Origins of Korean Mask Dance Drama

Introduction

hen a person puts on a mask, he is
pressing something other than himself. If
sk is of a god, the wearer becomes god.
the mask is of the dead, the wearer becomes
ad and therefore a medium through which
‘ unication with the dead is: possible.
n sexual transformation can occur, thereby
fﬁng the wearer both male and female as-
These contradictions, that a human
s also god, the living is also dead, and
is also woman, are functions of magic
{ 8s embodied in the mask.!
he existing Korean mask dance drama
nated in various ceremonies throughout
ly Korean history, when masks were used
hamans for religious incantation. The
Ction of the mask and dance was therefore
ly religious. Gradually, however, secular
ments entered the dance, and it -became
tansformed into a means of artistic expres-
Alon. Poetry and, later, social satire, were

$ and dance was created. The masks
ed were made of the simpliest available

And the total effect of the drama, despite the
0 crude appearance of the masks, is

Raterials, such as paper, wood, and gourds. -
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striking to the viewer; it is performed outdoors
from late evening until sunrise, with the

-players dressed in stunning, yet . simple,

costumes. This paper will attempt to trace in

- greater detail the origins of such a theater,

Five Types of Masks

Among the various Korean terms for the
word “mask,” the two most widely used are
t'al (&) and kwangdae (?39). T’al also indi-
cates trouble, disaster, and disease, suggesting
that nasks in Korea were traditionally used
to couteract such misfortunes.2 Kwangdae is
a term that also means face; cheek . bone,
puppet player, acrobat, dancer, singer, and
actor.® e

Generally speaking, there are five types of
masks from which the Korean mask dance
drama is derived.

(A) Hunting and totemic masks were used
in the worship of certain animals, especially
dragons, tigers, and bears. These animals hold
special - significance for = Koreans, because
Koreans believed that, for example, -the
dragon was an incarnation of the spirit that
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caused rain and predicted the frure.t Tigers
were once plentiful in the mountainous Korean
peninsula and Tan’'gun (2% %), the myth-
ological father of the nation, was said to be the
son of a female bear. The Tiger Dance, Ho-mu
(1£4%), is a dance of tiger worship which has
~been performed since the beginning of the
nation, and the Lion Dance, ot Saja-mu (¥
© 4%), is of Central Asian origin, imported circa
the 6th century A.D.3
(B) Demon masks served as objects of
worship by shamans. The Hou Chong royal
tomb, built circa 5th or 6th century A.D. and
unearthed in 1946 in Kydngju, revealed a
lacquered wooden mask which was a Korean
version of the Chinese fang siang shih(CFH
g) mask. The function of this four-eyed
Chinese guardian figure was to chase away
evil spirits four times a year.6 At the shrine
of Ch’6nggye-dang is Song ak, the modern
Kaesdng, which served as a capital city of the
KoryG dynasty (918-1392), there traditionally
were housed four wooden masks. The
Ch’onggye ssi mask (3 A #), is the spirit
of insanity, the Mok kwangdae mask (53
o)), represents the spirit of kwangdae, or
actor, and the Somi ssi mask (&= X)), general-
" ly appears as evil spirit. All possess fearful
expressions. The fourth mask, Not nori (%
x2}), however, represents the spirit of laught-
er and therefore does not appear fearful.
Whenever any of these spirits entered a per-
son, he took on the characteristics. of the
particular spirit.7
(C) Medicinal masks were used to exorcise
evil spirits, which were said to invade a human-
body, thereby causing disease. The shaman,
whose functions include that of medicine
man, used medicinal masks in the belief that
he derived supernatural. powers from them.
For example, on the island of Cheju, off the
southern tip of the Korean peninsular, there
is a shaman ceremony termed Yonggam norri
(4 #&¢)). Feeling that the lust of the spirit
of old men is responsible for the illness of
young women, two shamans wearing old
man’s masks, impersonating two brothers of
the spirit causing the sickness, sing and dance
and talk to the spirit coaxingly to induce it
to withdraw from the afflicted, and leave with
them.8 A more popular medicinal mask, the
Ch’Syong (F&%), is hung on the front gates

0

of houses to chase away evil spirits.
accompanying dance is performed, which v
be explained in greater detail in a followi
section on the Silla dynasty.

