Figure 1-3 The Korean War Music Periodization  

 

First, I identify the earliest period of fighting, from June to mid-September 1950, as the 

Calamity Period. The South Korean and UN forces withdrew south to the Pusan Perimeter, a 

southeastern corner of the Korean land, and South Koreansô musical activities came almost to a 

halt with even the ROK military band organizations struggling to overcome the challenging 

situation. Second, the longest period, from September 1950 to 1955, I label the Revitalization 

and Intensification Period. As the South Korean and UN forces began to advance toward the 

north after the success of the Incheon Landing Operation and the counteroffensive around the 

Pusan Perimeter, the ROK military music system expanded and the US military established its 

own music system in South Korea, reorganizing a large portion of the civilian music sphere for 

their military music purposes. Despite the ebb and flow of the war situation, the organizational 

powers of these militaries did not lose their control over the use of music for the war effort. 
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These expanded war music systems continued until a couple of years after the armistice while 

the armistice system was being installed. Third, I label the period from 1956 to 1961 the 

Consolidation Period. While the armistice system stabilized, the gains of the musical support for 

the war were transformed into a permanent part of the civilian music sphere, one example of 

which is the discharged ROK Army band membersô gradual shift into the popular music and 

classical music domains.  

Usually the three-year battle period from June 25, 1950 to July 27, 1953 is regarded as 

the Korean War period both in public and academic discourse.
18

 However, in this dissertation 

about military music particularly focusing on ROK military band membersô experiences, I regard 

the period from the outbreak of the war into the 1960s as the Korean War period. From the 

perspective of military music, the year 1953 is not so significant a break as 1955 and 1956, and 

by 1961 the ROK military band organizations had become firmly established without any change 

in the band unit numbers for years afterward (until their participation in the Vietnam War caused 

changes), suggesting a closing of a historical period in the military band organizations.  

Despite the Armistice agreement in 1953, the number of South Korean military bands 

continued to increase at a similar rate as before the agreement
 
because the South Korean military 

continued expanding (Kukpangbu KunsapôyȀnchôan YȀnguso [Nam] 2002, 687ï97; 

Yukkunbonbu [Park] [1980], 19ï22).  Also, the central ROK military bands ð the Army 

Headquarters Band, the Navy Band, and the Air Force Band ð strengthened their positions 

during the first years after the Armistice, moving to the capital city of Seoul from their 
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 A part of the development of the Cold War was becoming explicit on the Korean land in 1945 when the US 

military and the USSR military entered Korea after their defeat of Japan, and the influence of the US military in 

South Korean music culture started at this point in time. However, my exploration focuses on the 1950s, starting 

from the outbreak of the Korean War. The massive changes both in military and civilian music in the 1950s caused 

by the war are clearly distinguished from the development of music in the pre-war period. Also, when the US 

military reentered Korea upon the outbreak of the war, a couple of years after the occupation armyôs withdrawal, the 

scale of the US military presence during the war became far greater than the scale of the US occupation army in the 

pre-war period, beyond comparison. 
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temporary locations in southern cities by 1955. Not only did the ROK military band 

organizations continue to expand, but most of the units that were created for military music 

operations after the outbreak of the war also continued to exist into the mid-1950s. For example, 

the Army Chorus, the Army Symphony Orchestra continued to exist until 1955 (Yukkunbonbu 

[Park] [1980], 124ï26, 171ï72; Yukkunbonbu ChȀnghunôgamsil 2000, 362). Regarding the war 

process, the resolution of the POW issues was not completed until 1954 (Kukpang Kunsa 

YȀguso 1994, 144ï54), and despite the Armistice Agreement in 1953, the withdrawal of US 

troops didnôt start until March 1954 because US President Eisenhowerôs December 1953 

announcement about the reduction of US troops in Korea encountered opposition and logistical 

problems (Kukpangbu KunsapôyȀnchôan YȀnguso [Nam] 2002, 689ï90). The withdrawal was 

almost completed by 1955, and during those years when the withdrawal of the US troops 

progressed, the ROK military expanded so as to compensate for the reduction of US troops (693).  

In contrast, around 1956, some significant changes occurred, differentiating the years to 

come from the years before. Drafted military band musicians were eventually allowed to be 

discharged: an indication that the military situation was settled down enough not to hold the 

drafted soldier-musicians within the military any longer. After the Army Music School was 

closed in 1955 and drafted military musicians were discharged in 1956, there was a significant 

shift of human resources from the military music sphere to the civilian music sphere. For 

example, many military musicians began their music careers in the civilian music sphere as 

orchestra members, music teachers, and instrumentalists. Also, affiliated civilian musicians in 

the Army and the Navy returned to their positions outside of military organizations. In addition, 

1956 was the year that General Isaac D. White, the Commander of the 8
th
 US Army, announced 

that there would not be another war in Korea (Kukpang Kunsa YȀguso 1994, 183), which I 
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consider a confirmation of the stabilization of the armistice after the years of effort toward its 

settlement.   

In addition, from a musical point of view, the first withdrawal period from June to 

September 1950 needs to be distinguished from the subsequent period from September 1950 to 

around 1955. During this three-month withdrawal period, South Korean military bands struggled 

to maintain their operations, though the overall band organizations generally survived. In 

contrast, after September 1950, new military band units and various other military music units 

were created. Regarding the US military, documents at the National Archives indicate that 

during this first withdrawal period the US military was also having a hard time providing 

musical support for its troops. After the Incheon Landing Operation and the counteroffensive 

around the Pusan Perimeter in mid-September, 1950, more and more military bands, 

entertainment units, and civilian entertainers entered Korea. Around 1955, the US military music 

system in South Korea also had significant changes, reflecting major organizational changes in 

the US military in the Far East. Following the entry into Korea of the Headquarters of the US 

Army Forces Far East combined with the Eighth US Army in the latter half of 1955, the UN 

