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Abstract

Background and Objectives: The study of piano has become increasingly popular due to various interests,
including the development of concentration, the cultivation of perseverance to accomplish tasks, the ability
to work under pressure, the training of social skills and collaboration with others, the enhancement of listening
skills, playing piano for enjoyment, using music as a tool for treating attention deficit disorder, learning as a
special skill for academic applications, and fostering future career skills. As a result, numerous piano music
institutions have been established across different regions, ranging from private lessons in residential areas
to large institutions with many teachers on staff. Furthermore, the goals for learning vary, such as leamning to
play favorite songs, preparing for competitions, and pursuing graded examinations. At the same time, many
senior high school students continue to pursue a major in piano in higher education, indicating a growing
demand for piano education in relation to the number of piano graduates each year. However, there remains
a significant issue with the shortage of piano instructors at many institutions, alongside concerns regarding
the effectiveness of teaching methods, which may not fully meet the students' learning goals or the
institution's policies. This discrepancy can lead to students not receiving the full benefits of their education,
which may influence their decision to either continue or discontinue their studies. These challenges also
impact the institutions' revenue and the stability of piano teaching careers. The disconnection between the
needs of institutions and teachers, lack of understanding of essential knowledge required for piano instruction,
and insufficient appeal of institutions in attracting qualified teachers could be contributing factors to these
issues. Therefore, this study aims to analyze the relationship between the demands of music institutions for

piano teachers and the career expectations of piano majors who are about to graduate and seek future
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teaching positions. The study also aims to reflect on factors that can be adjusted and improved from both
perspectives. The research will assist in expanding the curriculum for piano instruction at universities and
serve as a self-assessment tool for piano students to evaluate their preparedness for entering the workforce.
It will also provide insights into the operational aspects of piano institutions that require further development.
Methods: Data was gathered through surveys and interviews with institution administrators and students
to gather information relevant to the research. The sample included institutions randomly selected through
Google search and students from various universities with piano programs. The data was analyzed and
presented in tables, graphs, and discussions.

Results: The findings of the research indicate that piano institutions in different areas have similar educational
qualifications requirements, although some institutions set a minimum education level, while others emphasize
experience and potential for self-development over formal education. Most institutions prioritize personal
qualities, attitudes, and teaching psychology over technical piano skills. Institutions in urban areas tend to
require higher educational qualifications and are more likely to use grand pianos in their classrooms
compared to those in suburban areas, where there is a shortage of teachers. Many students are interested
in working in suburban areas due to the convenience of travel and lower living costs, as well as comparable
compensation between urban and suburban institutions when adjusted for personal expenses. Furthermore,
many students are less comfortable teaching theoretical topics and history, which highlights a gap that
could lead to missed job opportunities and suggests a path for personal development. This suggests the
need for university programs to adjust their curricula to produce graduates with the qualifications required
for real-world employment, by incorporating more focus on psychology, workplace internships, personality
development, professional commmunication, basic management, English proficiency for teaching, and other
skills to better equip graduates for the modern workplace, which is not solely focused on performance.
Additionally, there are management factors that students expect from institutions, such as professionalism
in communication, acting as intermediaries in transactions, and assisting with issues like class registrations
and communication with parents when teachers are unable to make up for missed lessons. Career
progression factors, such as formal accreditation of institutions to help teachers advance to higher positions
and the stability of income with experience, are also key concemns for students. The study also reveals that
some qualities, such as being an active performing musician, are seen as advantages but may not be of
high interest to institutions. Many institutions feel that such teachers may take more leave for performances
and may not focus on teaching as much as on their personal rehearsal schedules. Similarly, while highly
experienced teachers might be seen as assets, some institutions express concerns that such teachers might
be harder to align with institutional policies and may be more likely to leave for better opportunities, which
could cause students to follow them out of the institution. Institutions should use the findings from this

study to explore ways to work more effectively with highly experienced teachers.
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Conclusions: This research reflects the need for piano institutions, students, and universities to recognize
the factors affecting career development, as these elements play a crucial role in enhancing the effectiveness
of piano education outside of universities. Additionally, the findings provide useful information for parents
seeking to find appropriate piano institutions for their children, showing that qualified piano teachers are
not confined to central urban areas but are spread across various locations. This study also provides initial
knowledge for administrators of new or improving institutions, offering insights on how to develop efficient

operational methods based on a diverse range of needs and perspectives.

Keywords: Piano Lessons in Bangkok / Music Lessons / Music Education / Piano Teaching / Music Teaching
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! Peter J. Jutras, “The Benefits of Adult Piano Study as Self-Reported by Selected Adult Piano Students,” Journal of Research in Music Education 54,
no. 2 (Summer 2006): 97-110.
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(Figure 1)

Figure 1 Bangkok and metropolitan map

Source: by author

2. MSNNUANGUA2DENS
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Tuanfuvawu

2) infnumivendeluimasdinulugutn 4 lussdumminedeluumnamaynunsuasUsunma

2 “population Report 2010,” National Statistical Office Thailand, accessed June 15, 2024, https://www.nso.go.th/nsoweb/storage/title_presentation/
2023/20230515143642_41331.pdf. (in Thai)
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3 Taro Yamane, Statistics: An Introductory Analysis, 2nd ed. (New York: Harper & Row, 1964).
% “Standard Operating Procedures for the Committee for Research Ethics (Social Sciences), 2024 (Version 3),” Office of The Committee for Research

Ethics (Social Sciences), accessed May 20, 2024, http://www.mussirb.com/upload/2024/SOP_MUSSIRB_3 2567_1718079981.pdf. (in Thai)
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Yoyanluvosanud nulundTuamadauandunisis (Table 1) wudwnaansuannzidoudy
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Table 1 General information of piano schools in Bangkok and metropolitan in 2023-2024

Source: by author

Schools in Schools in University
Bangkok Metropolitan students’
Topics
n = 47 (%) region interest
n = 38 (%) n =31 (%)
1. Type is school
1) Registered with Ministry of Education’ 85.11 100.00 32.26
2) Not registered with Ministry of Education 10.64 0.00 19.35
3) Private teaching at home 2.13 0.00 29.03
4) Elementary or high schools that offer piano 2.13 0.00 16.13
lessons
5) Not specify 0.00 0.00 3.23
2. Area size for piano teaching
1) 0-50 m* 0.00 0.00 -
2) 51-100 m’ 0.00 0.00 -
3) 101-200 m? 27.66 31.58 :
4) More than 201 m? 72.34 68.42 -
3. Teaching capacity in the same hour
1) 1-5 students 4.26 0.00 -
2) 6-10 students 27.66 28.95 -
3) 11-20 students 65.96 71.05 -
4) More than 20 students 2.13 0.00 -
4. Operating hours 8:00 a.m. - 10:00 a.m. - 9:00 am. -
8:00 p.m. 8:00 p.m. 7:00 p.m.
5. Type of piano in the classroom
1) Upright piano 95.74 100 32.26
2) Grand piano 4.26 0 67.74

5 “Private School Act B.E. 2550,” Ministry of Education, accessed April 4, 2024, https://vvvvvv.moe.go.th/w’izﬁ‘uﬂ'ﬁyfﬁ@hﬂSEJuL/. (in Thai)




MAHIDOL MUSIC n VOL. 8 NO. 1

JOURNAL

JANUARY - JUNE 2025

Topics

Schools in
Bangkok
n = 47 (%)

Schools in
Metropolitan
region

n = 38 (%)

University
students’
interest

n = 31 (%)

6. Type of classroom

Small piano room

Small piano room

Small piano room

(84.21%)
Living room
(10.53%)
Large room
(5.26%)
7. Number of piano rooms
1) 1-2 rooms 2.13 0.00 -
2) 3-5 rooms 2.13 0.00 -
3) 6-10 rooms 31.91 31.58 -
4) 11-20 rooms 61.70 68.42 -
5) More than 20 rooms 2.13 0.00 -
8. All year teaching without school break No break No break -
9. Minimum age of student
1) None 2.13 0.00 -
2) 3.5 years old 93.62 100.00 -
3) 5.5 years old 2.13 0.00 -
4) 6 years old 2.13 0.00 -
10. Tuition fee per hour
1) 700 baht 2.13 0.00 -
2) 800 baht 65.96 71.05 -
3) 900 baht 17.02 28.95 :
4) 1,000 baht 12.77 0.00 -
5) 1,250 baht 2.13 0.00 -
11. Working hours assigned for piano teachers Not specify Not specify -
12. Number of piano teachers needed in the school
1) 1-5 63.83 71.05 -
2) 6-10 29.79 28.95 -
3) More than 10 6.38 0.00 -
13. Payment rate for teachers per hour
1) 1-299 baht 23.40 26.32 0.00
2) 300-399 baht 72.34 73.68 16.13
3) More than 399 baht 4.26 0.00 83.87
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Schools in Schools in University
Bangkok Metropolitan students’
Topics
n = 47 (%) region interest
n = 38 (%) n = 31 (%)
14. Minimum level of music education for teachers
1) Grade 6-8 89.36 28.95 -
2) Bachelor’s degree in music 10.64 0.00 -
3) Not specify 0.00 71.05 -
15. Minimum teaching hours per day
1) Not specify 27.66 28.95 48.39
2) 3 hours 63.83 71.05 3.23
3) 4 hours 2.13 0.00 0.00
4) 5 hours 4.26 0.00 9.68
5) 6 hours 2.13 0.00 38.71
16. Other benefits
1) None 72.34 73.68 25.81
2) Tea and coffee 4.26 0.00 6.45
3) Food 2.13 0.00 22.58
4) Teacher training and life insurance 21.28 26.32 45.16
17. Teacher selection criteria Performance Performance
skills in various skills in various
musical styles, musical styles,
teaching teaching
principle and principle and
attitude, being attitude, being
on-time, on-time,
professional professional
appearance appearance
and teaching and teaching
skills skills

2. anwaEnsinuvesaglugatiudeutsly

NNHETIINUANBUTVRIAS LUUANTIVHIIUASWATUS UM (Table 2) nuindeyarivaainguilniy
paneiu Inefiiiles 50% Aisipsnsegduminmuussd ety weellydinsnyeea uUSua waALAWSS a1150
douLLINAIAVIAINTIANE WALENINTOADIAYINUALAS U 9 iR anumadulanle TnelidnunlumsdsinE oy

dhsaumsudaduiaznisaauinsale wenanilagiaeulivanenwuazaauininiiasduifesmsguiu
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Table 2 Job’s requirement of piano schools in Bangkok in 2023-2024

Source: by author

Schools in Schools in University
Bangkok Metropolitan students’
Demands for piano teachers n = 47 region Interest
(%) n =38 n =31

(%) (%)
1. Full-time teacher 49.47 46.71 62.10
2. Teach in various styles other than classical music 69.15 73.68 a6.77
3. Teach in weekdays 62.77 61.84 67.74
4. Having bachelor’s degree in music 91.49 95.39 65.32
5. Teach music history, music theory, ear training, etc. 86.17 94.74 28.23
6. Teach other instruments besides piano 72.34 89.47 79.84
7. Prepare students for competitions 95.74 100.00 85.48
8. Prepare students for grade examinations 97.34 100.00 85.48
9. Teach multiple rooms simultaneously 48.94 63.16 31.45
10. Teach all year without break 90.43 94.08 51.61
11. Teach regularly in long weekends 93.09 98.68 34.68
12. Having one year of experience in piano teaching 97.34 100.00 73.39
13. Having prizes from piano competitions 70.74 64.47 54.03
14. Currently performing regularly 57.45 56.58 63.71
15. Teach in foreign languages other than English 80.32 81.58 53.23
16. Stay in the job for at least one year 85.11 84.21 75.00
17. Teach 3-5 years old students 93.62 100.00 68.55

3. nsiSsuiiisudnuausialuvesanufnuluangamwaviuasiuUuama

rndeyadnunziiluresanudnudraiu wudeunndnsiu feil aniuluumnganne azdimstvun
AlmsAnuduausETusngn 68 luvaeianuluaiuamaliismuassiuauainsadudelures
AR aeu (Figure 24) winanndudulvg aglddeluwuudnlsviluieaseu egrelsfiauiivisanduluin
nzamne WunsudBeludugunsaivdnlunsidsunisaeu (Figure 28) uenaniisslisuduiianisuluin
Ny fkadsialanwiunitUSunma W ﬁmqamﬁuﬁé’mwmL%auqm:i’] 1,000 Uw/Alas (Figure 2C) uag

fuaniunineameuunuAgIINATY 400 1n/4lus (Figure 20)
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Figure 2 Comparison of piano schools in Bangkok and metropolitan areas
A) Minimum music education levels B) Types of piano in the classroom
C) Tuition fee (baht/hour) D) Teacher’s paid rate (baht/hour)

(*** P < 0.001, unpaired t-test)

Source: by author
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Abstract

Background and Objectives: Among works for piano by Debussy, Préludes remains one of the most
significant compositions in the piano literature. Préludes consists of two books, each containing twelve
pieces. The first book was published in 1910, and the second in 1913. Although the two volumes were
published in different years, they should be regarded as a unified work, as the collection reflects the
assimilation of non-traditional materials, such as pentatonic scales, modality, parallelism, and whole-tone
scales. However, the second volume demonstrates greater advancement in terms of piano performance
techniques and interpretation. Notably, the titles of the pieces in Préludes differ from those in other
works by Debussy, where he typically placed the title at the end of each piece in brackets. The titles
themselves are significant, as they provide subtle hints to the characteristics and images of each
prelude. Additionally, placing the title at the end of each piece allows performers more freedom in
interpretation, as they are not influenced by the composer's suggestions beforehand. This article aims
to study and analyze the last piece of the second book, Feux d’artifice (literally meaning “fireworks”).
Despite its importance, there are hardly any detailed scholarly analyses of the piece, and those that
exist rarely explore it in terms of harmony, intervallic relationships, and motivic development in each
section of the piece. Moreover, research on this topic that the author has reviewed is not recent. For these
reasons, a comprehensive theoretical analysis is needed to enhance our understanding of Debussy’s
compositional style.

Methods: The research design of this qualitative research is documentary analysis, focusing on
Debussy’s compositional techniques employs in the piece in order to understand how important
musical elements are treated throughout the entire piece. By carefully exploring the work, the analysis
will clearly reveal Debussy’s craftsmanship and his approach to conveying ideas through music.
Results: The study shows that Feux d’artifice exemplifies Debussy's meticulous compositional skill in
multiple aspects. As the title suggests, the piece aims to evoke the vivid colors of fireworks in the night
sky through innovative piano techniques, lush harmonies, and motivic transformations. Debussy treats
the primary motif economically, beginning with a two-note motif that is transformed throughout the
piece. Each time it reappears, the motif is presented in a way that makes it stand out from the texture,
yet still recalls its original form. The relationship of intervals is significant in Feux d’artifice, appearing
in both the melody and accompaniment. The initial motif, starting on the note C in measure 27, is
quickly transposed a half-step higher to C# in measure 30, and then retumns to C in the following
measure. This intervallic relationship can be described enharmonically as a minor second (m2). The
same relationship is also prominent in measure 65, where the key signature changes from F major to
F# major. Additionally, this intervallic relationship appears in harmony through swift chord changes,

such as the C#9-D9 progression in measure 30. Furthermore, a tritone is also a crucial element in the
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piece, as it is a part of the whole-tone scale, which plays an important role in the aspect of harmony.
The tritone relationship is evident in several places, reaching its peak in the chord progression C major -
F# major - E major - Bb major and Eb minor - A major - G major - C# major in measures 61 and 63. The
use of harmony in Feux d’artifice is distinctive. Debussy skillfully manipulates with different scales and
chords, frequently changing or combine them to create an unstable feeling that reflects the piece’s
ambiguous tonality. From the outset, two whole-tone collections (WTO and WT1) are used to introduce
a sense of tonal instability. This technique becomes more pronounced later, particularly in measure
67, where both hands play different chords, and in the ending in measures 90-98, where the melody
in C major is placed over a bass note on Db. The use of quickly transposed reaches its zenith as parallel
harmony in the chord progression Eb7°9 - E7*9 - F7*9 - F#7'9 during the climax in measures 85-86.
Throughout the piece, the key signatures mostly indicate the relationship between distantly related
keys. Although they suggest the key to each section, the harmony is permeated with unresolved
dissonance, particularly in dominant ninth chords that never resolve to a tonic. Broadly speaking, Feux
d’artifice exhibits an overall instability of tonality, achieved through techniques such as combining
different scales, superimposing chords, rapidly shifting harmonies, using distantly related keys, and
leaving dissonance unresolved. Ultimately, the piece subtly implies tonal stability, ending with a
resolution on Db.

Conclusions: From an overall perspective, Feux d’artifice flows almost seamlessly, using similar
material at the ends of sections to bridge them into the following ones. The piece captivates the
listener from the outset, gradually introducing musical materials and building tension until it dissolves
in the coda. Above all, the harmonic techniques employed in the work contribute significantly to

evoking the vibrant colors of fireworks on the Champ de Mars during France's National Day celebrations.

Keywords: Debussy / Piano / Feux d’artifice / Harmony / Analysis
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design 158 ABA’) @1UUNAINNYBY Junzhog Zhang wuslasaasnsveanasgosaanuly A-transition-B-C-D-E-

end® vaElumiadeund David Lewin 1u Ludlassas9azdendlunintu asiuandy Table 1417

®> Herbert David Seldin, “An Analytical Study of the Debussy Préludes for Piano” (EdD diss., Columbia University, 1965), 223.
6 Junzhong Zhang, “Analysis of Debussy Piano Music ‘Fireworks’ Performance,” in The 2nd International Conference on Civil,
Materials, and Environmental Sciences, March 13-14, 2015, 511.

" David Lewin, Musical Form and Transformation: Four Analytic Essays (New York: Oxford University Press, 2007), 97.
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Table 1 Sections of Debussy’s Feux d’artifice
Source: David Lewin, Musical Form and Transformation: Four Analytic Essays

(New York: Oxford University Press, 2007).

Sections Measures
Introduction 1-24
Theme, variations 25-46
Episode 1 ar-56
Episode 2 57-64
First reprise 65-70
Episode 3 71-78
Second reprise 79-86
Climatic bomb, aftermath 87-89
Coda 90-98

U

FAdeimmiiuaenndoiu David Lewin Fayndnluusazdradusimunneuvesunyssius sihli
TassadrwosunUseiusdundsesldvarenou uenanianvasrusnegrmilsiensinauesnuadfiduly
s waiiosaraulvadusdulusuaudiemsulawiuesidn (thematic %30 motivic transformation) @y
wedelunisadreanuduennmussuninadaensuUsivasuriuemanseisnise qimmﬁmaaﬁgﬂ
Faudassusansdnunruises i adead st uvinuemdn i uduuuy wasuniienesidaaint ez aduiims

Wannbmvazmsldidewszanulaeiidemluusazg eviinvzuumayadnluusasy 19 unings

Vi 1-19

UnmaNELAuTIIMIUTTaToINaNltn 3 Nenad 2 ngy F-G-A uag Bb-Ab-Gb SseniazasuUlsindulin
fananiladedamnuediimimueiiluasaifety widweuennguiuanduldimudiiusvouralin
tudunaedoufivuududy feeniduleilin 3 newdua dudnmimoniuladedealn Tnefingu
Toimesflovinaniulades C-D-E-Fé-GEBb Feannsaiianesifutiuladedealnuguuuy WT0 daflesann
flidn C Huandnvestiulades® luvasiingultimesdiedremnantulades CDEF-G-AB Tsaunsaiinsigy
Jutuladedealnugduuy WTT wisgldn G luanndnvestulades de Example 1 n1sussiasnguliln
3 Wenadivianil Busiausiviesil 1 luauiafesil 16 Femsldssuutuladedealnundouiuissuuuy WT0 wa
W1 Wlfdesfioeniniufienusinsuazaynuis annsafialdmeuduresuninaddedsauadilug

o &
AIAU

8 Miguel A. Roig-Francoli, Understanding Post-Tonal Music (New York: McGraw-Hill, 2008), 52.
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Example 1 Feux d’artifice, m. 1, alternation between two pitch collections

Source: by author

dwuliin D uay Ab Adarlusiesdl 3 Tumnuuaedufiuduntwostuladedealnguuuy WTO
Stssuguadiimisaostaiifduduanismdadumadudanummadndunils lufest 7-10 Tt Ab gnéhe
adlufiuuaua luvnelin C danunuifluwnuuas Sehliduglusnuugn (Wn C uay D) duFeuludy
Fug M2 Pidumdouitu (harmonic interval) wagliin € Adudundisadudumiwosiuladedealnuguiuy
WT0 Bndae uatug 2 dasdiunumanntudsagnanluniends mintudliin D-Ab ndusndniflusies 11 uay
sruvmisvadling nid eululudaman sudemslasedud ulutiadesgeesnguliin 3 wensd Jevinedas
wipllan1gaides (glissando) Wutuladssmumindinuudds ?quigmL?{&laﬁlﬂumiﬁmﬁwﬁuqmﬂ’m‘ﬁamm%
fiaunauliin 3 wensd 2 nguniausifumas uazvenidulfeiaueihdnethiauounmiuAslvvioneulysl

wdsnil densgadesdugeas Wndug M2, Db Sutawieriuil uasvihmihilduswenludmeudaly

Yasil 20-24

wiluduiifienuemuiisue 5 Wes uidausdduiyedniiuandminmeuiuiuegrannluwives

Fesfiusniaseenin nuedluudvesingiuuds daauntiuflilddauedsdl uwidumaivesfumsosen

wwdanaldindug 2 AusnBuninglusiest 7 griharldBnadiluiionn Tneviimestugiasuan M2 iy m2

Tin C-Db uazawaduiulin B dudedluledeetmnivnemeila staccato vibiindswsvanuanitng 2

(secundal harmony) #1u7u 2 § (B-C uaw C-Db) uawdnednunzdameiinnda siliausslunmsiuvesdanud
o @ y

ARNEAUUNNAINENAINT (toccata) Nauenauveslinninfniudunguidsin (toccata-like cluster)

§14 Example 2

0
o
4
[ FanY

BT

Example 2 Feux d’artifice, m. 20, toccata-like cluster

Source: by author
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Yol 25-34

PnuhmaeszUUABAEmLRuATER (tension) MnwAliamaudssdureansznlisldadaas
adluesit 25 Tasfifierdsudumsladuiasasmedin uasvhmiiiduinusaansznevegluriadesgs
Usznaudaeliin 5§ C-D-E-G-Bb % Bample 3 wawidlolufinusngduaiausnlusesd 27 demsnsslanves
wuusadudug p5, -6 Iieneildidmindunnin co damniuluivgrimuiiuiidaensunsildn A

dlunanediu CAG Tuesft 29 &1 Example 4

Example 3 Feux d’artifice, m. 25

Source: by author

? L7 e j Ii = ]
& 7 Ve e E P —

) - -

Example 4 Feux d’artifice, mm. 27-29, motif

Source: by author

Twieadaundunsiugluiindnaswmis ngldluiivvesngulin 3 f CAG udwadsstues wdes
nanendu Ci-Ak-GE uarlavinemaglindn 3 §2 B-AD @1 Example 5 yhlvianwaznisind sufiveswiuedusies

anefiudulAs (closing curnve)’ iueniutiyinaunsluneuiiiawsihlugnoudaly

Example 5 Feux d’artifice, m. 30, closing curve

Source: by author

Y] A A & Y sy YR o 1 & = & o ~
aﬂﬂm%ﬂ'ﬁlﬂa@umLﬂULﬁuIﬁQT@QIumWQ 6 9’1'3Lsﬁuu‘ﬂgﬂﬁqﬂﬁ@ﬂﬂﬁﬂ,ueﬂ’]ﬂﬂaq LREUBDNIINNTITNALE VDY

Mupsun @esszanungnvadssduieniu widlditluaswsnvesien 30 deswszaunanelunesn C49

° Elie Robert Schmitz, The Piano Works of Claude Debussy (New York: Dover Publications, 1966), 188.
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[
=

wazenumenasa D9 Tupswds MntudesszanRanduuiduresn C9 dufuluiadn 31 MsaEeMAnTY
| Y = X o vy P v I3 P a | o 'Y
sgangyuiuuazIns TRl awnsavibigeidnusenanalald msedunsiasudssssanuegrsdundu
Sniadunsvinlinussiaduunnu
Twiead 31 Junsgluiivanznidudug P5 8naswmils antudswusienislalinaesmesa C9
sgdlshmudleluniinslalisvululuwiesd 33-34 Wesh C wugnudewdu c Falinda ¢ Tldldviliides

Usvanuiinswsuuatusiegdln Weswntuwwinaiudedlited Cugwesdesssauey @ Example 6

Example 6 Feux d’artifice, m. 33

Source: by author

[y

< Y] 1A v v 6 & U ¥ [y = { v & 1 A ¥ I Y o
W mmmm’mmmamwm‘uawuq 2 ARngAuMINAEesnauntl nanae 1un Cllulindfay

TUF TN 25-34 @aunalaarndsslseaiu) antuassdsuluiduliin C uay D Tuiadd 30 Laa3ras
NAUINTILn C BnepSalusiodn 31 warludnuwusaaienu WeaUszanu C9 Tuviasi 33-34 Adinsusesumaltn Ch

-dl < A Ao o
MR U UM TNLEE WU LD

Viosil 35-40
' & a a = 9 a = v A v v |
mmm’umm@uuamummemmﬂumw 35 mulmmmiwmumumﬂszﬂauuu EJ’]EJ&J’]EJEAEL‘LJ

gradesmiouduanudeiiinyy ludniidesssanndunnduguuuu Wit Tumendudu Wiivldgnenn

1<

Fradeanansivegvrndesgs TuaFallufinlilddudue P5 usiwauawndutug ds, -G uaznisedeuilves