(D) Spirit masks were used to appease
spirits which, traditionally, Koreans in anf
mistic fashion believed inhabited all materig
objects. King Hon’gang (375-885) of the siff
dynasty ordered the carving of the whitlh

bearded Sangyom (%), mask or mask g
the Mountain God, so that this god could
appeased.® On the first day of each new y
(Lunar calendar), ten separate masked char.
ters appear in a shamanistic ceremony callég
Chisin palpki (¥a3t~]) to soothe the spi
of the earth. This ceremony has ancient ro
having originated with the mytholo
founding of the Korean nation in 2333 B.
(E) Memorial masks were worn by playet
to honor certain historical figures. Hwan
ch'ang-mu (EE%#), for example, is a m
used in a mask dance drama in honor of
famous youth of the Silla dynasty.!!

Between the 4th and 7th centuries 4
three Korean states of Kogury®d (in the nor
Paekche  (southwest), and Silla (south
were engaged in a competition for prima
which was finally settled in 668 when Si
unified the peninsula. Very generally st
. Koguryd had a strong military charac{g
because of an elite military class which
catered to by the entire society,!? Pa
was a sophisticated state with a well-organizas
government system,!3 and Silla was a dynany
state with a strongly centralized governmeg
organized around six tribal groups.14 In
three states there could be seen the origins
the existing mask dance drama. (Two sma
states, Puyd on the Manchurian plain
Kaya at the extreme southeastern tip of b
peninsula, have been ommitted due to ¥
brevity of this paper). b

(A) Koguryo 3
A 3rd century Chinese source, the 9%
Luo-chih Wei-chih (ZBRERE), records t%
in Koguryd there existed a religious ceremYg
in honor of heaven in which dancing, sing!s



hanting took place.l5 Another Chinese Silla unified the three cultures in 668 and
rce referring to Koguryd, Chiu T’ang shy hyangak (#2%) came to be the term applied to
%), notes that in a ceremony thc?re were all _the performing arts. The Silla hyangak
ur dancers who danced abreast with the;r which contributed to the development of the
tied in buns, round-spot makeup on their masked dance drama are as follows.
heads, gold earrings, red and yellow pants, Kom-mu (#%), or Hwangch’ang-my (HE
k leather shoes, and very long sleeves 16 %), was a masked sword dance performed in
t'the Koguryd tomb called Muyongch’ong, honor of Hwangch’ang, a young Silla hwarang
iilt in the 6th century, on the eastern wall (TE8B) who was killed in battle with Paekche
re is a painting depicting two female and  forces, The hwarang, literally “flower youth”,
ma ledancers accompanied by partly obsc- were young boys drawn from the elite section
musicians playing stringed instruments.l?  of society who were trained in military,
e costumes worn by the Koguryd dancers musical, and also religious (i-e., shamanistic)

ly resemble those worn in mask dance arts.? The Samguk sagi (ZE#5), or History
mas today, especially the long sleeves, of the Three Kingdoms, written in 1185 by
med hansam (34), which measure ap-  Kim Pu-sik, which cont

ains various €ssays on
ximately two arms length. the rites, ceremonies, and music of Silla, de-