Command Headquarters also moved from Japan to Korea in 1957. By then, South Korea had 

become a new military center in the transnational Cold War. In accordance with this 

restructuring of the US military, the militaryôs investment in its troop entertainment in South 

Korea accelerated during the last few years of the 1950s, resulting in a thriving business for 

South Korean professional musicians participating in the troop entertainment. These changes in 

the US military music system, alongside the aforementioned changes in the ROK military music 

system, validate the three-stage periodization: the Calamity Period, separate from the 

Revitalization and Intensification Period, and then followed by the Consolidation Period.   
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The beginning of the 1960s when the stabilization of the growth of the ROK military 

band organizations signaled a closing of a historical period in ROK military music was also a 

turning point in South Korean political and social history. The political leadership in South 

Korea that had lasted through the 1950s came to an end through the April 19 Revolution in 1960, 

and the May 16 Military Coup in 1961 signaled that South Koreans were moving into the next 

decade with new leadership and newly-emerging social issues. Interestingly, 1961 was the year 

when ñNo-o-ran SyassȌȌi Sanaiò (The Guy in the Yellow Shirt) became a big hit, signaling the 

popular acceptance of the musical hybridization that had developed during South Koreansô 

encounters with the music from the US that had entered South Korea through the US military 

music circuit during the war.
19

  

Taking all these historical events into consideration, I devised the tripartite historical 

framework for my discussion of Korean War period music, which spans approximately a decade, 

from 1950 to 1961, through the dialectical process of learning from written histories, oral 

histories, and the war archives. Written histories regarding Korean War period music are rare, 

but the limited information provided me with a sense of how to search further, such as whom to 

ask and what to ask. Oral histories added tremendous new information to the existing 

information in written histories, and they added flesh to the bones of the war chronology. Most 

notably, veteran musiciansô interviews provided critical information for the transformation of a 

war chronology into a music chronology, challenging my initial timeline based on the war 

chronology and helping me to give more consideration to the history of military music operations 

and the social history of music. However, veteran military musiciansô memories were often 
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 In spite of the continuation of the military expansion, the growth of the military music system, and the 

continuation in the political system after the Armistice, the Armistice was also a significant event in the war history. 

Therefore, it might be possible to define a transition period from around the Armistice to around the dividing line 

between the Revitalization and Intensification period and the Consolidation Period.   
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fuzzy and needed to be framed by the war chronology and cross-checked with written histories 

and archival documents. Archival documents provided information that filled some of the gaps in 

my understanding obtained from oral histories and written histories, confirming and refuting my 

previous understanding. However, the documents in the archives are organized solely from 

military perspectives and are not suitable at all for the collection of information on music, so 

without the previous knowledge gained from oral histories and written histories, I wouldnôt have 

known how to explore the archives.  By combining interviews and archival research with a 

literature review of written histories, I was able to devise this three-stage periodization as a 

historical framework for my study of Korean War period music.  

 

Significance  

This dissertation is an unprecedented illumination of Korean War period music with a 

comprehensive description of both the ROK and the US military music operations combined 

with an interpretation of their relationship to musicultural developments in South Korea. All of 

this is investigated based on data collected through mutually compensating and reinforcing 

methodologies including interviews, archival research, and literature review, and analyzed at the 

levels of musical works, individualsô musical experiences, military organizationsô actions, and 

transnational cultural formations intertwined with nationalist projects. The analysis of this 

complex system of interactions contributes to various fields of study, including military history, 

Korean studies and Korean War studies, transnational studies, as well as musicology. 

 Reviewing literature on military music, Roland Bannister (2003) wrote, ñThere is 

generally a great deal of narrative, but little analysisò (17). My dissertation presents an analytical 

approach to military music through the case of Korean War period music, examining human 
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experiences involved in military music and revealing cultural and social meanings of the music, 

which Bannister considered important toward the advancement of military music historiography. 

In the same article, Bannister wrote, ñIt is strange too that comprehensive contemporary histories 

of military music é are yet to be writtenò (18). Despite the obstacle of doing research in an area 

often muddled by security issues, this dissertation provides a comprehensive look into the music 

of the Korean War, one of the most significant contemporary international wars. It was also 

pointed out by Bannister that there are few studies in the English language on military music 

beyond Europe, America and Australia (15). This dissertation supplements the literature in 

English on military music with the study on the Korean War, by consolidating literature written 

in the Korean language; combining ROK and US military music histories from the Korean War; 

adding new information that I collected through interviews with veteran military musicians and 

through my own archival research; and applying my own conceptual framework and theoretical 

perspectives for the interpretation of all the information.  

In particular, my dissertation breaks new ground in scholarship on Korean music. My 

research is the first historical and ethnographic work focused on the Republic of Korea military 

band members as a main research subject group in the context of the Korean War, and mine is 

the first analysis of Korean military marches from the perspective of Korean nationalism and 

transnational musicultural forces, thereby pioneering a new area in the socio-cultural history of 

Korean music. My investigation into the US military music system and operations and the ROK 

military musiciansô activities is also significant in Korean popular music history. Scholars have 

pointed to the US military camps as a significant source for South Korean popular music 

developments as I wrote in the literature review above, but previous research that discussed the 

US military camp music scene tended to be restricted to those aspects that were visible to South 
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Korean participants in the scene. By examining the US militaryôs own documents about its 

military music operations, this research reveals the US military camp music scene more lucidly, 

thereby helping to better understand its influence on South Korean popular music developments. 

Hyunjoon Shin et al. mentioned the necessity for the examination of the military bandsô roles in 

these developments, but he left them unexplored for the reason that doing so entails an added 

degree of complexity (Shin et al. 2005, 24). By explaining ROK military musiciansô involvement 

in South Korean popular music developments, then, this dissertation fills a longstanding gap in 

South Korean popular music studies.  

