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Abstract

Phra Prang Sam Yot Overture for wind orchestra, composed by Viskamol Chaiwanichsiri
was inspired by Phra Prang Sam Yot (English: Three Towers Shrine) which is one of the
provincial landmark of Lopburi province. In this composition, composer have used elements
from Thai music, i.e., Rabam Lopburi—Lopburi’s provincial tune, Ling Kab Suea—Thai folk
tune that represent the monkey which is the animal associated with Lopburi, and Thai
music technique of Lueam—Echo in the piece. Moreover, the composer have used western
music compositional technique of motivic development, counterpoint and harmony to
create variety to the composition. This article aims to analyze the structure and motive of
the composition, along with the suggestions for the rehearsal of the significant areas in the
piece that would be beneficial to the performer and composer who are interested in

composition with the touch of Thai culture.

Keywords: Wind Orchestra Composition/ Phra Prang Sam Yot/ Thai Music/ Rehearsal
Suggestions
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? “parumsUssiusinas,” mﬁnﬁqm% 577UYA3, NARONGRIT.COM, ﬁ’uﬁﬂ‘fﬁagmﬁ'a 2 nsngAY 2565, http://www.narongrit.
com/th/page_music.php.

C“qnSansyen,” Juainua FuntvAs, VISKAMOL.COM, ﬂuﬁﬂ%@gmﬁa 2 nSNgIAY 2565, https://viskamol.com/music/
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® “Compose with Me [Ep.10] | Breakdown: twasdsriuide,” Viskamol Chaiwanichsiri, YouTube video, 25 fiunas 2564.
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AT 6 Buee AL’ (Hasfi 44-50) Usznausievinuaavian (UssiauL) wazinuasaandseay (Us5inand)
M : Jidey

dawneviues AL ladnsdnauslufinnssusedausennsdnsduiiodunsuansdege

Wisuvewisuluunmas thdgyisiiues B aumevieudon 1-2 lnsiviueswadlve “Geiu
o~ (M3e3inlaeluluged “Aenmiundie”) unldlunisuseius

i=ssdeciesiiae e

AN 7 MuBRANINEAY “Aenuda”
i : Jlley

Tuviewden 1 fussiusliuusnguieiesnunseandudongu ussiasaduiu ldun nguaios
WeauaznduAToddsnane-ge naunsaadeswnursiasdiunilainiiueanas “Gatuide” 7
gNUNNYE183IE (augmentation) dIUNGULATBAEEINA-G9 UTTASINUBUNAY “Seinany3”
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AMA 8 viouway 1 (Yee 82-85)
Ml : JiTgu

Tuviowidon 2 fusziudlaussiunalonndnuazmsussiadluausilnefiGendt “mden”
Fudunsimusliiedosnuss 2 ngu vsnasiueaeiu Inglvinguusnusaiasnoungumdadn
tioy denaliAndnuarvondssfiviendy’ Sddueudon 2 1 fuseitusinvhues “Aefuide” i
wiseenidudmiv 3 nguedesauss liun nauideswin deenans uazidvegs Tnelutaasuliiay
wideufusEringudssiuazdsanan Tuviesdl 91-94 uasiaumdeuiunnnguluiesi 95-98
Fadugndeusiodingiues A2

CL1-2

AT 9 viouay 2 (es 90-93)
1 : JiTgy

e A2 fuseiusliunimes “Gaiude” undnauslusUauysallnenguinsosmunside g
loun finlala W lelu Aan3ide dalausnlelviu waznsuin ussmenuiuniownun3auy 4 &
afenguisnedsenauiiaunauiy 119 leeguseiuslanvualiiaTeansenuussiasdamig
susuunihwivysulnduiedsie wenaintua Turiesmdavesiues A2 guseiuslaiiuw,
o « o ) = A @ o ° Ny 5 A 13
viuas “seinany’” Tuuuwidesnans welduiussaenuszanunaziimaunsidiglunivingesnd
anugennveedaveliennu 2 wiluiesd 110-113 wiewhdlugimeausely

" swidineanny, M50 uAminunilne MaAns-3e19E avusITUasnganTd (ngamwe | TvTagingany, 2540),
171-172.
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AR 10 Faevinevasitues A2 (Wes 105-106)
M : Jldey

v 6

o4 B luduvesmau B (Section B) fuseiusidenuseiusvituedludulades tb iaes
Faflpuduiusuuuguladitun (Subdominant relative key) Autuladsananiuneu A lnglu
ues B af1stuseszuudsanuumuminindudlng ussiadaonguiasesnuniidesnans

waseNLiunguIATaRdsgemNEIay iauddulLALuYIweetat 9

+11, Ob.
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D e e T o
L | | | | I P . | =
1 r' il — | . - 1 i-‘_d_lp |= i ﬁ

AW 11 ¥ues B (a9 116-123)
M : Jidgy

vieuidon 3 Useitustuanduianiluiues B Tnefussiusldudsuneiavomnlsslon
was (phrase) éud Bb lawes (Fosfl 133-134) Ab luwued (Hesil 135-136) Gb luiues (osd 137)
A 11905 (veail 138) Ab luiued (Feafl 139) G luiued (Heshl 140-141) wag A wiaes (Vosdl 142)
iedeuseludniousoly dwluviewdon 4 fuseiusladsdnvazanlurieuden 1-2 luneu A
dun nsussiasadusErinnguaiesausiuarnsmieussminnguedomuns anthuesly
vieudow 4 # Ifawdeidoadiotidngues 87
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1993819091999 BnnslaliuuuiuesaenUsyauiiaiiunuuiaulanTy
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A9 13 ues B’ (o 153-160)
M : Jidey

Tuviouieoundu (Retransition) Uszneudne 3 vieudes léuA RT1 (e 169-174) RT2 (e
175-180) waz RT3 (ves 181-192) Ingluviou RT1 fuseiuslidednuagiussanluvioudon 1
BususenguieiomuntissiudivenetunsuinEond luiou RT2 fussiusidindunds
1nvhues “seianys” MUseusimomaiiansusRusLuUTA (fugue) dslunmil 14 dwly
viou RT3 Tuseiusludnunzadeduluduumi laevhlidy nseduas iethndudndgneu A
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AW 14 vieu RT2 (¥a4 175-180)
1 : JiTey

Tuduvesmeu A’ Wuunaguvesunmas Tneffuseiuslsivhussiigniausnounthly
uniwaslanads 1dud viues A’ wazshues B’ Tnsludiuvesiues B Iéiudsunuga (tempo)
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(Coda) e?fqéﬂizﬁuﬂﬁﬂﬁiuﬁWWizﬂswqﬁﬁmaamﬁgﬂ‘umﬂﬁmasﬁu 2 whanl¥enads Tnoussias
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'
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2. LUININISHNG U

unUszius Tnilsanszusiesdanusen Tdnvaznsussasiiduendnwallunisnaunany
yhuewounTesausinguTTas AT esausing Tuan Sevhlisuuuunsusnamesisazngy
insesnuniindudodindeurinuymsussiaslidululufiemadoantu Welvussiasdosnanunau
fueradusssumi §deuisduummnsiindenutsnuride fil

1. Somednvedlinudnaosiu (Sixteenth Note Syncopation) MMWSﬁQgULLUU%’ﬂmzﬁ
Usenoushewlnaestuusaiasierudamisiuussaludnvasvosmsiuiong (Syncopation)
Feguuvumsussiassananldgnihuldluunmasdugdimves Introduction sewinevesil 14-21 13y
Mnmsusnaslneiadoatnanll museledesauveavdesaduiu fussiasasiindeslusandiu
Teindanammelunguuszinmiaieasesnutes Wielidanunaundulunisiudes (Accent) oeng
wiuglunnadeiiussnas dwsuuuamenisindenty fusaaaunsndiiindoslasduannsla

o [

Uulaudes (Scales) luguuuunguismzdalinudngesty Suanlindufuluniadunedmsuns

a a

Andovluasausn odunanisussiasainguauedviiinisesnidusegauiuduaziussansam

)
I | . I

Gt =—— = = L |
Joe e = s W- ~ i ==
_KA_F=\ i —— ! T =  — ]
— o === = |
1 I I 1 I I 1

0 = = P—— \ = T

Al 16 wuuTin Sixteenth Note Syncopation
I ey

dlefussiasansnmuaunseendedunguinnsdavedltnuinaestuldudi Tadudeu
seauldpsasmlunlrgonndosiuuniadlnulsanssusenaugen ImJL%'umﬂmﬂﬁ;ﬁﬂumaq
Flonusnlutulndouditussasnsldnfiidedsamidadodutuladoaioty lngguuuy
msiinderludnuariildfirududoutasdladed denndosiunisinewinisimunsineens
UssiasiesnuniUszamiaieah Tay eitand gier wud1 msflvinwensussiasddusiodlyt
;ﬁﬂﬁ%ﬂqmiﬁauﬁmﬂgﬂLmumiﬂﬂﬁd’m LLé’ﬁaﬁiaaﬁmmgﬂLLuumi'E'Jﬂiﬁﬁmm%’uéj’aummﬁumu
TEAUANNAUTOVRIHN®

® afdanl diee, “nmsimuineenisussiaansesaussUssianiaseallagliuuulinUfjud Essential Element Band Method
396391 A 2107210 UURATdauveumiiosiugu uas au 2107209 UfuRnsesauldiugiuveninfnwmanuivaussfnm
WIMNSTWAQIMWERS,” 2758753990 1IAEUYYEMITHTUaTIAUAANT 4N INe e TIvANNaRT UN 12, atui 3

(Augau-5uAN 2564): 9.
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2% 17 wuuiln Sixteenth Note Syncopation
1« Jleu

el mawAeuseduidsdusamiongen o19dmaraMIAUANIFsAATsALAS Snmen
Tunsussias iflesanerahlinisesnidesesdiinlifirnuusiug) fensnatuftedeusesy
Aoswarnavsaiadusyiudesiliae msviuuuiindaiasiaslinnuusiuglunsesnidedia
Ju uenanigidsuuusthliusnasiifinanarudifisnndong 60 Somedeunit (BPM: Beat
per minute) w&a3eden 1 dueuSlilndifssiuunmasnnty

2. M3iudmzaan (Off-beat Accent) Aoanwarvainisiiudwneuean Jameninluvios
Gewuluvieadl 25-43 vesvieu A1 lasiuesusnlalvu vsewluu uaznassauu Seisanuneio
puntisndudodimuddyreminii (Accent) Wilaruuiuguazaruaiiausluynsedy
Ao ifoamnnguiaiesnunitidungutislVinduirdowusiiusnaniuesamnsatuindouuminas
I¢oenaiiuszavanw dnsumstindeludnliinginaniu fidaauelihuuudnnaiiudony
uszgndlumsiindenlunguannedosaus’ Guannslinassauususnanguisneaain iite
Huwwmdlunstindes mniuddvimuesusnlalnuuasnsonluuusaaditn Bb Concert Liiosan
Huszduidesifusnamnnsmuauauiayiaundadedldiian’

O = = = = = = = = = =
F & & O O O O O O O O O PP PO | PO PO PO PP OO PO~ |
VT [ | | | | | — 17 [ [ I [ [ 17 | | I I I I [ I I | | | | | I I I/ 1
ry) L L L ) 1 L L I 1 L L I Y 1 L L I 1 L L | 1 L L I Y

AW 18 wuuiln Off-beat Accent
I - ey

F5¢Fnh Snwsoa, ni huradmsunsude (@39a1 : W INeNdevinadvan, 2559), 53.
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Sofussiasaninsamuaumsiundedldegieiuszdniamudn SaGuasuuiinilng
Weatuumnas Fsluunmasdininudeussiuidemosililn aihligeduuasyilsimas dewals
yiouussastinaniianududounasinnuimedusaasiuegienn fufu fussiasdsaasiindy
Pneudafisnsdone 65 BPM wasamaaeulilinaiiiluszdudeiigndes eldideldats
wtiingiuunmsvsnasaidosnnstiuuuiinfulaeifiugiuuutug (nterval) whan iels
vstiasanansoindunsasussiudewosialinluune AdmsU fiRnsiudssmuaui iy
oghaashuaue uuuiinidazdelifusaasannsamunudongldesnuud: afadedldogned
UsyAvBa Bnisdsdelifiussashusmdnannsnaiusslomasldogadainu Tneditugiu
vosinneiaduayusgieiung

AWl 19 wuuiln Off-beat Accent
M : JTey

3. MaAeuszduidedasiinstavegureanduniotin (Lip Slu) mnefsnisussiasiia
nsnselanduvesilin Tagli3sEandundundotnuesfusnaneiosmunivssnniadosn
fhogrsesvusiinslinisBaveuresnduilovin iinduiivios 116-132 vesiou B Fausaias
Tnenedoataulsl seilfidasuianmsaraguuuuinedimenld Tngldimatiansdaveues
ndundeunndnaBindesliunfussaniteatsaruBanguuesnduiosiiuindmiunsusaas
syiudvsvesialiiniinsslaavinaiu
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nvhuesluamil 20 uansliiiuionisnsglanvesszduides Sedndusoddnismunuan
Timnuseiostusgrsainaue WelfujdRaunsousnaninoswesunmasliogsasny
faillfaranuulindmiumstindeuliussiasansanuguauuasnsBangurasndunieiaiiuin
Isegaiiuszansnm TnEuannsliisiindenannsainidesenvedlingun anuidalusng,
Fame 70 BPM wiuldsussduveadsadudugiigauaduiulndusiu danmit 21 Tneliin
dunanules vaupdeudssimeilidemiaeenaintu suluienuiemswessefudedi
AsfiegnaonIan
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DEE=) < [ < f

a = a
AN 21 LUUNNNTSANLE981D
i : JlTey

dleffinaunsamuaunsdsussdudedaglinsdavgurondundeunl ity Jasuld
danduveslipfifinsdsussiudssesiilinanfudulinfvnwasudusuuouldneds
nilstu Fragviligiindesmunuuarseiinsy Tanntu ndnie Fesmumuauliaiiauenaonnis
Wasusgsudes lnsthunAnanlunuudinusnidundn sulufamsvdeussdudewosilisls
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1 ey

fatinsfinnisBaveurasniuniounduiufesssing fafesnnuasussdudsmesilin
og1aAsan3n nszvngiinlianinsamuaunsiasussfuidswesilinlinssnudons avds
walsinaunmdnsiignadnifinanalsiiafiosvessduides uazervdmaienmsIunsussa Ay
wnwusauluwEendieiesan druifindesdunamuesarussnuutinliausoniuny
aslunsussadvinsfinazaihiauenasnnisiudsusefuidesegnasainan anmsAnwEesns
WainweMsussiaafesdmiuiniesaumoanies Ing Agwes ginasiss wuin msiindealudiu
fidamesuninas filndndudedieuddnylugneazdoavesnisussias e liAnanusiule
Mnmsdmansass fedmarieliiinanunsausaiasuninadusiouddyldetradusssuma

4.ﬂawmﬂdaqﬁbmaqﬁﬁﬁa(Hngeﬁng)ﬁaiﬁﬂﬂiﬂﬂﬂawmﬂéaaﬁdmaqﬁﬁﬁaiﬁﬁwmﬂiaﬂauauﬂwi
indeulmideuliildesnennuasisiug loTsiniasnsminnuiuliluunmasserineiesd
169-192 Tuieudienndu (Retransition - RT) dadunisussiaswesnguiaioathanlsl uwiideaan
Hymitnusnrusnasdodfinliansavsnaddinadnaestuldogauiug) Soiligfniiusmas
suduiamuduaulunIsussas ﬁﬁﬁéﬁ%@iﬁ&%LﬁuﬁqﬂngWﬁ'ﬁaﬁ%uuﬂuuuﬂﬂLﬁafﬁmuwﬁh%w
msusnasdsmundesivesiige toadunnuusigliuifusaas Isthdultnvesunmag
Tuvisudinaranasrandusuuuunisiin Fingering liiinanansalnimatiadsnariliegsusiugann

97U

fignad gnessy, “nisimvineen1sussiaafgdmsuasssauneuismesinAnuvdngnsfaumansdudin a1univ
AUA3 Az YEman TLagdIRNAEnS WIS NAYQUATIYeNl,” MIFITUYYEmIanTUaYIANAIaNT 49T INEIAYTIVA]

oA

auaTIve I Un 8, avuit 1 (mimu-ﬁﬁgmau 2560): 266.
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Tunsfinanuadessvesindieliooninanysainnigady Buusngiinaisiuandoned
Frriew ludnsdoneg 70 BPM telidunansindoulmuesihilevasivdoussiudemesiilin
Tdaausiug sauludanslfauiifinnuenaiaueiiednvinunmdsdidegnaonia
uaﬂmm‘iLé’ams?lﬂéfqﬂa'n%ﬂhsf[,ﬁé?lﬂmmaausiLaaﬁauﬁﬁwﬁ@uwmeﬁu 9 laognsdl
UszAvSnmunnBetu'

5. wuhussaenUszany (Counterpoint) AegUluvYBIAUA3YsENBUMIBILIUB DA
wntulUitdenUszanuiu wu shegeanamdl 13 serineesdt 153-160 Usznaudae Counterpoint
sewhsapauuessTadasaenguaiesaun’ wiileduiiRusaasufurnAadymms
Wasudomessisassuuhuedsindoutu dwaliAnmuduauvarussasioudnan Weswn
gosiuesiiiinnuddywity wnseeinveusufivlsnmsustaadurhueman (Melody) wax
AUAEUTENOU (Accompaniment) agatalau fuugifeuaausuumnsiindeusiumisiiuug
yhussaeauszan Insliiinussiavieusenarilaglfidssdunazameenainiuiiommn (Staccato)
Tnefidnsaziudonaraniusuaesialislimssmuunmaniiond e liindaomwuniues
I§udame femansiuriuesiomn LLazmmsaLU?{sm%’qmsLduiﬂﬁ’;aﬁ'uiﬁasmgﬂﬁm 59U
ufssgfumnuis-iuveadesiinillilinussiaseglussiudauiunans (Mezzo forte) Lilelsitin
Iaaiufsssazdunvesnisussiassniuegsdnmu Lﬁ'af@ﬂmmmmiLaﬂlﬁaéwﬂéaqéfwm
sﬁu%’qL'%'mé’umﬁﬂsz’faﬂugﬂqumimmqmué’%ﬁmLﬁm (Articulation) kagANAI-LU1 (Dynamic)
duftuniasldual

LLmﬁmﬂ'ﬁﬂﬂﬁy’wmmé'}ﬁlé’gﬂﬁ%ﬂqﬁuﬂwaué’wwﬂm{cﬁﬂ%amumﬂizﬁuﬁ “TnlsanszUsned
anupen” warlaiutuuvnanisiauwuuiind wiugussadiaunsaussasunmasldodned
Usransan Tnglduumenistindeuanndluid uazBuanuuiiinfdelauieuuufindivinie
wntu wuuiinmaandulsslovdiofusnashuduluouan fazanunsntluiauineenis
ussiasliegansaganasiinnsiamdinindeuldegraudugusssy undseius “lnulss
wszUsieAaueen” lsunisuanalaens TRU Symphonic Band waglddmnuliluiuledeyu

(YouTube) Lﬁ@iﬁﬁﬁﬁﬂﬁﬂﬁq
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Abstract

Grand Resonance Prelude was composed for the academic panel discussion TV show
“Suvarnabhumi HUB” Episode No. 6 by Suvarnabhumi Studies Center, Thailand Academy
of Social Science, Humanities, and Arts (TASSHA) which is an academy under The Ministry
of Higher Education, Science Research, and Innovation. The piece was broadcasted via the
online channels of the Suvarnabhumi Studies Center. This article presents initial ideas and
the background story, instrumentation, and composition techniques used. Also discussed
are structural aspects and materials such as pitch and rhythm. The pitch organization
generated from a simple Pitch-class Set and the rhythmic organization, which used the
simple rhythmic patterns of the bronze drum in China, Vietnam, and Karen people as initial
ideas, combined to create motives. These motives can provide possibilities in sounds that

present the older than a two-thousand-year history of Suvarnabhumi globalization.

