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Abstract

The research aimed to achieve two primary objectives: 1) to conduct a comprehensive
analysis of the intermediate classical piano instruction at the Piano Academy of Bangkok and
2) to compile a set of instructional guidelines, for intermediate classical piano education in the
electronic manual format in a form of qualitative study. The participants from Piano Academy
of Bangkok were divided two groups: 1) two experts, and 2) ten teachers. Data collection using
a semi-structured interview instrument and non-participant observational methods. Data
analysis in a form of analytic induction and presented in descriptive analysis form.

The research findings revealed that 1) within the instructional context, teachers
customized their piano teaching approaches primarily to align with individual student
capabilities and prior knowledge. 2) The instruction for the intermediate classical piano founds
that (1) teachers’ aspect—the role of teachers should emphasize a commitment to fostering
collaboration among artists, assistant artists, and teaching collaborators. Teachers were
encouraged to adopt a flexible disposition that facilitated students' openness to novel
perspectives from their peers.; (2) Students’ aspect— should emphasis is placed on teaching
and learning design that is appropriate for each learner including physical aspect, age, practical
skills, and expectations of parents.; (3) Instructional aspect— the pedagogy in the instructional
aspect should involve students and parents in setting learning objectives and content,;
(4) Environmental aspect—an atmosphere conducive to student learning prevailed, should
complement by well-proportioned facilities and spaces equipped with high-quality musical

instruments.

Keywords: Guidelines for Piano Instruction / Intermediate Classical Piano Instruction / Electronic

Instruction Management Manual
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Diagram 1 The work of Personnel within the Piano Academy of Bangkok

Source: by author
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12 Christopher Janwong McKiggan, “Teachers,” interview by Kwanchanok Isarathikul, April 7, 2023.
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Diagram 2 Personal Development

Source: by author
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Figure 1 QR code for E-book “The Guidelines for Intermediate Classical Piano Instruction
of The Piano Academy of Bangkok” by Kwanchanok Isarathikul

Source: by author
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FOR CLASSICAL PERCUSSION INSTRUMENTS!

. £ o
230N QYA SUENS AWy dmun

Wannapha Yannavut, Tanasit Siripanichwattana

UNAnga

nuidsuumamsaandesuuiniosnsenuaatadn §aduluiinisdnw sausndeya
Anseidoya uaztanadauuuiindndiieliindnuldvaasddndunidodiusin 9 Tumsndades
fifmunnudeanisuazuanAaiunudydnualfisiaiu Inefiugidelals siusldnmasdmsu
naswmenlvinquin@nwigidnsiunaassdnuiy 9 au lavinisussiasuagiindeundeainlasulin

a vua

[ 1Y [ = o o = = & PR3 1 Y o a
ULIAT 1 TULAN AININITUUNNLEE T\]Wﬂuuvlﬁﬂﬂuﬂﬂﬂw’mfjﬂﬂﬂaaﬂL“U'ﬁUﬂ’ﬁ@UiML"UQUQ‘Uﬁm’ﬁ

'
Ya o A Y A v

nflug3de welmdilanisviauvesnduiiediusig 9 o1 97 dodle wvu wilna 1Dusu e

anansanandusliiianuay 1w 90 au du 811 80 8% wensetusNdyanuallazAUnA19IY
YV é’ a’.J/ o Y = = = :j ) =3 a :.JI :.jl Y o ‘:l' =

Tagalautu anduinn1sTunE899nATe wazannsuuindeasns 2 ase leirdwdssluinaslu

TUsunsupouiames ilrlansunanisideindssilasunsialdnansiilodiuang 9 meaudila

WINTULE? lranunsandndeslaniunnudeniskasnssiudyanual s3uMsalunae 9 AUsIng

Tuunyseiuslataauiy

ANFIALY :  WUININITNARLEEN / LASDINTENUAAIAEN

Uldsunuaanyunsiseannivendensenafad wninedeudina

! Research grant was provided by College of Music, Mahidol University.

* 919136 A3, AUV IASEIUINDLNADILALLATDINTENY Wendensenafal unInedeuding, wannapha.yan@mahidol.edu
* 919738 ANENIINNTUSIIVENERT USRS annduaunitagndliau, tanasits@pgvim.ac.th

" Lecturer, Dr., Brass and Percussion Department, College of Music, Mahidol University, wannapha.yan@mahidol.edu

" Lecturer, Bachelor of Music Committee, Princess Galyani Vadhana Institute of Music, tanasit.s@pgvim.ac.th

Received 05/02/2567, Revised 05/03/2567, Accepted 02/05/2567




MAHIDOL MUSIC 21 VOL. 7 NO. 2
JOURNAL JULY - DECEMBER 2024

Abstract

This research focuses on the significance of sound production on classical percussion
instruments, emphasizing the study, data collection, and analysis required to develop practical
exercises. A musical composition for tom-tom was provided to a group of nine students, who
engaged in performance and practice after receiving notations for a full day. Sound recordings
were made before and after practical training, during which students underwent hands-on
training to understand the workings of different muscle groups, including fingers, wrists, arms,
and shoulders. This training aimed to enable students to produce sounds with varying qualities
such as loudness, softness, clarity, sharpness, shortness, length, depth, etc., corresponding to
different symbols and notations. Subsequently, sound recordings from both sessions were
processed using computer software, revealing a clearer understanding of sound production
following targeted muscle training. This research contributes valuable insights into the ability
to produce and manipulate sound according to specific requirements, symbols, and various
notations, including the distinct representation of different parameters outlined in the

composition.

Keywords: Sound Production Methods / Classical Percussion
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wazfiodwdssnlinnudefiesivlindine o U lne38nsndndeslideiiesil fiaudesduly
ag9aue Lindurseraluiuly TdvetiovaesldasvuaiasnsenuniiniazUasslildisindussn

9 i a ' v & U vy A a A v = vaa ad
NnRtegNNeLINIE wod Lillussinula q Nelunsduldvionish wazdleiladenislgisnisad
wd? azansathlulsuldresendunmsiou  seluls ldinasdumsilmdesdunazaudu (naduld
TinsedultuukasfmeuImtnksdy) vion1saiuuiuies lnegdulinangeanuinduuazenld
naulaih@u endenisinaldindueenesssuw@ (natural rebound)

MNAENADUATDIAYTENN diophone® 81906131031 AT veades (velocity) luusiagnish

[ [ LY a = Ao o ' = Ada as s .
Wuladendnlunisuanidesiidfgy ImaLawwzﬂqmmamiwwmmsuaim (keyboard percussion)
Tnansduliiliaune Tidedeidundnlunisaiuaunish iiewdndssnusioants mniinsusudsu
n1sduliikaznisdlivainangiiiondmdsmseaiuaNanyusldeI aNnaIeTULY a1unsariula
lunuvesules Mauad waziaunluvnadatugs wenainil nsuuslsglealuunings (phrasing)

a

Tulflunsanenenesualuazigananuns (musical expression) taunnTuwui

'
a

Hadeduninarenndndssuuaionsenu Sennsasnluieiaglassaiimesls suuay
dwiinvedlsl wassplunsilsidudatuinioansenudngae onft Ty (soft mallets) axlidns
Ttfavdniiugiu Arwis (fundamental) wasidssdu q fiaaanmsduazioundoudoguusadud
301 (overtone) Aoutnawey @uliiviuta (hard mallets) aglvidsdlinndntiosas Widesroudadn
wazaudy fedy dminuazawiavedls dualnenssfunisasiadnvasianzvosdes (characteristic)
madenldlivuedemnsenulumasing 4 Fsdfyesiunn deadenlfesamunzay wef wmniden
Il Aninuaslngiuludmsunioniu q wu ldnassauus (snare drum stick) fialuajuazniin
T¥fuunastuedin (bongos) WdasiildasfutiuAuninadeanunisuld (overplay) dednldldiunduun
(marimba) vunassuadln @esazmilougndu (muffle) 13 ldlwisg denu mlleuldlinassawus
fifareudnaudn wastndniud

uanni AauswwaRalunsnanidewing o Wivwesosnsenuty Seunsafinnsanldann

v

Tuvagiimaseglunsuandladnde msen1siseus dune waznnassninarnvatelade luidnaeduy

% |diophone \Wulszinmviisweaaisussnsznuiibidedasnsiliinglinsduasiieusues
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a aa A

s 9 vuedes WIEenTd FBnsAnidenldarnyunsifisnety vieusinseisiimmavesliflunsi
WU AsAaNgABLAUFUULLaEIUARARFUAS (down stroke) M3ansAaIngaB s uAsuas
iR UL (Up stroke) fifliasionanAndsurSonioay® Jutauatinanni agliansadila
yioth U4y winlifinsiinldmsinuuiiugiu vieemudlafugnlunsudndmuunionssmu
fiuitunfstuiuguwesinmesdatuiues

Wl3de The Artist Timpanist Weulag Duncan Patton Wa¥iuUil (timpanist) U844 Metropolitan
Opera Orchestra Wazaeueg/fl Manhattan School of Music snidunavanenessy lenanlii e

MAnTuUUnasiulll (timpani) wazswluianinnsenudu o MAnNNISATY JnsnaEunaIuiy

=

STUMINBALUIUAY (NFANNTELNUVDILTUUNTINGDY) HAZAIUAIBAIMUNINUVBILELIN LAAAINAT

ad A

Y = o = = v [ o = av v a0 v
duazifiouveiiaios Fullsulduusszianvesnisaivguanuazideanisill 338 Ae 1. n15Aly
\Feeroiilad (legato stroke) iWumsnanidesiiudsansenu (attack) vuiAsasreut oy 33lABu
WidgeanuAeud1ayy Lazilidesagiou (resonance) Apudnagey f19971u lagdsn1satu fidey
Ieinanaliin Anusivesnisiasuunassazaaudad Buanduntnisenlidas waghadonduniy
wsdlduaaeessud liduvsodunsuaenaduveslilivasuseiuly Tnedulilvvaiuuazaiuaunis
9UBENETIUYIAvRITle wuw wavtld Tiduiusiuuazindoulmieg1eauney Jilsudawuzi
a a1 ° a = I = a a o o vy 1%
WAL awnsehmaliansALUUAY (full stroke) AanTsisuuazaunsi 1 asdluseaulddeudnegs
wldludnuaidesd 2. nsAbidesdunazineanainiy (staccato stroke) Wunisadudsuuud
1% Y N6 oA oA 1% - va o =i 1% v @ =
nsetrudunsilidesdaiioslunnaiu wielvlaguindesnian wagldniuies 7991u vse
= v D = ¢ v a0 oA Y o & oA Yo oA o
Hesagvisutosiian Fegauszasdvenslimsilidssduwasuineananiull welilsdssiiau dn
Tunndsme wuludeanuidnuasnds lnegasuiaashildeglugeiisningaisuvesnisibmdes
oo druanuiilunisfiaslusiufnistddnduiuinazaeudiuss winswnauvediidinados
Ve < a ! = Y [ a £% v Yy A < o & -
sanauiguazidusssund win1shsliindurasaindasluudivzieddddelionarianseduiu Lite
muaunswanauvesldiinduunlinign wazmnilunsilindssdunazaineenainiuuaiiios 1 /2
aunsafsldndudululussdviasle uwivininisfegrsdeiiiosdu lvndldeglugaiiailimieu
a v & o § v 1 1 Y o o v a0 Yo Y o Yo = T |
AsuAY Naviliiaudte warladesaudaniudents 3. msiliaududedidnildedinuied
aABuiantiey (marcato stroke) Lunisadadeaidneglusenininanaveanisitiidesollowuas
a6 v oA ) v S o Myl & A al Y oo [
nsflidssdunazvineonaindudeiulandudssiildlunisauilunidmzanuiaviunans
AatumsAsuuuiieenssuimurimediilussaunnugeUiunans waerusiveinsiasuumiinges
warnswanauresiifeglussdunanauiu dnanlddndeinlunsilidssdunazuinesnainiu
' N & Y o oA < v a U e oo agad 1 &
wuuNauAane vseidunishlildesdeiiotuundanss mniniiudrdladnnun1sina 3 35Anaaunil

UTUNYLAT NazENTaNUIRogea RN sAaIna1enInTu Inatfinseaunssanseaunidln

®> Gary D. Cook, Teaching Percussion, 3rd ed. (California: Schirmer, 2006), 6.
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anunslegsevienansesisiandeddsn Wumadanaduludugetelys
uanwilannnsmuaNdnuazideds dduveadss Sududndsddglunimandosuu
naosiuUnl Tuwdvesdfunaziandvondes 09l desmaiu (dark color) fo hAssldavdniiugnu
Anuden uazldosduiitinainnisduasiiounseudssguaduige lurandesdoudes daudes
a9 (bright color) e TidssduMARaNMsduazifiounfesndesgiuaduigs lutadssgadundn
uazidesnans (medium color) Ao WhAssilegnssnasseninadesmsiunazidesaing lag Duncan 1
o5unel¥in 1. nsiiAemaiu (dark stroke) a§rsanmsldnisafithingn neldusudrandudwn
Tuganyuadlsl (fulcrum) g fitafes Welwietlifshiuinunndy nisedeulmusindunie
Tunsf azegiiteiionaruru lllddadiundis uenaninmadeugafivuniinasdidnidlum
sanansnasantufazdelilidemunasmintuig 2. msmdeaing (bright stroke) awiiulud
ettt welalsiliidwinanly waeldilumaedeulmidundn Mdefielidosas ua
lailduwutelunsaaded Gagamumestifazineinegi 2 St @altluasihd) duminisiag
vunapszidousenulndiuveunass Welwldidesfivisuarainetu 3. nmsfideanas (medium
stroke) AonswAndesillésugaagsdmien q fu IAssfifuwasfniueonnfnassuniigs

lnggavyuvedldazegiiinaruientunuaiuauna (balance) vadldlad nsiadeulmnduiile

v
A a

Tunsafaglananiun 3 d@unsouny Ao 17 VoD wazwuy’

(% '
Y =]

At Y WasiumatinnsAnAledan1saIuANdnvusidsuasddure Lds s taeiukad

Duncan lasuuniazdniseseanunlavianundu 9 1due 9 350158 ey Table 18

Table 1 The Matrix of stroke types

Source: by Duncan Patton

Articulation —)
Color

g

BRIGHT LEGATO BRIGHT MARCATO BRIGHT STACCATO

light, slow

(weight, speed) At

light, medium

MEDIUM LEGATO

medium, slow

MEDIUM MARCATO

medjum, medium

MEDIUM STACCATO

medium, fast

DARK LEGATO

heavy, slow

DARK MARCATO

heavy, medium

DARK STACCATO

heavy, fast

¢ Duncan Patton, The Artist Timpanist (New York: Bachovich Music Publications, 2018), 2-8.

" Duncan Patton, The Artist Timpanist (New York: Bachovich Music Publications, 2018), 18.

8 Duncan Patton, The Artist Timpanist (New York: Bachovich Music Publications, 2018), 19.
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Williamn James T@idsunisde Modern Concert Snare Drum Roll iiauuziiuazliuuifn
Tunslduvudnsunisiinassanusaouldsn (concert snare drum roll) TnglALuzUIIIAITLENRA
wmpdansandeay 1 1@es (single stroke) fums$a (roll) sonannfiu msznsinieas 1 des fo
nslteflodundnlunisi wWeliAnides 1 ade winmstudensiilfdenassauusiinuseoies
Hudnunzwiioudewen nmaadoulmrenduilefliftimsauaunuey muludstetionasi
Lilededaiisingraion sizn1ssafonisiivilildanuuniinassiaenisi 1 ade usldis
(bounce) UuvHsnaomatends 1y 2-6 afade 1 MR Fafileuldosueiandunile Tede sy
uaznszgneng 9 AdiudiAvdostunsauinudeile ssvulfanamuseneulasmeduglumilsde
31 nszgnasdudede Midwdw Wulszam wazdenanng ¢ Fidoulosfunndousnvuviouusn
(forearm) Yailo (wrist) wazii (fingers) Sldlatnndniedilmrhauduiusiuedisls suluds
nsmafleluguifunasiuusssund Weduldl enlsl wasRadluvunasslurimising 9 16 uenant
William §se8unefisisnsduls! vivmnslunsdu anugavesnassitegluszdunediunisi saul Ui

1 a vV A d‘ Y v 1 a b4 1 a :.’I dy
numsenlunisnsldmiienass LW@IML‘U’]I‘\]‘V]’W]’NLLEWﬂ’ﬁLGﬁEJlIW’i@lIﬂQUﬂWi@ﬂaaﬁﬂLLUﬂusﬂuwug’]u

'
¥

NRdneE’
Y & Y o = o s as a1 Y oA Yy v & !

nannIsiUesRuinsslunsiniInassauusaewdse deg 3 Jo Aensldnduiile 3 duu
Tuunummiiisneiu walleuduiusuasieulosiu 1. wvuvisuuwsn Tdedeulmilvldeglusuuuy
ansas 2. Jeoile vimhidududeuseninawsuiuieisindeddusanniesualnu waziedeuln
s vaiiaue duas 3. 31 T dudemuaudviunisnssnsediivuminass'® Jaia 3 sgeilazsios
ananldlviduius iy auanunsaldlaegredung wasmnaziinisiindunely Wewelininmusie
Tnau (released note) nsldd@runanuiionazaliannisirunfdntos szldnaudenisi 1 a5

o | ) U O o Y A Y A v v A v = SV va

MA9INN55 oL UL Aeludazdelinanaudeliowtnunld weliauaunisi 1 asslafuay
uwdug William James loina11l371 Alan Abel (Wnaunsiasesnsznulumiuiueess Philadelphia

Orchestra) lalidamadianisiinSrvunassauusnewdsnin iWunisimasulmuuy “chicken wing”

WSIZRUYIDULSNazYdUAaulTUaIUUNaRIRg 1AL US AU Inelivemantazlnaidusiawmilou

1%
[y

UILWU @71 upper arm weriauktudINULiAafulnaty aunsavdulidntesifionauiunish
wabdlddusamuaunisi!?

Alan H. D. Watson lal@8uunainy “What can studying musicians tell us about motor
control of the hand?” a3lu115815 Journal of Anatomy Foduunanunisisediednwduat

n1smIuAuNIstadoulnivesile laaidenfnwiainnguanadndnauns Tnslanizinaunsngs

? William James, The Modern Concert Snare Drum Roll: A Comprehensive Guide (Florida: Meredith Music Publications, 2014), 6-15.
10 William James, The Modern Concert Snare Drum Roll: A Comprehensive Guide (Florida: Meredith Music Publications, 2014), 16.
1 William James, The Modern Concert Snare Drum Roll: A Comprehensive Guide (Florida: Meredith Music Publications, 2014), 36.
12 William James, The Modern Concert Snare Drum Roll: A Comprehensive Guide (Florida: Meredith Music Publications, 2014), 17.
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'
a

= e ¢ | = . Aa % % & A 1%
\ATBIANAGURTA (keyboard) waznduATesany (string) NN sldn1sAIvAundwladiafaud 91N
Weanmslelierndounniu Juasvatedilus dnsldnduiiedn 9 eanusedn q lusedusig q

3 4 v A [ = v dy v [ = =2 I3 = = <@

vnAswessullatunsivesnauiiouaziduldu 913801580 139 @ ulufsennisuiniy
= U LY | . d‘ Y a v qy ] % 1 Qy 1 qy
MnMsAnwardanainidelu (piano) Midrsaumsnaaedumi3deil slinsuiniudagis
anunsaweniuinnuly FawsasiitanunsomuauuwsineasuLduAguesn limewsinsmunueg1dasy
YoeAazil N1IAIVANNMIINNUTENIN 2 Thdsaunsanunulauiu wu 9ilds uazil® winagg
lufsnduileuazdenonng q luile wWui@edlosmsindeulmvsiusazil dnadesruusazialdvingu
Wzgnowdenseniu (linkage) vosuiaziaegnaniu Wy yandudeusdeiuvesialdeiuing

1o Y A o g v o & & YA A v =5 v o
aguszanataile vihlvihldeiuihaunsaueniuviauegedasela uindaunsaauauliinau
] U vy a0 W i < - S g oA v ' 1% Yo Y Y
Sufuladuegrafiguiu fsainiiunnyenidudendeduegasudslndiulaunsegnilinaisiu
fhun Milithuehouldbiresdasyannin andregrniuldamwnsadansseanuila mntiadu
o A vy 7
milelYegluvniziy

NN LFIN19n817849 Anatomical limitations to independent finger control N195u18
femnuiienlesvaanduilonazidudusnig o weliidilanisarvaulailuegned Cortical of the
hand 7ildn1snaass dune wazidilanismuaunisiadeulniseniediung 4 Naunsasesdiuld

- vy A = v v v Jo a - v
NAguen Liealiskazunundlunsindeuiagldauld uenanididnswenlosnisldauas
Wungaailudariuaunanuiilanasnisindunisussianasosaunslaegeduszaniamealy
= av & <) v 1w = 1 o0 v v
Feunanunwideianansadulsvlevilaoasunguinaunsiaznguaundndudeddnisaiuny
sunmeielainiulunisviunazAanssuag o 19

NMIANYITRLAaUNAIIN ide Laza1uITeRINa Ity D awuIAAluNITUTIIAY
\SeINIENUARIAANTUN g I IWeNSBuINsldnALHaduA1e 9 vesseneiiedulduasiadeuln
Tuyig Usumena o agsls eliliinnnsznuasuuasosnsznuuaz laidssmudesnsiuailinsiaiu
AUEIEY AUy lnedlauazdedinisussatedadusssund wagldndanllediusing 14
sgadlaluegd liadsensuiadurieassenuguidediiindunseiuinnienueusogisle
=2 o YooY [ ' [ L4 ! =2 a v & oA YU a a v
Jaduldhdeyadinanidulssleviegunnlunsinuidsnull welilasasiiams wwamslunsidy

LAz lANAANSPENITALIN WLNLEN haziug1unTusaly

13 Alan H. D. Watson, “What Can Studying Musicians Tell Us about Motor Control of the Hand?,” Journal of Anatomy 208,
no. 4 (April 2006): 527-542, https://doi.org/10.1111/j.1469-7580.2006.00545.x
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B3Iy

1. Anwidoya esdmnd uazionansiiAetes
ANWTYRIUTTYINTUALNGNAIDENS
wsesilefililunside
nsairaaieaileflilumside
MaiuTIUTINdaya

RGP

N R LD

a3u Uszanana waztauasely

o P p= a 't
1. dnwuzvasdayainldlunisinsizi

IFUAINNNSANWIVLNED UNANIBINIT UNAILITE LABINUNITUTIIAUATBINTENUABIEEN

(% 1%
1Y

JuiugIU sansnedanisldnduiiodiusng q weliaunsoadiadesnfuueisansesnuaaiadn
As o leavannuane wazlaldmsiasziuazdunnnisalainnsussiasasaiomainudatauieli

Wam N lumseilenang1ausiugn

2. ANWULYDIUTLYININGUA2DES
nauuszansidnsaunsnaassdisiuuiin 9 au Wudn@nvUsyainsanuminede
wiing 3 AU anTuAUASAAENNTALT 3 AU LAEPUIAINTAUNNNINGRY 3 AU BainAnwinaualakiy

v nATeINTENU 1, 2 aglasuinsalisinin B+

3. 309NN gluN1598

[y

wiesilefldlunsided fo Teinumasiiffs bas1aty unduwuunaaeu WWultdnmas nadug’
U 1 wae Usenaulumie Rudiments, Dynamic, Articulations 18 IﬂHLLSﬂLﬁuwﬂiaﬂaaﬁﬂﬁ
3.1 lamnasildlunisinsa
32 1A3eanunInamon 81381 Ju CTI000 wuia 15 §1 nianassfisnfunass uay
17l lunstuiindes e Innovative INN-CL1 iiieldluntsnaaeuussiasns
3.3 lulaslly

3.4 AaNIwes (Laptop) wisulusunsudaides

4, n1sadransasiienldlunisiae
Y] S Haw ¢ A v A 2 = v & A A Ay v
mMyAdglutuiiliingusvasiiioasiuesssielunsiivsiuniudeyaduseyana wiosuleild

Tun193de ausawdseansuaustdulunisive Inslidunausiail
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(%

4.1 ey msdaFeaienanigllenuazlddudou inladne Tngluduiidedings
osueliidlatunsunsdonldndrunidodiusing q lunsuandesuwnionseny
pn9azLRLALALIdladY

4.2 msa%wqmiﬁmLwaqmsﬁumimaau éfaaﬁi’]aazL%amuaﬂ%’mwﬂunmﬁ%mma
Tneiiduneulunisadeed
1) Anduaiiienans wilsde s Tamas Rerfumsiandesdusnuuaiomund

fivannuans msUftfieiesnseny waznslinduiedausing 4 lunmsndndes
uAdsnsEny Tufmnuiausiaina LﬁaaaﬂLLUULLazﬁmumgUqu

2) fuflunsairayganisaeunselinnas lngdmualaseaine dydnval 019 e

(% 1%
[y = v o

du waghn Wrlvluundseius wagiinisldnduilladiusng 9 lun1sujua

v -

vuAIoInuns Wasrududydnvaldisnusununisidnauillediunng q vinli

o

[

a a a A &
MUWUWWIUﬂWiNa@LaSQWL'Vill']gﬂll MU

= General (wrist)
= Shoulder

= Upper arm
Forearm

= Wrist

T s > Cc v oo
Il

= Fingers

> Accent
— Tenuto

A Marcato

v

Tenuto Accent

1>

Tenuto Marcato

» Staccato

3) Usgwuslunnaanlslunisnaaau

'
va o o

« INDUTITIUHUANT (Workshop) Tneiiugide 1eansaisn1siay wagkadns

Y

Y233UUUUNTUTILAUATOINTENUAAEEN

- Ussinana
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5. maiusiusudoya

mMsfuunuteyautadu 2 szez Ao Anvivilsde UneuAnINg UNAAATY AR
MIUsTANATEINTENUAAIEAnTuiugIy Tautanadamsldndidediudng 4 ielansaasn
desiAuuaiesnsznuaaradndng 4 livainuats wagyihniseasstuiindes lnonguiitngau

NARDIINNOULALNAINITINNITOUTUTIUHUANT

6. M3AATIEVtaYaA

U0198aN ANIINNNTIIUTINAN BULNITAT AT NN B UATAIUUANA1NYD LA
A v & = a ¢ & v A o = v A o
nlananua NdAnw a5zt uagasuilosiu ieihlulsuldnnaslunisussaaiiainimaaes

aoll laglidydnvalddnusinunislonauiiosis o eliidusidnwuzdu 817 uagdn aneiu

i

-¢

> Accent = Wrist

— Tenuto = Forearm

A Marcato = Upper arm
= Tenuto Accent = Upper arm
A Tenuto Marcato =  Shoulder

« Staccato = Fingers

7. a3U Uszunawa waztauasialy
WUNIATIEILaENISUTTRSURINAMas1TY 1vhnsmaaes Anse viunagy wasily

o ¢ yaly v awv o Ao
LNYLLNS W@ﬂ@ﬂ@ﬂﬂﬂ?qmgwqﬁf\nﬂﬂ'ﬁ'ﬂ"ﬂﬂﬂifl‘UﬁUiﬂ

N5AATIEVtaYA
dglJ 1 dy 1 v d' o v c{' v a o a 'S 1 v <
Womludiud gatulunnsindeyaitlaanauideuniinse lneavuusdeyalu 2 svee

SrEuIn Ao luamasignasefiulagnissiusiudeyadnnnidsde unAu wagIuIVINTU 9

va v o

MAeIUee SInslszaunsnlvesdiEide yilnldundseiusdmsunsihumeasddiunguusseins

Y

¥

W53 N ULAENaINITRUTIBIUL URNNS Uagsveshl 2 Ao unlinsievidayanauldes

ey

1NN5NARRITUANLF VB NAR WU FINNWITENINOULALNAINTOUTIIWJURANS

v v
1. Nsas19lunnag

LdanagnaselulaensTusindeyaanuilede unAL kagauIvINITaU 9 AneIves

v v L4

T wszaunsnlveswilide Tnemaiudydnual IAT0MINELARIINYMEAIINAT LU U 817 Wagdn

o
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Youdsanuns swludanaianisuseiusdmsutnussianeaiaansenu 1i19zdu Rudiment wse

= o v & A A Ao o a8 A X a
ﬂ’]iaaUN@Iuaﬂ‘Hm%ﬁaqﬂwaqEJaQITJIUUVlﬂigwuﬁ LNWBLWHNAFULASANWUSVDILHFYINUINYU BTN

U al [~ 1 v
Tenuto - aNwaLLASE1AUATLLRA
o = ' v Yo ! Y oA A v a 2 v
Marcato - dnwauzidsaduiulyneninlindidunegiiufsadnios
Legato - anwauzldsemaaiilosiusgislngs
Staccato - anwaElAasEuUNINIUAUNG YSauandlunLAarfIuInaBNaNAU
Accent - 1NNIUNINILRUNR AS0L0IUeN

8

Y] = A Yy v ] Y| aa ' <, 5
ANYUSLAYINNANIUIVINAU a']ll’]iﬂLVUIG?LU‘UV]U?%WUﬁLﬂiaQ@umiau VLN']']?]%LUU LAIBNENY

w3t Welu w89 weldwiunnndnluunyseiusveaniaainseny wmsizanaliidundenlunisuily

Ya v X =

Useitus Jevihliundseiuslunany o vuinddusazainuiiaula daudideddineimdeyauay

Y

dimaamanduusziusiduuniseiusdodn Directive Etude dmsunisihumaaesldiungy

UnAnHT NN UITeNnNaukAE AN TR UTIBU URNNS

2. uniaTevideyanauldes
waenE e lavihnsasiddamacuds vilvlaunuseius Directive Etude (without symbols)
(Example 1) Wuumnasmidsuduldiuindssnuninasmeu Ingidomuninaiiniswauinadna

A1A YR 9 YBINITUIILANATBINTENU 017 Rudiments, Dynamics, Articulations “1a uadalid

o -

dyanwalnnduang o Weununisldnauiilelunisusiias slidn@nwilaassiaiu Bndou waz

nastuiinidesased 1 anduiln@nwladnsuniseusudaljuanis wieulasuluninaiy

[y I

aduLfiadu Directive Etude (with symbols) (Example 2) Inefidaydnusainifusng o iauny
2 L2

3N
&
iy

v v & v A ° U = A o
ANSEENANUL LB TUNTISUTTLAILL ML NALNDYININISUUN NLAIATIN 2 A4
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Directive Etude
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Example 1 Directive Etude (without symbols)

Source: by author
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Directive Etude
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Source: by author
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Student Participant Number 1

Before attending the workshop

After attending the workshop

Figure 1 Two waves of Student 1 show the differences
between before and after attending the workshop throughout the piece

Source: by author

Student Participant Number 5

Before attending the workshop

After attending the workshop

Figure 2 Two waves of Student 5 (before and after attending the workshop)
show the differences between soft passages clearly

Source: by author

Student Participant Number 7

Before attending the workshop

After attending the workshop
Figure 3 The first wave of Student 7 shows the medium waves throughout the piece, not as clear as

the second wave that shows more obvious on big and small waves throughout the piece

Source: by author
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AN ANALYSIS OF OSCAR PETERSON’S IMPROVISATION
IN THE GIRL FROM IPANEMA!
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Abstract

Oscar Peterson’s improvisation in The Girl from Ipanema is both pleasing and musically
substantial. The research article investigates his improvisation in terms of harmony, rhythm,
and individual techniques. The analysis has shown that Peterson used notes from chord tones
and diatonic scales to create melodic lines. He also applies the blues scale without tonal

relationships between chords. His rhythmic treatment incorporates accents and grouping of
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notes to achieve new directions. Techniques such as upper structure, rhythmic displacement,
diatonic arpeggio, hemiola, turnaround, and harmonic generalization are also present in Peterson’s

improvisation.