More broadly, this dissertation supplements literature in Korean War studies and Korean 

studies in general. Korean War studies has been focused on military, political, and diplomatic 

histories of the war (See Allan R. Milletôs literature review on Korean War studies [2001]). 

Research on the cultural aspects of the Korean War has only recently emerged (See MyȀngsȀp 

Kimôs discussion on the post-Cold-War-period growth of studies on the cultural aspects of the 

Korean War [2000, 77ï80]), and my investigation of the musiculural aspects of the war adds a 

new research direction for the newly-developing scholarship in Korean War studies. By 

reinterpreting the history of the military music of the Korean War as a socio-cultural history of 

the 1950s, this dissertation helps to deepen the understanding of mid-20
th
 century Korean history.   

Expanding the scope even further, this dissertation is a new interjection into the literature 

in transnational studies. Interpreting the Korean War period music from a transnational 

perspective, this dissertation reveals a special type of transnational space and transnational 

musicultural formation in which the extended power of the US military was a dominant force for 

the movement of people and music and where military organizations and military personnel 

acted as powerful cultural agents. Not only in South Korea but in multiple places around the 
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globe, the US military presence has created powerful transnational musical flows (Atkins 2001; 

Bourdaghs 2012; Mamoru 2008; Poiger 2000; Whitfield 1996; Yoshimi 2003); with this in mind, 

then, this dissertation provides a case study that sheds new light on our understanding of the 

transnational musicultural formations revolving around US military music circuits worldwide.
20

 

In addition, the spiral model of hybridization newly proposed in this dissertation is not specific to 

the Korean War but, rather, could open up new avenues for understanding the musical outcomes 

from transnational encounters as anchored in historical continuity and contributors to the 

development of social spaces.  

 

Chapter Outlines  

I organized the four main chapters into two pairs. I explore military organizations in 

charge of music in Chapter 2 in order to understand the institutional agency of the ROK and US 

military music organizations. In contrast, I examine veteran military musiciansô recollections of 

their musical activities in Chapter 3 in order to see how this institutional agency was realized 

through and surpassed by individualsô actions and to understand the musical life that revolved in 

and around the processes of the Korean War at a micro-level. The last two main chapters are 

allotted to discussions of music that was played, newly-created, and utilized or appreciated 

during the Korean War period in the 1950s. I examine military marches in Chapter 4, as the 

music type most central in the ROK military band membersô musical activities during the Korean 

War. In contrast, I examine popular music in Chapter 5 as a music type peripheral to the ROK 

military bandsô repertory but still significant in the overall military music operations, utilized 

efficiently by the US military during the Korean War period in the 1950s, whose cultural 
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 Toya Mamoru also published a book in 2005 in the Japanese language about the US militaryôs influence on the 

development of Japanese popular music; I consulted an informal translation of some the chapters for my research.   
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ramifications were significant in the development of South Korean popular music in the 

transnational musicultural space of the Korean War. 

Chapter 2: South Korean and US Military Music Systems during the Korean War: Military 

Agents as Cultural Agents 

 

In this chapter, I explain South Korean and US military organizations in charge of music 

during the Korean War period in the 1950s. The military power was maximized, and the social 

space in South Korea was restructured by military requirements during this period. The military 

exerted its enhanced power within the musical domain, too, reorganizing musical talents and 

resources in and around the military. Furthermore, the entry of the US military and its military 

music system into South Korea increased the availability of military musical resources. I argue 

that the military music institutions played a role as cultural agents crossing the boundaries of the 

military and that they facilitated musical encounters that crossed the borderlines between the 

South Korean and US cultural zones.  

Chapter 3. South Korean Military Musicians: Recollections on Border Crossings  

I discuss military musiciansô experiences during the Korean War period in the 1950s, 

focusing on three veteran military musicians from three different ROK military band units and 

integrating other veteran musiciansô experiences. The military musiciansô recollections will 

provide a detailed look into the ways the military music institutions outlined in the previous 

chapter were actually operating at specific locations and how individual agents, along with the 

institutional agents, made up the musical developments in and around the military bases and the 

musical encounters in the transnational military space of the Korean War. My focus is on 

highlighting the aspects of border crossings that the veteran military musicians experienced as 

soldier-musicians, i.e. as military agents and, simultaneously, as cultural agents: the crossing of 
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borders between the US and the South Korean military, between the military and civilian spheres, 

and between types of music. I argue that these types of border crossings exemplified in the three 

representative veteran musiciansô experiences became a significant source for a new 

development in South Korean music in general, grounded on the actions of the military 

institutions and exceeding the intentions of the military institutions through individual musiciansô 

agency.   

 Chapter 4. South Korean Military Marches: Musical Nationalism in the Transnational Cold  

 War 
Border crossings facilitated and actualized by both institutional agents and individual 

human agents are also manifested in musical pieces and performances. This chapter and the 

following chapter are dedicated to exploring the border crossings inscribed in the development of 

military marches and popular music in South Korea; military marches as the most representative 

musical type that the ROK military bands played and popular music as the type most widely 

infiltrated into South Koreansô musical lives. In this chapter, I argue that the history of ROK 

military marches in the 1950s reveals the conflict and negotiation that the ROK military bands 

experienced between their responsibilities toward state nationalism and their location within the 

transnational military space of the Korean War. ROK military marches created and/or performed 

during the Korean War period in the 1950s constitute the incipient stage of the history of ROK 

military marches as part of an important component of the musical nationalism of the ROK. 