Keywords: Bronze Drum/ Contemporary Music/ Gong/ Suvarnabhumi Music/ Music

Composition
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A NEW PERSPECTIVE OF COMPOSING
BASED ON INSPIRATION OF INDONESIAN TRADITIONAL
MUSIC BEYOND THE GAMELAN'

Nathan Paul Iskandar’, Kyle Fyr”~, Ampai Buranaprapuk
WsU nea Bariuans, lad Wes”, Sl ysalsengne”

Abstract

An emerging issue in the world of Indonesian contemporary classical music is the
overrepresentation of the gamelan, the famed set of musical instruments of Java and Bali.
The widespread popularity of the gamelan has persevered, especially in Western art music
circles, since the late nineteenth century, when its sounds first caught the interest of Claude
Debussy at the 1889 Paris Exposition. Since then, the gamelan has inspired many Western
and Eastern composers, particularly with respect to its unique timbres and sonorities.
Although the gamelan has been justifiably recognized as a source of inspiration to many
composers, it represents but one of the traditional musical styles of Indonesia—many of
which have received far less attention. This article therefore has two primary aims: 1) to
challenge and encourage composers to see Indonesian music in a broader perspective, to
explore and find new sources of musical inspiration outside the borders of Java and Balj;
and 2) to present discussions of two recent compositions which can be seen as examples
in this regard: Ananda Sukarlan’s Rapsodia Nusantara and Nathan Iskandar’s Indonesian

Suite.
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Introduction

From the late nineteenth century to the present, most contemporary classical
compositions featuring Indonesian traditional musical influences, including those composed
by both Indonesian and non-Indonesian composers, have primarily revolved around the
gamelan, which is the most prominent traditional instrument set well-known in the regions
of Java and Bali. Furthermore, the majority of published research about Indonesian music
by Western scholars has historically focused on the gamelan. Jennifer Fraser notes that
scholarship on the musical tradition of Indonesia has long focused on practices from Java
and Bali, including the famed gamelan traditions, at the expense of the wide diversity of
other musical forms within the archipelago.” Sarah Weiss has also noted a similar disparity
regarding the study of Indonesian performance arts within Indonesian institutions by noting
“an institutionalized promulgation of a performing arts hierarchy with Javanese aesthetics
and genres at the top.”3 While the work of Fraser and Weiss, as well as some other recent
publications—such as the “Indonesia Issue” in vol. 34, no. 2 of the journal Asian Music’
and R. Anderson Sutton’s 2002 book on music of South Sulawesi’—have begun to address
this issue, the observation by Indonesian pianist Henoch Kristianto that we lack a comprehensive
chronicle of the history of Indonesian traditional music still largely rings true.’

It seems clear that there is an opportunity for the creation of scholarly and artistic
works that shift the focus from the gamelan of Java and Bali to other regions of Indonesia
where there are still lots of “hidden treasures” yet to be discovered, studied, and recorded
extensively. It is also worth noting that, culturally and musically, the rise in international
popularity of gamelan music from Java and Bali in the last two centuries may be at least
in part due to the well-documented historical event of French composer Claude Debussy
becoming fascinated by the Javanese gamelan when he visited the 1889 Paris Exposition

(World’s Fair), after which he then decided to use the gamelan as his inspiration for pieces

2 «

Gongs and Pop Songs: Sounding Minangkabau in Indonesia,” EBSCOhost, Accessed in February 1, 2020, https://
web-s-ebscohost-com.ejournal.mahidol.ac.th/ehost/detail?sid=1d8e1526-50e0-450b9-99e7-28387b07ff1 T@redis&vid=0
&format=EB&lpid=lp_v&rid=0#AN=1033113&db=nlebk.

* Sarah Weiss, “Review Essay: Getting beyond Java: New Studies in Indonesian Music,” Ethnomusicology 51, no. 1
(2007): 135. http://www.jstor.org/stable/20174505.

4

* Suryadi, “Minangkabau Commercial Cassettes and the Cultural Impact of the Recording Industry in West Sumatra,”
Asian Music 34, no. 2 (2003): 51-89. http://www.jstor.org/stable/4098457.

® R. Anderson Sutton, Calling Back the Spirit: Music, Dance, and Cultural Politics in Lowland South Sulawesi (New
York: Oxford University Press, 2002), 57.

¢ Henoch R. Kristianto, “An Eastern Infusion: Indonesian and Western Elements in Ananda Sukarlan’s Rapsodia
Nusantara 1-5.” (Master’s thesis, University of Sydney, 2012), 3.
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such as “Pagodes” from Estampes. In addition, Java and Bali are the two islands which
control and make up most of the Indonesian economy. In Java, Jakarta stands as Indonesia’s
capital city, whereas the island of Bali is Indonesia’s main tourist destination both locally
and internationally, therefore significantly affecting the Indonesian tourism economy at

large.

Composers Influenced by the Gamelan

Some of the most popular gamelan-influenced pieces written by Western composers
include Leopold Godowsky’s Java Suite (1925) and Claude Debussy’s aforementioned first
movement of his Estampes (1903), which is called “Pagodes.” Some other Western
compositions which took inspiration from the gamelan include Gyorgy Ligeti’s Galamb
Borong for solo piano (1985-2001), Erik Satie’s Gnossienne for piano (1889-1890), Colin
McPhee’s Tabuh-tabuhan for orchestra and two pianos (1936), and Lou Harrison’s Suite
for Violin and American Gamelan (1973).

A few of the most prominent Indonesian composers who have been significantly
inspired by the gamelan include Trisutji Kamal (b. 1936) and Jaya Suprana (b. 1949). Kamal’s
compositions are for piano and chamber instrumentation, focusing mainly on gamelan-
inspired works such as her Sunda Seascapes (1990) and the Islamic musical traditions in
Indonesia, one of which is realized in her piece Persembahan (1992)." Suprana’s piano
works also reflect heavy Javanese music influence and, occasionally, a few other traditional
music elements from Indonesia.”

Some other emerging Indonesian composers such as Budhi Neurah (b. 1958) and
Marisa Hartanto (b. 1986) have recently written and performed chamber and orchestral
works blending Western and Indonesian styles. Ngurah is a Javanese-born composer
largely influenced by the middle-eastern Javanese music scene, and while a number of
Hartanto’s compositions take admirable inspiration from Indonesian music, she is yet to
compose a piece which is specifically comprised of a balanced mixture of Indonesian
traditional musical elements from various parts of the Indonesian archipelago. Hartanto’s
Bali Miniatures, as the title of the work implies, suggests the strong influence of the Balinese
gamelan music. Javanese-style musical resemblances can also be found in another of her
pieces, Ngasirah (Ibunda Kartini), which portrays the mother of the prominent Indonesian

historical figure, Kartini. Beethoven di Bandung, Sundanese Flute, and Legenda Sangkuriang

! “Trisutji Kamal,” Kelola, Accessed in December 3, 2019, http://kelola.or.id/seniman/trisutji-kamal/.

8 “Rayakan Ultah, Jaya Suprana Rilis 18 Komposisi Musik,” Hendro D. Situmorang, Berita Satu, Accessed in January 28,
2014, https://www.beritasatu.com/hiburan/163442/rayakan-ultah-jaya-suprana-rilis-18-komposisi-musik.
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are also recent works by Hartanto which are influenced by Sundanese (West Java) gamelan

music.

Traditional Musical Instruments Outside Java and Bali

Indonesian traditional dance is heavily associated with its instrumental accompaniment.
Across the Indonesian archipelago, which contains over three hundred ethnic groups, there
are a large number of musical instruments specific to different cultures, making it logically
impossible to list them all. However, to balance the previous discussion of the gamelan,
it is important to briefly summarize some of the most prominent traditional musical
instruments from other regions in Indonesia outside of Java and Bali, such as Sumatra,
Kalimantan, Sulawesi, Maluku, Papua, and Nusa Tenggara.

Instruments of Sumatra. Sumatra is one of the largest islands of Indonesia. It consists
of ten provinces, which are Aceh, Bengkulu, Jambi, Lampung, Riau, Riau Islands, Bangka
Belitung Islands, West Sumatra, South Sumatra, and North Sumatra. Table 1 lists some of
the most prominent traditional instruments of Sumatra. For the purpose of an overview,

only one instrument from each of its provinces is listed:

Table 1 Several traditional instruments of Sumatra
Source: by author

. Name of Traditional Instrument Family
Provinces of Sumatra . .
Instrument and Classification
Percussion
Aceh R j
N § (membranophone)
P .
Bengkulu DOL eretssion
(membranophone)
Wind
Jambi Serangko "
(aerophone)
Lampun Gamolan Percussion
puns (idiophone)
String
Ri Gamb
o amous (chordophone)
P .
Riau Islands Bebano ereuission
(membranophone)
Bangka Belitung Islands Dambus String
itu
. s (chordophone)
Wind
West Sumatra Saluang
(aerophone)
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Provinces of Sumatra

Name of Traditional

Instrument Family

Instrument and Classification
b :
South Sumatra Burdah / Drum Oku ercussion
(membranophone)
b :
North Sumatra Oloan ercussion
(membranophone)

Instruments of Kalimantan. Kalimantan is also one of the largest islands of Indonesia.

It consists of five provinces, which are West Kalimantan, Central Kalimantan, South Kalimantan,

East Kalimantan, and North Kalimantan. Table 2 lists some of the most prominent traditional

instruments from each of the provinces in Kalimantan.

Table 2 Several traditional instruments of Kalimantan

Source: by author

Provinces of Kalimantan

Name of Traditional

Instrument Family

Instrument and Classification
String
West Kalimantan Sape(h
! Py (chordophone)
Central Kalimantan (Gong) Garantun e
s " (idiophone)
String
South Kalimantan Kasapi
. | - (chordophone)
East Kalimantan Jatung Utan SCUISZON
7 s (idiophone)
. Percussion
North Kalimantan Babun
(membranophone)

Instruments of Sulawesi. Sulawesi, also known as Celebes, is another major island

of Indonesia. It consists of six provinces, which are North Sulawesi, Gorontalo, Central

Sulawesi, West Sulawesi, South Sulawesi and Southeast Sulawesi. Table 3 lists some of the

most prominent traditional instruments from each of the provinces in Sulawesi.
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Table 3 Several traditional instruments of Sulawesi

Source: by author

. . Name of Traditional Instrument Family
Provinces of Sulawesi . .
Instrument and Classification
. . Percussion
North Sulawesi Kolintang o
(idiophone)
String
Gorontalo Gambusi
(chordophone)
) Percussion
Central Sulawesi Ganda
(membranophone)
West Sul . G T Percussion
est Sulawesi ongea Lima
55 (idiophone)
String
South Sulawesi Tolindo / Popondi
P (chordophone)
p A
Southeast Sulawesi Baasi .e.rcu55|on
(idiophone)

Instruments of the Maluku Islands. The Maluku Islands, also known as the Moluccas,

is a region of Indonesia consisting of two provinces, which are Maluku and North Maluku.

Table 4 lists some of the most prominent traditional instruments from each of the provinces

in the Maluku Islands.

Table 4 Several traditional instruments of the Maluku Islands

Source: by author

Provinces of Name of Traditional Instrument Family
the Maluku Islands Instrument and Classification
String
Maluk Arabab
e . (chordophone)
p .
North Maluku Bambu Hitada ‘e.rcu55|on
(idiophone)

Instruments of Western New Guinea (Papua). The Western New Guinea, or also

simply called “Papua” is the Indonesian part of the New Guinea island. It consists of two
provinces, which are West Papua and Papua. Table 5 lists some of the most prominent

traditional instruments from each of the provinces in Western New Guinea.
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Table 5 Several traditional instruments of Western New Guinea (Papua)
Source: by author

Provinces of Western New Name of Traditional Instrument Family
Guinea (Papua) Instrument and Classification

West Paoua vi Percussion

u i
P (idiophone)
Papua Fi Wind
u uu
P (aerophone)

Instruments of the Nusa Tenggara Region. The Nusa Tenggara region, also known
as the Lesser Sunda Islands, is a region of eastern Indonesia. It is made up of two provinces
which are West Nusa Tenggara and East Nusa Tenggara. Table 6 lists some of the most

prominent traditional instruments from each of the provinces in Nusa Tenggara.

Table 6 Several traditional instruments of the Nusa Tenggara Region
Source: by author

Provinces of the Nusa Name of Traditional Instrument Family
Tenggara Region Instrument and Classification
Percussion
West Nusa Tenggara Gendang Bele
8 J Y. (membranophone)
String
East Nusa Tenggara Sasando
8 (chordophone)

The instruments listed above are just some of the many instruments outside of the
gamelan that are used in Indonesian traditional music from various regions. The wide variety
of musical instruments and styles from areas of Indonesia outside of Java and Bali indicates
that there is a great need for documenting and preserving the breadth and diversity of

Indonesian musical traditions, which can be realized in various form:s.
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Traditional Music Across the Indonesian Archipelago

With over 300 ethnic groups, it is without doubt that Indonesia is culturally and
musically diverse—not only because of the large number of languages spoken within these
groups, but also because traditional Indonesian music is quite varied in terms of its musical
languages, aesthetics, and cultural purposes.” Two prominent categories of traditional music
in Indonesia are folk songs and traditional dance music, each of which has distinct musical
characteristics as well as important functions within the society (ceremonial, entertainment,
etc.). The following sections summarize some prominent aspects of Indonesian folk songs
and traditional dance music and then discuss how contemporary classical works drawing
inspiration from these two types of traditional Indonesian music can be realized by examining
two recent compositions that serve as examples in this regard: Ananda Sukarlan’s Rapsodia
Nusantara and Nathan Iskandar’s Indonesian Suite.

On folk songs. The Indonesian archipelago is rich in folk songs. Its richness results
from the musical creativity of the local people as well as from foreign influences.'® Keroncong
and dangdut are two of the most prominent products of such international cultural
encounters. Keroncong was influenced by Portuguese musical traditions,'" whereas dangdut
featured influences from both Hindi and Malay orchestras and then became a popular
musical genre in Indonesia.'” While many types of Indonesian folk songs are primarily local
phenomena, some have made it to the international stage, especially through presentation
in international diplomatic events, art exhibitions, and international music (instrumental/
choir) competitions. Such examples are “Ampar-Ampar Pisang” from South Kalimantan
province, “Anak Kambing Saya” and “Potong Bebek Angsa” from East Nusa Tenggara province,
and “Soleram” from Riau province."

One important way that these folk traditions can be preserved and disseminated to
new audiences is through pieces written by Indonesian composers that draw inspiration

from and integrate such folk traditions into their works. A recent example of an Indonesian

9 «

The Music of Indonesia,” James Nissen, Band on the Wall, Accessed in April 1, 2020, https://www.guidetothe-
worldofmusic.com/articles/people-and-places/the-music-of-indonesia/.

' David D. Harnish and Anne K. Rasmussen, Divine Inspirations : Music and Islam in Indonesia (New York: Oxford
University Press, 2011), 6.

" “*Keroncong’: Freedom music from Portuguese descendants,” The Jakarta Post, Accessed in June 16, 2011, http://

www.thejakartapost.com/news/2011/06/15/‘keroncong’-freedom-music-portuguese-descendants.html.

' Ariel Heryanto, Popular Culture in Indonesia : Fluid Identities in Post-Authoritarian Politics (Abingdon: Routledge,
2008), 13.

Bug Internationally Recognized Traditional Indonesian Songs,” Islahuddin, Brilio, Accessed in September 10, 2016,

https://en.brilio.net/wow/4-internationally-recognized-indonesian-traditional-songs-1609100.htmL.
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composer paying homage to such folk music traditions is Ananda Sukarlan’s Rapsodia
Nusantara, a set of piano pieces, each of which adopts folk song(s) from one (or sometimes
more) of the 34 provinces of Indonesia. As of February 2021, the composer has reported
through a personal interview that he has finished composing 34 pieces of the Rapsodia
Nusantara, and the numbers apparently are still growing.

Ananda Sukarlan’s Rapsodia Nusantara showcases a wide variety of Indonesian folk

tunes adopted and developed into a fully established collection of contemporary classical

solo piano pieces.

"Jali-jali"
Traditional: Jakarta
Q T —— - T t T T
o2 —— — E — g — —r
~——— LA W
l-ni . d-a s ja-i-jJj - b La - gu-nya
0 &
I i — = = — — = = e ]
I L = I 1 I = { r | I {
—— I !
e nak. La - gu - nya e nak, mer - du  se - ka li

Figure 1 Excerpt from “Jali-jali”.
Source: by author

"Kicir-kicir"
Traditional: Jakarta

Figure 2 Excerpt from “Kicir-kicir”.
Source: by author

In his Rapsodia Nusantara no. 1, Sukarlan adopts two popular Indonesian folk tunes
as the main melodic themes: “Jali-jali” (shown in Figure 1) and “Kicir-kicir” (shown in Figure
2), which originated from Batavia (now Jakarta). Figure 3 provides an example of how he

adopts the theme from “Kicir-kicir” in the piece:
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Rapsodia Nusantara no. |, mm. 24-28

Mod Ananda Sukarlan
oderato

- .
. A 2l ep3eBs 3 -1s L
= F A > » 7 B 1
o : ==:
O] —

PP lontano|(una corda)

F A 1 4 L
4 5 g i b
I v e i s
8 558 —-------mm - loco ------
oV L2 08 . .

r — g b 5
o—y — |
D] ' | © =l

mf
|
y - b
I 1| I L4
ve ¢ r b% tre corde

Figure 3 Melodic theme of “Kicir-kicir” (right hand) in Rapsodia Nusantara no. 1.
Source: Rapsodia Nusantara 1-5, by Ananda Sukarlan, page 3.
Copyright 2011 by Ananda Sukarlan. Reprinted with permission.

As seen in Figure 3, the right-hand notes imitate the melodic lines of “Kicir-kicir”
almost exactly like the example shown in Figure 2. Although the “Kicir-kicir” melody is
integrated into a musical idiom that is clearly pianistic in nature, with its added harmonies
in the right hand and rising octave pattern in the left hand, the melodic quotation is readily
perceivable because the pitch materials here are diatonic, the melody is quoted rather
directly, and the texture is homophonic. Figure 4 shows how the melodic theme from

“Jali-jali” is later realized in the same piece as well:
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Rapsodia Nusantara no. I, mm. 33-36
Ananda Sukarlan

b be b | | |
7 7% };i Z
¥ w L
D} e — J 8
P Y dal
con molto pedale
y A 7 LB%Q; II’ < I’ = -
= - — —§: s 3
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= T
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T w 3 - 3y
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H’! L 3T It T
E i 4 o
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Figure 4 Melodic theme of “Jali-jali” (right hand, mm. 33-34)
and “Kicir-kicir” (left hand, mm. 33-35) in Rapsodia Nusantara no. 1.
Source: Rapsodia Nusantara 1-5, by Ananda Sukarlan, page 3.
Copyright 2011 by Ananda Sukarlan. Reprinted with permission.

In fact, Figure 4 shows that Sukarlan has actually integrated allusions to both “Jali-jali”
and “Kicir-kicir” into the same passage. In mm. 33-34, the right-hand notes follow the
melodic contour of the first three measures of Figure 1 rather closely, thus referencing the
“Jali-jali” folk melody (although less directly than the “Kicir-kicir” melodic reference shown
in Figure 3). The left-hand notes in mm. 33-35 then clearly imitate the “Kicir-kicir” theme
shown in the first four measures of Figure 2. Sukarlan has set the “Jali-jali” and “Kicir-kicir”
melodies polyphonically in this passage and the pitch materials here are no longer diatonic,
with the whole-tone collection employed instead. Within this piece, we can therefore see
examples of Sukarlan’s multifaceted approach to treating the folk melodies. The passage
in Figure 3 is a rather straightforward diatonic melodic quotation within a homophonic piano
texture, while the passage in Figure 4 integrates the folk melodies into a style that reflects
the influence of modern Western art music techniques much more prominently.