@ al

vinuesidultmadsmileiuluioad 37 du Alldnvasduduldadudonuiuiineusingluiod 29 dwes 6

3 3
W= SN TP
P o i

| ] & |
| ' | | '

Example 7

Example 7 Feux d’artifice, mm. 35-37

Source: by author
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wdannlufiniliaugndness unussassznounaes o wasuilUluiiadesgduwion 38 uaziedoud
aswnluiesn 39 Mnuumsndsunfzdsududnvurednenduluies 40 Fwendudeifmnusimdses
wWndmaulval (Aaeriuviedn 32-34 NiinmsdeuulasesduusTasUssnaunounasdnely)
Tuduvessyuudesdluion 39-40 wefiflanuiials dudumseszuudesadinsasuudasedns
= & . = A R, Y % Yy & T . ) = ¢ A o 9o
wuuilleuiduegann Fullesuldanmuaudaziiulaintulinfeglutulades Gb wiaes Wedunalid
wnuiUssiusiisussuuidesdegnaiaula Wevesdoundululuried 35 ssuudssdeegludulades
Toalnuguuuu WT1 @slin b, Db, Eb uaz F vasguuuu WT1 duidulimsiuduiulades Gb wiaestdules

@l sasussuudsasuuieusazaulvauin

Example 8 Feux d’artifice, mm. 39

Source: by author

Viouil 41-44

wiamneUszinyadssudsuiunguades Db weslufes 41 maBsussuuesiiviosifidy
Snuumdudetunsdiilfesuedisiu msziulades G uiaes (sl 39-40) futulades Db ety
flimsuifuds 6 2 Snvialiin Ab Aunnivalusies 40 Sudulisladiinlunguades Db wie$ Fadumawien
aameuftagihlugneudaly feomminmaudeuniemneussinauadsatisudu ob wesluiesd a1
Fuuudownn uandsssvanluiod 41 didunedn A7 vandiiduresalafituivesnguadesdiouar

UssasUsznauynusaluiasdaluse

e ha [
252, T
molto dim. p:_—_—_:—ﬁ %

«
Nt
o

e

Example 9 Feux d’artifice, m. 40 and m. 41

Source: by author
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msnduinvediuiiwludesdl 42 4 eudiiusvesdugiimauasuuamndugduwuy ps Tudu pa,
Bb-Eb Imaﬁiﬁmﬁ";LLiﬂsuaaImﬁmeU?iwiﬂﬂuiﬁmazﬁ’m (grace note) f1 Exarnple 10 wazdinisiiialindu 9 Tu
wurvhues IeiliAnd e tonsfunndeniy Smisildgninndiedluriadesganimouusn wieu
fumalinnsaudesdy Sohldensualveswasiinuanlaniniy uisdaThememsiedeuiidudulds
Tuesd 44 ludhuamiensutuneufunas dudecszauluniusnvesiosd 44 Junasn Gh9 arnduds

nadesusadendu ¢9 luassioawids ¢ Example 11

e : §ui
= I’EE.QZ: T e — @ &
g ol e - =
.) P 1 1
3

Example 10 Feux d’artifice, mm. 42-43, motif variant

Source: by author

Example 11 Feux d’artifice, m. 44, closing curve

Source: by author

Wasl 45-46
TuiiWasugusndnasiludiod 45 WneduaiUdsuldidug me, C-Ab nioufuszuudsalisuly
Juguuuu WT0 Favisluiinuazguuuy WTO0 BUsInguaiiiesn3usnveaiod 45 uaz 46 dalin 3 weed

Turswiowdwwimihadoududmigenludneudaly At Example 12

]
L Ih r./1 E
LA 3
> af kil
b4 Ll ] L | | | LT
) q 7
12
: .o
b ge
L L et
L 7 2

Example 12 Feux d’artifice, m. 45

Source: by author
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Viesh 47-56
\TewsngUTEINauAdsgnenidniwio 47 Usuennsisunuvemenlvl Fanseureseninwmeniiy
Adulvegnenusu tudunwsglidnedn 2 9u 3 wesanidupesaluievniuiugludedreniiunumluneuil

Iagniiauesmininuasluiosn 45-46 s 7s Example 13

Scherzando &

\._)V —
psubito mjﬁsﬁl

Example 13 Feux d’artifice, m. 47-48

Source: by author

Jeveufissiuiuwdrenaguileuduingivlnl widhfinsanisewesypindnuazty fanulndidss
P | Y] ° a A o a 1 1 = gy 1% =
fluiedil 20-24 NidunsthiauainauRavseingRvetKlaeg1wils wasianuaeadeumawaneen daduy
nmsiaureseningAuTihaueinneuntliues wasmsilifvsomneuszanguwadesiuendudeinlil
Waladugudnarades nvisdadunaldanmsivasunesneg1ssngd ililiildalalianis Eenesala
s = a ° w ISy A v g & I Y A s = %
pesanily) drrudAgannnitindu deanuleaussersaiuusadurie 53-56 lnsretelulevnlignaney

Jumideaniesiug M2 uaglinrmunfiusngegly 4 esiiilulialutuladedaalyuguuuu WTO 61 Example 14

& . g 1 .
5 bb o —8—— I/-f: bh o —3— ) -
e 2 7 e £ 2 7 e 7
\!_51 L - I II 3 ra I "I
3.2 : J — U —
f az w = = f = w = —
strident bb g strident
p A
& < ¥ %
5] ¥
3 PP laissez vibrer 3 PP laissez vibrer
2 F——F— z — ]
¥ 7
[ A I 8 Tl |
Retenu . . _ . . _ . . _ . o o o o L L o L L Lo Lol oo .o ool
A - - - -
p A > ra > s > ra > v
7 »* »* 7 = 7 -
1 I s ~ I 7 I r4 F4
2 7 ! / 7 f fl — {f 7 {;
— ! ﬂ —
59 —_— = % =
0 b|7 = bb -
i 1 }
(o) = = i g -
e — e — ;‘lﬁ
Ty
)

Example 14 Feux d’artifice, m. 53-56

Source: by author
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Yasil 57-60

PufaesEauaravLuteadosuniluneurountilldgnedeasaduries 57 uavanmdouty
wRemnEUsEInaMades 3 15U yadnveamasimsrsunanaanzsefuAItEes (dynamio) fianas
Tfaviavualuestiussnaude GEBECED-FE wandlofinsaninisdomnessinauadsuds aunsaidila
I haesafidunumvluseuifenssn G half-diminished seventh ilalauysal (incomplete chord) Tneiliin B
Fadusail 3 vesesaiugnasly fudilidn c tu Bt Jaduiediinuenaoiniiisddu uasnsndiimiaesiil
Wlunuugatwidmdiuvanuduiusvediniug 2 [Fetrsianu & Bample 15 usndlefinsannisdomane
Usrdnauadssszneutusiinvesneiaud silidlaldndesszandureuivenidulefanquades A

WI935

n /-'__——\
LD A :

= . Lw—) f Yy
— o
i i a—

AN v
Il ¥ &

vt

TVl c): -dd‘ .=Id\

ii@

L 10N
~ L

<Y
) LJ L 4

Example 15 Feux d’artifice, m. 57

Source: by author

Aeszanuasudunasa D9 Tuesinmid wemwiae 59 dnantudsslszanulasudnassluiai 60
Wuerase Ctm9 dniluasavidwesind 60 Lﬁmﬂizamm%ﬂﬂﬂLﬂuﬁuimLﬁﬂﬂiaaIwugﬂLLUU WTO 3nass dlde

E-FE-GH-AF uusitiodltin C Aignagly

Viea?l 61-64

& = A v A o & 5 Y A v ' v X o a o =~

WeaausSununasminddluied 61 tulumsenislaldaiianteyas Tuii 4 viestl dausTtiluiin
Yawio 29 uninauslnilnedsudnuued e diuianedraaulaomd suntukazas yaniaula
Tumeuilferuduiusvestuanseln ssvulainsandunesaluien 61 Wumesa C major - F§ major -
E major - B> major fruduiusvedugnieln 2 assvinliniunuvenesapie C-F uay E-Bb gl
pesAliDIN 62 tuwlleuiuiuied 61 Wiswsidfiuresa G wweslilluresavinegauasios dmsunie 63-64
< v v & 1 [ ! c{' o a s I . . . . [
AdmMsianmuduiusiuiy wiWdeunisanidunasadu Eb minor - A major - G major - C# major NUaAS

P mdNusvesugnSel 2 Auiuiy tupe Br-A uay G-CH
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81

- s —
\._)v .'-r‘ 7
-
PP glissando
n.d. 2 ﬁ‘. m.g.
9 Fa' T A ‘ ﬂ :
:@ = - —— ¥
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Example 16 Feux d’artifice, m. 61

Source: by author

Vieall 65-70
AR CH unveslunauineveion 64 dwisludnesn C9 Tuasn 65 uavussiasUsenauludinegng
wuuillew Tuadeilluivignuadeslyigludnasadeailaiguannauiuy fe Example 17 §nanUATedviing
Uszdnaadssgnenidindavase udiauemeussludnuagamuyidugiges (cadenza-like passage) e
' v . I3 1% Y s A ) N I3 s ¢ A v
mMaauLentys (arpeggio) Inendunsdeuiuiuvesmeiaiaaiu Tnglullevindunesa F uiaes dwluiledne
\upasa A7 A3 Example 18 udFwnuseluiivdnaimilduwio 68-69 dwlin 6 wendnUanieluiinlign

nadediigudnasadeduineed 70 Wunswisundenuariufongnoudaly

= 6 a2 A

P = - " fe A

i ST — T — = 7 i P ra—
(o4 7 o/ N & o jci&thq'.:
D) - . E# e

pp< —_ Fa————————ly |

Example 17 Feux d’artifice, m. 65-67, motive variant

Source: by author

6 SN

rkb
)
.
TN

i

Example 18 Feux d’artifice, m. 67, polychord in cadenza-like passage

Source: by author

Viesh 71-78
\WenwsSAas 9 MuwdWTwndness sensthdnuausmaedeunvengulie 6 fnUsvingluiivunldl
WuwwnanuAevdniuneutl saudeweiladalin (tremolo) lufledenldltiniug 2 Jeaduiusewinetug m2, DEE

wazdug M2, D-E waglilntug M2 fauiudeunntuluied 72 iusinghudevindultn C-D A3 Example 19
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5

Example 19 Feux d’artifice, mm. 71-72

Source: by author

o v v A & = - v O 1% = a @ =~ ! <

dwsuiesn 74-75 WevmeusSuuwilouiuisaesies uilinsidsussuuduladedealnueg1esinisa
Tneludomneusniuduguuuu WT1 il Dh-E-F-G-B Tnefiltin A gnagyiull mniudwnegiinuundadieuly
Wuguuuu WO filtin CD-Gh-Ab-Bb Ineililn E gnazsiull uavindaunadnuansindeunivediiniionn ssiiuls
INEPAEUNIIA Nz AR 1BRAL (Wave-like motion) wazAsy ¢ laasnluriadewn wSeuiuiNTsA uA BT LEYS
A g = v v o 1Y) =
WeunswSeumamsedliuinnduinveduiiv

dosUszanuluiesn 71-78 Udaindugeniimummuiuegiann wuldannisaduivesinsa
Yelug M2 uag m2 sufansaduiuvesguuuy WT0 uarguuuu WT1 8nvisdinislalimednemnig Javiaviund

I3 o = = v o8 Yy & o a 1Y) a O
LUUﬂqiﬂiqﬂﬂ’J’m@QLﬂiEJGﬂMLLﬂU‘V]L‘WﬁQ LL@SV]WI‘VTZ)I‘Wﬁuuﬂqﬂ‘lﬁﬁQﬂ’]'ﬁﬂaﬂﬁqﬁlLLagﬂ'ﬁﬂanﬂsﬂﬂﬂumwuu@Q

Viogll 79-89
lwiivinduandnasadultntug P5, CG wllounausiumas ludinveimsussiasszneuldunislalin
yngrdewlunese B9 widlufintueglugindeguazimsgldnededne ilndewedluiiviiey
'y} [l A 1 a [ < P2 Y] LY 1] [y =1 3 v A v
minwuulanwudnIniy azdanasiulnianudunusvasmselnunauandnasbukuiua Jus E nduldes

gavinevesiedd 79 duduiulin B Tuwwauaned 73 Example 20
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) F A 1T 7] > rax 1T 7] >
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7 om [ el B D =1 1 & Py o P 7 [ el B | el Y
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e ! 7 IRy ‘ 7 =
= fl ~
A
A T T - T T
&\ x ] I 7] I | I
B R & - 1 5 P -
e 1 ‘N I 1
L e U e L A
& ___| &t __1 &> |

Example 20 Feux d’artifice, mm. 79-80

Source: by author

Tuisnate 3 Tu 6 WA LUEIN 84 INUAMUAWAS A LALAUNINAIAENISILANNA Az nIsaLE el

AImpmRMazlUgngaan (climax) vesundseiiusluiesn 85-86 wszluganiiaudndsssyau fortissimo
= o o

Fenanantuunuseiusil uagluangeaetivadinslidiadeweslelusg19nsounguriariaudedi nane wargs
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v o

wionfuirseminaiudss (accent) TudrumeasingiugiaRuonaluwueudnlnl ualdnwarediedulini
Unngluessidwwesied 45 Gaguiuandly Example 12) waznmsiasunsialuusiazd wnzluied 85-86 dfdu
nMsdiusyRuALAuesaareuiy Ineresatugnradeiuiiases adsadudssszauwuuruny (parallel

harmony) AaemMsaiiuaesn Eb79 - E7°9 - F7°9 - FA7*9 619 Example 21 LLé’ﬁQﬁ’]lﬂgjmiﬂ?{ﬂaw‘tuﬁmé’mlﬂ

Example 21 Feux d’artifice, mm. 85-86, climax

Source: by author

ol 87 unsedrmenngsandensliinalingaidemaiiaosde lneforniaulinAdslutulades
G mumnTinvienesdnyamilsfetulades Gb wiwesfaziliin G uas F laslinfignasiulnngiduliingu
Tusulades C wmoifidudeiiedns din & Wuliaiesdesiulln B migndesduanidmsdouiuiuuay
Usztutuvesimosiuladsuasdunslilislanninioun 12 § Snisduansdenmuduiusvostug il
Inindhunseludne daniesd 88-89 vmihilidusidiondu 4 neuflasddrougaie TrethirAuantesusn
veamaurliBnads Fedlormdmadulslutiladedeaivusuuuy WTo uagiredldlusuwun WL wudy

usimainluadn 1 dluilorn A9 Example 22

Example 22 Feux d’artifice, m. 88

Source: by author

Yo 90-98

TupeuasineveunandintuanimsUsstusaenmsnaunauserisaestulades suiulainluiuiua
eumatadliinsewingdiin Db uay Ab Ssoyuniliineglutulades Db uwaed dndirlumnuuaaidudiunis
YosvhupumARNANI E “La Marsellaise” Tutulaides C unaes luvaizinnanaaurusmdnvesinasly
Suladies C unaesiiufienu f1 Bample 23 uadlufianunuseius Feux d'artifice I6auanadtutiulades Db

s o 14 g IS [ 2/ o
unees wmswlinasvievewisaedloiultn Db dues
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Example 23 Feux d’artifice, mm. 90-93
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Source: by author

10 Keith Waters, “Other Good Bridges: Continuity and Debussy’s ‘Reflects dans Ueau,”” Journal of the Society for Music Theory 18, no. 3
(September 2012), https://www.mtosmt.org/issues/mto.12.18.3/mto.12.18.3.waters.php.
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11 Miguel A. Roig-Francoli, Harmony in Context, 3rd ed. (New York: McGraw-Hill, 2020), 599.
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Abstract

Background and Objectives: Higher Order Thinking Skills refer to a complex thought process that relies on Lower
Order Thinking Skills: remembering, understanding, and applying. These Lower Order Thinking Skills are essential for
developing Higher Order Thinking Skills, which include analyzing, evaluating, and creating. Such skills are crucial for
individuals today who navigate a wealth of information from the Internet and various online social media platforms
that spread information rapidly. This rapid dissemination makes it increasingly difficult to predict contemporary
societal trends, which are characterized by high uncertainty and constant change. Consequently, there has been
a growing body of research aimed at cultivating Hisher Order Thinking Skills among youth, particularly high school
students. It is undeniable that these skills are often associated with education in science and mathematics.
Furthermore, it is evident that music is interconnected with knowledge across various disciplines, including the
humanities and social sciences. This connection suggests that utilizing music content and skills as a central theme
through processes of analysis, evaluation, and creation is particularly suitable for enhancing higher-order thinking
skills among students. Therefore, this research aims to develop an integrated music learing model to promote
higher-order musical thinking skills for high school students. The objectives of this research are as follows: 1) to
study the integrated music teaching behaviors of high school music teachers; 2) to develop an interdisciplinary
integrated music teaching model to promote Higher Order Thinking Skills among high school students; and
3) to evaluate the effectiveness of this model in enhancing Higher Order Thinking Skills.

Methods: The research methodology is a Research and Development, divided into four phases. Phase 1
involves examining the behaviors and conditions of integrated music learning among high school music
teachers. This phase is divided into two steps: the first step entails quantitative research. It utilizes a behavioral
measurement tool developed by the researcher to survey the current state of integrated music teaching
practices among high school music teachers in Bangkok and its vicinity. The sample, obtained through simple
random sampling, comprises 183 music teachers who responded to the behavioral measurement tool and
were categorized into two groups based on their scores: 95 teachers exhibiting favorable behaviors and 88
teachers exhibiting less favorable behaviors. The second step involves qualitative research, entailing in-depth
interviews with participants from the first step, using an interview guide designed by the researcher. Targeted

samples of four teachers—two from the favorable behavior group and two from the less favorable group—were
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selected to identify key factors that support or hinder integrated music learing behaviors. Phase 2 focuses
on developing an integrated music learning model to enhance Higher Order Thinking Skills among high school
students. This involves document analysis and a review of research to create a learning model based on the
findings of Phase 1. Phase 3 assesses the effectiveness of the developed learning model by applying it to an
experimental group of 20 students from the fifth grade at Srinakharinwirot University Demonstration School
(secondary) over 12 weeks in the second semester of 2023. This phase employs a One-Group Pretest-Posttest
Design for the experimental research. Phase 4 aims to refine the integrated music learning model to ensure
it effectively enhances Higher Order Musical Thinking Skills among high school students, culminating in a
comprehensive version of the model.

Results: The research results indicate that 1) the examination of music teaching behaviors reveals that
supporting factors for integrated teaching include teachers' experience, their appreciation of curriculum
integration, and their ability to organize content autonomously. Conversely, hindering factors involve teachers'
lack of awareness regarding the importance of integration, discomfort with the content, limited class periods,
unprepared materials and resources, excessive student numbers per classroom, and inadequate prior
knowledge among students. 2) The developed model consists of five instructional steps: Step 1: Integrating
Knowledge, Step 2: Analyzing, Step 3: Evaluating, Step 4: Creating, and Step 5: Distributing. 3) Effectiveness
studies show significant increases in students' higher-order thinking skills in musical analysis and creativity
at the 0.01 significance level; however, evaluative thinking scores did not reach statistical significance. In
summary, this study indicates that music content and skills, when related to other fields, can be effectively
integrated into interdisciplinary curricula. Coupled with the teaching model developed in this research, it
can enhance Higher Order Thinking Skills among high school students.

Conclusions: Phases 1 and 2 of this research demonstrated that interdisciplinary integration can be effectively
applied to teaching music content and skills because of music’s close relationship with the humanities,
social sciences and arts. Most music teachers recognize the value of integrating music with other disciplines.
However, time constraints, resource limitations, or insufficient content expertise make interdisciplinary
music education challenging. The five-step learning management model, developed in phases 3 and 4,
is adaptable to the specific contexts of educational institutions. The model aims to foster higher-level
thinking skills, such as analytical, evaluative, and creative musical thinking, through diverse teaching and
learning processes that prioritize active learning over lecturing. Assessment should employ a variety of
methods. Teachers should act as facilitators, enhancing their knowledge and skills to effectively implement

interdisciplinary learning.

Keywords: Higher-Order Thinking Skills in Music / Music Learning Management Model / Interdisciplinary

Integration
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Figure 1 The interdisciplinary integration music instructional model

for the development of Higher Order Musical Thinking Skills

Source: by author
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Table 1 Results of the study on the effectiveness of the model

Source: by author

Analyzing in music Evaluating in music Creating in music Total
M SD p M SD p M SD p M SD p
Pretest 5.70 22 5.7 2.1 1.8 1.7 133 37

Posttest 7.95 1.5 001 | 63 1.9 37 6.9 20  .000% | 21.15 4 .000%*

** Significant at the .01 level
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Abstract

Background and Objectives: This article proposes to analyze the popular song “Rockstar” by Lalisa Manoban
(Lisa) through the music content analysis methodology of Allan F. Moore, an English musicologist specializing
in popular music analysis. He has proposed a paradigm for studying songs based on their structure, highlighting
the various layers of sound that contribute to their significance for listeners. Furthermore, it offers an innovative
perspective or instrument for music analysis, shifting from the conventional emphasis on harmonic analysis.
Modern popular songs, such as the one examined in this article, frequently utilize chords sparingly and lack
sufficient significance to constitute the primary explanation of the song. This article employs a framework to
analyze the phenomenon of sound layers, since Moore posited that popular songs generally comprise four
sound layers. This article presents three key points: The importance of popular music as an object of study
2) The notion of examining the auditory strata of Moore's work and 3) An analysis of the song “Rockstar.”
Methods: The method of analyzing this song employs Moore's theoretical framework to analyze the issue
of “layers,” which consists of four components: 1) rhythmic sound layer, 2) bass sound layer, 3) melodic sound
layer, and 4) harmonic sound layer. This approach helps in understanding the sonic meaning and the dynamics

of change in popular music, as evident in the structure of “Rockstar.”
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Results: “Rockstar” is a song with four distinct layers of sound. The first layer consists of electronic drums,
characterized by the “Tresillo” rhythm, which blends the rhythm with the first phrase of the synthesizer
sound at 140 BPM. This ostinato, rooted in Cuban music, runs alongside the rhythm of the bass drum and
snare drum at a speed of 70 BPM. The second layer, the bass component, follows a progression starting
with note C and a bass drum sound at low frequency. The bass has minimal variation in pitch and rhythmic
patterns. The third layer creates additional melodies using synthesized sounds, introducing two bars short
phrases defined by pitch and main rhythm. The pitches are repeated in groups of C-Eb-E and Db-Eb-E in a
“Tresillo” rhythm pattern. Each section showcases distinct sound characteristics, while the key phrase remains
consistent throughout the piece. The fourth layer, the harmonic filler layer, enriches the song with only the
D section using chords. The D1 section features only two repeating chords, Cm7 and Dbmaj7, while the extended
section shifts the original chord from Cm7 to C major, retaining the Dbmaj7 chord.

Conclusions: In conclusion, the analysis of “Rockstar” using Moore's “layers” analysis approach is as follows:
The first layer of sound is rhythm, aiming to create an illusion of rhythm between the acceleration of 140
BPM from mid-high percussion sounds and the acceleration in the low-frequency range of 70 BPM. This
aligns with the general structure of the “Trap” music genre, where the song seems neither fast nor slow,
making the listener feel caught in between the two accelerations of the rhythm. The second layer, bass
level, determines the fundamental note and compensates for missing chord layers by replacing the bass
sound with a solid tone. The third layer, enhanced by melodic synthesized sounds, serves as the core and
essence of the song, with repeated phrases acting as a glue between vocals and bass sounds. The final
layer, characterized by harmony, appears only in section D and the extension of the song. It serves as a
point of relaxation from the repetitive texture of the main phrase (in the third layer) and provides relief to

the listener's ears from the overlapping layers of the melody throughout the song.