However, the marches were composed through the embrace of transnational forms of military 

marches, European and American, and the burgeoning interest in the creation of the ROK 

militaryôs own marches was circumscribed by the surge of US marches into this space, best 

represented by Sousa marches, due to the limitations on military band resources in South Korea 

and against the backdrop of the transnational ideological war.  
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Chapter 5. South Korean Popular Music: Border Crossings and Hybridization Processes 

The US military very actively utilized popular music for its military goals, and 

unintended outcomes resulted from the US militaryôs use of popular music. The US popular 

music brought by the US military to its military bases in South Korea escaped the boundaries of 

the military bases in the forms of notations, recorded music, and broadcast music, and through 

musiciansô interactions and the Eighth US Army Headquarters Special Services Sectionôs troop 

entertainment programs. All these travels of music and musicians eventually affected South 

Koreansô musical lives, resulting in the development of new hybridizations in South Korean 

popular music that embraced musical elements of US popular music. Analyzing selected South 

Korean popular songs of the 1950s relevant to the Korean War and revealing the trajectory of 

South Korean popular music in relation to the musical travels facilitated by military agents 

during the military collaboration between the ROK and the US through the 1950s, I argue that 

the gradual hybridization process of the 1950s in embracing elements of US popular music was 

gaining impetus to form a new mainstream in South Korean popular music on the basis of the 

layers of the transnational musicultural formations accumulated for decades in Korea and 

assisted by the military, ideological, economic, and socio-cultural forces in the transnational 

space of the Korean War.  

Chapter 6. Navigating Transnational Musical Flows Shored up by the Power of the State and 

Nationalist Agendas 

 

By introducing a war commemoration event in 2007 that featured ROK military bands 

playing Korean military marches and juxtaposing the activities of the girl group, Wonder Girls, 

after their thank you message at the Armistice Commemoration in Washington DC in 2009 and 

other K-Pop starsô activities since then, I reconsider the meaning of the Korean War period 
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music in the historical dimension of the transnational space of the Korean War. About six 

decades after the outbreak of the war, the fundamental elements of the transnational musicultural 

space of the Korean War still remain important in South Korean military music and popular 

music, but with the addition of a strengthened musical nationalism of the ROK and increased 

transnational musical travels, i.e. South Korean musiciansô travels remotely to the US buttressed 

by the state nationalism of the ROK.  
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CHAPTER 2 

The South Korean and US Military Music Systems during the Korean War: 

Military Agents as Cultural Agents 

 

Introduction  

This chapter provides a broad overview of the ROK and US military music systems 

during the 1950s in order to establish a foundation for the discussions in the following chapters.  

I use the term ñmilitary music systemò as a means to describe in a coherent way the actions of, 

and changes in, the military organizations in charge of music for the ROK military and the US 

military, rather than to imply that the organizations in each military can be described as one 

objective and fixed entity. In order to show the dynamic military situation as a background for 

the development of the ROK military music system and the expansion of the US military music 

system into South Korea, I begin each section by briefly summarizing the ebb and flow of the 

ROK and US military operations. This summary of the war process is also intended to reveal the 

pervasiveness of the war as a basis for the impact of the military music operations on an 

extensive range of South Korean musiculture. I describe the war process and the overall 

development of the ROK and US military music systems throughout the 1950s, using the 

framework of the three-stage periodization of the 1950s proposed in the previous chapter, i.e., 

the Calamity Period, the Revitalization and Intensification Period, and the Consolidation Period.  

In the description of the military music system of the ROK, I pay special attention to the 

military band organizations because they were the most central and the most enduring music 

organizations in the military and because military band musiciansô experiences and opinions are 

a focal point in the following chapters. Regarding the US side, in addition to its military bandsô 

operations, I focus on its dedication to entertaining its troops in South Korea. One of the 
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remarkable characteristics of the US military music system during the Korean War was the 

sophistication and grand scale of its troop entertainment programs, which ultimately influenced 

South Korean musicultural development during the course of the delivery of music resources to 

South Korea for US troops and its facilitation of musical interactions between its personnel and 

South Koreans.   

Through my descriptions of the ROK and the US military music systems, I will 

demonstrate the cultural agency of the ROK and the US military music organizations. I argue 

that during the Korean War period the ROK and the US military music organizations functioned 

as significant cultural agents, ones grounded upon the multiple levels of border crossings that 

occurred during their military music operations. Genre-crossing was an essential part of the 

military music operations during the war, and this element of border crossing was combined with 

the border crossings between the military and the civilian and between the South Korean and the 

US cultural zones. Interpreting these levels of border crossings both in the context of military 

operations and in the musicultural context, I reveal that the ROK and the US militaries exerted 

an extensive influence on music education, music management, and the transnational flows of 

music during the Korean War period in the 1950s.  

 

The Calamity Period: June 25, 1950 to September 1950  

The civil war between South Korea (the Republic of Korea, the ROK) and North Korea 

(the Democratic Peopleôs Republic of Korea, the DPRK) and simultaneous international war 

between members of the communist bloc and capitalist bloc began on June 25, 1950 (June 24, 

1950 by US time). When the DPRK Army assaulted the ROK, crossing over the 38
th
 Parallel,

21
 

                                                           
21

 This line that divided Korea into the North and South was devised at the end of World War II. The US devised it 

and the USSR agreed to it, and upon their defeat of Japan, the US military occupied the country south of the Parallel 
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the ROK forces were unprepared for war.
22

 To support the ROK against the communist DPRK 

militaryôs assault, the US initiated the UN intervention into the war on the ROK side and sent its 

own troops.
23

 However, the war front moved southward to the Pusan Perimeter on Aug 1, and 

the ROK territory continued shrinking until mid-September (Cummings 2011, 5ï19; Kukpangbu 

ChȀnsa PôyȀnchôan WiwȀnhoe 1986, 109ï114; Stueck 2002, 62ï65). 