: scribes the historical background of Kom-my, 21
(B) Paekche It is Interesting to note that sword dances
Kiok (84%), or kigaku in Japanese, the today have evolved so that they are performed
pical performing art of Paekche, incor- by women only and never with masks.
orated masked dancers performing a kind of According to the Samguk yusa ==aE),
drama or pantomime. It consisted of ten  or Memorabilia of the Three Kingdoms, written
es with Buddhist Ceremonial elements, by Monk Irydn between 1281 and 1283, a
d the masks, having Aryan facial features, mask dance called Muae-my ( ESE) was
int to the Central Asian origins of this art.  originated by a Silla monk named Wonhyo,22
lere Was constant maritime traffic between Muae which literally means “freedom from
ekche and the eastern Chinese coast, and, obstacles,” is the highest state of being in
fact, Buddhism was imported into Paekche Buddhism, and therefore Muae-mu was a
m Central Asia through the Chinese state Buddbhistic ceremonial dance, Monk Wénhyo,
Eastern Chin. Therefore, “kiak itself was  however, probably was not the creator, since
nask dance drama for Buddhist evangelism, the dance and accompanying music had
thus it can be verified as being in the Centra] Asian characteristics. He came to
irect tradition not only of Central Asjan be associated with the dance by going from
Sic but also of that of Annam and India.”18 village to village performing for the purpose
According to the Nihon Shoki (R RER), of bropagating Buddhism.23
~apanese historical source compiled in 720, Ch’6yong-mu (%), a dance to chase
was introduced to Japan in 612 by the away the spirits of disease, originated in the
€an, Mimaji. native demon and medicinal mask dances of
Other man of Packche named Mimaji emigrateq = D€ Silla period. Until recently, this_ dange was
Japan. He said that he learned from Wu fan  performed frequently to protect against disease,

tern Chinese state] their style of music and  with the players using masks of fearful ex-
cing. He was accordingly lodged at Sakurawi,  pressions similar to the Chinese Fang Hsiang
young people collected who were made to

Shih and the Greek Gorgon. The Samguk yusa
C4n from him these arts, Hereupon deshi [pupils <
Many 1o Obito, and Seibun, Inr:aki o A[;?al?it of relates the story of Ch oyong, a son of the
farned dancing from him, and handed it down to  dragon king from the East Sea (Sea of Japan)
their pupils 10 who lived during the Silla period, who upon
: : . . returning home one evening found his wife
roXims N -
P thn:;tielg thz 30 ciluﬂgrsent kzc{k l.nasJks of sleeping with someone else. Instead of bursting
\ ay_ centuries remain in apan in on the seemingly unsuspecting couple,
- Ch’6yong walked away improvising poetry.
(c) Unified Sillg The “man, who was the spirit of disease, was
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so impressed with Ch’dyong’s ger?érosity that
he bowed to him and left.2¢ Asaresult,it became
customary for people to place an image of
Ch’dyong on their doors to chase away the
spirit of disease. The Ch’oyong-mu continued
following Koryd dynasty and became one of
into the the main dances in the existing
Sandae mask drama.??

Tosolga (38Z5%K), another significant art
form of Silla mask dance accompanied by folk
music, had the purely ritualistic function of
praising the good deeds of kings and the
prosperity of the country.?® From Tosolga
there developed the Tosalp'uri (£45%), an
existing drum rhythm or “shaman beat.”%7

Perhaps the most important reference to
the world of Silla dance is found in the poetry
of Ch’oe Ch’i-wdén (857-7), who described
Ogi (), literally, 5 skills.” Inspired by a
performance of Ogi, he wrote poetry describ-
ing the five skills of Kimhwan (&3L), Weljon
(R#8), Taemyon (KTH), Sokdok (%), and
Sanye (#%57).28 According to Professor Yi Tu-
hydn, the Ogi were Koreanized versions of
Central Asian plays and therefore had the
same characteristics as the Pai-hsi (B#), or
«Hundred Games” of China and Sarugaku
(&%), or “Monkey Dances” of Japan.?® The
five poems, as recorded in the Samguk  sagi
are as follows: :

Kiimhwan: Swing the body, wave the arm and
Juggle the ball,

Moon and stars whirl and twirl.
Who can match such skill

Even the waves in the East Sea are
calmed.

Shoulders -up, neck in, and hair
bun erect,

Many men squeezed together,
drinking contest.

Hear the music and laughter,

And flags flutter all through the
night.

The man wearing the golden mask
with bell in hand chases away the
ghosts.

Slow, fast, fast, slow ,

He dances like the flying phoenix.
Look at the foreigner with dishev-
evelled hair and blue face!
Dancing in the courtyard with his

Woljon:

Taemyon:

Sokdok:

partner.