Keywords: Oscar Peterson / Improvisation / The Girl from Ipanema / Jazz Piano Performance
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5 Gerard Béhague, “Jobim, Anténio Carlos,” in Grove Music Online, ed. Deane Root, Accessed June 7, 2024, https://www.oxford

musiconline.com.
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Figure 1 Upper Structure

Source: by author
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Figure 2 Upper Structure

Source: by author

=

ansunuunilaaimslddmdesansalaasnusingiuluiesi 53 210 Figure 3 lngawinsly

A93A Bb NULdAlULLEIRDS (Bbmmaj7) asuumasa Eb nuidalafitus (Eb7)

¢ Hal Crook, How to Improvise: An Approach to Practicing Improvisation (California: Advance Music, 1991), 105.
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Figure 5 Upper Structure

Source: by author

Sudinfdwaduut (Rhythmic Displacement)
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" Hal Crook, How to Improvise: An Approach to Practicing Improvisation (California: Advance Music, 1991), 95.
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Figure 8 Variation

Source: by author
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Source: by author
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Figure 10 Rhythmic Displacement

Source: by author
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Source: by author
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8 Stefan Kostka, Dorothy Payne, and Byron Almen, Tonal Harmony with an Introduction to Twentieth-Century Music, Tth ed.

(New York: McGraw-Hill, 2013), 61-62.
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Figure 14 Hemiola

Source: by author
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Figure 15 Hemiola

Source: by author

2 Jerry Bergonzi, Inside Improvisation Series for All Instruments, Vol. 4: Melodic Rhythms (Rottenburg/N.: Advance Music,

1998), 66.
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Figure 16 Hemiola

Source: by author
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10 Jody Fisher, The Complete Jazz Guitar Method Intermediate (California: Alfred Publishing, 1995), 86.
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Figure 17 Turnaround in 1* Chorus
Source: by author
Table 1 Turnaround
Source: by author
Bar 30 | higher | Bar 31 | higher | Bar 32 | higher | Bar 33
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Figure 18 Turnaround in 2" Chorus

Source: by author
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Figure 19 Harmonic Generalization

Source: by author

NA198191U Figure 19 o7 41-49 1815108AL07laUNITUTILAIVIMNATDIDDANITU T B

Wudliniuandsiuazlaldniauasad Db, Eb, E, F, Ab wag Bb fasnlunnauaduiusiulasiasis

[

vasvulaLdes Db LRasuad

Y

Table 2 Blues Scale

Source: by author

Db Major Blues

Db

Eb

Bb

TA59E519v098L04

2

b3

11 Jerry Coker, Elements of the Jazz Language for the Developing Improvisation (California: Alfred Publishing, 1991), 45.
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Abstract

This research aims to: (1) examine the biographical backgrounds of Khlui experts in Thai
country songs; (2) explore knowledge transmission in Khlui playing Thai country songs; and (3)
create an educational e-book on Khlui. The study employed a qualitative approach, specifically
interpretative phenomenology, and purposive sampling to select seven recognized Khlui
performance experts. Data was collected through in-depth interviews and participant
observation.

The research findings reveal that all seven Khlui experts who specialized in Thai country
songs showcased remarkable expertise and extensive experience, earning recognition for their
contributions to Khlui performances. The study details the knowledge and technique transfer
process, covering principles, methods for different age groups, steps, and psychological
aspects. The study identifies various Khlui playing techniques, such as seating, posture,
handling, airflow, finger system selection, and Khlui selection. The study highlights phenomena
such as the historical evolution of Khlui-Thai, contemporary livelihood conditions for Khlui
players, and adaptations to modern learning methods. The electronic book includes (1) the
biographical backgrounds of Khlui experts in Thai country songs; (2) the transmission of
knowledge for performing Khlui in Thai country songs; and (3) playing techniques for playing
Khlui for Thai country songs style.

Keywords: Knowledge Transmission Process / Technique for Playing Khlui / Thai Country Songs
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Table 1 The techniques for playing Khlui in traditional Thai songs and Thai country songs

Source: by author

Technique Khlui in traditional Thai songs Khlui in Thai country songs
Posture 1. The sitting position for performing | 1. The sitting position when playing
1.1 Squatting on a concert stage or in a recording
1.2 straight back studio
1.3 Spread arms appropriately 1.1 Stand or sit as desired, considering
1.4 The face is raised and looking the context and suitability of
straight the band and location
. Sitting position for practice . Practice playing
2.1 Squatting 2.1 sit or stand as appropriate
2.2 Sit cross-legged, no feet over-
lapping
Khlui griping . Pattern . Grip based on skill

1.1 Right hand above, left hand

below

. Expert opinion

2.1 Hold according to dominant

hand

1.1 Left hand or right hand is on
top

1.2 Mainly rely on ability to grip
Khlui for the first time

.Handle according to the inter-

national style
2.1 Left hand on top
2.2 Handle like general style
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Technique

Khlui in traditional Thai songs

Khlui in Thai country songs

Fingerstyle and

sound system

Fingerstyle
1. Ordinary
1.1 General
2. Finger-twisting
2.1 Imitate the sound of general
notes
2.2 Commonly used Sol La Do Re
2.3 Popularly used in solo songs
2.4 Use as appropriate
Sound system
1. Musical instruments
1.1 Piphat
1.2 Stringed instruments
2.50ng
2.1 Thai accent
2.2 Laos accent
2.3 Khmer accent

2.4 Mon accent

1. Ordinary type
1.1 General basic fingerstyle
1.2 Do Re Mi Fa Sol La Ti Do,
respectively
2. Fingerstyle according to the song
2.1 Choosing the appropriate
fingerstyle for the song
2.2 Khlui has 4 fingerstyles:
Do(CDEFGAB)
Re(DEFEGABCH
Fa(FGABCDE)
Sol(GABCDEFH)

Air using

1. Wind straight from the stomach
1.1 Wind travels from the stomach
1.2 Use only air
1.3 Do not use tongue cutting

2. The wind blows
2.1 Use the tip of the tongue to

wiggle
2.2 Used in solo songs

3. Howling wind

3.1 Speed up the air to make the
sound vibrate
3.2 Similar to a singer's tremolo

3.3 Techniques from Pi Mon

1. Direct wind
1.1 The wind blows directly and
the sound is clear and quiet
1.2 Use to play general notes
2. Dynamic wind
2.1 Make the sound vibrate like
waves
2.2 Add flavor to the song
3. Short wind, long wind
3.1 Use the tonsgue to cut the wind
to be as short and as long as
desired

4. Ventilation is not commonly used
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Technique

Khlui in traditional Thai songs

Khlui in Thai country songs

4. Wind shakes
4.1 Similar to Vibrato
5. Ventilation
5.1 Keep the air on your cheeks
to ventilate

5.2 Inhale while squeezing out air

Khlui selection

1. Select from materials
1.1 Ruak Bamboo
1.2 Hardwood

1. Select from materials
1.1 Hardwood sounds good but
is not resistant to weather
conditions
1.2 Plastic is durable, the sound
is sharp and clear, and the
sound has a high-pitched tone
2. Selection from the wind
2.1 Khlui has light wind, must
control the wind
2.2 Khlui, medium wind, just the
right amount of wind, not too
heavy
2.3 Khlui, heavy wind, use a lot of

force

Songs

selection

1. Traditional Thai songs from easy
to hard
1.1 Khaek Borathet
1.2 Lao Long Nan
1.3 Lao Khruan
1.4 Lao Choi
1.5 Pama Khwe
1.6 Lao Siang Thian

1. Songs selection with similar melodies
to traditional Thai songs
1.1 Thai country songs developed
from traditional Thai songs
1.2 Similar accents
2. Beautiful melody

3. Suitable melody for Khlui's voice
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Figure 1 QR Code for E-book “Khlui in Thai country songs”

Source: by author
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¢ Panya Roongruang, History of Thai Music (Bangkok: Thai Wattana Press, 2003), 46. (in Thai)
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8 Chumchon Suebwong, “An Analysis of The Khlui Playing Techniques by Ajarn Tanis Sriklindee on His Majestic King
Bhumibol Adulyadej’s Compositions” (Master’s Thesis, Srinakharinwirot University, 2009). (in Thai)

% Narutt Suttachitt, Music Education Principles and Essence (Bangkok: Chulalongkorn University Press, 2018), 258-260. (in Thai)
10 Rangsi Kasemsuk, Khiui Worldview (Bangkok: Faculty of Education, Srinakharinwirot University, 1992), 15. (in Thai)

11 Banlue Phongsiri and Peep Konglaithong, “Advice from Tiab Konglaithong on Khlui,” in Memorial Book for the Cremation
Ceremony of Tieb Konglaithong (Bangkok: Liang Chiang, 1982), 100-101. (in Thai)

12 Chumchon Suebwong, “An Analysis of The Khlui Playing Techniques by Ajam Tanis Sriklindee on His Majestic King Bhumibol
Adulyadej’s Compositions” (Master’s Thesis, Srinakharinwirot University, 2009), 40-41. (in Thai)

13 Siriporn Krobthong, The Evolution of Thai Country Songs in Thai Society (Bangkok: Panthakit, 2004), 27. (in Thai)
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14 Krittavit Bhumithavara, “The Legend of the Thai Country Music Teacher, Suraphon Sombatcharoen” (Document Submitted to
Narongchai Pidokrajt, Unpublished, 2014), 305. (in Thai)

15 Chintana Damronglerd, “Evolution and Elements of Country Music,” in Half a Century of Thai Country Music Part 2, ed.
Anake Nawigamune (Bangkok: Amarin Printing Group, 1991), 44-47. (in Thai)

16 Chumchon Suebwong, “An Analysis of The Khlui Playing Techniques by Ajarn Tanis Sriklindee on His Majestic King Bhumibol
Adulyadej’s Compositions” (Master’s Thesis, Srinakharinwirot University, 2009), 40-41. (in Thai)

17 Ratchakrit Kongpinitbovorn, “Contemporary Music is a New Paradigm for Teaching Music Education in the 21st Century,”
Bansomdej Music Journal 1, no. 1 (January-June 2019): 55. (in Thai)

18 Chumchon Suebwong, “An Analysis of The Khlui Playing Techniques by Ajarn Tanis Sriklindee on His Majestic King Bhumibol
Adulyadej’s Compositions” (Master’s Thesis, Srinakharinwirot University, 2009), 40-41. (in Thai)
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IN QUEST OF EMPTINESS: THE STUDY OF BUDDHIST INFLUENCES
ON JONATHAN HARVEY AND HIS COMPOSITIONS

Poumpak Charuprakorn”

n8AnG ngUsEns

Abstract

Jonathan Harvey, a British electroacoustic composer and one of the most important
composers of the twentieth century, integrated Buddhist influences into his life and works
particularly composed in the 1990s onwards. Despite his significant contributions, there remains
a need for a comprehensive study that investigates what led the composer to embrace
spirituality as a foundation for his creativity and categorizes the impact of Buddhism on his
compositions. The novel intent of this study is to not only touch on ideas or musical materials
in his works that were inspired by Buddhism but also conduct significant analyses of his
compositions to show the depth of Harvey’s understanding of Buddhist practice and
philosophy, especially the notion of emptiness and how it became the foundation for his
musical thinking. This article initially exhibits evidence of spiritually-related influences in his
early life as a choirboy and during his exploration of Hinduism even before his encounter with
Buddhism in the 1970s. He absorbed every culture and philosophy he had studied to broaden
his artistic approaches and aesthetics. Since his first composition inspired by Buddhism in 1986,
his music continued to draw upon Buddhist concepts. The religious influence appears in
multiple formats for example the use of musical materials from Buddhist monastic music, the
use of texts from Buddhist literature, and the depiction of Buddhist terms or stories. Meditation
also played an important role in Harvey’s compositions and compositional methods. Being
able to contemplate a musical object enabled him to develop musical ideas further while the
state of tranquility he experienced during meditation became apparent in his sound world. His
study of the Buddhist notion of emptiness led him to the understanding of the nature of
human perception and the essence of music as the representation of the illusive reality: the

core definition of emptiness. Harvey applied ambiguity to his music through the constant stage
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of functional change of musical material, the ambiguity of musical timbres, and the play with
listener’s expectation. The ambiguity in musical compositions represents the philosophy of

emptiness by demonstrating that everything only occurs in the mind.

Keywords: Jonathan Harvey / Buddhist Influence / Contemporary Composition / Electroacoustic

Composition

Introduction

Jonathan Harvey was unquestionably one of the most prominent British composers of
the twentieth century. After graduating from the Universities of Cambridge and Glasgow he
went on to study with Milton Babbitt at Princeton University.! He was one of the pioneers of
British electroacoustic music and the first British composer invited to work at the Institute for
Research and Coordination in Acoustics/Music (IRCAM) in the 1980s.? Harvey was drawn to
exotic musical materials, cultures and philosophies. The influence of the east on Harvey is
comparable to other Western composers of the twentieth century such as Olivier Messiaen
who studied Indian rhythmic patterns and John Cage who was deeply affected by Zen
Buddhism. Harvey became interested in Buddhism in the 1980s and it proved a lasting
influence affecting his outlook on composition until the end of his life. From an early stage in
his development, religious and spiritual beliefs always had a strong impact on Harvey’s work.
Michael Oliver, a British writer and journalist, has written that Harvey’s work has “intense
emotion to express ... prompted by deep religious feeling.”® The amount of times Buddhism
is discussed in Harvey’s articles, books, and interviews is also remarkable. However, the number
of substantial investigations on what led the composer to embark on this spiritual path or the
quantity of thorough studies on the categories of Buddhist influence in his works are not
proportionate to his contribution and significance.

This academic article aims to study how Buddhism and Buddhist philosophy, especially

the notion of emptiness which later became the center of his musical language, affected

! “Biography,” Jonathan Harvey’s official website, accessed April 1, 2024, https://jonathanharveycomposer.com/biography.

2 |IRCAM is an institute for research in sound, music, and electro-acoustical art music, founded in 1970s by Pierre Boulez, a
French composer and conductor.

“History,” IRCAM, accessed August 8, 2023, https://www.ircam.fr/lircam/historique.

%> Michael Oliver, “Miscellany: Justin Connolly - Jonathan Harvey - Roger Smalley - Anthony Payne - Tristan Cary - Anthony
Milner - Christopher Headington - Robin Holloway - David Ellis,” in British Music Now, ed. Lewis Foreman (London: Paul Elek,

1975), 164.
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Jonathan Harvey and his music. In order to achieve this aim, | will outline his childhood
background which may shed light on why he became a religiously inspired composer. | will
also examine other Eastern influences before his first contact with Buddhism and the use of
Buddhism-related contents in his music. Finally, | will explore the Buddhist influence on his

ideas including the notions of meditation, human perception, emptiness, and ambiguity.

The Form of Spirituality: Background

In order to understand how Jonathan Harvey became a composer driven by his religious
beliefs and spirituality, one must study his background. Furthermore, to see how Buddhism
influenced his music, one must examine the influence of other cultures and religions that
interested him.

Most of Jonathan Harvey’s compositions are concerned with religion and are
intentionally composed to connect with human feelings on a deeper level. Harvey was sent
to St. Michael’s College Choir School in Tenbury when he was nine years old.* He states that
because of his choirboy background he found music was always spiritual. This stems from his
experience of singing daily Morning and Evening prayers, for no audience but only to praise
God, which was always associated with ritual.” Pi-yen Chen, a Chinese music researcher, claims

that in Buddhism music is also used for religious purposes:

In religious practices, ... it is more important to recognize that music
possesses a function that can direct practitioners toward certain
specific experiences and allow them to make sense of the coherent
relationships of body and mind.°

)

According to The Oxford English Dictionary, the first meaning of the term “spiritual” is “of or

pertaining to, affecting or concerning, the spirit or higher moral qualities, especially as regarded

» 7

in a religious aspect.” " At St. Michael’s College, Harvey started composing church music

% Jonathan Harvey, In Quest of Spirit: Thoughts on Music (Los Angeles: University of California Press, 1999), 1.

5 Paul Griffiths, New Sounds, New Personalities: British Composers of the 1980s (London: Faber, 1985), 46-49.

¢ Pi-yen Chen, “Sound and Emptiness: Music, Philosophy, and the Monastic Practice of Buddhist Doctrine,” History of Religions
41, no. 1 (August 2001): 24.

" John Andrew Simpson and Edmund S. C. Weiner, “spiritual,” in The Oxford English Dictionary, xvi (Oxford: Oxford University
Press, 1989), 257.
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influenced by Renaissance music.® Throughout the 1960s and 1970s he composed a large
number of compositions for chorus which concern Christianity, for example, Gaude Maria
(1965), Ludus Amoris (1969), | Love the Lord (1976), Magnificat & Nunc Dimittis (1978), and
O Jesu Nomen Dulce (1979).° However, the term spiritual can be associated with human spirit
and feelings as well. Another definition of spiritual in The Oxford English Dictionary is “of or
pertaining to, consisting of, spirit regarded in either a religious or intellectual aspect.”'® In an
interview with Arnold Whittall, a British musicologist, Harvey asserts that Rudolf Steiner had an
impact on him and his music.'* After reading Steiner’s writings in 1972, he gained a new
perspective of the spiritual nature of everything, not only of religion.*? In Harvey’s book Music

and Inspiration, he argues as follows:

Spiritual content in music, as my own experience and that of others
has shown, is certainly not restricted to works with a specific liturgical
purpose or religious themes. Numerous composers, otherwise very
disparate, have consistently expressed their desire to serve a spiritual

purpose, and to send a message to humanity through their music.'?

He also elaborates the meaning of the term spiritual by defining “unspiritual music” according
to his point of view. In his book In Quest of Spirit, he uses his composition The Riot, the only
piece of his which he finds unspiritual, as an example. He describes it as unspiritual because it
is “witty and lightweight” and also “concerned with playfulness and humor.” He concludes
that spiritual music should be “profound and touch us at some very deep, very important,
level.”

Before Buddhism became a strong influence on Harvey, Indian culture, poetry, and

musical materials were his sources of inspiration especially in the early 1980s. Around 1960,

8 Paul Griffiths, New Sounds, New Personalities: British Composers of the 1980s (London: Faber, 1985), 46.

9 “Discography,” Jonathan Harvey’s page on Faber Music’s official website, accessed August 8, 2023,
https://www.fabermusic.com/we-represent/jonathan-harvey/discography.

1% John Andrew Simpson and Edmund S. C. Weiner, “spiritual,” in The Oxford English Dictionary, xvi (Oxford: Oxford
University Press, 1989), 258.

1 Rudolf Joseph Lorenz Steiner (1861-1925), an Austrian philosopher.

12 Arnold Whittall, Jonathan Harvey (London: Faber, 1999), 14-15.

1% Jonathan Harvey, Music and Inspiration (London: Faber, 1999), 121.

14 Jonathan Harvey, In Quest of Spirit: Thoughts on Music (Los Angeles: University of California Press, 1999), 8, 15.
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he began to show an interest in Indian culture.” He grew particularly interested in

“Transcendental Meditation”

when he had meditation practice with Maharishi Mahesh Yosgi,
the first developer of this meditative technique.!” Apart from practicing Indian meditation,
Harvey was also interested in Indian literature. He uses the text from his meditation instructor,
Maharishi Mahesh Yogi, in his choral piece The Path of Devotion (1983).2® He also uses text
from a poem Gitanjali by Rabindranath Tagore, translated into English by Tagore himself, in a
composition for soprano and eight instrumentalists titled Song Offerings (1985).*° Furthermore,
he adapted rhythmic materials from Vedic chant and used them in his compositions, for
instance, Bhakti (1982),° Curve with Plateaux (1982), Nataraja (1983), and Flight Elegy (1983-
1989).2! The rhythms of Vedic chant are uncommon among Western musicians. They have
irregular time signatures created by the various lengths of words and combinations of stressed
or unstressed syllables of the text.

Harvey did not completely abandon Christian concepts when he started to be
interested in Indian cultures or reject Christianity and Hinduism when he became a Buddhist.
Alternatively, he used every culture and philosophy he had studied to broaden his aesthetic.??
According to the lists of his compositions from Faber Music’s website, in 1981 he wrote an
opera concerning the Resurrection of Jesus, Passion and Resurrection, and released a major
Hinduism-inspired composition, Bhakti, in the following year. Between 1984 and 1986 his
compositions have various sources of spiritual inspiration. This includes his Christian influenced
choral work, Come Holy Ghost, which he composed in 1984. One year later Harvey used text

from Rabindranath Tagore’s poetry in his piece Song Offerings. Additionally, Harvey’s first

15 Matthew Jenkins, “A Search for Emptiness: An Interview with Jonathan Harvey,” Perspectives of New Music 44, no. 2
(Summer 2006): 220.

16 Transcendental Meditation is a type of meditation which meditators have to repeat either short or long Sanskrit mantras
in mind. This helps the participants calm their thoughts and find a deeper level of consciousness and relaxation, which
leads to enhance inner joy, vitality, and creativity.

John Gordon Melton, “Transcendental Meditation,” Encyclopaedia Britannica Online, accessed April 1, 2024,
https://www.britannica.com/topic/Transcendental-Meditation.

7 Jonathan Harvey, In Quest of Spirit: Thoughts on Music (Los Angeles: University of California Press, 1999), 4-5.

18 Jonathan Harvey, In Quest of Spirit: Thoughts on Music (Los Angeles: University of California Press, 1999), 5.

1% Donald Macleod, “Harvey,” July 17, 2009, in Composer of the Week H-Q, BBC Radio 3, podcast, accessed August 8, 2023,
https://www.bbc.co.uk/programmes/b00lk7s5.

20 Arnold Whittall, Jonathan Harvey (London: Faber, 1999), 58.

21 Jonathan Harvey, Music and Inspiration (London: Faber, 1999), 64.

22 Barrie Gavin, “Barrie Gavin talks to Jonathan Harvey,” on Jonathan Harvey - 70th Anniversary Box Set, Sargasso SDVD0O01,

2009, DVD.
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entirely Buddhist work Forms of Emptiness (1986) was composed in the same year as the
Christian inspired orchestral piece Madonna of Winter and Spring and the choral work God is
Our Refuge. Furthermore, in 1994 Harvey began practicing Buddhist meditation instead of
Transcendental Meditation,” but he still composed two works concerning the Crucifixion of
Jesus, Death of Light, Light of Death, in 1998 and Remember, O Lord in 2003.2*

This overview of Harvey’s background has demonstrated his conviction that music
should concern religious beliefs or deeply relate to human feelings. | believe that all of
Jonathan Harvey’s own music is informed by this conviction. | have shown that there were
three key periods of influence for Harvey, Christianity in his early life, Hinduism in the early
1980s, and Buddhism from the second half of the same decade. However, Harvey did not
consider each religious source of influence to be unrelated to each other. Instead, he was able

to incorporate all of these influences into his aesthetic.

Buddhism: Direct Influence

Harvey directly used many Buddhist concepts, texts, and musical materials in his music
from 1986 until the end of his life. He started reading about Buddhism at the same time that
he began practicing Indian meditation in 1960.> However, after his encounter with Rudolf
Steiner’s writings in 1972, he incorporated Buddhism into his artistic frame of reference. In one
of Steiner’s books, he compares Buddhism with Christianity and demonstrates the similarities
between the two religions.?® He also mentions principal Buddhist philosophies such as “The
Eightfold Path” and “The Four Noble Truths.”?’ These philosophies described by Steiner
formed the new foundations of Harvey’s compositional aesthetic.

The first issue | will explore is Harvey’s use of Buddhist terms and stories in his music.
Harvey uses Buddhist terminology for the title of his cello and electronic piece Advaya (1994).

In the program note, he explains that “Advaya” is a Buddhist term that means “not two”

2 Matthew Jenkins, “A Search for Emptiness: An Interview with Jonathan Harvey,” Perspectives of New Music 44, no. 2
(Summer 2006): 221.

24 “Discography,” Jonathan Harvey’s page on Faber Music’s official website, accessed August 8, 2023,
https://www.fabermusic.com/we-represent/jonathan-harvey/discography.

2 Matthew Jenkins, “A Search for Emptiness: An Interview with Jonathan Harvey,” Perspectives of New Music 44, no. 2
(Summer 2006): 220.

2 Rudolf Steiner, “Buddhism and Pauline Christianity,” in The Reappearance of Christ in the Etheric (Great Barrington:
SteinerBooks, 2003), 47-54.

27 Rudolf Steiner, “Buddhist and Christ,” in From Buddha to Christ (New York: Rudolf Steiner Press, 1978), 33.
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which is perfectly represented by the duality of cello and electronics. All the sounds produced
by the electronics are either live-processed or pre-recorded. This results in several sections
that sound as if there are two cellos playing simultaneously instead of just one.?® One such

section occurs five bars before rehearsal mark D and continues until rehearsal mark E.

nat.
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Example 1 An excerpt of a duet between cello and electronics in Advaya

Source: by author

Another composition that clearly displays Buddhist influence is his opera Wagner
Dream (2006). The story of the opera concerns Richard Wagner during the very last moments
of his life and his final wish to complete Die Sieger, Wagner’s last opera concerning Buddha’s
pupil.? In Wagner’s Die Sieger a barmaid, Prakriti, falls in love with Buddha’s pupil, Ananda.
After she knows that she cannot marry the young monk, she wishes to be ordained and join
the order to put an end to her despair.®® In Wagner Dream, a depiction of Wagner’s last
moments and a realization of Die Sieger unfold simultaneously on stage. Harvey expands
Wagner’s initial storyline into a rich narrative that incorporates philosophical dialogues
between Prakriti and Buddha. Wagner Dream not only contains a Buddhist story but also shows
Harvey’s profound understanding of Buddhist philosophy. It is clear that the use of Buddhist

terms and stories has been vital to Harvey’s exploration of Buddhism through his music.

2 Jonathan Harvey, Advaya (London: Faber, 2001).

For a full score, please visit https://www.fabermusic.com/music/advaya-2593/score.
29 Ornan Rotem, “Preface,” in Circles of Silence (Lewes: Sylph Editions, 2007), 7.

0 Jonathan Harvey, Wagner Dream (London: Faber, 2006).

For a full score, please visit https://www.fabermusic.com/music/wagner-dream-4656/score.
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Example 2 Bass parts at the beginning of Wagner Dream
incorporating overtone-singing and Tibetan chant

Source: by author

Similar to his use of musical materials from Vedic chant, Harvey uses material from
Tibetan monastic music in his compositions as well. In a choral composition Forms of Emptiness,
in the two bass parts in the “Chant” section,” he uses the overtone-singing technique which

is a characteristic of Tibetan chant.*

The overtone-singing technique is used throughout the
piece particularly in the bass lines. In Tibetan Buddhist ceremonies monks also sing biphonic
chant in an extremely low register. Ricardo Canzio, an Argentinian ethnomusicologist, describes

Tibetan chant in The New Grove Dictionary of Music and Musicians as follows:

Texts are chanted around a fundamental sound with its timbre
modified or ornamented. ... Each singer emits a deep fundamental
tone, simultaneously producing a distinct harmonic or partial of that

fundamental.*

In Body Mandala, a composition for orchestra composed in 2006, Harvey uses
orchestral instruments to imitate textures and timbres of Tibetan instrumental monastic music.

One of the Tibetan Buddhist ceremonies called “Bon” contains instrumental music and dance

31 Jonathan Harvey, Forms of Emptiness (London: Faber, 1986).

For a full score, please visit https://www.fabermusic.com/music/forms-of-emptiness-866/score.

32 A vocal style in which a single performer produces more than one clearly audible note simultaneously.

Carole Pegg, “overtone-singing,” in The New Grove Dictionary of Music and Musicians, xviii, ed. Stanley Sadie (London:
Oxford University Press, 2001), 822.

3 Ricardo Canzio, “Tibetan music, Il, 1(i)): Monastic music: Buddhist school,” in The New Grove Dictionary of Music and

Musicians, xxv, ed. Stanley Sadie (London: Oxford University Press, 2001), 443.
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as well as chant and recitation.** Traditional instruments featured in Bon include gshang, rmea,
dung-chen, and rgya-gling which Harvey evokes using crotales, drums, trumpets, and oboes
respectively.® He also includes Tibetan cymbals, “rol-mo,” in the orchestra. Moreover, the
structure of Bon consists of chants or recitations and instrumental interludes performed
alternately.*® These interludes contain sustained or repeated notes by multiple instruments.*’
This could be argued to be analogous to the first section of Harvey’s Body Mandala. The
dramatic structure of this piece also consists of alternations between short solo instrumental
sections and sustained interludes. Harvey’s use of musical materials from Tibetan monastic
music demonstrates a direct Buddhist influence on his compositions.