 

Figure 2-1 Map of the War Front as of Sep 14, 1950 (Finley 1983, 9)  

 

During this three-month period following the outbreak of the war, the ROK and the US 

configured their military collaboration. The United Nations Command (UNC) was established, 

                                                                                                                                                                                           
and the USSR occupied the north (Stuek 2002, 11ï13). The US military occupation continued until 1948, the year 

the ROK government was established. Then the US occupation army withdrew and left only 482 US military 

personnel in South Korea as members of the Korea Military Advisor Group (KMAG) (Tucker 2002, 350ï52). The 

activities of the KMAG continued during the Korean War (Ramsey 2006, 5ï26). 
22

 According to Kukpangbu ChȀnsa PôyȀnchôan WiwȀnhoe, when the war broke out, the number of DPRK troops 

was almost double the number of the ROK troops, and the DPRK troops were equipped with about three times as 

many armaments as the ROKôs (1986, 110ï11). For different estimations, see Stueck (2002, 62) and Cumings (2011, 

5ï6). 
23

 Thus, multinational troops were here established under the name of the United Nations for the first time in world 

history. 
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and its leadership was taken by the commander of the US Far East Command (FEC). The Eighth 

US Army, a part of the US FEC, was a central component of the United Nations Command, and 

the Headquarters of the Eighth US Army Korea (HQ, EUSAK) was established in Taegu, a 

southern city in South Korea, within half a month after the outbreak of the war, on July 9. The 

Eighth US Army had control over all UN ground forces as well as the ROK ground forces. 

Creating this collaborative military structure under the UN flag, the ROK and the US prepared a 

monumental counteroffensive (Hermes 1992, 9ï10; Kukpangbu ChȀnsa PôyȀnchôan WiwȀnhoe 

1986, 112). 

During this Calamity Period, the ROK military bands, still in their formative stage, were 

relocated to southern cities and functioned in a limited way, and organizational efforts for the use 

of music beyond military band operations were sparse. Considering the rapid dispatch of a large 

number of US ground forces ï153,633 as of September 1950, according to James P. Finley (1983, 

82), the installation of US military music in Korea (the entry of only two military bands [though 

possibly a couple more] into Korea during this period according to the information confirmed so 

far) didnôt reach a scale commensurate with the size of the ground forces either (ñStatus of Units 

and Station List,ò RG 407). It seems that the outbreak of the Korean War was too abrupt for 

either the ROK or US militaries to set their musical operations into full motion.  

ROK Military Bands and Other Military Organizations in Charge of Music 

Even though the Calamity Period was a lean period in terms of ROK military music 

supplies, it is still necessary to look into the military music organizationsô actions during this 

period because they reveal that musical border crossings were already increasing during this 

period and that the military band organizations were apparently the most pivotal units in the 

ROK military music system. When the war broke out, the ROK had around ten military bands, 



53 
 

and the bands experienced severe hardships. However, despite the damages to some bands ð 

some peripheral division bands were battling with weapons rather than playing musical 

instruments, were absorbed into Yukkun Kunak Hakkyo (The ROK Army Music School) after 

losing their parental divisions, or were destroyed in the worst case ï ROK military band 

organizations as a whole continued their duties, relocating themselves to the south as the military 

withdrew.  

For instance, Yukkunbonbu Kunaktae (The ROK Army Headquarters Band), the most 

prestigious band in the ROK Army Band organization, left Seoul, the capital city of the ROK, as 

the ROK government and the Army Headquarters left Seoul for southern cities. The band 

eventually arrived in Pusan and continued its responsibilities from its temporary home within the 

Pusan Perimeter, supporting governmental and military events and holding marching parades in 

the city of Pusan, the newly emerging military, political, and cultural center of the ROK. 

SudogyȀngbisaryȀngbu Kunaktae (The ROK Capital City Guard Headquarters Band) also left 

Seoul when the capital city was occupied by the DPRK military, and it withdrew to TaejȀn, 

about 90 miles south of Seoul. This band, however, was still playing music for the state even 

during the tumultuous withdrawal, recording the ROK national anthem at Chungang 

Pangsongguk (The Central Broadcasting System) in TaejȀn. Then this band withdrew further 

south to Taegu, where it became affiliated with Kukpangbu ChȀnghunguk (The Information and 

Education (TI & E) Division of the Ministry of National Defense). Here it was renamed 

Kukpangbu ChȀnghunguk Kunaktae (The TI & E Division Band of the Ministry of National 

Defense of the ROK) and assisted with propaganda activities (Yukkunbonbu [Park] [1980], 70, 

144). While these central military bands of the Army were setting up their new homes within the 

Pusan Perimeter and resuming their operations for the war, The Navy Headquarters Band in 
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Seoul also withdrew to the south, but the members were unable to carry their instruments. 

Without musical instruments the band ceased to function. However, this band was recreated in 

about two months in Aug, 1950, in Pusan and resumed its musical operations (personal 

communication, Kim, HaksȀng, June 2007). The Navy Band members at the Naval Station in 

Chinhae were also forced into active duty temporarily in order to defend their military base 

against North Korean troops that advanced to an adjacent area (personal comuniation, Lee, 

Kyosuk). 

Similar to the fate of the ROK military bands was that of the military music schools. 

Yukkun Kunak Hakkyo (The ROK Army Music School) and Haegun Kunak Hakkyo (The ROK 

Navy Music School), which were established in 1949, already had their first new students when 

the war broke out. The Army Music School withdrew to Pusan along with the Army 

Headquarters Band, and was reorganized there, absorbing the band members that lost their 

parental divisions (Yukkunbonbu [Park] [1980], 124). The Navy Music School faced the 

outbreak of the Korean War on the day of the graduation ceremony for its first new students. The 

school had to withdraw south along with the Navy Headquarters Band, postponing the 

graduation ceremony (personal communication, Kim, HaksȀng, Jun. 2007).  