Sukarlan’s Rapsodia Nusantara no. 2 then presents an embodiment of two children’s
folk songs from different regions: “Tokecang” from West Java and “Cublak-cublak Suweng”
from Central Java, while no. 3 adopts the folk tunes from Maluku entitled “Sarinande” and
“Rasa Sayange.” No. 4 borrows the melodic theme from “Buka Pintu,” a folk song originating
from the city of Ambon in Maluku. No. 5 adopts themes from “Anging Mamiri” and

“Marencong-rencong,” two folk songs derived from South Sulawesi, and the remaining
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pieces in the Rapsodia Nusantara follow similar procedures. Table 7 lists the derivation of

Indonesian folk songs used for Rapsodia Nusantara no. 1-25:

Table 7 Adoption of Indonesian folk songs in Rapsodia Nusantara

Source: by author

Rapsodia Nusantara No. Folk Songs Used Province of Origin
1 “Jali-jali” Special Capital Region of Jakarta
“Kicir-kicir”
2 “Tokecang” West Java
“Cublak-cublak Suweng” Central Java
3 “Sarinande” Maluku
“Rasa Sayange”
4 “Buka Pintu” Maluku
5 “Anging Mamiri” South Sulawesi
“Pakarena”
6 “Bungong Jeumpa” Aceh
7 “Yamko Rambe Yamko” Papua
“Apuse”
8 “O Ina Ni Keke” North Sulawesi
9 “Ampar-ampar Pisang” South Kalimantan
“Paris Barantai”
10 “Janger” Bali
11 “Anak Kambing Saya” East Nusa Tenggara
“Bolelebo”
12 “Gelang Sipaku Gelang” West Sumatra
13 “Sipatokaan” North Sulawesi
14 “Rambadia” North Sumatra
15 “Ngekham” Lampung
16 “Rek Ayo Rek” East Java
17 “Lir Ilir” Central Java
18 “Soleram” Riau
19 “Manuk Dadali” West Java
20 “Padang Wulan” Central Java
21 “Goro Gorone” Maluku
22 “Manari Manasai” Central Kalimantan
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Rapsodia Nusantara No. Folk Songs Used Province of Origin
23 “Batanghari” Jambi
“Angso Duo”
24 “Domidow” Papua
25 “Yok Miak” Bangka Belitung Islands

While the musical ideas of Rapsodia Nusantara have precedents in a number of
folk-influenced piano works by Western composers such as Liszt, Brahms, and Bartok, the
fact that most of the folk songs it references are well-known among Indonesians has been
a significant factor in the success of this musical work and helps to further preserve and
disseminate the local folk song traditions. These folk songs, with their simple and memorable
melodic passages, generally represent pitch and rhythmic movements which are unique
to their specific regions. Combining these elements with Western conventions of music
composition, the folk-inspired pieces from Rapsodia Nusantara have begun to enter the
repertoires of performing pianists both within and outside of Indonesia. However, the use
of Indonesian folk songs as a source of inspiration that can be observed in Rapsodia
Nusantara offers just one possibility for expanding the horizon of Indonesian-influenced
contemporary compositions. Another valuable source of inspiration can be found in traditional
Indonesian dance music.

On traditional dance music. Apart from folk songs, Indonesian cultural diversity in
the arts is also reflected in its traditional dances. While Indonesian dances are generally
divided into two types—traditional dance and contemporary dance, this article focuses on
the traditional side. According to Indonesian patrons, they are classified into two different
genres—court dance and folk dance.™ The court dance genre is focused more on royalty,
which directly relates to the values of sophistication, spirituality, and refinement, while the
folk-dance genre is more focused on entertainment and social values. As Indonesian society
began to modernize, these two different genres at times began to blend with each other,
making these dances considered more as part of a cultural heritage rather than having
a specific function as they did in the past.

Indonesian traditional dance music features a number of uniquely varied styles, owing
to the fact that the ethnic diversity in Indonesia presents a great variety of musical instruments
which produce different colors and tones. The musical identity of each ethnic group

represented in these dance music traditions is distinct from the others in terms of various

1 “The Folk Dances,” Tourism of Indonesia, Accessed in April 1, 2020, https://web.archive.org/web/20101124083455/
http://indonesia-tourism.com/general/theatre.html.
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aspects such as pitch, rhythm, and musical complexity. This traditional music, whether it
be realized in a folk song or dance music, is something that is descended and preserved
across generations. As noted by Kristianto," in order for it to be preserved for future
generations, it will require a system of preservation either through government sponsorship
or through a compositional transformation that promotes and modernizes these musical
traditions. Such an example of a compositional approach can be found in Nathan Iskandar’s
Indonesian Suite.

Indonesian Suite is a mixed ensemble piece (encompassing woodwind, voice,
percussion, and stringed instruments) consisting of eight movements, particularly focusing
on the adoption of Indonesian traditional dance musical elements taken from the major
regions of the Indonesian archipelago—Sulawesi, Java, Sumatra, Nusa Tenggara Region,
Maluku Islands, Kalimantan, Western New Guinea (Papua), and Bali. The composer, Nathan
Iskandar, is an Indonesian-born musician. Composed in 2019-2020, this piece takes a novel
approach by drawing inspiration from elements of “welcoming dances” from the aforementioned
regions. The music from several of these welcoming dances originated from tribal rituals
whose present-day functions have been altered to become used as expressions of hospitality
(through dance and music) from those specific tribes, while the rest came from relatively
new compositions and/or modern renditions (in dance and music) which were created to
serve a distinct purpose, as signs of acceptance and hospitality toward guests. The eight
movements are named as follows: I. Sulawesi, Il. Java, lll. Sumatra, IV. Nusa Tengeara, V.

Maluku, V1. Kalimantan, V. Papua, VII. Bali.

“Welcoming Dance” Music

Throughout Indonesia’s history, various kingdoms residing in the archipelago developed
their own unique ways of welcoming foreign traders from across the globe.'® A prominent
aspect of Indonesian dance music is the fact that many of the diverse dances within this
tradition have been specifically used for the purpose of welcoming guests. Known in
Indonesia as tarian penyambutan tamu (“the dance of welcoming guests”), the “welcoming
dance” is one of the few types of traditional Indonesian dance that has survived to the
present time. In its modern purpose, it serves as a symbol of hospitality in welcoming

distinguished guests such as government officials and business investors. A type of “welcoming

" Henoch R. Kristianto, “An Eastern Infusion: Indonesian and Western Elements in Ananda Sukarlan’s Rapsodia
Nusantara 1-5.” (Master’s thesis, University of Sydney, 2012), 25.

16 «

Tradisi Sambut Tamu di Nusantara,” GPriority Media, Accessed in November 14, 2018, https://gpriority.co.id/

tradisi-sambut-tamu-di-nusantara/.
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dance” can be found in almost every ethnic group in the Indonesian archipelago—whether
it can be traced to royalty, derived from social norms, or a mixture of those two elements,
it is evident in virtually every level of Indonesian society. As part of a work of art, the dance
of welcoming guests reflects the Indonesian values of the harmony of life, which directly
relates to human interaction and relationships with other humans, God, and nature. It has
since become a national cultural symbol, projecting the traditions of hospitality, humility,

and caring for one another."’

Dance Music that Inspired Iskandar’s Indonesian Suite

In contrast to Sukarlan’s Rapsodia Nusantara, which adopts folk song melodies in
the development of the various pieces within the composition, Iskandar applies traditional
elements from the musical characteristics of “welcoming dance” music in his Indonesian
Suite. While the overall concept can be found throughout virtually all of Indonesian society,

individual “welcoming dance” traditions can be highly varied based on their locality of

origin.
Table 8 “Welcoming Dance” Music That Inspired Iskandar’s Indonesian Suite
Source: by author
Indonesian Suite Name of o
Movement No. “Welcoming Dance”” Place of Origin
1 Tari Bosara Sulawesi
2 Tari Gambyong Java
3 Tari Tepak Sirih Sumatra
4 Tari Kataga Nusa Tenggara Region
5 Tari Orlapei Maluku Islands
6 Tari Gantar Kalimantan
7 Tari Selamat Datang Western New Guinea (Papua)
8 Tari Pendet Bali

"“Tari” - Indonesian for “dance”

Y “Tarian Penyambutan Tamu: Jamuan Istimewa dalam Gerak dan Musik,” Diversity.id, Accessed in January 17, 2019,

https://id.diversity.id/tarian-penyambutan-tamu-jamuan-istimewa-dalam-gerak-dan-musik.
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As an example, the first movement named Sulawesi takes inspiration from the music
of Tari Bosara, a traditional dance originating from the province of South Sulawesi which
is characterized as having fluid body movements. The music which accompanies the dance
is characterized by soft, simple rhythms, slow tempo, and sometimes features contrasting
dynamic sections.” Traditional drum (gendang), harp (kecapi), and flute (suling), and pui-pui
(aerophone instrument) are the instruments frequently used to perform the music.” Inspired
by a video showing the Tari Bosara,” in which a prominent repetitive passage is introduced
by string and woodwind instruments playing the melody with a moderately paced percussion
accompaniment by the gendang, Iskandar imitates this repetitive melodic passage starting

from the violin in mm. 1-4 of the Sulawesi movement, as shown in Figure 5.

Indonesian Suite, |. Sulawesi, mm. |-4
Nathan Iskandar

Violin

Figure 5 Imitation of repetitive melodic passage of Tari Bosara in Sulawesi movement.
Source: Indonesian Suite, by Nathan Iskandar, page 1.
Copyright 2020 by Nathan Iskandar. Reprinted with permission.

This repeating musical phrase serves as the primary material and foundation of the
whole movement. Moreover, the aforementioned percussion accompaniment is adapted
using the congas in the movement, such as shown in Figure 6. The first page of the full

score to the Sulawesi movement is then presented in Figure 7.

18 «

Tari Padduppa Bosara Tari Tradisional Sulawesi Selatan,” Siti Muawanah, YouTube video, May 31, 2014,
https://www.youtube.com/watch?v=wGYZK14eqlE.

¥ M. Zulham, “Makna Simbol Tari Paduppa (Tari Selamat Datang) Kota Palopo,” Jurnal Onoma: Pendidikan, Bahasa
dan Sastra 3, no. 2 (2017): 49.

20 «

Tari Padduppa Bosara Tari Tradisional Sulawesi Selatan,” Siti Muawanah, YouTube video, May 31, 2014,
https://www.youtube.com/watch?v=wGYZK14eqlE.
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Indonesian Suite, |. Sulawesi, mm. 17-20

Tempo primo J=120 Nathan Iskandar
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Figure 6 Imitation of percussion accompaniment of Tari Bosara in Sulawesi movement.
Source: Indonesian Suite, by Nathan Iskandar, page 2.
Copyright 2020 by Nathan Iskandar. Reprinted with permission.

The second movement named Java adopts the character of the music of Tari
Gambyong, a form of classic Javanese dance originated from the region of Surakarta (a city
in Central Java).”" Its music is characterized as soft, unified together with the unique Javanese
chanting voice of sinden.”” The character and mood are the primary factors that Iskandar
tries to create within the Java movement, combined together with the prominent use of

the Javanese pelog pentatonic scale (a type of Javanese gamelan tuning system).

21 «

Tari Gambyong,” Tari Nusantara, YouTube video, May 14, 2017, https://www.youtube.com/watch?v=aBD2aSde
RE.

* “Tari Gambyong,” Pesona Indonesia, Accessed in April 16, 2020, https://pesona-indonesia.info/tari-gambyong.
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Full Score
In Celebration of the Cultural Diversity of Nusantara

Indonesian Suite
for mixed ensemble
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Figure 7 Mm. 1-13 of the Sulawesi movement.
Source: Indonesian Suite, by Nathan Iskandar, page 1.
Copyright 2020 by Nathan Iskandar. Reprinted with permission.
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The music of Tari Tepak Sirih is the source of inspiration for the third movement,
Sumatra. The dance is a new form of traditional dance which originated from the Rokan
Hulu regency in the province of Riau.”” The dance (and its music) is a modern traditional-
style modified rendition arranged by Riko Setiawan and M. Syukron to replace the former
Tari Persembahan (trans. Offering Dance). It was premiered in January 2019 during a cultural
art performance at the Convention Hall Masjid Agung Islamic Center Rohul, Pasir Pengaraian.”
Both dances, however, have common goals, which are to preserve the Malay culture and
to welcome respected guests. The difference lies in in the fact that the Tari Tepak Sirih
and its music is believed to reflect more the Malay culture within the local tradition of the
people of Rokan Hulu. The dance music itself is characterized by having a pure traditional
Malay musical feel or atmosphere with moderate pace in tempo, subtle dynamic contrast
between musical sections, and simple rhythms. Musical instruments which are used in the
music of Tari Tepak Sirih are a mixture of Western and local instruments—vocals, flute,
violin, cello, gong, egambang camar (idiophone), bebano (membranophone), and darbuka
(membranophone) (Dinas Pariwisata dan Kebudayaan Rohul, 2019). One of the most
recognized features of Malay music is the frequent presence of decorative melodic turns.
Iskandar applies this feature in many parts of the Sumatra movement, such as shown in
Figure 8.

Indonesian Suite, lll. Sumatra, mm. 0-5

Nathan Iskandar
Expressively .=69

n‘ i H ﬁ 1 [ T #“ 10 3 ]
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Figure 8 Decorative turns of the flute in Sumatra movement (m. 1, m. 4).
Source: Indonesian Suite, by Nathan Iskandar, page 29.
Copyright 2020 by Nathan Iskandar. Reprinted with permission.

B “Tari Tepak Sirih Kabupaten Rokan Hulu Provinsi Riau,” Dinas Pariwisata dan Kebudayaan Rohul, YouTube video,

January 24, 2019, https://www.youtube.com/watch?v=UY7VhW_tjyM&t=135s.

* “Representasikan Budaya Rohul, Tari Persembahan Diganti dengan Tari Tepak Sirih,” Cakaplah, Accessed in January

15, 2019, https://www.cakaplah.com/berita/baca/32679/2019/01/15/representasikan-budaya-rohul-tari-persembahan-
diganti-dengan-tari-tepak-sirih#sthash.AgnHkPod.dpbs.
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Furthermore, a movement referencing Malay musical style would not feel complete
without the presence of a vocal chant in the style of the Islamic call to prayer (both Malay
culture and Islam have strong historical connections). Figure 9 shows how Iskandar realizes
this musical characteristic in the introduction of the mezzo-soprano line and Figure 10

illustrates how this line fits into the full ensemble texture.

Indonesian Suite, lll. Sumatra, mm. 51-54

=69 screeching Nathan Iskandar
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Figure 9 Vocal chant in Sumatra movement. From Indonesian Suite
Source: Indonesian Suite, by Nathan Iskandar, page 34.
Copyright 2020 by Nathan Iskandar. Reprinted with permission.
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Figure 10 Mm. 47-54 of the Sumatra movement.
Source: Indonesian Suite, by Nathan Iskandar, page 34.
Copyright 2020 by Nathan Iskandar. Reprinted with permission.
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In each of the remaining movements, Iskandar takes a similar approach in adapting
elements from the original “welcoming dance” music by borrowing pitch and rhythmic
patterns as well as referencing some of the unique musical timbres and instrumentation
of one particular “welcoming dance,” then transforming those elements into a larger form
of musical piece. The richness of traditional Indonesian dance music and its amenability
to adaptation into new contexts as shown in Iskandar’s Indonesian Suite demonstrate that
it can serve as another valuable source of inspiration for future Indonesian-influenced

contemporary compositions.

Implications and Conclusions

The adoption of folk song themes in Sukarlan’s Rapsodia Nusantara and the integration
of musical elements from traditional Indonesian “welcoming dance” music in Iskandar’s
Indonesian Suite discussed in this article illustrate that there are numerous ways that
composers can draw inspiration from and incorporate elements of Indonesian traditional
music beyond the gamelan. Although the gamelan’s global popularity can in some ways
be considered a blessing for the nation of Indonesia, to look solely at the gamelan as a
source of musical inspiration is to look at only one of the many perspectives or styles
within Indonesian traditional music, a large number of which have great potential for further
exploration. This article has pointed out how many traditional Indonesian musical instruments
and styles can be found from each province of the archipelago outside of Java and Bali.
We have also seen how Ananda Sukarlan is bringing some of these traditions to the
international stage through the incorporation of various Indonesian folk songs in his Rapsodia
Nusantara. And finally, Nathan Iskandar’s Indonesian Suite introduces another approach
where the composer adapts musical elements from the traditional “welcoming dance”
music of the eight major areas of the Indonesian archipelago, each with its own unique
characters and colors. It is our hope that the pieces examined in this article will serve as
examples that help encourage composers to produce more works in various styles and
instrumentations that showcase the great diversity that exists within the field of Indonesian

traditional music.



MAHIDOL MUSIC JOURNAL
Vol. 5 No. 1: March - August 2022

Bibliography

Cakaplah. “Representasikan Budaya Rohul, Tari Persembahan Diganti dengan Tari Tepak
Sirih.” https://www.cakaplah.com/berita/baca/32679/2019/01/15/representasikan-
budaya-rohul-tari-persembahan-diganti-dengan-tari-tepak-sirih#sthash.AgnHkPo4.
dpbs.

Diversity.id. “Tarian Penyambutan Tamu: Jamuan Istimewa dalam Gerak dan Musik.”
https://id.diversity.id/tarian-penyambutan-tamu-jamuan-istimewa-dalam-gerak-
dan-musik/.

EBSCOhost. “Gongs and Pop Songs: Sounding Minangkabau in Indonesia.” https://web-s-
ebscohost-com.ejournal.mahidol.ac.th/ehost/detail?sid=1d8e1526-50e0-45b9-
99e7-28387b07ff17@redis&vid=0&format=EB&lpid=lp v&id=0#AN=1033113&
db=nlebk.

GPriority Media. “Tradisi Sambut Tamu di Nusantara.” https://gpriority.co.id/tradisi-sam-
but-tamu-di-nusantara/.

Harnish, David D. and Anne K. Rasmussen. Divine Inspirations : Music and Islam in
Indonesia. New York: Oxford University Press, 2011.

Heryanto, Ariel. Popular Culture in Indonesia : Fluid Identities in Post-Authoritarian
Politics. Abingdon: Routledge, 2008.

Islahuddin. “4 Internationally Recognized Traditional Indonesian Songs.” Brilio. https://
en.brilio.net/wow/4d-internationally-recognized-indonesian-traditional-
songs-1609100.html.

Kelola. “Trisutji Kamal.” http://kelola.or.id/seniman/trisutji-kamal/.

Kristianto, Henoch R. “An Eastern Infusion: Indonesian and Western Elements in Ananda
Sukarlan’s Rapsodia Nusantara 1-5.” Master’s thesis, University of Sydney, 2012.

Muawanah, Siti. “Tari Padduppa Bosara Tari Tradisional Sulawesi Selatan.” YouTube
video. May 31, 2014. https://www.youtube.com/watch?v=wGYZK14eqlE.

Nissen, James. “The Music of Indonesia.” Band on the Wall. https://www.guidetotheworl-
dofmusic.com/articles/people-and-places/the-music-of-indonesia/.

Nusantara, Tari. “Tari Gambyong.” YouTube video. May 14, 2017. https://www.youtube.
com/watch?v=aBD2aSde RE.

Pesona Indonesia. “Tari Gambyong.” https://pesona-indonesia.info/tari-gambyong/.

Rohul, Dinas Pariwisata dan Kebudayaan. “Tari Tepak Sirih Kabupaten Rokan Hulu Provinsi
Riau.” YouTube video. January 24, 2019. https://www.youtube.com/
watch?v=UY7VhW _tjyM&t=135s.



MAHIDOL MUSIC JOURNAL
Vol. 5 No. 1: March - August 2022

Situmorang, Hendro D. “Rayakan Ultah, Jaya Suprana Rilis 18 Komposisi Musik.” Berita
Satu. https://www.beritasatu.com/hiburan/163442/rayakan-ultah-jaya-suprana-rilis-
18-komposisi-musik.

Suryadi. “Minangkabau Commercial Cassettes and the Cultural Impact of the Recording
Industry in West Sumatra.” Asian Music 34, no. 2 (2003): 51-89. http://www.jstor.
org/stable/4098457.

Sutton, R. Anderson. Calling Back the Spirit: Music, Dance, and Cultural Politics in
Lowland South Sulawesi. New York: Oxford University Press, 2002.

The Jakarta Post. “‘Keroncong’: Freedom music from Portuguese descendants.” http://
www.thejakartapost.com/news/2011/06/15/‘keroncong’-freedom-music-portu-
guese-descendants.html.

Tourism of Indonesia. “The Folk Dances.” https://web.archive.org/web/20101124083455/
http://indonesia-tourism.com/general/theatre.html.

Weiss, Sarah. “Review Essay: Getting beyond Java: New Studies in Indonesian Music.”
Ethnomusicology 51, no. 1 (2007): 131-42. http://www.jstor.org/stable/20174505.

Zulham, M. “Makna Simbol Tari Paduppa (Tari Selamat Datang) Kota Palopo.”
Jurnal Onoma: Pendidikan, Bahasa dan Sastra 3, no. 2 (2017): 43-58.