Keywords: Lisa / Lalisa Manobal / Popular Music Analysis / Rockstar / Allan F. Moore
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MAHIDOL MUSIC 57 VOL. 8 NO. 1
JOURNAL JANUARY - JUNE 2025

nnitnawsInenaulanusiadetdounduwsn veaesmneenin@numdunmeussadetedluusunsivady
gl seidauisnsAnwnauns I neiuena iy etanldfanuuninasalefouesny “The Beatles” MISuAY
o FavEa wawees (Wilfrid Mellers)® viseogndhunuuestinunyueing) v1ad Aa (Charles Keil)* Algnsiwsien
msflaieazdnwuniniosnasugdluguiuusing 4 wazyad wauy (Charles Hamm)® Mthwwimen1s@nyiuy
Na a wa s = =) v a A a 4’! o/ a 3 ~ v = ]
AUATINGUTWIEIRMansind@nwinussadelouniintuluanigowsn vmuaniveslaondduunivasan
4 & dpva = a v = N o oa = % a ¢
ot i wasuiuvensdnynussadetely 3 suuuununnglussesusn Usenousieg 1) myinen
N = IS a = a va s = U v v a v
WAZAAIY 2) NSANYLTWYBEINGT way 3) MsAnwidwseiimans siudenguinderuinetludengy
Ingwnngage8inannaud TausssuAnwisiuade (CCCS) Nmenatne S¥13n gann13m (Richard Hoggart)®
Masgitanswndunuimveswasadedenlugunuulasaiauns NgnREALUURRAMNTINANIATUIN
UTEN “Tin Pan Alley” aldwnildrudsuwlatit@iniuunmasesrilurutuisauludinguedials v3e
v o a d' a v a 1 a . . 7 = o a LY ac [
Undsnsinenfaulanussadedeusgns latou Win (Simon Frith)” wadsdsrsineiuausssen Tudnuuzves
msiaunsadetendunddnwluinusssuusinavesnguissuludinguenils uasiwdusumndudaulutiagae
nouasnsulaniasnuiniundsnuinerauddyed1a Slones eneslu (Theodor Adomo) Midud3a73al
lassasnuntadedounauwiusnisulusUiuuauesudanaudyeseniansulanasen 1-2 Mlas@samnenuss
dusagldaeamdliaudilaimuedidassiailulannvuiuzaslaegels aunseidugnaiadnessun
1990 391350 fauiadu (Richard Middleton) lalisunisdaises “nsnvaunsadeden”® Jadumidesy
o w = N w oA Sa vy g = D . A & a |
dAnarnMsAnwaussadeey Nheldindunis@nwnuuiumansviselseninduamineins waglugs
naladeiunslmAnaueivinsiysiudnunusshunussadeton (ASPM) 9ruaudsiagiu
ynUsngnsaifiasieuliud simunsvesnsfineaussadededlulanivinng fuan uandimugs
v = o w @ = & = ° l A v oa = 1o 2w
TeaniesdAglaedul Fadudiuniswenisneumaiuitaunsadeloumangaunielinasidudiunly
= A v = o d' = S a « v a °
mMsfinw wasierlimudwwiliuauisuwladunsfnyunmasiisuloulsvesiunluaniay laed
uinasanedouunAnuludfisng 9 auasnsansiiinauselerlinnnglumaisnislaegls fmnanluida
widlddaauirunmasaiedenlagnivlunildundananisinusssuiifstuiasdwnsissed aududiign
WnAnynaenysUanernissun 20 ag1auty aslunesalalimneululutouuIAANg B wUUNE
lpssasrafion (post-structuralism) Tvhludediiessiunmasaiolon wsznsleseiunmasesasinllg
AN INEANaNTTAIUETTN tarUURNM Az our U URUUMTalASIaT unanunI N UTIN Y ueg 14l

AMUMNNERY19ls Fmnn1eanAsuesnlnAnwuuatsludiaw (modernism) NTWDIIAUATABINNTT

3 Wilfrid H. Mellers, Twilight of the Gods: The Music of The Beatles (New York: Viking, 1973).

4 Charles Keil, Urban Blues (Chicago, IL: University of Chicago Press, 1991).

5> Charles Hamm, Yesterdays: Popular Song in America (New York: Norton, 1979).

6 Richard Hoggart, The Uses of Literacy: Aspects of Working-Class Life (London: Penguin Modern Classics, 2009).
" Simon Frith, The Sociology of Rock (London: Constable and Company, 1978).

8 Theodor W. Adorno, “On Popular Music,” Studies in Philosophy and Social Science 9 (1941): 17-48.

% Richard Middleton, Studying Popular Music (London: Open University Press, 1990).

10 Allan F. Moore, Analyzing Popular Music (New York: Cambridge University Press, 2003), 3.
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fowhaudlanuiiun waniiedlafaemusuaivewjUssiusinanduddg !t

[ 1

rgudfnyiensieseiiaumnussaieden lgnadreenuidunudsuiudAyuewesdne

PNWTIED “ANUNUBVDIUMINGS : NSIATIZILALA ANUNANUTUT NE Beunmasasetey” 2 wnlaussunsey
A ludhemtadedn NMsHaNaemilauAINISTUSa kNSt maswatuinaulseglsasay
gnwillauiunmsdilaszuunalnuasse wesdesmstlniuauddayinmelanndandedunsiassiunmas

Tugeiidssianuedils Fdlugnsvesilsinhddwsulumssuianumnenndunnasignudniumngn

(%
Y 1

fe dalumudlasenunevesunase R AULAINMSTTEUTUEILAN o Yeudesliusinged dudu

'
o w A

pudAgdesnsdawelvigilsldidilanumneveadsiusngiu waslugiusidosunnana iy

o

v 6 1 _Aa 0 v v vV

a a o 1 g d’l av v 1 1 A a (3 = U
fujduiusdetinUssifuiulaiunallomasuazausslaegals ndnfAenmsiemeikaginnudiunnig
= D =] a Y a e v aa aa A d9 vy o = A
aunstoduiseudgiiuiunsiinneilasasaneaues nusingnnda etk Wansenind s uduves
Unngnseliinduandmgmadeseuss uasiudanuduiusueiosd sauyisunnes Taudsmsdiauevaades
sudunalnilanddnllunswedgidilesniasilsunmaamantut®
Tudrudolvazdunsihaueuwimunmsiengiunnasadedonvemesuldlunsinssiunnas
“Sonams” IneldonndusnunaUssinuINNRNTIRSIZRTemes HunmsdnawlanuUssaunsalmssuily
unimas memsesuglidnlafialienniwmuns MeuuImansTiaseiunnaiesusi (shape) lnates
Ihaweusunulumsimsgilusomesgusiwesunmanenti 3 Ussiiudes Ao 1) Twdes (ayers) 1Using
2) Nnaadsd (soundbox) MFaAMMNUBINITINTUESWIN 9 NUTINQHIUNsTsENUNNALlaNaEes (mixing)
Wag 3) AN NYUYYBLALMT0TUNTTANEUAYY (timbre) NNelMAATUKUUNMIAUATIULANA19ENANAUNT B

RTNBNANEAIUBIUNINAILR WeluuneUTazinunAnE 99N TIATISANUTWESIAURS LN WINTY

sUTvasunmaslugugiTunMT I Eiuninaslelenvasedy L. wa3 (The song's shape as a text for

analyzing popular songs by Allan F. Moore)

) ! o v

TJudiuddgidesnsing

o

a

Tuahuiidunsthawesunfensieszigusisluunnasaieden Tugiuei
=3 & a ¢ A o Aw o o Iz v o & a v '
Pulunnunnas Jumsiemesiiugudnidedgilaindussauntsnlsui i seduiuiang JUT e gUnssa

- Y = oA o wee % = PN 1A a ¥ °
WieRuaNyaEveadswnnINaEuindasiaiwendsdineu lnaanzetwwipntudsasgniluldly
a & «s Sy ) 14 ! a v a % 1% Y =
mIlasviunnas “Senams” el Ineueslaaueinusiadetouinuseneunie 4 Tudes lngduuinianis
aSueAwialul

Y a & a & LY A U a d' o &
YULAYN L‘Uuaﬂﬂi’]ﬂﬁsllUTJllﬂum@Uﬁlg‘V]ﬂ'U‘I/ILW’dQﬁlIEJUEJlI WUiWﬂQIMiS@UWUN’JﬁlINaLLiﬂN’]‘Uﬂ’ﬁ‘WQ

nsaansasuilawionsaslildnsenings nesisldveneUsunuiielfiluiuimemsinset lavawise

1 Allan F. Moore, Analyzing Popular Music (New York: Cambridge University Press, 2003), 5.

12 Allan F. Moore, Song Means: Analysing and Interpreting Recorded Popular Song (Surrey: Ashgate Publishing Limited, 2012).

13 Allan F. Moore, Song Means: Analysing and Interpreting Recorded Popular Song (Surrey: Ashgate Publishing Limited, 2012), 1.
14 Allan F. Moore, Song Means: Analysing and Interpreting Recorded Popular Song (Surrey: Ashgate Publishing Limited, 2012), 3.
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wseaniu 4 $u (four textural layers) %mu'uau:hLwiazLwaqm%zhiﬂi’mg]ﬂﬁunﬂ%u’utfmﬂuwLwaq 1A,
sUszneuiiug I eunings Snasnududesdifnsuadeedsiu nanie 4 sudes Sudu
aruliundesiiinusngd uluunmasadedon faadiulddluummasadoioudoddowunsusznouns
UriseshehueNALe Landswmusiwatudannsafanalulfedndlss Tnefineaneaned Uil
Fudsausn Hududesiidudons the explicit beat layer) ifudunsmosseiutudssiiug oy
Tuumwasasiefen umsadsndaaus unsaiegUuuudamefiad eaiiadeulundnuesuninag
WieTlaerlisiiuldeg ey WieSeniuin “gsroove” Fslumumnevasmeningeiness daiffeudidaau
ynuUanssienavneis mawzsesiers Mduunmdimundidulivudeulvesduneiassdadng
un auduestudsdonsivsngluunmaniu Junalfndsnaemieiniennzin 4 fenaglid
seudBefifaiu (unpitched) fsngludemenaesauusuaznszies uiflieueluitudestdad|ssedudes
feusngluaussaiofeumesuniaviedulaiidefinaosissfudoumnneiule

[

Juidesians Wunsedusunummiifivesiudssseauiua (functional bass layer) [utudessdfny
Nenusanulaviluluumwasadeteou Tngagyimthniensimunseswewsneiunsldseaudesunisiiy
' = 5 Y = ) & i = o v a & o ) =
grudewn wasnulamlvluawsS ez Tunnunasusigauilsn dadulagiuunummitnvesiudesssauanse
grudesmnfomsmualuaiuau (root) aweulusiulassasnaesalutuladss!’ waysmmnuaiiamaie

PRUANYAUABS ATIEATYH e TUFE 917

Y a P 2 O a aa Y al Y ' ° a L. .

Fudsanan Wutudssniunuimmuinlunisasnawinesvinueaasy (explict one or more melodies)
vawimewman Tutudessvauines (melodic layen Inevinluunmasinagiivisihuemdniniluusugiveanis

° o & o a o o a Adg Y a A v Yo a a o o

T nTeanilamas widdinesssaunieginldatudduunmamdeddidumunsusnas nedldudaglu
nsfvuegURIUYIIRuS (style) vndilsonudisnisdeansiietuluenamssd il ud sz resuninadnia ¢
Tusgiutudestiiilenunsoandeuayiusle lnwanunsaseylnegwdmauanndndnualvesmianinueuasunusng
Juiuduvesunwadla’®

Y o aAa S a a [ a . r-:l' 1 1 X A 1

YULHBINE LUUTUAEUBINITR U LESIUsEaU (harmonic filler layer) V198 381 WWUNINUDIL 1Y
=) o v o < 1 ~ A o vy o a PN P I~
dewniudesgs waedudunilanhlvgilenusoandnnmsedeunvesunmadlaiinanuada lneusnngides
ARSI TN 9 TuguuunisiBeudseneudane (hythm) liidnaganme Ans Welu eosunu viseuingsns
v s I )~ % ay v Y A o o =
MeeasiAans Ny warlinansenuseglslunisseysusuumemuss iuilideadinnuiunntn Fweguwuy
nManussezumsliinsewmussunswdafiossywumenisiiuaesa 917 Tuaunison nmsusnguesiudsad
Tneamznslddeweinsumsussadudni Wieonasiidnvasmsiidudiudududsssaniogu

sUsuU “SW” (iff) visaluvaiueswunadu 4 lumsilivwuidewniismsedumsusimdugvienoin

15 Allan F. Moore, Song Means: Analysing and Interpreting Recorded Popular Song (Surrey: Ashgate Publishing Limited, 2012), 20.

16 Allan F. Moore, Song Means: Analysing and Interpreting Recorded Popular Song (Surrey: Ashgate Publishing Limited, 2012).

17 Allan F. Moore, Song Means: Analysing and Interpreting Recorded Popular Song (Surrey: Ashgate Publishing Limited, 2012).

18 Allan F. Moore, Song Means: Analysing and Interpreting Recorded Popular Song (Surrey: Ashgate Publishing Limited, 2012), 20-21.
19 Allan F. Moore, Song Means: Analysing and Interpreting Recorded Popular Song (Surrey: Ashgate Publishing Limited, 2012), 21.
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LN L3

diomsldian Tnefinsasinddu 1 wld uasreliiAnsminuaifigilsansiunmannandauls?
mwﬂaqﬂﬂizLﬁuﬁwu%’Uﬂ133mi’]zﬁimzé’usﬁgmﬁ&Jﬂﬁﬂﬁﬂﬂgiuawusuaaaé’u il was wlAanSnsiieeng
e LTS BUER RS s Fainemsdinseituduaiunngluunmas “Queen bitch” veuwin Tu
(David Bowie) Tiduduseidesnsinesaimslusuasgniiudusedeadioniliih Huddasiodhduiudes
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v
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sfUsznaUMIALSR N Msnivesilndet ssausEiuandnstulazAntunudduldinnnt Tuauds
mavhiegimslinrsivnaduluwiastudesiifierudwy Sduumanuiaslivesndiesn laedeuaninso
Founduluemmnmisdevesweslunsendregranaduy « ¢ Tudhudaluresumenaiazthnszuiunssanam
Iifedueludmssmsiersiunmas “Senams” sely suwndrdmiumieseidudsdummasedioion

YpIUDF

Aasziunnasadedten “Sendan1s” (Analysis of the popular song “Rockstar”)
aaland1iludneiu dmsusuimimslesgiunnasadelionty awisadsleuuiazniseny
Usgaunsalidesniulnaniimsidilaiisasesedasiadiwieludanuesisoniinisesuedegunse (form)
| < o w 3 o v 4' 1% 9 & A A o w1 a ¢ A qu
agnlsinudmnsutesmahanudilas ewedaswasaunmas SsraduasesdiodAydonsiase Weld
o o & Y a a ¢ a4 o o ¢ a o & Yy g !
dvsulugeanddumsiwneiiiumssssndumgnsalveadesiusnguuluunmadiegradussuy nin
mnuauAudlaludmunAnnisiaszigussilivdvenunes uieneduvd aslunslefifuaziiiy
a4 A ] N v o a % = A o q va A ax ° 1%
seddislunsengunswviselassasesuninasalelenliinniy nanfehldvunavseisnmsianudila
lanisuazdninndaiu Tudulanlunsieszindesaswesunmadludnmeaionniuss tnerauiv
wwRnvawaslana 1ty
a ¢ s <y a v N & ° Ve ] Sa )
mylaseiunnas “Sonanis” Tuddas@asidavasdentu onaduunlan 12 view Alanutamu
WAEMITIDIAUTENOUNNIALAS IWUIMoU TINTINITasTNassAviaun g1 mniasamounanInusEagnun
Moy 4 viewwiduiilaseadameaussdmiuediend iy aeusngduvieu A B C D lnglidusmviouduay
Viouvene falunsesuierulassadnunwasdinsanuddgielfidugad uaudniunisdedduns
e Nsthllgnisesuigludsgusnwesunmaduusiasiouldegdaau unmwastausowd wisulans
INATDWALYBUNUE N VDIATEATNNAUGS TIDITTEENMIAATUTBI A iaUIaNTaoTUIR N1Sa]

v A o v ° | a ¢ ¢ a  a ! S o i
munaMAzisuwaimMuuale (Example 1) wagagthingmsiwswiusngmsalidesiogluuiastudewioly

20 Allan F. Moore, Song Means: Analysing and Interpreting Recorded Popular Song (Surrey: Ashgate Publishing Limited, 2012), 26.
2L Allan F. Moore, Song Means: Analysing and Interpreting Recorded Popular Song (Surrey: Ashgate Publishing Limited, 2012).
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Lyric structure Musical structure Timing Bars

Introduction Introduction 0:00 - 0:03 2
Chorus Al 0:03 - 0:17 8
Pre-Chorus B1 0:17 - 0:30 8
Chorus C1 0:30 - 0:44 8
Post-Chorus D1 0:44 - 0:51 4
Verse (rap) A2 0:51 - 1:05 8
Pre-Chorus B2 1:05 - 1:18 8
Chorus Cc2 1:18 - 1:32 8
Chorus c3 1:32 - 1:46 8
Post-Chorus D2 1:46 - 2:00 8
Outro D3 2:00 - 2:13 8
Extended Extended 2:13-2:44 16

Example 1 “Rockstar” Song Structure

Source: by author

Tuduilandumshwdnmeswiunasenmsiunaulavesesinliiuummas “Senams” Tnellveuiun
o a ¢y o A L ' Ty o a ¢ a ]

WINPUTEAUTRINTIAT IR UEIIUTINGWINTIL WU UG EIAT UL SAT I MLTg U
Yoe3 Aewznuindudemsniiiiudane (the explicit beat layer) Meidesvosnasdliin dudsaiaonduns
° Y o o a . & o A I3 v al v ' ° a
MyuaunuymMTsgsudeaua (functional bass layer) tudsstensluunumilumsasiwiivihue ey
(the explicit more melodies) fendasdunszyt uaztudenailunsfuiudesszau (harmonic filler layer)
ey fsUsngludiusing 4 feil

Y o & a o2 Y o = A @ Y < & -

Fudsausn Wumslenginmsldidenaessiutanisansenulsenouianeg fingluasausnile
Wngdview Al anideanassalusuaEnaasUd (bass drum) Sanuandouundsriudnsisiiiatuinneuluow
MNFesduT e widndideaesensenuadeiunasdanusses NrnudnuusdsuenaNdenaotaius
ewuludang 3 @enassawuisesintnuandwslundauiungundusninuluvieuimiednsnswes
Jang 140 Jwnwmesiounl (BPM) dvisumaiiiauenisgngukuudane (ostinato) Aandnd fdesunngudamy
WuUlia “Tresilo” (Bxample 2) Wunqud wngiianusaussiasasid st wisswazldelulivisunnas dsusng
=) = % v Y dyl v A [ o‘q’/’ 1 ! 1 ! =
dearseunmedansussnoumenslddaneiliswiudssdanneinusviou Al utasmellugiwiou D Balsey
wilounsairainigitalasdndeuransannisladunguiansiuy “Tresilo” stewailiaaiaunaonyianas
namlaingudamzuuy “Tresilo” ieo1mazsenindunguisnsuuy “Habanera” fisngmunanndamsiiugn
TuaupSAruasunsnszglugTausssununTos iRt s adAnisTen 207 wavdinslsingeylu

unimasaleendagiy

22 Alexandra T. Vazquez, Listening in Detail: Performances of Cuban Music (Durham, NC: Duke University Press, 2013), 53.
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P S

Example 2 “Tresillo” or Habanera Rhythm

Source: by author

suuudmzdudwdAglunsimuaunuimmifivesusasviowmnas Ineasuansiiog e 2 e
i ] o | w ] S o g = °o w '
Yo azviaunilamuaneeiy (Example 3) Tuviou A Fuideseinasiliiies 3 Tudes mniSesmduagy
a o =) v dy v = 4 4 ~ = § o v % A
ANARAN-g4 WudeInABLUAR LT IIER 1 Viedusn uay 2 vawiaaiaes ienassauusvdnasluyndavngi 3
a a a A A ¢ A ) a a ) « . . 2 &
warileudesiigagnfeldeinaesanuisesiiiunumtuinieudssgunuuianzuuy “Tresillo” aaaniaumns
umas Tuview Bl unuwives “Hi-Hat” ludhsdanzuuuiaitn 2 4u vudnsnsedang 140 BPM lasudnun
= o o 1Y) A v v 1 = | ] S 1 q v X g < A
funumddglunmstueieulivieusindiianuuandnllainvieu A ansliruvuiwdududu 4 Yudes
warduniugnsse 140 BPM nidimnudmauunndu aunsenadladiigviow C unumves “Hi-Hat” fldudday
Tunmsviliunmasdianuusndnwinensimuailideads “HiHat” yndensenluviewd dweldumsisadigils

A Aa & &
NIUFTIRAWIILUNNINAVUNADAN DU

P g e g | gl R S
- , 2 - g 2
" ¢ = : 3 =

o S A A S A R B v R (S (LA
ﬁﬁjﬁﬁﬁﬁﬁﬁﬁﬁﬁﬁﬁ
e -

r" A2 S 7 | G G A S G
&fﬁj O 2 B A T A
S ¢ - ¢ 3 -

Example 3 Drum Patterns in Section A, B1, and C

Source: by author

nsaseeNIAndeund wasdsmenaasunngieusrnenrianas aTundenaauanasluneuiu
= = I3 a 1 Y VoA = s W o = & -
\FUIUARAASINADIELLS YNANDYULBNTAII 140 BPM Aenuindesauusasdwnionsi 3 aaeavianas ive
TWanuidninassnguasnantiuussiasiindieswmils (Half-time) veadnsissdangnfmawiniiiuey fAeseeznng
gaansiudadesnassuauazawusiy dwaligiesdnldindumsiWangidamita milweownssdu
Jongthiiiaduinneuluvieud

NE1IAD MAMANTURWNZUUERTHIN 70 BPM wudnludwvenassawuiogludwng 2 uae 4 (backbeats)

Tuvaieiinasavanslul nzlsnkazdwizenvesay @isudunsussaseessnsnsmdaulliudesdansnen



MAHIDOL MUSIC 63 VOL. 8 NO. 1
JOURNAL JANUARY - JUNE 2025

fdsmeuaiesnsznudiusnagUiuuiong “Tresilo” wé’mm’a@fumuﬁL%'.Jﬂ'jmﬁwiwéfqﬂsmgé?qL.wiviauﬁ']
Fadundnuaiivsnglaeiiluluguuuunmaausiuuy “Trap” vie “Dril” fifeswaisnuidngildmannn
mhwdesemiliffuaussringdananusniaeuuurnuiy Tnsawees b dnunsnsusias Hi-Hat fdu
endnunvesmunising Tneides HiHat avd19Bseguugtuuudmmentn 2 $u vudhsis 140 BPM feusing
Tuvieu B ua C SefoudnunzvesgiuudnmenasiuatazauusiszesfinsalubuuidedlinaBasenluf
2 Foe dleleutudruniesnsenudy q Sszesmsavvenanialifuiiluies 1 woa uazluviou D2-D3 Tiwilou
v umadmnsdulumsdsusminzandungtildedlidauds Wesmndandamenass
uasiaiivinlddiduinaneunaomianas

Sudesiises unumiinfivestudenua (functional bass layer) fiusngluuminasifdnunedviadls
nmssdudeliin C lundoniuidosnasaualuguidesiiingm 30 Hz Tneuszanas viseoglusyiuides Co
Sonludanafaindudnumzsuides “Sub-Bass” Inevamamunuaglifimiudsudaduiomessdudes
uazdnuuzmaAntuwestany wilruudsuuasdndedluiou C3 TnssUuuuresmssiualimaiiis
Aenuemedlialudonsuslieniy Welilddudsaualnudnvumdsdiedotunssauaady uasiia
Samnafntuesdeavdluiongd 4 luiowsnvend ussialiiludonzenues 3 feutsdngdony 4 Wady

nmsdaFesnidlugusiduviou C gavinevesuninas :nmaiinrudvesldngudewniiiiudu (Example 4)

Example 4 Bass Pattern in C3

Source: by author

Y o a o v o 1% ] ° A L. . 1% v

Fuidesiiany [Wuunuvmtnnlunsasiwinginusaesu (the explicit more melodies) ananslaides
o ¢ Aa v A & a o ° o | o & & I3 a o
AUATIEA ‘1/1LiumuiugwuzmLUua;mLUﬂmsuaqmim‘wumamwL'iammzsuaqm‘uw,waau Iﬂ&JLUuﬂmUﬂmiugULLw

! a o o 4 d' v O LY = LY Y [ 1 A 3 & vV
NRUIAHEU ) 31U 2 e VIUiWﬂQﬂIGWNi%G’I‘ULﬁENLL@SE]G]T]"U\TWJHA&ﬂ”lJEN‘U‘VIL‘Wﬁ\‘i N8R LUUﬂ’ﬁ“U“U’JUI‘VIE&WQ

wWhgReulvindeluiluninasyiiilueg uug1usnsuse 140 BPM segnisimunseaulden (pitches) Wuuiug

Y

guusgnaulumengulidn C-Eb-E uay Db-Eb-E uuguiuudameuwuy “Tresillo” lnglungandil vieausniuviessien
= ¥ =2 o ] L a & ¥ [ =i b4 i - o Y a v LY '

feuedeadaiu mnusiilunsusuiangmsiietuvedinluiongy 3 vewiemaeuiavimtmadeiunisds
(filh) Tuguuuumsg i e (ostinato) aaeaiauvisunings (Example 5) MNMsANUREULSR s vz TR U e

[

wineaiuluusiagviousidishsnddAgileginounasansuninas dwzmelulugimieu D wasviswvey

[Introduction, A, B, and C|
\ J =140

Example 5 Main Line Ostinato by Synthesizer

Source: by author



MAHIDOL MUSIC VOL. 8 NO. 1
JOURNAL JANUARY - JUNE 2025

dudosiia Wunsiuduunmasadessyan (harmonic filer layer) Wionasa Unmastinunsly
pasaTiUTngeEnsamuiisauaviou D winiu Tasluviou D1 Siftes 2 Aesaiauth 2 a%h o Cm7 uaz Dbmaj7
dnduviou D2 uay D3 I¥ifiunesn Ab/Bb uay Bb7sus Tudesviesanvievesiou Ingvihwiniidunedadauuy b
lugaodn C luvieudaly (Example 6) uagluvisuvneliiuasunguasiaifuainaesausn Cm7 naneifunedn C
TnedsadliBenasn Dhmaj7 winiu ensnialavesuminasifomadenlitudswinaifisudliie o
Hunsitnyesilsfiinanmsilienudnduvesisdnndmmeuasnstwenafifntunaenisunmasiions