Besides the military bands and military music schools, Kukpangbu ChȀnghunguk (The TI 

& E Division of the ROK Ministry of National Defense) and ChȀnghungamsil (The TI & E 

Sections) of the ROK Army, Navy, and Air Force were important organizations for the ROK 

militaryôs cultural and psychological war efforts, and these organizations collaborated with 

military bands. For example, the TI & E Divisionôs operations included the performances of the 

former ROK Capital City Guard Headquarters Band, which had been renamed The TI & E 

Division Band of the Ministry of National Defense of the ROK (Yukkunbonbu [Park] [1980], 
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144). The TI & E Division specified this bandôs responsibilities as ñto lift the morale of the 

military forces, police, and citizensò and ñto support other TI & E operationsò (Yukkunbonbu 

ChȀnghungamsil 2000, 123). However, overall the TI & E Division of the Ministry of National 

Defense and the TI & E Sections of the Army, the Navy, and the Air Force had not yet built solid 

enough structural bases nor enough experienced personnel during this period (See, Konggun 

YȀksagirok Kwallidan [Chang] 2008, 57ï58; Taehanminguk Haegun [Haegunbonbu 

ChȀnghungongbosil]1999, 59; Yukkunbonbu ChȀnghungamsil 2000, 123).  

Also remarkable is Husaenggamsil (The Troop Welfare Section) of the Army.
 24

 Its 

responsibilities since its establishment in July 1949 included providing recreation and various 

services for the military personnelôs needs. After the outbreak of the war, the section facilitated 

its subunits in multiple cities and it also created Yukkun YȀnyedae (Troop Entertainment Units 

of the ROK Army) to offer propaganda performances. Civilian musicians became involved in the 

entertainment units organized by this section, and in this way the boundary between the military 

and the civilian was blurred during the course of the militaryôs extended war efforts 

(Yukkunbonbu [Yukkunbonbu Kunsagamsil], 320).  

Civilian participation in the military music operations was growing not only through the 

deliberate plans of the military but also by haphazard circumstances. For example, during this 

period, a famous female music theater group of the time, Haennimgwa Tallim, became affiliated 

with the ROK Army Music School. According to Tongju ChȀng, former Head of the 

Administration Department of the Army Music School, when the Army Music School 

established its temporary base in Pusan, some staff of the school found the group stuck in this 

southern city while touring due to the outbreak of the war. The turmoil of the war prevented 

                                                           
24

 Husaenggamsil was renamed HyulbyȀnggamsil in Feb. 1951 and renamed once again to ChȀngbyȀnggamsil in 

1956 (Yukkunbonbu [Yukkunbonbu Kunsagamsil] 1956, 320). 
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them from getting back to their homes or continuing their business in the city, and their financial 

situation during their refugee life was challenging despite some membersô efforts to earn a living 

by doing work other than their theatrical performances. The ROK military supported this group 

in exchange for the groupôs participation in the militaryôs propaganda performance events. 

Through the symbiotic relationship between the military and civilian performers ð the militaryôs 

need for musical talent for its propaganda purposes and the civilian musiciansô need for military 

support and protection ð the military and civilian music sectors merged with each other. 

US Military Organizations in Charge of Music 

While some ROK military bands were struggling in and around the battlefields and others 

were establishing their new bases within the Pusan Perimeter (the location of the newly emerging 

political and military centers during the battle period), the 56
th
 US Army Band entered this area 

in July 1950 (ñ56
th
 Army Band,ò ñ419

th
 Army Band,ò ñ419

th
 Band,ò ñ419

th
 Army Service Forces 

Band,ò ñBand, 41
st
 Engineers (GC),ò RG 338).

 25
 The band was stationed in the city of Pusan, the 

main gateway for the incoming UN troops. Some of the ROK veteran musician interviewees 

recalled encountering this band conducting marching parades in the city of Pusan during this 

time period. Another band, the 24
th
 Infantry Division Band, entered Korea in July 1950 as a part 

of the 24
th
 US Infantry Division, which was dispatched to Korea earlier than any other units of 

the US ground forces. Although not yet confirmed, it is possible that the 25
th
 Infantry Division 

Band, the 1
st
 Cavalry Band, and the 2

nd
 Infantry Division Band also entered Korea during this 

period because the military units they belonged to were dispatched to Korea.  

                                                           
25

 The history of the US military music system in South Korea already started in 1945 when the US military entered 

Korea after its defeat of Japan. Information indicates that at least one US Army band entered Korea in 1945 (Seoul 

Sinmunsa, 40ï41) and American Forces Radio Service stations were established in Korea during the occupation 

period. However, this pre-war history of the US military system in Korea seems to have been brief and almost 

discontinued. My understanding is that no US military band existed in South Korea when the Korean War broke out; 

and when the war started, there was only one US military radio station in South Korea (American Forces 

Information Service and Armed Forces Radio and Television Service [1993?], 74).  
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Just as important as military bands in organizing musical support for US troops during 

the Korean War period were the Special Services division and sections of the US military, 

although their music programs had not yet been effectively implemented in Korea during the 

Calamity Period. A document created by the Special Services Section of the Eighth US Army 

HQ succinctly outlines the overall responsibilities of the Section under the title ñMission.ò  

 

In addition to [military] bandsé commanders will, through the special services officer, 

actively sponsor a general music program. Volunteer instrumental and choral groups such 

as dance bands and glee clubs will be organized. The special services officer will arrange 

for necessary musical supplies and the equitable distribution of recorded music, song 

sheets, and other music materials and equipment supplied by the Chief of Special 

Services, War Department, for the use of all military personnel. Equal emphasis will be 

given to activities requiring individual and group participation and to activities designed 

for spectator and listening pleasure. Special attention will be given to the organization 

and development of musical programs in hospitals. Maximum use will be made of 

available music and instructional facilities in communities adjacent to military 

installations (ñJustification of Estimates of Funds Required for Special Services Fiscal 

Year 1951,ò RG 338).
 26

 

 

Just as this sectionôs ñmissionò went largely unfulfilled during the Calamity Period, so 

did the Special Services Section of the General Headquarters of the US Far East Commandôs. 