Drum bears and breeze whispers
They dance to and fro, 10 and fr
Ten thousand miles across 1
Gobi Desert,

Fallen brown fur, dusty.
So good natured, so playful
No other animal can match.

Sanye:

According to an interview with an 81-year o
man in 1960, a mask dance performance
once witnessed in southern Korea started wi
the juggling of balls to attract the attention
the audience.?? Thus, the juggling of Ku
hwan, or gold ball, may have been a prelu
to every performance. The Woljon and Sokd
poems presumably show the Central Asi
origins of some aspects of the mask dan
judging by the foreign features on the mas
employed in these two scenes. However, th
may also have been simply comic skits
mimick foreigners.3! Some scholars ha
compared Weljon to the Japanese Kodokura
(#3#E42), or “dance of the drunken Mongoliag@
using a mask with movable nose.”%2 A still
existing mask dance character, Chwibarg
(%%55), performs with a red mask, signifyini
drunke ness, with a tuft of red hair on the ma}
in apparent Mongolian style. The Taemyijs
poem describes a shaman dance to expel eyl
spirits, and Sanye was the predecessor, - &
Central Asian origin, of the contempor
Lion Dance. ’

Koryd Dyny

The Koryd dynasty (918-1392) was I
to the rich musical and dramatic traditionsd
the Unified Silla. Due to the policies of Kif
Séngjong (982-997), however, the early yea§
of Koryd saw a growing secularization in 3
performing arts. For example, King Sbngjg
supported Confucianism as the philosoPy
and religion of the state and therefore 2bg
ished the native shamanistic performing &
inherited from Silla due to their unearg
pursuit'and supposed yulgarity. The P'alg¥§
hoe (/\Bi€), a native ceremony held in M
winter to honor the spirits of heaven %
earth, and the Yondiinghoe (RE®), 2 BY
dhist worship ceremony held on the first §
of the year, were both national celebralig
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scontinued by King Songjong. This measure
Jused the upper classes and rich to continue
,e ceremonies on a local, private level, leading
o the addition of secular entertainment, in
rder to entertain the rich, to the actual
eligious ceremonies.3® In 1010, however,
poth ceremonies were re-established at the
ational level, and various inherited . Silla
lays were regularly performed at the royal

ardens.

filar to the Silla Ch’6yong-mu, in that both
iere religious in nature, with the function of
hasing away evil spirits. In Narye, masked
amans tried to exorcise the spirits through
cantation and the use of weapons such as
swords.35 This religious ceremony began to
aclude more artistic elements in the sense that
fter a Narye ceremony, professional enter-
fainers called Uin (BEA) entertained the
dience with music, dances, and masked
dramatic offerings. This entertainment came
o be termed Nahiii (##). It is beyond the
gcope of this paper to describe exactly who
ese professional performers were. However,
fuffice it to say that they were familiar with
amanistic rites, and shamans themselves
ére familiar with the performing arts. There-
fore, many of the performers may have also
rved as shamans on various occasions,
hich was in keeping with the tendency of
cularization of shamanistic arts in the
oryd dynasty. This must have contributed
the degradation of the shamans, who came
 be identified with performers. It must be
membered that even today, ceremony and
tertainment are not so distinctly separated.
nother possible reason for the shamans’
ownfall was their very success. They had
ed the court as medicine men, protectors
inst natural disasters, and prophets who
retold the future. As their social prominence
grew, their arrogance and greed became in-
dlerable, so they were stripped of their
ts £ litical, and therefore social, power.36
ly  ~ - A new development in the dramatic arts
- §  OfKorys was Chohiti (8#2), or spoken drama.
d- § “Ahe stories were mostly martial in nature,
Loncerning various soldiers during the time of
e fgunding of the dynasty. During the reign
f King Kongmin (1352-1374), however, it is
¢corded that an actor, working in the streets,
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Narye (#i#) was a shamanistic ceremony,

performed Chohiii which contained criticism
of petty officials such as tax collectors.3? This
was probably the first recorded instance of
social satire in Korean drama, an element
which was to become common in the Yi
dynasty and contemporary mask dance dra-
mas.