MAHIDOL MUSIC JOURNAL
Vol. 5 No. 1: March - August 2022

N153AN15uATTuaaTUANANY
NSAUANYT : LATIUIUNUINLYS
A1UNYIAUAT AMSUYBIANAATUATEIANAENT
UNINIAY 1V 2N 551

MANAGEMENT OF FOLK BRASS BANDS IN HIGHER EDUCATION
INSTITUTIONS: A CASE STUDY OF MAK KHAENG CHAMBER WINDS,
MUSIC DEPARTMENT, UDON THANI RAJABHAT UNIVERSITY’S
FACULTY OF HUMANITIES AND SOCIAL SCIENCES

s N7
Jit Gavee’

unAnga

unanudiiingUsrasdiflediauonisdanis wansthumnnuds 2sauinelddstaves
A 3Aues AurLyveranskardsaumans wivendestnanssnd fenedeulul we.
2563 flyauszasdusnEuioliidunnusinaasdumsBeunisaouvesany i AouiasEanauny
Tussorenuilefiusmusimuilivssadunuianssusing q luiluil Smsusmstanisiuuunss
Ao wisnsuimsdansesnidu duyrsnsuazasnua fMunisuaninun’ sudegunsal
funsusErdiug wasfunsdu wsndhumnnuddldnutuanurimienanvatssuuuy i
Tudeswomsiadunndluiuifindiunauudunss Mlvinsuiusdssandnglinn
dlafielirnzunsiiannsanaunduegldneluiiufiegslidndu uenanduunssiu
mnnuiagsiasuusmlidiuanunisaimsunissuinvesidelialadie-19 Ssdodunsdiosig
Tunssuioanunsaififirnaliuiuey medadusmstumnaudsiuduunngmsainmeiaussa
fiantuldliuuisdeddnalumnnudnosdauiBnrmeUsadu mndimsfinvifadude
nawulufagibioshanuidnnaielsenisanunsannndniasgnaenunldimuinisaunslusiu
A9 9 lasaly

ANEATY :  WATIY/ WAURTYUYL/ N1TIANITNAUGAS

"919158 @IMIMIAUASANY ANzIYYEmaRswardinmans anivendesudgidedlvy, jit_savecmruacth

"Lecturer, Music Education Department, Faculty of Humanities and Social Science, Chiang Mai Rajabhat University,
jit_sav@cmru.ac.th

Received 25/04/2565, Revised 05/05/2565, Accepted 30/05/2565



MAHIDOL MUSIC JOURNAL
Vol. 5 No. 1: March - August 2022

Abstract

This article aims is to introduce the Mak Khaeng Chamber Winds management. A
band within the music discipline of Udon Thani Rajabhat University’s Faculty of Humanities
and Social Sciences, which was founded in 2022 with the primary intention of being utilized
as an experimental ensemble in teaching and learning of the disciplines. There was a semi-
professional band administration before long-term planning to become a community band
employed in various events in the neighborhood. Personnel and bands, music performances,
media equipment and public relations, and financing are all part of the management. Mak
Khaeng Chamber Winds faced a number of difficulties in forming a band in a region with a
significant Isan music influence. This allowed the application to be modified with the premise
that this brass band would be able to harmonize in the neighborhood without being
embarrassed. In addition, the Mak Khaeng Chamber Winds must adjust to the COVID-19
virus’s outbreak scenario. This is an example of how to handle a situation that is uncertain.
The establishment of Mak Khaeng Chamber Winds is a relatively new cultural phenomenon,
it will take some time for the body of knowledge on a variety of topics to consolidate.
Many additional bodies of knowledge may be consolidated and used to further music in

numerous domains if more research is done throughout time.

Keywords: Folk Brass Band/ Community Band/ Band Management
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INTERVAL CLASS AND INTERVAL-CLASS VECTOR
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Abstract

Although atonal music does not have any tonal center as found in tonal music,
atonal composition still has unity under at least one form of relationship. The unity
mentioned can be clarified by the correlation of pitch-class sets or sets with an interval-
class vector. Vector is the total number of interval classes deriving from unordered pitch-
class intervals. Talking about basic sound quality, vector is identical to triads (major, minor,
augmented, and diminished) in tonal music. However, triads in tonal music have their own
function in harmonic progression while the pitch-class set does not relate to any harmonic
function. An interval-class vector representing the intervallic content of a collection of pitch

classes will be written out as a series of 6-digit numbers.

Keywords: Interval-Class Vector/ Interval Class/ Unordered Pitch-Class Interval
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THE IDEA OF JAPAN IN MODERN OPERAS:
TWO CONTRASTING CASES
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Abstract

Two operas set in Japan, Madama Butterfly and Dan-no-Ura, were created over
a century apart in very different cultural contexts, one in its composer’s time (early 1900s)
and the other in the distant Heian period (in 1185). Although this makes the cultural entity
represented in them markedly different, an interesting common thread can be found in
many aspects of Japanese culture seen in the two works, from religion to traditional music.
This study aims to find new perspectives on these operas through the lens of Japanese
culture and to examine the validity of opinions on the topic in current literature. By exploring
and comparing these works against their respective historical and social backgrounds, their
composers’ source materials and the shared understanding of Japan between them and
the audiences, this study hopes to further the discussion of these operas and help inform

future performances.

Keywords: Opera/ Crientalism in Music/ Japanese Aesthetics/ Religion in Japan

Introduction

Somtow Sucharitkul’s English-language opera Dan-no-Ura (2012) is inspired by the
account of the eponymous naval battle in the 14th-century Japanese epic poem Heike
Monogatari (The Tale of Heike). The libretto was largely adapted from chapter 11 of the

epic, preserving many of the original passages and adapting scenes from other parts of the
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epic to create coherent character arcs. With Wagnerian orchestration, Dan-no-Ura is one
of the few major operas set in Japan by a non-Japanese composer after Puccini; like the
ltalian-language Madama Butterfly (1904), it employs traditional Japanese musical idioms
within the context of common-practice-derived tonality.

Puccini’s critics often took sides either to whitewash or to emphasise elements of
sexism and Orientalism that he shared with his contemporaries. While not denying that
influence, in light of Sucharitkul’s work and its modern-day look at Japan, we should
reconsider the retrospective value-judgements that have been directed at Butterfly, where
a comparison with a culturally sensitive opera like Dan-no-Ura enables us to reappraise it.
This study also aims to discuss evidence surfaced since the 1990s concerning the origin of
musical materials used by Puccini. On the other hand, it hopes to initiate further discussion
on one of Thailand’s most artistically significant stage works.

Religion and aesthetic values are the most pervasive facets of Japanese culture in
both operas. Section 1 argues that examining both operas through this lens can provide a
deeper meaning to the characterisation, as well as to the way each work is structured. It
also evaluates the validity of the modern-day reading of the operas through the lens of
cultural appropriation and value judgements.

Section 2 looks at the influence of Japanese music itself in the musical language of
each opera. | argue that — despite using Japanese sources differently — both portray Japanese
culture with music effectively through motivic development and different strategies in

placing Japanese music in the score.

1. Religion, Aesthetics and Cultural Issues

1.1 Religious syncretism

Much has been written to criticise the inaccuracies found in the representation of
religion in Butterfly - tracing them as far back as its sources, J. L. Long’s short story and
David Belasco’s play. Arthur Groos, for example, discussed in detail how Butterfly’s prayer
at the beginning of the play (equivalent to Suzuki’s prayer at the beginning of Butterfly’s
Act 2) jumbled the invocation of “Shaka” (Shakyamuni) with references to personal cleanliness
and hand clapping, which he identified as a Shinto practice." Groos does not mention
other similar cases: in Puccini’s version, Butterfly’s monk uncle is seen invoking the Shinto

deity Sarutahiko (corrupted as “Sarundasico”) at 1:105°. These inaccuracies may be distracting,

! John Breen and Mark Teeuwen, A New History of Shinto (Chichester: Blackwell Publishing, 2010), 3, 14.

2 Act 1, rehearsal number 105.
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at least to the modern Japanese audience, as evident in Tokyo’s NPO Opera’s “cleanup”
of these details in a 2004 production.” Groos’s criticism is understandablem coming from
a twentieth-century standpoint that retrospectively denounces the fin-de-siecle Orientalist
tendencies as ignorant and superficial. While such errors could have arisen from limited or
inaccurate information, an attempt to systematically distinguish the practice between these
two religions as suggested by Groos would be excessive, as it ignores the nature of religious
syncretism in Japan.

Therefore, the confusions perceived in Butterfly’s libretto by Groos originate both in
the variety of its fictional or quasi-fictional literary sources (Loti, Long and Belasco),* and in
the reality of Japanese culture, in which the original author (Loti) had presumably observed
the blending of the two belief systems in day-to-day practice. Nonetheless, it can be
observed that Puccini and his librettists put more effort into researching and representing
the reality of Japan than their sources: Groos noted the increasefd attention to detail in
the Japanese aspects in the libretto. In this regard, the attempt that resulted in the jumbled
name “Sarundasico” is perhaps a more commendable effort than naming a character
“Kyoto” as seen in Mascagni’s Iris (1898).

Similarly, Dan-no-Ura clearly demonstrates the Buddhist-Shinto syncretism during
the flourishing of Buddhism in the Heian period, the same kind portrayed in Butterfly. For
instance, in Part 14 of the opera, before the drowning of the child Emperor Antoku, his
grandmother Nii Dono, in her final monologue, instructs him to:

Turn to the East / to the great [Shinto] Shrine of Ise, / and bid it farewell.

[...] turn to the West [Indial / and murmur the name / of Amida Buddha.

Here, the theological functions of the two religions are clearly distinguished, but
viewed as equals. This represents the religious attitudes of the Heian imperial family: by
Shinto belief, the Emperor claims descent from the Sun Goddess Amaterasu,” whose
dedicated place of worship is the Imperial Shrine of Ise. By parting with the Shrine in death,
Antoku rhetorically signifies an end to his emperorship, the legitimacy of which derives from
the relationship with Amaterasu. Meanwhile, the function of Buddhism here is seen on a
more personal, salvific level. Antoku’s prayer to the Amitabha (“Amida” in Japanese)

represents the concept of samsara, the cycle of rebirth, to which all humans are subject.

* “The revised edition of Puccini’s Madama Butterfly,” Takao Okamura, NPO Opera del Popolo, Accessed in April 26,
2018, http://www.minna-no-opera.com/eng/opera/2004 _btt gui_e.htm.

“ Arthur Groos, “Return of the native: Japan in Madama Butterfly / Madama Butterfly in Japan.” Cambridge Opera
Journal 1, no. 2 (July 1989): 170. https://www.jstor.org/stable/823590#metadata_info_tab_contents.

® Antoku’s great-great-grandmother in the libretto.
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As this is a passage not found in the original epic, Nii Dono’s allusion shows Sucharitkul’s

understanding of the syncretic religious nature during this period.

1.2 Buddhism and impermanence

In Dan-no-ura, the message of impermanence in nature is seen on three levels: in
the wabi-sabi aesthetic,’ in character development, and in the music. A general aristocratic
fashion during the Heian era was to constantly contemplate things transient (such as life
and happiness) with melancholic feeling.” This is reflected in contemporary literature such
as the Heike Monogatari, portraying the ephemeral power of the Heike. Much of this
melancholic pathos in the original source has been preserved in the libretto. For example,
the renowned opening passage, which laments the impermanence of things, is lifted into
the libretto to form the text of the identical Parts 1 (Prelude) and 15 (Postlude). The text
is sung by an omniscient chorus, acting as a thematic emblem at the beginning and ending,
emphasising the opera’s central message.

The life of Butterfly as portrayed by Puccini can also be seen as an example of
impermanence. As Greenwald noted, Puccini’s decision to set the opera in a single setting
helps the audience track the protagonist’s life-cycle from marriage to death.® Greenwald
does not emphasise, however, how much this concept of impermanence actually resonates
in Puccini’s version, especially when compared to his sources. For instance, the Act 1 libretto
shows Butterfly’s initial entrance to her wedding saying “lo sono la fanciulla piu lieta del
Giappone” (1:39). This emotion is seen completely reversed towards the end, when Butterfly
realises that Pinkerton is leaving with her son: “Ah! Triste madre! Abbandonar mio figlio!”
(I1:38). The imagery of Butterfly’s transient happiness as a girl, which becomes anguish as
a mother due to Pinkerton’s abandonment stands in parallel with the Heike’s short-lived
power owing to their defeat to the Geniji. It also stands in stark relief relative to Belasco’s
version due to the added marriage scene that emphasised Butterfly’s happiness prior to
subsequent events.

The motto motif of Dan-no-Ura, the most pervasive musical element in the whole
opera, also portrays impermanence by symbolising the concept itself (Figure 1). The ascending

third and stepwise descent symbolises the human attempt at acquiring worldly attributes,

®See 1.3.

" This is known in Japanese as “aware”. Graham Parkes, “Japanese Aesthetics,” in The Stanford Encyclopedia of
Philosophy, published December 12, 2005, https://plato.stanford.edu/entries/japanese-aesthetics.

& Helen Greenwald, “Picturing Cio-Cio-San: House, screen, and ceremony in Puccini’s Madama Butterfly,” Cambridge
Opera Journal 12, no. 3 (November 2000): 237. https://www.jstor.org/stable/3250716#metadata_info_tab contents.
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then losing them through transience. This alludes to the Heike’s temporary height as the
imperial clan that is later lost to the Genji. Sucharitkul develops this motif extensively in a
Wagnerian manner: it is found throughout the score in various keys and orchestrations either
as a foreboding device or as an orchestral “comment” on any mention or action relating

to the theme of impermanence.
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Figure 1 The “impermanence” motif, Part 1, Dan-no-Ura
Source: by author

In Butterfly, what Groos terms the “pseudo-ume-no-haru” motif (see 2.2 - Figure 7)
is generally associated with Butterfly’s fat. her or with the foreshadowing of death, functioning
as an orchestral “comment” in a similar way to the above “impermanence” motif of
Dan-no-Ura. Alternatively, this motif can be taken to signify Butterfly’s impermanence as
resulting from her karma. For instance, Groos interestingly noted the “pseudo-ume-no-
haru” eruption at the end of “lo seguo il mio destino” (1:81), which he sees as predicting
Butterfly’s fleeting life as a Japanese woman who failed to assume a Western identity. What
he did not realise about the placement of the “pseudo-ume-no-haru” motif (which he
initially hypothesised as representing her fear of getting caught by her relatives for renouncing
her traditional religion) is that he has been referring to the later 1906 version, and that the
motif makes more semantic sense in the context of the opera’s original 1904 version. Here,
Butterfly ridicules her old religion by discarding dolls of her ancestors saying “E questi via!”,’
signifying her departure from her previous values. While Budden opined that the moment
is only a “savage outburst” of the motif, what can be drawn from both Groos’s and Budden’s
readings is that its placement here could also represent the notion of Butterfly’s karma.
The cascade of events leading to her death can be given an alternative interpretation—by
which Butterfly’s impermanence is her karma for abandoning her traditional religious ways.
The idea is given a greater weight with the “pseudo-ume-no-haru” motif’s menacing presence
towards the end, at the point at which she pulls out the dagger belonging to her father,
the most “ideologically Japanese” figure in the opera,” which can be taken to represent

the return of the traditional values to her character in death.

? Julian Budden, Puccini: His Life and Works (Oxford: Oxford University Press, 2006), 253.

1% Jonathan Wisenthal, ed. A Vision of the Orient: Texts, Intertexts, and Contexts of Madame Butterfly (Toronto:
University of Toronto Press, 2006), 10.
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1.3 Structure of the opera

The influence of impermanence on Japanese aesthetics can be seen in the ideal of
wabi-sabi'', which teaches to embrace transience, by celebrating wear-and-tear and
asymmetry over perfection and geometrical ideals. This, along with other ideals, seems to
influence the dramatic construction of both operas. Understanding the deeper-level
construction through these concepts helps one understand how the resulting dramatic
pacing achieved its effectiveness.

For instance, the Jo-ha-kya ideal that governs the structure of traditional Japanese
plays (Noh and Kabuki), calls for action to begin slowly, then accelerate, then end swiftly
in order to leave a thrilling, lasting audience impression. The dramatic pacing across Butterfly
agrees with this principle whereby Act 3, the shortest amongst all three acts, concentrates
on Butterfly’s anguish upon discovering her abandonment, leading to the climactic suicide.
Groos observed that Puccini’s construction of the build-up of Butterfly’s death in Act 3 was
inspired by Sadayakko’s Kabuki performance in Milan, which impressed him in its “efficacy”
in the race towards the ending'* which was emulated in his own dramatic pacing of Butterfly.
We can then postulate that Puccini was indirectly influenced by Jo-ha-kyd. Note that this
three-act structure is by no means unique in Western drama: in his preceding opera, Tosca,
Act 3 also leads up to the two protagonists’ deaths. However, the main difference between
both acts lies in the fact that in Tosca, the dramatic intensity only builds up after the end

of Cavaradossi’s aria “E lucevan le stelle” after long passages of “undramatic”"’

shepherd
boy’s song and bells spanning half of the act. Meanwhile in Butterfly, the gravity of her
situation is immediately apparent from Pinkerton and Sharpless’ entrance near the act’s
beginning, and is amplified towards the very end, which is more aligned with the Jo-ha-kya
principle of simple acceleration towards a climax.

The genesis of both works involved a major decision to remove a spatially or temporally
detached act from the overall structure. In light of the above, we can comprehend the
dramatic advantage that results. For instance, Sucharitkul demonstrated wabi-sabi in the
structuring of Dan-no-Ura. The published libretto reveals a dramatically inert epilogue that

had not been set to music, taking place in an isolated time frame many years after the

" Graham Parkes, “Japanese Aesthetics,” in The Stanford Encyclopedia of Philosophy, published December 12,
2005, https://plato.stanford.edu/entries/japanese-aesthetics.

" Arthur Groos, “Cio-Cio-San and Sadayakko Japanese Music-Theater in Madam Butterfly.” Monumenta Nipponica:
Studies on Japanese Culture Past and Present 54, no. 1 (January 1999): 53. https://doi.org/10.2307/2668273.

" Joseph Kerman, Opera as Drama (Berkeley: University of California Press, 1988), 14.
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climax, at the same Imperial Palace in the Prologue (Scenes 2 to 4) whereby the surviving
characters reflect on the tragedy of Dan-no-Ura and impermanence in life, being the core
message in the opera. This scene () would have lent perfect symmetry to the whole
structure (Figure 3), but its dramatic and temporal isolation from the main narrative of the
work would greatly dilute the climactic impact of the suicide scene towards the end of
Part 14 onto the audience, possibly leading to its omission. By removing the Epilogue,
Sucharitkul achieves a simpler overall narrative structure. This can also be seen as a result
of upholding the core wabi-sabi value as seen here in the asymmetry created in final new
structure.

In parallel, Puccini’s decision to remove the Consulate Act in Butterfly not only
lessens the theme of East-West conflict that would arise from juxtaposing Butterfly’s home
against the American Consulate, as Groos argues,14 but also achieves a more streamlined
and compact dramatic structure overall by removing the one spatially detached portion
that would otherwise disturb the single-set ideal: a continuous Jo-ha-kyd construction
allowing a sharper focus on the exploration of the relationship between the protagonist’s

life-cycle and her own home, which supports Greenwald’s reading.”

Table 1 Hypothetical symmetrical construction of Dan-no-Ura.
Source: by author

Chorus Prelude Prologue at the Main scenes at () Epilogue at Chorus Postlude
Imperial Palace the sea Imperial Palace

1.4 The problem with Orientalisation

As both operas portray the Japanese culture in a non-Japanese context, it becomes
a question to what extent this entails cultural appropriation or Orientalism, especially with
Butterfly where the Japanese and their customs are contrasted against those of the Western
characters. Most commentators suggest that Butterfly embodies the prevalent contemporary
colonial attitude of a shallow, masculine West dominating an intriguing, effeminate East.
McClary noted, for instance, that Pinkerton’s allusion in the libretto to Butterfly as a delicate

insect to be caught and pinned down, and her defloration at the end of Act 1, is unique

' Arthur Groos, “Return of the native: Japan in Madama Butterfly / Madama Butterfly in Japan.” Cambridge Opera
Journal 1, no. 2 (July 1989): 173. https://www jstor.org/stable/823590#metadata_info_tab_contents.

5 Helen Greenwald, “Picturing Cio-Cio-San: House, screen, and ceremony in Puccini’s Madama Butterfly,”
Cambridge Opera Journal 12, no. 3 (November 2000): 237. https://www.jstor.org/stable/32507 16#tmetadata_info_

tab_contents.



MAHIDOL MUSIC JOURNAL
Vol. 5 No. 1: March - August 2022

to Puccini’s version,"® signifying Japan’s (and women’s) victimisation. Musically, his hedonistic,
domineering behaviour is exemplified by a clearly defined entrance aria-space (“Dovunque
al mondo”/” Amore o grillo”) overshadowing and displacing Butterfly’s identity,"” as shown
by her lack of a well-defined entrance aria.