Harvey also uses text concerning Buddhist philosophy in his compositions. One such
example is One Evening, a composition for soprano, mezzo-soprano, ensemble, and
electronics completed in 1994. The lyrics used in all four movements concern the Buddhist
philosophy of emptiness from different perspectives. In the first movement, Harvey uses an
English translation of the poetry of Han Shan, a Chinese writer from the fifth century.
The poem describes one evening during meditation.*® The following are excerpts from the first

movement:

| saw distinctly the Great All-Illuminating: pure, transparent, empty and
open like a clear sea — nothing at all existed! ... Clear and empty shines

the ocean like moonlight on snow, no trace of man nor gods.

You will see that your body and mind, like the mountains, rivers, spaces
and territories of the outer world, are all contained inside the true

mind, wonderful and illuminated.

4

34 Ricardo Canzio, “Tibetan music, II, 1(): Monastic music: Liturgical chant and music of Bon,” in The New Grove Dictionary of
Music and Musicians, xxv, ed. Stanley Sadie (London: Oxford University Press, 2001), 441.

% Ricardo Canzio, “Tibetan music, II, 1(ii): Monastic music: Buddhist school,” in The New Grove Dictionary of Music and
Musicians, xxv, ed. Stanley Sadie (London: Oxford University Press, 2001), 443.

% Listen to Nyen-Seng, Tibet Drepung Loseling Monastery Monks, Tibet Drepung Loseling Monastery Monks: Sacred Music,
Sacred Dance for Planetary Healing and World Purification, recorded 2011, Music and Arts Programs of America BOO5BXX1IE, CD.

37 Jonathan Harvey, Body Mandala (London: Faber, 2006).

For a full score, please visit https://www.fabermusic.com/music/body-mandala-4868/score.

38 Arnold Whittall, Jonathan Harvey (London: Faber, 1999), 31.



MAHIDOL MUSIC 81 VOL. 7 NO. 2
JOURNAL JULY - DECEMBER 2024

In the fourth movement, Harvey uses a Buddhist scripture in Sanskrit from Heart Sutra
that praises Buddha’s teaching of emptiness. Harvey selected the passage “Om namo
bhagavatyai arya-prajnaparamitaya” which translates as “homage to the perfection of
wisdom, the lovely, the holy.”** The other compositions that use translated Buddhist texts are
Buddhist Songs No. 1 (2003) and Buddhist Songs No. 2 (2004). He took these texts from a sixth-
century poem, “Bodhisattvacharyavatara”, or “Guide to the Bodhisattva’s Way of Life.”*

To summarize, | have shown that after Harvey was first artistically inspired by Buddhism
in 1986 his music continued to draw upon Buddhist concepts. | have demonstrated how this
influence has been displayed in a multitude of ways such as adopting musical materials from
Buddhist monastic music, using texts from Buddhist literature or scripture and the depiction of
Buddhist terms or stories. However, Harvey’s embrace of Buddhism did not merely end here
with the adopted material; he continued to immerse himself in Buddhist practice and philosophy
such as meditation and the notion of emptiness which later affected his compositional

approach.

Meditation and Music

Meditation was an important part of Jonathan Harvey’s life. It was not only a religious
practice but also a source of musical inspiration. He found compositional materials from
meditation and meditation itself became part of his compositional method. The two types of
meditation that Harvey practiced, Vedic meditation and Buddhist meditation, are similar. The
Vedic or Indian Transcendental Meditation helps the meditators relax their thoughts and obtain
a mode of heightened perception. On the other hand, Buddhist meditation aims to help the
meditators observe their states of mind in order to truly understand Buddhist philosophy.
Instead of repeating mantras, Buddhist meditators have to concentrate on an object in their
minds, which can be their breaths, body parts, or feelings. Buddhadasa, a Thai venerable monk,

explains Buddhist meditation, known as “anapanasati” in Pali, as follows:

The term “Anapanasati” does not mean, as is generally interpreted,
mindfulness established on in and out breathing. Actually, it means

mindfulness established on an object all the time with each in and

* Jonathan Harvey, “Music, Ambiguity, Buddhism: A Composer’s Perspective,” in Contemporary Music: Theoretical and
Philosophical Perspective, ed. Max Paddison and Iréne Deliege (Surrey: Ashgate, 2010), 294.
% Jonathan Harvey, Buddhist Songs No. 2 (London: Faber, 2012).
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out breath: Initially one establishes mindfulness on the breathing itself,
then on different kinds of feeling, different states of mind, then the
characteristic of impermanence ... and finally on relinquishment, which

is the ultimate objective of the practice.*!

» 42

Concentrating on an object became his compositional method. When he composed, he

concentrated on a musical idea and expanded the idea into a piece of music. Barrie Gavin, a

British film director, explains that Harvey used meditative technique to create Mortuos Plango,

Vivos Voco, a well-known electronic composition from 1980:

In the film, which | made with Jonathan two to three years ago, which
is called “Towards and Beyond,” he talked about the concentration
on an object or a phenomenon, and concentrating on it until it began
to change its shape, its meaning, and its resonance. | think that it is a
part of a Zen Buddhist tradition. He used, | think very wisely, very
simple elements for the making of Mortuos Plango. ... If you take the
bell and closely examine all the resonances, the overtones, the
mysterious other sounds which are circling around it, you begin to get
a different kind of universe. And | probably think that one of Jonathan’s
greatest gifts is this ability to take something really very small and out

of it to develop something very enormous.*

Harvey himself also states that meditation is vital to his work as a composer. Harvey describes

the benefits of meditation as follows:

%1 Buddhadasa, “Anapanasati,” trans. Bhikkhu Nagasena, Buddha Dharma Education Association’s website, accessed August

8, 2023, http://www.buddhanet.net.

% Barrie Gavin, “Barrie Gavin talks to Jonathan Harvey,” on Jonathan Harvey - 70th Anniversary Box Set, Sargasso SDVD0O01,

2009, DVD.

% Barrie Gavin, “Jonathan Harvey’s Mortuos Plango, Vivos Voco,” January 22, 2012, in Radio 3’s Fifty Modern Classics, BBC

Radio 3, podcast, accessed August 8, 2023, https://www.bbc.co.uk/programmes/p02ror21.
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In a typical meditation, thoughts become more and more refined, subtle,
delicate - until they disappear into silence. Seen as the vanishing point
of refinement, silence can be pregnant with meaning, carrying the

process of refinement into the unknown, beyond thought.**

One of the musical materials that Harvey obtained from meditation can be found in
his exploration of inhalation and exhalation which strongly features in his orchestral work
Tranquil Abiding (1998). Repeated rhythms, played by string instruments at the very beginning,
represent slow and mindful breathing in meditation. This concept is repeated throughout the
piece and represents the definition of the title which is a Buddhist term meaning “a state of
single-pointed concentration.”* Another musical idea influenced by meditative practice found
in some of Harvey’s compositions, such as Bhakti,*® Advaya,*” and Wagner Dream,®® is the use
of a very soft opening with sustained notes. He named this type of soft, sustained sound as

13

“zero-sound” which means “a long, almost featureless note.” He also asserts that he

intentionally began the piece with a sense of tranquility “to invite the listener to a quieter
level, there to attend with a subtler, more refined, more delicate |oerception.”49

Harvey, along with other composers influenced by Buddhism, widely employed the
compositional technique of gradually transforming a musical idea from one state to another.
This technique is directly influenced by what composers claim to have experienced during
meditation. Robert Haskins, an American musicologist, explains that the Buddhist influenced
music of American composer Robert Morris “encourages listeners to cultivate undivided
attention as music unfolds from moment to moment.”*° In Harvey’s ...towards a pure land

(2005) the musical ideas gradually unfold from a static beginning towards a more chaotic and

intense state and transform into a moment of silence in the middle of the piece. The other

% Jonathan Harvey, In Quest of Spirit: Thoughts on Music (Los Angeles: University of California Press, 1999), 77.

% Jonathan Harvey, Tranquil Abiding (London: Faber, 2004).

For a full score, please visit https://www.fabermusic.com/music/tranquil-abiding-3250/score.

% Jonathan Harvey, Bhakti (London: Faber, 1989).

For a full score, please visit https://www.fabermusic.com/music/bhakti-810/score.

47 Jonathan Harvey, Bhakti (London: Faber, 1989).

% Jonathan Harvey, Wagner Dream (London: Faber, 2006).

% Jonathan Harvey, In Quest of Spirit: Thoughts on Music (Los Angeles: University of California Press, 1999), 5.

50 Robert Haskins, “Differing Evocations of Buddhism in Two Works by Robert Morris and John Cage,” Perspectives of New

Music 52, no. 2 (Summer 2014): 345.
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half of the composition begins with a development of the previous intense section until the
music gradually resolves towards the end of the piece.”! Furthermore, Harvey’s Tranquil
Abiding also explores this concept of gradual transformation. The piece starts with a zero-
sound incorporating repeated breathing rhythms, then, above the repeated rhythms, various
musical ideas gradually transform and reach the first climax at rehearsal mark K. The musical
ideas then transform via a series of compressions and expansions towards a second climax at

rehearsal mark Z, finally resolving to a tranquil ending.”
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Example 3 The beginning of Tranquil Abiding with the musical material imitating
inhalation and exhalation

Source: by author

Meditation was clearly an integral part of Harvey’s compositions and compositional
method. He used the skills he learnt from meditation in order to concentrate on an object
enabling him to develop musical ideas. Additionally, he created musical materials from

breathing rhythms and the state of tranquility he experienced during meditation.

In Quest of Emptiness

This paper has already discussed Buddhist influence on Jonathan Harvey and his music
by examining the musical materials used in his compositions. This final section aims to explore
how Buddhist philosophy affected his thinking. The Buddhist notion of “emptiness” was
significant for Harvey. It appears in most of his articles, books, and interviews. | wish to examine
how the concept of emptiness influenced his musical thinking. | wish to demonstrate that the

idea of emptiness was central to his philosophy as a composer.

51 Jonathan Harvey, ...towards a pure land (London: Faber, 2005).
For a full score, please visit https://www.fabermusic.com/music/towards-a-pure-land-4593/score.

52 Jonathan Harvey, Tranquil Abiding (London: Faber, 2004).
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In order to understand the notion of emptiness the Buddhist view of human perception
has to be examined. Buddhism teaches that everything a human perceives is not real and
occurs only in one’s mind. In Buddhism, every life on earth consists of five aggregates.” The
aggregates that are chiefly concerned with human perception are the aggregate of form and
the aggregate of consciousness. The aggregate of consciousness includes six senses perceived
by five physical sense organs and the mind. The aggregate of form is every physical object that
humans can sense. Geshe Kelsang Gyatso, a Tibetan Buddhist monk, describes the aggregate

of form as follows:

The aggregate of form includes all the objects of the five sense
consciousnesses: everything that our eyes can see, our ears can hear,
our nose can smell, our tongue can taste, and our body can sense or

touch.

When a human senses an object, every detail of the object such as its color, shape, sound,
smell, or taste, will appear in their mind. It is not certain that the “object in one’s mind”
is identical to the “real object.” Arthur Schopenhauer, a German philosopher, argues about

human perception as follows:

The world can only be represented as phenomena by functions of the

mind, whereas the world in itself is not observable directly.”

However, perhaps it is too extreme to say that everything that occurs in the mind is not real.
The object produced by the mind may have some basis in reality but it can only be a superficial

level of reality or “conventional reality.” Harvey describes two types of reality as follows:

53 Five aggregates are the aggregate of form, the aggregate of feeling, the aggregate of discrimination, the aggregate of
compositional factors, and the aggregate of consciousness.

Geshe Kelsang Gyatso, Heart of Wisdom (London: Tharpa, 1986), 26.

5% Geshe Kelsang Gyatso, Heart of Wisdom (London: Tharpa, 1986), 27.

%5 Robert Morris, “Toward a ‘Buddhist Music’: Precursors East and West,” a talk delivered in 2005 Sibley Lecture, Alfred
University, April 26, 2005, http://ecmc.rochester.edu/rdm/downloads.html.
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The conventional reality is the reality we work with, do our daily
business with, and get around with. We impute reality to entities both
incorrectly (thinking a bit of rope is a live snake) and, through the power
of reason, correctly (calling our bodies “bodies”). Ultimate reality is a

way of understanding the world truly, seeing things-as-they-really-are.”®

If everything only occurs in one’s mind, it must be true that everything exists because of mind’s
assistance; this is the core concept of emptiness. Harvey describes the idea of emptiness as

follows:

Emptiness means the lack of inherent existence of objects and
concepts from their own side. It doesn’t mean that they don’t exist,
but it means that they don’t exist solidly in the conventional way; they

don’t exist inherently without our aid.”’
Geshe Kelsang Gyatso further explains existence:

If something were inherently existent, it would have an existence within
itself, independent of other phenomena. ... If an object were inherently
existent it would also be “truly existent” and “existent from its own
side.” An object is truly existent if its existence is established from the
side of the object itself without depending upon an apprehending

consciousness.”®

The Buddhist notion of emptiness dictates that everything a person experiences is in fact only
within their mind and not a true representation of reality. Furthermore, in order to experience
the truth or the ultimate reality one must understand that everything only occurs in one’s

mind.

% Jonathan Harvey, “Buddhism and the Undecidability of Music,” in Circles of Silence (Lewes: Sylph Editions, 2007), 31.
57 Jonathan Harvey, “Music, Ambiguity, Buddhism: A Composer’s Perspective,” in Contemporary Music: Theoretical and
Philosophical Perspective, ed. Max Paddison and Iréne Deliege (Surrey: Ashgate, 2010), 279.

%8 Geshe Kelsang Gyatso, Heart of Wisdom (London: Tharpa, 1986), 29.
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For Harvey, music helps people understand the ultimate reality as it demonstrates the
concept of emptiness. He states that “music shows us how mind works.” When we listen to a
piece of music, we will experience various feelings and themes or musical objects will be
retained by our minds. When the music ends, those feelings and memories still exist within
the minds of listeners. Harvey claims, therefore, that music “presents us with a representation
of illusions.”® Harvey believes that the notion of emptiness is strongly related to ambiguity in
music. He describes that the finale of Jean Sibelius” Symphony No.5 contains ambiguous content.
At rehearsal mark D, horns play a majestic melodic line in the foreground, after a few seconds
that melodic line becomes an accompaniment to another melody.®® The ambiguity in this case
is the changing roles of musical ideas. Harvey states that “ambiguity is a threat to the solidity

of existence.”®!

(the 14th measure

of rehearsal mark D)
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Example 4 From the 14th measure after rehearsal mark D of the last movement of
Sibelius’ Symphony No. 5, the majestic melodic line played by horns transforms its role into
an accompaniment when another melody played by flutes, clarinets, and oboes begins

Source: by author

4

59 Jonathan Harvey, “Music, Ambiguity, Buddhism: A Composer’s Perspective,” in Contemporary Music: Theoretical and
Philosophical Perspective, ed. Max Paddison and Iréne Deliége (Surrey: Ashgate, 2010), 281.
€0 Jonathan Harvey, “Music, Ambiguity, Buddhism: A Composer’s Perspective,” in Contemporary Music: Theoretical and
Philosophical Perspective, ed. Max Paddison and Iréne Deliége (Surrey: Ashgate, 2010), 284.
61 Jonathan Harvey, “Music, Ambiguity, Buddhism: A Composer’s Perspective,” in Contemporary Music: Theoretical and

Philosophical Perspective, ed. Max Paddison and Iréne Deliége (Surrey: Ashgate, 2010), 282.
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Ambiguity is created when the function of a musical idea changes. Furthermore, the function
of the musical idea is dependent on its context. Harvey gives the example that an A major
chord does not have a function in itself but when placed in a piece in the key of C# minor it
will acquire a function because of its context. Moreover, if the A major chord is placed in a
piece in the key of C major, its function will be completely different.®? Ambiguity, created by
the changing functions of musical ideas, represents the philosophy of emptiness by
demonstrating that everything is not what it appears to be and all things are in a constant
state of change.

Harvey also creates timbral ambiguity in his compositions. He states that he can create

a state of ambiguity through the use of electronics as follows:

With electronics it is common to make sounds that have no, or only
vestigial, traces of human instrumental performance. No person can be
envisaged blowing, hitting or scraping anything. They are often sounds
of mysterious provenance. With live electronics, when electronics are
performed in real time like instruments and combined with instruments
(or, of course voices), two worlds are brought together in a theatre of
transformations. No-one listening knows exactly what is instrumental

and what is electronic anymore.®®

In Harvey’s Advaya there is a long duet section between cello and electronics from rehearsal
marks D to H. During this duet the illusion of a second cello, created by the electronics,
establishes a period of ambiguity during which listeners cannot distinguish the electronic
sounds from the acoustic sounds.

In his composition for fifteen players and electronics Wheel of Emptiness (1997), he
also uses electronics to create ambiguity in several sections of the piece. Harvey achieves this
by using inharmonic spectra to conceal any fundamental pitch. He describes the initial

inspiration of the composition as follows:

2 Jonathan Harvey, “Music, Ambiguity, Buddhism: A Composer’s Perspective,” in Contemporary Music: Theoretical and
Philosophical Perspective, ed. Max Paddison and Iréne Deliege (Surrey: Ashgate, 2010), 282-283.

% Jonathan Harvey, “The Metaphysics of Live Electronics,” Contemporary Music Review 18, no. 3 (1999): 80.
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The idea of Wheel of Emptiness is a Buddhist one, where identity and
separateness are seen as an illusion rather clearly and everything is
dissolved into the flow of change which actually is the nature of the

world. Everything changes.®*

He states that in some sections of the piece he uses a sampler keyboard to play spectra
created by “equal-addition spectral compression” which is a computer synthesis technique
that manipulates the spectrum by adding sounds twenty hertz higher than each partial of the
fundamental.®® This distorts the spectrum and weakens the fundamental pitch creating a state
of ambiguity.

Harvey also plays with the listeners’ expectations in order to create ambiguity. He does
this by establishing a function of a musical idea but then undermines it by surprising the listener
in a similar way to a deceptive cadence in tonal harmony.®® Wheel of Emptiness features
fifteen small musical objects that have no relation to each other. After the exposition of the
small musical ideas, each idea transforms and merges with others. For example, one of the
small musical objects is a short melodic line played by oboe, trumpet and horn. The melody
is heard in its entirety in the exposition but when the idea returns only the beginning of the
melody is the same; the rest of the melodic line is transformed or merged with other ideas.®’
Another small idea is a pair of musical cells: a short motif played in a low register and high
long notes. According to the excerpt shown in example 5, the high notes always follow the
first motif immediately except after the third instance when the notes are delayed for several
measures. When the motif returns later in the piece, it is played alone twice and the high
notes eventually follow a few seconds later. These two small musical ideas are easily
recognizable. Every time they begin, listeners will expect them to continue in a certain manner.

When something unexpected happens a state of ambiguity is created.

64 Julian Johnson, “An Interview with Jonathan Harvey,” in Aspects of British Music of the 1990s, ed. Peter O’Hagan (Bodmin:
Ashgate, 2003), 125.

6 Jonathan Harvey, “Music, Ambiguity, Buddhism: A Composer’s Perspective,” in Contemporary Music: Theoretical and
Philosophical Perspective, ed. Max Paddison and Iréne Deliege (Surrey: Ashgate, 2010), 290.

% Jonathan Harvey, In Quest of Spirit: Thoughts on Music (Los Angeles: University of California Press, 1999), 5.

67 Jonathan Harvey, Wheel of Emptiness (London: Faber, 1997).

For a full score, please visit https://www.fabermusic.com/music/wheel-of-emptiness-3002/score.
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Example 5 A short motif played in a low register by a bass clarinet followed by high long notes
played by piccolo and oboe which is delayed in the second repetition

Source: by author

Harvey claimed that he did “not compose according to a Buddhist theory” but instead
believes that the Buddhist philosophy describes “the nature of composition in itself.” %
Therefore, for Harvey ambiguity is integral to all music not just composition that aims to
embody Buddhist ideology. Pierre Boulez claimed that the only music which interests him
possesses the quality of ambiguity.®” Harvey also holds this view and argues that good music

has to contain a balance between clarity and ambiguity:

What do all good, “likeable,” listening experiences have in common?
They are fresh, unpredictable, not too chaotic, and they constantly
awaken the attention. What do all bad listening experiences have in
common? They are banal, predictable, clichéd - or there’s no rhyme
or reason to what happens and they are merely chaotic, they fail to
keep my interest - unless, of course, the text or some extra-musical
element mitigates. Between the boring and the chaotic, just the right
balance of clarity and complexity must be found. ... Statement and

ambiguity must both be strong.”

¢ Jonathan Harvey, “Music, Ambiguity, Buddhism: A Composer’s Perspective,” in Contemporary Music: Theoretical and
Philosophical Perspective, ed. Max Paddison and Iréne Deliége (Surrey: Ashgate, 2010), 289.
¢ Jonathan Harvey, “Music, Ambiguity, Buddhism: A Composer’s Perspective,” in Contemporary Music: Theoretical and
Philosophical Perspective, ed. Max Paddison and Iréne Deliege (Surrey: Ashgate, 2010), 282.
0 Jonathan Harvey, “Music, Ambiguity, Buddhism: A Composer’s Perspective,” in Contemporary Music: Theoretical and

Philosophical Perspective, ed. Max Paddison and Iréne Deliege (Surrey: Ashgate, 2010), 288.
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For Harvey, good music will always contain ambiguity. Consequently, he believes that all good

music represents the Buddhist notion of emptiness.

Conclusion

To conclude, this paper has shown that Buddhism influenced Harvey both in terms of
the musical content he utilized and his compositions’ extra-musical significance. In my opinion,
the Buddhist philosophy forms the most crucial principle of Harvey’s compositional approach.
Harvey’s belief that music must relate to the human spirit had its roots in his experience as a
choirboy. Most of his compositions were based on this belief and consistently inspired by the
religious teachings or philosophy he was studying at the time. The Buddhist influence on his
musical content can be found in the texts he uses in vocal compositions, the Buddhist
monastic musical materials and meditative musical ideas. Through the study of the Buddhist
notion of emptiness he discovered the nature of human perception and the essence of music
which consequently affected his compositional method. He believes that music represents the
philosophy of emptiness by demonstrating everything only occurs in the mind. For Harvey,
music is an illusion or “Forms of Emptiness.”’! Therefore, if music truly represents the notion
of emptiness, which describes the essence of the world, then music can show us the nature
of reality. The pivotal ramification of Harvey’s Buddhist interpretation of music is that music

can harbor extra-musical meaning and is a tool to understand the world.
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Abstract

The purposes of this research are 1) to study the history and works of Rum Suad Performance
of Wichai Vej-O-Sot from Wichai-Rajan Rum Suad Performance band and 2) to study the process
of transmitting the art of Rum Suad Performance of Wichai Vej-O-Sot from Wichai-Rajan Rum Suad
Performance band. The main group of informants specifically selected was Mr. Wichai Vej-O-Sot
himself and a group of 5 students who received the art of Rum Suad Performance from Mr. Wichai
Vej-O-Sot 3 years and up. The research instrument was an in-depth interview form, semi-structured
interview form, and participatory observation. The owner of Wichai-Rajan Rum Suad Performance
band, who has an accepted Rum Suad Performance in Chanthaburi Province, has been awarded
an honorary certificate as a local scholar of wisdom, providing knowledge of Rum Suad Performance,
and has formed a Wichai-Rajan Rum Suad Performance band for 10 years. His Rum Suad Performance
technique conveys the art of Rum Suad Performance in an oral form called “Mukah-Pa-tha”.
People who are interested in being his students are selected from those who have a passion
for Rum Suad Performance. The study and learning of Rum Suad Performance techniques starts
with the transmission of music, singing, and dancing, using techniques based on psychology to
create motivation. Rum Suad Performance contents and songs were taken from stories in
various Thai literature. Mr. Wichai also uses basic dancing vocabulary and standard dancing
moves to broadcast and use online media to promote Rum Suad Performance learning. The
dancing performance test is used to measure and evaluate knowledge transfer from Mr. Wichai
to his students. The broadcast location is Mr. Wichai's house in Chanthaburi Province. Most of

his students are youths in the nearby community who receive support from their parents.

Keywords: Rum Suad Performance / Transmission Process / Wichai-Rajan
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THE TRANSMISSION PROCESS OF RUM SUAD PERFORMANCE OF WICHAI VEJ-O-SOT

Teacher / Student

Principles of Transmission

1) Method of transmission

- The music: absorb the atmosphere.

- The singing: demonstration and then
following.

- The dancing: demonstration and then
following.

2) Selection of students to receive the
transmission

- Who have a passion for Rum Suad to
be patient, and diligent in practicing.

3) Steps in transmission

-The music: start by listening and
observing the performance and then
practice by playing the drum or cymbal to
create a simple rhythm.

- The singing: starts with writing the lyrics
explaining the overall meaning of the song
and demonstrating it.

- The dancing: start with observing dancing
examples and dancing along.

4) Transmission techniques

- The music: it was played simultaneously.

- The singing: use teaching techniques
such as singing each paragraph of the song
slowly.

- The dancing: talking with psychological
encouragement to boost students' confidence.
5) Problems and suggestions in transmission

- most of the problems were caused by
discontinuities in the transmission. This is
caused by teachers and students having
difficulty setting up a meeting for practice.
The solution to the problem is making an
appointment for the same available day

and time to practice.

1) Content and songs

- The music: Basic Thai drum pattern
was taught, including Prob Kai pattern,
Lao pattern, and cymbal rhythmic time
including double-time and single-time
stroke.

- The singing: uses songs that come
from lyrics in Thai literature, prayer for
worshiping teachers, and funeral chanting.

- The dancing: basic dance vocabulary
is used to express the emotions of the
characters including standard dance moves.
2) Media and equipment

- Notebooks, voice recorder and online
media.

3) Measurement and evaluation

- Measures and evaluations were made
based on actual performance, whether
students can perform as rehearsed,
including the ability to talk and interact

with the audience without interruption.

1) Environment in transmission

- The main place where the art of Rum
Suad is transmitted usually occurs in the
teacher's home.

- Most of the students are children and
youth in communities close to the teachers

who receive full support from parents.

Diagram 1 The transmission process of Rum Suad performance of Wichai Vej-O-Sot

Source: by author
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A STUDY GUIDE TO FRANZ LISZT’S LA CAMPANELLA'

Maykin Lerttamrab”

WAUNS @Afnsy”

Abstract

Everyone is familiar with Franz Liszt and believes that he is a musical genius. It is
necessary to examine the composer's works in order to comprehend his inventiveness. This
document delves into one of Liszt's most renowned compositions, La Campanella from
Grandes Etudes de Paganini, S. 141. The goal of this study is to assist audiences and pianists in
understanding this piece. An overview of Liszt's life and work is provided, as well as information
on other composers who were associated with his work. The article also discusses the purpose
of the composition, the historical context in which it was composed, how other works have
had influences on Liszt's La Campanella, and the piece's influence on subsequent pianists.
The article demonstrates the general formal structure of the work and assists students,
instructors, and performers in the learning process of the etude by identifying technical
difficulties that may arise when studying the piece and providing guidance on how to overcome
such obstacles differently comparing to other articles that discuss on the same piece. Finally,

the paper includes recommendations for effective practices.

Keywords: Liszt / Etude / Paganini / Piano / La Campanella

Introduction

Dr. Maykin Lerttamrab, the Professor of Piano from Chiang Mai University, who earned
Doctor of Musical Arts in music performance from University of Oregon, and Master of Music
in piano performance from Manhattan School of Music, has performed Franz Liszt’s Grandes
Etudes de Paganini No. 3, also known as La Campanella, since he was very young. The performance

of the piece being played by Dr. Lerttamrab himself can be found in the social media channel

! This article is a part of the research paper 'A Study Guide to Franz Liszt’s La Campanella'
" Assistant Professor, Dr., Faculty of Fine Arts, Chiang Mai University, doctormaykin@gmail.com

" fHemansna1sd as. augdInsdad anInerdudiesln, doctormaykin@gmail.com
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called Youtube.com/@musicforklavier. The piece is one of the most famous works in the piano
literature, yet only few people are able to understand in-depth and perform well. The reason
is that the piece requires performers to have transcending piano technique in order to play it.
Dr. Lerttamrab has written this research document as a guide for anyone who would like to
master in playing this piece, which also provides the solutions for technical difficulty issues
differently to articles that discuss on the same piece.

La Campanella is one of Liszt’s most well-known pieces, however the themes were
originally composed by Nicolo Paganini and were used in the fourth movement of his Violin

Concerto No. 2.

Nicold Paganini (1782-1840)

Nicolo Paganini was a talented violinist and composer born on October 27th, 1782, in
Genoa, Italy. Paganini's father taught him how to play the mandolin and violin as a child. When
his father discovered Paganini's musical ability, he chose to have his son professionally trained.
Paganini started his violin studies under Giovanni Servetto and afterward with Giacomo Costa,
the conductor of Genoa's theatre orchestra. Additionally, he studied composition with Francesco
Gnecco. Paganini played the violin in church orchestras every week to help pay for the tuition.
This experience allowed Paganini to hone his sight-reading abilities and perform with renowned
vocalists such as Luigi Marchesi and Teresa Bertinotti.

Paganini began his career in 1801 as a member of the republican orchestra in Lucca.
Paganini was then relegated to the orchestra's second chair. Due to his demotion, Paganini chose
to leave the orchestra and pursue a career as an independent musician. He started doing concert
tours in Italy, which brought him recognition and established him as a violin virtuoso. His violin
ability was so incredible that many thought he had sold his soul to the devil to obtain it.