Ttrasandnaunaunany

b
=

Sl
f

EZ
i

:
=
[

. |, @ —F- .
ﬁ- Lid "
. h —t /]
. o —F"0
1

Example 6 Chord progression in the last 4 bars section D2

oH e
e

([T
!
‘mwhb[

Source: by author

PnMTiATEAilommeaueiluuninas “Sonams” neailiunsmumnAnnsneinedudo

'3 a Y 3 & A = S o A A o | vy
vowes aunsannule 4 Ussuanilenuninusng fe 1) Yudewsniniuiseesdong wulndliamnligile
\NAANNSENDE521I4 (in-between) SRsusaAUUILAUTENIN 140 BPM 713n9nideaa3aansenugunane-ga
pgNaBEUsToay “HirHat” Tngawuluiunsindsuiiegnadosinvese udewiludnuasiidunsdou
9m339 70 BPM lunseuriu uavaenndeaiufeuesguuuunuss “Trap” fiusinglaevinly 2) dudesaesiiiu

v o a Y a o ° = v & v A = v, y A S

szAudsauatiunuvAvd nlunsivuadesiianusuninadluisszau “Sub-Bass” ievalwetudswes
AT vInElUNaUTIUINGY MensunuaAdsauanilanuniniduasiulimasiimnalagarunuiuy
3) FUABIN1TAT 19U LETIANEBIEIATIEY MU suEdpuLnULNULaZlAAINEIA YA UNINASA 89013

° A o o v oA ' a4 Y AoV My 1 = & o ]
Wnawengnddn o asusngluunwas vnvthneunansemnadeseandalilandndduunanuil dunqu
deaua Tudnvaurveuhussruuuiusmiuduiuiivewhuesiovgfauldindudnuusvannriues
sfiuluniouiu (heterophony) was 4) Tudssgavineniludnuazmsléidsaszaunionasa 9nvisunnas

a o a 3 dl U 1 ! 1 3 dl ! dl 1o a
wuliesnsdueesandaauluriou D wagvisuveny (extended) windu Tuvaziivioud urasuniwadliaiy

= v g" v 5 [ 1 4:1' a 4;( % ] = A 14 1

desszanuludnuaetl Asmumsunnguemeresaluview D MAaTurdmeou C JuSeuaiioumsasigaraunme

INANUUANANIINANHUENITHNEUDN U NIRRT NG UA U NWUE NMTFBUTEUN VDU UFBITUF € BUU

AN IR ULUNS DU WA DU IUNLINGS

&3U (Conclusion)
nMleseiunesaietien “Sonans” sudaunmadu o lugluuuauiaieten S1duegBmaedies
fipsesdladmiunmsliareinivingay Fdllimnemiiiaiesloveuummsiiesziauninuuuul s

wuUsaRIesTs U o llieanan am T est vnus s ug aadiluysdaas unasinlimaessimdusaly



MAHIDOL MUSIC 65 VOL. 8 NO. 1
JOURNAL JANUARY - JUNE 2025

I¥asysaibstu defiarlivherudlaguuuuasiatefenfifatuedie fusngiomefingmien i
waraud s e ssimeusiineiiduunnasadedonusudulucmeesadamssy
i 20 AflguuuS A aETIM U ULer U UY s uumamsieseiuuusediu Wumswiud
fumseUszaunsalveadesiifetulud ey

mnmsleneiluliidudesdivinng mnglensiunmasdiedluiuladeuuula nuiumnasd

] al

drnsnnilamiunsunmmsiiureinluurRsun v oltanwuzn st URR sW BB uABsA (homophony)

2

Fanuueieeviou D vasunimawitiuy agview A B uaz C duumusduindeuriuesluniauiuvinuessos
Sa X [ Ao =) 14 ' g P g A < Y o o A
MAnTuludnuarE e MeTIReY 2 Viee wihudwaeaieunsuninas dadutudsdussiuianuvesunad
suusznaulumengulin CEb-E way Dh-Bb-E Fvamnsoesuielainlunsldngudssiegluduladsauulun
aeun 7 veadulades Melodic Minor viselaaisendn C Super Locrian Usvneauluaaeltin C-Db-Eb-Fb-Gh-Ab L By
1 ! a ] 1% a s A = ' ' ! v =3

LuauImNnisaiedasEsMaAuaresanUTIngUuiangluvieu D egslisouniu fienaay
wnngmsienuldlaintulademdnvesunwasiioguuduladsudun C Phrygian deusinglin F Neglunasn
Dbrnaj7 usiiludsiusngiiesuaviouiiviniu wmszluviou A B uae C nauliwultn F usnduilldauendulades
C Phrygian #ia Fb vi3e E Asnusng wagluawvisugavinenveneeantl wumesa C way Dbmaj7 e1aagdalaan
Tduluedt 5 vesiulades Harmonic Minor ¥i38i38n37luA Phrygian Dominant ASluUmMARNTANABIENATT
a ¢ v o s A A | a o 0§ ¥ a o A o
FATRINYULRIANFNT S vRIRRI AT UTINQuA s Aed Aenasiiiinauilaliraand owan
o 13 =i e 1% I3 o a v o A & v
TrguszanAvosnas Nenagliliadaliunngeesalaegstniau mniauanidpiusngisurianaentiy
viow D 1 namldinummasilonazegmeldnein C7¢ wie C7% fougwbilinlungudsnanusngiluaese
Ifegawnzay witufldumeneiiefrnuiieguenmiledwivsngluunnas Wewnbinumsdiiuaesn

a & [ < | = 3 = o v ! Y Aa X &

ylatognetaau Wuiensiauanusngnisalvesmsiesndunguluailfsuuminuu

Fudesiidunnmmieseiunmasadslovewesiu dalaunsegwdwonseiuie Iiesei uay
a dll =) t:ll U a U a s 1 b=} U a
Ay demeamnendsdiusngluunnasedelentagdu vnaguanauuigiuvesesiti aundadedes
fnnuturesdesiusngsuiuegwdes 4 9u dsusngeiumiwsziunies “Sonams” assanudilauay
Wilvgrmamilussaztudssdinalniaswiulsznevaiaduunnaduinliegls wu 1) Sudeiusu
AEdnuyaEreINIsMrUAd wngluunnawinnuedkls 2) Jusienfesueneriuunuminivese 1ude s
agauaihutffmuaauaulia iy (root) vesreined1els Welunuinununisuiamelivesnain
agals 3) Pudesnanuniludenddu o if) luunmasdidnwvauzedisls Asnglunsgvesdesdunsisi
Ao a Y] . & & o ¢ o ' = v o
Peniuguiuuamsiuu Tresillo luunmasil uag 4) Tudewasresaviauegnils Fauluunmadlsiiieansn
sanusngluview D wintiy

MIesEaeLAnIna nYhmiiedeiunsUenideniiuiivesing wiailumsdagu/nmuus
(section view) lumsfinwuuuaaiaenssy edndeseeniniivsaniiazysadu wasdsanaiulinnumuiey
AeoUszaunisalivaiileldiagnils wimsTinseiidegusne (shape) WunwmAnnueslaneemduidudumn u

1 [ ¥ = o v a o ¢ A < v a1 o o o £ 13

agelsimunnuilaewedasaididndnualvieguiuu (form) Adwmeldddnlunsinldseydsaau

YasdaUNIsaldsafinulntu dalunslnssiiiesusuureseiiludiuasuadsrnudilanuniadeen



RS cc BRTRSN TR
MnnImsieseiiangidiisaguiuuminii uagdanansenuionsueneve Ul U veInsAnwIiIun
Tuwimnurdine dangnmsienudilavsngnisalvesdeswuniaiedeunanunsasulameyuseadudla

ag19uaula

Bibliography

Adorno, Theodor W. “On Popular Music.” Studies in Philosophy and Social Science 9 (1941): 17-48.

Frith, Simon. The Sociology of Rock. London: Constable and Company, 1978.

Hamm, Charles. Yesterdays: Popular Song in America. New York: Norton, 1979.

Hoggart, Richard. The Uses of Literacy: Aspects of Working-Class Life. London: Penguin Modern
Classics, 20009.

Keil, Charles. Urban Blues. Chicago, IL: University of Chicago Press, 1991.

Mellers, Wilfrid H. Twilight of the Gods: The Music of The Beatles. New York: Viking, 1973.

Middleton, Richard. Studying Popular Music. London: Open University Press, 1990.

Moore, Allan F. Analyzing Popular Music. New York: Cambridge University Press, 2003.

Moore, Allan F. Song Means: Analysing and Interpreting Recorded Popular Song. Surrey: Ashgate
Publishing Limited, 2012.

Vazquez, Alexandra T. Listening in Detail: Performances of Cuban Music. Durham, NC: Duke

University Press, 2013.



MAHIDOL MUSIC 67 VOL. 8 NO. 1
JOURNAL JANUARY - JUNE 2025

msAnwINsTUIUNIsEenankie Uy
WAINT17 M EnuTy ANNLUIMNNATE IR assangunl
A STUDY OF THE TRANSMISSION PROCESS IN PI NAI SOLO
OF KRAW NAI SAM CHAN PERFORMANCE OF SUWAT ATTAKRIT

ATl Jamdaun,” Nuauna wiauguna, gwns Aladnual
ANYIRYNITAUNS uwﬁmmé’aiwﬁgﬁ'mamﬁﬂLﬁ"]’ﬁWizm NTINN Usewmdlng
Sarawut Chungwatkhet,* Pimonmas Promsukkul, Supatra Vilailuck

College of Music, Bansomdejchaopraya Rajabhat University, Bangkok, Thailand

Received 20/09/2024, Revised 24/10/2024, Accepted 31/01/2025

UNANED

NuuazInguszad : aussinedudasviougi Ty vesusmmunasiasshanaunumadeuasauvsenm
@ A o o aaaa a 9 = o e I - &
Dudetausssundunumlitdiauasinlanulve siawudunenainefndal iU uaTenuss unwas uas
BIRANEENT o MAEaTes Feguuuumsussaamadivewialu 2 JUuuundn liun 1) msussamy wneds ms
UsaanFeNiunang wuarundeumnseaaznauniy wisgsadumamnany wasdsiun uezmasgndegnds
2) MIUTTBURLT N9 NMIUTTANATBRLIRUsBnnAu I s uRe I emalpllAwLas M NETIA
AR vieninsussiamy wienddlinTewnuss Wy 39 nassaewnil Wisln Sz WeleSudwng
dwisumaanainsawUseanidu 3 nquudn At 1) waaRenUssavIig 1w weylan wuntegy 2) inaaiedi
Talunsuans wu @enen 3) nasdendugs wu namilu Sdaduaneenvesnaude Wumawidowederiaasing
ALTEYRE N Msaneviesiiauussuiley fiussadldanysaiioidisansfinvimaneluaussine lag
WIS NRUPT e liaan eI nvaeIty uauesawurs nul s tauneludnsd eyt
o o A & < as N sala Ql' - N Y 1Y)
dvsutlu Wuesowunstunildndnvdiloupgiiewandlolumainsily mussaneiivislvenivaay

Aunmiududnnud o fussiasiesnuauin au wasiuliduiusiu DuesewmussnauBunseu mslizuns

[

fnevenlnensNASHYEIYY BersElaenan Ul luedin Wy weseawn3end Wid gunsniiv) wae

s L4 L2

Agiiey Asnemes s dalutiaqdu aggiant essonqual foduesirrevenauisutluifimud iy
yiunils dmiuReUlu maansilu awdu vesnsaian essonqual Fuvessnnesunudios snudieg 6ing
Suiinduliinlneuasiufindesnsussiadimendsnildsunsaenen shlideyasuviuesdiemuaysal
wieuisdsinumuusssmdelunsdeven Ssietndutoyanistevesauslveiinsnue msuinstuiinls
Wundngrumammsliligamelumunana wngannnsinwienasuazmiddeiifedesiunssuums
neviennuss e wulliiigAnulivennuaneuszinu iun 1) Msfinwinssuiunsanenen 2) MalATIznng

WennsluveuesamunsUsEnnang 9 uiluvaieaiudidenuindiliinsfnwifedunseuiunisaieven

" Corresponding author, email: 6363119004@bsru.ac.th



RS cc PRSI
REINaINT IR WAAUILAUNITUIUMS Faswmniinaund iy §idedaiuauddgnasfnunssuinums
dnevendenUly mainsalu amdu saukunnwedngaiu assangual Weaisenudilaludndnualveans
dnenennussnelumaafeddugs saensuiiludunuusgrslunmsinmsseumsaeusely lnemsiduassil

Tnguszasriiiafnunssuiunmsaienenme Ul wainsmly auty mukinieegaiang essongual

q

acda v a

FBmsfne : Brshiumifeedillisteuisitednunm efiasanmuesdusznoumamsanm Hud
o fiFou ovmanss Wummnamsin uesfiudeyannmefinyienans msduntual nmsdann adsdeasd
wuugUile uasiiaueumudes

NAMSANEN : iamF3demudn ageand ossonqual WuAaTBrmnayndlu IWsumstievenmmusdumesve
FeiBmauuudadis (athgy) mnegmanevin uadldFeusmstuiinliinlneainden shlvagatand essongual
WGLJUWEULLUUmiﬁ’]EJVIE]@ﬁNﬁj\lwmu%‘wjWQﬂ’]ﬁﬁ’]EJV]E]ﬂ@UGEIVIEJLLUUﬁgﬂLaiJLLaSﬂ’]ﬂ%ﬁ@ﬂi%ﬂaumiﬁ’]ﬁmaﬂ dwiu
Aoty masnsmilu and agazdrevesliundwd neludin TaeRomsanangiy fuemsusaas uaedana
Uszngin dleruduneumsfnidonuds JssdgiumounmaGudneven Ussneuse 1) Anssueseuieansnily
fadunsuennamimauasBndsagsiumein 2) meevenssdmmudifentiu mansmlu ety Ussneude
BIFAUTANANG ] NTEEANITUTIRY NMsaeneauuusamadaglilinUszneu mstindeundeuiudevne
wiiwiunaes mavumuumassudsulastuiindemdaFou lusuvesanuiiuazdsndeslumsaevondes
wanzauBorensliideaedosnund wisdeomsaouasuiiu iy Ylu nossaesmiih da Tnmas FoAdvia (i
MP3 ety iasnsnilu ety meftaga i ossanquel duven) uarmsiidussiasnassaemiisznoy
Tnewlomansziieglianuddey fo anuwiuilunisusaas uevannsousaaduaniumsnia3sld

unagy : nszuaunseevendedtilu iansmlu audu muuumeegatand essangual SsBandnmsaey
usSlnenuusaRunivinddsudenenslufnauusssudeniBnsalumsdienen waefeddsunsdieen
Tnesssnnag owfimavsuAsuddutueuuiundsrtag iy winedatuslfiuiunslidessnouns
deven iy mslilduazdendvia (nd MP3 Wenlu iasnsnilu st mefiaga¥and ossangual dunen)
naenTumIg AT ARl HeungueRIne amsdasdeuanuilVivenyay aussenainiunsoienen
domsaeu uaziedsnussTiasuASY Wemeneniuniiauls witsmstevesiasiindulvgisoudlely
unwasiaenguiaraaUfoR wennilunisussidiunavesngaiu ossonguel SautiuliSeulini
wiuglunsusnasuavdadiulifSouliuanduanumsalods weumsnszdiligBeusoniauvinusuay

ANLATNVDINULDY

Adfsy :  NsvuIuNsaeven / Wwentlu waansmily anadu / aiand essangual

Abstract
Background and Objectives: Thai music reflects the wisdom of ancestors who created it through the beauty
of sound and aesthetics. It serves as a cultural medium playing a significant role in the way of life and the

hearts of Thai people. It has been developed and passed down from the past to the present through musical
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instruments, songs, and various related knowledge. The styles of Thai music performance are divided into
two main types: 1) Ensemble Performance. This refers to playing music collectively as a group, emphasizing
synchronization and harmony. It is further categorized into Phleng Thang Phuen (basic melodies), Phleng
Bangkhap Thang (prescribed melodies), and Phleng Luk Lo Luk Khat (Improvised Melodies). 2) Solo Performance.
This involves playing a single melodic instrument with specialized techniques and unique melodic creativity that
surpasses ensemble performance. However, additional instruments like Ching (small cymbals), Klong Song Na
(two-faced drum), or Thon Rammana (goblet drum) may be used to enhance the rhythm. Solo performances in
Thai music can be categorized into three main groups as follows: 1) Basic Solo Pieces: These include fundamental
solo pieces such as Phaya Sok and Khaek Mon. 2) Performance Solo Pieces: These are solo pieces specifically
used in performances, such as Cherd Nok. 3) Advanced Solo Pieces: These include highly sophisticated pieces
like Kraw Nai, which is considered the pinnacle of solo performance. Such pieces require exceptional strength,
skill, and mastery. Their transmission follows established traditions, and those who can perform them flawlessly
are regarded as having completed their education in Thai solo music. For string instruments, Kraw Nai is typically
performed in a two-layer tempo (Song Chan), while for Piphat ensemble instruments, a three-layer tempo (Sam
Chan) is preferred. The Pi Nai is one of the instruments in the Piphat ensemble that is commonly performed
as a solo to showcase skill in the piece Kraw Nai. The performance involves both wailing and rapid note passages.
The performer must coordinate the fingers, breath, and tongue in harmony. It is a delicate instrument that should
be taught directly by a master teacher. In the past, experts in Pi Nai included figures such as Phaya Sano Duriyang
(Chaem Suntharawathin) and Kru Thiap Khonglaithong. Today, Kru Suwat Attakrit is regarded as one of the most
important teachers of Pi Nai. For the solo Pi nai performance of the Kraw Nai Sam Chan composition by Kru
Suwat Attakrit, which was passed down from Kru Monthian Samarnmit, the melody has been documented in
Thai musical notation and recorded in audio form after being transmitted. This has ensured the completeness
of the melodic information while also preserving the traditional methods of transmission. This effort is considered
a valuable contribution to Thai music heritage, deserving to be preserved as an academic record to prevent its
loss over time. From the study of documents and research related to the process of transmitting Thai music, it
has been found that various aspects have been explored, including: 1) The study of transmission processes. 2) The
analysis of solo Kraw Nai performances on different musical instruments. However, in reviewing the existing research,
studies focusing on the complete process of transmitting solo Kraw Nai performances, from start to finish, have
not yet been encountered by the researcher. Given the reasons mentioned above, the researcher recognizes
the importance of studying the transmission process of the solo Pi Nai performance in the Kraw Nai Sam Chan
composition according to the approach of Kru Suwat Attakrit. This study aims to enhance understanding of the
unique identity of Thai music transmission in advanced solo performances and to serve as a model for future
teaching and learning practices. The objective of this research is to examine the transmission process of the

solo Pi Nai performance in the Kraw Nai Sam Chan composition following Kru Suwat Attakrit's methodology.
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Methods: This research employs qualitative methods, focusing on key educational components: the teacher,
the leamner, the content, and the educational context. Data is collected through document analysis, interviews,
and observations. The findings are synthesized inductively and presented in essay format.

Results: The research findings revealed that Kru Suwat Attakrit, an expert in the Pi Nai, acquired his knowledge
of traditional Thai music through oral transmission from various teachers and learned Thai musical notation
from his father. This background enabled him to develop a teaching approach that blends traditional oral
transmission with supplementary teaching aids. For the solo Pi Nai performance of Kraw Nai Sam Chan, Kru
Suwat transmitted the knowledge to selected students within his circle. The selection process considered
the students' knowledge, performance skills, and good conduct. Once selected, the transmission process
began with two main stages: 1) The Ritual of Initiation for Kraw Nai Solo Performance: This ritual involved
paying homage to guardian spirits and honoring the lineage of teachers. 2) The Transmission of Solo Pi Nai
Knowledge for Kraw Nai Sam Chan: This included theoretical knowledge, performance demonstrations,
step-by-step song transmission using musical notation, practice with drum rhythms, review of the piece before
each session, and Digital media (MP3 file of Pi Nai solo in Kraw Nai Sam Chan, in the style by Kru Suwat Attakrit).
The teaching environment and resources were crucial, requiring a setting conducive to the sound of musical
instruments and complete teaching aids, such as the Pi Nai, Klong Song Na, Ching, musical notation, audio
playback devices, and a skilled drummer for accompaniment. The content emphasized precision in performance
and the ability to perform in real-life situations.

Conclusions: Based on the research study, it can be concluded that the transmission process of solo Pi Nai
performance in the piece Kraw Nai Sam Chan, following the approach of Kru Suwat Attakrit, remains rooted in
the traditional Thai music teaching methods as he had been taught. This includes adherence to customary
rituals in the transmission process, which requires direct instruction from a teacher. While some adjustments
in the sequence of teaching steps may be made to align with the contemporary social context, additional
teaching aids have also been incorporated, such as notation and digital media (MP3 files of the solo Pi Nai
performance in Kraw Nai Sam Chan as passed down by Kru Suwat Attakrit). Furthermore, Kru Suwat Attakrit
has dedicated his life to the dissemination of Thai music by ensuring an appropriate learning environment,
fostering a conducive atmosphere, and providing complete musical instruments and teaching materials to
effectively impart knowledge to interested learners. His teaching approach focuses on both theoretical and
practical aspects of the piece. Additionally, his assessment emphasizes accuracy in performance and encourages
students to participate in real-life performance situations, thereby motivating them to continuously develop

their skills and potential.

Keywords: Transmission Process / Solo Pi Nai in the Kraw Nai Sam Chan Song / Suwat Attakrit
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% Phichit Chaiseri, The composition of Thai classical music (Bangkok: Chulalongkorn University Press, 2013). (in Thai)
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5> Montri Tramot, Musical Terminology (Phra Nakhon: Phrachan, 1964), 20. (in Thai)

6 Anan Sobrerk, “Roles and Functions of the Pi in Thai Music Ensembles,” in History and Development of the Thai Pi, ed. Sugree Charoensook
(Nakhon Pathom: Por Samphan Printing Services, 1990), 43-45. (in Thai)
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8 Chaiwut Kosol, The Essence and Practice of the Pi Nai (Songkhla: Faculty of Fine Arts, Songkhla Rajabhat University, 2006), 10. (in Thai)
° Mano Suwannakam, ed., Rajamangala Journal for 33th Graduation Ceremony on August 19-23, 2019 (Pathum Thani: Rajamangala

University of Technology Thanyaburi, 2019), 37. (in Thai)
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Chanok Sagarik” (Master’s thesis, Mahidol University, 2016). (in Thai)

1 Ronnarit Maithong, “Transmission of Ranad Ek Performance by Kru Boontham Khongsap” (Master’s thesis, Chulalongkorn University,
2018). (in Thai)

12 Nattarin Phatthanaruangrak, “Transmission of Thai Music by Kru Samruay Premjai” (Master’s thesis, Chulalongkorn University, 2018).
(in Thai)

13 Chatchawan Sanitsanthia, “A Musical Analysis of Kru Jumniean Srithaipan’s Kraw Nai Sam Chan for Pi Nai Solo” (Master’s thesis,
Chulalongkorn University, 2010). (in Thai)

14 Sakolput Kottunti, “A Musical Analysis of Krawnai for Jakhay’s Solo by Kru Nipa Apaiwong” (Master’s thesis, Chulalongkorn University,
2011). (in Thai)

15 Keattirat Hunsuwan, “A Musical Analysis of Krawnai Sam Chan for Jakhay Solo Mr. Siwasit Nilsuwan” (Master’s thesis, Chulalongkom
University, 2011). (in Thai)

16 Elizabeth Steiner, 1998, cited in Narutt Suttachitt, Music Education: Principles and Essence, 10th ed. (Bangkok: Chulalongkorn University
Press, 2018), 3-7. (in Thai)
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Internal motivation

Possesses intelligence

and aptitude in music

Eager to learn, diligent,

MAHIDOL MUSIC 75 VOL. 8 NO. 1
JOURNAL JANUARY - JUNE 2025

Excellence in Thai
classical music,

particularly the pi nai

External motivation

Receives traditional Thai
music training, especially
in playing the pi nai,

from various teachers

and consistently - Suwat Attakrit Supported by family
practices and others
Records musical notes Has extensive musical
and captures the sounds experience
of transmitted songs Father instilled a love
A distinctive approach to for music through
transmitting Thai music learning Thai musical
notation

Figure 1 Regarding Kru Suwat Attakrit

Source: by author
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-
General individuals Seek to become
o e Students
with interest a student
.

The teacher evaluates qualifications

- Learn solo PiNai

The teacher observes behavior performance in
directly or receives character Knowledge and musical Sam Chan rhythm for
Good conduct : o
endorsements from trusted or performance skills at least three songs

respected mdlvnduals - Possess good

L
Incomplete qualifications, Complete performance skills
mlssmg one or more criteria qualifications
4 Corrects behavior or learns and - . .
Begins training in solo Pi Nai performance
improves skills until the teacher .
of the Kraw Nai Sam Chan song
L deems it appropriate N

Transmission of knowledge for solo Ritual ceremony for the
Pi Nai performance of the Kraw Nai solo Kraw Nai
Sam Chan song performance

Figure 2 Students
Source: by author
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Figure 4 Note-based format used by Suwat Attakrit for teaching’

Source: by author

17 Suwat Attakrit, Direk Attakrit, and Vitool Attakrit. Pi Nai Musical Notes (n.p., 2020). (in Thai)



MAHIDOL MUSIC 78 VOL. 8 NO. 1
JOURNAL JANUARY - JUNE 2025

34 msflndeuiuiameniiunass WemnidunahliGoullnvinugmslinaissng 4 Winss
Fong Fannilarundlaludnvedvngnassezansatilanisddong mamedanzveudazyselon
melluuvinas wazanansoianmadalunsussaddfoedy

3.5 manumuasieuSsusarTuiindemdaou namite Tumsaevesiendlu mamnsrilu sty
fupgatand oxsonqual neufinsdounads egaelifFeunumuinuemeusaadGaudlundsdiudaneu ey
mITRAeUATA N BsaAILILE TR Feu Wevuyuet aud R addmadneveidovrionniy uasmemds
rnmithevesluisiazedsoundi agaeli B suiufindsaiodndululindeudemies TnefgnUsvasd s Sou
wdnsusaasazmaiasg 4 Wianugneies uiugh Sasilimedieneniuawielulinusing B
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Principles of transmission following the approach of Kru Suwat Attakrit

Traditional Thai Music Transmission Development of Thai Music

- Oral tradition (transmission through Transmission Methods
memorization, imitation, and following - Use of Thai musical notation

the teacher’s example) - Audio materials

- One-on-one teaching - Explanation of theoretical knowledge

- Adherence to tradition
- Integration of moral values
- Emphasis on respect and reverence

for the teacher

!