These ideas are based on a questionable interpretation that assumes a degree of
prejudicial intent. While Puccini depersonalises Butterfly’s character by not clearly defining
her entrance, attributing this structural difference to racism is a weak criticism. This strategy,
whereby only the male protagonist is given an entrance aria, is not unique to Butterfly, but
is also seen in Puccini’s other operas including Tosca: Cavaradossi is given “Recondita
armonia” when Tosca enters in the middle of the subsequent scene, but it is not claimed
that this lack of an entrance aria is somehow related to the oppression of Tosca’s character.
To immediately assign a racial connotation to this aspect of Butterfly here in favour of the
presupposed Orientalist image would neglect Puccini’s aesthetic portrayal of Japanese
values of wa, where characters blend into their surroundings in harmony. It can be seen
instead as Puccini’s dramaturgical device that ties in with Japanese aesthetic ideas in
Butterfly, rather than signifying oppression.

Amongst Butterfly’s contemporary Milanese audience, there was still an implicit
expectation of stereotypical Oriental qualities in portraying Japan.'® Dan-no-Ura, created
outside of this bias, shows an almost complete subversion of these values. The female
characters hold matriarchal authority and moral bearings to a greater extent than the male
ones. This is exemplified by Nii Dono who, amidst the Heike’s impending destruction, shows
an unimpeded sense of duty to abide by her code of honour in light of Tomomori’s bickering:

Tomomori: Mother, / we are betrayed. / In a few heartbeats, / the Taira [i.e. Heike]
will be no more.

Nii Dono: Look at you and your men, / waiting [...] like dogs. / [...] Are you men? | am

but a woman, / yet | know where my duty lies.

' Jonathan Wisenthal, ed. A Vision of the Orient: Texts, Intertexts, and Contexts of Madame Butterfly (Toronto:
University of Toronto Press, 2006), 22.

' Arthur Groos, “Cio-Cio-San and Sadayakko Japanese Music-Theater in Madam Butterfly.” Monumenta Nipponica:
Studiies on Japanese Culture Past and Present 54, no. 1 (January 1999): 62. https://doi.org/10.2307/2668273.

' Arthur Groos, “Cio-Cio-San and Sadayakko Japanese Music-Theater in Madam Butterfly.” Monumenta Nipponica:
Studiies on Japanese Culture Past and Present 54, no. 1 (January 1999): 54. https://doi.org/10.2307/2668273.
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As this is taken verbatim from the Heike Monogatari, it has many implications; especially
given the composer’s denial of its subversiveness' (unlike David Henry Hwang’s M. Butterfly).””
For example, it implies that the perception of gender roles inside Japan is different to
outside views, whereby female oppression may not actually be present, at least during the
time period in the literature.

Butterfly’s will to abide by her morals can then be compared with Nii Dono’s heroism.
Their suicides are a means of avoiding dishonour at the hands of men, viz. Pinkerton or the
Geniji. Like the Heike, Mimi or Manon Lescaut, Puccini designed Butterfly’s death with a
tragic exaltation to draw a strong audience reaction: a feature not found in earlier sources
depicting Butterfly’s character simply as a pathetic Asian caricature stemming from deep-
rooted cultural misunderstandings. Instead, she is humanised and empathised through her
flaws (such as her denial of reality). It can be postulated that, despite some contemporary
influences on Puccini, much of the racial or gender issues previously attributed to Butterfly
are collateral to its Japanese setting. Instead, it forms part of a running theme also present
in many of Puccini’s other heroines—from Manon Lescaut, to Liu—that dramatised and
extolled their plight. The whole accusation that Butterfly exemplifies Orientalism can then
be seen as an evidence of the modern projection of Western regret at its own colonial
past, revolving only within the Western psyche. Thus, it is understandable that Parker’s
de-colonialist statement that Butterfly must not be performed due to its racist portrayal

of Japan does not seem to be shared by the majority of Japanese critics themselves.”*

2. Influence of Japanese Music in the Operas

2.1 Sources and utilisation of Japanese music

Whether Puccini and Sucharitkul utilised Japanese music true to its origin to portray
the Japan in their works is a difficult question that needs to take into account whether it
was the intention, or even necessary. It is true that Butterfly could be considered the most
musically “true to origin” opera with foreign settings in the Western repertoire up to the
point of its composition—with La princesse jaune (1872), The Mikado (1885) and Iris (1898)

as predecessors—through the unusual length to which Puccini went to obtain his sources

¥ Sucharitkul “did nothing to challenge the worldview of the original characters.” Personal communication with
the composer.

M. Butterfly. See Jonathan Wisenthal, ed. A Vision of the Orient: Texts, Intertexts, and Contexts of Madame
Butterfly (Toronto: University of Toronto Press, 2006), 10.

*! “Opera expert says Puccini’s Butterfly is ‘racist’,” Amy lggulden, The Telegraph, February 14, 2007,
https://www.telegraph.co.uk/news/uknews/1542633/Opera-expert-says-Puccinis-Butterfly-is-racist.html.
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for authentic melodies compared to other composers. His intention to “represent the true
Japan, not like [Mascagni’s] Iris” can be seen not only as a slight against his competitor,
but also an aversion to merely portraying exotic music using superficial instrumentation as
seen in Mascagni®.

Groos discussed the original context of the various identified melodies in Puccini’s
score and in what way he fulfilled this “intention”. However, his argument needs new
evaluation in light of the surfacing new evidence on a hitherto unidentified melody. The
“Young Butterfly” motif” had been identified by Groos as coming from a “1901 Bologna
sketch”. An old Chinese music box rediscovered in 2012, believed to have been owned by
Puccini, contains not only the “Mo Li Hua” melody that he later used in Turandot, but also
what is purportedly the original tune of the “Young Butterfly” motif - “Shiba Mo”* (Figure
2). The musical resemblance is much stronger here than in “Bologna sketch”, which only
bears a passing resemblance in the contour of two bars, strongly suggesting that he had
indeed used the music box as the source.” As “Shiba Mo” is a Chinese melody (which
Puccini would have realised), that he did not distinguish it from Japanese music unfortunately
does little to exonerate him from the same Orientalising attitude that caused him to lump
the “music of the yellow race” together, just as Saint-Saéns did with the Chinese-sounding

music in La princesse jaune.”

# Mascagni only learned of Japanese music through Baron Kraus’ instrumental collection. See Arthur Groos,
“Cio-Cio-San and Sadayakko Japanese Music-Theater in Madam Butterfly.” Monumenta Nipponica: Studies on
Japanese Culture Past and Present 54, no. 1 (January 1999): 43. https://doi.org/10.2307/2668273. His score, however,
did not employ any Japanese idiom.

* Jonathan Wisenthal, ed. A Vision of the Orient: Texts, Intertexts, and Contexts of Madame Butterfly (Toronto:
University of Toronto Press, 2006), 48.

* “Music Box as Muse to Puccini’s ‘Butterfly’,” W. Anthony Sheppard, The New York Times, June 15, 2012, https://

www.nytimes.com/2012/06/17/arts/music/puccini-opera-echoes-a-music-box-at-the-morris-museum.html.
® The A major key and arpeggiated accompaniment also resembles Butterfly’s arioso, 1:80, in which it is used.

% In addition, McClary noted that the “Un bel di” melody is a japonaiserie. However, its pentatonic scale is clearly
the Chinese type, not Japanese, which further substantiates Puccini’s confusion. See Jonathan Wisenthal, ed. A Vision
of the Orient: Texts, Intertexts, and Contexts of Madame Butterfly (Toronto: University of Toronto Press, 2006), 24.
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Figure 2 Aural transcription of “Shiba Mo” from Chinese music box.
(x) denotes Puccini’s own modification.
Source: by author
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Figure 3 Part 1, Dan-no-Ura. (x) denotes intervallic trope.
Source: by author

Unlike Butterfly, Sucharitkul’s score is not subject to the “pan-Far East” issue on
account of his familiarity with Japanese music. It does, however, present stylistic incongruities
as he juxtaposes many disparate genres of Japanese music. This phenomenon is most
apparent in Part 1 Chorus Prelude (Figure 3). The type of music most appropriately representing
the Heian aristocrats in Dan-no-Ura is the imperial court music gagaku, which is appropriately
invoked here: the various percussion strikes represent the characteristic metal gong shoko
and drum tsuri-daiko while the harp imitates the zither koto on the pentatonic y6 scale.
However, the piccolo, although appropriately imitating the flute ryateki’s characteristic pitch
bending, it employs the in scale not found in gagaku, and resembles only the instrumental
music from a much later Edo/Meiji period during which most of the melodies in Butterfly
originate. Despite being anachronistic here, this displays Sucharitkul’s informed artistic li-

cense as the piccolo’s melodic structure aptly captures the descending major 2™ —
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major 3 interval, forming overall tritone (x) that is so characteristic of in scale and has
become a trope synonymous with Japanese music, meeting the audience expectation of
the Japanese idiom.

Puccini himself was also likely to be aware of this distinctive sonority’’: he weaved
it into the melodic lines in a very similar, descending sequential fashion to Dan-no-Ura in
“Tu, tu piccolo iddio”, as well as implying it with a heavy use of minor sixth chords (Figure

4), showing a more integrated idiom in the score than simply having the melodies grafted
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Figure 4 “Tu, tu piccolo iddio”, Act 3, Madama Butterfly. (x) denotes intervallic trope.
Note the similarity between the descending tritone here and in Dan-no-Ura Figure 3.
Source: by author

There is no evidence, however, that Puccini was aware of the meaning of most of

»% which he used in

the melodies that he quoted, save the national anthem “Kimigayo
the Imperial Commissioner scene. As a result, for example, we see “Takai-yama”, a work
song, appropriated as Suzuki’s prayer in Act 2, with no relation to its original tone or meaning.
This creates a number of problems in Puccini’s music, at least to the discerning listener.
Firstly, those who are aware of the original songs’ context would be unduly drawn to their
decontextualized appropriation in the score, causing detachment from the drama onstage.”
Secondly, Puccini’s originality needs to be called in question due to the extent to which
these melodies are employed. For instance, the melodic structure of Butterfly’s Act 2 aria
“Che tua madre” is based entirely upon three melodies “Jizuki-uta”,” Suiryo-bushi” and

230

“Kappore-honen””, making this aria one of Puccini’s least original. This fact would have

% Notably seen in “Sakura” and “Echigo-jishi”, etc. in his source.
% Which he learned directly from Madame Oyama, wife of Japanese ambassador.

* The Japanese melodies indeed did not go unnoticed by the 1923 Tokyo premiere audience. Arthur Groos, “Return
of the native: Japan in Madama Butterfly / Madama Butterfly in Japan.” Cambridge Opera Journal 1, no. 2 (July
1989): 178. https://www.jstor.org/stable/823590#metadata_info_tab contents.

** Kunio Hara, “Puccini’s Use of Japanese Melodies in Madama Butterfly” (Master’s thesis, University of Cincinnati,
2003), 81.
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been lost on his premiere Milanese audience, due to an equally limited exposure to
Japanese music, thereby showing that Puccini’s use of Japanese sources is, like Sucharitkul,
kept the extent of their knowledge in mind.

In contrast, by avoiding the use of existing melodic materials, Sucharitkul could not
only able to flexibly incorporate the Japanese idiom into the score in a more integrated
manner, but also averted the aforementioned side effects, especially towards an audience
that likely would be somewhat acquainted with Japanese music. This is evident in a review
of Dan-no-Ura that noted the opera as not being a “pastiche of Japanese music”,” which
justifies that strategy.

Nevertheless, Puccini’s own Japanese material may have influenced his overall
harmonic language more than some critics suggest. For instance, Budden® and Carmer” propose
that Debussy heavily influenced his use of whole-tone scales. However, neither of them
seems to note the similarity of the whole-tone construction between the ending phrase
of “Jizuki-uta” as found in Pinkerton’s cry “Butterfly!” near the end, and the Bonze’s motif
(1:102) or Goro’s scene (II:27 bar 9), for example (Figure 5). While there is likely no semantic
connection between any of them, the similarity in timbre shows that the influence of
whole-tone construction that imparts Butterfly’s score may have equally resulted from a
traditional scale as seen in “Jizuki-uta”. One way to see this is that the use of whole-tone
scale in both Puccini and Debussy (who himself had a strong interest in Asian music) could

ultimately derive from Japanese music similar to this song here.

11:57, bar 4 (from "Jizuki-uta") 1:102, bar 1 trw~ 11:27, bar 9
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Figure 5 Comparison between whole-tone motif from Japanese source
and other similar ones, Madama Butterfly.
Source: by author

Sucharitkul attaches symbolic meaning to Japanese musical idioms more intricately
than Puccini as he considered the historical association of his source materials, and not
their musical face value. This is demonstrated in Part 11 whereby he alludes to Amaterasu’s

divinity with the sound of gagaku mouth organ, the shé. In ancient gagaku theory, the high-

! “Review of “Dan-no-Ura”, Thailand Cultural Centre, 11th and 12th August,” Michael Proudfoot, Somtow, Accessed

in April 26, 2018, http://www.somtow.com/new-page-2.
%2 Julian Budden, Puccini: His Life and Works (Oxford: Oxford University Press, 2006), 271.
** Mosco Camer, Major and Minor (London: Duckworth, 1980), 139.
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pitched dissonant clusters of the sho represent light from the heavens® (from which
Amaterasu is descended). It is portrayed with long, closed-voicing violin chords, creating
sonority starkly different from what the audience would normally associate with Japanese
music. The expressive gagaku sonority seems to further signify the harrowing moment in
Part 10 when Shigeyoshi is discovered to betray the Heike, seen here in the long string

cluster of fourths resembling the “B6” chord™ (Figure 6).
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Figure 6 Part 10, Dan-no-Ura.
Source: by author

It is hard to imagine that many in the audience would recognise these symbolisms
owing to a limited public exposure to gagaku as a genre, which is almost exclusively used
in connection with the Imperial family. Commoners of the Meiji era, in Butterfly, for instance,
would perhaps not recognise it, but would recognise the popular melodies used in Puccini’s
score. Another symbolism can be drawn here that the melodies in Butterfly aptly represents
the common people portrayed in it, while gagaku represents the Heian nobles in Dan-no-
Ura. Sucharitkul’s gagaku allusion, therefore, not only demonstrates a well-informed addition
of details below the surface, but also exemplifies the difference in music found between

the two social classes in Japan across 700 years.

2.2 Motivic development

The difference in source materials that both composers used directly influenced their
different strategies in motivic development. As Puccini derived most Japanese elements in
Butterfly from traditional melodies, he had significantly less flexibility in fragmentation and
attaching dramatic connotations to create a leitmotif, while that is not the case for Sucharitkul.
However, that is not to understate the semantic significance of such motifs as the “pseudo-
ume-no-haru”. It can then be seen that this is the most Wagnerian motif in the opera

because of its varied dramatic foreshadowing function.

** “Sho,” Sonica, Accessed in April 26, 2018, http://sonica.jp/instruments/index.php/en/products/sho.

* Robert Garfias, Music of a Thousand Autumns: The Togaku style of Japanese Court Music (London: University of
California Press, 1975).
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Figure 7 (x) denotes similarity between “Shiba Mo” and “pseudo-ume-no-haru” motif.
Source: by author

To date, however, this motif has not been convincingly identified in any of Puccini’s
sources, and it is not unreasonable to surmise that Puccini devised it himself. If true, this
may help prove that an original motif is inherently better suited to leitmotivic activity, as
Dan-no-Ura aptly demonstrates (see below). In fact, “Pseudo-ume-no-haru”’s motivic
associations may be more wide-ranging than previously thought, as none of Puccini’s
commentators seem to recognise the similarity of this motif with the “Shiba Mo”
melody™ (Figure 7). Although hitherto unsubstantiated, it is conceivable that “pseudo-ume-
no-haru” had been a partial motivic derivation of “Shiba Mo”. If so, this would greatly
lessen criticisms of the superficiality of Puccini’s motivic approach.

While initially it may be hard to observe semantic connections between the two, we
can posit that they are related and complementary. “Shiba Mo” marks important points
in Butterfly’s life-cycle: declaring her individuality at her entrance® (I:41) and her defloration
(1:136). At the same time, “pseudo-ume-no-haru” represents the next stage, that is her
death. The two motifs, therefore, represent the two sides of Butterfly’s life. To the listener,
appreciating this connection would allow an appreciation of deeper meaning to Puccini’s
compositional thoughts than previously credited by many critics.

Dan-no-Ura employed a very similar dual motivic relationship whereby two
complementary Japanese-sounding motifs illustrate different aspects of the concept at
hand. Part 7, especially, when the Geniji are first introduced, brings about two new motifs.
The first, a short descending-ascending figure in y6 scale, reflects the Genji’s warrior-like
quality and heralds their entrances (Figure 8). This motif alternates with a shorter, brisk

ascending-descending motif in in scale, first introduced in a fugal exposition (Figure 9),

* Puccini seems to strongly associate the F#-A-F#-A-B melodic figure and Japan. Julian Budden, Puccini: His Life and
Works (Oxford: Oxford University Press, 2006), 265.

*" Arthur Groos, “Cio-Cio-San and Sadayakko Japanese Music-Theater in Madam Butterfly.” Monumenta Nipponica:
Studiies on Japanese Culture Past and Present 54, no. 1 (January 1999): 62. https://doi.org/10.2307/2668273.
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its busy semiquaver-rich nature representing the Genji’s relentless pursuit of the Heike.”
The two motifs’ opposite contour is obvious, with each highlighting the two main aspects
of the Genji mentality. Moreover, the use of these fragmentary motifs, analogous to the
“impermanence” and “shadow realm” motifs, enabled Sucharitkul to interweave them
into complex orchestral parts, creating a score with a subtler but more dramatically

meaningful use of Japanese materials in general compared to Puccini.
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Figure 8 The “warrior” Genji motif, Part 7, Dan-no-Ura.
Source: by author
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Figure 9 The “pursuit” Genji motif, Part 7, Dan-no-Ura.
Source: by author

2.3 Social delineation in the music

The social conflicts underpinning the drama in Dan-no-Ura stems from a two-faction
political dispute, with class difference being collateral, while in Butterfly they ultimately
stem from the East-West cultural differences. The Japanese element in the scores differentiates
this to a certain degree. Music defines the cultural separation between America and Japan
in Puccini’s opera even more than the preceding Long and Belasco’s versions, as this
dimension is unavailable in their respective media. Bernardoni posits that in Puccini’s exotic

”»

operas, the conflict between exotic sounds and his diatonic, “Italian style” is contrasted
by the fundamental differences in musical language.” Furthermore, relative cultural

differences between Puccini’s “normative” realm and the different ethnicities/nationalities

* As tension onstage grows, this motif is placed on a stretto in its third appearance, displaying Sucharitkul’s
awareness of the fugal technique and its drama-heightening function.

* Mervyn Cooke, ed. The Cambridge Companion to Twentieth-century Opera (Cambridge Companions to Music)
(Cambridge University Press, 2005), 31.
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119
in his operas can be perceived on a spectrum of musical compatibility. In this case, the
‘Japanese’ music in Butterfly would be more distant on this spectrum due to its emphasis
on tritones and minor sixth chords from the in scale, as well as other non-diatonic harmonies
(Figure 10). Meanwhile, the Americans are portrayed with familiar idioms such as diatonicism

and arpeggio, as Budden suggests.®
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Figure 10 Example of harmony unique to passages derived from Japanese’' sources,
Madama Butterfly.
Source: by author

While the Japanese element pervades the orchestral and vocal textures (Figure 11)
of Dan-no-Ura’s score more thoroughly, it presents less of a stylistic conflict with Sucharitkul’s
fundamental harmonic language. This is understandable, as the subject matter does not
provide space for the musical portrayal of any cultural conflict, which is the case with
Puccini’s. However, we can instead use the parameter of class and faction to examine how
Sucharitkul varies the use of the Japanese idiom.

Scott noted that, as a form of musical prejudice in exotic operas, lower class characters
are more ethnically rooted, and so are portrayed with a more locale-appropriate music.*
The Japanese element is especially concentrated in Part 7 with the introduction of lower
ranking Genji, as discussed above. On the contrary, it is found in a lesser degree in the Heike
protagonists’ music, especially high-ranking ones e.g. the Emperor and the Sun Goddess.
The entirety of Part 11 duet, for example, has clear common-practice influences, reflecting

Sucharitkul’s fundamental style.

“ Julian Budden, Puccini: His Life and Works (Oxford: Oxford University Press, 2006), 250. Arpeggios seem to be a
trait Puccini assigned to music for the Americans.