Yi Dynasty

The Yi dynasty was established in 1392
when Yi Song-gye usurped the throne held
by the Koryd. entering into a close relation-
ship with the Ming dynasty of China, he
championed the philosophy of Confucianism,
which became the state religion, and instituted
a strict system of social classes.

During the reign of King Kwanghae-
gun in the middle of the 16th century, the
Sandae togam (LZE#[ES), a governmental
agency, was established to manage dramatic
performances for all national celebrations,
including entertainment for foreign digni-
taries,3® which took place at a set location
outside Seoul called Hongjaewon.3? This
official sponsorship of actors, including mask
dance players, ended in the 17th century due
to two reasons. First, the invasions of the
Japanese armies of Hideyoshi in 1592 and
1597 and those of the Manchu armies of the
Ch’ing dynasty in 1637 severely depleated the
Yi treasury. But a.second, and probably as
important a reason, was the changing of
court tastes.40 The long years of Confucian
rule had instilled in the ruling class an
abhorence of “lowly” professions such as that
of acting. It is unlikely, therefore, that pressed
with economic difficulties the court would
have continued sponsorship of these per-
formers.

Before proceeding further, the terms
kwangdae (X) and Sandae (1UZ) should be
defined in their Yi dynasty contexts. Although
kwangdae in the late Koryd period referred to
mask dance players, by the middle Yi period
it became a generic term for assorted types of
folk artists, such as acrobats, drum players,
and narrative singers as well as mask dance
players.t! Sandae referred strictly to mask
dance drama.

After the abolishment of the Sandae togam
the dismiized performers scattered throughout
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the country and formed wandering troupes of
mask dance players. They gave performancesat
various locales, especially on market days on
at the invitation of wealthy local families,
before settling down in a fixed location.4?
Once settled, they transmitted their art from
generation to generation and thereby different
mask dance styles developed. Today, there are
approximately fifteen known varieties of
Sandae drama.

A dominant element of Sandae drama
was that it was considered by the actors
themselves to be a ritual performance in
honor of the gods and dead actors. An in-
tegral part of any performance was the kosa
(47E), a shamanistic ceremony inviting the
gods and departed actors to view the play.

The actors also reguested that the gods pro-

tect them throughout the performance.
Another element in the Sandae dramas
was social satire dealing specifically with
corrupt Buddhist monks and seductive female
shamans, hypocritical Confucian aristocrats,
the misery of the lower classes, ~and the
tragedy and absurdity of the concubine system.
In other words, the plays were very critical of
the existing social structure of the Yi dynasty.
The P’aegwan chapkki, a middle Yi text, states
that in reaction to a heavy tax collected by the
government from the people, some performers
went before the king in the palace courtyard
and presented a comedy satirizing tax col-
lectors. After seeing the performance, the
king was so moved that he abolished the
tax.4 Such an incident, however, must have
been rare, for the satire in the dramas is quite
subtle. For example, the mask dance play,
OKwangdae norri (AEX¥°]), or Five
kwangdae, is a play seemingly critical of the
kwangdae, or actors themselves. However, the
real target of the satire was the: yangban (%54),
or ruling class Koreans. In this way, the actors
protected themselves.43 The Yijo sillok, a
Yi dynasty historical source, stated that actors
bold enough to satirize Confucian vices were
either executed or banished.f6 .
Thus, kwangade, or entertainers among
whom mask dance actors were included, were
considered to belong to the lowest strata of
Yi dynasty society. Shamans also were in-
cluded in this strata, since their original
function was to provide entertainment for the
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gods. “A shaman’s work mostly consists
dancing and singing to please the spirits,

his skills are in fact the skills of an enterfi

tainer. . . . No clear distinction could bg
made between the entertaining performer and
the shaman who was also a performer and@
entertainer himself. The two professio S
demanded similar skills and there were peo :
who practiced both.”+?