His 24 Caprices for Solo Violin were published in 1819 and were deemed unplayable
by experienced players. They were never meant for public performance; rather, they were
designed as a series of exercises to be used in collaboration with musical works. What distinguished
them from earlier exercises was their approach to musicality and virtuosity: technical elements
of musical creation are not treated as separate exercises, but are integrated into the musical
piece as a whole.

Paganini may have been afflicted with Marfan's syndrome. The presumption was made
based on his height, long limbs, long fingers, and very extensible joints. These characteristics

may have enabled Paganini to develop inhuman violin techniques.
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Paganini composed Violin Concerto No. 2 in 1826. The concerto's last movement is
referred to as 'La Clochette' or 'La Campanella'. The movement employs the instrument
'triangle' to simulate the sound of a little bell. The bell effect serves as an ornament and also
strengthen the violin's melodic lines. Additionally, it imparts a lovely gypsy-like color. This
movement inspired Liszt to compose the 'Grande Fantasie de Bravoure sur La Clochette'.

Paganini died in 1840 of an intestinal hemorrhage. The Church refused his corpse a
Catholic burial in Genoa due to his widely reported connection with the devil. Paganini's corpse
was eventually interred in 1876, with the assistance of friends and family, in a cemetery in

Parma.

Development of the Piano

Since Bartolomeo Cristofori's (1655-1731) first piano model was invented in 1709, the
Pianoforte has evolved. Several innovations in the construction of the pianoforte occurred during
the first half of the nineteenth century, including John Broadwood's (1732-1812) iron wire,
Alpheus Babcock's (1785-1842) metal-frame piano (1825), and Jean-Henri Pape's (1789-1875)
felt hammers (1826), all of which resulted in the development of a variety of new technical
and expressive possibilities. Liszt, in particular, was influenced by Sebastian Erard's (1752-1831)
invention of the double-escapement mechanism. When a note was repeated, the double-
escapement mechanism allowed the hammer of a piano to swiftly return to the string.

This enabled faster and more delicate note repeats and a rapid sound, encouraging the
growth of virtuosity in the nineteenth century by virtuosos like Liszt. The virtuoso possibilities
created by the 'double-escapement mechanism' prompted Liszt to develop and perform his
Grandes Etudes de Paganini, S. 141. These Etudes feature fast sections, extremely flashy and
rapid fingering, and demand a high level of practical expertise and performing technique from
the pianist. Thus, performance technique affected the evolution of the piano, and performers
needed increasingly complex methods as new piano mechanisms became available and audience

expectations grew.

Franz Liszt (1811-1886)

Franz Liszt (1811-1886), the Hungarian pianist, was well-known not just for his handsome
appearance but also for his virtuosity. Later in life, he transformed himself into a composer,
a teacher, an arranger, a conductor, and a symbol of virtuoso. He was born in Raiding, Hungary

on October 22nd, 1811, and outlived everyone else in his generation. Other composers from
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his generation include Felix Mendelssohn (1809-1847), Frédéric Chopin (1810-1849), Robert
Schumann (1810-1856), and Hector Berlioz (1803-1869).

According to Liszt himself, while Liszt was a child, he met Ludwig van Beethoven (1770-
1827). Beethoven requested that the young Liszt perform one of Bach's Fugues, and Liszt
amazed Beethoven with his performance by transposing the fugue into any key Beethoven
requested on the spot. Beethoven then kissed Liszt on the forehead in an act of affection.

Since he was seven years old, Liszt had an exceptional ability to play the piano. He
began composing at the age of eight and gave his first concert at the age of nine. When he
was ten years old, he studied in Vienna with Carl Czerny (1791-1857), one of Beethoven's
disciples, and Antonio Salieri (1750-1825). Adam Liszt (1776-1827), Franz Liszt's father, who
worked as a steward in the Esterhazy household, recognized his son's talent and decided to
accompany the young Liszt to Vienna in order for him to learn from the great masters.

Hector Berlioz, Nicolo Paganini, and Frédéric Chopin were three musicians who affected

)

Liszt's musicality. From Berlioz, Liszt learned the notion of “Thinking Big,” including achieving
dynamic extremes, maximum color, and orchestral sonorities. Whatever Berlioz accomplished
with the orchestra, Liszt attempted to accomplish with the piano. Liszt even transcribed many
of Berlioz's orchestral compositions for solo piano?. Liszt was moved by Paganini's performance,
which prompted him to pursue further research into transcendental techniques and
showmanship. He was so taken with Paganini's music that he arranged six of the composer's
Capirices for solo violin as solo piano works. Grandes Etudes de Paganini is the title of the
album that contains those six solo compositions. Liszt had learned from Chopin that piano
performance could incorporate both lyricism and bravura. The instrument is capable of
producing both powerful, harsh tones and delicate, soft tones. The decoration may be practical
rather than just ornamental.

In 1839, Liszt abandoned the concert format. The conventional concert format had a
variety of different musicians performing on a single program. Liszt established the modern
concept of the “solo recital” in order to avoid having to share the program with anybody else.

Liszt grew exponentially as a pianist, but his progress as a composer was slightly
delayed. The majority of his early works have been lost to time. Between 1829 and 1834,
he was occupied with the transcription of numerous sources. After 1835, he began writing

piano compositions that would become part of the repertory.

2 Harold C. Schonberg, The Lives of the Great Composers (New York: W.W. Norton & Company, 1997), 199.
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Liszt met Marie Catherine Sophie, Countess d'Agoult (1805-1876) in 1834. She subsequently
abandoned her husband and fled to Switzerland with Liszt. They had three children; two died
in infancy, while Cosima, born in 1837, eventually married Hans von Bulow (1830-1894), Liszt's
first big pupil, and abandoned him for the composer Richard Wagner (1813-1883). In 1844, Liszt
separated from the Countess.

In 1847, while performing in Kiev, Russia, Liszt met Princess Carolyne Sayn-Wittgenstein
(1819-1887). Prince Nikolaus of Sayn-Wittgenstein (1812-1864) was the princess's husband. They
separated after a few years, and she lived alone on the Kiev estate. She convinced Liszt to
devote himself entirely to composition, which meant abandoning his profession as a traveling
virtuoso. Liszt settled in Weimar the following year, and the Princess joined in 1849.

With an orchestra at his disposal during the Weimar period, he began orchestrating his
own works. He composed twelve symphonic poems, Liszt's new musical form. They are a
single-movement orchestral program music. He also composed other large-scale works for an
orchestra, including Faust Symphony and Dante Symphony, and a large-scale work for a piano
and an orchestra, Totentanz®. Another Weimar period contribution by Liszt is the concept of
thematic transformation, in which a theme is adapted to perform many functions while
remaining recognizably the same theme throughout. This approach was applied to the
monumental one-movement Piano Sonata in B Minor and Piano Concerto in E-flat Major®.

In 1886, Liszt died in Bayreuth, Germany, at the age of 74, of pneumonia, which he may
have contracted while attending his daughter Cosima's Bayreuth Festival. Against his wishes,
he was buried in Bayreuth's municipal cemetery.

Liszt was a renowned composer since he offered numerous brilliant ideas to the realm
of music. He introduced transcending techniques to the piano; he founded the “solo recital”
as a new sort of performance; he demonstrated a new method of conducting; he created new

genres of symphonic music; and, finally, he wrote countless masterpieces for us to study.

Inspiration

In April 1832, Liszt had the opportunity to attend a concert featuring the renowned
violinist Nicolo Paganini. It was a charity performance performed at the Opera House for cholera
sufferers. Liszt received an epiphany after hearing Paganini's performance. Paganini had demonstrated

that he was a violinist capable of playing the violin not only better than his competitors, but

3 David Dubal, The Essential Canon of Classical Music (New York: North Point Press, 2003), 248.
% Harold C. Schonberg, The Lives of the Great Composers (New York: W.W. Norton & Company, 1997), 201.
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as well as it could be played. After the recital, Liszt played the piano for four to five hours
every day, concentrating only on exercises. His objective was to develop a new kind of piano
repertoire in which he could transfer some of Paganini's most stunning feats such as tremolos,
leaps, slissandos, spiccato effects, and bell-like harmonics to the keyboard. To do this, he
chose a selection of Paganini's notoriously difficult solo Caprices and set about replicating their
intricate issues on the keyboard. In 1838, he published the first results of these efforts, Etudes
d'exécution transcendante d'apres Paganini, S. 140. However, a more immediate effect of
Paganini's influence was Clochette Fantasy, composed in 1832. In 1851, Liszt made the revision

and called them Grandes etudes de Paganini, S. 141.

Dedication

Clara Schumann (1819-1896) met Franz Liszt in April and May 1838 in Vienna, towards the
end of her concert tour. She had seen him previously in several salons on her concert tour in
Paris in 1832, but the two had not met at that time. Liszt came to Vienna in April 1838 to perform
a series of concerts, including one for the victims of the Pest flood. Franz Liszt and Clara Schumann
stayed in the same hotel and also performed together privately and at soirées, including four
hands. Clara entertained him with compositions of her own. As stated in a letter to Marie d'Agoult,
Liszt was impressed: “Her compositions are truly remarkable, especially for a woman. They contain
a hundred times more inventiveness and real feelings than all former and present fantasias by
Thalberg”. Clara Schumann admired Liszt's virtuoso abilities but, as a result of this respect,
briefly doubted her own abilities. Later in her career, she developed a more critical attitude
toward his unusual style of playing and, to a lesser extent, his lack of fidelity to the originals.

Liszt dedicated both Etudes d'exécution transcendante d'apres Paganini S. 140 and
Grandes Etudes de Paganini S. 141 to Clara Schumann, owing to his deep admiration for her.
While Liszt always praised highly Clara Schumann and promoted Robert Schumann's
compositions, Clara's respect for Liszt diminished. They continued to perform together in
Leipzig's Gewandhaus concert venue in December 1841, and Liszt's compositions were
included in her programs until 1847. In June 1848, a break occurred: Liszt had been invited to
a soirée at the Schumanns' Dresden home, but arrived two hours late and immediately referred
to Robert Schumann's Piano Quintet as “typically Leipzig.” While Robert Schumann (1810-1856)
reestablished relations with Liszt following this event, Clara Schumann was upset. She had
previously made critical statements about Liszt's compositions dating all the way back to 1839,

as well as his stage behavior and exaggeration. In 1854, when Liszt sent her his Sonata in B minor,
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which he had dedicated to Robert Schumann, she wrote in her diary: “Today, Liszt sent me a
Sonata dedicated to Robert and some more pieces, together with a polite note. But those
pieces are so creepy! Brahms played them to me and | felt really miserable ... This is only blind
noise - no more healthy thoughts, everything is confused, one cannot see any clear harmonies!
And, what is more, I still have to thank him now - this is really awful.”

On the other hand, Liszt's admiration for Clara Schumann remained steadfast. He even
organized a performance for her at Weimar, where she performed Robert Schumann's Piano
Concerto in A minor, Op. 54, while Liszt conducted the Overture to Manfred, Op. 115, and Symphony
No. 4 in D minor, Op. 120. In the same year, Liszt wrote a lengthy article about Clara and Robert
Schumann, which was published in three issues of Neue Zeitschrift fur Musik. After 1856, encounters
between Franz Liszt and Clara Schumann were exceptionally unusual, and the estrangement
developed even more in the aftermath of the hostile attitudes of the “Brahmsians” and the “New
Germans” in 1860. It was a philosophical disagreement amongst musicians over whether music
should be abstract or depict a definite image. Liszt even attempted to organize a composers'
organization around the novel, seemingly more advanced concept of “programmatic,” or descriptive
composition. Johannes Brahms (1833-1897) is sometimes referred to be the standard bearer of the
conservative “absolute” music school, with his first symphony called “Beethoven's Tenth” by critics.

Clara Schumann, on the other hand, was persistently critical of the more advanced Liszt and Wagner.

Formal Structure - La Campanella

Paganini's last movement of Violin Concerto Op. 7 No. 2 is a rondo in 6/8 meter with
an ABACA formal structure. The rondo's first section A is organized in an internal ABA form
based on two themes.

Liszt uses two themes from the A section, and therefore departs from the concerto's
formal framework. Rather than that, he developed a new structure around variations on these
two themes, complete with an introduction and coda. The coda's theme is drawn from the
last passage of the A section.

1. Introduction: measures one through four
Section | - Themes A and B (measures 5-20 and 21-42)

Section Il - Themes A and B (measures 43-78)
Section Ill - Themes A and B (measures 79-120)
Section IV - Theme A abbreviated in the absence of B (measures 120-128)

Coda (measures 129-139)

o A LD
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Technical Challenges - La Campanella

La Campanella is probably the most popular of the six pieces from Etudes d'exécution
transcendante d'apres Paganini. It was originally written in A flat minor, but Liszt respelled it
in G sharp minor enharmonically when he revised the work in 1851 to be part of the Grande
Etudes de Paganini, S. 141. Its theme, entwined with virtually constant ornamentation and
diabolical obstacles, has a fantasy-like atmosphere and bell-like sonorities that add to its
appeal. Liszt requires great delicacy and color in the dynamics to convey the delicacy and
color of the original piece. Rather than one of Paganini's Caprice, it is based on Paganini's
Concerto No. 2 in B minor Op. 7 for violin and orchestra. It is also the component on which this

study report will be mostly centered.

Leaps

The section like measures 4-11 presents a difficulty in that it must demonstrate the
melodic line, which is positioned at the bottom of the right-hand part’s leaps, uninterrupted
while the hand leaps over a considerable physical distance. These leaps require both strength
and consistency in the sound production.

When practicing these leaps, it is suggested to softly drop the weight of the hand on
the lower notes to emphasize the theme, and then release the weight and lightly touch the
upper notes. Controlling weight transfer and hand movement is critical for producing an equal
tone in both the higher and lower notes.

It is not recommended to jump with your hands in an arch-like motion or to abruptly
alter the direction of your hand movement when leaping. At all times, the hand should be

kept low, and its movement should be smooth and circular.
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Figure 1 Leaps

Source: International Music Score Library Project, Edited by Edward Dannreuther
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Repeated Notes

The repeated note passages like measures 50-59 should be practiced without immediately
proceeding to the next set of repeated notes and to utilize that little break to prepare the hand
octave position for the following series of repeated notes. It is important to practice emphasizing
just the first note of each group and avoiding any other notes. The last note of the group should

be brief and light, allowing the hand to quickly shift to the next position for the approaching group.
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Figure 2 Repeated Notes

Source: International Music Score Library Project, Edited by Edward Dannreuther

Fingering

The suggested fingering from many editors including the source of the score that is used
in this article in some passages such as in measure 77 is not well-considered. If the fingering is not
suitable for the performer, then he or she is allowed to change as long as the new fingering
helps improve the tone quality. In the example, the suggested fingering is based only on the
fingering pattern used in a regular chromatic scale, which does not work well in this context.
Each of the four descending notes should be grouped together in this section, with the fingering

being 4, 3, 2, and 1 for each group. This fingering transforms this terrifying passage into a comfort.
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Figure 3 Fingering

Source: International Music Score Library Project, Edited by Edward Dannreuther
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Hands Distribution

The passage in measures 91-94 is one of the most difficult sections in this piece,
especially for pianists with smaller size of hands. Liszt places the melody to the right hand
and embellishes with an octave and trill. For each group, it is suggested to utilize the fingering
1, 3, 5, and 3. However, the issue arises when the 3rd finger falls on the white key while the
5th finger lands on the black key inside the same group. This group compresses the space
between the third and fifth fingers, causing discomfort for the performer. As a result, it is
recommended to experiment with the fingering 1, 5, 3, and 5 in this type of group. Additionally,
there are certain groups that may be played with the hand distribution. The left hand may
take up the group’s initial note, significantly relieving the strain built up on the right hand. The

example below illustrates the suggestion.

1 535 1 353
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Figure 4 Hands Distribution

Source: International Music Score Library Project, Edited by Edward Dannreuther

Repeated Octaves

The passages with repeated octaves are difficult because playing octaves consecutively
depletes stamina. It is not recommended to perform the passages with the whole arm bouncing.
The movement should be controlled only by the tips of the fingers, and the wrist should be

relaxed to be able to follow the lead from the fingers.



MAHIDOL MUSIC 119 VOL. 7 NO. 2
JOURNAL JULY - DECEMBER 2024

122

SSeass L L epr ppepen

Figure 5 Repeated Octaves

Source: International Music Score Library Project, Edited by Edward Dannreuther

Sequence of Rapid Octave Leaps

The coda is consisted of the left hand playing a sequence of octave leaps, which is very
difficult. It is recommended to practice with a relaxed left hand and with eyes closed. The
octaves, fortunately, are landing on the black keys. Because the black keys are raised above
the white surface level and there are gaps between them, a pianist may utilize the keyboard’s
sense of touch to determine the precise octaves to play. To aid in the development of sense,
keep the left hand in contact with the keyboard at all times. Additionally, it is important to
examine which notes in the left hand land at the same time as the notes in the right hand,

since the right-hand part does not follow the left-hand part rhythmically.
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Figure 6 Sequence of Rapid Octave Leaps

Source: International Music Score Library Project, Edited by Edward Dannreuther
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Conclusion

La Campanella is one of Liszt's most well-known compositions. Through this article,
we learned how important the composer was to the world of music. Additionally, we've learned
that the composition was dedicated to Clara Schumann as a token of respect for another great
pianist. We know the composer's history and how Paganini's Violin Concerto No. 2 Op. 7 had
a profound influence on Liszt's own work.

Regrettably, despite the fact that La Campanella is a work of art worth studying, it was
not warmly accepted. Audiences have unfavorable feelings towards transcription works because
they lack original ideas. Additionally, they believed that Liszt made an excessive effort to impress
the audience with technical difficulties rather than the music itself. They were unable to
appreciate novel approaches to presenting the same music. They failed to see that the musical
arrangement was a way of paying tribute to the composer of the original piece. Moreover, they
overlooked Liszt's ingenuity in generating musical impact and his economical but effective
show of skill.

However, there are pianists who are influenced by Liszt’s idea of the transcription,
specifically on La Campanella. La Campanella in different versions have appeared with added
extra notes or even added one’s own cadenza. One of the example is the pianist Ferruccio
Busoni (1866-1924), who had played the piece in public many times with his own variant of
the piece, and eventually published his own version.

Each of Paganini's Etudes emphasizes a certain technical skill while also posing a
musical challenge that transcends the written page. It must be performed with a light touch
in Grandes Etudes de Paganini No. 3, commonly known as 'La Campanella,' in order to effectively
execute lengthy reaches, precise leaps and jumps, and extended trills. To play this etude
effectively, the pianist's muscle memory must be integrated with the physical topography of
the keyboard. It is transcendental in value and deserving of study and performance. It has a
variety of technical devices and is a real workout for both amateur and expert pianists.

While the etude has a strong resemblance to its source in the violin concerto, it delves
into a world of pianism that distinguishes it as a work of piano virtuosity. Liszt's meeting with
the renowned violinist sparked the creation of a piece that has remained a cornerstone of the

piano repertory to this day.
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Abstract

This academic article was to argue for the folk song, Phleng Play, which is a uniqueness
to Patong subdistrict in Phuket. The purpose of the study were to analyze the prosody, word
using, and meaning of the lyrical texts. Additionally, the article examined melodic analysis in
music study, including modifying melody based on the local dialect. Both musicological and
ethnomusicological methods were employed in this study. The result revealed that local
prosody was used in the creation of Phleng Play, and words were formed flexibly. In the Social
reflections uncovered 8 cultural implications, including 1) Way of living, 2) Moral conceptions
of duty, 3) Marrying off daughters to decent men, 4) Desserts used in Buddhist traditions,
5) Future inspiration instilled, 6) Places in Southern Thailand, 7) Family life, and 8) Idioms for
teaching women. Furthermore, the singing techniques relied on the local dialect especially
for tone and melody. The three distinct sounds - note Mi, Sol and La - that made up the
tonic points (main sounds) of the song, were what hung on the tone marks (Wannayuk).
Consequently, from a sociological perspective, Phleng Play has effectively depicted the

significant shift in Patong’s social milieu from an agrarian to an industrialised tourism society.

Keywords: Phleng Play / Lullaby / Patong / Phuket
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Source: by author
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Example 3 Luksao Melody

Source: by author
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Example 4 Nongnon Melody

Source: by author
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Example 5 Janjao Melody

Source: by author
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Example 6 Paikhon Melody

Source: by author
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Example 7 Duean Khuen Melody

Source: by author
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Example 8 Tua Oon Melody

Source: by author
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1 Jonathan Culler, Literary Theory: A Very Short Introduction, trans. Sunanta Wannasin Bell (Bangkok: Bookscape, 2018), 65. (in Thai)
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Abstract

Safeguarding and Sustainable Development of Phin Pia: The Intangible Cultural Heritage
of Lanna, Thailand focuses on the identity of phin pia musical instrument in relation to its value
and the sustainable development of phin pia in Lanna region. This research focuses on the core
knowledge of nine phin pia musicians from Northern Thailand.

The Overtone spot of 1-5 string phin pia can be separated into three positions on string
as G D G or A E A The two-string phin pia includes pok and jok strings which both strings are
tuned as an interval forth (G and C), the three-string phin pia, those are tuned as an interval
fourth and second (A C D), while four-string phin pia, pok and jok strings are tuned as intervals
fourth and fifth (A C D G) and the five-string phin pia, those are tuned as intervals fourth, fifth,
and third (A C D G F) respectively. The value of phin pia relates to the Buddhism and Brahmanism,
the beauty of art and design aesthetics, and the sacred sound of phin pia.

Exploring the sustainable development of phin pia at present shows the phin pia line of
succession in Lanna region can be segregated into four groups including Chiang Mai - Lamphun,
Lampang, Chiang Rai, and Phrae - Nan provinces. However, Chaing Mai - Lamphun and Lampang
provinces are the main phin pia line of succession. The form of sustainable development of phin pia
comprises tradition, adaptation, research, instructional media and technology, and role establishment
of phin pia in the modern Lanna society. The sustainable development of phin pia has been
developed by means of globalised world which established the variety of phin pia identity. This

is related to the way of developing the role of phin pia in Lanna society and culture in the future.

Keywords: Phin Pia / Lanna / Sustainable Development
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2 Prasit Leosiripong, “Pia: The Bell Mesmerising Sound in Lanna,” in Pang Noja An Outstanding Award in Cultural Achievement,
Performing Arts (Folk Music - Phin Pia) (Chiang Rai: Office of the National Culture Commission, 1995), 74-77. (in Thai)

% Gerald P. Dyck, “The Vanishing Phia: An Ethnomusicological Photo Story,” in Selected Reports in Ethnomusicology, ed.
David Morton (Los Angeles: University of California Los Angeles, 1975), 217-229.

% Prasit Leosiripong, “Pia: The Bell Mesmerising Sound in Lanna,” in Pang Noja An Outstanding Award in Cultural Achievement,
Performing Arts (Folk Music - Phin Pia) (Chiang Rai: Office of the National Culture Commission, 1995), 74-77. (in Thai)

5> Andrew Shahriari, “Lanna Music and Dance: Image and Identity in Northern Thailand” (PhD diss., College of Fine and
Professional Arts of Kent State University, 2001), 144-152.

6 Andrew McGraw, “The Pia’s Subtle Sustain: Contemporary Ethnic Identity and the Revitalization of the Lanna ‘Heart Harp’,”

Asian Music 38, no. 2 (Summer-Autumn 2007): 115-142.
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8/9/6" (9iveea Figure 1 uag 2 Usenau) uenanillumsusswades 2-5 ang denussaaduiusening

anetanwaraisan wiaunuNSIUAUATBINEIaIvsanya1vanley e bdEeIlnNNAInNIINURBLTLe Y

Left Index Finger Pressing

Left Middle Finger Pressing

Open String/Index finger/Middle Finger
G/A/B

Open String/Index finger/Middle Finger
D/E/F

Open String/Index finger/Middle Finger
G/A/B

Sound of Open String
G

Figure 1 Overtone and Finger Positions of One String Phin Pia

Source: by author

Left Index Finger Pressing

Left Middle Finger Pressing

Open String/Index Finger/Middle Fing
A/B/C

Open String/Index Finger/Middle Finger
E/F/G

Open String/Index Finger/Middle Finger Sound of Open String

A/B/C A (First String)

C (Second String)
D (Third String)
G (Fourth String)
F (Fifth String)

Figure 2 Overtone and Finger Positions of Five String Phin Pia

Source: by author

" Most phin pia musicians prefer to use Thai music notation to communicate to each other and to analyse music rather than
western one. Since phin pia does not have standard tuning, the Thai music note such as @ 5 4 % (C D E F) in this research is not

the same value as western music tuning, but it is relatively close in some point to be used to describe phin pia tuning system.
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Phin Pia Succession Line of Lampang Province

Mr. Thawatchai Tumtong

- Mr. Prathompong Prasert
- Mr. Pichai Panyakham
- Mr. Poosit Kitkanchanart

Asst. Prof. Narong Smithitam

Mr. Kraitong Na Lampang

High School Students from
Hangchatwittaya School,

Lampang

Phin Pia Succession Line of Phrae - Nan Provinces

Mr. Jeerasak Thanoomas

(Phrae)

- Mr. Anucha Khayan
- Mr. Cheewin Chaiburin

Phramaha Thanapol Thanuson

(Nan)

- Mr. Theethawat Keawaud
- Mr. Teerapong Chanthawong
- Mr. Supakorn Para

- Miss Kirana Lee

Phin Pia Succession Line of Chiang Rai Province

Dr. Pipatpong Acting Sub Lt. Satit

Srikitakonharidas Prasert

Major Chakkrapan Mr. Sree

Muangkram Chomchaiya

- Mr. Weerayuth Nedsuwan

- Mr. Natthawat Sanyasiri

Figure 4 Example of Phin Pia Succession Line of Lampang, Phrae - Nan, and Chiang Rai Provinces

Source: by author
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A COMPOSITION PROJECT “MUSIC AND LOVE”

Ramasoon Sitalayan”

g3 dnandu’

Abstract

Music and love is a set of compositions for piano solo that aimed to offer original works
by Thai composer as a choice for Thai piano students and listeners. Each composition is a
program music that reflected and represented different interpretation of affection and love,
such as love of a family, love between individual persons, love of the nature, love of religion,
and love of national heritage. The title of 10 pieces are as follows: Home, Jasmine, Sibling,
Soulmate, Oceans, Spirit of the Forest, Blue Sky Rag, Night Falls, Pagoda, and Blue Moon.

The researcher studied and analyzed character pieces for piano solo from the romantic
period and used them as models for this composition project. The stylistic and pianistic approach
had a strong connection with the title of each composition.

The researcher invited four distinguished Thai pianists to perform these works. These
pianists are Pornphan Banternghansa, Tarin Supprakorn, Akkra Yuenyonghattaporn, and Mintra
Rungruengsorakarn. The project was successfully presented as audio recordings, music videos,
published score, and an online conference on different platform of social media. The link to

music videos of this project was included in the discussion.

Keywords: Thai Composer / Piano / Composition / Music / Love / Community

Introduction

Piano is one of the most popular musical instruments in Thailand, in terms of the
number of Thai students taking music lesson and the popularity among the listeners. Piano
students and teachers have a wide range of repertoire from several genre encompassing

classical, pop, rock, jazz, and traditional music. However, the original piano composition by
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Thai composers and repertoires that reflect Thai culture and social issues are still very limited.
The researcher, therefore, created a set of piano compositions to address these issues.

From the social issue point of view, lifestyle of modern-day society creates tremendous
amount of tension from stress and competitiveness in the workplace, heavy traffic, fear and
worry of sickness and pandemic, economic problems, overwhelming amount of information
available on different platforms of social media, and aggressive program on television, movie,
and video game. People are rushing through their lives and routines, resulting in frustration,
aggressiveness, and great amount of tension. In the beginning, only an individual will suffer
from these conditions, but without proper emotional management it may lead to larger
problems such as depression, addiction, and domestic violence. When the situation wasn’t
treated correctly, it could eventually develop into a nation-wide problem.

The researcher recognized these issues and would like to create music that specifically
deals with emotional problems mentioned above. Therefore, the researcher composed music
for piano that encourage love, compassion, empathy, calmness, and sensitivity. When an
individual person achieves stable state of mind, their family, organization, and the country will
eventually benefit from it. Some compositions from the set also represented Thai culture to

encourage piano students and listeners to develop pride and identity as a Thai citizen.

Research Objectives

1. To create new piano repertoires for Thai piano students and audiences that represent
compassion and Thai culture.

2. To encourage other Thai composers to write more piano music for Thai students and
utilize Thai musical and cultural elements in the composition.

3. To raise awareness about social issues, such as depression and domestic violence,

through music and art.

The Scope of a Study

The main objective of this study is to create a set of composition that has artistic goal
of encouraging young Thai piano students to study and perform original composition by Thai
composer. The title of each composition also suggested an emotional and psychological
benefit, which can lead to a relaxing state of mind of the practitioner and listener alike. Due
to the limitation of time and budget, however, this study did not cover an evaluation of its

psychological impact on the listeners, but only offered this set of composition as a tool to
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promote Thai piano composition and to encourage listeners to develop a positive feeling
toward themselves and others. Therefore, it is recommended to conduct future research to

measure the value and impact of this research in a scientific way.

Philosophical Underpinning of the Research

Human mind is constantly and perpetually moving. Therefore, most of the religions and
philosophies from past to present always address one thing in common: how to control and purify
the mind. Meditation practice in Buddhism offers several methods, but the general concept is to
find the dwelling for the mind or to concentrate on a single object during a certain period of time.
Applying this principle to the study, music could be used as the concentration object to create
stability of the mind. Listening to the music that has soothing melody and harmony with moderate
tempo would help the listeners to relax and rediscover joyful heart. When an individual expresses

calmness and relaxation, a harmony within the family, marriage, and society would naturally follow.

Literature Review

Review of the literature for this study covered two main areas: piano literature and
psychological effects of music on human brain. The piano literature part focused on character
pieces from the Romantic period, such as compositions for piano by Schubert, Chopin, Brahms,
and Schumann. The psychological part surveyed materials from both music and neurological

sciences journals.