Methods of Teaching Solo Pi Nai Performance of the Kraw Nai
Sam Chan Song in the Style of Kru Suwat Attakrit

. Explanation of theoretical knowledge

. Demonstration of performance
. Song-by-song teaching using notation as a guide

. Practice accompanied by drum rhythm patterns (natap)

b £ LW N =

. Review of the song before the lesson and recording after the lesson

Figure 5 The Transmission of Kru Suwat Attakrit

Source: by author
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[ Location and environment for instruction ]
I

L ! 1
Appropriateness [ Completeness ] Atmosphere
| . . \
: Physical aspect
Complete teaching 4 P The instructor is warm
. . The instructional venue allows full i
materials and musical and friendly
. use of musical instruments and is \ )
instruments
clean and orderly [
| I / An atmosphere of N
4 Mental aspect )
An assistant for playing acceptance and
the drum during The personality and expertise respect from
instruction of the instructor ) individuals in the
| venue
Social aspect k —/
Interaction between the
instructor and the learners

Figure 6 The location and environment for instruction

Source: by author
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Measurement and Evaluation

. J

The teacher observes Accuracy of the melody
the learners

¥ Accuracy of the rhythm
Accuracy in
performance

‘ Accuracy of the pitch

Passed

Did not pass

the evaluation the evaluation

L F Y v
L 2 . . . .
M ) - Performance in a real-life situation
Recommendations Demonstration
| | |
|

Figure 7 Measurement and Evaluation of students.

Source: by author
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Abstract

Background and Objectives: This qualitative research aimed to create innovative arrangements of Isan
folk melodies for solo saxophone while preserving the traditional essence in contemporary performance
settings. The study also sought to analyze harmonization techniques that integrate traditional and modern
musical frameworks, ensuring both coexistence and complementarity.

Methods: Four prominent Isan folk melodies—Mae Hang Klom Look, Saxophone Lam Plearn, Maeng
Tab Tao, and Sri Khotraboon—were selected based on their popularity, cultural significance, and
adaptability. The arrangement incorporated both traditional Isan and Western instruments, using
Western music theory to analyze harmonic, melodic, and rhythmic elements. Data collection involved
structured interviews with music scholars and practitioners, participatory observations during rehearsals,
and an extensive review of existing literature on Isan music and Western harmonization techniques.
The research method followed three key processes: (1) Song Selection and Analysis, selecting and
analyzing four iconic melodies and identifying structural and stylistic characteristics; (2) Arrangement
and Harmonization, restructuring melodies for solo saxophone to maintain authenticity while adapting
to contemporary performance; and (3) Validation and Refinement, obtaining expert evaluations to enhance
quality and authenticity.

Results: 1) Mae Hang Klom Look was arranged in G minor, with the khaen and soprano saxophone
as lead instruments. Western harmonic elements (D7, F, Bb) were integrated while maintaining its
melancholic essence through ornamentation to enhance expressiveness and rhythmic modifications
to remain traditional roots within contemporary. 2) Saxophone Lam Plearn incorporated jazz performance
techniques such as improvisation and counterpoint while mixing traditional instruments with Western
brass and woodwinds to demonstrate the adaptability of Molam in modern contexts. 3) Maeng Tab Tao
employed quartal harmonies, syncopated rhythms, improvisation, and ornamentation with a combo
band (guitar, piano, drums) creating a festive atmosphere. 4) Sri Khotraboon used pop-jazz harmonic
principles, with the interaction between the phin and soprano saxophone blending traditional and

contemporary elements using chords Fsus9 and Cm.

" Corresponding author, email: dew.phongpat@gmail.com
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Conclusions: The results of the research indicate that these innovative arrangements can serve as a model
for harmonizing traditional music with contemporary practices, making Isan folk music more accessible
to wider audiences. Furthermore, this study highlights the role of creative academic music in fostering

cultural appreciation and ensuring the sustainability of traditional art forms in a globalized world.

Keywords: Isan Folk Music / Harmonization / Saxophone / Contemporary Music / Music Preservation /

Musical Integration

Introduction

Music must always place sound at its heart. Creating music that is truly alive should focus on sound,
even if the work is academic or belongs to an academic field. Academic music that fails to connect with
the actual sound becomes dry and lacks artistic value. In producing academic work in the field of music, if
the process only involves data collection, compilation, and analysis, but fails to connect to musical
notation or actual sound, the work is considered to have fallen short of the most crucial aspect of music.!
Thai music and Western music are different in many aspects according to their origins in opposite parts of
the world. These cultural and social differences result in unique developments in the instruments and
styles of each musical tradition. However, when Western musical techniques are appropriately applied to
Thai music, the result is harmonious blend that maintains the intricate characteristics and delicate tastes
of Thai culture.

Isan folk music reflects the thoughts, beliefs, and contents of both knowledge and entertainment.?
It possesses a specifically distinct identity to the Isan region, including its tonal pattemns, language, melodies,
and rhythms most significant form of Isan musical culture is vocal performance, known as Lam, which is
often accompanied by the khaen (a traditional reed instrument), harmonizing perfectly with the vocal
melody, a performance style commonly known as Molam.? Molam has been evolved to blend the vocal
lines of Lam Plearn with Luk Thung (Thai country music), merging folk and Western musical elements.
Various forms of Lam, such as Lam Plearn, Lam Toey, Lam Khon Kaen, and Lam Phan, were integrated
with Luk Thung melodies, and solo performances of prominent Western instruments like the saxophone,
organ, and guitar were combined with traditional Isan instruments.

It is evident that the saxophone, a woodwind instrument, plays a crucial role in Molam performances
alongside the khaen. The saxophone’s unique and versatile sound, capable of evoking a range of emotions

from sadness to excitement, adds vibrancy to the Molam performance, making it indispensable for every

! Natchar Pancharoen et al., eds., Musical Literature: A Collection of Academic Creative Music Articles (Bangkok: Tana Press, 2016), 24. (in Thai)
2 Charoenchai Chonpairoj, Music and Folk Performances in Isan (Mahasarakham: Srinakharinwirot University, 1983), 26-27. (in Thai)

% Charoenchai Chonpairoj, Research Report on Phuthai Music (Mahasarakham: Srinakharinwirot University, 1986), 46-48. (in Thai)
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Molam ensemble. Skilled saxophonists are in demand to join these ensembles, providing a source of
employment and income leading to increased interest in learning the saxophone as a profession for aspiring
musicians in the Molam scene.*

Consequently, the researcher was inspired to develop an interest in re-arranging Isan folk melodies
to create a new, academically creative musical work. The goal was to demonstrate the fusion of Isan folk
music with Western music through a developmental process grounded in the art of harmonization by using
Western harmonization principles. Popular Isan folk songs, commmonly performed by contemporary Isan
folk music ensembles, were rearranged for solo saxophone to showcase the development of Western
music while preserving the cultural heritage of Isan folk music. This re-arranged music can also be utilized
to further the teaching and learning of musical disciplines, including music arrangement and performance.
The objectives of this research are to harmonize Isan folk melodies for solo saxophone and to analyze and

develop knowledge on harmonization techniques for this genre.

Research Methodology
1. Participants
This study focused on developing Isan folk melodies by harmonizing them for solo saxophone.
Participants were selected through purposive sampling, consisting of 15 individuals, including university
lecturers, students, professional musicians, and freelance musicians, as follows:
1.1 Seven lecturers and students from Loei Rajabhat University.
1.2 Eight professional musicians, including military band members, secondary school music
teachers, and freelance musicians from Loei Province.
2. Research Instruments
2.1 Structured Interviews for interviewing music scholars, folk musicians, and arrangers to select
suitable Isan folk melodies for harmonization for solo saxophone.
2.2 Observation Forms for participatory observation during ensemble rehearsals to study the
rehearsal process and performance of the musicians involved in the arrangement.
2.3 Song Evaluation Forms used by the experts to evaluate the quality and appropriateness of
the harmonized pieces, aiming to refine the harmonization of Isan folk melodies for solo saxophone.
3. Data Collection
3.1 Preliminary research on Isan folk melodies was conducted through literature reviews, musical

scores, and consultations with experts in folk music and musical arrangement.

% Kritsana Thipakson and Tanaporn Phengsri, “Learning and Transmission Process of Saxophone Accompaniment for Morlam Performance
by Samran Buphawat,” Humanities and Social Sciences Journal, Ubon Ratchathani Rajabhat University 9, no. 1 (January-June 2018):

285-295. (in Thai)
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3.2 Suitable melodies were selected through interviews with musicians and experts, and these
melodies were then harmonized for solo saxophone.
3.3 The harmonization process consisted of:
Step 1: Selecting songs and instruments.
Step 2: Arranging and recording the music.
Step 3: Verifying the accuracy of the musical notation.
3.4 Refining the arranged pieces based on expert feedback before being recorded and disseminated.
4. Data Analysis
The harmonized pieces were analyzed using Western music theory, focusing on the concepts
and processes involved in the harmonization. The findings were presented through descriptive analysis.
5. Data Validation
Triangulation was used to validate the data by comparing information gathered from observations

and interviews to ensure consistency with theoretical concepts on harmonization in Isan folk music.

Results

The research entitled “Harmonization of Isan Folk Melodies for Solo Saxophone” aimed to create
and develop harmonic arrangements of Isan folk melodies, tailored for solo saxophone performance. Due
to the different characteristics between two cultures, it is challenging to transfer techniques form traditional
Thai instruments to the saxophone; therefore, musical elements such as melody, rhythm, instrumentation,
and harmonisation were analyzed and explained based on arrangement process primarily on Western
music theory as the main framework. Additionally, the research focused on systematically explaining the
concepts and processes involved in the arrangement. The Arranging was presented in align with the unique
characteristics of Isan folk melodies.

When comparing the original melodies alongside their re-arranged versions to highlight the changes
made during the Arranging process, they can be smoothly mixed together and produce new melody with
hints of Isan melodies presenting through sound of Isan instruments such as phin and khaen. However, the
new melody becomes contemporary enhanced by saxophone.

The results of the harmonization of the melody were explained for each of the selected songs and
divided into topics: the structure of the songs, performance styles, and harmonic placement, following the
principles of Western music analysis were examined as outlined below.

1. Mae Hang Klom Look

In the arrangement of Mae Hang Klom Look, the original melody was adjusted to fit the G minor
scale. The main melody was divided into four sections: A, B, C, and D, with a tempo of 60 bpm, which is

slower than the traditional version. The time signature used was 4/4, and the piece was arranged for a combo
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band consisting of soprano saxophone, piano, electric bass, guitar, and drums. Additionally, traditional Isan
instruments such as the khaen and phin were incorporated to add depth to the arrangement.
1.1 Song Structure

The song structure included an introduction, improvisation, and outro, as outlined in Table 1.

Table 1 Structure of Mae Hang Klom Look

Source: by author

Section Description
Intro Khaen plays the main melody, piano provides a counter melody (Bars 1-9).
A Soprano saxophone leads the main melody, piano and guitar play the counter melody

(Bars 10-18).

B Same structure as section A with soprano saxophone leading (Bars 19-29).

C Repeats the same structure with the soprano saxophone leading (Bars 19-29).

Improvisation | Khaen provides a backeround while electric guitar performs improvisation (Bars 39-47).

D Soprano saxophone leads the main melody, similar accompaniment as previous sections

(Bars 48-58).

Outro Khaen leads the main melody with piano providing the counter melody (Bars 59-64).

1.2 Harmonization and Melody Development
The harmonic arrangement emphasized the use of basic chords to align with the structure
of traditional Isan folk songs. Grace notes were added to enhance the melody, with the soprano saxophone
leading the main melody supported by piano, using fundamental G minor scale chords such as D7, Eb, F,
Gm, and Bb. Improvisation was based on the G harmonic minor scale, and the khaen provided a background
melody using trill techniques. The melodic development allowed the song to conclude effectively, with

the khaen extending the melody to create a traditional Isan ending.

Example 1 Grace Note in Mae Hang Klom Look

Source: by author
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Example 2 Imitation of the Khaen Trill Technique in Mae Hang Klom Look

Source: by author

2. Saxophone Lam Plearn
This research also focused on the creation and harmonic arrangement of Saxophone Lam Plearn,
a fusion of traditional Molam folk music with saxophone performance. The arrangement was designed for
a combo band, integrating both Western and traditional Isan instruments. The piece retained the original
melody while adjusting the structure and adding performance techniques to create a harmonious blend
with unique characteristics. The alto saxophone was the primary instrument for the melody.
2.1 Song Structure
The structure of Saxophone Lam Plearn consisted of an introduction, main melody, solo, and
outro, using the G minor scale at a tempo of 100 bpm. Techniques such as counterpoint were employed,
and woodwinds, including flute, tenor saxophone, baritone saxophone, trumpet, and trombone, were

incorporated along with piano and bass. This is outlined in Table 2.

Table 2 Structure of Saxophone Lam Plearn

Source: by author

Section Description

Intro Flute plays the main melody, with woodwinds and brass providing counterpoint (Bars 1-12).

A Alto saxophone leads the main melody, supported by woodwinds and brass (Bars 13-28).

B Alto saxophone continues the main melody with harmonic support from woodwinds and

brass (Bars 29-45).

C Alto saxophone leads with similar accompaniment as before (Bars 46-89).

Outro | Alto saxophone plays the main melody with support from the rest of the ensemble (Bars

90-104).

2.2 Harmonization and Performance Techniques
The harmonic arrangement used basic triads, reflecting the simple yet characteristic structure
of Molam music. Counterpoint techniques mimicking traditional brass and woodwind arrangements
were employed. Ornamentation, such as trills and grace notes, was used to enhance the performance

of the saxophone and flute, particularly in the introduction and solo sections.
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Example 3 Trill in Saxophone Lam Plearn and Grace Note and Note Slurring Techniques in Saxophone Lam Plearn

Source: by author

3. Maeng Tab Tao

The song Maeng Tab Tao is a lively, humorous folk song often played at festive events. For this

arrangement, the melody was adapted to the key of C minor and divided into three sections: A, B, and C.

Jazz theory was applied to expand the melody for a combo band, consisting of suitar, piano, bass, drums,

saxophones, and brass instruments, such as trumpets and trombones.

31

Song Structure

The structure included an introduction, main melody (A, B, C sections), improvisation, and

a coda, as outlined in Table 3.

Table 3 Structure of Maeng Tab Tao

Source: by author

Section Description
Intro Piano plays the main melody with bass and drums accompanying (Bars 1-24).
A Saxophones and brass lead the main melody, with guitar providing background
accompaniment (Bars 25-36).
B Brass and saxophones play the main melody with harmonic support from the rhythm
section (Bars 37-44).
C Saxophones, brass, and piano play the main melody, while guitar and bass accompany
(Bars 45-52).
Improvisation | Guitar improvises with trombones providing background harmony (Bars 53-112).
Coda Piano plays the main melody, guitar plays the counter melody (Bars 113-120).
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3.2 Analysis of Harmonization and Techniques
Quartal harmony was used to create depth in the arrangement, with brass and saxophones
alternating between the main melody and background harmonization. Improvisation used notes from the

C minor scale, with chords such as Cm7, Abmaj11, and Bbmajl11 to complement the main melody.
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Example 4 Chord Progressions for the Harmonic Arrangement of Maeng Tab Tao

Source: by author

4. Sri Khotraboon
In the arrangement of Sri Khotraboon, the traditional melody was adapted to the key of G minor,
divided into four main sections: A, B, C, and D, and pop-jazz theory was used to enhance the melody, with
a fusion of Western and traditional instruments.
4.1 Song Structure
The combo arrangement included various instruments such as guitar, piano, bass, drums,
soprano saxophone, and the traditional phin, which maintained the original folk identity of the song. The

soprano saxophone alternated with the phin as the lead instrument.
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Table 4 Structure of Sri Khotraboon

Source: by author

Section Description

Intro Phin plays the main melody, soprano saxophone and keyboard provide background (Bars

1-18).

A Soprano saxophone leads the main melody, phin and keyboard provide background

accompaniment (Bars 19-27).

B Similar to section A with additional harmonic depth (Bars 28-33).

C Piano leads the main melody with support from phin and guitar (Bars 34-42).

D Soprano saxophone leads the main melody with support from the rhythm section (Bars
43-60).

4.2 Performance and Harmonization Analysis
In the introduction, the phin played the main melody, with soprano saxophone and piano
providing harmonic support. Syncopation in the rhythm section created interest in the melody. Chords
from the Bb major scale were used to harmonize with the main melody. The harmonic arrangement used

complex chords such as Fsus9, Gm, Cm, and Eb to create smooth transitions in sections A and B.
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Example 5 Introduction (Bars 1-8) of Sri Khotraboon

Source: by author

The results demonstrated that this arrangement effectively fused traditional and contemporary

musical elements, preserving the unique identity of Isan folk music while incorporating pop-jazz influences.
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Discussion

The study on harmonizing Isan folk melodies for solo saxophone performance aimed to create and
develop harmonic arrangements that fit well with the instrument. The researcher arranged the compositions
by primarily utilizing Western music theory to analyze and explain the musical elements, including melody,
rhythm, instrumentation, and harmonization. Additionally, the study emphasized systematically explaining
the concepts and processes, presenting the arrangements in a way that aligns with the distinctive features
of Isan folk melodies. The researcher explored the song structures, performance styles, and harmonization
based on Western music analysis, as follows:

The study of the arrangement and application of Isan folk melodies in a modern context, through
the songs Mae Hang Klom Look, Saxophone Lam Pleam, Maeng Tab Tao, and Sri Khotraboon, demonstrates the
potential of folk music to adapt and connect with Western music effectively. The fusion of traditional melodies
with modern arrangements helps preserve the cultural and musical identity of folk music and enhances
its appeal and acceptance across a broader audience which is consistent with Pusit Suwanmanee’s” research
on the development of Thai folk songs for wind orchestras, which aimed to study the understanding of
folk songs from Thailand's four regions and explore the approach of selecting songs to be harmonized for
wind orchestras, creating innovative works to promote Thai folk music more widely.

The inclusion of Western instruments such as saxophone, electric guitar, and piano alongside traditional
Isan instruments like khaen, phin, and phueng reflect a creative form of cross-cultural communication could bring
folk music to life and accessible to contemporary audiences. This is consistent with Akarawat Chaumklang’s®
research on harmonizing Isan folk songs in classical music for chamber ensembles. His creative research
highlighted the need to study ethnomusicology in selecting songs that retain Isan’s local identity while
applying Western harmonic techniques, including melody, chords, scales, and rhythmic patterns.

The arrangement of Mae Hang Klom Look emphasized the use of a sorrowful melody, performed with
prominent instruments like soprano saxophone and khaen. This creative fusion of Isan folk music and Western
music theory is consistent with Surasit Sreesamuth’s” who studied on arranging Thai songs for wind orchestras
and found that adapting music for wind orchestras involved changes in instrumentation and melody techniques.

Saxophone Lam Plearn demonstrated the application of Molam melodies with jazz performance
techniques, expanding the scope of Molam music for the modem era. This echoes Natchar Panchareon’s?

research, which explored the application of Western music techniques in Thai compositions, focusing on

5 Pusit Suwanmanee, “The Adaptation of Thai Folk Songs for Wind Band” (Master’s thesis, Silpakorn University, 2014), 48-51. (in Thai)
6 Akarawat Chaumklang, “Arrangement Isan Folk Songs in Classical Music Form for Chamber Ensemble,” Chophayom Journal 30, no. 1
(January-May 2019): 227-240. (in Thai)

" Surasit Sreesamuth, “A Study Arranging of Thai Traditional Music for Wind Band” (PhD diss., Mahidol University, 2013), 157-167. (in Thai)

8 Natchar Pancharoen et al,, eds., Musical Literature: A Collection of Academic Creative Music Articles (Bangkok: Tana Press, 2016), 3. (in Thai)
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harmony, melody creation, and rhythmic arrangement for the piano, showcasing how Western techniques
can be beautifully applied in harmonizing Thai music.

The arrangement of Maeng Tab Tao used combo-style instruments and enhanced the melody with
jazz techniques to enhance the song lively feeling while connecting to various social and cultural contexts.
Sri Khotraboon suggested the use of the phin and soprano saxophone to create a link with Isan folk music,
while incorporating complex jazz-pop chords, making the song more contemporary and accessible. In
addition,” conducted the study on applying jazz harmony theory to arrange Thai songs for wind instruments
in a big band setting and found that jazz harmony could be successfully applied to Thai songs while
maintaining the original structure and adapting arrangements to the musicians' skills and performance

objectives.

Conclusion

This study on harmonizing Isan folk melodies for solo saxophone has demonstrated the effectiveness
of blending traditional Isan music with Western music theory and performance techniques. By arranging
and developing songs like Mae Hang Klom Look, Saxophone Lam Plearn, Maeng Tab Tao, and Sri Khotraboon,
the research has successfully preserved the cultural identity of Isan folk music while adapting it for modemn
contexts. The fusion of traditional Isan melodies with contemporary arrangements not only enriches the
music's appeal but also ensures its accessibility and relevance in a globalized world.

The research highlighted the importance of using Western harmonic structures, including melody,
rhythm, and instrumentation, to create arrangements that resonate with both traditional and modern
audiences. By incorporating instruments like the soprano saxophone and electric guitar alongside traditional
Isan instruments such as the khaen and phin, the study demonstrated how cross-cultural communication
can enhance the vibrancy of folk music. This innovative approach ensures that Isan folk music continues to
evolve while remaining deeply rooted in its cultural heritage.

In conclusion, the research underscores the value of applying contemporary music theory to folk
traditions as a means of both preserving and expanding their reach. The arrangements created through this
study serve as a model for how folk music can thrive in modern performance settings, offering a path forward

for the ongoing development and recognition of Isan music on a global stage.

9 Raweewat Thaicharoen, Ratchakrit Panuakkarachok, and Pakawan Boondirek, “How to Apply Theory of Big Band Jazz Composition Adapts
to Use in Thai Popular Music: Case Study Music in Concert Psalm the Princess,” Rangsit Music Journal 13, no. 2 (July-December 2018):
73-88. (in Thai)
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Abstract

Background and Objectives: This research article focuses on the performance practice and interpretation
of Phra Abhai Mani for Piano Solo composed by Associate Professor Dr. Den Euprasert, inspired by the Thai literary
masterpiece “Phra Abhai Mani” by Sunthorn Phu. This composition uniquely blends Western musical techniques
with Thai cultural narratives, using the expressive capabilities of the piano to depict characters, mythical creatures,
and scenes from the epic tale. Comprising ten movements, each piece captures emotional depth and character
portrayals through diverse tempi, tonalities, and pianistic techniques. The study aims to enhance performance
practice, bridge cultural narratives with classical music, and promote Thai cultural identity on the international
stage. The following objectives drive the research: 1) To investigate the historical and cultural background of
“Phra Abhai Mani” and its influence on the composition. 2) To develop performance techniques and interpretation
methods that align with the emotional and narrative aspects of the music. 3) To promote and preserve Thai
cultural heritage through public performances of the composition. 4) To enhance the researcher’s piano

performance skills through dedicated practice and interpretative exploration. 5) To provide a performance
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and study suide for future musicians interested in contemporary Thai piano compositions.

Methods: This research was inspired by the opportunity to perform internationally, supported by a research
grant from the College of Music, Mahidol University. The methodology involved the following steps:
1) Historical and Literary Analysis 2) Literature Review and Comparative Analysis 3) Interpretative Exploration
and Performance Practice 4) Public Performance and Cultural Promotion 5) Data Analysis and Conclusion
Results: The study revealed several key findings: 1) Cultural and Musical Integration: The composition successfully
bridges Thai cultural narratives with Western classical music, using Western harmonic structures and tonalities
to express Thai emotions and characterizations. The composer skillfully integrates Thai storytelling with Westem
pianistic techniques, creating a unique and culturally expressive musical work. 2) Effective Performance
Techniques: The study identified specific performance techniques to enhance the narrative and emotional
expression of each movement, including staccato articulation for energetic and playful characters, legato phrasing
and rubato for lyrical and emotional passages, dynamic contrasts and tempo fluctuations to convey narrative
tension and emotional conflict, and polyrhythms to depict mystical or dramatic scenes. These techniques
effectively communicated the cultural narratives and emotional depth of each movement, enhancing audience
engagement and emotional connection. 3) Audience Reception: Public performances received positive feedback,
with audiences expressing an emotional connection to the music. The combination of Thai narrative elements
and Western musical expression provided a unique cultural experience, increasing appreciation for Thai classical
music on an international stage.