Conclusiog

The historical origins of the Korean m
dance drama discussed at length in the te
are, briefly stated, the masked dances thaf
were of shamanistic and Buddhistic rituals if
the various kingdoms throughout Korea
history. Specifically, the origins can be tra
to kiak of Paekche, Ogi and Ch’oyong of §
and the various performing arts of China ay
Central Asia. All of these elements contribute
to the formation of the Sandae drama of th
Yi dynasty.

These contributions, however, influenced
mainly the form of the drama. The conten
was dictated by the social environment of
Yi dynasty Korea, since the themes of th
dramas reveal mainly the antipathy of
common people for the formal, hypocritic2
morality of the ruling class. To study th
origins of the mask dance drama in Kored
therefore, one cannot ignore the soCl
conditions under which the drama was create

APPENDIX

Yangju Sandae

There are eight acts in this drama, W
twenty different dancing steps depict
various characters. The sequence of the dra
is as follows. '

—Ritual whereby the players parade through
village in the evening to the performing area.
—Kosa (ceremony-prayer {0 the spirits of m
and late mask dance performers with food
wine offering). 4

__Act One: Two monks dance a prayer to Bud
and spirits. ;
—Act Two: Om, a monk with skin disease, €04
~ and confronts the first monk.
= Act Three: Comic, boisterous confrontatio
the monk with skin disease and ‘S
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" Four:

Five:

ct Seven:
Scene One:

Scene Two

—~Act Eight:

ne One:

ne TWO:

of the monks appearing offstage.
Two  hideous looking characters,
Lotus Leaf (Ydnip) and Winker
(Nun kimtchogi) appear and all
the monks are frightened by their
appe arence. They (monks) all take
turns staring into the faces of the
two characters.

Eight monks on stage.

Monks do Buddhist chant in
mocking manner, showing their
hypocrisy.

One of the monks asks the
character, Wanbo, to bring his
descendants (son, grandson, and
great grandson) back to life. anot-
her character, Sinjubu (acupunc-
turist) appears and performs
acupuncture.

. A young Sadang (female shaman)_

performs a drum dance. One of
the monks and Wanbo push her
aside and start to play with her
drum.

. Old, degenerate monk appears
and flirts with two prostitutes.
. Shoe seller appears with a
monkey, and old monk buys
shoes for the. prostitutes. Then,
shoe selter persuades moneky to
bring a woman to him.
Drunker character named
Ch’wibarri - appears and chases
away the old monk. Then he
himself begins to flint with the
prostitute in an obscene manner.
Midwife appears to help with
childbirth of the prostitute. Child
is born. Ch’wibarri, seeing that
the prostitute does not care for
the child, flings the child away
and exits.

Two servants, Malttugi and Soe-
ttugi, mock the upper class.

: A young man appears between an

old man and a young concubine
and takes her away.
Unfaithful old man appears, . fol-
lowed by his neglected old wife.
She falls and dies on the road,

and their son and daughter appear.

Daughter takes shaman’s role and
they conduct funeral and the drama
ends.
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There are thirty two characters in the entire
play, but only twenty two masks are used
since some of the masks are used by more than
one character. The dancing is a detailed
pantomimic art in that there are over twenty
distince movements for the players to express
the cqrrect emotions, situations, and social
status. Musical instruments used to accom-
pany the players are basically chottae and
haegiim (types of flutes) and ch’anggo (drum).
Cymbals are also used. :

Mask dance dramas in other areas of
Korea (there are approximately fifteen dif-
ferent mask dance dramas performed in
Korea today) have basically the same plots
with, of course, regional variations.

By the time that a performance has ended,
it is dawn and the masks are collected and
placed in certain shrines or homes. Perviously,
the masks were all burned after a preformance.
since it was believed that the masks, once
worn, had become contaminated by evil
spirits. This was one of the main hindrances
to the preservation of Korean masks. The
performances are usually held on New Year’s
day, January 15, April 8, May 5, and August
15 (Lunar Calendar), as well as during other
national holidays. Also, performances occur
during times of drought.
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