Research Design

The researcher combined both artistic and scientific approaches to this study. The
compositions offered aesthetic and psychological benefit. The research method, however, was
strictly scientific and systematic. The compositions were a result of a thorough study of related

literature and a scientific way of thinking and designing.

Research Methodology
1. Study and collect information about compositions for piano solo that could express
sensitivity, delicacy, and compassion.
2. Study piano compositions from the Romantic period, particularly the character pieces.
3. Experiment with the style, genre, and formal design of the composition.

4. Create 10 compositions for piano solo.
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Select performers for this project and distribute the scores.

Record the compositions.

Produce the music video for the compositions.

Create presentation package and USB drive.

Distribute the music video via social media platforms, such as YouTube, Facebook,

and Soundcloud.

10. Broadcast a live seminar of this research project.

11. Publish a complete report and music score for the research project.

Data Collection

1.

Study and collect related information from books, research, and recordings and use
them as guidelines to create the desired compositions.

Study musical genre and style that could develop sensitivity in human mind and
create compositional idiom that is suitable for Thai audiences.

Collect scientific information about the effect of sound on human brain and create

a suitable use of melody and harmony for this composition project.

Results of the Study

The researcher applied aforementioned materials to create 10 compositions for piano

solo. The 10 compositions are as follow:

1.

D R

Home

Jasmine

Sibling

Soulmate

Oceans

Spirit of the Forest
Blue Sky Rag

Night Falls

Pagoda

10. Blue Moon

Discussions and Analysis of the Results

The description and interpretative ideas of the compositions are as follow:
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Composition No. 1 (Home) expressed the love and emotional bonding of family members.
Family is the foundation of a strong society. Therefore, an initial works of strengthening a society
is building a strong family, which is the objective and main message of this composition. The
composition was in ternary form. The first and last sections were in C major, and the middle

section was in Eb major.
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Example 1 Measures 1-4

Source: by author

The piece started with the note E as a melodic line, as well as the highest pitch of the
accompaniment part. Therefore, it simultaneously created both melody and counterpoint.
A close relationship between the melody and accompaniment implied a strong connection

between family members. The piece continued using this pattern until the end of the first section.

0

__ 'y
TTT%
ﬁ\)
i
l
il
~;

Example 2 Measures 41-44

Source: by author

The second section abruptly modulated from C major to E flat major and used Major
seventh chord to reflect influences from pop and jazz music. The accompaniment part also
changed from triplet to duplet to create more stability. The musical idea in this section replicated

a conversation between the family members.

Composition No. 2 (Jasmine) symbolized the love of a mother toward her child, which

is unarguably the most powerful and enduring form of affection. The first section started with
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a melancholic melody to express an unconditional motherly love, and the middle section is

a reminiscence of lullaby. This composition was inspired by Intermezzo of Brahms.

Andante con moto (J=92)
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Example 3 Measures 1-4

Source: by author

The main melody in the right hand started from C and D in sixteenth note and moved
upward to the E. Then, the melody stayed there for almost the whole measure to create more
emphasis on the note E. In Solfege system, E is called “Mi,” and therefore, the researcher
would like to suggest its similarity to the word “mommy” that is probably one of the first
words a child is able to speak. This composition symbolized an unconditional love of a mother

and a strong relationship between a mother and a child.

21

Hs [ g

G - | *— = "

) = 1 — —o—— | =
L . _ A . - . .

oy # 1 N T = | Py | el | I e | - | 1

hal O HLL‘F & I [ ] Il ! | | [ | F I ! IP l T

7 'FII ‘A % Il I I ii{ 1 !

=

Example 4 Measures 21-25

Source: by author

The second section is a lullaby in A major that created more stable feeling from horizontal
chordal movements in the right hand and arpeggiated bass notes in the left hand. The musical
idea of this section represented an affection that the mother has for a child. It could also be

a reminiscence for the listeners to retrospectively thinking about childhood.

Composition No. 3 (Sibling) showed the bonding and relationship between brothers
and sisters. The composition sounded almost like an improvisation based on ostinato in the
left hand. A simple, melancholic, and floating melodic line developed from C major 7™ and

F major 7™ chord. Each small section modulated to an unexpected key.
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Slow and dreamy J-=38
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Example 5 Measures 1-4

Source: by author

The piece started with a short introduction that juxtaposed C major 7% chords and

F major 7™ chord to created floating and relaxing atmosphere.
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Example 6 Measures 5-12

Source: by author

In measure 5, the main melody started with note B, which is the leading tone of
C major. This note created dissonance that represented nostalgic feeling and uncertainty. The
melodic line resolved to note A in measure 6 and note G in measure 8, respectively. In measure
9-11, a melodic line in the right hand used hemiola technique to create a slight feeling of

syncopation and used G 13" chord in measure 12 to show influence from jazz music.

Composition No. 4 (Soulmate) demonstrated a relationship of life partners. A Nocturne
of Chopin was a main inspiration that created intimate feeling throughout the piece. The middle
section in C minor expressed difficulties in life that everyone must endure, and the following

Chorale section brought back consolation and encouragement.
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Example 7 Measures 1-8

Source: by author

A beautiful main melody started in Sol-Mi pattern as a homage to Chopin’s Nocturne.
The research used secondary dominant chord in measure 4-6 to create interesting tone color
and finish the phrase with half cadence. This beautiful and gentle melodic line represented

love and sensitivity of partnership.
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Example 8 Measures 24-32

Source: by author

The same melodic and harmonic structure was developed into a variation that used
running passages in right had with hemiola, while left hand remained similar to the previous

section.
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Example 9 Measures 41-48

Source: by author

As another homage to Chopin, the middle section changed character from cantabile
to agitato. The stormy triplets in C minor created more intensity that matched with Neapolitan
chord in measure 43 and 47. The middle section concluded in measure 48, where the harmony

returned to the original key of C major.

Composition No. 5 (Oceans) reminded listeners the value of mother nature, particularly
the water. Without water there would be no life. Currently, the ocean pollution and marine debris
have significantly increased to a frightening degree. We, as a global citizen, are responsible to
raise awareness and take action to save the water. This composition used a Barcarolle-style

accompaniment to symbolize water.
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Example 10 Measures 1-6

Source: by author

The main characteristic influence of this piece is a Barcarolle, or a traditional folk song
sung by Venetian gondoliers. The rhythm was always in 6/8 and it represented a rocking motion
of a Gondola boat. The key of this piece is C minor, which the research would like the key of

C to rhyme with the word “sea” to create an awareness of marine treatment and conservation.

Composition No. 6 (Spirit of the Forest) inspired by Chopin’s Waltz for piano solo. The
vibrant and lively atmosphere of the piece demonstrated the scene in the forest. Trees, rivers,
and many species of animal exist together harmoniously, but human are invading the forest and

destroy their ecosystem. It is, therefore, our responsibility to restore the balance of the nature.
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Example 11 Measures 5-12

Source: by author



MAHIDOL MUSIC 167 VOL. 7 NO. 2
JOURNAL JULY - DECEMBER 2024

This piece is a reminiscence of Chopin’s Waltz, and therefore, the time signature was
in 3/4. The main theme represented a liveliness of dance music and used Sol-Mi melodic line
as appeared is several Chopin’s compositions. An accompaniment in the left hand was in

a typical waltz-style: a single bass note followed by two similar chords.
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Example 12 Measures 21-29

Source: by author

The second theme, similar to the structure of a typical Chopin’s Waltz, was a fast running
passages based on arpeggiated movement. A great technical facility and agility were required
to play this section, which portrayed the picture of a forest and wild animals in their natural

habitat.

Composition No. 7 (Blue Sky Rag) raised an awareness of the air pollution in the city.
Just in the past few years we have witnessed the air pollution at the level that never happened
before. It is likely that the degree of the air pollution will only increase each year. The researcher
would like to express concerns about quality of the air through this composition, which was

modeled after Ragtime of Scott Joplin.
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Example 13 Measures 1-9

Source: by author

As a homage to the Ragtime piano composition of Scott Joplin, the piece started with
G-A-B-C bass line in the left hand as a typical Ragtime movement. The melody in a right hand
started with a triplet led to the note E and was suggested to play in swing rhythm.
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Example 14 Measures 34-41

Source: by author

The second section modulated to F major and used more syncopation in the right hand
to portray the spontaneous movement of the cloud in the sky. This section is recommended

to play in a swing rhythm, as well.

Composition No. 8 (Night Falls) expressed calmness and silence during the night.
Currently, the noise level has increased everywhere, not only in the city but also in the suburb
areas. People used “noise” as a distraction, and consequently, became less sensitive to the
sound and not able to listen to a real message behind it. This composition used Chaconne as

a model and developed into several variations based on the same harmonic progression in

the left hand.



MAHIDOL MUSIC 169 VOL. 7 NO. 2

JOURNAL JULY - DECEMBER 2024
Moderato
. /.—-—\—.
Hh 1'2 ;;F = = = 1'.- =
| Y] | 1 |
R ¥
o)
rp
- £ 8
A 9 8
=48 qt}c
5
F e ——
H—F i f' IF ." fo L
e ! .
o
= Uy
O b4 )y
hal O [® ] ~F hik ® ]
7 [®]
[® ] [ @]
8

Example 15 Measures 1-8

Source: by author

The 8-measure thematic material of this piece was built on a simple harmonic progression
in A minor. The researcher drew inspiration from two great variations of the Baroque and Classical
literature: Bach’s Goldberg Variations and Beethoven’s 32 Variations in C minor, respectively.

A nostalgic theme in A minor represented a loneliness and quietness that we experienced

during the nighttime.
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Example 16 Measures 89-96

Source: by author
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Variations 11 in measure 89 used arpeggiated passages in both hands. The contrary
movement created tension and anxiety to portray a stormy sky and the tempestuous feeling

in human mind. After this variation, the quiet original theme returned to complete the cycle.

Composition No. 9 (Pagoda) expressed the faith and belief that the researcher and
majority of Thai people have in Buddhism. The first section used big dissonant chords to create
the picture of a grand pagoda. The following section symbolized the teaching of Buddha
(Dhamma), and the final section demonstrated simplicity of people’s way of life in the rural

area of Thailand.
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Example 17 Measures 1-4

Source: by author

A strong introduction with big chords in the right hand and dotted octave in the left
hand symbolized the grandeur of a great pagoda.
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Example 18 Measures 11-18

Source: by author
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The second section in C major created a transparent and simple feeling. A time
signature 3/4 also symbolized the Triple Gem of Buddhism: Buddha Ratana (the Lord Buddha),
Dhamma Ratana (the Teaching), and Sangha Ratana (the Sangha).
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Example 19 Measures 59-66

Source: by author

A final section of this piece reflected simplicity in a lifestyle of a rural Thai society that

focused on the happiness and purity of the mind rather than material gains.

Composition No. 10 (Blue Moon) was composed by HRH Prince Benbadhanabongse,
the Prince Pijaya Mahindrarodom under the original name Lao Duang Duen. The song Lao
Duang Duen has been one of the most popular Thai tunes and was usually sung by many
Thais who lived abroad because it reminded them of the home country. The researcher used
a simplified Lao Duang Duen’s original theme and created a left-hand accompaniment in
western classical style to show that traditional Thai song is truly a cultural asset of the country,

but it should to be presented in a modern and accessible way.
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Example 20 Measures 1-8

Source: by author

A lyrical melodic line started in the right hand with a simple accompaniment in the left
hand. The researcher kept an original melody and created a piano texture that inspired by the
works of Felix Mendelssohn and Franz Schubert. Thus, recreating a traditional Thai music in a

Western pianistic design.

Conclusions and Suggestions for Further Study

The research project Music and Love was successfully presented through several
mediums and platforms. The project was supervised by faculty members of the Music Department,
Faculty of Fine and Applied Arts, Chulalongkorn University and received a grant from National
Research Council of Thailand.

The compositions were recorded in both audio and video format. Four distinguished
Thai pianists that participated in this project were Pornphan Banternghansa, Tarin Supprakorn,
Akkra Yuenyonghattaporn, and Mintra Rungruengsorakarn. The recording supervisor and director
was Christopher Janwong McKiggan with supporting crew from Chris the Pianist Production.

The audio recording session took place at Piano Academy of Bangkok on Friday October
29, 2021, and the location for the video recordings were Factory of Inspiration and Punntara
Botanic Home, which were shooting on Monday November 22 and Friday November 26, 2021.
Other footages for the composition Pagoda were additionally shot and produced by using a
different location to capture the spirit of Buddhism. Those locations were Wat U-mong, Wat

Tha-ton, and Wat Pratat Sang Rung in Chiangmai.
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The discussion and summary were presented via Facebook live on Monday March 7, 2022.
Music videos were available on YouTube and can be accessed at this link: https://youtube.com/
playlist?list=PL5 w76XMdp77- HKIDgJdEsigLGrLecx8&si=8hlXaYci-AWf174i

The researcher presented this project together with four other projects of a similar
nature, which included Music and Meditation by Sasi Pongsarayuth, Music and Harmony by
Yos Vaneesorn, Music and Encouragement by Kittinant Chinsamran, and Music and Technology
by Danuchate Wisaijorn.

This study aimed to create an artistic work that combined perspectives from aesthetic,
music education, and social development standpoints. The aesthetic part was successfully
completed as mentioned in the previous discussion. However, the value of this research project
in terms of popularity among Thai piano students and teachers, and the psychological impact
of the compositions have not yet to evaluate. Therefore, future study to measure and evaluate
the reception and consequences of the compositions are strongly encouraged in order to

establish scientific evidence of the educational and psychological value of the project.
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EXPLORING MUSIC THERAPY'S ROLE IN ALZHEIMER'S DISEASE:
A COMPREHENSIVE REVIEW

Rada Makaraphun’, Punnawich Phungsoondara”, Warinnapa Tantipas,
Prayuth Poowaruttanawiwit
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Abstract

Alzheimer's disease (AD) presents a formidable global health challenge, characterized
by progressive cognitive decline and functional impairment, with conventional pharmacotherapies
exhibiting limited efficacy. Amidst this backdrop, music therapy has emerged as a promising
non-pharmacological intervention, potentially ameliorating cognitive function, emotional well-
being, and behavioral symptoms in AD patients. However, existing research suffers from a lack
of clarity regarding underlying mechanisms and is constrained by limitations such as small sample
sizes. Acknowledging the intricate nature of AD emphasizes the criticality of personalized
interventions. Tailored approaches, including curated playlists and therapeutic singing sessions,
offer promising avenues to effectively address individual needs. The integration of music therapy
into daily routines holds considerable promise for enhancing the quality of life for AD patients,
fostering meaningful connections, and optimizing therapeutic outcomes. Personalized music
therapy strategies for AD encompass various modalities, including curated playlist curation,
engagement with musical instruments, customized activities, therapeutic singing sessions, and

innovative technolosgical applications. Curated playlists, tailored to individual preferences, evoke
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positive memories, and provide comfort, while engagement with musical instruments stimulates
cognitive functions and fine motor skills. Tailored activities offer cognitive stimulation and mood
enhancement, promoting a sense of community. Therapeutic singing sessions facilitate emotional
expression and communication. Innovative technologies, such as music therapy apps and virtual
reality platforms, offer immersive experiences and relaxation. Integrating these strategies into
caregiving routines is paramount for improving the well-being of AD patients, underscoring the
significance of personalized interventions in addressing the multifaceted challenges associated

with the disease.

Keywords: Alzheimer Disease / Music Therapy / Quality of Life / Personalized Medicine

Introduction

Alzheimer's disease (AD) presents a formidable challenge in the realm of neurodegeneration,
characterized by a relentless progression marked by cognitive decline, memory impairment, and
functional deterioration. Its pathophysiology is intricately entwined with genetic mutations and
the accumulation of amyloid-beta plaques and tau protein tangles in the brain, culminating in
neuronal dysfunction and eventual degeneration®. As the primary cause of dementia, AD imposes
a significant global health burden, particularly accentuated by demographic shifts towards aging
populations. Despite advances in conventional pharmacotherapies offering symptomatic relief,
their efficacy in halting disease progression remains unsatisfactory?. In response to this therapeutic
gap, attention has turned towards non-pharmacological interventions, with music therapy emerging
as a prominent contender. This modality holds promise for rejuvenating cognitive function, enriching
emotional well-being, and potentially modulating associated behavioral symptoms in AD>.
However, prior evidence often lacked clarity, failing to delineate the requisite directionality or
associations necessary to ascertain the applicability of music therapy for AD patients. Notably,

Gomez Gallego and colleagues® demonstrated significant improvements in memory, orientation,

! Anil Kumar et al., Alzheimer Disease (Treasure Island, FL: StatPearls Publishing, 2022), Introduction, https://www.ncbi.nlm.
nih.gov/books/NBK499922/.

2 Murtala Bello Abubakar et al., “Alzheimer’s Disease: An Update and Insights into Pathophysiology,” Frontiers in Aging
Neuroscience 14 (2022): 742408, https://doi.org/10.3389/fnagi.2022.742408.

5 M. Gomez Gallego and J. Gébmez Garcia, “Musicoterapia En La Enfermedad de Alzheimer: Efectos Cognitivos, Psicoldgicos Y
Conductuales,” Neurologia 32, no. 5 (2017): 300-308, https://doi.org/10.1016/j.nr.2015.12.003.

4 M. Gomez Gallego and J. Gébmez Garcia, “Musicoterapia En La Enfermedad de Alzheimer: Efectos Cognitivos, Psicoldgicos Y

Conductuales,” Neurologia 32, no. 5 (2017): 300-308, https://doi.org/10.1016/j.nrl.2015.12.003.
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depression, anxiety, and assorted symptoms among mild and moderate AD cases following
merely four music therapy sessions. Nevertheless, limitations loom large, with this study's lack
of homogeneity and controlled research necessitating judicious interpretation of its findings.
The absence of intra-subject and cluster control underscores the exigency for larger-scale studies
incorporating such controls to effectively temper potential placebo effects. An exploration
into the lingering impact of music therapy sessions may furnish invaluable insights into their
enduring efficacy. Moreover, our observations align with corroborating evidence gleaned from
parallel studies®. Thus, this review endeavors to holistically unravel the intricate association
between music therapy and its nuanced impact on the severity or trajectory of AD, whilst

proffering bespoke recommendations for its judicious application in afflicted patients.

Understanding the Multifaceted Landscape of Alzheimer's Disease: From Genetic
Predisposition to Therapeutic Interventions

AD manifests through a complex interplay of genetic, environmental, and lifestyle factors
that intricately influence its etiology and risk factors. Genetic predisposition, characterized by
mutations in genes such as amyloid protein precursor (APP), presenilin-1 (PSEN1), and presenilin-2
(PSEN2), alongside polygenic inheritance patterns, significantly contribute to AD pathogenesis®.
Furthermore, epigenetic modifications and gene-environment interactions further modulate
individual susceptibility’. Environmental factors, encompassing chronic toxin exposure and lifestyle
choices like diet and exercise, also exert a notable influence on AD risk®. Effective diagnosis of
AD necessitates the integration of various modalities, including clinical assessment, cognitive testing,
and neuroimaging biomarkers. Neuroimaging techniques such as Positron emission tomography

(PET) and magnetic resonance imaging (MRI) offer invaluable insights into disease progression

5 Stéphie Ratovohery et al., “Music as a Mnemonic Strategy to Mitigate Verbal Episodic Memory in Alzheimer’s Disease: Does
Musical Valence Matter?,” Journal of Clinical and Experimental Neuropsychology 41, no. 10 (2019): 1060-1073, https://doi.org/
10.1080/13803395.2019.1650897.

6 Anil Kumar et al., Alzheimer Disease (Treasure Island, FL: StatPearls Publishing, 2022), Introduction, https://www.ncbi.nlm.
nih.gov/books/NBK499922/.; Kesevan Rajah Kumaran et al., “Insights into the Pathophysiology of Alzheimer’s Disease and
Potential Therapeutic Targets: A Current Perspective,” Journal of Alzheimer’s Disease 91, no. 2 (2023): 507-530, https://doi.org/
10.3233/jad-220666.; Murtala Bello Abubakar et al., “Alzheimer’s Disease: An Update and Insights into Pathophysiology,”
Frontiers in Aging Neuroscience 14 (2022): 742408, https://doi.org/10.3389/fnagi.2022.742408.

" Qudeer Ahmed Abdul et al., “Epigenetic Modifications of Gene Expression by Lifestyle and Environment,” Archives of Pharmacal
Research 40, no. 11 (2017): 1219-1237, https://doi.org/10.1007/512272-017-0973-3.

8 Lucia Migliore and Fabio Coppedé, “Gene-Environment Interactions in Alzheimer Disease: The Emerging Role of Epigenetics,”

Nature Reviews Neurology 18, no. 11 (2022): 643-660, https://doi.org/10.1038/s41582-022-00714-w.
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and neuropathological changes. Additionally, biomarkers in cerebrospinal fluid, including AR42,
t-tau, and p-tau, play pivotal roles in diagnostic confirmation and prognostic evaluation”.
Therapeutic interventions for AD span both pharmacological and non-pharmacological
approaches. Pharmacotherapy involves the administration of cholinesterase inhibitors and
memantine for symptomatic relief, while immunotherapy and novel small molecule inhibitors
target underlying pathology. Complementary non-pharmacological interventions, such as
cognitive rehabilitation and psychosocial support, are integral components in addressing
coenitive, functional, and behavioral symptoms®®. Promisingly, emerging therapeutic strategies,
including gene therapies and stem cell-based approaches, hold potential for modifying the
course of the disease!!. The integration of these multifaceted insights into comprehensive care
plans is paramount for optimizing outcomes and enhancing the quality of life for individuals

affected by AD and their caregivers.

Music Therapy in Alzheimer's Disease

Music therapy has emerged as a highly promising non-pharmacological intervention for
managing AD, leveraging the therapeutic potential of music to address cognitive, emotional,
and social aspects of the condition. This section delves into the intricate neurobiological
mechanisms underlying music therapy, elucidating its profound effects on the brain, such as
promoting neural plasticity, facilitating memory retrieval, and regulating emotions'?. Furthermore,
it examines a growing body of clinical evidence that supports the efficacy of music therapy

interventions in enhancing cognitive function, stabilizing mood, and managing behavioral

% Sneham Tiwari et al., “Alzheimer’s Disease: Pathogenesis, Diagnostics, and Therapeutics,” International Journal of
Nanomedlicine 14 (2019): 5541-5554, https://doi.org/10.2147/ijn.s200490.

10 Kesevan Rajah Kumaran et al., “Insights into the Pathophysiology of Alzheimer’s Disease and Potential Therapeutic
Targets: A Current Perspective,” Journal of Alzheimer’s Disease 91, no. 2 (2023): 507-530, https://doi.org/10.3233/jad-
220666.; Sneham Tiwari et al., “Alzheimer’s Disease: Pathogenesis, Diagnostics, and Therapeutics,” International Journal of
Nanomedlicine 14 (2019): 5541-5554, https://doi.org/10.2147/ijn.s200490.

11 Seyede Atefe Hosseini et al., “Stem Cell- and Gene-Based Therapies as Potential Candidates in Alzheimer’s Therapy,”
Journal of Cellular Biochemistry 119, no. 11 (2018): 8723-8736, https://doi.org/10.1002/jcb.27202.

12 M. Gomez Gallego and J. Gémez Garcia, “Musicoterapia En La Enfermedad de Alzheimer: Efectos Cognitivos, Psicoldgicos
Y Conductuales,” Neurologia 32, no. 5 (2017): 300-308, https://doi.org/10.1016/j.nr.2015.12.003.; Stéphie Ratovohery et al.,
“Music as a Mnemonic Strategy to Mitigate Verbal Episodic Memory in Alzheimer’s Disease: Does Musical Valence Matter?,”
Journal of Clinical and Experimental Neuropsychology 41, no. 10 (2019): 1060-1073,
https://doi.org/10.1080/13803395.2019.1650897.; Anna Maria Matziorinis and Stefan Koelsch, “The Promise of Music Therapy
for Alzheimer’s Disease: A Review,” Annals of the New York Academy of Sciences 1516, no. 1 (2022): 11-17,
https://doi.org/10.1111/nyas.14864.
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symptoms in individuals with AD, as outlined in Table 1.

According to table 1, it can be summarized the crucial points that:

1. How does music therapy work?

The mechanisms underlying the benefits of music and art therapy in AD are complex
and not fully understood but may involve emotional expression, neuroplasticity, and modulation
of neurotransmitter activity, leading to improved mood and behavior. Active group music
intervention engages brain regions associated with sensory processing and memory, potentially
enhancing cognitive function and mood. Music therapy triggers changes in brain networks linked
to auditory processing and emotional regulation. Despite gaps in understanding, these therapies
offer promise as complementary interventions for AD, addressing cognitive and emotional
aspects to improve overall well-being!.

2. Effects of music therapy on AD patients

The evidence indicates that music therapy significantly enhances cognitive function in
AD patients, demonstrating notable improvements in attention, working memory, and executive
function. Additionally, both music therapy and art therapy show promise as adjunctive treatments
for AD, improving quality of life, reducing symptoms of anxiety and depression, and enhancing
cognitive function. Specifically, active group music intervention (AMI) holds significant potential
for enhancing cognitive function, reducing behavioral symptoms, and improving functional abilities
in individuals with mild-to-moderate AD. Music therapy offers a cost-effective and easily
implemented complementary treatment for AD, effectively addressing cognitive, emotional, and
behavioral symptoms without adverse effects, thereby benefiting both patients and caregivers.
Furthermore, interventions primarily improve memory, language, and orientation, with various

cognitive domains showing enhancement. Overall, music therapy emerges as a promising

3 M. Gomez Gallego and J. Gémez Garcia, “Musicoterapia En La Enfermedad de Alzheimer: Efectos Cognitivos, Psicologicos
Y Conductuales,” Neurologia 32, no. 5 (2017): 300-308, https://doi.org/10.1016/j.nr.2015.12.003.; Laura-Cristina Popa et al.,
“Impact of Alzheimer’s Dementia on Caregivers and Quality Improvement through Art and Music Therapy,” Healthcare 9,
no. 6 (2021): 698, https://doi.org/10.3390/healthcare9060698.; Malak Bleibel et al., “The Effect of Music Therapy on Cognitive
Functions in Patients with Alzheimer’s Disease: A Systematic Review of Randomized Controlled Trials,” Alzheimer’s Research &
Therapy 15 (2023): 65, https://doi.org/10.1186/513195-023-01214-9.; Maria Jiménez-Palomares et al., “Benefits of Music Therapy
in the Cognitive Impairments of Alzheimer’s-Type Dementia: A Systematic Review,” Journal of Clinical Medicine 13, no. 7 (2024).
2042, https://doi.org/10.3390/jcm13072042.

14 Malak Bleibel et al., “The Effect of Music Therapy on Cognitive Functions in Patients with Alzheimer’s Disease: A Systematic Review
of Randomized Controlled Trials,” Alzheimer’s Research & Therapy 15 (2023): 65, https://doi.org/10.1186/513195-023-01214-9.
15 |Laura-Cristina Popa et al.,, “Impact of Alzheimer’s Dementia on Caregivers and Quality Improvement through Art and Music

Therapy,” Healthcare 9, no. 6 (2021): 698, https://doi.org/10.3390/healthcare9060698.
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complementary treatment for AD, offering cognitive improvements and fostering connections
between patients and specialists.

3. Results from other papers

The research demonstrates high quality, with strengths like a sizable sample, robust
measures, and longitudinal design, yet lacks a control group and has a small sample size.
Similarly, while the comprehensive literature review and diverse methodologies enhance
reliability, limitations include small sample sizes, protocol variations, and potential biases.
Despite employing randomized designs and active control groups, limitations such as biases
and uncontrolled treatment changes exist. Overall, methodolosical rigor supports the reliability
of reported results on music therapy's benefits for Alzheimer's patients.

4. Music therapy as a treatment for AD patients in the future

Music therapy holds promise for alleviating cognitive and behavioral symptoms in Alzheimer's
patients, potentially improving mood, and reducing agitation'®. However, further research with
larger samples and longer-term follow-up is necessary to fully understand its impact on cognitive
function and quality of life. Integrating music and art therapy into care plans can enhance well-
being for both patients and caregivers by reducing anxiety, depression, and behavioral symptoms
while promoting emotional expression and socialization. Active group music intervention shows
promise in improving cognition, behavior, and functional abilities, highlighting the importance of
patient engagement and personalized approaches. Overall, music therapy interventions offer
potential benefits for improving cognitive function, emotional well-being, and overall quality
of life in AD, warranting further investigation and integration into standard treatment regimens.

The research and medical evidence included in Table 1 was selected based on its
relevance to the research questions, quality of study design, and clinical applicability to Alzheimer’s
disease management, particularly in neurobiological mechanisms and personalized music therapy.
Priority was given to recent, high-quality randomized controlled trials, meta-analyses, and systematic
reviews published in reputable, high-impact journals. Studies were chosen for their robust sample
sizes, alisnment with existing literature, and minimal risk of bias, ensuring they offer reliable and
significant contributions to the field. Only peer-reviewed, ethically conducted research with direct
implications for clinical practice was considered. This selection process ensures that Table 1

presents a comprehensive and credible synthesis of the most relevant and impactful evidence.