                                                           
26

 This document for the fiscal year 1950ï1951 might have actually been created before the outbreak of the Korean 

War while the Eighth Armyôs main responsibilities were the occupation of Japan. However, my understanding is 

that the Sectionôs basic principles described in this document also applied to the sectionôs operations during the 

Korean War. 
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However, this section of the GHQ FEC was shifting its focus to the newly developing situation 

in Korea during this period.
27

 The section was transforming its organizational attempts to support 

the military operations in Korea from ñan assigned special staff section of General Headquarters, 

Far East Command,ò to a more comprehensive unit that assumed additional duties as ña special 

staff section of General Headquarters, United Nations Commandò (ñHistory of the Special 

Services Section, General Headquarters, Far East Command, 1 January 1950 to 31 October 1950,ò 

RG 554). 

The Armed Forces Radio Service is another significant organization for the musical 

support provided for the US military, but during the Calamity Period it was not functioning 

properly in Korea. The WVTP, a part of the Armed Forces Radio Service that had been stationed 

in Seoul since the 1945 arrival of the US occupation army after Japanôs defeat, was closed in 

June 1950, a few days after the outbreak of the war. After having withdrawn south, the WVTP 

eventually evacuated from Korea in July 1950, leaving part of Korea covered by a US Far East 

Network station in Japan run by the US occupation forces there (American Forces Information 

Service and Armed Forces Radio and Television Service [1993?], 72ï74).  

In sum, the US military music system was not yet functioning actively in Korea during 

the Calamity Period, but US military bands entered Korea despite the extremely perilous 

situation of the war. The US military, like the ROK military, was reorganizing its music system 

during this period to adjust to the emergency of the war, and its military bands were the most 

prominent in providing musical support for its troops during this period, similar to the role of the 

ROK military bands within the ROK military music system. In addition, it is notable that the 

                                                           
27

 The transformation of this section for the Korean War was officially made by General Orders Number 17, dated 

as late as 30 October 1950, although the indication is that these orders were effective 24, July 1950 (ñHistory of the 

Special Services Section, General Headquarters, Far East Command, 1 January 1950 to 31 October 1950,ò RG 554). 
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military-civilian collaboration was already starting during this period of hardships for the ROK 

military and the US military as well, a development which I will discuss further in the next 

section.  

 

Revitalization and Intensification Period: September 1950 to 1955 

The musical border crossings facilitated and fostered by the ROK and the US militaries 

began to intensify once the two militaries turned the tide of the war. The war front began to 

move northward in September 1950 after the success of the Incheon Landing Operation and the 

counteroffensive around the Pusan Perimeter by the ROK and UN forces. The DPRK troops 

withdrew until the war front moved to the far north, reaching Hyesanjin, an area near the 

northern border of the DPRK.  

 

Figure 2-2 Map of the War Front as of Nov 25, 1950 (Finley 1983, 10) 
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However, after the Peopleôs Republic of China (the PRC) Armyôs intervention in the war 

in support of the DPRK forces in late 1950, the ROK and UN forces withdrew south of Seoul 

again.
 
Then, on Jan 25, 1950, the UN and ROK troopsô counteroffensive started, and despite the 

DPRK and PRC forcesô counterattacks, the ROK and UN forces recaptured Seoul again on 

March 15, 1951, and the war front again moved north of the 38
th
 Parallel at the end of March. 

The war front continued shifting around the 38
th
 Parallel until the armistice negotiations started 

in summer, 1951; the counter offensive of the DPRK and PRC forces in late April resulted in the 

shift of the war front south of the Parallel in May, but the ROK and UN forces restored the 38
th
 

Parallel again in late May and moved the war front further north of the Parallel (Hermes 1992, 

10ï14; Kukpangbu ChȀnsa PôyȀnchôan WiwȀnhoe 1986, 115ï26). 

 

Figure 2-3 Map of the War Front as of Nov 12, 1951 (Finley 1983, 11) 

 

The collaboration between the ROK military and the US military during these battles is 

well-exemplified in the UNC chart below. Operationally the ROK, the US, and the other UN 
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forces were under the UN Command, although organizationally the ROK military was separate 

from the UN forces. For example, as of July 1, 1951, the First US Corps under the Eighth US 

Army operated in conjunction with the ROK First Infantry Division and the Fifth Marine 

Battalion as shown in the chart below (Hermes, 57). 

 

Figure 2-4 Chain of United Nations Command as of 1 July 1951 (Hermes 1992, 57) 

 

The operational crisscrossing between the ROK and the US militaries which contained 

the musical border crossings between South Korean and US cultural zones in the 1950s were 

actually more complicated than shown in the organizational chart above. There were South 

Korean military personnel and civilians working within US military units. For example, the 

members of the Korean Augmentation to the United States Army (KATUSA) were ñlegally part 

of the ROK army and administered by the ROK government,ò but they ñwere assigned as 
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reinforcements for the understrengthò of US military units (Finley 1983, 102; Kukpangbu 

KunsapôyȀnchôan YȀnguso [Nam] 2002, 451ï5).
28

 Another example is the Korean Service Corps 

(KSC), whose members provided labor such as carrying supplies and food for US combat units 

(Kukpangbu KunsapôyȀnchôan YȀnguso [Nam, ChȀngok] 2002, 459ï63).
29

 This complex 

intersection between the US and ROK forces during the Korean War at the combat level was 

mirrored at the level of military music. The American Forces Korea Network (AFKN) had 

collaborating Koreans within its organization (ñSeoul AFRS Weekly Activities Report (15 Octï

21 Oct),ò RG 338), and the Special Services Section of the Eighth US Army Headquarters in 

Korea had Korean musicians perform during live shows for US troops. In short, the operational 

interactions between the ROK and the US militaries and the participation of Korean civilians in 

these collaborative military operations occurred on various levels, including musical operations.  