" “Shiba Mo”, is actually Chinese, as discussed. Note also the raised scale degree 5 — 6 at the end of Act 1, also
found in original music box, is paralleled by the final chord of the opera (G-major6/3), which may be influenced by
it. A possible semantic parallel that signifies a relationship between life-cycle imagery of Butterfly’s consummation
and death requires further study.

2 Derek B. Scott, “Orientalism and Musical Style,” The Musical Quarterly 82, no. 2 (Summer 1998): 323. http://
www.jstor.org/stable/742411.
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Therefore, a subtle form of characterisation by varying the “concentration” of Japanese
music in the score is seen at play here, whereby more Western-sounding music represents
the Heike, and a more Japanese idiom the Genji. Alternatively, a more Western idiom is
associated with the higher-class characters—the immediate imperial family or the gods—but
not to the same extent with the minor warrior characters. Interestingly, therefore, Sucharitkul’s
use of Japanese music creates a sense of “otherness” to the characters with whom the
audience are less likely to identify, which would be opposite to Puccini’s situation whereby
the music of Butterfly and other Japanese protagonists instead utilises the Japanese idiom

to a greater extent.
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Figure 11 Examples of Japanese idiom in vocal and orchestral textures®, Dan-no-Ura.
Source: by author

On that point, Groos noted that Japanese melodies in Butterfly are most concentrated
in Act 1 when Goro introduces Butterfly and her family, or when “indigenous activities” are
displayed, e.¢. when Butterfly introducing her possessions. The original 1904 Milan version
shows that many more of these Japanese-related scenes had been cut (the nephew’s
antics, Yakuside’s drunkenness etc.), and with it are discarded many Japanese musical
passages. Fairtile’s discussion on this topic only focuses on the cut’s effect on reshaping
Butterfly’s character to become “less Japanese” by 1906, but did not note the resulting
loss of Japanese music along with it. Therefore, the Japanese characters themselves in the
1906 Paris version, which since became standard, are seen to become less musically

delineated overall.

“ Note the gagaku sho-style chord in the winds, and in scale on the harp.
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Conclusion

This study hopes to show that, by comparing the different portrayal of Japanese
culture with Dan-no-Ura, Butterfly depicts it more faithfully than previously said. Moreover,
although we cannot deny a general Orientalising attitude during Puccini’s time, Madama
Butterfly is not an inherently prejudiced opera. There are also deeper meanings in the
structure, motivic development and characterisation in both operas that can be derived
when examined alongside each other. Nonetheless, Puccini’s depiction of Japan is not
nearly as accurate as that of Sucharitkul who used Japanese literature directly as a basis
of his opera. Dan-no-Ura displays a deep understanding of religion, the Heian-period culture
and genres of Japanese music. However, Puccini’s shortcomings are understandable given
the lack of contact with Japan. Nevertheless, his efforts produced a depiction that was
more culturally grounded than previous Japan-based operas.

By comparing the two, we see an increase in global awareness in which, over time,
opera composers become more knowledgeable in the culture of the locales in which their
works are set, which in turn produces more faithful depictions. Sucharitkul’s music deserves
further study, but at the same time, much of the critical literature that retrospectively

value-judged Puccini must be re-evaluated.
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PERFORMANCE PRACTICE OF “KANG KAO GIN GLUAY”
FOR PIANO FOUR HANDS BY WIWAT SUTHIYAM
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Abstract

“Kang Kao Gin Gluay” is a popular Thai traditional tune which had a long historical
background since the Ayutthaya Kingdom. Wiwat Suthiyam, a Thai contemporary composer,
brought this famous tune to compose theme and variations for piano four hands in the
style of sienificant famous 20th century composers such as Witold Lutostawski, Olivier
Messiaen, Sergei Prokofiev, Francis Poulenc, Sergei Rachmaninoff, and Dmitri Shostakovich.
This composition has become essential for pianists and advanced students who are interested
in playing various compositional styles in one piece. To play this composition distinctively,
it requires not only musical interpretation but also technical and ensemble skills. This article
will go through the composition background and focus on performance practice in each
variation as well as significant aspects in each variation including character, form, compositional
style, pedal, rhythmic complexity, articulations, dynamics, melody, harmony, ensemble,

texture and technique will be pointed out and suggestion for practicing will be given.
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Introduction

Theme and variations has been the significant music genre since the 15" century.
Piano students and pianists nowadays continue learning this genre which was composed
over 100 years ago by significant composers form prior, like Johann Sebastian Bach, Wolfgang
Amadeus Mozart, Ludwig van Beethoven, Franz Schubert, Johannes Brahms. Even though
these pieces are invaluable to learn, some of them might not catch students and pianists
attention. It would be better to introduce contemporary piano theme and variations to
students and pianists who are enjoying new sonority. There are numerous living composers
to select to learn from and to perform regularly. One of them is “Kang Kao Gin Gluay”
Seven Variations on Thai Traditional Theme for Piano Four Hands. It is the remarkable piano
four-hand composition composed in 2013 by Wiwat Suthiyam (b. 1989), Thai contemporary
composers. To perform this piece with exceptional quality, requires not only a high demand
of technical and ensemble skills but also musicality. Students will learn various compositional
styles, fascinating sonority, and ensemble skill in one composition. This composition should
be recommended to learn and perform more frequently.

To learn this piece in depth, background theme and variations should be reviewed.
Performers should know the background of the famous Thai theme “Kang Kao Gin Gluay”
and other information related to this piece before going through detailed performance

practice which starts from the theme and goes through each variation.

Background of Theme and Variations

Renaissance’

Theme and variations is a musical genre that can be traced back to the 15" century
and compared to other genre, theme and variations, it became the favorite genre among

» o«

Renaissance composers. “Aria con variazioni,” “Variationes super...” or “Veranderungen
tber” (in German) and “diferencias” (in Spain). The evidence of this genre was found in
both sacred and secular music which was in cantus-firmus setting which added new melodic
parts to a pre-existent melody. The early sources for sacred were found in Faenza manuscript
and German manuscripts, while secular music was found in Fundamentum organisandi
(1452) by Conrad Paumann (ca. 1413-1473).

During the 16th century, variations gained popularity in England and Spain. In Spain,

sobra la pavana italiana and Diferencias sombre el canto del Caballero composed by

! Frank E. Kirby, “Setting of Songs and Their Variations,” in Music for Piano: A Short History (Oregon: Amadeus, 1997),
17-18.
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Antonio de Cabezon (1510-1566) were the significant ones. The theme was restated many
times with various settings. In England from the late 16" and early 17" centuries, this
genre appeared mainly in virginal music in a cantus-firmus type. Due to the melody the
theme from the popular song at that time, it was not necessary to begin this genre with
the theme. Thus, composer began with the first variation. The theme was repeated in
ostinato fashion in the bass part which was a basso continuo or a ground bass. Changing
character of the accompaniment, small motives, quick scales passages marked with sharp
chords were materials for variations. Examples were “The Carman’s Whistle” by William
Byrd (1543-1623), “Loth to Depart” by Giles Farnaby (ca. 1653-1640), and “Goe from my
Windoe” by John Mundy (ca. 1555-1630), “The Woods so Wilde” by Orlando Gibbons (1583).

Composers from other part of Europe also wrote variations. Antonio Valente (1565-
1580), a Florence composer, wrote five sets of variations which formed on dances. Jan
Pieterzoon Sweelinck (1562-1621), a Dutch composer, wrote this genre mainly for organ.
Girolamo Frescobaldi (1583-1643), an Italian composer, wrote partitas, which were sets of
variations based on a popular dance theme. He also composed numerous variations on
famous themes such as Passameszzo, Romanesca, La Manachina, Ruggiero and La Folia.

Chaconne (ciaccona) and passacaglia were also another two other types of variations.
Chaconne was a dance while passacaglia originated from the ripreso or ritornello to
promenade music (pasar la calle). Both shared the same aspects; slow triple meter, dotted
rhythms, and a connection to the variation on ostinato form. In Italy, chaconne connected
to ostinato than passacaslia. Chaconne was written in minor mode while passacaslia was
in major mode. In France, chaconne presented the combination with the rondeau. Passacaslia
related more to variation. Variations were significant genre among Baroque German and
English composers; for instance, “Die Mayerin” by Johann Jakob Froberger (1616-1667), the
Hexachordum Apollinis (1699) by Johann Pachelbel (1653-1708), and Dietrich Buxtehude
(ca. 1637-1707). While John Blow (1649-1708) and Henry Purcell (ca. 1659-1695) were English
the composers who followed this heritage.

Baroque Period

Two significant composers in Baroque who composed variations are Johann Sebastian
Bach (1685-1750) and George Frederic Handel (1685-1759). For Handel’s variations, his
intention was originally written for the harpsichord. His famous one is Air and Variations
(The Harmonious Blacksmith) from Suite No. 5 in E major, HWV 430. Johann Sebastian Bach
composed large scale of variations; the Goldberg Variations, BWV 988. This composition
opens with an aria is follows by 30 variations. The length of performance is between 40-80

minutes.
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Classical Period

Wolfgang Amadeus Mozart (1756-1791) composed 16 sets of theme and variations
on his original theme and pre-existing melody. One of the most famous variations is 12
Variations in C major on the French song “Ah, vous dirai-je, Maman”, K. 265. Moreover, the
combination between variations and other genre can found in his music such as the first
movement of Piano Sonata No. 11 in A major, K 331 (“Turkish March”) (1783) was composed
in theme and variations. Ludwig van Beethoven (1770-1827) composed 20 sets of variations.
The significant set of variations is Thirty-three variations on a waltz by Diabelli in C major
(1823 which is a large scale like the Bach’s Goldberg Variations. The origin of these variations
was named after theme written by Anton Diabelli, music publisher and composers. Diabelli
(1781-1858) sent his waltz to Austrian composers and asked them to write a variation to
publish for orphans and widows of the Napoleonic Wars under the collection named
Vaterldndischer Kunstlerverein. There were fifty-one composers who joined this project:
Part | by Beethoven and Part Il by various composers including Carl Czerny, Franz Schubert,

Johann Nepomuk Hummel, Ignaz Moscheles, Franz Liszt, etc.

Romantic Period

Variations continues their popularity during the Romantic era. Felix Mendelssohn
(1809-1847) wrote Variations sérieuses, Op. 54 in 1841. Sometimes, the combination of
other genres and variations can be found in one composition. For example, Der Wanderer
Fantasie in C major, Op. 15 (D. 760) by Franz Schubert (1797-1828) presents the combination
between sonata and variation form. Johannes Brahms composed six variations for piano
solos. His variations were based on Handel, Schumann, Paganini, Hungarian and Brahms’s
own original themes. The substantial ones are the Variations and Fugue on a Theme by
Handel, Op. 24 and the Variations on a Theme of Paganini, Op. 35. Variations. The theme
from Handel came from Handel’s Suite No. 1 in B-flat major, HWV 434. For the Variations
on a Theme of Paganini, theme derived from Paganini’s famous Caprice No. 24 in A minor.
Brahms composed in two books. Both has fifteen variations. Brahms’s variations demand

high technical skills, musicality, and stamina.

20™ and 21 century

In 20™ and 21% centuries, various techniques, characters, and compositional styles
were presented in theme and variations. The composers composed the genre by using
their original theme and some of them also used a pre-existing theme. The pre-existing

melody that gained a reputation through the 20th century is the theme form Paganini’s
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Caprice No. 24. Many composers brought this theme as their materials for the variations;
for example, Sergei Rachmaninoff (1873-1943) wrote Rhapsody on a Theme of Paganini for
piano and orchestra, Lutostawski’s Paganini Variations. In the 20" and 21* centuries, the
pre-existing theme has not been limited as only a classical tune. Themes from other styles
such as jazz, protest song, and popular song have become material for variations. For
instance, American composer George Gershwin, (1989-1937) wrote Variations on “I Got
Rhythm” for piano and orchestra (1934). This piece presents a combination between jazz
and classical. While Chilean protest song El pueblo unido jamds serd vencido! by Sergio
Ortega and Quilapayun was the materials for one of the most outstanding variations; The
People United Will Never Be Defeated! (1975) by American composer, Frederic Rzewski
(1938-2021). The theme contains 36 variations divided into six sections which compile a
variety of styles or polystylism; for example, late romanticism, serialism, jazz, pointillism,
extended techniques (whistling, close piano), quotation and others. In the variation 36,
optional improvisation was indicated by composer in cadenza. Therefore, this composition
is highly complex and lengthy which requires highly technical and various musical skills for

a pianist to perform similar to Bach’s Goldberg Variations and Beethoven’s Diabelli Variations.

“Kang Kao Gin Gluay” (A19A17NUN&28)

“Kang Kao Gin Gluay” is a Thai traditional tune. The meaning of “Kang Kao Gin Gluay”
is “Bats Eats Bananas”. This theme is one of the most popular Thai folk tunes. This Thai
famous tune has a long historical background which can be traced back to Ayutthaya
Kingdom (1351-1767). This song was composed by an unknown composer. The original tune
has six sections which are fast, cheerful and lively.” “Kang Kao Gin Gluay” is a composition
from “Pleang Ruang Kamen Yai” (LwaﬂL'%a\‘iL“szi‘myj). “Pleng Ruang Kamen Yai” has five
pieces which are named “Kamen Yai” (la5lgy), “Kamen Noi” (lasiag), “Kamen Klang”
(wusnag), “Pleng Kruan Ha” (1wasAsagyi1) and “Kang Kao Gin Gluay” (tWasAn9a1anunae).’
However, the original tune of “Kang Kao Gin Gluay” was later replaced by the fast and
lively tune named “Ling Thork Kador Suea” (snannszaaida) which means a Monkey Pulls
the Foreskin of the Tiger’s Penis. This theme has always been performed for the stage in
jungle scenes and comic scenes. This tune is so popular that there are many arrangements
of “Kang Kao Gin Gluay” performed in Thai traditional music, Thai popular music, and others

Western instrumental music. To put it into perspective, “Kang Kao Gin Gluay” can be

2 usaAde Ugndud, “Annniunde,” Tu @r59unsumadlye (uasugy : drinfiuiavminerdeuding, 2557), 120-121.

> useAde Ugndud, “Annniunde,” Tu @r99unsumadlye (uasugy : drinfiuiavminerdeuding, 2557), 120-121.
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compared to Paganini’s Caprice No. 24 in A minor theme in Western classical music which
many famous composers; for example, Franz Liszt, Witold Lutostawski and Sergei Rachmaninoff
brought to their compositions.

“Kang Kao Gin Gluay” Seven Variations on Thai Traditional Theme for Piano Four
Hands was commissioned and premiered by Rasikamon Siyapong and Rudsada Saelim in
the Thai Piano Recital at Attiko Conservatory of Athens, Greece in 2013. The length of this
piece was around 5 minutes. “Kang Kao Gin Gluay” in this version also performed in the
Thailand International Composition Festival 2017, The Princess Galyani Vadhana Institute
of Music Young Artist Workshop recital 2017 and the Mahidol Piano Faculty Recital 2017 by

Sornsuang Tangsinmonkong and Korak Lertpibulchai.

Wiwat Suthiyam’s Biography

Wiwat Suthiyam is a native Thai pianist and composer who was born on 20" October
1989. He started his piano lessons when he was seven years old. He studied as an
undergraduate at Mahidol University majoring in composition with Prof. Valeriy Rizayev and
took piano lessons with Dr. Noppanand Chanorathaikul. He composed Cleopatra the musical
in 2011. He had a great opportunity to perform his composition “Himmaparn Suite” for the
master class conducted by the famous composer Eric Ewazen. Suthiyam won several
national awards. His work entitled “Prelude for Three Poems” won the distinguish prize
from Young Thai Artist Award 2011 and “Le Scaphandre et le Papillon” won Grand prize
from Young Thai Artist Award 2012.

Suthiyam’s compositions received great influence from impressionist music. Timbre,
color, orchestration with complex harmony and extended technique are the main elements
to build a magnificent atmosphere. He found that mixture of Western music and Thai
traditional and Asian music could create fascinating sonority. His compositions were selected
to performed in the Thailand International Composition Festival (TICF). He also received
numerous commissions from the Mahidol Wind Orchestra, Tacet(i), Ensemble, Bangkok
Modern Ensemble and Thailand Philharmonic Orchestra. Currently, Suthiyam is a freelance
private piano teacher and composer. He also works as an arranger in residence of the

Princess Galyani Vadhana Institute of Music.

Performance Practice

“Kang Kao Gin Gluay” of Suthiyam’s version presents the combination of Thai traditional

melody and compositional styles of great composers in the 20" century such as Witold
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Lutostawski, Olivier Messiaen, Sergei Prokofiev, Francis Poulenc and Dmitri Shostakovich.
Numerous styles in one composition is defined as eclecticism or polystylism.* For the term
polystylism, it was coined in 1971 by Alfred Schnittke (1934-1998), Russian composer and
musicologist. The main concept of polystylism is utilizing quotation and multiple styles in
one composition. This musical aesthetic became a significant direction of postmodernism
which was the musical trend at the end of the 20" century.

The level of this composition is suitable for advanced students (at least junior and
senior undergraduate students). Students need to learn many etudes from significant
composers such as Chopin, Liszt, Czerny, Heller, and Moszkowski before studying this piece.
Moreover, the students should have some experience in playing an advanced 20" century
or contemporary piano repertoire in order to understand the ideas, techniques and styles
of this composition.

The performance practice will start from theme and be followed by its seven variations.
The significant musical aspects including character, form, compositional style, pedal, rhythmic
complexity, articulations, dynamics, melody, harmony, ensemble, texture and technique

are pointed out and presented in greater detail.

Theme mm. 1-27 (27 bars)

Character, Melody, Harmony, Techniques and Pedal

The character of the theme is indicated as vivace which means lively (Example 1).
In Thai traditional music, the main Thai instrument playing this theme is the Ranad Ek (Thai
xylophone) which has clear short active sonority. In order to imitate the sonority of the
Ranad Ek (sgu1eLan), articulations (slur, staccato) should be well observed and executed
clearly. The primo play melody with both hands and to create lively character, curved and
active fingers will be a suitable technique in order to play a fast and clear melody. To
clearly make articulation in a melodic line, the primo should practice staccato with finger
not from the wrist. Moreover, the echo effects present in the theme can be seen in forte
and piano in both primo and secondo. The pianists need to plan dynamic contrast. It is
interesting that the sound of theme does not follow traditional harmony.

For secondo, the added chords create unusual sonority (Example 2). The difficult
part is playing the chords quickly with both hands. To practice changing chords, the secondo
should prepare his/her hand for the next chord as fast as possible. The performer should

practice each hand separately first until each hand feels comfortable and practice with

‘ Mihaela-Georgiana Balan, “Polystylism in the context of Postmodern Music. Alfred Schnittke’s Concerti Grossi,”
Artes. Journal of Musicology 23, no. 1 (April 2021): 148-164, https://doi.org/10.2478/ajm-2021-0007.
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both hands later.

Using the sustain pedal for the theme is not necessary, especially the long pedal
because it destroys the active and lively character of the theme. Only the short pedal for
accented notes is acceptable.

Theme
Vivace . = 120
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Example 1 Theme of “Kang Kao Gin Gluay” mm. 1-4.
Source: Wiwat Suthiyam
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Example 2 Added Chords in Secondo, mm. 1-3.
Source: Wiwat Suthiyam

Variation | mm. 28-54 (27 bars)

Compositional Styles, Techniques, Articulations and Rhythmic Complexity

According to Suthiyam, the compositional styles in Variations I-IV show the mixture
of Lutostawski, Prokofiev and Shostakovich. The character of the Variation I is vigorous and
lively. The hand-crossing technique for the melodic line is similar to the hand-crossing
technique in Ranad Ek. The difficulty occurs when both hands play at almost the same
position; right hand melody (the theme) should be under the left hand accompaniment
(Example 3). To play this passage more easily, the left-hand wrist should play a bit higher
than the right hand melody (Figure 1). To shape the melodic line nicely, primo and secondo

should practice only right-hand melodic line together to produce the same sound quality.
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Clear articulations: especially staccato playing, are significant to present cheerful character.
Practicing the theme only (the accented and staccato top notes in example 3) in legato

with nice shaping and direction will help the pianist understand the sense of good phrasing.