6 Anna Maria Matziorinis and Stefan Koelsch, “The Promise of Music Therapy for Alzheimer’s Disease: A Review,” Annals of

the New York Academy of Sciences 1516, no. 1 (2022): 11-17, https://doi.org/10.1111/nyas.14864.
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Based on compelling evidence, the seamless integration of personalized music therapy
into the daily routines of Alzheimer's disease (AD) patients is imperative. This integration not only
enriches their quality of life but also provides tailored interventions to cater to their individual
needs. Five illustrative examples of how personalized music therapy can be effectively

incorporated for AD patients are shown in Figure 1.

| IMT: Emotional well-being |
[SMD = 0.32, 95% CI 0.02 to
| 0.62] (Caramel et al., 2024) I

> Depression =

\ GMT: Depression [SMD

S -0.44,95% CI -4.32 t0 3.43]
(Baker et al., 2022) |

| MT: Depressive symptoms |
[SMD =-0.26, 95% C1 -0.71 v
| to 0.20] (Ting et al., 2024) |

\ NI | MT: ADL [SMD = |
T3¢ -0.03,95% CI-0.81 to
| 0.75] (Wang et al., 2020) |

caregiver-delivered |
music: BPSD [SMD =
-0.15,95% CI -1.41 to

| 1.10] (Baker et al., 2023) l

Note: ADL = activities of daily living, BPDS = behavioral and, psychological symptoms of dementia,
IMT = Individual music therapy, MT = music therapy

Figure 1 Effective uses of personalized music therapy for AD patients’

Source: by author

The figure illustrates the effects of various forms of music therapy on different neurological

and psychological outcomes'®, using standard mean differences (SMD) and confidence intervals

17 Felicity Anne Baker et al., “Home-based Family Caregiver-delivered Music and Reading Interventions for People Living with
Dementia (HOMESIDE trial): An International Randomised Controlled Trial,” eClinicalMedicine 65 (2023): 102224, https://doi.org/
10.1016/j.eclinm.2023.102224.; Berne Ting et al., “Multifaceted Music Therapy for Depression in Dementia: A Network Meta-
Analysis of Randomized Controlled Trials,” European Journal of Investigation in Health, Psychology and Education 14, no. 2
(2024): 351-367, https://doi.org/10.3390/ejihpe14020024.; Vanusa M. Baroni Caramel et al., “The Effects of Individual Music
Therapy in Nursing Home Residents with Dementia to Improve General Well-being: Study Protocol of a Randomized Controlled
Trial,” BMC Geriatrics 24 (2024): 290, https://doi.org/10.1186/s12877-024-04863-z.; Felicity A Baker et al., “Clinical Effectiveness
of Music Interventions for Dementia and Depression in Elderly Care (MIDDEL): Australian Cohort of an International Pragmatic
Cluster-randomised Controlled Trial,” The Lancet Healthy Longevity 3, no. 3 (2022): e153-e165, https://doi.org/10.1016/
S2666-7568(22)00027-7.; Yao Wang et al., “A Meta-analysis of The Effect of Music Therapy on Alzheimer’s Disease,” International
Journal of Clinical and Experimental Medicine 13, no. 2 (2020): 317-329, IJCEM.

18 M. Gémez Gallego and J. Gomez Garcia, “Musicoterapia En La Enfermedad de Alzheimer: Efectos Cognitivos, Psicoldgicos
Y Conductuales,” Neurologia 32, no. 5 (2017): 300-308, https://doi.org/10.1016/j.nr.2015.12.003.; Laura-Cristina Popa et al.,

“Impact of Alzheimer’s Dementia on Caregivers and Quality Improvement through Art and Music Therapy,” Healthcare 9,
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(C1) to quantify these impacts. Individual music therapy (IMT) demonstrates a significant positive
effect on emotional well-being, with an SMD of 0.32 (95% Cl 0.02 to 0.62), suggesting its potential
utility in enhancing mood and emotional regulation in clinical practice. In contrast, music
therapy (MT) aimed at reducing depressive symptoms shows a small, non-significant reduction
(SMD = -0.26, 95% CI -0.71 to 0.20). This variability is further highlighted in group music therapy
(GMT) for depression, which exhibits a wide confidence interval (SMD = -0.44, 95% Cl -4.32 to
3.43), indicating inconsistent outcomes. Moreover, MT's impact on activities of daily living (ADL)
is minimal (SMD = -0.03, 95% CI -0.81 to 0.75), suggesting limited efficacy in improving functional
independence. Caregiver-delivered music therapy for managing behavioral and psychological
symptoms of dementia (BPSD) also shows an inconclusive effect (SMD = -0.15, 95% Cl -1.41 to
1.10), with wide variability indicating uncertainty in its clinical benefits.

In clinical practice, these findings suggest that IMT can be effectively integrated into
therapeutic regsimens to improve emotional well-being in patients. For example, a clinician might
recommend a structured IMT program for a patient struggling with anxiety or depression to
enhance their emotional health. Conversely, the less definitive results for MT in reducing
depressive symptoms or improving ADL indicate that while MT may still be a supportive
adjunctive therapy, it should not be relied upon as a primary treatment modality for these
outcomes. Furthermore, the inconclusive results for caregiver-delivered music therapy in
managing BPSD highlight the need for individualized assessments to determine its suitability

on a case-by-case basis, considering the wide variability in patient responses.

Innovative Approaches to Personalized Music Therapy
Conceptualization and Rationale

The conceptualization of personalized music therapy for Alzheimer’s Disease (AD)
patients stems from the increasing recognition of the therapeutic potential of music in enhancing
cognitive and emotional well-being. Unlike conventional music therapy, which often employs

a generalized approach, personalized music therapy tailors the auditory stimuli to the individual’s

no. 6 (2021): 698, https://doi.org/10.3390/healthcare9060698.; Maria Gomez-Gallego et al., “Comparative Efficacy of Active
Group Music Intervention versus Group Music Listening in Alzheimer’s Disease,” International Journal of Environmental
Research and Public Health 18, no. 15 (2021): 8067, https://doi.org/10.3390/ijerph18158067.; Malak Bleibel et al., “The Effect of
Music Therapy on Cognitive Functions in Patients with Alzheimer’s Disease: A Systematic Review of Randomized Controlled Trials,”
Alzheimer’s Research & Therapy 15 (2023): 65, https://doi.org/10.1186/513195-023-01214-9.; Maria Jiménez-Palomares et al.,
“Benefits of Music Therapy in the Cognitive Impairments of Alzheimer’s-Type Dementia: A Systematic Review,” Journal of

Clinical Medicine 13, no. 7 (2024): 2042, https://doi.org/10.3390/jcm13072042.
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musical preferences, cultural background, and emotional state. This personalized approach
leverages the neurobiological mechanisms of memory and emotion, particularly the brain’s
response to familiar music, which has been shown to activate regions associated with
autobiographical memories and emotions, such as the hippocampus and amygdala. By
engaging these regions, personalized music therapy may enhance cognitive functions, alleviate
anxiety, and improve the overall quality of life in AD patients. This innovative approach is
grounded in the idea that personalized music can evoke stronger, more meaningful responses
than generic music interventions, offering a novel therapeutic avenue in the management of

Alzheimer’s Disease.

Application in Practice and Expected Outcomes

In real-world practice, personalized music therapy can be implemented in both clinical
and home settings. Clinicians would need to conduct thorough assessments of the patient’s
musical preferences and history, possibly involving family members, to create a tailored
playlist. The therapy could be integrated into the daily care routines of AD patients, either
through live sessions with a therapist or through pre-recorded playlists accessible via digital
devices. The expected outcomes of implementing personalized music therapy include improved
mood, reduced agitation, and enhanced cognitive function, which could lead to a decreased
reliance on pharmacological interventions. Over time, this approach could also contribute to
a more person-centered care model, emphasizing the importance of individualized, non-
pharmacological treatments in managing neurodegenerative diseases. The integration of
personalized music therapy into standard care practices could revolutionize the approach to
treating AD, shifting the focus toward holistic, patient-centered care strategies.

1. Tailored Playlist Curation:

Personalized playlists are accurately curated based on the individual's musical preferences,
life experiences, and emotional connections. For example, if a patient has a fondness for jazz
music, their playlist may include iconic jazz standards from their youth or songs that were
played at significant life events, such as their wedding or graduation. By incorporating familiar
and meaningful songs, personalized playlists evoke positive memories, trigger emotional responses,
and provide a sense of comfort and familiarity to the patient. Caregivers can create these
playlists using streaming platforms like Spotify or Apple Music, ensuring easy access to a wide

range of musical selections.



MAHIDOL MUSIC 191 VOL. 7 NO. 2
JOURNAL JULY - DECEMBER 2024

2. Instrumental Engagement:

Patients are encouraged to actively engage with musical instruments that align with
their interests and abilities. For instance, if a patient used to play the piano, they may be provided
with a keyboard or digital piano to practice familiar tunes or improvise melodies. Similarly,
patients who have an affinity for percussion instruments can participate in drumming circles or
rhythmic exercises using handheld percussion instruments like tambourines or shakers. Instrumental
engagement not only stimulates cognitive functions but also promotes fine motor skills, hand-
eye coordination, and a sense of accomplishment.

3. Tailor-Made Activities:

Music-based activities are tailored to cater to the cognitive abilities and preferences of
each patient. For example, a caregiver may organize a lyric analysis session where patients
listen to songs with meaningful lyrics and discuss their interpretations and emotions elicited
by the music. Alternatively, rhythmic exercises such as drum circles or body percussion
sessions can be conducted to encourage movement, coordination, and social interaction
among patients. Tailor-made activities provide cognitive stimulation, enhance mood, and foster
a sense of community within the caregiving environment.

4. Therapeutic Singing Sessions:

Interactive singing sessions offer patients a platform to express themselves vocally and
connect with others through music. Caregivers can lead group sing-alongs featuring familiar songs
from different eras or genres, encouraging active participation and engagement. Additionally,
individualized vocal exercises tailored to the patient's vocal range and abilities can be
incorporated to improve breath control, articulation, and vocal projection. Therapeutic singing
sessions promote emotional expression, improve communication skills, and cultivate a sense
of camaraderie among patients and caregivers.

5. Innovative Technological Solutions:

Innovative technology, such as interactive music therapy apps or virtual reality platforms,
can be utilized to enhance personalized music therapy experiences. For instance, patients can
engage with music creation apps that allow them to compose their melodies, experiment with
different instruments, and record their musical compositions. Virtual reality platforms can transport
patients to immersive musical environments, such as concert halls or natural landscapes,
providing multisensory stimulation and promoting relaxation. Specialized devices, such as music
therapy robots or interactive sound tables, offer interactive and customizable music experiences

tailored to the individual's preferences and abilities.
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Figure 2 Summary of the effects of music therapy for AD patients®’

Source: by author

The figure 2 summarizes the effects of different music types: preferred, familiar, and
unfamiliar songs used in music therapy on cognitive functions, emotions, and engagement of
AD patients. Music therapy enhances brain performance and activates the brain’s neural network
system?. Preferred music has the most advantages, including improvements in cognitive functions
and mood, and increasing patient engagement?!. Similar to preferred songs, familiar songs also
affect cognitive functions and feelings. However, unfamiliar music can only help a patient's
cognitive functions®. We have yet to find other studies with different results that are compatible

with our criteria.

Conclusion
AD presents a substantial global health challenge typified by cognitive decline and

functional deterioration, with conventional pharmacotherapies offering limited efficacy. Music

19 Bing Sun et al., “Neural Network Semantic Backdoor Detection and Mitigation: A Causality-Based Approach,” in Proceedings of
the 33rd USENIX Security Symposium, Philadelphia, PA, August 14-16, 2024.; Marta | Garrido et al., “Bayesian Mapping Reveals
That Attention Boosts Neural Responses to Predicted and Unpredicted Stimuli,” Cerebral Cortex 28, no. 5 (2018): 1771-1782,
https://doi.org/10.1093/cercor/bhx087.

20 Nicholas R. Simmons-Stern, Andrew E. Budson, and Brandon A. Ally, “Music as a Memory Enhancer in Patients with Alzheimer’s
Disease,” Neuropsychologia 48, no. 10 (2010): 3164-3167, https://doi.org/10.1016/j.neuropsychologia.2010.04.033.

2 Huei-chuan Sung and Anne M Chang, “Use of Preferred Music to Decrease Agitated Behaviours in Older People with Dementia:

A Review of the Literature,” Journal of Clinical Nursing 14, no. 9 (2005): 1133-1140, https://doi.org/10.1111/).1365-2702.2005.01218 x.

22 Jane A. Brown and Gavin M. Bidelman, “Familiarity of Background Music Modulates the Cortical Tracking of Target Speech

at the ‘Cocktail Party,”” Brain Sciences 12, no. 10 (2022): 1320, https://doi.org/10.3390/brainsci12101320.
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therapy has emerged as a promising non-pharmacological intervention, potentially ameliorating
cognitive function, enhancing emotional well-being, and managing behavioral symptoms in
AD patients. Recent studies demonstrate notable improvements in cognitive and behavioral
symptoms with music therapy, particularly when personalized through tailored playlist curation
and therapeutic singing sessions. Nonetheless, the unclear mechanisms of action, small sample
sizes, and absence of control groups in these studies necessitate larger, more rigorous research
endeavors. Insights into AD's multifaceted nature underscore the importance of personalized
interventions, with mechanisms underlying music therapy's efficacy involving neural plasticity,
memory retrieval, and emotional regulation. By integrating music therapy into daily routines,
caregivers can augment the quality of life and well-being of AD patients, fostering meaningful
connections and optimizing therapeutic outcomes. Embracing this holistic approach not only
attends to the individual needs of patients but also lays the foundation for more comprehensive

and empathetic care strategies.

Bibliography

Abdul, Qudeer Ahmed, Byung Pal Yu, Hae Young Chung, Hyun Ah Jung, and Jae Sue Choi.
“Epigenetic Modifications of Gene Expression by Lifestyle and Environment.” Archives
of Pharmacal Research 40, no. 11 (2017): 1219-1237. https://doi.org/10.1007/512272-
017-0973-3.

Abubakar, Murtala Bello, Kamaldeen Olalekan Sanusi, Azizah Ugusman, Wael Mohamed,
Hazig Kamal, Nurul Husna lbrahim, Ching Soong Khoo, and Jaya Kumar. “Alzheimer’s
Disease: An Update and Insights into Pathophysiology.” Frontiers in Aging Neuroscience
14 (2022): 742408. https://doi.org/10.3389/fnagi.2022.742408.

Baker, Felicity A, Young-Eun C Lee, Tanara Vieira Sousa, Phoebe A Stretton-Smith, Jeanette
Tamplin, Vigdis Sveinsdottir, Monika Geretsegger, Jo Dugstad Wake, J6rg Assmus, and
Christian Gold. “Clinical Effectiveness of Music Interventions for Dementia and
Depression in Elderly Care (MIDDEL): Australian Cohort of an International Pragmatic
Cluster-randomised Controlled Trial.” The Lancet Healthy Longevity 3, no. 3 (2022):
e153-e165. https://doi.org/10.1016/52666-7568(22)00027-7.

Baker, Felicity Anne, Vanessa Pac Soo, Jodie Bloska, Laura Blauth, Anna A. Bukowska, Libby

Flynn, Ming Hung Hsu et al. “Home-based Family Caregiver-delivered Music and Reading



MAHIDOL MUSIC 194 VOL. 7 NO. 2
JOURNAL JULY - DECEMBER 2024

Interventions for People Living with Dementia (HOMESIDE trial): An International
Randomised Controlled Trial.” eClinicalMedicine 65 (2023): 102224. https://doi.org/
10.1016/j.eclinm.2023.102224.

Baroni Caramel, Vanusa M., Jenny T. van der Steen, Annemieke C. Vink, Sarah I. M. Janus, Jos
W. R. Twisk, Erik J. A. Scherder, and Sytse U. Zuidema. “The Effects of Individual Music
Therapy in Nursing Home Residents with Dementia to Improve General Well-being:
Study Protocol of a Randomized Controlled Trial.” BMC Geriatrics 24 (2024): 290.
https://doi.org/10.1186/512877-024-04863-z.

Bleibel, Malak, Ali El Cheikh, Najwane Said Sadier, and Linda Abou-Abbas. “The Effect of Music
Therapy on Cognitive Functions in Patients with Alzheimer’s Disease: A Systematic Review
of Randomized Controlled Trials.” Alzheimer’s Research & Therapy 15 (2023): 65.
https://doi.org/10.1186/513195-023-01214-9.

Brown, Jane A., and Gavin M. Bidelman. “Familiarity of Background Music Modulates the Cortical
Tracking of Target Speech at the ‘Cocktail Party.”” Brain Sciences 12, no. 10 (2022): 1320.
https://doi.org/10.3390/brainsci12101320.

Derks-Dijkman, Marije W., Rebecca S. Schaefer, and Roy P. C. Kessels. “Musical Mnemonics
in Cognitively Unimpaired Individuals and Individuals with Alzheimer’s Dementia:

A Systematic Review.” Neuropsychology Review 34, no. 2 (2024): 455-477.
https://doi.org/10.1007/511065-023-09585-4.

Garrido, Marta |, Elise G Rowe, Veronika Halasz, and Jason B Mattingley. “Bayesian Mapping
Reveals That Attention Boosts Neural Responses to Predicted and Unpredicted Stimuli.”
Cerebral Cortex 28, no. 5 (2018): 1771-1782. https://doi.org/10.1093/cercor/bhx087.

Gomez Gallego, M., and J. Gbmez Garcia. “Musicoterapia En La Enfermedad de Alzheimer:
Efectos Cognitivos, Psicologicos Y Conductuales.” Neurologia 32, no. 5 (2017): 300-308.
https://doi.org/10.1016/j.nrl.2015.12.003.

Gomez-Gallego, Maria, Juan Candido Gomez-Gallego, Maria Gallego-Mellado, and Javier Garcia-
Garcia. “Comparative Efficacy of Active Group Music Intervention versus Group Music
Listening in Alzheimer’s Disease.” International Journal of Environmental Research
and Public Health 18, no. 15 (2021): 8067. https://doi.org/10.3390/ijerph18158067.

Hosseini, Seyede Atefe, Rezvan Mohammadi, Somaye Noruzi, Yousef Mohamadi, Mitra Azizian,
Seyed Mojta Mousavy, Faezeh Ghasemi et al. “Stem Cell- and Gene-Based Therapies
as Potential Candidates in Alzheimer’s Therapy.” Journal of Cellular Biochemistry 119,

no. 11 (2018): 8723-8736. https://doi.org/10.1002/jcb.27202.



MAHIDOL MUSIC 195 VOL. 7 NO. 2
JOURNAL JULY - DECEMBER 2024

Jiménez-Palomares, Maria, Elisa Maria Garrido-Ardila, Elena Chavez-Bravo, Silvia Teresa Torres-
Piles, Blanca Gonzalez-Sanchez, Maria Jesus Rodriguez-Mansilla, Alvaro De Toro-Garcia,
and Juan Rodriguez-Mansilla. “Benefits of Music Therapy in the Cognitive Impairments
of Alzheimer’s-Type Dementia: A Systematic Review.” Journal of Clinical Medicine 13,
no. 7 (2024): 2042. https://doi.org/10.3390/jcm13072042.

Kumar, Anil, Jaskirat Sidhu, Forshing Lui, and Jack W. Tsao. Alzheimer Disease. Treasure Island,
FL: StatPearls Publishing, 2022. https://www.ncbi.nlm.nih.cov/books/NBK499922/.

Matziorinis, Anna Maria, and Stefan Koelsch. “The Promise of Music Therapy for Alzheimer’s
Disease: A Review.” Annals of the New York Academy of Sciences 1516, no. 1 (2022):
11-17. https://doi.org/10.1111/nyas.14864.

Migliore, Lucia, and Fabio Coppede. “Gene-Environment Interactions in Alzheimer Disease: The
Emerging Role of Epigenetics.” Nature Reviews Neurology 18, no. 11 (2022): 643-660.
https://doi.org/10.1038/541582-022-00714-w.

Popa, Laura-Cristina, Mihnea Costin Manea, Diana Velcea, lon Salapa, Mirela Manea, and Adela
Magdalena Ciobanu. “Impact of Alzheimer’s Dementia on Caregivers and Quality
Improvement through Art and Music Therapy.” Healthcare 9, no. 6 (2021): 698.
https://doi.org/10.3390/healthcare9060698.

Rajah Kumaran, Kesevan, Suleiman Yunusa, Enoch Perimal, Habibah Wahab, Christian P. Mdller,
and Zurina Hassan. “Insights into the Pathophysiology of Alzheimer’s Disease and Potential
Therapeutic Targets: A Current Perspective.” Journal of Alzheimer’s Disease 91, no. 2
(2023): 507-530. https://doi.org/10.3233/jad-220666.

Ratovohery, Stéphie, Alexia Baudouin, Juliette Palisson, Didier Maillet, Olivier Bailon, Catherine
Belin, and Pauline Narme. “Music as a Mnemonic Strategy to Mitigate Verbal Episodic
Memory in Alzheimer’s Disease: Does Musical Valence Matter?” Journal of Clinical and
Experimental Neuropsychology 41, no. 10 (2019): 1060-1073. https://doi.org/10.1080/
13803395.2019.1650897.

Simmons-Stern, Nicholas R., Andrew E. Budson, and Brandon A. Ally. “Music as a Memory
Enhancer in Patients with Alzheimer’s Disease.” Neuropsychologia 48, no. 10 (2010):
3164-3167. https://doi.org/10.1016/j.neuropsychologia.2010.04.033.

Sun, Bing, Jun Sun, Wayne Koh, and Jie Shi. “Neural Network Semantic Backdoor Detection and
Mitigation: A Causality-Based Approach.” In Proceedings of the 33rd USENIX Security
Symposium, Philadelphia, PA, August 14-16, 2024.



MAHIDOL MUSIC 196 VOL. 7 NO. 2
JOURNAL JULY - DECEMBER 2024

Sung, Huei-chuan, and Anne M Chang. “Use of Preferred Music to Decrease Agitated Behaviours
in Older People with Dementia: A Review of the Literature.” Journal of Clinical Nursing
14, no. 9 (2005): 1133-1140. https://doi.org/10.1111/j.1365-2702.2005.01218 .

Ting, Berne, Daniel Tzu-Li Chen, Wei-Ti Hsu, Chia-Lin Tsai, Ikbal Andrian Malau, Sheau-Ling
Lee, and Li Jingling. “Multifaceted Music Therapy for Depression in Dementia: A Network
Meta-Analysis of Randomized Controlled Trials.” European Journal of Investigation in
Health, Psychology and Education 14, no. 2 (2024): 351-367. https://doi.org/10.3390/
ejihpe14020024.

Tiwari, Sneham, Venkata Atluri, Ajeet Kaushik, Adriana Yndart, and Madhavan Nair. “Alzheimer’s
Disease: Pathogenesis, Diagnostics, and Therapeutics.” International Journal of
Nanomedicine 14 (2019): 5541-5554. https://doi.org/10.2147/ijn.s200490.

Wang, Yao, Tianru Zheng, Yanhong Liao, Li Li, and Yun Zhang. “A Meta-analysis of The Effect
of Music Therapy on Alzheimer’s Disease.” International Journal of Clinical and

Experimental Medicine 13, no. 2 (2020): 317-329. IJCEM.



MAHIDOL MUSIC 197 VOL. 7 NO. 2
JOURNAL JULY - DECEMBER 2024

A PRACTICAL GUIDE FOR STUDYING BASSIST JOHN PATITUCCI'S
PERFORMANCE OF “LIKE SOMEONE IN LOVE”

Tanarat Chaichana’

susn Tyeyuy

Abstract

Jazz pedagogy has always been associated with learning by ear. In fact, it is common
for inexperienced jazz musicians to listen carefully to jazz masters and try to imitate them
before experimenting on their instruments. However, as jazz education gained popularity, this
approach spread beyond imitating previous performances on an instrument to transcribing
performances in traditional notation. Unlike other transcription research, which provides the
result through musical analysis, this study delivered three musical exercises— two-feels, walking
basslines, and solo - that can be used for additional practice to gain a greater practical understanding
of Patitucci's musical approach. By working on these bass exercises, jazz Bass players can
become more proficient in Patitucci’s performance methods.

The research method consists of three major strands: (1) transcribing the bass solo and
accompaniment lines of John Patitucci’s live performance of “Like Someone in Love,” (2) providing
a comprehensive musical analysis of Patitucci’s performance, and (3) create bass exercises drawn
from a musical analysis of John Patitucci’s performance. The researcher transcribed John
Patitucci and Chuck Loeb’s rendition of “Like Someone in Love” on ArtistWorks, a professional
online music learning platform. The bass transcription of this research consists of 162 bars
(5 choruses). As a result, the comprehensive musical analysis reveals several of Patitucci’s
musical techniques, such as the use of slide notes, the chromatic approach, the rootless
technique, and double-time during this performance. The research approach of this study can
be used by jazz performers and educators who wish to integrate musical knowledge drawn

from the transcription process into musical exercise.

Keywords: Transcription / Jazz Bass / Jazz Pedagogy / John Patitucci / Like Someone in Love
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Introduction

Since the early days, jazz has been studied, performed, and passed down orally from
generation to generation. Young jazz artists would listen to experienced musicians, whether
live or in recordings, to learn to perform and develop their musical language. Ella Fitzgerald,
for example, explicitly described her experiences: “| stole everything | ever heard, but mostly
| stole from the horns.”! Importantly, this sentence is not merely about stealing, but emphasizes
the oral tradition of studying jazz, underlining the importance of aural training as a crucial
process for every jazz musician.

When jazz education began to emerge during the 1940s and 1950s? the process of
acquiring jazz language still involved hearing, listening, and imitating what jazz masters
performed, to which was added the use of transcription, a method that requires players to
learn other jazz players' musical ideas by writing careful notations. This transcription process
became a longstanding method of studying jazz music and has been a backbone for jazz
education. As Jamey Aebersold, a prominent jazz educator, confirmed, “The jazz tradition has
been passed down by imitation, and you can benefit greatly by transcriptions.”?

Furthermore, as a university lecturer with significant experience teaching jazz in college
through the transcription method, the researcher can confirm the essential importance of this
process for jazz learners. Learning transcriptions can provide jazz musicians with other benefits,
including enhancing ear training skills, sharpening music notation skills, and improving specific
musical skills, as some transcriptions can be complex and challenging to perform. Prominent
jazz guitarist Pat Metheny further confirms the usefulness of transcription, noting that “especially
for beginning improvisers, transcription can be a very effective tool for ear training.”*

This research illustrates the application of jazz transcription, taking as its subject a
performance by John Patitucci, who is one of the most recognized jazz bassists of the present
day. The transcription used in this study includes John Patitucci’s entire performance, which
consists of a two-feel walking bassline and solo sections, to explore the music more

comprehensively. The composition selected for this bass transcription is the jazz standard

! Kaia Black, “Once a Diamond in the Rough, Lady Ella Reverberates and Shines,” accessed May 6, 2024, https://npg.si.edu/
blog/once-diamond-rough-lady-ella-reverberates-and-shines.

2 Alex Rodriguez, “A Brief History of Jazz Education, Pt. 1,” accessed May 3, 2024, https://www.npr.org/sections/ablogsupreme/
2012/10/26/163741653/a-brief-history-of-jazz-education-pt-1.

3 Jamey Aebersold, Jazz Handbook (New Albany, IN: Jamey Aebersold Jazz, 2000), 34.

% Pat Metheny, “Transcribing,” accessed May 15, 2024, https://www.patmetheny.com/ga/questionView.cfim?quelD=2366.
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“Like Someone in Love,” composed by James Van Heusen, as played by Patitucci in a live
performance duet with Chuck Loeb. In addition, the three musical exercises obtained from the
transcription process can be further utilized by any jazz bassist who has a significant interest

in John Patitucci’s performance style.

Literature review
The Application of Jazz Transcription

Acquiring a language and learning jazz improvisation are frequently correlated. Like
newborns who learn a language from those speaking around them, jazz musicians spend time
listening to jazz masters to develop their jazz language and improvisational materials. Later,
jazz musicians may adapt such musical information to their own needs and express it through
their own improvisation. Emphasizing this process, Walter Bishop Jr., an American jazz pianist,

says the following about jazz improvisation:

It all goes from imitation to assimilation to innovation. You move from
the imitation stage to the assimilation stage, when you take little bits
of things from different people and weld them into an identifiable

style-creating your own style.

David Liebman, a renowned jazz saxophonist and educator, has stressed the importance
of learning jazz language from jazz masters. In “The Complete Transcription Process,” Liebman
explicitly explains that “for jazz, the most valuable form of imitation is a direct master-
apprentice relationship in which the live model (master) demonstrates directly to the student,
demanding immediate and exact repetition until mastered before moving on.”®

Later, after the emergence of formal jazz training, the concept of learning jazz through
listening to music became more serious as it involved jazz students writing down the musical
ideas that they heard played by jazz masters. This transcription method is a frequent feature
of jazz improvisation courses. David Baker and Jamey Aebersold, two influential publishers of
university-level jazz educational materials, stressed the significance of these transcription methods.

For instance, in Jazz Pedagogy: A Comprehensive Method of Jazz Education for Teacher and

> Paul F. Berliner, Thinking in Jazz: The Infinite Art of Improvisation, Berliner (Chicago, IL: The University of Chicago Press, 1994), 120.
¢ David Liebman, “The Complete Transcription Process,” accessed April 23, 2024, http://davidliebman.com/home/ed_articles/

the-complete-transcription-process/.
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Student, Baker notes that “the reasons become clearer as we see how jazz musicians have
learned their art and profession in the past 50 years. Recordings were the first jazz textbook.””’
Jamey Abersold similarly underlines the importance of transcription: “Transcribing solos or
portions of solos off recordings is one of the best ways to find out what the professional is
doing to make things sound so good.”® Consequently, transcribing solos has become one of

the critical and best-known methods for learning to improvise jazz.

Biography of John Patitucci

Born in 1959 in Brooklyn, New York, John Patitucci started playing the electric bass at
ten and began composing and performing at twelve. Later, at fifteen, Patitucci started playing
the acoustic bass.” He then also enrolled in Long Beach State University and San Francisco
State University to study classical bass. Patitucci later embarked on his career as a studio
musician and a jazz bass player, working with a renowned artist at that time, such as B. B. King,
Bonnie Raitt, Chick Corea, Wayne Shorter, Herbie Hancock, Michael Brecker, George Benson,
Dizzy Gillespie, Paul Simon, Dave Grusin, Natalie Cole, and to name a few.!! Later, in 1986, he
recorded his six solo albums for GRP Records and became internationally recognized for his
multiple recordings with Chick Corea for the Elektric Band and the Akoustic Band.? Between
2002 and 2012, John Patitucci became involved in jazz college education, where he was
appointed as a professor of jazz studies at the City College of New York.'?