Conclusions: This research article explores the performance practice and interpretation of Phra Abhai Mani,
a composition by Den Euprasert, which is inspired by the Thai literary work Phra Abhai Mani by Sunthorn Phu.
The piece consists of ten movements, blending Westem music composition techniques with Thai cultural narratives
to create a unique artistic expression. The researcher studied the historical background of the literary work and
conducted musical analysis to gain a deeper understanding of the emotional and stylistic characteristics of each
movement. This led to the selection of appropriate performance techniques, which not only enhanced the pianist’s
technical and interpretative skills but also improved the overall musical expression of the piece. Additionally, the
study and public performances aimed to preserve and promote Thai culture through classical music. Following the
performances, the findings confirmed that the analysis and interpretative approaches could be effectively applied
in practice, allowing for a clearer and more expressive performance. The use of suitable performance techniques
significantly enhanced the conveyance of emotions and storytelling within the composition, leading to a stronger
connection between the music and the audience. Furthermore, audience feedback indicated that listeners were
able to perceive and understand the emotions of the piece more clearly due to the interpretative choices and
expressive techniques employed. This highlights the importance of interpretation in music performance and its
role in effectively communicating musical narratives and emotions. This study serves as a valuable reference

for musicians interested in developing interpretative approaches to contemporary Thai compositions within the
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context of Western classical music. It contributes to the artistic srowth of performers and supports the preservation
and international recognition of Thai classical music. The findings of this research pave the way for future creative

developments and the continued integration of Thai musical identity into the global classical music landscape.

Keywords: Den Euprasert / Phra Abhai Mani / Piano Literature / Piano Solo
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TnednBerianmsiss s
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2. fupwnamAdeiifndeatuunmasiananuasAnyiinngideyaiieuszana
3, FMSEARANITUTIIAY FIALUTNAL DTIAADIAILLAININIUITATUVIINGS
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. ayuramyIdeuaziiaueniluguuuuunmiiTenansasivng
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NNNTLUIUNSANYNITIUARLT BINSTai Ul AuAIITenetasiuumnas Tulufisnmslasen
a =2 o ! = a v Y lej
Annuunas Invinisusaas uasewnsnanuluguuuunisuans Jsasunansidelansd

UseiRnnuduanvasfusswusuniwaswszasieel

Aalufau1ss AnFansIAYIU 09MERT19158 AT.IAN BgUTELEST ASIUVUANUAINESEAUAT
WAMNNSBTIEN JUMFNNITZAUTEEY 10N amnausBudalasnsUTsRus e Mnummivedsussisulalaia
UsemeAanigawisng

MSAAMAUUTNAILAZNANANTUTIAY

wszanegual Useneulusmeunnasges 10 wad Iaussiawimuaussan 12 widl uiasuninas
fimallan1sussas Msfinuesuainas wasyrdnuowhuswwananiuly mupnusdaneidvuald Yeves
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APNuAaINaY TIMUNUAYTIUTINTYaURINS 10 uninas adhumswsialuil (Table 1)

Table 1 Movements in Phra Abhai Mani with their references, tempi, and total measures

Source: by author

No. Title Refer To (in Thai) Tempo Total Measures
l. The Two Brothers Phra Abhai Mani and Srisuwan Allegrissimo 42
Il The Mermaid Mermaid Adagio espressivo e rubato 28
. Wonder Island Koh Kaew Phitsadan Allegro 30
V. The Orgress Phisuea Samudr Allegro furioso 31
V. Princess of the East Suwanmalee Andante sostenuto 50
VI, The Two Sons Sudsakorn and Sin samudr Moderato fuoco 30

VII. Lament Emotions Andante Rubato 20

VIIL The Dragon Horse Nil Mungkorn Horse Allegro con brio 27
IX. The Hermit Yogi Moderato con anima 27
X. Princess of the Western Isle Laweng Wanla Adagio cantabile 26
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TN (Table 1) asuld i numasgesdumamunedu Sdnnuiestaust 20 Wodumas Vil Lament
Tuauia 50 i Tuimas V. Princess of the East afldmnurisaigesiian ndsmnisuuniinngifianuummas uag
yhmsvsaas §AelFaguuvinmesivessianas g ldwsil

l. The Two Brothers

Wiasusn The Two Brothers lsiénsdedisansiaazasiiduiitosimmeidontu dufonszefouduay
e Feunngegluunnoeuneudl 1 idde weredfudiiuriassuiSoin Srmamudlumasdidtmun
1337 Allegrissimo %aﬁﬂ'mﬁ';mmmmﬁqmwméaqmei'mmmg'mi’ameiﬁ’qaaqéffaazﬂi IR PR IR GNRN
denwmannas TnemsvesendlFoudvuld dwramsSouinnsdngzues

wasiUszneuiedsind nualaemey (binary form) Tnglumeuusniedmszestoud uasneufidededs
Ai3anssau’ deamimas (introduction) aglusiesusn Tnemslaainadifsuuuy contrary motion aU cadence #e
bass E Ussanuifultin B Saduevin uenant in G# luvhuewdniiesdl 3 dmavidliilasasmdnveudeseely
ilades E major Inevhussusnuaamas (first theme) Wadelednefifidnuamdy ostinato bass Tudnwaive 5

TUauauvhuedluiesdi 7 Example 1)
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Example 1 The Two Brothers, mm. 1-3, introduction and beginning of the first theme

P

Source: by author

Snunuzilodreidu ostinato bass MUulATES SN lUWALSNT a59UssenARuFnWY udeduly
Mgy devemszadvuduareiaissa fideladenlduuiminisaindewuy staccato vSonsvih
a8 O & o | A o < = & - " 2 A
desdulundnludiumdulindnmilegy dWokanadsmmunnineiuagaynau

Tumaunansvaanad ostinato bass kazyinuadlullavNi@eaiANTEALALLINNIINDULSN WARIDIAINL
v ) PN Y s v o a A o o . o
vnmesazugusElunmanaiy auseuiiaeiienase F augmented Tidndesviasuasds & leading note 63 F

asufl E Tuvieu coda fimssn (Example 2)
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Example 2 The Two Brothers, mm. 35-37, dissonance, F augmented, and coda

Source: by author

! Ramasoon Sitalayan, 4 Ballades from Thai Literature for Piano Solo (Bangkok: Tana Press, 2019), 117. (in Thai)
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WATANITUTIAUY hand-crossing Slaglutas coda vewmas Inein1saunauinvasinueananusn

(Example 3)

i

P

am

Example 3 The Two Brothers, mm. 37-42, Coda, hand-crossing technique

Source: by author

IIl. The Mermaid
= vy a = = =t Y oA - < aaa
wasniaeslilaonddfiannalen asseirunilivemsredioudl Wemmnuienduanmeiidnlany
PiewRenszaivullvivianuidng vilvinszeadeudianvauinuielen Feeenndesiumasiaaslniidwnyt
wazuldluseensualruidn Wnedussiuslaimundasannudaliin Adagio espressivo e rubato
oA a o v O & @ P . = Y | A v &
The Mermaid #iflevdsiuvihuemianyiaun uaziluanuuzns improvise Miemsnuan diuiletneilu
chord @51 harmony Wualeduda fadunuanasiureadedasas1smeia Faasnuoanas ImsiAu descending
bass 49az & 67 A-G-F-E waz B-A-G-F suddu siewn bass line Uaausaziosndinsdutuasiasnilelu uands
va a & ' a ) aNa ~ Ya o W YA 1% . . I3
rallndfnatinausuavensualisiniinsvessudilvaunaien fIduldifenly articulation Tunsussiaadu legato

Nounmue Wiewanidsnnuuwiauazsaulmveiiagas (Example 4)

Adagio espressivo e rubato .. = 86

[E353
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Example 4 The Mermaid, rmmm. 1-9, descending bass line

Source: by author
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ll. Wonder Island
iImMelAfiams InmswasuansualsgansviuiuanNinaInauing (The Memnaid) nduinidud wnuisdnesa

flodesuaegvin leedl voidng sevinwresawsnuazeesnaevinevas motif g augmented 4 vi5e diminished 5"
(Example 5) Ineffoendugdesii8ntoin tritone 3o “The Devil’s Interval” Edluuniwaseanadnvateinasils
Trug sl TuwumssaunlynsFeimudnauuiasemansiafiuset WU unimad Aprés une lecture du Dante:

Fantasia quasi Sonata UnUs¥Wuswes Franz Liszt (Example 6)
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Example 5 Wonder Island, mm. 1-3, tritone

Source: by author
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Example 6 Liszt’s Dante Sonata, mm. 1-5, opening theme, tritone

Source: by author

wonwitleanidesdue tritone wdd Gaiinslédwnesu polyrhythm Tnensiudansuuuaduluin gouping
YAlin 2 Aauay 3 AaserinedlanisEesin asNestalasulasduay (Example 7) 8nvia Dynamics lumastidadiamny

WV UANA NI UL IUAEUNAY YNFAYIEVBUNAAURIE descending chromatic scale Wazauil F# pedal point

saludwioudnluwuu Attacca

R w5 o

L1

Example 7 Wonder Island, m. 12, polyrhythm

Source: by author
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IV. The Orgress

“Aideayms” viteunsing \Wunsssmuusnvesszedeud lnedovmuoaunasiegluniniotazaoy
Foduaynsun uansdieemalngs naiminaen fnsvedoudinerenamimeluanune fussiussmudnmamad:
1331 Allegro furioso auain Bauazlngs Taeil F# pedal point Arduthsndausidisieveanas Wonder island
gannemlumas The Orgress & Gial,ﬁmﬁu’mwaaauﬁqﬁwqmﬁﬂa Turiaawsn ostinato bass luiledegnivua dynamic
i ff (fortissimo) §AeldAenld Tt umaauliinuad mseditlafuififoiudusianuasansnsoasimiin
Iquusuazim¥vlfmuensuniveaunas (Bample 8) dnslovnidwinues fisudenldmsidudouuy detached

Tdswhusausaziuneanandu donemuudenseansazasuallinela
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Example 8 The Orgress, mm. 1-3, repeated LH ostinato bass

Source: by author

PrNENA ensHaleIUALARLAG IS HUsERUSIA LY cluster chord W@esinluiiern asangiuy
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(Example 9)
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Example 9 The Orgress, mm. 14-16, cluster

Source: by author

| a @ ' Y a 1 1% . ° % ~ <
vieunasilug s cluster chord lagnedaangetnedi 4 lae dynamic gnimualyiiutas wagdlaninsy
Faasey o suilasenintideaymsliualimevdannlagudsgeinsredeudlaidiusamiesnin Iney
coda fUswiuslafmuedniAIuET Adagietto Rubato Falwhueadsuuudswgevemsvasioud 1dviues

WU theme T09WszaABNMANWAILTN The Two Brothers (Example 10)
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Adagietto Rubato J = 80
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Example 10 The Orgress, mm. 26-31, Phra Abhai Mani’s theme

Source: by author

V. Princess of the East
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Example 11 Princess of the East, mm. 1-7, first theme

Source: by author

diflensussiusiuuunnsuia Inefdlaseaiades dominant 7 way 9" Ustueglaena sew B wenan
Teseasn 3/4 Miudavne Waltz win Sdimswheusmndong 56 nauegaae Tiarmddnibidues gussiusdlad

nsltmaila polychord sewinslensaesie®nsie (Example 12)
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Example 12 Princess of the East, mm. 44-45, polychord

Source: by author
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VI. The Two Sons

Fomnefie “aranns” uag “Auayns” umadindunlufsnznssdunsvaturnmaseuiing (Princess
of the East) e The Two Sons Husgiusimmungmsar s alu Moderato fuoco Usueniivensualisneuluiaen
vasgnieaes lumastiannsoutsdsfindnualoondu 2 neu Aifisuuuumsussiussntuesedmiau laefinouusn
fidefis “anenas” drumeuiiaesdens “Fuayms”

Tupeugaaas Simslimatensuszitusuuu Fugue ilosyflugauilsn? gl SngRvaninuemszeseudl
wazvihuesaden luwmas The Two Brothers uaz The Mermaid wuaskanuiuduwiuedlmives “ananas”

(Example 13)

Phra Abhai Mani's Theme The Mermaid's Theme
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Example 13 The Two Sons, mm. 1-3, Fugue technique

Source: by author

f3deliidenld articulation WUV detached Ua legato mamriulumsussias WaliumwIdnnszadUNTEIaY

aunauy waztwalUluaTIdeiy mngauiuiseTileransualingueanains (Exemple 14)

0
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Example 14 The Two Sons, mm. 1-2, suggested articulation

Source: by author

peutides “Guayms” WiimsldingAurihuedeglulloviunainngs The Orgress vioudideay gy

a A v PN & <) . Ao = o v Y v Ly = .
ansnesEuay Y Hedeluneunaeniu W repeated walkingbass U ewinuadlUt A edulaides A minor
TWanawieu Wussemedudlsduianaues (Example 15) §3d8ldidentld articulation Mtlu detached Tuilede

Wedewdes double bass Mieglu Jazz band dauflevniufiginadentd staccato aduriu legato paneluneuues

ananms Wismosualiinszdunssnaduiuaundmnsivesinazas

2 Natchar Pancharoen, Music Dictionary, 5th ed. (Bangkok: Tana Press, 2021), 143. (in Thai)
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Example 15 The Two Sons, mm. 19-21, second section “Sin Samudr”
Source: by author
VIl. Lament

st fumaadenilllfdefwazeslalagnss uiidunasinansionsuniedlen asrasyfummenl
#nq 4 FiAnTuluSamazadoud fussiusldimunsnmauiaiu Andante Rubato Fsdimnuduunanauuy
Bomeu newiualadnmsUsstusAstuandnmadunamuet Snsudeinesdu @ mnmasteuntil wu shues
fledhenneuduaynsliluried 6 (Example 16) viusausnluilevnanninas Wonder island Tilusiesit 10-11

(Bxample 17) wagvhussvidnuasananasluviosl 19-20 (Example 18)

Example 16 Lament, mm. 6-7, material from Sin Samudr’s section

Source: by author

Example 17 Lament, mm. 11-12, first theme from Wonder Island

Source: by author
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Example 18 Lament, mm. 19-20, Sudsakorn’s theme

Source: by author
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VIIl. The Dragon Horse

“shilastans” WudniluimnuiegluSemsvesonduasdunmuzvesgeanasififumauusias et
Jafiiiotneiiicu repeated ostinato bass AB3ARTH (F-C) Areaiamasdsunuudesmuii Tnelidanzenidomilsiy
Fendmneesalutanzanynadaliiausslommastulvlulionn vvsleamadduemusdndsnmsdunden
Tihaiuuuiings Sdldormmnirdeshmuridiiraiivaonnm §idelFidenldmeey staccato Tuuailodeiiio
Wimunszdunsziasaziiuonlufmends uasfiunsiauiuy accent luudamseniidoudvnimnyvan

(Example 19)
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Example 19 The Dragon Horse, mm. 1-6, ostinato bass

Source: by author

Previnemaslmatlan1susEWLSILUY augmentation AeAAue e aluhusdlsnsEmeTL Wuly
dnwas rhythmic displacerent anfidavnetiuldidu 4/4 nanedulienuddn 3/4 Tugasinesmas (Example 20)
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Example 20, The Dragon Horse, mm. 24-27, rhythmic displacement

Source: by author
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IX. The Hermit
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Example 21 The Hermit, mm. 1-3, main theme
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Example 22 The Dragon Horse, m. 22, borrowed motive

Source: by author
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X. Princess of the Western Isle
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Figure 1 Guest Artist Recital: Salaya Duo Recital at the University of lowa, May 2023

Source: by author
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Figure 2 Piano Recital at Music Conservatory ‘Giuseppe Tartini’ at Trieste, May 2024
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Abstract

Background and Objectives: The development of Chinese choral music has seen continuous integration
of regional folk music elements, enriching its stylistic diversity and cultural depth. Among these, Guangdong
folk music—with its distinct melodic, rhythmic, and linguistic characteristics—plays an increasingly influential
role. As a region with a profound musical tradition and cultural heritage, Guangdong offers a unique repository
of folk music that enhances the expressive potential of modermn Chinese choral works. However, while northem
folk music and ethnic minority musical styles have received substantial academic attention, systematic studies
on the use and impact of Guangdong folk music elements in choral music remain limited. This research aims
to address this gap by examining how Guangdong folk music elements are integrated into Chinese choral
compositions and how they influence musical style, performance practices, and cultural transmission. The
study also seeks to explore the educational and cross-cultural value of incorporating these elements into
contemporary music-making.

Methods: The study employs literature analysis, on-site investigation, interviews, and inductive summarization.
The research analyzed academic journals, theses, and local histories related to Guangdong folk music and
its cultural background. Interviews with composers, conductors, music educators, and folk musicians were
conducted, as well as discussions with various choral groups to assess their knowledge and attitudes toward
Guangdong folk music elements.

Results: The research identified five key musical features of Guangdong folk music that have a significant
impact on choral works: melody and pitch, rhythm and beat, harmony and tonality, instrumentation, and
language. The integration of pentatonic scales, lyrical ornamentation, and expressive melodic lines enriches
the musical expressiveness of choral pieces. Complex rhythmic pattems, such as mixed meters and syncopations,
add vibrancy and depth. Harmonically, Guangdong music contributes to innovative choral textures through
polyphony and chromatic progression. Traditional instruments like the erhu, pipa, and gaohu enhance regional
color and authenticity, while the use of Cantonese and other Lingnan dialects deepens the emotional

resonance and cultural identity of the works. These elements not only elevate the artistic quality of the

* Corresponding author, email: 262364620@gg.com
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compositions but also serve important cultural functions. They help preserve regional traditions, promote
educational engagement, and facilitate intercultural exchange. The case studies of works like Flowers Morning
and Moonlight, Liwan Lullaby, and Yonggingfang vividly demonstrate how Guangdong folk music breathes
new life into Chinese choral compositions.

Conclusions: This study reveals that the incorporation of Guangdong folk music elements significantly
enhances the artistic and cultural dimensions of Chinese choral works. By integrating melodic, rhythmic, harmonic,
instrumental, and linguistic features unique to Guangdong, these choral compositions gain distinctive stylistic
identities rooted in regional tradition. Moreover, they contribute to the cultural inheritance of Guangdong folk
music, transforming it into a living, evolving practice that resonates with both local and global audiences.
The research underlines the value of cross-disciplinary approaches—including ethnomusicology and cultural
communication—in understanding and promoting regional music within modern artistic frameworks. It also
points toward the potential of Guangdong folk music to serve as a bridge between tradition and innovation,

education and performance, and local identity and global cultural exchange.

Keywords: Guangdong Folk Music / Musical Elements / Chinese Choral Works / Stylistic Influence

Introduction

Choral singing is a polyphonic form in which multiple singers simultaneously perform a composition
each singing their voice part.! Most academics concur that choral music, which is characterized by several
singers performing the various sections of a polyphonic piece, originated in the first quarter of the fifteenth
century.? Chinese choral music originated from the “Westem Music Eastward Progression” at the beginning of
the 20th century. Over the past century, it has undergone significant development, including the “localization”
of Western choral music and the “nationalization” within the context of Chinese culture.

Musical elements are the source of motivation for music creation. Like the molecules of an object,
embody the original musical melody, rhythm, mode, and other musical characteristics. From the characteristics
of musical elements, can see the attributes of national music culture and national music.® As the southern
gate of China, the Guangdong region, with its rich folk music elements, plays a pivotal role in Chinese choral
works. Guangdong region has a long and deep cultural history, and its folk music elements have distinctive
local characteristics and unique artistic charm. As a national intangible cultural heritage, Guangdong music
not only carries rich historical and cultural information but also has unique artistic value. Through the form

of choral singing, the elements of Guangdong folk music have been more widely spread and developed.

! Jiahai Chen, Conducting Design for Famous Choral Pieces (Zhengzhou: Henan University Press, 2000). (in Chinese)
2 Manfred F. Bukofzer, “The Beginnings of Choral Polyphony,” in Studlies in Medlieval and Renaissance Music (New York: W.W. Norton, 1950), 189.
3 Xinmei Zhang, Nationalization of Chinese Piano Art: A Study of Pentatonic Modal Harmonization Techniques in Contemporary Piano

Music (Xi'an: Shaanxi Normal University Publishing House, 2020). (in Chinese)
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The folk music elements in the culture of the Guangdong region have a profound influence on Chinese
choral works, marking a fusion of culture and art.

In recent years, the academic community has conducted extensive research on the application of
folk music elements in Chinese choral works. Most of it has focused on the exploration of northern folk music
and minority music elements. There are relatively few systematic studies on Guangdong folk music elements,
especially on the application of them in choral works, and there is obvious research space.

The research aims to deeply analyze the application of Guangdong folk music elements in Chinese
choral works, revealing their unique musical characteristics and cultural values. By introducing the theories
of ethnomusicology and cultural communication, not only focuses on the artistic expression of the musical
elements but also explores their transmission and dissemination paths in modemn society. The great theoretical
and practical significance for promoting the inheritance and development of Guangdong folk music and

improving the artistic level and cultural connotation of choral works.

Research Objectives
1. To study the application and expression of Guangdong folk music elements in Chinese choral works.

2. To analyze the influence of Guangdong folk music elements on Chinese choral style.

Literature Review

Research on Choral Music

Choral art originated from religious activities in Europe and has a history spanning over a thousand years.
The earliest forms of choral singing can be traced back to ancient Greece and Rome, where choirs played
significant roles in theater and religious ceremonies. In the early Middle Ages, Gregorian Chant became the
primary form of church choral music, characterized by monophonic sacred songs. By the Renaissance period,
influenced by humanist thought, choral music began to emphasize human expression, leading to the emergence
of complex polyphonic choral works by composers such as Palestrina.*

The Baroque era marked a pinnacle in the development of choral art. Composers like Bach and Handel
elevated choral music to new heights through rich harmonies and intricate structures. For instance, Bach's
St. Matthew Passion and Handel's Messiah are outstanding representatives of this period. During the Classical
period, choral music placed greater emphasis on formal perfection and balance. Beethoven's “Ode to Joy” in
his Ninth Symphony seamlessly combined choral singing with symphonic orchestration, pioneering the genre

of symphonic choral works.”

% Donald Jay Grout and Claude V. Palisca, A History of Western Music, 5th ed. (New York: W.W. Norton, 1996).
5 Martin Cooper, Beethoven (Oxford: Oxford University Press, 2008).
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In China, choral art developed within the context of modern society. In the early 20th century, with
the influx of Western culture, Li Shutong composed the three-part choral piece “Spring Outing,” regarded as a
representative of early Chinese choral works and marking the advent of choral art in China.® Subsequently,
musicians such as Huang Zi, Nie Er, and Xian Xinghai created numerous choral works with distinct national
characteristics, such as the Yellow River Cantata, \aying a solid foundation for the development of Chinese
choral art.

Choral music in the Guangdong region has a profound cultural background. As early as the Ming
Dynasty, Guangdong had choral forms performed in local dialects. In the early 20th century, Western choral
forms were introduced to Guangdong, leading churches and schools to establish choirs. After the founding
of the People's Republic of China, Guangdong's choral movement entered a new developmental stage,
producing choral works with local characteristics, such as “Red Lychees,” reflecting the culture and social
conditions of Guangdong.”

Research on the Cultural and Musical Characteristics of the Guangdong Region

Yu Qiwei defines Guangdong music as a new form of folk music genre, asserting its unique position and
value in the history of Chinese music. By tracing time and phenomena, he systematically reviews the developmental
characteristics and compositional techniques of Guangdong music across different historical periods. He
categorizes its evolution into stages: gestation, formation, maturity, and decline. During the gestation period,
Guangdong music was primarily based on folk tunes and Cantonese opera music, gradually forming its distinctive
style® The formation period marked its maturation, with increasingly diverse compositional techniques and more
refined structures, leading to the emergence of numerous representative works such as “Bu Bu Gao” (“Step by
Step”) and “Cai Yun Zhui Yue” (“Colorful Clouds Chasing the Moon”). Yu emphasizes that the development
of Guangdong music is inextricably linked to the fusion of Chinese and Western musical cultures and the
assimilation of new elements. This openness and innovation distinguish it from traditional Chinese music. His
research offers a comprehensive perspective for understanding the historical trajectory and artistic features of
Guangdong music.

Xie Ji conducts a comprehensive analysis of the formation and development of Guangdong music
from the perspectives of urban civilization and cultural integration. He asserts that Guangdong music is a
product of urban civilization and the result of the convergence of modern Chinese and Western musical
cultures. Given that Guangdong has been at the forefront of China's opening to the outside world in modern times,

the introduction of Westem musical culture profoundly influenced Guangdong's music.” While assimilating Westem

6 Zaisheng Liu, “Li Shutong and the Early Choral Art in China,” Music Exploration 25, no. 4 (2009): 33-37. (in Chinese)
" Guohuan Chen, “Development and Prospects of Guangdong Choral Art,” Music Research 29, no. 2 (2015): 45-50. (in Chinese)
8 Qiwei Yu, “Overview of Guangdong Music,” China Music 18, no. 2 (1998): 25-29. (in Chinese)

9 Ji Xie, “Thoughts on the Innovative Development of Guangdong Music,” New Sounds of Yuefu: Journal of Shenyang Conservatory of Music 28,
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elements, Guangdong music retained its national characteristics and traditional charm. Under shared traits
of openness, inclusiveness, and a willingness to innovate, Guangdong music has continually evolved and,
through widespread dissemination via modern media, has gamered extensive influence both domestically
and internationally.