Figure 1 Lower wrist for the right-hand melody and the higher wrist left-hand accompaniment in
Variation |.
Source: by author

Var I
Allegretto J=104
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Example 3 Melody in accented upbeat in primo mm. 28-32.
Source: Wiwat Suthiyam

Another aspect to be concerned about for this variation is its rhythmic complexity.
Triplet in secondo needs to count and be played precisely with the melodic line in primo.
The melodic line is in an accented upbeat rhythm in primo mm. 28-36. In mm. 28-36, the
melody moves to secondo in mm. 37-44 which continues the same figures primo. The
melodic lines change back to primo in mm. 45-51 (Example 4). In order to play the rhythm
three against two precisely, both primo and second can practice tapping this irregular rhythm
first until they feel comfortable. After that, both parts start playing together slowly and
gradually goes faster until they reach to tempo indicate (J =104).
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Example 4 two against three in both parts in mm. 45-51.
Source: Wiwat Suthiyam

Variation Il mm. 55-95 (41 bars)

Compositional Styles, Rhythmic Complexity and Techniques

In Variation I, Prokofiev compositional style appears clearly in chromatic motoric
sixteenth-note rhythms (right-hand primo mm. 55-61, 69-74 and mm. 81-86, and right-hand
secondo mm. 63-68, 75-80 and 87-91) (Example 5). While triplets in left hand-secondo

similar to Variation | in Lutostawski Paganini’s Variation (Example 6).
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Example 5 Prokofiev compositional style in mm. 56-60.
Source: Wiwat Suthiyam
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Example 6 Triplets in Variation Il mm. 56-58 of Suthiyam
Source: Wiwat Suthiyam

In mm. 63-67, primo plays three against two while secondo plays sixteenth notes
accompaniment with melodic line in right hand. When both primo and secondo play
altogether, there is a combination of two against three against four. Performers should

practice these rhythms in pairs 1) two eight notes and four sixteenth notes together, 2) three
against two and 3) three against four (Example 7).
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Example 7 Rhythmic complexity in Variation Il mm. 61-62.
Source: Wiwat Suthiyam

A Technical problem can be found in mm. 55-52. Both melody and chromatic sixteenth
notes need to be played with the right hand. The melody above chromatic sixteenth notes
causes difficulties. The melody can only use the 5th finger while chromatic accompaniment
uses 1-2-3 or 1-2-1. This section can be a problem for the pianist who has small hands to
play both parts together. To solve this problem, playing non-legato the sixteenth notes

before playing upper staccato melody (Example 8).
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Example 8 The red lines mean separation for the sixteenth notes to bring out melodic line easier.
Source: Wiwat Suthiyam
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At the end of Variation I, there is a transition to Variation lll in mm. 92-95. There is a
group of repetitive sixteenth notes in the right hands in both primo and secondo. The three
repetitive notes can be played by using the same finger with wrist motion or using different
fingers 4-3-2 (Example 9). This technique is not easy. For a special suggestion to students
or pianists who would like to develop technique in playing repeated notes, the Scarlatti’s

sonata in G major, K. 455 is an interesting piece to improve this technique (Example 10).
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Example 9 the right-hand repetitive notes in secondo mm. 92.
Source: Wiwat Suthiyam
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Example 10 repeated notes in Scarlatti sonata in G major, k. 455 mm. 25-27.
Source: Domenico Scarlatti, “Sonata K. 455,” in Domenico Scarlatti: Sonates, Volume 9, ed. Kenneth Gilbert
(Paris: Heugel, 1972), 177-181.

Variation Il mm. 96-128 (33 bars)

Compositional Style, Texture, Technique and Articulations

The influence of Lutostawski’s Paganini Variations appears strongly in Variation IIl of
“Kang Kao Gin Gluay” mm. 96-128 (Example 11). Its texture and techniques are close to
Lutostawski’s Variation I mm. 19-30. To distinctly play fast broken chords in staccato, using
fingers to grab the piano key and move the wrist to transfer weight to the next note will
help playing this technique. The performers can practice by playing each triplet in a block
chord instead of a broken chord in order to better prepare the hands in each position.
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Slurs and staccati should be well observed to create decisive character. Even though
there is only mp to indicate dynamic, shaping and direction should be built for excitement.
Both performers need to discuss and plan dynamics together. The fermata at the end of

Variation Il (m. 128) is a very significant point to change the feeling to peacefulness in

Variation IV.
Var II1
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Example 11 Texture of Kang Kao Gin Gluay”Variation Il mm 96-97
similar to piano | in Variation | of Lutostawski Paganini’s Variations.
Source: Wiwat Suthiyam

Variation IV mm. 129-137 (19 bars)

Character, Compositional Style, Harmony, Technique and Pedal

The tempo of this variation is suddenly slowed down to Adagio Tranquillo (J = 66)
which changes this variation to a peaceful, delicate, floating, and calm character. French
Impressionism and Messiaen influence play an important role in Variation IV mm. 127-137.
(Suthiyam 2020) The untypical aspect for this variation is that there is no bar line in which
creates freedom and a floating melodic line. The lack of a tonal center, polytonality, and
non-functional chords in this variation are elements of French Impressionism. At the end
of each musical phrase, the secondo plays the counter melody which imitates the conversation

between two lines; upper line in primo and lower line in secondo (Example 12).
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Example 12 Conversation between primo and secondo in Variation IV.
Source: Wiwat Suthiyam

There is a special instruction for pedal in secondo “Depress key silently and (cluster)
and hold”. This means this movement is played with an open string which means using
pedal at the beginning of this variation until the end of the Variation IV. The color of
polychords is blended altogether which explores the unique serene atmosphere (Example

13).
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Depress key silently
(cluster) and hold.

Example 13 Special instruction of pedal in Variation IV.
Source: Wiwat Suthiyam

The texture of this variation is sparse; the lowest notes is A0 in secondo m. 129 and
highest note is C7# in primo m. 130. Primo’s both hands play chords in a high register while
secondo silently plays cluster in a low register. Polytonality is presented in both hands in
different chords in primo which produce unique sonority.

Slow touching and using flat fingers in both primo and secondo produce warm,

delicate, and beautiful sonority in this variation. Performers should pay attention to dynamic
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signs, especially p and pp. However, the melody in the upper notes in primo part should

be brought out from chordal accompaniment by practicing only the top note melody.

Variation V. mm. 138-172 (45 bars)

Character, Technique and Articulations

The character of Variation V. mm. 138-172 abruptly changes back to lively and energetic
mood. This variation mainly demonstrates virtuosic techniques. There are two roles in this
variation; soloist-like primo (Example 14) and accompaniment orchestral-like secondo
(Example 15). This variation begins with a chromatic scale in second. It displays excitement

and imitates a orchestral-like introduction that leads to soloist in primo.
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Example 14 Soloist- like in primo mm. 145-147.
Source: Wiwat Suthiyam
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Example 15 Orchestral-like introduction in secondo mm. 138-141.
Source: Wiwat Suthiyam

In mm. 145-172, playing chords in alternating hand in the same position is a difficult
technique for this variation (Example 16); the right hand plays chords in white keys and the
left hand plays chords in black keys. To play chords in both hands with a steady rhythm,
the coordination between hands and wrists is important. Playing chords with a firm curved

hand and relaxed high wrist can simplify this technique compared to using lower wrist.
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Example 16 Variation V alternating hand techniques in primo mm. 145-147.
Source: Wiwat Suthiyam
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There is no clear melody in this variation. However, the top notes of the chords in
primo are necessary to point and shape the phrase. There is no articulation indicated in

primo. The suggestion for primo in mm. 145-172 is the chords should be detached or played

with staccato for a lively character.

Variation VI mm. 173-219 (67 bars)

Character and Technique

The overall character of Variation VI is elegant and majestic. The tempo is indicated
as presto (J = 168). This variation is divided into two sections. The first section in a chordal
texture (mm. 173-219) with a brilliant and energetic mood (Example 17) while the second

section in running thirty-second notes is vivid and active (Example 18).

Var VI
Presto .=168

Example 17 Chordal texture mm. 173-176.
Source: Wiwat Suthiyam
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Example 18 Running thirty-second note texture mm. 220.
Source: Wiwat Suthiyam

The main technique in primo (mm. 173-219) is playing big chords at a very fast
tempo. To play chords with a full and heavy sound (pesante), the student/performer needs
to practice step by step. The first step is practicing each hand separately by moving the
hand quickly to prepare the position for the next chord. The second step is practicing both

hands to jump to the next chord position as fast as possible (Example 19).

Var VI
Presto /=168

Pno. Jf pesante

Example 19 Both hand chords in primo mm. 173-176.
Source: Wiwat Suthiyam

In the second part of Variation VI; Meno mosso, mm. 220-227, the tempo is slowed

down to J = 152. However, the character of the second part is lively and full of energy.
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This section shows the conversation between primo and secondo (Example 20). Thus, the
balance of the four thirty-second notes followed by a chord should be the same in both
primo and secondo. To control balance in both parts, both primo and secondo need to
practice, listen and match their sound together. Furthermore, firm, and curved fingers are

essential technique for playing fast thirty-second notes to create a vivid and furious character.
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Example 20 The conversation between primo and secondo, mm. 220-221.
Source: Wiwat Suthiyam

Variation VIl mm. 228-280 (53 bars)

Character, Articulations, Pedal, Rhythmic Complexity, Dynamics, Texture and
Ensemble

This variation continues the excitement from the previous variation. This variation is
indicated as the coda of this piece. In mm. 228-233, it acts like an introduction which is
presented by a chromatic line in upper notes of primo. Unlike the other variations, secondo
plays melody while primo plays accompaniment instead.

There are several interesting techniques to point out. Firstly, accompaniments in
triplets (mm. 228-232 in secondo and mm. 234-239 in primo) should be played with a non-
legato touch (Example 21). Secondly, the sixteenth note quintuplets in primo mm. 240-243
must play firmly and articulately. The right hand prepares for the next position which is
higher and lower one octave mm. 241-242 (Example 22). Short sustain pedal is preferred
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more than long overlapped pedal for this variation. Short pedal is mainly used for resonance

in accented notes in secondo to produce bigger sound and to create active character.

mm. 228-229 mm. 232-233

Prestissimo J=92 (J=184) o BE %

| [T ﬁhﬁ; F-

3

0
[N
5

b
B
% —

8%

A

W
B
A

Example 21 Triplets in secondo mm. 228-229 and primo mm. 232-233
Source: Wiwat Suthiyam
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Example 22 Preparing right hand for upper and lower position mm. 240-241.
Source: Wiwat Suthiyam

For the dynamic, there is no clear indication of crescendo or diminuendo at the
beginning of Var VII. However, the performer can decide to crescendo and diminuendo
from the musical phrases; crescendo when the notes are going up and diminuendo when
the notes are going down. Chromatic line in secondo should play crescendo to make this
variation more exciting. The great variety of dynamic ranges from f (mm.228-232), ff (mm.233-
275), and crescendo to fff (mm.276-279) builds the climax with excitement and intensity
at the end (Example 23). For ensemble, both pianists need to plan the dynamics of this

variation carefully in order to present the same ideas of dynamics, energy and climax of
the piece together.
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Example 23 Climax at the end mm. 278-280.
Source: Wiwat Suthiyam

The difficulty in ensemble relates to texture. Changing texture from triplets to

quintuplets can create troubles for performers. Interchanging roles in playing triplets between
primo and secondo and playing quintuplets need to be well observed. Both primo and

secondo need to practice together in slow tempo before playing faster tempo. The quality

of tone and articulations should be listened to and match the touch together in order to

convey emotions in the same direction.

Texture also plays significant roles for building climax. Changing texture in primo

from triplets to quintuplets and sixteenth-note tremolo creates greater intensity from the
beginning of the variation VIl to the end of this piece (Example 24).

mm. 233 - triplets

mm. 240 - quintuplets

mm. 273 - sixteenth-note tremolo
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Example 24 Changing texture from triplets to quintuplets and sixteenth-note tremolo.
Source: Wiwat Suthiyam




Form and Structure

This composition is clear that its form is in theme and variations. However, to better
understand the structure of this composition, all significant details from earlier parts including

the number of bars, tempo and related compositional styles are summarized in Table 1

and Chart 1; as follows.
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Table 1 Conclusion table Structure details

Source: by author

Form and structure of the variations is presented in bar numbers in Chart 1. Bar

numbers in Variation V, VI and VIl are 45 bar, 67 bars and 53 bars consecutively which has

Category 1

Form mm Numbers of bars Tempo Related Compositional Style
Theme 1-27 27 bars Vivace J: 120 Theme (Thai traditional music)
Var | 28-54 27 bars Allegretto J: 104 Lutostawski, Prokofiev and Shostakovich
Var |l 55-95 41 bars Allegro J= 120 Lutostawski, Prokofiev and Shostakovich
Var Il 96-128 33 bars J: 120 Lutostawski, Prokofiev and Shostakovich
Var IV 129-137 19 bars Adagio Tranquillo J: 66 Messiaen
Var V 138-172 45 bars Allegro J= 132 -
Varvi | 173219 67 bars Presto 4168 Shostakovich
Meno Mosso J: 152 Poulenc
Var VII 228-280 53 bars Prestissimo (J =92) Rachmaninoff
J:184
Number of Measures in the Theme and Variations
80
70 67
60 53
45 y
50 41 p
40 33
30 27 27
19
20
0

ETheme ®Varl mVarll Varlll mVarlV mVarV mVarVl mVarVIl

Chart 1 Number of Measures in the Theme and Variations

Source: by author
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greater numbers compared to earlier variations (Variation I-V). This information exhibits the
apotheosis of this piece is shifted to the end (Variation V-VII).

The tempo indicated in each variation reflects the character of this piece. The piece
begins with the theme in Vivace and keeps playing in fast tempo (Allegretto and Allegro).
In Variation IV, the tempo is slowed down to Adagio Tranquillo which acts as preparation

before climbing to the climax at the end Variation V-VII (Presto, Meno Mosso, Prestissimo).

Conclusion

“Kang Kao Gin Gluay” for piano four hands by Suthiyam is a fascinating composition
choice for pianists to perform in a recital and a piano teacher who would like to find an
interesting contemporary piece for advanced students. “Kang Kao Gin Gluay” is a proper
repertoire for students who have experience in playing standard piano etudes and an
advanced 20th century or contemporary piano repertoire. This composition will be an
outstanding choice for piano competitions in the piano four hand category. The theme
comes from famous Thai traditional music while variations present a variety of compositional
styles; French impressionism in Variation IV; Lutioslawski Paganini’s Variations in Variations
[, I'and lll; Messiaen in Variation IV; Sergei Prokofiev in Variation Il; Poulenc in Variation VI;
Rachmaninoff in Variation VII; and Shostakovich in Variation VI. These multiple styles in a
composition can be categorized as Polystylism. Characters of the theme and variations
range from peaceful, calm, lively, joyful, to vigorous, exciting and aggressive. Different
tempi also reflect the different characters; fast tempo (allegretto, allegro, presto and
prestissimo) shows active and excitement while slow tempo (adagio tranquillo) presents
a peaceful, floating-like a cloud atmosphere. Moreover, tempi relate to the intensity and
climax of the piece; the faster the tempo the greater intensity.

For ensemble, both primo and secondo need to practice together; especially, the
place that has challenging techniques and irregular rhythms. Triplets in both hands,
quintuplets, melodic line in top notes, playing block chords in both hands in fast tempo
are significant techniques in this composition. The great variety of dynamic ranges from ppp
to fff should be well observed because they reflect characters, atmosphere, colors and
the climax of the piece. Articulations also play significant role for this piece. Active and
crispy touches mainly present general characters of the composition. Using long or short
pedal relies on chords, and characters; the idea of using short and shallow sustain pedal
is applied for accented notes and cheerful characters which present the general idea of
the piece, while long pedal helps blending sound together which creates a night atmosphere;

especially for the Variation IV which was influenced by French Impressionism and Messiaen.
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OVERCOMING THE DIFFICULTIES FACED
BY UNPERFORMED THAI OPERAS
IN THE MODERN ERA

Fueanglada Prawang Carlson
Wosan Uszds msadu’

Abstract

Throughout history there have been a number of operas written by Thai composers.
Sadly, five of these Thai operas remain unperformed to this day. Rather than abandoning
these cancelled works to history, there is the potential to learn from their failures as a
means to assist future Thai opera productions.

This academic article is focused on overcoming the issues that these unperformed
operas endured. Four key reasons emerged for their failure, these being culture, politics,
popularity and financial support. These obstacles were not easy to remedy at the time,
however, could we now utilise modern technology to overcome such hurdles? This led to
the question of whether future operas could avoid this dreaded unperformed status by
outlining modern solutions to these past problems.

This investigation is vital, with many young Thai composers eager to produce operas.
By highlighting the challenges that unperformed operas have faced, and offering counter
measures, the hope is for future generations to attune their own creative process to evade
these barriers.
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Introduction

The genesis of this article emerged with the recent COVID-19 pandemic and the
notable shift and adjustment of the performing arts industries. This period was a difficult
and trying time for the arts, however, through reworking their delivery processes and a shift
towards more digital mediums, they have been able to persevere on. Similar complications
arose with the financial crash of 2008; the implications putting a strain on arts budgets,
which again, required a response from the opera industry. As will be discussed, through
these difficult times, many opera producers suffered financial constraints, with theatre
closures and budget reductions threatening the industry as a whole.

This begged the question of how previous difficult periods blighted the performances
of past Thai operas, and whether the internet and modern technology could have assisted
in these operas being successful. There are five unperformed Thai operas that can be used
as a case study to theorise the effectiveness of the internet and modern technology to
mitigate the issues that halted their performances; the hope being that similar future issues
may be navigated with little disruption. There are various reasons for the cancellation of
these unperformed operas:

(1) The Mikado was translated from an English operetta of the same name, which
was composed by Gilbert and Sullivan. The libretto was translated into Thai by King Rama
VI. The opera was planned to perform in October 1910, however it was cancelled due to
the passing of King Rama V and a subsequent mourning period." The following year, ahead
of a rescheduled performance, he revised his translation by changing most of the characters’
names and re-titling it Wang Tee.”

(2) Wang Tee is a 1911 adaptation of The Mikado. King Rama VI, changed the name
of the opera and its setting from Japanese to Chinese. The performance was planned for
February 1911 and rehearsals were in process. However, it was abandoned because rebels

attempted to bring down and assassinate King Rama VI.”

' Nutthan Inkhong, “Opera in the Period of King Rama VI [umqﬂi?ﬂﬁuﬁﬂﬂ%’%ﬂ’laﬁ 61,” in Vajiravudh with Music
[WsrUMEAINTZINN QA UTI0EaTUNT5AUAT] (Bangkok: Yin Yang, 2011), 133-141.
% Nutthan Inkhong, “Opera in the Period of King Rama VI [umqﬂi?ﬂﬁuﬁﬂﬂ%’%ﬂ’laﬁ 61,” in Vajiravudh with Music
[Wssumanfan Tz N s 18gaiunITaua3] (Bangkok: Yin Yang, 2011), 133-141,
* Nutthan Inkhong, “Opera in the Period of King Rama VI [umqﬂmﬂuaﬂa%ﬁumaﬁ 61,” in Vajiravudh with Music
[WssumafanTzanIna s 1egariunITaua3] (Bangkok: Yin Yang, 2011), 133-141,
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Figure 1 King Rama VI.
Source: “His Majesty King Vajiravudh Rama VI of the Chakri Dynasty,” Soravij, Accessed in May 25, 2022,
https://www.soravij.com/royalty/rama6/ramaé.html.
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Figure 2 A book cover of Chao Tak Sin, an opera in 3 acts, by King Rama VI.
Source: Fueanglada Prawang, “The Emergence of Thai Opera: Performance as Cultural Synergy”
(D.M. diss., Bangor University, 2021), 80.
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(3) Chao Tak Sin is a true event story composed by King Rama VI while he was
studying in Europe. In 1989, he established a theatre association named Khrue, which offered
to perform an opera. Unfortunately, Chao Tak Sin was overlooked in a favour of a more
well-known and popular opera.*

(4) Daranee was written by His Royal Highness Prince Adityadibabha. He commissioned
two composers, Nard Thawarnboot and Sgn. Ldr. Pho Santikul, to compose the music for
the opera. The music for this opera was rehearsed by the Air Force Orchestra conducted
by Gp. Capt. Khunsawat Tikhamporn. The cast rehearsed at the Royal Hall of Borom Phiman.
Unfortunately, Daranee was cancelled due to the disruption of World War I

(5) Pero Vaz de Sequeira is a historical opera in two acts by Pathorn Srikaranonda.
The Portuguese embassy approached Srikaranonda in 2011 to compose a piece commemorating
five hundred years of friendship between Thailand and Portugal. Sadly, it was scrapped
due to a lack of financial support.®

In this article, the term “Thai opera’ is considered a synergy of the Western musical
style with various combinations of Thai traditional mythologies, characters, instruments,
melodies and the native language. The following table lists the five unperformed Thai
operas, with most being adapted and created by members and close associates of the Thai

royal family (see Table 1).