Patitucci has recorded numerous albums both as a solo artist and sideman. He is the winner
of three Grammy Awards, having been nominated for over fifteen albums.!* Over the past few
years, Patitucci has regularly performed with one of the legendary jazz quartets of this century, the
Wayne Shorter Quartet, along with Danilo Perez on piano and Brian Blade on drums. Patitucci’s
bassline goes beyond outline chord changes, and the sound of his basslines can be exciting and

complicated for the listener. Many bass players consider Patitucci’s approach to have contributed

" David Baker, David Baker's Jazz Pedagogy: A Comprehensive Method of Jazz Education for Teacher and Student (Van Nuys, CA:
Alfred Music, 1989), ii.

8 Jamey Aebersold, Jazz Handbook (New Albany, IN: Jamey Aebersold Jazz, 2000), 6.

° John Patitucci, “Biography,” accessed 29 March, 2024, https://www.johnpatitucci.com/bio.html.

10 Massimo Cavalli, “Double Bass and Electric Bass: The Case Study of John Patitucci” (PhD diss., The University of Evora, 2016), 188.
I Three Faces Management, “John Patitucci Biography 2023,” accessed April 17, 2024, https://www.johnpatitucci.com/epk/
john_patitucci_long bio 2023.pdf.

12 Berklee College of Music, “John Patitucci,” accessed April 29, 2024, https://college.berklee.edu/people/john-patitucci.

1% The City College of New York, “History of the Jazz Program,” accessed April 27, 2024, https://jazz.ccnysites.cuny.edu/history/.

14 Yamaha Corporation, “John Patitucci,” accessed May 1, 2024, https://th.yamaha.com/en/artists/j/john-patitucci_yq.html.
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significantly to the present-day development of walking basslines.” Additionally, unlike other
jazz double bass players, his bass solo technique can be melodic and provide an obvious musical

statement to the audience. Later, Patitucci shared his thoughts on the idea behind a bass solo:

A lot of bass players don’t know where to start when it comes to constructing
a great solo,” says John. “Even once they’ve learned their scales and they
know ‘the language,” rhythmically or harmonically - there’s no statement,

no answer - there’s nothing to take the audience along with them.

Bass Method Book

Among numerous jazz bass manuscripts, the researcher selected John Goldsby’s The
Jazz Bass Book: Technique and Tradition®' for this study. Renowned jazz bassist John Goldsby
provided a thorough examination of the history, background, and characters of the style of
jazz bass performances. As a result, jazz bassists received competent guidance on jazz bass
technique, practice strategies, and artistic perspectives on jazz's philosophical and theoretical
aspects that may heighten and navigate jazz bass analysis. In addition, Rufus Reid’s The Evolving

Bassist'®

is a further resource for investigating the research methods employed for jazz bass
analysis. Besides being a well-known jazz bassist, Rufus Reid is acknowledged as a leading jazz
bass educator. In this book, Reid demonstrated multiple bass transcriptions of his solo, which
jazz bassists can utilize to comprehend the concept of jazz bass improvisation. Afterward, the
author included a few musical exercises that can be used as a template for developing bass

exercises for efficient practice methods.

Objectives
This study has three main objectives:
1. To transcribe the bass solo and accompaniment lines of John Patitucci’s live

performance with guitarist Chuck Loeb in “Like Someone in Love”

15 Bass Musician, “John Patitucci Walking Bass,” accessed May 2, 2024, https://bassmusicianmagazine.com/2023/10/john-
patitucci-walking-bass/.

16 Scott’s Bass Lessons, “The Soloing Concepts of John Patitucci,” accessed April 30, 2024, https://scottsbasslessons.com/
courses/the-soloing-concepts-of-john-patitucci.

7 John Goldsby, Jazz Bowing Techniques for the Improvising Bassist (Los Angeles: Alfred Music, 1990).

18 Rufus Reid, The Evolving Bassist: A Comprehensive Method in Developing a Total Musical Concept for the Aspiring Jazz

Bass Player (Teaneck, NJ: Myriad, 2004).



MAHIDOL MUSIC 202 VOL. 7 NO. 2
JOURNAL JULY - DECEMBER 2024

2. To provide a comprehensive musical analysis of John Patitucci’s two-feel, walking
basslines, and bass solo;
3. To create bass exercises based on a musical analysis of John Patitucci’s performance,

which constitute the musical exercises of this research.

Methods
The research took place in three distinct phases:
1. The transcription process that provided insight into John Patitucci's bass practice
2. The musical analysis process that investigated Patitucci’s performance in greater detail

3. The creation of bass exercises

Transcription Process

“Like Someone in Love” is a well-known composition from the Great American
Songbook that is widely performed as part of the jazz standards repertoire. Composed by
Jimmy Van Heusen in 1944, it was made famous in renditions by Frank Sinatra, Etta James, and
Ella Fitzgerald.'® John Patitucci and Chuck Loeb’s rendition of “Like Someone in Love” retains
the original song form in A and B, 32 bars for one chorus. The total length of this performance
is five minutes and forty-eight seconds.?’

The researcher transcribed John Patitucci’s entire bass performance (162 bars; 5 choruses)
to demonstrate a practical transcription process. The bass transcription also covers three main
bass performance sections: including the two-feel, the walking bassline, and the bass solo. The
bass performance was mainly transcribed using an upright bass and produced with the help of
Anthem Score, which allows the user to slow down the video recording of the performance
and accurately specify certain pitches using its “piano roll” function. The notes were then
input into Sibelius notation software, making it possible to verify the accuracy of the bass
transcription. The transcription of 162 bars of bass took approximately 32 hours. Please scan
the QR code to download the bass transcription of John Patitucci's performance of “Like

Someone in Love.”

19 Jazz Standards, “Like Someone in Love (1944),” accessed May 10, 2024, https://www.jazzstandards.com/compositions-1/
likesomeoneinlove.htm#google vignette.
20 To see John Patitucci and Chuck Loeb’s rendition of ‘Like Someone in Love,” see the ArtistWorks, “Chuck Loeb & John

Patitucci: ‘Like Someone In Love’,” YouTube video, 6:25, August 4, 2017, https://www.youtube.com/watch?v=UidsEvPz7e8.
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Figure 1 QR code the bass transcription of “Like Someone in Love”

Source: by author

Musical Analysis

The analysis in this study will focus on sixty-four bars of the bass accompaniment lines,
including the two-feel and walking bassline section, and thirty-two bars of Patitucci's solo, in
an effort to prevent the repetition of musical explanations. The musical vocabulary utilized in
this analysis can also be found in common jazz bass method books, such as John Goldsby’s
The Jazz Bass Book: Technique and Tradition or Rufus Reid’s The Evolving Bassist. The musical
knowledge obtained from these three analyses is subsequently applied in the creation of the

musical exercises.

Creating the Bass Exercises

The musical exercises were created on the basis of musical knowledge obtained
through the transcription process. These musical exercises consist of three different parts. The
first musical exercise can be utilized for a two-feel section, while the second might be applied
to a walking bass performance. The third exercise aims to strengthen the stylistic aspects and
characteristics of Patitucci's performance. In addition, to make these bass exercises more
practical, the musical elements created for that exercise are developed from the superficial

to the more sophisticated levels.

Analysis of John Patitucci's Performance in “Like Someone in Love”
Accompaniment Lines (Two-feel Basslines)

In the first four bars, John Patitucci begins his accompaniment lines with fewer musical
ideas to introduce the performance and accompany the melody played by Chuck Loeb’s guitar.
The opening relies primarily on a two-feel technique, in which the bass part performs mainly the
half-note pattern (mm. 2-3). The majority of the pitches in these basslines consist of the root notes
for each chord. In addition, slide notes to the E and the A in m. 4 were employed to emphasize

the bending sound frequently used in upright bass jazz performances (see Figure 2).
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Figure 2 John Patitucci’s two-feel bassline in mm. 1-4

Source: by author

Patitucci continues to construct more complex basslines in mm. 5-12, particularly the
rhythm patterns to accompany the melody. These complex rhythmic basslines mainly contain
syncopated beats in the upbeat of 2 and 4, eighth notes, and eighth note triplets. The use of
the chromatic approach to emphasize the characteristic jazz resonance can also be seen within
these basslines, particularly in the syncopated beats in the second beat of mm. 8 and 11 and
the fourth beat of m. 12. For the eighth note and eighth note triplet patterns, Patitucci also
stressed the dynamics by using the ghost note to create the attack and the sense of percussive
sound. In addition, the use of a rootless technique, in which the first beat of the walking bassline
is constructed on a scale tone other than the root of the chord, can also be discovered. For
example, the first beat of m. 7 is built on the pitch C (b6) of the E” chord and the first beat of
m. 12 pitch is built on C#, the third in the Amaj’ harmony.
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Figure 3 John Patitucci’s two-feel bassline in mm. 5-12

Source: by author

Also, mm. 13-16 illustrate similar bass techniques that Patitucci previously utilized.
These include the ghost note playing in the eighth note pattern, which is similar to m. 15 and
m. 16, and the sliding technique performed similarly to m. 4, as can be observed in pitch A in
m. 13. Furthermore, m. 16 shows the use of the chromatic method, which is evident in m. 8

and m. 11, from G# to G.
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Figure 4 John Patitucci’s two-feel bassline in mm. 13-16

Source: by author

Similar to the first half chorus (mm. 1-16), Patitucci begins his two-feel techniques with
a few musical ideas before developing more complex rhythms by using ghost notes to play in
the eighth notes context in the middle of this section (mm. 21-28). In addition, the chromatic
approach, often employed in the previous section, can also be seen in mm. 24, 25, and 27.
Interestingly, Patitucci also performed slide notes to express the bending sound in multiple
places, such as m. 19 and m. 29. Figure 5 displays the similar techniques employed by John

Patitucci in the second half of the first chorus (mm. 17-32).

cmaj7 E7/B Am?  Am’/G  Fim7bs)  F7(9) Em? A7(b9)
] 1 T—T m T T T 22—
) o = I i — I I | —
-~ | ) =i | IV . | P 1 1 i-—‘H
Z by o
17 18 19 20
Dm? F#m7 Em7 Gm7 Cc7
> o
— # # g #P‘ . — | l [~
e o e
| 1 1 6 | | S— 1 1 1
2 = = 22 23 - 24
Fmaj7 Bm? E7 Amaj7 Eb°
A—
| I h Ul INY 1 o 7 > 4 | 1 1 X 1
7 1 | ¢ S N | =1 u 1 Ii I'l 1 n {[P % | v——| l_} F } 1
25 3 2 Ny roog=— —
Em’ A7(b9) Dm? G7 cs Dm? G’
%f' - | F s [ S i — o "
1| | . 1 le 1 1 | VA VA 1]
1 q-dl- (74 Ii 1 1 G’[' ld 1
29 30 31 P 7

Figure 5 John Patitucci’s two-feel bassline in mm. 17-32.

Source: by author

Accompaniment Lines (Walking basslines)

During the second chorus of this performance, Patitucci begins using walking basslines to
convey his improvisational ideas. These walking bassline techniques of Patitucci fundamentally
consist of four quarter notes, where embellishments, such as ghost notes and eighth-note triplets,
can be discovered in multiple places. Starting in mm. 33-36, Patitucci began building walking basslines
by mainly using root and fifth notes in each chord. These root notes and fifth notes include the C note

in the Cmaj7 chord, the E and B notes in the E7/B chord, the A note in the Am7 chord, the G note
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in the Am7/G chord, the F# note and the Fém7b5 chord and the E and B notes in the Em7 chord.
In addition, the use of a chromatic approach similar to the two-feel section can also be found in

m. 35, in which the note F can be utilized as a chromatic note to the Em7 chord in m. 36 (see Figure 6).
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Figure 6 Patitucci’s walking basslines in mm. 33-36

Source: by author

Later on, Patitucci continued to build the walking basslines using scales in mm. 38-39
and mm. 43-45. These scales include F# natural minor in F¥m7, E natural minor in E-7, A major
scale in Amaj7, and A natural minor in Am7. In addition, Patitucci uses modes to construct these
basslines. For example, Dorian mode can be used in some of the minor 7 chords in this section.
These include using D Dorian in m. 37, which contains the B note, and applying G Dorian in
m. 40, which consists of the E note. In addition, Patitucci applied harmonic sounds to the walking
basslines in this section to create a distinct resonance compared to regular four-beat in quarter

notes. These harmonic notes were played in the G note in m. 43, and the B note in m. 48 (see

Figure 7).
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Figure 7 Patitucci’s walking basslines in mm. 37-48

Source: by author

Like the two previous techniques employed from mm. 33-48, Patitucci uses a combination
of root, fifth, and scales to build the walking basslines in the section. For instance, in mm. 49,

52, and 54, Patitucci played notes root and fifth of these chords to create the walking basslines.
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Likewise, in mm. 50, 53, and 55, Patitucci constructs the walking bassline by employing scales
of these chords. However, a critical aspect of Patitucci’s walking basslines from the beginning
of the second chorus until this section uses eighth-note rhythm and ghost notes to create a
syncopated and percussive feeling. These particular rhythms can be experienced in mm. 50,

51, 54, and 56 (see Figure 8).
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Figure 8 Patitucci’s walking basslines in mm. 49-56

Source: by author

As mentioned earlier in the two-feel basslines section, employing the chromatic approach
can emphasize the character of chromaticism, which is widely found in jazz music. As a result,
Patitucci’s walking bassline in “Like Someone in Love” includes this technique in many places.
These include the chromatic approach from the pitch Bb to B natural in mm. 58, the pitches
D to Eb in mm. 59-60, and the pitches C# to D in mm. 63-64. Patitucci played the eighth notes
triplet multiple times to create more interesting rhythmic ideas during the walking bass section.
For example, these eighth notes triplet can be discovered in mm. 58 and 62, of which the use
of chromatic and scale were employed to construct these basslines. Similar to the two-feel
basslines, Patitucci employed the slide note techniques to express the bending sound commonly
used in other African American musical practices, such as blues music. These sliding techniques

can be seen in mm. 62 in the notes of A and G. (See Figure 9).

Figure 9 Patitucci’s walking basslines in mm. 57-64

Source: by author
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John Patitucci's Bass Solo

The solo section of Patitucci’s performance in “Like Someone in Love” started in m. 98.
At the beginning of his solo section, Patitucci played fewer musical ideas and focused on
call-and-response, which are significant elements in jazz performance. The structures of these
call-and-response techniques are based on the use of scales and modes over each chord.
For example, Patitucci favorably uses the Dorian mode to solo over minor 7 chords, which
can be seen in m. 102, where D Dorian was employed, and in m. 103, where F# Dorian was
engaged. Interestingly, Patitucci also applied several tension notes to construct these call-
response lines at the strong beats in multiple places. These tension notes include the 9, 11,
and 13— for example, the 9" note in m. 109 and m. 111, the 11" in mm. 102, 105, and
m. 110, and the 13" in m. 105. In addition, Patitucci stresses these call response lines by playing
in a high register, which is challenging for a jazz double bass player to perform these notes in

a thumb position. These high notes are demonstrated in mm. 102, 103, 104, and mm. 106-109

in Figure 10.
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Figure 10 John Patitucci’s bass solo in mm. 98-111

Source: by author

Employing a double-time feel is one of the interesting musical techniques utilized
by John Patitucci in the solo section. To produce complex musical ideas in contrast to the

call-and-response technique in the previous section, Patitucci employed double-time
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feels in multiple places, such as in mm. 112, 113, and m. 119, which also played in the high
register. These double-time feels were again constructed by scales and modes, for example,
the D Dorian mode in m. 112 and F# natural minor in m. 113. In addition, the chromatic
approach was also used to emphasize the sound of chromaticism, which is commonly
heard in jazz improvisation. These chromatic notes are used in several places, including

m. 113 and m. 118.
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Figure 11 John Patitucci’s bass solo in mm. 112-119

Source: by author

Later on, mm. 120-121 will encounter the application of a double-time approach.
Patitucci built the melodic lines for these double-time melodies using a variety of intervallic
techniques. These intervals, which can be seen in Figure 12 from the first beat of m. 120 to
the first beat of m. 121, consist of major and minor seventh, perfect fifth, perfect fourth, major
second, and third. They continuously build up in intervallic patterns. In addition, Patitucci also
favorably uses the tension notes to start his solo melodic lines, for example, using the 9™ note

1™ to start his solo line in m. 128, and

at the beginning of the soloing in m. 124, employing the #1
applying the 11" into the first note of the solo pattern in m. 129. Interestingly, Patitucci’s solo
passage also references eighth-note triplet rhythms. Hence, these eighth-note triplet rhythms
in mm. 124, 126, 127, 128, and 129 were able to create the contrast of rhythmic pattern ideas
against the sixteen-note patterns employed in a double-time technique and the regular eighth

notes pattern.
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Figure 12 John Patitucci’s bass solo in mm. 120-129

Source: by author

The Bass Exercises

The musical exercises generated by using the knowledge obtained from John
Patitucci's transcription and serving the musical exercises of this research are comprised of
three separate sections: (1) the Two-feel bass exercise, (2) the Walking bass exercise, and
(3) the three Bass solo exercises started from a simple musical idea to the difficult ones.
These exercises can be employed by any bass player who is interested in John Patitucci’s

performance bass style.

The Two-feel Bass Exercise

As described earlier in the musical analysis section, John Patitucci often performed
specific musical techniques during the melody part of the “Like Someone in Love”
performance. In addition, the researcher produced one bass exercise for the particular
section to help jazz bass players imitate Patitucci's performances and become fluent in
Patitucci’s two-feel languages. The two-feel bass exercises are divided into four categories:
(1) the application of slide notes in mm. 1-8, (2) the employment of ghost notes in eighth-
note patterns in mm. 9-16, (3) the use of triplet notes in mm. 17-21, and (4) the application

of chromatic approaches mm. 19-29 (see Figure 13).
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Figure 13 The Two-feel Bass Exercise

(The application of Patitucci’s two-feel languages)

Source: by author

The Walking Bass Exercise

The results of Patitucci’s bass transcription reveal that his walking bassline was mainly
constructed by using four specific musical techniques, including (1) the utilization of a chromatic
approach often found in second and fourth beats, (2) the application of Dorian mode to build
the bassline in the min7 chord, (3) the employment of harmonic notes often in pitch G, and

(4) the use of rhythmic embellishment consists of eighth note that played by using ghost note
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and the eighth note triplet. As a result, the research created the walking bassline exercise to help

jazz bass players understand Patitucci's bassline techniques in a practicing condition (see Figure 14).
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Figure 14 The Walking Bass Exercise

(The utilization of Patitucci's bassline techniques in a practicing condition)

Source: by author

The Bass Solo Exercises

Unlike the two-feel and walking bassline exercises, the researcher has composed jazz
licks containing John Patitucci’s improvisation musical language. These licks developed the
musical phrases that Patitucci performed during his solo. In addition, they can be applied to

jazz bassists when soloing in “Like Someone in Love,” which is also one of the well-known
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compositions in jazz standard repertoire. For instance, Patitucci executed a challenging bassline
in a double-time context throughout mm. 112-113 and mm. 120-121 for the bass transcription,
which is fascinating to study. As a result, as shown in Figure 15, the researcher started to explore
such musical concepts and eventually composed original bass solo licks that could potentially

be used with various chord changes.

Figure 15 The Bass Solo Exercise 1

(The application of jazz licks containing John Patitucci’s improvisation musical language)

Source: by author

Another striking musical technique indicated during Patitucci’s bass solo is the use of
tension in the strong accent beat to emphasize the sense of contemporary jazz performance
style. As described earlier, Patitucci often used the 9", 11" and 13™ to construct the melodic
lines for his bass solo in multiple places. Therefore, to imitate such a solo manner, the
researcher provided the two solo jazz licks that can be utilized in the first and the final four
bars of “Like Someone in Love.” In addition, these two solo jazz licks can be utilized to

develop or conclude a musical statement during a solo section (see Figure 16).

cmaj7 E7/B Am7 Am7/G Fim7(b5)  F7 Em7  A7(b9)

Figure 16 The Bass Exercise 2

(The illustration of two solo jazz licks incorporates tension notes in the strong accent beat)

Source: by author
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The final bass solo strategy used in this research demonstrated complicated rhythmic
concepts that were obtained from the performance analysis of John Patitucci. As illustrated in
mm.124, 126, 127, 128, and 129 in Figure 12, the eighth triplet notes used during Patitucci’s
bass solo are prominent. As a consequence, the researcher offered two musical exercises that
can be applied by any jazz bassist to strengthen the rhythmic ideas similar to those in
Patitucci's solo. As displayed in Figure 17, this bass exercise consists of the eighth triplet notes
as the primary rhythmic ideas in melodic phrases that suit bass solos. Later on, jazz bassists
may apply these rhythmic patterns for practicing and then employ them to solo in “Like
Someone in Love.” As a result, this bass exercise will help jazz bass players develop a musical

vocabulary that resembles John Patitucci's performances.

Em7 Dm? ce Dm? G7 o
Fr A I E o Arr p e T
. ¢ ¥ d I{, o | A N A — — r 1 H

9 3 -3 3 L3_IL3_11_3U_1 3

Figure 17 The Bass Exercise 3
(The employment of John Patitucci’s complicated rhythmic concepts)

Source: by author

Conclusion

The research has revealed two significant results. Firstly, the analysis of Patitucci’s
performance of “Like Someone in Love” has shown the use of slide notes, ghost notes, the
chromatic approach, the Dorian mode, the rootless technique, and eighth-note triplets, which
are prominent during the two-feel and walking basslines section. In addition, John Patitucci
constructs his melodic lines in the solo section by using tension notes such as the 9™, 11t
and 13" on the strong beat. The use of a double-time feel to create a complicated musical
idea is another of the characteristic techniques in Patitucci’s solo. These double times can be
constructed by using both scales and intervals. In addition, slide and harmonic notes,
combined with eighth-note triplet patterns, are used in multiple places during Patitucci’s solo.

For those interested in the style Patitucci employs in “Like Someone in Love,” these

three bass exercises — two-feels, walking basslines, and solo — can be used for additional practice
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to gain a greater practical understanding of Patitucci's musical approach. By working on these
bass exercises, players can become more proficient in Patitucci’s performance methods. Finally,
the researcher hopes this research approach can be applied to jazz performers and educators

who wish to integrate musical knowledge from a transcription process into a musical exercise.
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Abstract

Creative works in music, sprung from the idea of cross-cultural integration, usually herald
musical novelty, ensuing significant commercial potential. The idea is that distinctive cultural
regions of Thailand, including the northern, central, north-eastern, and southern areas, are
open subjects for creativity. This article aims to explicate the creation of musical arrangements
of four regional folksongs—involving Ruesiloungtam, Lakuduwo, No-nay, and Laiponglang—
for guitar duet, on which the classical guitar is focused. The ideas gathered were collected
from the interviews of four experts, aiming to initialise the creative thoughts for guitar
arrangements. Then, the interviews were transcribed into texts using VB-CABLE Virtual Audio
Device software before their being subsequently analysed, benefitting the work. Ruesiloungtam
was arranged in the classical guitar style by using the contrapuntal technique. Lakuduwo was
distinguished by adding a variety of sophisticated rhythmic bass lines to imitate the syncopated
patterns of southern drums. Moving further to the variations, the duet comes to an incessant
fight against each other and finally resolves in pleasant harmony. No-nay, despite its simple
melody, was musically designed to implement complex arpeggiation techniques, akin to those
in the classical period, to support the melody. Finally, Laiponglang involves the new melodic
composition that imitates the sounds of the Pin Isaan and the Khaen, in effect, to imbue listeners

with an engaging experience of /saan folk music through the art of the classical guitar.

Keywords: Classical Guitar / Thai Folk Music / Guitar Duet / Classical Guitar Composition
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Example 1 Introduction as modal interchange (mm. 1-6)

Source: by author

20 Tat AmaroNU, “24 Thai Regional Folk songs for Guitar Duet,” YouTube Playlist, 24 videos, September 19, 2024,
https://www.youtube.com/playlist?list=PLYY127uWeEJb8DO70ZK8IASSXhNHXJ3MH.
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ya o

AIdennuaiusnasqBnasnisiewinaestu Fenaldindumaidaiiunswaiglunis
UszauUseamdriuiumnacing 3ntdulsdenyussuuiiuaiesdl 27-30 luaiunisindouiivesnasa
D, D7/C, G/B, Am, G, E/G#, A, A7 uaz D/F# (Example 2)
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4
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or lq.r. l-r- ? @ %’i lkir T ‘P

B

6 SN

Example 2 Melodic embellishment and harmonisation (mm. 27-31)

Source: by author

Va v o

weedl 16-18 §I3uiviueandnainiesdl 1-4 (3urenan) wldiluingivlunmsSeuies

9
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Win F 15uuaz G ilundnbinuidesUszaiuluresa D7 uae G (g3uawdew) dwalmindudes
Uszanuuuulnwalnd 3 wwi (Example 3)

Example 3 Counterpoint with hidden bass part (mm. 16-18)

Source: by author
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Example 4 Fragmentation technique and sequence (mm. 37-43)

Source: by author
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Example 5 Supporting parts with electric guitar arrangement (mm. 27-33)

Source: by author
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) 2| 0
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Example 6 Rapid electric guitar solo as a fill-in (mm. 49-54)

Source: by author
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% To Coda D.S. al Coda

A B C A Variation | B Variation | C Variation A Coda

Wl 1-8 | Woei 9-24 | veadl 25-00 | vesdi a1-a8 | Tosh 49-64 | vesdl 65-80 | vesdi 81-90 | vesdi 91-98

Example 7 Formal structure

Source: by author

AIdenudtvihueanasiuiiunalaidawagiieviuesaynauiy edeuniudmnedn
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Example 8 Walking bass line as a melodic percussion (mm. 1-8)

Source: by author
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YouUILUATazATLEYS (Chromatic approach) (3Unas) Bsasraauiuiumnas Tuvaezifeaiu

<3N ] a LY [ 1% 1 Y
Adunmsgdanisnaunauaunsng Tuanluvusunasnalalaesg1sasia (Example 9)

. 1 To coda ¢
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7 7 5 5 Lt we 7

Example 9 Chord accompaniment and walk bass with chromatic approach (mm. 34-40)

Source: by author

S YU EaRRNSAANER NN AR LA UL UINENAMS I AT nswUsvinuedluvieu B T

Adedndusasfinnsananlininiuuiivie fmuingnseusediiimaianisauwnsansnialion
a v =
eE R

UnNMI3

Aunisiiedlileduvesillala Uaniildl (Niccold Paganini) nieguuuuiniiglsludagiu®

e X

]

snaulaluanmnuninuuunsomnulanau wedeniazssuLssakulNnsAanadnlrusedu

il tnensldmadianssaeaesanonsedunnuyimenudviasdl 48 uadrdudaainnisnediu
| P ¢ & a v s & a Y v a v o

SEMINNANNSN9@99RAN18915:ULaABSA D NaIUN197U FaLiloN9io99l 49-51 5AUNTUNIADILU?

glpgudeandneiurieun 3 Welulgwmvungiay 14 (Moonlight Sonata) vasgain Wy wulsiwu
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Aanvesnsiauaing 8151Uala wazdinduanamenusl (Example 10)

B Variation

Electric Guitar

Classical Guitar

Example 10 Harmonic intensification of the two guitars (mm. 48-51)

Source: by author
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Electric Guitar

Classical Guitar

Example 11 Melodic intensification of the two guitars (mm. 52-56)

Source: by author

luviouau gseusesinsliihuwuAniadenusuviusmanvasnasuiaugsiuioy

[ PPN I

nauadsaduguuiu G uiesiivsuenfinisasauinasuuissuitendaniiianisdegiuly

v v

negwadesluues Welundan 3 vesnguadosnataliu B luwesa didedadonsunuunaiiouises

' '
A U =

Ingldnasaaduivaatneineg Wedsbiliumuaynauiutazanuiisnvesunimasdaduusngnisel
-'-NI v [ | o PN LY 2/ [ & o = A o v Y
nasetuiureunusiusigaulinateiluaiuanlanvinussiaznisussanudeanvinligils

DUINTLVIUINNIALTINEVRINAIAAIEEN (Example 12)

Electric Guitar

Classical Guitar

Example 12 The change of an accompaniment part to announce a happy ending (mm. 101-106)

Source: by author
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3. wwasluu

wadludumasiiudiunianandddmsuiodinouiuseninmnendgs viueanadum
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(Example 13)

Example 13 Thematic repetition (mm. 1-8)

Source: by author

weadl 9-13 Wuvhuedluiues B HaldwmzuasnisUszanudssiiseudie {ideanslasadng
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18 19 l 20 = 21 l 22 . -0 _
7 Yy e
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Y e ——— I o I 3 1

Example 14 Melodic variation in Theme B (mm. 18-22)

Source: by author
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el 23 fimsidsunguadsadu A wiees lnediasihuesmdnvonnasly (Example 15)
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nwgUfuRvesussaeimfiuReIiuulseRusiowiuaveuinls Quieull (Mauro Giuliani)

$ed

Example 15 Broken chord accompaniment (mm. 23-26)

Source: by author
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uylmAnAudUaY (Example 16)
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Example 16 Palm mute staccato technique to support the classical guitar part (mm. 21-24)

Source: by author

4. waeanglueans
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uilaafouinsulula (Double stop tremolo) Ansaneidug 4 deudusiiada (Example 17)
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Example 17 Newly-created Isaan like melody in double stop tremolo (mm. 1-8)

Source: by author
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Example 18 Melodic variation in Brazilian jazz style (mm.33-37)

Source: by author
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Classical Guitar

Fingerstyle Guitar

Example 19 Playing the intervalic background to support the melody (mm. 22-25)

Source: by author
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Example 20 The two guitars play syncopated melody in homorhythm (mm. 36-38)

Source: by author
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PIANO PEDAGOGY FOR OLDER ADULTS:
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Abstract

This article aims to present concepts and methodologies for piano instruction tailored
to older adults, considering the importance of music education on their physical and mental
well-being, as well as the challenges and opportunities in the learning process. The article
compiles and analyzes research findings on the benefits of piano learning for older adults,
including cognitive development, quality of life enhancement, and promotion of social interactions.
Furthermore, the article proposes appropriate teaching approaches for older adults, considering
their physical limitations and specific needs. The article discusses technologies that support

learning and suggests strategies for developing effective piano teaching methods for older
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adults. The author hopes this article will benefit music instructors, academics, and those
interested in applying these methods and approaches to promote learning among older adults

through music.