Research on the Use and Impact of Guangdong Folk Music Elements in Choral Works

Melodically, Guangdong folk music is smooth and graceful, often employing pentatonic scales particularly
the Zhi and gong modes and frequently utilizing techniques such as melodic leaps and glissandos to enhance
vivacity. Rhythmically, it is brisk and imbued with strong rhythmic vitality, commonly featuring syncopations and
dotted notes, contributing to the music's dynamism. Harmonically, simple and harmonious intervals of thirds
and fifths are prevalent, with accompaniment instruments like the pipa and yueqin enriching the harmonic
texture. Instrumentation typically includes the erxian, yueqjin, san xian, and pipa, each offering unique timbres
that augment Guangdong folk music.'”

Li Fubin, employing various classification methods, categorizes Guangdong folk music elements as
follows: by musical style Cantonese opera music, mountain songs, and ditties; by occasion celebratory songs
and ceremonial songs; by function educational songs and entertainment songs. In terms of emotional expression,
the natural and sincere emotive qualities inherent in Guangdong folk music enable choral works to handle
emotions more delicately and authentically, thereby enhancing their appeal.*

Wan Shanshan notes that incorporating Guangdong folk music as an element into choral works not
only possesses artistic value but also holds significant educational significance and contributes to cultural
transmission. This integration elevates the aesthetic awareness of students and audiences, cultivating their
sense of identity and pride in local culture. Additionally, this practice provides new avenues for the inheritance
and innovation of Guangdong folk music. Through the medium of choral singing, Guangdong folk music can be

disseminated to broader audiences, promoting its influence and sustained development.*?

Research Scope

Time Frame

This study focuses on the period from the mid-20th century to the present, covering the historical
evolution and development of Guangdong folk music, as well as its application and innovation in choral
works. The choice of this period contributes to an in-depth understanding of the evolution and development

trend of Guangdong folk music elements in choral works.

no. 3 (2010): 125-127. (in Chinese)

19 Jiaguo Sun, “Research on the Application of Guangdong Folk Music in Choral Creation,” Journal of Musicology 4, no. 3 (2015): 45-50. (in Chinese)
1 Fubin Li, “Characteristics and Applications of Guangdong Folk Music Elements,” Music Research 21, no. 2 (2007): 60-65. (in Chinese)
12 Shanshan Wan, “Artistic Characteristics Analysis of Lai Guangyi’s Choral Work ‘Heavy Rain,”” Choral Art 51, no. 4 (2017): 28-32. (in Chinese)
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Geographic Scope

The study focuses on the core of Guangdong, the Guangfu area while expanding to the whole of
Guangdong and the wider Lingnan region. The Lingnan region includes Guangdong, Guangxi, Hainan, and
parts of Fujian and Hunan, and the similarities and interoperability of the musical cultures of these regions
help to comprehensively analyze the influence of Guangdong folk music elements on choral works.

Cultural Scope

This study focuses on the cultural characteristics of the Guangdong region, including the diversified
cultural branches such as Guangfu culture, Hakka culture, and Chaoshan culture. Each of these cultural branches
possesses unique musical elements and artistic expressions, which are an important part of Guangdong folk

music. Studying them helps to comprehensively understand the diversity and richness of Guangdong folk music.

Research Methods

To ensure the breadth and depth of the research, this study adopts a variety of research methods,
specifically including method, an on-site survey method, an interview method, and an inductive summarization
method. The researcher carefully selected seven distinctively representative choirs, namely Lingnan Girls Choir,
South China Normal University Choir, Guangzhou Liwan Children's Choir, Guangzhou Xiguan Female Choir,
Guangzhou Fun Sing Chorus, Yueren Chorus and Huahai Choir of Guangdong University of Education, to conduct
comprehensive and in-depth interviews.

The research utilizes a multifaceted methodology to understand the impact of Guangdong folk music
elements in Chinese choral works. The literature analysis includes reviewing academic journals, theses, and local
histories about Guangdong music culture. First-hand investigations on-site and interviews with composers,
conductors, music educators, folk musicians, etc., provide valuable insights. Discussions with different choral
groups help understand their familiarity and attitude towards Guangdong folk music elements. This approach
aims to explore the integration and innovation of folk music into modern choral compositions.

Literature Analysis Method

Systematically collect and analyze relevant literature on Guangdong folk music elements, Guangdong
regional culture, and Chinese choral works, especially from the middle of the 20th century to contemporary
times. Through analyzing this literature, we understand the historical development, cultural background, and
artistic characteristics of Guangdong music, and explore its specific application in choral works.

On-site Investigation Method

Go deep into the musical activities and choral groups in Guangdong to investigate and record the
performance practices of folk music and the activities of choral groups on the spot. Through technical means
such as audio and video recording, the performances of folk music are recorded and first-hand information is

obtained to help analyze the characteristics of folk music elements and their application in choral works.
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Interview Method

Seven representative choirs were selected for in-depth interviews, and two experts with profound
attainments in the field of choral singing were specially invited, namely Professor Guo Hechu, a famous Chinese
composer, and Professor Zhang Xin, a famous Chinese conductor. The interviews were conducted in the form
of face-to-face communication, telephone interviews, and video conferences.

The Interviews include:

Lingnan Girls Choir: to discuss the technical and artistic approaches adopted by the choir in interpreting
elements of Guangdong folk music, especially the innovations in melodic and harmonic treatments. South
China Normal University Choir: To understand the specific use of Guangdong folk music elements in the piece,
such as the unique treatment of rhythm and beat, as well as the choice of instrumental arrangements. Guangzhou
Liwan Children's Choir: focusing on understanding how to integrate Cantonese folk music elements into
children's choral works, especially in terms of adaptability and innovation in melody and lyrics. Guangzhou
Xiguan Female Choir: explore how to present the artistry of Cantonese folk music in a non-specialized context,
especially the use of rhythm and beat, harmony and tonality. Guangzhou Fansheng Chorus: sharing how
elements of Guangdong folk music are integrated in arrangements and performances, and how these elements
enhance the expressive power and cultural connotation of the works. Yueren Chorus: Introducing the specific
ways in which the elements of Guangdong folk music are expressed in their choral works, especially in the
integration of melody and intonation. Huahai Choir of Guangdong Second Normal College: shared their
understanding and application of Guangdong folk music elements, especially the innovation in instruments
and orchestration and language expression. In addition, famous conductors and composers in China were
interviewed to discuss their personal views on the elements of Guangdong folk music and the style of the
chair's interpretation of the work, thus inspiring the researcher.

Inductive Summary Method

Systematically classify, organize, and analyze the collected data and information. Using qualitative
analysis methods, the specific application of Guangdong folk music elements in choral works and their far-reaching

influence on the development of choral art are summarized through content analysis and thematic coding.

Research Results

Through literature analysis and inductive summarization, the research identifies five fundamental
features of Guangdong folk music: melody and pitch, rhythm and beat, harmony and tonality, instruments and
orchestration, and lyrics and language. By combining on-site research, choir rehearsal observation, and in-depth
communication with choir conductors and members, the research analyzes the performance of seven choral
works about these features. Interviews with renowned conductors and composers further explore how these

elements influence and shape the artistic style and expression of the choral works.
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1. Application and Expression of Guangdong Folk Music Elements
1.1 Melody and Expressiveness

The melody of Guangdong folk music significantly enhances the artistic expression of choral
works with its smooth, beautiful, and lyrical characteristics. By incorporating the pentatonic scale along with
techniques such as glissando and ornamentation, these melodies not only preserve the traditional charm but
also imbue modern choral works with a vivid expressiveness and captivating appeal.

Choral Work “Flowers Morning and Moonlight” - performed by Lingnan Girls Choir. Founded
in 2013, Lingnan Girls Choir is dedicated to promoting Lingnan music with Professor Zhang Xin, Vice President
of Xinghai Conservatory of Music, serving as its artistic director and permanent conductor. The choir has eared
gold medals in numerous competitions both domestically and internationally, gaining wide acclaim for its
beautiful tone and excellent expressiveness. The melody of “Flowers Morning and Moonlight” features
the traditional five-tone scale of Guangdong, consisting of five tones: Gong, Shang, Jue, Zhi, and Yu, and
demonstrates the delicate and lyrical qualities of Lingnan music. The incorporation of glissando and
ornamentation sounds further enhances the emotional expression and local characteristics of the piece.
Reflecting on the experience, Troupe member Huang Yingying remarked, “The smoothness of the melody
and the use of pentatonic scale allowed us to deeply feel the unique flavor of Guangdong folk music.”

Choral Work “Moonlight” - sung by Guangxi Yueren Chorus. Established in 2015, the Yueren
Chorus is composed of more than 60 members with different professional backgrounds but a love for music
and is dedicated to interpreting the multi-ethnic culture of the Guangxi region through the art of choral singing.
The choir's works incorporate a variety of ethnic music elements and have gained wide social influence. The
group sang “Moonlight” with its melodious and lingering melody and deep and rich emotions, skillfully utilizing
the iconic pentatonic scale of Cantonese music to create a soft and beautiful musical atmosphere. Li Wen,
a member of the group, said, “Every time | sing this song, | feel a warm and nostalgic emotion as if | have gone
back to the time when | was a child and listened to my mom humming this song.”

1.2 Rhythmic Fusion

The rhythms of Guangdong folk music are rich in variations and layers, often employing complex
rhythmic patterns and beat transitions that enhance the music’s dynamics and expressiveness.

Choral Work “Liwan Lullaby” - performed by the Guangzhou Liwan Children's Choir (Figure 1)
this piece adopts a lively 12/8 time signature that complements its lullaby theme. Since its establishment in
the 1990s, the choir has gained recognition in the choral world for its fresh, pure tone and versatile performance
style. The choir has won many competitions at home and abroad, demonstrating its outstanding strength. In
their performance of “Liwan Lullaby,” the choir adopted a brisk and energetic rhythm, utilizing a 12/8 time
signature that perfectly complements the theme of the lullaby. Conductor Zhang Xin said, “The diversity of

rhythms makes this piece more layered, with each rhythmic change expressing a different emotion.”
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Figure 1 Sheet Music of “Liwan Lullaby”

Source: Composer's manuscript of the work

Choral Work “Macau in the Old Days” (Figure 2) - Sung by Huahai Choir of Guangdong University
of Education. Established in 2016, the Huahai Choir consists of non-professional students who share a passion
for singing. Despite lacking a professional music background, they show extraordinary choral strength and
artistic expressiveness through their dedication and love for music. In their group sang “Macau in the Old
Days” skillfully switching between two-beat, four-beat, and three-beat, presenting a vivid sitcom effect. The
chair's conductor, Fu Yixi, said, “Every rhythmic change was followed by a distinct emotional flow, giving it

a rich feeling of hierarchy akin to a little musical.”
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Figure 2 Sheet Music of “Macau in the Old Days”
Source: The Hong Kong Children's Choir, A Tribute to The Hong Kong Children's Choir Volume IV
(Hong Kong: Hong Kong Sanlian Bookstore, 2007).

1.3 Innovations in Harmony
The harmonic treatment of Guangdong folk music in choral works enhances the sense of
depth and harmonious beauty by incorporating double or multiple parts.
Choral Work “The Falling Sky” - was performed by the South China Normal University
Choir. Founded in 1988, the Choir comprises the students from the School of Music as its core members
and is dedicated to choral education by university students by combining teaching with practice. The choir
has won numerous awards in both domestic and international competitions and has collaborated with many

international choirs. The group sang “The Falling Sky” as a female three-part chorus, structured in an ABA form.
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The conductor, Professor Zhang Xin, commented, “The Falling Sky lets us hear the natural mingling of folk
tones and modern technology, siving us a brand new acoustic experience.”

Choral Work “Silver Clouds Chasing the Moon” (Figure 3) - was performed by the Guangzhou
Fun Sing Chorus. Established in 2015, the Guangzhou Fun Sing Chorus specializes in singing original works in
Cantonese to convey the voice of Guangzhou. The choir comprises members from various walks of life. Through
continuous efforts, the group has achieved outstanding results in numerous performances and competitions.
The group's rendition of “Silver Clouds Chasing the Moon” demonstrated diverse and rich harmonic effects,
incorporating innovative elements such as dissonance and passing tones. Liang Qi'an, the conductor and
composer of the adapted choral version, expressed, “The multiple chromaticized progressions of the harmonies,

off-key progressions, altered chords, and other techniques sive the piece a refreshing feeling.”
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Figure 3 Sheet Music of “Silver Clouds Chasing the Moon”

Source: Composer's manuscript of the work
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1.4 Musical Instrumentation

In terms of musical instruments and orchestration, the use of traditional instruments in Guangdong
folk music, such as the erhu and pipa, adds a unique tone and flavor to the choral works, enhancing the local
characteristics of the music.

Choral Work “Yonggingfang” - was performed by the Guangzhou Xiguan Female Choir,
a group dedicated to preserving and promoting Guangfu music. Established in 2016, the Guangzhou Xiguan Female
Choir is composed of more than 40 women dedicated to preserving and promoting the songs of Guangfu. The
choir has received recognition for its distinctive musical style and cross-border performance forms, and it has won
honors in several domestic and interational contests. The group's performance of “Yonggingfang” incorporates
the distinctive elements of Lingnan music, blending traditional styles with modern choral techniques (Figure 4).
Composer Guo Hechu said, “The performance of the gaohu fills “Yonggingfang” with the local characteristics of
Lingnan, and every performance makes us feel as if we are in the streets and alleys of Lingnan.” In a way similar
to this, conductor Zhang pointed out the enriching nature of the choral harmony concerning the emotional
density of the piece: “Traditional Cantonese music is stunningly coupled with modern choral techniques to

bring Yonggingfang alive so that people can feel the vibrancy of Lingnan culture.”
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Figure 4 Musical Instrument of “Yonggingfang”: Gaohu

Source: by author

Choral Work “Moonlight” - sung by Yueren Chorus, featured the erhu and piano as the
main accompanying instruments. The mellifluous melody of the erhu and the harmonic foundation of the
piano complemented each other well, blending the simplicity of traditional folk music with the smoothness
of modern music. Li Wen, a member of the group said, “The melodious sound of the erhu and the smooth
accompaniment of the piano made us feel as if we were immersed in a cozy night.”

1.5 Expression of Language
The use of the Cantonese dialect made the songs closer to local life and emotions, enhancing

their expressiveness and impact.
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Choral Work “Liwan Lullaby” - sung by Guangzhou Liwan Children's Choir. The group sang
“Liwan Lullaby” in authentic Cantonese, with a melodious melody and deep emotion. Troupe member
Fu Yuging exclaimed, “The Cantonese expression is unique, and it made me feel a unique cultural emotion.”
Choral Work “Yonggingfang” - Guangzhou Xiguan Female Chair. Incorporated Lingnan dialects
such as Cantonese, Hakka, and Chaoshan, fully demonstrating the diversity and richness of Lingnan culture.
Zhou Jingrou, a member of the group, said, “Singing 'Yongaingfang' in Cantonese, Hakka, and Teochew allowed

us to more deeply appreciate the richness and diversity of Lingnan culture.”

2. The Influence of Guangdong Music Elements on Chinese Choral Works
2.1 Diversification of Expression Methods

Guangdong music elements set high demands on singing skills, especially in pitch, timbre, and
language expression. Their fusion makes choral works a full range of artistic enjoyment both visually and aurally
in choral works.

For example, “Flowers Morning and Moonlight” requires singers to achieve a high degree of
precision in pitch and timbre control, while “Silver Clouds Chasing the Moon” tests singers' mastery of Cantonese
pronunciation and intonation to ensure accurate conveyance of the song's emotion and rhythm. Additionally,
the fusion of various dialects in “Wing Ching Fong” not only demonstrates the cultural characteristics of the
Lingnan region but also enhances the expressive and infectious power of the work.

The lighting design of “Lullaby of Liwan” creates a cozy atmosphere, making the audience feel
as if they are on a peaceful night; the stage set of “Macau in the Old Days” enhances the expressiveness and
sense of scene of the work through the props and sets with the style of a fishing port (Figure 5). “Yonggjingfang”
was even shot on location in Yonggingfang, showing the unique style of Lingnan culture through the integration

of local characteristics into the set, lighting design, and body language (Figure 6).

Figure 5 Stage for “Liwan Lullaby”

Source: by author
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Figure 6 Field Scene of “Yongqgingfang”

Source: “Chanting of Youth, the Charm of Xiguan,” Weixin, last modified October 12, 2022,
https:.//mp.weixin.qq.com/s/rEffwH-Eqv60Zr5VCuWywvw.

2.2 Cultural Inheritance and Innovation

The use of Cantonese music elements in choral works helps to pass on and carry forward the
essence of Cantonese culture and promotes the exchange and understanding of Chinese and foreign cultures.

Cultural Identity: For example, “Moonlight” conveys the profound heritage of Cantonese
culture through the singing of Cantonese nursery rhymes, which enhances the listeners' sense of cultural identity.
Yongaingfang, on the other hand, demonstrates the diversity and richness of Lingnan culture through the
fusion of various dialects, further deepening the listeners' sense of cultural identity and pride. Yang Baoxiong
of the Hezhou Institute provides a more incisive understanding of this: “The formation of any kind of speech
or text must be the product of a variety of relationships. The dissemination of Hakka nursery rhymes has the
function of constructing an ideology. Interpreting the Hakka rhyme 'Moonlight' in a specific Hakka historical and
cultural context, excavating the literary meaning of the rhyme, and understanding the Hakka consciousness
it contains is an important way to recognize Hakka folklore.”*?

Educational Implications: Through studying and singing these pieces, students not only enhanced
their musical artistry but also gained an in-depth understanding of the connotations and characteristics of
Guangdong's local culture. For example, “The Falling Sky” enhances the instability and expressiveness of the
music through polyphonic weaving and tonal changes, enabling students to master more musical skills and
expressive techniques in the learning process.

Cross-cultural Promotion: The unique musical styles and profound cultural connotations,
these works showcase the music culture of southern China, attracting the attention and love of a wider

international audience.

13 Baoxiong Yang, “The Ideological Function of Hakka Nursery Rhymes: A Cultural Interpretation of the Hakka Nursery Rhyme

‘Moonlight” in Hezhou,” Journal of Hezhou College 24, no. 1 (2008): 14-18. (in Chinese)
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Singing Skills: For instance, Flower has an impeccable demand on the singers' mastering of the
very tricky vocal techniques of breath control and dynamic modulation enrich to this piece in expressiveness more.
These enable the performers to relay the very emotions and cultural essence the song had hoped to showcase.

Through these detailed research results, it can be seen that Guangdong folk music elements
play an important role in Chinese choral works. They not only enrich artistic expression and enhance local
characteristics but also convey deep cultural connotations. The skillful use and innovative expression of
these elements not only enhance the artistic level of choral works but also highlight the unique charm and

cultural depth of Guangdong music.

Discussion of Results

Choral works gain a smooth and lyrical quality through the infusion of Guangdong folk melodies,
characterized by their use of the pentatonic scale and ornamentation. The resulting blend has retained its
traditional charm while enhancing expressiveness and modem appeal. Complex rhythmic patterns add dynamism
and depth- the 12/8 time signature of both the Liwan Lullaby and the mixed beats of Macau in the Old Days.
These complexities create layered textures that further enrich the storytelling aspect of the performance. The
harmonic complexity is increased through polyphonic lines with their dissonances and chromatic progressions
as found in Falling Sky and Silver Clouds Chasing the Moon. It is a combination of folk tones with modern choral
techniques. Instruments such as the erhu, pipa, and gaohu, whose wonderful timbres embellish the compositions
Yongaingfang and Moonlight, imbue the orchestration further with regionalism and cultural authenticity into
the performances. Singing in Cantonese, Hakka, and Teochew such as the ones engaged in Liwan Lullaby and
Yonggingfang would facilitate much deeper concatenation and authenticity about what it represents; it would
equally buttress emotional engagement on the part of both performers and audience towards the music
itself. These works serve to both protect the heritage and promote cross-boundary intercultural exchange.
Local identities are sustained and point towards an educative process with singers and audiences such as in
Moonlight and The Falling Sky, in addition to raising the global profile of music culture in Guangdons.

In-depth exploration of the background and application of Guangdong folk music elements: more
in-depth exploration of the historical background, cultural connotations, and musical characteristics of Guangdong
folk music elements, to further reveal the specific application of these elements in choral works and their
impact on artistic expression. Folk choral music is “original” and intangible cultural heritage, so attention
must be paid to ensure its original inheritance; on the other hand, folk choral music should be developed
to realize a high level of real normalization'* Increase empirical research and data collection: through more

fieldwork, interviews, and experimental research, to obtain more detailed data and information.

14 Xiaobao Tian, “The Diversified Development of Chinese Choral Music Nowadays,” Chinese Music 23, no. 4 (2009): 173-174, 183. (in Chinese)
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Strengthen interdisciplinary cooperation among musicology, ethnology, communication, and other
disciplines, and synthesize and apply multidisciplinary theories and methods to deeply explore the application
and influence of Guangdong folk music elements in choral works. The social music practice of human beings
is, in its essence, the communication practice of music.’® The future development trend of communication
studies is the increasing deepening of research content and the diversification of branch directions.'® Cultural
communication theory helps to analyze the degree of acceptance of Cantonese musical elements in different
regions and commmunities, as well as their influence in the choral field.

The study found that integrating Guangdong folk music elements would be an important enhancer of
art expression and cultural connotation in Chinese choral works. These elements affect all aspects of playing and
singing techniques, performance styles, and the overall stylistic identity not only of the societies themselves
but also of the compositions. The research indicates that Guangdong folk music serves to strengthen the tradition
of cultural inheritance and innovation, as well as enhance the relationship with cultural identity and educational
values. Additionally, the findings suggest that these musical elements significantly contribute to encouraging
cross-cultural exchange and appreciation, thereby positioning Guangdong music within the broader choral

culture of China.

Conclusion

This study examines the incorporation of Guangdong folk music elements in Chinese choral works,
highlighting the following key findings: 1. The comprehensive integration of Guangdong folk music elements,
including melody, rhythm, harmony, instruments, and language, enhances the artistic expression and cultural
significance of choral works, adding local characteristics and cultural depth. 2. Choral works serve as a platform
for promoting Guangdong folk music elements, fostering cultural identity, and facilitating cross-cultural
understanding, ultimately enhancing the influence of Guangdong music globally. Key features of the study
include a multi-dimensional analytical framework that explores the integration of Guangdong folk music
elements in choral works. The combination of empirical research and theoretical analysis to provide insights into
the application and impact of these elements. Cross-regional and interdisciplinary perspectives to promote
a comprehensive understanding of the cultural and artistic implications of Guangdong folk music in choral
works. Overall, the study underscores the cultural promotion and artistic innovation achieved through the
incorporation of Guangdong folk music elements in Chinese choral works, enriching the cultural landscape

and fostering cross-cultural exchanges.

15 Suijin Zeng, “From Natural Communication to Technical Communication of Music (Above): One of the Explorations of Contemporary Music
Communication Theory,” Huang Zhong: Journal of Wuhan Conservatory of Music 15, no. 3 (2003): 29-36. (in Chinese)
16 Sen Wang, “From Communication to Music Communication,” Huang Zhong: Journal of Wuhan Conservatory of Music 1, no. 2 (2005): 121-124.

(in Chinese)
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Abstract

Background and Objectives: The purpose of this study is to illustrate and trace one of the most predominant
musical genres, the keyboard toccata. The pieces written for specific instruments emerged during the
Renaissance until Mid-Baroque period. This technique of writing is called the idiomatic writing style. This was
unlike in the past which composers did not specify their preferred instruments in the musical scores. Toccata
stands among several types of musical genres which appeared in the ate sixteenth century, for instance, intabulation,
chant liturgy, theme and variations, ricercare, canzona, dance suite, prelude, and toccata. In addition, Renaissance
and Baroque keyboard toccata serves in both liturgical and secular function in term of its usage. They might
be composed for a purely entertainment purposed or an introduction pieces for ceremonies in churches.
Methods: This article utilized the historical research method mostly by examining the secondary sources
such as published books and articles on early keyboard toccatas as well as related areas of study. The research
aims to explore the development of the early keyboard toccata from the earliest composition for lute by
Francesco da Milano in the Renaissance to J. S. Bach’s works in the Mid-Baroque period. This paper also
examined purpose of keyboard toccata written during the chosen timeframe through some comparative
as well as analytical analysis of toccata written by different ‘selected” composers such as Andrea Gabrielli,
Claudio Merulo, and Girolamo Diruta.

Results: The comparative as well as analysis in an evolution of the Renaissance to the Mid-Baroque Keyboard
Toccata, illustrates that functions and performance practices of this musical genre has been changing through
times. However, this term ‘toccata’ remains unchanged until present.

Conclusions: This research document examines trait of the keyboard toccata from its origin. This array ranges
from the toccata written for lute up until later ones, written specifically for keyboard instruments or piano.
Research information shown in this paper has proved that toccata is one of the most significant genres of music
with its long historical background. Establishing the foundation from combination of sectional, free improvisatory,
and imitative textures, altogether in the early toccata, then progressed to the use of some fugal elements as

well as incorporating an emotional depth; illustrates very well shifted in its stylistic evolution of the keyboard

* Corresponding author, email: onpavee.nit@mahidol.edu
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toccata. The reflection of its transformation in terms of technical demands, musical styles, and structures from
one composer to another finds very impressive and make the place of this music genre to stand very solid

in keyboard literature.