Table 1 List of Thai operas (unperformed) arranged in chronological order.
Source: by author

Opera Language Composer Year Note
The Mikado Thai King Rama VI 1910 Translation
Wang Tee Thai King Rama VI 1911 Adaptation
Chao Tak Sin English & German King Rama VI c. 1868-1925
Daranee Thai His Royal Highness c. 1939-1945
Prince Adityadibabha
Pero Vaz de Sequeira English Pathorn Srikaranonda 2011

* “Tywo Thai Operas That Never Had a Chance to Be Performed [umqﬂi'}ﬂﬂaﬂmamﬁ‘m ﬁlﬂﬁiammam],” Poonpit

Amatyakul, Accessed in May 19, 2022, http://oknation.nationtv.tv/blog/insanetheater/2007/05/01/entry-1.

® Fueanglada Prawang, “The Emergence of Thai Opera: Performance as Cultural Synergy” (D.M. diss., Bangor
University, 2021), 80.

¢ “The Melodic Construction of Pero Vaz de Sequeira,” Pathorn Srikaranonda, A Historical Music-Drama in Ten Cantos

and Three Epistles, Accessed in May 19, 2022, http://xn--urnalai-cxb.Imta.lt/wp-content/uploads/2015/Muzikos-kom-
ponavimo-principai-XV-Srikaranonda.pdf.
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| will discuss the various problems that these unperformed operas encountered, and
look to modern technology as a solution. The results may offer guidance for future Thai
composers as a method of overcoming similar issues in the future, allowing their own work

to flourish and not suffer the fate of an abandoned and unperformed opera.

Literature Review

As Thai opera is such a niche subject matter, there is scant available literature regarding
this hybrid form. Therefore, there is little peer-reviewed work discussing unperformed Thai
opera and the ways in which to solve the issues which led to their cancellations. When
looking to the minimal literature that is available, there is firstly an article by Dr Poonpit
Amatayakul.” It was a significant and valuable work which paved the way for discussion into
these lost works. He included all evidence of these unperformed works that he had
uncovered through tireless research. However, it served as more of a documentation of
unperformed Thai opera rather than a critical analysis of the issues that plagued them.
Another relevant article is by Nutthan Inkhong,® which describes the work of King Rama VI,
the operas he composed and the reasons for the cancellation of their performances. Again,
though the information is rich and valuable, there is no discussion regarding how these
obstacles could have been overcome or how to prevent these issues from reoccurring and
hindering future projects.

There are a further two informative articles written by Pathorn Srikaranonda, who is
the composer of the fifth and most recent unperformed opera, where he discusses his
work and creative processes. The first is a conference article’ which describes the true
events which inspired the plot structure of the opera’s story, while also discussing the
characters’ backgrounds and the construction of the libretto and narrative. The second
article™ discusses his music composition techniques and the musical language of his opera.

Though informative, and particularly interesting when considering the creative process and

" “Two Thai Operas That Never Had a Chance to Be Performed [mmqﬂmﬂsmaﬂwaamﬁm ﬁlﬂﬁiammmm],”

Poonpit Amatyakul, Accessed in May 19, 2022, http://oknation.nationtv.tv/blog/insanetheater/2007/05/01/entry-1.

® Nutthan Inkhong, “Opera in the Period of King Rama VI [mﬁﬁaﬁﬂﬁﬂﬂuﬁﬁﬁ‘ﬂmaﬁ 61,” in Vajiravudh with Music
[WsrUMEIAINTZINN QA T I0EITUNT5AUAT] (Bangkok: Yin Yang, 2011), 133-141.

° Pathorn Srikaranonda, “Pero Vaz De Sequeira, an Opera based on Historical Event: An Alternative History of
Thailand in the Late Reign of King Narai (1684-1688),” Procedia - Social and Behavioral Sciences 116, (February 2014):
270-278.

10 «“The Melodic Construction of Pero Vaz de Sequeira,” Srikaranonda, Pathorn, A Historical Music-Drama in
Ten Cantos and Three Epistles, Accessed in May 19, 2022, http://xn--urnalai-cxb.lmta.lt/wp-content/uploads/2015/
Muzikos-komponavimo-principai-XV-Srikaranonda.pdf.
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development of his opera, these articles do not explore the reasons why it remains
unperformed and how to resolve these issues.

Therefore, having considered and analysed the existing literature, it is evident that a
gap exists with exploring solutions to prevent these problems from occurring in this era.
The nature of these obstacles allows them to transcend beyond the period of these operas,
after all, political, cultural, popularity and financial issues often stifle art to this very day.
However, with the advances in technology, and with the internet connecting the world in
a way that was not previously possible; there exists the potential to guide and support Thai

opera composers in their goal of producing quality and successful performances.

Discussion

The Mikado was translated into Thai by King Rama VI in 1910, which coincided with
the death of King Rama V. In Thai culture, all entertaining events had to be cancelled for
a whole year to mourn the king’s passing, therefore this opera wasn’t performed. After a
year of mourning, he improved the opera into a Chinese version: Wang Tee."' However, it
was cancelled again due to the attempted assassination of King Rama VI by a rebel group;
this being considered a cancellation on political grounds.

It is tragic that after all of his hard work, circumstances beyond his control prevented
these operas being performed. Unfortunately, during that period there was no safe way to
perform to an audience without putting the king’s life at risk. However, new advancements
in security and global communications have allowed some performances to take place
despite there being significant safety concerns, for instance, during the recent ongoing war
between Russia and Ukraine, the Lviv National Opera still resumed performances."”

The catastrophic loss of these operas actually demonstrates that Thailand needs an
archive of such operatic works. It would firstly be a solution to this problem of lost scores,
allowing future attempts at performances, but also these preserved works could act as a
resource for future study and inspiration. This issue has already been considered when
regarding the Thai film industry, where the Thai Film Archive is “considered the first and

only organization in Thailand that preserves and restores films that belong to the whole

" “Tyyo Thai Operas That Never Had a Chance to Be Performed [mmqﬂimwaﬂmamﬁm ﬁl@jﬁiammam],” Poonpit
Amatyakul, Accessed in May 19, 2022, http://oknation.nationtv.tv/blog/insanetheater/2007/05/01/entry-1.

12« viv National Opera resumes work,” Tetyana Kozyreva, Hindustan News Hub, Accessed in May 19, 2022,

https://hindustannewshub.com/russia-ukraine-news/viv-national-opera-resumes-work.
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country.”®

Thankfully, work is underway to preserve the traditional music of Thailand
through the work of the Thai Music Library and their goal of archiving the accomplishments
of Thai music masters."* This project has enjoyed success with becoming “an extensive and
comprehensive resource for the Thai traditional music circle. Students, researchers, and
the public have been able to retrieve materials and information on these selected Thai

" However, to date, there is still no library or archive for Thai

pedagogues and performers.
opera; this being the hybrid musico-dramatic works as defined in this article. If such an
archive existed, these cherished works could lead to new attempts at performances, or
serve as inspiration for other works, the way Wang Tee came to fruition as a result of The
Mikado.

Meanwhile, Daranee was the only Thai opera written during World War 11 (1939-1945)
and there are no other records of any Thai operas created until 2001. This was due to the
dire economic situation after King Rama VI passed away and the subsequent political
revolution.'® Similar to The Mikado and Wang Tee, Daranee could be performed in more
recent times if its score had been preserved in an archive. Being an original, fictional love
story, its premise is significant amongst the other historically-inspired Thai operas and could
have encouraged similar fictional works.

Looking to recent times, Wang Tee being cancelled due to the king’s safety and
Daranee being abandoned due to the outbreak of war, parallels the prevention measures
to halt the COVID-19 virus. Many countries went into lockdown, with citizens remaining and
working from home as the “pandemic forced us all to find new ways to function in order
to keep the public safe.”'” Many pandemic responses outlined advice of “stay indoors,
except for essential workers or in specific circumstances.” Obviously, this is a major problem
for the arts industries, particularly opera, which relies upon the attendance of an audience

at a theatre.

" “About Collection,” Film Archive (Public Organization), Accessed in May 20, 2022, http://www.fapot.org/en/
about-collection.php.

" “Thai Music Library: Revered Thai Traditional Musician Archive to Preserve Thai Musical Heritage, Phase 4-5, Fiscal

Year 2021,” Office of Art & Culture Chulalongkorn University, Accessed in May 19, 2022, https://www.cuartculture.
chula.ac.th/en/article/7384.

" “Thai Music Library: Revered Thai Traditional Musician Archive to Preserve Thai Musical Heritage, Phase 4-5, Fiscal

Year 2021,” Office of Art & Culture Chulalongkorn University, Accessed in May 19, 2022, https://www.cuartculture.
chula.ac.th/en/article/7384.

16 Jittapim Yamprai, “Establishment of western music in Thailand” (D.M. diss., University of Northern Colorado, 2011),
62-68.

' “A Story of Agility and Innovation: Findings from the Impact of Video Communications During COVID-19 Report,”
lttelson, Brendan, Zoom, Reported in May 25, 2021, https://blog.zoom.us/findings-from-the-impact-
of-video-communications-during-COVID-19-report.
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During the COVID-19 pandemic, employees turned to video conferencing technologies
such as Zoom at an increasing rate to attend work meetings."® Previously, such issues would
have halted a production, as with Wang Tee and Daranee, however, opera producers spied
an opportunity in modern technology as a means to overcome these hurdles. After all, if
employees were working from home, then why couldn’t performers do the same? Consumers
of opera would be able to enjoy performances without ever leaving their homes; it is a
tragedy that King Rama VI was not able to emulate this by sharing his opera with the world
from the safety of his palace.

During the pandemic, streaming became a viable alternative to theatre performances,
as consumers embraced the technology in record numbers; some adults spending forty
percent of their waking hours in front of a screen.” For instance, in seizing upon this trend,
The Metropolitan Opera relied on online streaming in the face of performance cancellations.”

Therefore, a solution exists should the problem of political or economic instability
threaten opera performances once more. As an example, Covido The Opera (2021), a new
Thai opera composed by Krisada and Napisi Reyes, has only been performed through
digital means and was delivered to an audience during the COVID-19 pandemic.”

Pero Vaz de Sequeira was cancelled on two occasions due to a lack of financial
support. This is a common obstacle that many composers face, often having to explore
their own methods of acquiring financial support, which in itself is not an easy task. So,
what options exist to counter these financial difficulties? Modern days has seen a lurch
towards more collective methods of fundraising, with crowdfunding websites providing
opportunities where they previously did not exist.”” As far back as 1997, there is evidence

of the internet being used to crowdfund a performance, with the British rock band Marillion

18 «

A Story of Agility and Innovation: Findings from the Impact of Video Communications During COVID-19 Report,”
lttelson, Brendan, Zoom, Reported in May 25, 2021, https://blog.zoom.us/findings-from-the-impact-of-video-commu-
nications-during-COVID-19-report.

¥ “TV watching and online streaming surge during lockdown,” BBC News, Entertainment & Arts, Accessed in May 19,

2022, https://www.bbc.com/news/entertainment-arts-53637305.

 “Met launches “Nightly Met Opera Streams,” a free series of encore Live in HD presentations streamed on the
company website during the coronavirus closure,” The Metropolitan Opera, Accessed in May 22, 2022, https://www.
metopera.org/about/press-releases/met-launches-nightly-met-opera-streams-a-free-series-of-encore-live-in-hd-presen-
tations-streamed-on-the-company-website-during-the-coronavirus-closure.

a Fueanglada Prawang Carlson, Covido The Opera, December 25, 2021, Online Performance, Thailand.

% Crowdfunding is a method of acquiring donation raising from many small amounts of money from large amount of
people. There are many platforms such as Kickstarter, GoFundMe, Patreon.
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funding their U.S. tour through online donations from fans.”> A decade later, and “Crowdfunding
revenue tripled from $530 million in 2009 to $1.5 billion in 2011.”* Therefore, crowdfunding
was a viable option in 2011 for Pathorn Srikaranonda with Pero Vaz de Sequeira, where
the Portuguese government ran out of money and the production had to be halted.
The composer could have explored options to fund a performance himself. Notable Thai
composer, Somtow Sucharitkul, had already utilised crowdfunding as a means to fund his
own opera cycle,” and had Srikaranonda pursued this revenue source, perhaps Pero Vaz
de Sequeira would exist in history as a performed opera.

There is evidence that this avenue of funding is being leant upon more in the modern
era and should be considered a viable avenue for future generations of operatic composers,
especially with the tightening of budget strings in harsh economic times. As an example,
art budgets were dramatically cut worldwide in response to the 2008 financial crisis, with
Srikaranonda’s own opera perhaps being caught in the fallout.”® Similarly, the economic
consequences of the COVID-19 pandemic resulted in a parallel crunching of numbers
within the opera industry. For instance, The Houston Grand Opera having to reduce its
budget by $10 million and its staff by 27%.”" Therefore, perhaps an option for future Thai
operas is a focus on grass roots funding, as is occurring elsewhere around the world, with
it being noted that “the steady decrease in arts funding across Europe has forced opera
and ballet to get creative.””® Precedence already exists with other productions successfully

reaching their crowdfunding goals, for example, Opera Philadelphia using a Kickstarter

 “The History of Crowdfunding,” Fundable, Accessed in May 19, 2022, https://www.fundable.com/crowdfund-
ing101/history-of-crowdfundingtt:~:text=1997-%20The%20Inception%200f%20Modern,through%200online%20
donations%20from%20fans.

24 «

The History of Crowdfunding,” Fundable, Accessed in May 19, 2022, https://www.fundable.com/crowdfund-
ing101/history-of-crowdfundingtt:~:text=1997-%20The%20Inception%200f%20Modern,through%200online%20
donations%20from%20fans.

% “A Thai challenge to ‘The Ring’,” Special to the Nation, The Nation Thailand, Accessed in May 22, 2022,
https://www.nationthailand.com/\ife/30260540.

% “End of the aria as opera falls on hard times,” Feargus O’Sullivan, Financial Times, Accessed in May 22, 2022,

https://www.ft.com/content/a6e6b998-360e-11df-aad3-00144feabdcO.

27 «

Houston Grand Opera announces layoffs, $10M budget cut,” Wei-Huan Chen, Preview, Accessed in May 15, 2022,

https://preview.houstonchronicle.com/classical/houston-grand-opera-announces-layoffs-10m-15361642.

%A crowdfunding the future of opera and ballet?,” Laura Cappelle, Financial Times, Accessed in May 19, 2022,

https://www.ft.com/content/1bebdcle-763c-11e9-bOec-7dff87b9ada2.
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campaign as a means to raising the final funding for an encore performance.” Other success
stories include The Opera Story’s Robin Hood experiencing a crowdfunded campaign® which
lead to a successful performance in Peckham, London.”* Similarly, Robert Hugill’s The
Gardeners” funded itself to a performance in Conway Hall, London.” Clearly, these do not
emulate the large budgets of the major opera houses, but do share similarities with the
performances of Thai operas such as The Long-Gone Animals and The Lunch Box.

The Chao Tak Sin opera was not performed due to others being chosen ahead of it
for popularity reasons. This is quite a common problem, as from personal experience,
popular Western operas are often selected over new unperformed operas because of the
requirement of extra work and a hesitancy in exploring new territory. It is a pity that this
Thai hero never had a chance to have his story told through an opera as it would be a
significant historical work for the people of Thailand.

However, if this dilemma occurred in the twenty-first century, where people could
access the internet, crowdfunding may offer another benefit besides financial support.
Young Thai singers could donate a small amount of money and be a part of the production,
for example, small roles, chorus or backstage work to improve their resume. They could
also promote and write a blog online in how important the opera is for Thai history.
Crowdfunding also opens a production up to a new audience, as Ruth de Vries, head of
fundraising for the Dutch National Opera & Ballet stated “You reach a completely different

934

audience of new, younger donors”™ as well as “And a lot of people who donate to a

* “How Opera Philadelphia’s funding tactic is democratizing art & got a production back on stage,” Kenneth Hilario,

Philadelphia Business Journal, Accessed in May 19, 2022, https://www.bizjournals.com/philadelphia/
news/2018/08/22/opera-philadelphia-money-we-shall-not-be-moved.htm(?fbclid=IwAR0gRZOUMWUTUlUAL m8yjoBE
dY_b2kuLGyCT2ZZsWI7sfsrtGmkcNgrkSQIU.

30 «

The Opera Story presents Robin Hood,” Crowdfunder, Accessed in May 22, 2022, https://www.crowdfunder.co.
uk/p/robinhood?fbclid=IwAR2l1B0bQavw-yFJgorS5Tbz3gk5H80RfvmG 1RUMPYBUZNK5gChJrO209Ms.

* “Robin Hood: a satirical new opera in Peckham,” Timmy Fisher, Backtrack, Accessed in May 22, 2022,

https://bachtrack.com/review-robin-hood-dani-howard-opera-story-peckham-february-2019.

*2 “Helping The Gardeners to grow: a new chamber opera,” Crowdfunder, Accessed in May 22, 2022,
https://www.crowdfunder.co.uk/p/helping-the-gardeners-to-grow-a-new-chamber-opera?fbclid=lwAR3aQoNd_kw7ne0j-
3V19akKQ-3A5U4NKcPh803zzX6HM1X9s4MbWa44SkBKs.

3 “Robert Hugill’s The Gardeners: A Beautiful Piece, Beautifully Performed,” Colin Clarke, See and Head Internation-
al, Accessed in May 22, 2022, https://seenandheard-international.com/2019/06/robert-hugills-the-gardeners-a-beauti-

ful-piece-beautifully-performed.

g crowdfunding the future of opera and ballet?,” Laura Cappelle, Financial Times, Accessed in May 19, 2022,

https://www.ft.com/content/1bebdcle-763c-11e9-bOec-7dff87b9ada2.



crowdfunding campaign also attend the performance, because you got their attention.””’
Therefore, an engaging an interactive crowdfunding campaign, which invites donors to
involve themselves in the behind-the-scenes production process, could be an avenue to
draw in intrigued sponsors and inspire a whole new demographic of opera supporters.
Nevertheless, the main organizers need to accept the risk with trying something new. Again,
Chao Tak Sin’s music score should have been archived with the hope of it being performed
someday, for example, every year on 28 December is King Taksin Day in memory of the
victory™. The opera could be performed to remember his victory to save Thailand, however,
there is no score to work with, revisiting how essential an archive is as a first step towards

solidifying the future of Thai opera.

Conclusion

A number of solutions have been offered to counter each of these problems
encountered by unperformed Thai operas in the modern era, which include: (1) the
establishing of a Thai opera archive to preserve works and allow revisitation, (2) using online
streaming as a means to reach an audience during difficult times, (3) using crowdfunding
as a way to raise financial support, (4) using similar crowdfunding campaigns to involve
upcoming composers and musicians in the creation and promotion of new works, as well
as encouraging involvement from untapped audiences.

This knowledge will be of great benefit to preserve the existing accomplishments of
Thai composers, as well as supporting any future creators who plunge themselves into this
small but significant field. As an example, King Rama VI’s work has inspired a Thai composer
in the twenty-first century to compose a new Thai opera from the king’s original story -
Madana.”’

Therefore, this article, and a subsequent archive of Thai opera, could inspire a young
Thai opera director to remake these lost operas, or embark on the production of a new
and unique work. The discussions within this article will also demonstrate to future Thai
musicians the challenges of performing Thai opera, as well as offering them solutions

towards overcoming the issues and believing in their ambitions. This may serve as a reminder

* “Is crowdfunding the future of opera and ballet?,” Laura Cappelle, Financial Times, Accessed in May 19, 2022,

https://www.ft.com/content/1bebdcle-763c-11e9-bOec-7dff87b9ada2.

% “KING TAKSIN DAY,” M-Culture, Ministry of Culture, Accessed in May 20, 2022, https://www.m-culture.go.th/en/
article_view.php?nid=30.

" “A Thai’s Grand Design for Opera,” Brian Mertens, The New York Times, Accessed in May 22, 2022,
https://www.nytimes.com/2001/02/24/style/IHT-a-thais-grand-design-for-opera.html.
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that sometimes there are circumstances beyond a composer’s control which may hinder
their compositions and not to lose heart in the pursuit of their goals; modern technology

offers solutions to problems that previous composers were unable to overcome.
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