Keywords: Piano Teaching / Older Adults / Skill Development / Teaching Technology / Elderly
Well-being
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PIANO TRIO NO. 2 FOR VIOLIN, CELLO, AND PIANO
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Abstract

The composition Piano Trio No. 2, written for violin, cello, and piano, has a duration of
approximately 7 minutes and 30 seconds. It employs the twelve-tone row technique based on
the principles of twelve-tone music. The twelve-tone row is constructed from the trichord
C, C#, E [0, 1, 4], which forms the prime set (014) and is transformed through inversion, retrograde,
and retrograde-inversion to create the tone row P-0 in theform: 014985632 7 TE.

Additionally, the composition incorporates structures of major and minor triads, as well as
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4th and 5th relationships, within the tone row. The compositional techniques include overlapping
1-2 pitch classes between consecutive tone rows and hexachordal combinatorial relationships.
However, the composer deviates from traditional atonal music by frequently utilizing pitch-class
repetitions, pedal notes, and repeated pitch-class sets in the manner of an ostinato to establish
a sense of tonal center. Thus, this composition represents a blend of the twelve-tone row

technique and neo-tonal music.

Keywords: Trio / Violin / Cello / Piano / Twelve-Tone Row
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! Natchar Pancharoen, Dictionary of Music, 5th ed. (Bangkok: KateCarat, 2021), 59. (in Thai)
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2 Robert P. Morgan, Twentieth-Century Music (New York: W.W. Norton & Company, 1991), 74-75.
% Roger Kamien, Music: An Appreciation, 10th ed. (New York: McGraw-Hill, 2011), 368.
% Narongrit Dhamabutra, “Jabalaya” (Research Report, Chulalongkorn University, 2011), V. (in Thai)
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Triads) W3sgninengulilmmantiy

P-0 P5 P5

H to fa

P A b Yy T T 7 L. P 2= T I 1]
I A [ ] LY 1 1 1 P D - 1 By 12PN 1|
| FanY T S ) 7Y ' > L= T 1
o [& ] =~ 1]
)

| | [ |
Major Triad Minor Triad

Example 2 Major and Minor Triads, and Perfect Fifth

Source: by author

wenani wedanatusediudesniglunailin P-0 d1uTl 1-3-5 (C-E-Ab) / 2-4-6 (CH-AF) /
7-9-11 (F4-Dh-Bb) uaz 8-10-12 (D¥-G-BY) nunillassadramsousnvtnoonuuma (Augmented Triad)

wilsogLiuniy

7 fomssrTuneiungulinvnd dydnualild Hex.1 (3o H1) uaz Hex.2 (3o H2) lulldvunetisldn 6 dusnvielin 6 dndives
ugltiala 9 winnetanguliavndaingun 1 wasnaulidsmndingui 2 Jausasnguilinau@nnelunguuansieiu uazldnesdesiv

arunsiinneu-ndsvesdilinaiglungy
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3. A15190215R
nualtandn P-0 (Example 1) fussiusinaninnasiadumaaunilin 12 x 12 (Table 1)
FINAINNITASIMT 190 TR VTN USNwaERLAEN AN UFUNUSTURE19LNATAUDILLUANINLA

loun 1) wanldaiidnisiSead1iu (Orden) Yusgauidesdniunnds uag 2) uadldaniingulinndgiiu

wiliiiSesd1du Awialuil (g Table 1 Usznav)

1) undldnninsiseaaRuTUsEAUE I Uy nen

Px = RIx+11) L P-0

RI-(0+11) %38 RI-11

Wag  Rx = |(x+11) LU R-0 1(0+11) %38 I-11

[ ' I £%
R P Y v a o

AIUY 31NATALALLRNINTTEIEIRUTUSTAULEEIg AU NAIanwell Jsdanali

Ao LUANLANFANN NG 24 LLUR INVIINUA 48 WA LLn

2) unlisndnguldavndgniu (ldiFesdsiu)

Px = P-Ax+4), P-(x+8) wag I-(x+1), I-{(x+5), I-(x+9)
LU P-1 = P-5 P9 12 I-6,1-10
G‘Tﬂﬁ?u Rx = R-(x+4), R-(x+8) waz RI-(x+1), RI-(x+5), RI-(x+9)
Wu Rl = R5R9 R-2 RI-6 R-10

Table 1 Matrix (12 x 12): Piano Trio No. 2 for Violin, Cello, and Piano

Source: by author

11 0 3 8 7 4 5 2 1 6 9 10

9 10 1 6 5 2 3 0 11 4 7 8

10 | 11 2 7 6 3 4 1 0 5 8 9
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v 6 1

anuduiusszninnguldanndinude 2) Wunsiiansannisdduvesnguldnnnaiduusn

=

130 Hex.1 (@19Ufl 1-6) waitsgednunau-vasi1eiu Isdemadengulinnnaidundanie Hex.2
(f19uRl 7-12) dduszrudesdiuudiesdiuneu-nasinsiumeituiu faanuduiusveangulin
NFITENINMANUATTWIUTAI8LaLgn Aely JUseRusnasTeaansaidenldnquldnvnga

% =

lanainuane Wesndsndladussauidesanngulunnndaifiy ieawsadulunou-vasuisuly

[%
o |

g oA % o s PPy a &

Natifiavleliunusenusimasidduund vy

agnslsinnu wiuseiudmasgldnguldanndildegimarnvansanuadlingng o winlidawa
Tundsiusimasgeydetonnn eanlassaiesreeinaduavestuseiuides (Pitch-Class Interval)
eluuaildnfinanes (014) Weagnie Jedlanuduiusivegislndtnseninangulinaudiuas
nauldanndinigluuailie

Fusuisnisuseiusimadesinadldsunlgluunmaiy sulnu sy leeasuiedn wadldn
a a & ¢ s I 1.0 v, v :}l 1Y) 4 [ I~ ¥ =1 o [ = ) v
duanadesfo ‘ng Wly viuewnan’ Ay undseusinasludndusesdivuiinueanan 39l
nsUseRusinasiidaszegnwnn Wesanauduenninaesunnasau1saiinTune3snsoau 9
Favuede ‘wodlde’ duee® fadu wodldnduuTeualioudngfiv (Musical Material) @Sy
nsUsERuSINas uanani satu wusn (Alban Berg, 1885-1935) Alaasuiein ualdnduaeades

< ] [ a = o o YU o [ = [% ' 9
Juiieaingiunmeauns anunsatanysuldiviuemanuasluninldegrmainvae

233075 UNBUUIAALAZISNTITUTTWUSINAS

assasuIBUNUsERuswas (Jelunslonuigiay 2 amsulaleau ivala uazilely \Junis
WATWANINTINVBIUTLINGY SUAULSNEUsERUSINGRzaTUelATsasedsAndnwal (Structure) lnesiu
A Y & = | v g v Y & v a
Wanansliiudsninlnguazualdaldnisluundsziusinas 3nlunIuageIsasuIsLay
UNAATIERUNYsERusnas JUseiusinasaduesuisanisunanisuseiusinas Sngaunis
Usgusinas 35nslduadlin wagisnisuseiusinas soufieuseiaudu § Mneades

[ 6 a 5 Qy = a a 1 )4

UNUsziusinasinuenTIuyiesduyszana 7 Wi 30 3N unwastunmlngdlasasng

dAndnualaumaunuuNay (Figure 1) Usenaumie noulug) (Section) A B A’ Fawiulain meulva)
1 [~ a (% 1 [y o/ 1 a’lj 1 1 v au a (% L4

wuteanidu 2 wuAaudn (Idea) Aeiu laun A way B uenainil aeulngusasnouddidmndnual
naugey (Subsection) Fousgnelu lnenaulvg A ddAndnualasinauuuudaundu (Rounded
Binary) feusg diunaulvg) B IdAndnualasinau (Binary) 3ntdunaulvg A nduundnass
wivSudsulaseasslndudsindnualaunou (Temary) WWeasanldfinsdeunduvesneutoy b

[ 4 % 3 ! o a v a1 d‘ . 1 U a ¥
WIDUNUUUTEWINNITANUUUNNAIEIUTINTOU (Bridge) donlninndugasny ¢ 8nng (Table 2)

8 Webern, 1963, cited in Robert P. Morgan, Twentieth-Century Music (New York: W.W. Norton & Company, 1991), 206.
° Robert P. Morgan, Twentieth-Century Music (New York: W.W. Norton & Company, 1991), 214.
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dmsusTin “wnfevdn” Tufidmneds Tufin (Motive) wuavhussddy Tad sl unwandeusing 1
W SneasiuRa (Texture) wiuavhuesses wiavhuesUszneu essany wazesrdsynauwindeydy
a1 U3aumils 9 vesummas TneesAuszneumani sufudunisuunfendn Sallaumneunnsieen
Arin “vhusmdn” fiffmneenudaansuniesddfiscssnsidies Unfudrarhinuesiuds

UTUNINARONDU

Composite Ternary

I a 4 ba A F < 4 F o 4 F a 4 ba l
Rounded Binary ‘ Binary ‘ Ternary

Figure 1 Structure of Piano Trio No. 2

Source: by author

uannl Table 2 uanuadldailddmiunaudesuastrniousne q Fafiulginlduadlin
ety 1wy moutos al, a2 uaz a3 WWuadldn P-0 way 1-0 wievradeu 1 Muaalin 1-2 uaz -4
drunaugey b [uwadldn P-7, 1-7 uag R-7 10udu egnalsfiniy wiimeudeswastiadesng 4 ald
warldafoniu wiisnsuseiudimasuazidnislduaaldnffiniswaunliunndsoenly Snve

WL USeuguUNS Lokl UnsEnI19maugas a (P-0 / 1-0) waznaugas b (P-7 / 1-7) wadldn P-7

wag 1-7 Azilvsgydugidsaingniailidn P-0 waz -0 Wiy 7 A3ades vsetud P5 Jaiteulaniy

Y

(% (% s %

UNUSNBUN-ABNTUALUUAUANTDINUWALASITULD S

q U

n1sghemudnalades (Modulation) NilAa1
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Table 2 Rows of Piano Trio No. 2

Source: by author

Section Subsection Measures Rows
al 1-12 P-0/1-0
a2 13-26 P-0/1-0
A
bridge1 27-34 -2 / -4 ; (Hex.)
I b 35-47 P-7/1-7/1-7/P-T/RT
a3 48-61 P-0/1-0
-2 / I-4 ; (Hex.)
cl 62-77
-4 / 1-6 ; (Hex.)
-6 / 1-8 ; (Hex.)
c2 78-97 -4 / 1-6 ; (Hex.)
P-7/P-1; (Sep.)
-2 /-4 / 1-6 ; (Hex.)
B cl 98-113
-4 / 1-6 ; (Hex.)
bridee2 114-120 R-7/1-1/P-1/1-6
c2 121-128 retrograde (mm. 90-97)
bridee3 129-136 P-1
d1 137-154 P-1/1-3/1-1
d2 155-171 P-1/1-3/1-1
bridee2 172-176 R-7/1-7/ P-1
al 177-183 P-0/1-0
a2 184-195 P-0/1-0
A’
brideel 196-203 -2 / I-4 : (Hex.)
b 204-215 p-7/1-7/1-7/P-7/R-7
a3 216-227 P-0/1-0

Remark: Hex. = Hexachord / Sep. = Septachord
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dmsuiiufanunslunnsiuvesundseiudimasanansaudoenlddunoulng A uaz A’
Iiufuvunesiiiiadadin drumoulng B Sfuiaundswuugeluned (Homophony) uaznedned
(Polyphony) Tnglalldfufinuuunesifiadain uenanil wmedauazisnsussiudimasumusyiug
was (DelunSlovueay 2 Wunsuaunaiusrinswnfnssuuauasenwudituilelnuuamdnll

[ [

1 v = aa v s A o o A -1
nYNUY “?N'Jﬁﬂ'ﬁﬂi%‘W‘UﬁL‘Wﬁ\iwaqﬂiysﬂaﬂig‘U‘UﬂumﬁVNﬁ@QV]ﬂi']ﬂﬁlu‘UV]L‘Wﬁﬂll U

waaldn P-0 wag I-0
wadlim P-0 wazuadldandannau -0 Wuuadlinddgesuninasdl Fasumedusyauides C
I [ 4 o W ] 4 d' 6 £ a 5 5 % = Y a o w 1
wilouiulidn C Mdwihmifgudnasseauides :nuutuszauidssinly (Seawmudaav) veusay
wonlidpipfiouileanannduseAuldes C (Example 3) mesgesinatuguessyaudss (Pitch Interval)

WINAY

+1 +3 -7 +11 -3 +1 -3 -1 -7 +3 +1
A bo o 4o
z A=

L
7 (%] i)
| FanY il [ ]

|
oy

9
P

9
)

o)

Xy

D
v
o

P
F AY [ ]

BT
o}

3
9

1
Y

T
9
=
™
M

o)

Example 3 Inversion Rows; P-0 and I-0

Source: by author

UNadSUAUMsLURran P-0 lneewizededadaludaulnsdwavian (014) aualewala
WNSNL1U19897 4 THwalue 1-0 vuldns C Agtdssaing1d a1ndulaladuludin (Violin Motive)

whsufATudsaznsglandugning iaudussauidssveunilin P-0 Lisuriauasaunaniely

(%
ra o % a

snuliifduszduidesgaine (Gussduides 11 Tad B) snsifortuduvaladduduliing 8
(Hosil 6) Fuadloutuindusedudes B ifumsldsamiu (Common Note) sewinaunliin P-0 wag 10
(Example 4) mussilelutazivalaludin (Cello Motive) Faillassairm3vuondeuagniely
wduunalin 1-0 (Hosdl 8-12) Avdoogiavun uenani dunaresdt 11-12 lhloFudulling A

= 5 Y v o = YY) v
a1n1g17 ‘?NLaUGUWSUu53W‘ULﬁENL@EJ'JﬂUﬂUlefaiavi@\‘i‘m 10
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subsection al

Violin Motive
~-=72 P0) 98563 27 10
e ~ b
Vin. |Hes<o = - - - & - : N
ANR7 & ] Has N
© =~
m P
30y 0 P
] - = - | | 1: . iLJ‘I -
Ve. ;"§ £ I , g 3 EE
N . N—— 4
PP ——p 11 g 3
(P-0) 0 i common note
) =z /
AG——F -
DR_—- s
* rp 1 !
Pno. a7
I [
6 -  Ea—r - -
AR ) F. 1l i
[ ] I'/
Bed. |
subsection a2
7 9 P-0y 0
) : s = £
p 113 P — - - T | T
Vin. |HZy== —» P ¥ < !
e A A
e ——— ] PP 7
91052|
- |3 (&= ﬂ_;_
ve. | e e e - - - e e o
: — — v|'/‘ ] ! ir/ it e 171 e i S
E—— 0| pp——1p
T 1-0) .4;* 7 A Cello Motive
o) = ) .
’¥ L & - & 7] Ih] /’ el
| FanY r3 r3 [
AN L g
D) P > 6
Pno. ﬂ:_lﬁ
A
C): = = = y -
Feo |

Example 4 Common Note between Two Rows (P-0 and I-0)

Source: by author

nguldfavndaanaeuadlin (deiiesiu)

unnasdinsldnguldavndiusniseamudisduainiadlin -2 aualenguliavundiusn
21nuaalidn -4 Fosmudduiduiu (Example 5) Ganrsldngultnuniusnainaesuniliind
Hrasldduseduidninsuis 12 § issudnsdosfuiussdudeauiouly Tnemnldngulde
snfandsvaauaalin 1-2 918 (8 11 0 7 4 3) wivdnadlAsunldngulinnndusnainunilin 14

v a

(@ 3078 11) wulstuseauidsaniloufulas sad1eun19iU UaNaINT TUSEA ULEEIADIF LN
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voaunltn 1-2 (oaft 26-27) iunsliliimsufudussiuidesaesianiievesunilin 10 (dadh D
way Cf) nualiindeunth Sniieisnsussiusinasuinndiiuinusiuuunesifiodaingann
uazdanuunusshemstiltnanen wasdmulsdniimsldngulinauslasnaonieimmddy
fulm (014)

—_— Bridee 1 |
9 10 |
26 —~0 b'f’/"—‘—m?/'—“-?/—_“-@ :
) £ £ £ £ £ :
v]nA ':\’-Vn | '}1 | 1 | | 4 ‘If : - -
S a
10y 910 5|2 :1, . (-4, Hex.)
e fe ! 4 3
-l e - 1r
Ve, |E=E — i e = S — I I L
i o o & he
PP ——p ! pv“"‘/ ~—
1
6 9 :
n — :
7 #r’ il 1' T
F 4l - o T I | 1
o] yi— I N
© :
Pno. f? i
2 '
o O - i 1
7 I T
o :
\\__‘____.__,./
%o : ]
subsection b
0
31 g’?ﬂ_ﬁ « =0~ (J=108)
wn [ e — L
. {-3 ry o ri ri F 'i
4 3 0
aN*
ve |EE= == = e
= - o ohe
“n_.____._—" e’ —
8 11 ®-7) 7
Ay — | motive (014)
. = - e £ % 'i’ 2
@ r i 1 I -4 Vi
D) .
P v;ap J; 7 811
-l n F A
F O - F ] | I L= 3
i r 1 1 ¥ A
o >0 L o
Q@ | O -

Example 5 Hexachord (I-2 and I-4) and Motive Set (014)

Source: by author
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nguldavindainaauaqlin (wiauiu)

nsléngulidanndndentudadeluldunilin 1-2 lausemaiasoaiuila (Ostinato)
U3niesil 62-69 wifin1séeva9guun (Octave Transfer) IiuTtinunsda vasideaduldinaia
roudiunedvasnazaesa lnsuwalledwdunviesd 66 fendulinundausnainuadlin -4

o

(Example 6) Gevinlinuasiu (Aggregate) TuseaulduInsuNg 12 fligiu

6
H
p’ 4
Vin. an)
AN
D)

[3
Nal
1
1

Mia

Y .
~]

2 110
£ ﬂF be ql'_'ﬂF bf‘ eimbe eiehe

e NN

Pno. (1-2, Hex. )

Y
1

k
_—l—-’ V

6, VN

(9]
o)
Kol
[
N
k;

Example 6 Combinatorial Hexachord and Piano Ostinato

Source: by author

' Y & o 2/ 14 [
nguldndndianaaunllidn (wiauiv)
usnilasosagldngulindadiusnainuadldn P-7 aruaoe P-1 drudeluldnguliln

Wadusnannuaaldn P-1 anusae P-7 (Example 7) 3adunisadungulidnszninunissanswasdely

v 6

v 1 v I3 (% [ 4 (% 4 1 Y1 o a a ad
mﬂﬁuﬂqmiumLﬁmmmamummmﬂum P-1 way P-7 ﬂa’]’JVLGI'J’IJJ?]'TIQJ?{ZLIWU&LUUF]E]JJUL‘Lﬂ/lE]L'iEJaG]
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1 [y dl’ aa [ 2/3 [y} a 3 o = I a % 1 ¥ @ Y]
WUy 3935nsaanandiaihvlatuseauidensuna 12 fq weawsiiiaguainnsldnguldndnga
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v s (% a 1
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(P-7, Sep.) (P-1. Sep.)
o |7 81 4 30 1 b2 ;}0 267
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Example 7 Combinatoriality by Septachords

Source: by author

AsaauaInuTUN1eluLa LN

wlelundinaglddusesudeansuie 12 @7 a1nwadlds P-1 wiilunsldduseduides
gavatauniglunallus lawn a1aui 1-3-5, 2-4-6, 7-9-11 way 8-10-12 nsaauaPUanwayil
dwaliinlassasrmsononsiaoonuune (Example 8) uonanni wunleluldsssildnisiaaoudn

A v o € Aa = 1 a v U Y 1 a o [ a
NUAIMUFUNUTATULUUAUNIDINEYLLALA I@EJLQW’]%EJEJ'NENWJ'HJ&ZJWUWJU@J P4/P5 (alUURN-NDUN)

v

LALNSLAADUNASUALILATUAN

120 (-1
o)
A o ;
A Hi A I .ﬁ =
® feob r e = nEs oy i B
e ] 9 ——] 10 i -3 ———] 4
Pno prp 5 6 11 0
1 2 7 8
l-, [ e
‘}: 0 — [ Lt
Z 7 I
il F=a _ Pl
A — —
| |
Pa

Example 8 Augmented Triads

Source: by author
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NURIAUATHUUNBANDT

Tledunazivalaldwaqlin P-1 520U Tagnisisesaisutuseauldssnielunadlin

o o

Wuwvuesslunsan Weaunaduiuaudusyauidesiiag 1-2 d1au (Example 9) dunninladnily

Wudesainens dnvisuurinueserdeuiasudssuazdugnlidssnauniy (Consonance) 5984
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Example 9 Polyphony on Strings

Source: by author
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5 Ly 6
YNUNUTEAUSLNG

N1SHENIASILSN (World Premiere)

AUsEIUSINAY yad nsznady
AU NAURISIERIULUDS (Rangsit University Ensemble)
a LY a
A AneSy Taleodu
ATy LayUNod \wala

Javslay J9duns el
NITHAAIATILTN 18th Thailand International Composition Festival 2024
(TICF 2024) viouaninuns MACM

Wendunsenadad unInedeuiing

Fuwaaudil 15 Asmeu w.a. 2567 180 15.30 1.

AnRANIINUIZNA
IS 19asIANISUsTRUSIaLSes “Delunlavangiay 2 a1msuliledy wala wasiely
(Piano Trio No. 2 for Violin, Cello, and Piano)” lasuyuativayuainan1duide umingrdessdn

UsenTUIuUseanmd w.6. 2566

10 Webern, 1963, cited in Robert P. Morgan, Twentieth-Century Music (New York: W.W. Norton & Company, 1991), 206.



MAHIDOL MUSIC 270 VOL. 7 NO. 2
JOURNAL JULY - DECEMBER 2024

Bibliography

Dhamabutra, Narongrit. “Jabalaya.” Research Report, Chulalongkorn University, 2011. (in Thai)

Forte, Allen. The Structure of Atonal Music. New Haven, CT: Yale University Press, 1973.

Kamien, Roger. Music: An Appreciation. 10th ed. New York: McGraw-Hill, 2011.

Kostka, Stefan. Materials and Techniques of Twentieth-Century Music. 3rd ed. Upper Saddle
River, NJ: Prentice Hall, 2006.

Lee, Douglas. Masterworks of 20th-Century Music. New York: Routledge, 2002.

Morgan, Robert P. Twentieth-Century Music. New York: W.W. Norton & Company, 1991.

Pancharoen, Natchar. Dictionary of Music. 5th ed. Bangkok: KateCarat, 2021. (in Thai)

Rahn, John. Basic Atonal Theory. New York: Longman, 1980.

Roig-Francoli, Miguel A. Understanding Post-Tonal Music. New York: McGraw-Hill, 2008.

Straus, Joseph N. Introduction to Post-Tonal Theory. 3rd ed. Upper Saddle River, NJ: Prentice
Hall, 2005.

Trakulhun, Wiboon. “Fantasie for Wind Quintet and Piano.” Rangsit Music Journal 19, no. 2
(July-December 2024): R0808 (13 Pages). https://doi.org/10.59796/rmj.V19N2.2024.R0808.
(in Thai)

Trakulhun, Wiboon. “Twelve-Tone Row in Atonal Music.” Rangsit Music Journal 11, no. 2
(July-December 2016): 13-36. (in Thai)

Trakulhun, Wiboon. Twentieth-Century Music: Basic Set Theory. 2nd ed. Pathumthani:
Anantanak, 2023. (in Thai)



LNASINISRANTUINAUNTIIUNA2IY (Peer-review)

1. nesussaBmsasduifionsanannivansasdudy

2. uveraduatufiiumsereaeuysulAliRsILgULUUIaNs (MeseBsussanynausardy ) Sniadunuideu
s 1Ty wanlvadsased ianuanysoiuasmzauveaion azldumsfiansanasideunmnm
unemilnemsanandl (peer review) MflanuiuazmnuiBeivgasinuanitieides snvannvaisaatu
$1uau 3 au de 1 U TaglidawmeTesidousiedinnsan (double-blind peer review)

3. unenildrumsinsanangnssnand Tnefinaussdillsiaiad nesussansmsasiiususmduatuiiauysel
WieANsineuns wavazudefBouiunisdonouunsaiiun deazssyTuazatuiidfiu

a. ynewitlihunsiiansan nesussansmsasudeiTeuduaednuaidnys Taghideusiuaty nanisiarsan

A @ o &
natduoudugn

UL :

1. n3dli@rudanuuszaidlunsenidnnsiiuiunAL Na9RINRIUNITRINTANINENTIAMIRUSD ABIUTS
o [ [ ¢ o = a . . a (% a a 6 a [y a

AnuIusduatednuaidnes fs UsINNENTS Mahidol Music Journal Ingndeunsensadal unineduuiing

wazidnvesunanudssdugsuRaveulunstszameuwnuliungnsinandinnundngunsidndeiinTuase

2. nsalunauldniunisiansan Wesnasianunisanasnunaam (Plagiarism) laglifin1sendaunasiunegng

gndes avlilanmnsaaueunAdNladn



Anugidmsugideulunisdninduadu

=

Aidsuszyussamvasuneallidaiou fuiolud unamide unanuinng vienasuaiassd Tasunanu

fdadifiasandediiingldunsafiuiflaunnou uazliogseninansinnsaniiioffiusifud iy

unefuatuansnsodaiouldianwinevienvsings Tnesdanioaluziuuu MS Word (uiindu doc

vi3e .docx) uay POF Taedoninawis 2 wuu

UNANL TN NUSENBU 1887 1enansesds uazdu 4 dniesuumiinszany Ad flenueniusann 15-20 wih

l9uuudnes TH SarabunPSK au1nsi8nes 16 pt 1gliuseegiIsenINeuounNIeAAIUUULAEATUL8ilD

3.5 Wufns fuasuazdunge 2.5 wufues Tasunarumsidmusenou dail

31 HoiFes (Title) svyaniwilveuaznwndsngs wun 18 pt (Favwn) daftsnaremtnseans nefanidedes
\Wunwilneuazausedeisesnmsinguluussiindesn unaunundingulidesszyieiesnuilneg

32 Fefidou (Authon ssynnau anwilveuazamndangy (dfesssyfumiandnnms) sunfsnus 14 pt
frivisindeunanny 2 ussiin dndnun TeguasdsinvesfiBeuliszydudeessa

3.3 unAnge (Abstract) miﬁwﬁmﬂaﬁgammimLLaxmmé’nﬂqw AME1259a 2 A1 lalAu 500 ¢
asuAnudAgueInsinm

3.4 mdry (Keywords) AI50E5EMING 3-5 M ﬁgnmmimml,asmmé’mqw Tfundndevesnuniiu q msidu

Amnzandmuihlulfdummiussuugiutoya

o

3.5 Lilam (Content) Safianignsnusund wun 16 pt Tnedafuiuuunszareussiia Iaveusdedu
3.6 UsINUNTY (Bibliography) Weuluguhuuras Chicago Manual of Style §afiunisagnuysun@ aum 16 pt
1n8IANURLUUTALNY LazUITRRRRUIveTIENSRgIRulAgont 1.27 wuRlung
3.7 et Wisnhusvun 14 pt ldlumisiuuuen dusduauauumany
38 Fouagmneavinfuma Midnusvua 14 pt v fasiliuumsis Sndadhe Hmssszyundsiian
ITFagy (D)
39 Feniw wwugdl Timmas viegunsifin wagmnetauindu Tifdnusvn 14 pt (Fanun) Ausilildnm
wiund Twas visegunaiin Safanananthnszay wiouszyuvasiiun dnfsnarmihnszans 16de
29AUTENIUIDIUNAIIY
4.1 dwSuunaride mstiesduszneu fil
. Fo1304 (Title), Undnge (Abstract), dfisy (Keywords), unti (Introduction), 3ngusvasd (Research
Objectives), 35115798 (Research Methodology), #an15338 (Results), 8AUTIBHANTITY (Discussion),
a3U (Conclusion), Ussadynsa (Bibliography)
4.2 dwSuunarinnns uneuaieassh asilesduseneu el
. Foides (Title), Undndo (Abstract), AdAgy (Keywords), unin (Introduction), oy (Body of Text),
a@3U (Conclusion), Ussad N (Bibliography)

a

unANuldnmdseneurselinnasniinisAuasesnudedns filsudessuingeulunisaiunisvesyy e

NL91U9989ENS wazUfURnutenvunveinguuiedvdnsediuasinsna mninn1siessosriiuns

nanesusInanIshiidmluanuiuiingeuniaingmangy



	01 Cover 7_2
	02 บท บก 3 หน้า
	03 สารบัญ
	7(2)_01_MMJ-711-271311 ขวัญชนก
	7(2)_02_MMJ-706-270451 วรรณภา
	7(2)_03 MMJ-713-271305 กริชพล
	7(2)_04 MMJ-712-271240 ณัฐภัทร
	7(2)_05 MMJ-714-271813 Poumpak
	7(2)_06 MMJ-719-272798 ณฐพล
	7(2)_07 MMJ-717-272822 Maykin
	7(2)_08 MMJ-720-272915 จารุวัฒน์
	7(2)_09 MMJ-726-274027 กฤษฏิ์
	7(2)_10 MMJ-725-273988 Ramasoon
	7(2)_11 MMJ-721-272600 Rada
	7(2)_11 ต่อ 7(2)_01_MMJ-704-273130_IN_ธนรัตน์
	7(2)_12 MMJ-724-272858 เผด็จ
	7(2)_12 ต่อ 8(1)_01_MMJ-802-274195 วิชญ์
	7(2)_15 MMJ-806-275044 วิบูลย์
	09 ท้ายเล่ม 2 หน้า