Keywords: Keyboard Toccata / Idiomatic Writing / Early Keyboard Works / Baroque / Renaissance

Introduction

Around the second half of the Renaissance period, instrumental music became more independent,
matured, and overshadowed its dependence on vocal repertoire than in the previous centuries. Composers
began to write their music by writing a transcription of vocal pieces for an instrument, ensemble, and solo
lute, as well as keyboard instruments such as clavichord, harpsichord, and organ. This also included a new
compositional style which was independent from vocal model. Moreover, the development of printing
technique encouraged composers to publish tutoring books for specific instruments.

The pieces for specific instruments emerged at this time, unlike in the past where composers did not
specify their preferred instrument in the musical score. For this reason, composers began to write music for
a particular instrument with the style of idiomatic writing. In the technique of idiomatic writing, composers
utilized different kinds of techniques of writing for different instruments depending on the instruments’
capabilities. Several types of musical genres appeared in the late sixteenth century, for instance, intabulation,

chant liturgy, theme and variations, ricercare, canzona, dance suite, prelude, and toccata.

Toccata: What does it refer to?

Toccata, traditionally, refers to a keyboard composition which acquired an idiomatic keyboard style
in the writing technique. Chords, scale-like passages, contrasting tempi in quickly changing manners illustrate
this form.* The word “toccata” comes from the Italian verb “toccare” which means “to touch”. As Schulenberg
said, toccata was used to refer to the playing of keyboard instruments—hence the modern idea of the “touch”
of the piano keyboard.? Toccata, as well as prelude, is a type of free form composition. However, the form
of toccata is varied as well as its characteristics and length. Some of the toccatas have a distinct contrasting
section while others are short and uniformed.?

The term first appeared in the early 16th century in a lute tablature of 1536. However, the first
important collections date from the last decade of that century; they include publications by Andrea Gabrieli

and Claudio Merulo. At that time the term was also sometimes applied to fanfare-like pieces; a famous

! Leon Kirchner, “Toccata (1955),” accessed October 22, 2024, https://www.wisemusicclassical.com/work/29646/Toccata--Leon-.
2 David Schulenberg, Music of the Baroque (New York: Oxford University Press, 2001), 217.
3 David Schulenberg, Music of the Baroque (New York: Oxford University Press, 2001), 217.
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example is the fanfare headed ‘toccata’ that introduces Monteverdi's Orfeo (1607).* Atlas mentioned that
in Book Three of Mishael Praetorius named Syntagma musicum (1619), Praetorius linkened the toccata to
the praeambulum or praeludium. The Italians named the praeambulum or praeludium as ‘toccata” due
to the organists starting to play and improvise this praeambulum or praeludium before a motet or fugue
consisting of a simple single chord and a coloratura passage. The toccata, when played during the church
service, has a prelude-like function and grew out of a tradition of improvisation.” In addition, Willi Apel said
“like canzona, toccata may have originated in a different field, perhaps in music for festive functions with

trumpets and timpani, only to be adapted later to the organ.”®

Keyboard Toccata from the Renaissance Period

The earliest printed keyboard toccatas in the Renaissance were those of Sperindio Bertoldo (1591),
but more significant are those in the first volume of Diruta’s Il transilvano (1593), including toccatas by
Diruta himself, Claudio Merulo, Andrea and Giovanni Gabrieli, Luzzaschi, Antonio Romanini, Paolo Quagliati,
Vincenzo Bellavere and Gioseffo Guami; other important collections are the Intonationi d’organo of the
Gabirielis (1593), containing four toccatas by Andrea Gabrieli, Merulo’s two volumes of Toccate d’intavolatura
d’oreano (1598 and 1604) and Annibale Padovano’s Toccate et ricercari d’organo (1604). The characteristic
of the Renaissance’s keyboard toccata is in a predominantly chordal style in which either hand may perform
brilliant runs against chords in the other.” The style of the keyboard toccata of this period can also be referred
to the Venetian keyboard toccata which was influenced by the Spanish “Fabordon (falsobordone).” The
falsobordone was developed between the Middle Ages and the Renaissance where composers used polyphonic

techniques when harmonizing a melodic line or a cantus firmus.

Composers of the Early Keyboard Toccata

Among composers of the early keyboard toccata, Andrea Gabrielli and Claudio Merulo played the most
important roles. Andrea Gabrielli (1510-1586) was an Italian organist and composer in the late Renaissance and was
also the most world renowned member of the Venetian School of composers. According to Myrray C. Bradshaw,
none of his eighth toccatas were published during his lifetime. Four of them were published in the Intonationi
of 1593, two in the first volume of Diruta’s great study of Venetian organ music, Il Transilvano (1593), and two

more were copied into the second volume of the Giordano manuscript in the National Library in Turin.

% Alison Latham, ed., “Toccata,” in Oxford Companion to Music, accessed October 22, 2024, https://www.oxfordreference.com/display/
10.1093/acref/9780199579037.001.0001/acref-9780199579037.

5 Allan W. Atlas, Renaissance Music: Music in Western Europe, 1400-1600 (New York: W.W. Norton, 1998), 499.

6 Willi Apel, The History of Keyboard Music to 1700 (Bloomington: Indiana University Press, 1972), 222.

T John Caldwell, “Toccata,” in Grove Music Online, ed. Deane Root. accessed October 22, 2024, https://www.oxfordmusiconline.com.
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Bradshaw said that these eight toccatas can be grouped into three periods of compositions as they
showed distinct changes of style and form.®

The first period included three toccatas written around 1550. The style is simple and basic, referred
to as the basic toccata style which has its characteristics such as: long held block chords, root position triad
in close position, sometimes without the third, supporting sweeping and fast-moving scale passages. The
slow bass line moved mostly by fourths and fifths. The embellishing lines were all of one or two rhythms
which were sixteenth and eighth notes with very few leaps and little motivic writing. His Toccata in the Tenth
Tone was the best and most developed of his early compositions. This practice could be viewed as the
norm for the early toccata style and form.’

The second period of Gabrielli’s keyboard toccata was marked by a remarkable modification in form
by adding an imitative fugal section as well as a concluding toccata section. Two of his works fall into the middle
period. They were published in Il Transilvano (1593) by Girolamo Diruta. Both are in Sixth tone. At this point,
the toccata became a three-section composition which contains introduction followed by a toccata, ricercare,
and final toccata.'”

In the last period of his toccata, there was an emergence of the three basic attributions of the Baroque
toccata, namely virtuoso writing, fugal passages, and the contrasting of textures. However, the three-part form
remained the same. One toccata in the ninth tone from the Intonationi of 1593, and two others in the Giordano
manuscript, one in the first tone and another in the sixth, fall into this period of toccata.!* The first, second,
third, etc. tones are referred to as the church mode.

The other Italian composer at the end of the sixteenth century who is known for developing the
keyboard toccatas to its peak was Claudio Merulo (1533-1604), the composer, publisher, and organist. His
keyboard toccata is the most innovative genre among all his compositions. According to Gordon Stewart
in A History of Keyboard Literature, “Merulo was known for his toccatas, pieces that combined free, virtuosic
writing with the imitative style of the ricercare. The toccatas usually presented between three and five sections,
with display sections being separated by imitative ones.” Merulo commanded an unusually imaginative
use of keyboard figuration. His concept of the toccata was later adopted by Frescobaldi, Buxtehude, and
Johann Sebastian Bach.”*? Besides his two volumes of keyboard toccatas, the first volume published in 1598
named Toccate d’intavolatura d’organo, libro primo consisting of with nine toccatas and the second volume

published 1604 named Toccate d’intavolatura d’organo, libro secondo consisting of with 10 toccatas, there

8 Murray C. Bradshaw and Francesco Degrada, Andrea Gabrieli and the Early History of the Toccata (Florence: L.S. Oischki, 1985), 320-321.
9 John Caldwell, “Toccata,” in Grove Music Online, ed. Deane Root. accessed October 22, 2024, https://www.oxfordmusiconline.com.

10 Murray C. Bradshaw and Francesco Degrada, Andrea Gabrieli and the Early History of the Toccata (Florence: L.S. Oischki, 1985), 326.
! Murray C. Bradshaw and Francesco Degrada, Andrea Gabrieli and the Early History of the Toccata (Florence: L.S. Oischki, 1985), 323.

12 Stewart Gordon, A History of Keyboard Literature: Music for the Piano and its Forerunners (Belmont, CA: Schirmer, 1996), 19.
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were several more of his toccatas contained in the Turin manuscript.

The most significant innovation of toccata from Andrea Gabrielli’s is an emergence of structure in music
which comprised of several different sections. Firstly, the free section is derived from the same element of
Gabrielli’s, for instance, from chords and passage work; however, they are no longer contrast as separate
elements but woven into a unified texture. And secondly, the fugal section was expanded to be more extensive
and complicated.’

To quote Willi Apel, “The picture of the early Italian toccata is completed by Girolamo Diruta in the
first part of his Il Transilvano (1593, 1597, 1612, 1625) which comprised thirteenth toccatas by Diruta himself (4),

Andrea Gabreili (2), Claudio Merulo (2), and the other composers.”**

Development of the Keyboard Toccata

The further development of the toccata continues its traits from the Italians by the North German
organists and composers at the beginning of the seventeenth century or the early Baroque period. The most
remarkable composers who took part in the development of the seventeenth-century keyboard toccatas
were Girolamo Frescobaldi, Johann Froberger, Jan Pieterszoon Sweelinck, and Dieterich Buxtehude.

With Girolamo Frescobaldi (1583-1643), the Italian composer, the genre of toccata was more elaborate.
His first book of toccata was published in 1615 in which the rhythm was more complex in the passage work
and the contrast more intense. According to Grout and Palisca, “The toccatas of Girolamo Frescobaldi sacrifice
virtuosity in favor of quiet contemplation, an unusual trait for this genre. In contrast to the imposing extroverted
grandeur and virtuosity of Merulo and other Venetians, Frescobaldi’s toccatas are often reserved, subjective and
mystical, with sustained harmonies and extraordinary chord progressions.” Grout and Palisca also said that most
of the Frescobaldi’s toccatas have a restless character. The music always reaches a cadence on either dominant
or tonic; whereas the harmonically, rhythmically, or through continued voice movement are always weakened
at the end.® His toccatas are formed like Merulo’s, despite being more chromatic, and highly contrasting between
sections. Furthermore, Howard Ferguson mentioned in the preface to Frescobaldi’s Toccate e partite 1614
and Il primo libro di caprici, 1624 which contained instructions to performers how to play the toccatas of
Frescobaldi. For instance, the tempo does not remain unchanged, but fluctuates according to the mood of
the music. If the work is too long, various sections can be played separately with a suitable cadence and etc.'®

The inheritance of Frescobaldi remained until the end of the century in Italy.

13 Alison Latham, ed., “Toccata,” in Oxford Companion to Music, accessed October 22, 2024, https://www.oxfordreference.com/display/
10.1093/acref/9780199579037.001.0001/acref-9780199579037.

14 Alison Latham, ed., “Toccata,” in Oxford Companion to Music, accessed October 22, 2024, https://www.oxfordreference.com/display/
10.1093/acref/9780199579037.001.0001/acref-9780199579037.

15> Donald Jay Grout and Claude V. Palisca, A History of Western Music, 6th ed. (New York: W.W. Norton, 2001), 304.

16 Howard Ferguson, Keyboard Interpretation from the 14th to the 19th Century (New York: Oxford University Press, 1987), 21-23.
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Johann Jakob Froberger (1616-1667), a German Barogue composer, keyboard virtuoso, and organist,
was a student of Frescobaldi as well as Chambonieres. Therefore, his musical style was influenced by the best
of both Italian and French. Likened to Frescobaldi’s toccatas, Froberger’s are more sectional in continuity but
less in terms of Italian style and expressiveness. However, as Ripin stated, Froberger’s toccatas always begin
with the usual sustained chords and brilliant flourishes. They generally include two fugal sections on rhythmic
variants of a single subject, each section being rounded off with further flourishes.!” Referring to Caldwell,
“A typical one consists of a fairly lengthy rhapsodic introduction, a fugato, a second fugato based on a
rhythmic transformation of the material of the first, and a shorter free passage to conclude; but the scheme
was not set in stone, and there is considerable variety among the pieces.”*® He wrote twenty-four toccatas
in total. In addition, transcriptions of some of Froberger's toccatas, which contain rhapsodic elements,’”
entered the French repertory, though overall the French did not use the term ‘toccata’ at this time,? instead,
the unmeasured prelude. Moreover, Froberger’s toccatas were the predecessor and model for the pairing
of toccata and fugue in Buxtehude’s as well as Bach’s works.

Jan Pieterszoon Sweelinck (1562-1621), the Netherlander organist, composer, and pedagogue, had
the important role as a teacher who established the North German organ school. However, Sweelinck and
his contemporary, Samuel Scheidt, treated the toccata as the least important genre. Sweelinck developed
his thirteen toccatas following the model of Gabrielli, in Italian Venetian style, on the psalm tone or cantus
firmus. His toccatas are diverse in their styles, for instance, some are short, and some are long. A few have
imitative sections, others do not.?! Again, according to Bradshaw, “In every one of his toccatas, the old Venetian
structure plays an important role, even though there are some sections that the cantus firmus is absent.”??

Dieterich Buxtehude (1637-1737), German/Netherlander lutenist and organist, was among the most
remarkable composers in the mid-Baroque era. He is famous for organ music which is based on ‘chorale’
called “organ chorale”. However, Buxtehude was known as the one who developed and expanded the toccata.
Moreover, his musical style influenced both Frideric Handel and Johann Sebastian Bach tremendously.

D. Buxtehude developed the concept of toccata comprising three to five sections, which inherited
from the toccatas of Claudio Merulo and Giloramo Frescobaldi; however, expanding these sections to become

either longer or larger. He used longer sections, imaginative figuration, colorful harmonic shifts, and devices

7 Edwin M. Ripin, The New Grove Early Keyboard Instruments (New York: W.W. Norton, 1989), 212.

18 Allan W. Atlas, Renaissance Music: Music in Western Europe, 1400-1600 (New York: W.W. Norton, 1998), 499.

19 Allan W. Atlas, Renaissance Music: Music in Western Europe, 1400-1600 (New York: W.W. Norton, 1998), 499.

2 Alison Latham, ed., “Toccata,” in Oxford Companion to Music, accessed October 22, 2024, https://www.oxfordreference.com/display/
10.1093/acref/9780199579037.001.0001/acref-9780199579037.

2! Murray C. Bradshaw, “The Toccatas of Jan Pieterszoon Sweelinck,” Tiidschrift van de Vereniging voor Nederlandse Muziekgeschiedenis
25, no. 2 (1975): 38-39.

22 Murray C. Bradshaw, The Origin of the Toccata (Dallas: American Institute of Musicology, 1972), 67-69.
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calculated to produce dramatic effects.?> According to Caldwell, in Buxtehude’s compositions, the stylistic
distinction between the organ and the harpsichord toccata is increasing. “With him the toccata became a
large-scale work in which rhapsodic and fugal sections alternated, the whole composition being unified in
style and to a certain extent in thematic substance. This mirrors the development reached independently by
Froberger, and it is not unlikely that Buxtehude was influenced by it, the more so, perhaps, after the publication
of Froberger’s toccatas in 1693. In Buxtehude and his contemporaries, however, works of this kind may also
be called ‘praeludium’ or ‘preambulum’ in the sources.** He also composed an organ toccata which is, in fact,
a prelude and fugue. This work starts with toccata-like passage, followed by fugue, toccata, and fugue again.
This kind of work has multi sections based on Italian Frescobaldi rather than German style.

All the above could illustrate the overall picture of the toccata from its origin; the prelude, which then
grew out of the improvisatory style by Claudio Merulo who expanded the prelude to many sections as well
as increased its complexity which is the style of the Italian Renaissance keyboard toccata. Later, Keyboard
toccatas became more mature in Baroque by the evolution of the Italian master Frescobaldi, and the
Northern German composers such as Froberger, Sweelinck, and Buxtehude. The characteristic of the early
to mid-Baroque toccata is the improvisatory toccata followed by the contrapuntal or fugal section. The
rapid figurations, virtuoso sounding, usual scale and accidental which can be called the rhapsodic elements
are always found in the improvisatory section. The toccata was treated as a single movement, independent

from the fugue at this point. Nonetheless, later Buxtehude and Bach began to pair the toccata with the fugue.

Conclusion

A conclusion may be drawn from Eric Valentin who presented the panorama of toccata from the
late fifteenth century down to the twentieth century. The earliest composition for lute comes from Francesco
da Milano, the latest composition for organ from Wolfgang Fortner. Between these extremes and arranged
chronologically appear these composers: Newsidler, Bertodi, A. Gabrieli, Merulo, G. Gabrieli, Sweelinck, Frescobaldi,
Froberger, Spiridio, Pasquini, Richter, Pachelbel, A. Scarlatti, Zipoli, Buxtehude, J. S. Bach, Muffat, Clementi,
Czemy, Schumann, Rheinberger, and Debussy. All these composers’ works are to be played on the piano,
except Fortner.?

These proved that the genre of toccata has remained from Baroque until now, although it was
hardly found in the Classical period. However, its characteristics and function have been altered to become

a movement in large-scale pieces, or even independent character pieces in the following centuries.

2 Stewart Gordon, A History of Keyboard Literature: Music for the Piano and its Forerunners (Belmont, CA: Schirmer, 1996), 45.
2% John Caldwell, “Toccata,” in Grove Music Online, ed. Deane Root. accessed October 22, 2024, https://www.oxfordmusiconline.com.

2 Erich Valentin, The Toccata (Cologne: Amo Volk Verlag, 1958).
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Abstract

Background and Objectives: The emergence of multicultural and multiethnic characteristics in Malaysia is
clearly evident from the period of Malaya under Western colonization in Southeast Asia. This phenomenon
likely began concurrently with the nation-building process that took place when Malaysia gained independence
in 1957. As the nation developed, Malaysia was formed through its diversity and differences in languages,
religions, ethnicities, and cultural aspects. Moreover, the diverse elements of Malaysia are primarily anchored
in the Malay culture and Islam, which form the majority among the populace. Music serves as an intangible
cultural heritage with dynamic influence. It is essential to manage culture effectively, ensuring that diversity
coexists harmoniously in a cultural, social, and peaceful manner. Music possesses a unique ability to adapt

and is capable of blending with other evolving musical traditions. This academic article aims to examine
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the utilization of local music plays a vital role in encouraging an inclusive learning environment. In Malaysia,
Caklempong serves as an example of how music can be used to promote cultural awareness, embracing
both multiculturalism and multiethnicity. Furthermore, an educational management approach that incorporates
mobility programme was introduced in Europe during the 19th century due to the expansion of the European
population and the increasing number of Europeans pursuing higher education. Additionally, the mobility
programme has been effectively implemented in education, facilitating collaboration across institutions and
nations.

Methods: This academic paper explored Malay history through a documentary study, utilizing various books,
articles, and sources, while also reviewing numerous documents focused specifically on Caklempong music.
The paper has been composed in a narrative style to illustrate the social and cultural aspects of Malaysia,
along with its multicultural society. It also addressed the conditions and variations among different ethnic
groups. The music, originating from ethnic traditions, is presented as a means of enhancing the understanding
of both internal and external music cultures. Furthermore, this paper included data collection through
observational methods. The analysis was conducted by applying a framework of inclusive leaming and adapting
conceptual components with a non-centric cultural approach, transitioning from a beginning multi-centric
view to a more advanced multi-centric perspective.

Results: Organizing a short-course programme on music for exchange students offers a valuable experience,
allowing participants from diverse cultures to come together in a practical way. Engaging in music serves as
an effective means for students to connect, regardless of their musical experience. The hands-on approach
enables students to immerse themselves in the intricate cultural aspects of music by engaging with instruments,
different musical forms, and songs. Additionally, new understanding and knowledge are developed by organizing
musical activities that are outside their usual cultural context. Caklempong is not so hard to leamn since it consists
of both membranophone and idiophone instruments in an ensemble. The various elements of cultural
components in a performance, such as costumes and accessories, are also crucial for understanding culture.
The ceremonial process of performing music is significant in learing about diverse musical cultures.
Conclusions: The paper explored the use of Caklempong music as a resource for educational design in
inclusive learning, focusing on music as a medium for learning. The participants in the program are expected
to cultivate self-awareness and gain insights into various cultures within different social contexts. Utilizing
music in the teaching of inclusive learning effectively helps Malaysian students appreciate their multicultural
society. On the other hand, international students also gain a deep understanding of the distinctiveness of
multicultural and multiethnic issues in Malaysia. The implementation of a short-course program for music
education in an inclusive learning offers two key advantages: the opportunity for most Malaysian students,
both majority and minority, to learn music collaboratively, and the chance for foreign exchange students to

engage with Malaysian culture through music, thereby gaining insight into the country's diverse values and
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multicultural society. The traditional music known as Caklempong assists in fostering understanding and recognition
of differences through 3 phases; musical perception, social perception, and educational perception. Moreover,
this educational framework is rooted in multicultural music education. Incorporating local music into inclusive
learning may enhance the understanding of unity amidst diversity within the nation. Additionally, the integration

of local music stimulates efforts to diminish ethnic biases and promote human equality.

Keywords: Inclusive Learning / Multiculture / Caklempong / Short-course Programme / Exchange Students
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1 Artur Simon, “Southeast Asia: Musical Syncretism and Cultural Identity,” Fontes Artis Musicae 57, no. 1 January-March 2010): 23.

2 Tong Soon Lee, “The Music of Malaysia: The Classical, Folk, and Syncretic Traditions SOAS Musicology Series by Patricia Matusky and Tan Sooi
Beng,” The World of Music 47, no. 2 (2005). 167-168.

3 Tan Sooi Beng, Bangsawan: A Social and Stylistic History of Popular Malay Opera (Singapore: Oxford University Press, 1997), 8.

% Gerald Groemer, “The music of Malaysia: The Classical, Folk, and Syncretic traditions by Patricia Matusky and Tan Sooi Beng,” Asian Folklore

Studlies 63, no. 2 (2004): 346-347.
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5 Megan Collins, “Bongai in Tanjong Ipoh, Negari Sembilan,” Joumal of the Malaysian Branch of the Royal Asiatic Society 75, no. 1 (282) (2002): 104.
6 Chayuti Tassanawongwara, “Integrity on Diversity: the Malaysia’s Cultural Pluralistic Music,” Journal of Music and Performing Arts, Khon Kaen

University 5, no. 3 (September-December 2023): 63-64. (in Thai)
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" Andrew Markus, “Attitudes to Multiculturalism and Cultural Diversity,” in Multiculturalism and Integration: A Harmonious Relationship, ed.
Michael Clyne and James Jupp (Canberra: ANU Press, 2011), 90-91.
8 Ghazala Bhatti, “Social and Educational Inclusion in Schools and Their Communities,” In Education for Democratic Intercultural Citizenship,

ed. Wiel Veugelers, (Leiden: Brill, 2019), 63, 66.
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9 Maliwan Tammasaeng, “Inclusive Education,” accessed February 19, 2025, https://www.deafthai.org/knowledge-center/. (in Thai)

10 Unchalee Sanrattana, “An Implementation of Inclusive Education,” International Journal of Education 33, no. 2 (April-June 2010): 82.

11 Federico R. Waitoller and Alfredo J. Artiles, “A Decade of Professional Development Research for Inclusive Education: A Critical Review and Notes
for a Research Program,” Review of Educational Research 83, no. 3 (September 2013): 321-322.

12 Christopher Del.uca, “Toward an Interdisciplinary Framework for Educational Inclusivity,” Canadlian Journal of Education 36, no. 1 (2013): 313-314.
13 Federico R. Waitoller and Alfredo J. Artiles, “A Decade of Professional Development Research for Inclusive Education: A Critical Review and Notes

for a Research Program,” Review of Educational Research 83, no. 3 (September 2013): 325.
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14 | ari Florian and Kiistine Black-Hawkins, “Exploring Inclusive Pedagogy,” British Educational Research Journal 37, no. 5 (October 2011): 826-827.
15> Markku Jokinen, “Inclusive Education—A Sustainable Approach?,” American Annual of the Deaf 163, no. 1 (Spring 2018): 75.
16 Leslie C. Soodak, “Classroom Management in Inclusive Settings,” Theory into Practice 42, no. 4 (Autumn 2003): 329-331.
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17 Silvia Baldiris Navarro et al., “Developing Teacher’s Competences for Designing Inclusive Leaming Experiences,” Educational Technology &
Society 19, no. 1 January 2016): 17.

18 Joshua Palkki, “Inclusivity in Action: Transgender students in the Choral Classroom,” The Choral Journal 57, no. 11 (June-July 2017): 25-26.
19 R, Santhiram, “Chapter Nine: Educational Research in Multiethnic School Settings: A Malaysian Experience,” Counterpoints 112 (2001): 137, 143.
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20 Noriyuki Sagawa, “Malaysia's 1996 Education Act: The Impact of a Multiculturalism-type Approach on National Integration,” Sojourn: Journal
of Social Issues in Southeast Asia 22, no. 1 (April 2007): 49-50.

2 Bridget Welsh, “Malaysia’s Political Polarization: Race, Religion, and Reform,” in Political Polarization in south and southeast Asia: Old Divisions,
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22 Daniel P. S. Goh, “10. Arrested Multiculturalisms: Race, Capitalism, and State Formation in Malaysia and Singapore,” in Multiculturalism in the
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Figure 1 Framework of Inclusive Learning
Source: by author
Applied from Christopher Deluca, “Toward an Interdisciplinary Framework for Educational Inclusivity,”

Canadian Joumal of Education 36, no. 1 (2013). 326.
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Figure 2 Performing Caklempong music by exchange students and Malaysian students

Source: by author
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