The Armistice negotiations, which started in July 1951, were finally completed by the 

Armistice Agreement on July 27, 1953.  The negotiation process was not smooth, and the 

fighting ranged from dormant to aggressive depending on the ups and downs of the negotiation 

process until the Armistice agreement was signed. (See, Hermes 1992, 15ï512; Kukpangbu 

ChȀnsa PôyȀnchôan WiwȀnhoe 1986, 126ï31).   

                                                           
28

 The number of KATUSA personnel who were assigned to the US military units in Korea was 27,000 as of 

December 1952, while the number of US ground forces in Korea in the same month was 247,740 (Finley 1983, 82,  

102). In other words, South Korean military personnel constituted more than 10% of the US military strength in 

Korea during that month. 
29

 As of December 1952, the number of KSC members was 78,405 (Kukpangbu KunsapôyȀnchôan YȀnguso [Nam] 

2002, 463), almost one third as many as the number of US ground forces in Korea in the same month. 
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 Figure 2-5 The Armistice Line, July 27, 1953 (Finley 1983, 13) 

 

After the agreement was signed, the military collaboration between the ROK and the US 

continued. This continuing military collaboration was agreed upon between the ROK and the US 

governments, and was documented as a Mutual Defense Treaty.
30

 The issue of the unification of 

the two Koreas was discussed at the Geneva Conference in 1954, but without a fruitful 

conclusion (Lee, Steven 2001, 116ï19). Thus, the two Koreas were to continue the tension of the 

Armistice system without a peace treaty. At the same time, South Korea remained at the 

forefront of the tension between the capitalist bloc and the communist bloc in the developing 

Cold War.   

Although the ROK and the US militaries gradually recovered from the emergency 

situation that they faced during the battles, the ROK military continued expanding during the 

mid-1950s, after the Armistice Agreement, to cope with the continuing military tension of the 

                                                           
30

 This treaty was signed in October 1953 and entered into force in November 1954 (Finley 1983, 102ï103). 
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Armistice and Cold War systems and to compensate for the reduction of US forces as a 

significant portion of the US military vacated South Korea. From the counteroffensive in 

September 1950 to the Armistice Agreement in July 1953 and again up to the newly-gained 

military stability in the mid-1950s, the ROK military constantly expanded, showing an increase 

in its ground forces from 192,635 in September 1950 to 590,911 in July 1953 to the eventual 

agreement in December 1954 between the ROK and the US on 720,000 ROK ground forces 

(Finley 1983, 82; Kukpang Kunsa YȀnguso 1994, 162). During the first half of the 1950s, the 

number of US ground forces in Korea increased from 153,633 in September 1950 to the peak of 

320,483 in July 1953, but rapidly decreased to 85,500 by 1955 after the Armistice Agreement 

(Finley 1983, 82). By this year, the ROK Army Headquarters, Navy Headquarters, and Air Force 

Headquarters had moved to the capital city, Seoul, leaving their temporary locations in southern 

cities (Konggun YȀksagirok Kwallidan [Chang] 2008, 106; Kukpang Kunsa YȀguso 1994, 164ï

66). These developments indicate that the ROK military had fully recovered from the emergency 

situation of the war around the end of this Revitalization and Intensification Period.  

Despite the reduction in the number of US troops stationed in Korea after the Armistice 

Agreement in July 1953, Seoul was becoming a main post of the US military in its Cold War 

operations in the Far East around the end of the Revitalization and Intensification Period. After 

the end of the battles in Korea, the US military tailored its organization to fit the new 

developments of the Cold War. As part of those developments, the Headquarters of the Eighth 

US Army temporarily moved from Korea to Japan in November 1954, but months later, in July 

1955, the Headquarters of the Eighth Army, combined with the Headquarters of the Army Forces 

Far East, moved back to Seoul, Korea, designated as the Headquarters of the Army Forces Far 

East / Eighth United States Army (HQ, AFFE/EUSA) (Finley 1983, 106; Kukpang Kunsa 
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YȀguso 1994, 169). This headquarters in Korea took over the responsibilities of the former Far 

East Command previously stationed in Japan, which is evidence of the increased importance of 

Korea in the Cold War strategies of the US military in East Asia at the end of the Revitalization 

and Intensification Period. 

During the Revitalization and Intensification Period, the ROK military developed its 

music system rapidly to cope with the developing war situations, and the US military built up a 

large scale military music system in Korea to support its troops and other UN countriesô troops. 

With these two music systems combined, the musical energy concentrated in and around military 

camps in Korea escalated. School band members were concentrated in military bases and became 

military band members; civilian musicians from the classical and traditional music and popular 

music sectors became affiliated with military units to teach, perform, and create music as part of 

the ROK militaryôs war efforts. US military musicians and civilian musicians entered Korea to 

support their troops; music was delivered from the US to US military bases in Korea through 

AFKN music programs and in the form of sheet music; and more and more South Korean 

musicians ñtraveledò to US military camps to perform on the camp club stages. The military 

dominance during the battles and immediately after the Armistice Agreement was a vital factor 

in the ways musical talents and their activities were integrated into military music operations, 

crisscrossing musical genres and crossing the border lines between the military and civilian 

sectors and between the Korean and the American.  

 ROK Military Bands and Other Military Organizations in Charge of Music 

During this Revitalization and Intensification Period, ROK military bands greatly 

expanded, just as other ROK military units did. The Army Music School also expanded, and 

various new military music organizations were created. Below is a preliminary diagram of the 
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ROK military music system during this period that I created based on the information available 

in six books published by the ROK military (Haegunbonbu 1995; Konggun YȀksagirok 

Kwallidan [Chang] 2008; Taehanminguk Haegun [Haegunbonbu ChȀnghungongbosil] 1999; 

Yukkunbonbu [Park] [1980]; Yukkunbonbu [Yukkunbonbu Kunsagamsil] 1956; Yukkunbonbu 

ChȀnghungamsil 2000).    

 

 

Figure 2-6 Simplified ROK Military Music System during the Korean War, a preliminary      

                  diagram 

 

      

 


