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Abstract

Background and Objectives: This study aims to investigate the interest and readiness of vulnerable families
in using music activities as a tool to enhance early childhood care. It is based on the concept that music can
promote emotional and social development while improving familial relationships, particularly in situations
where families have economic and societal limitations. Music has been recognized for its ability to support
cognitive and emotional development in children while also promoting familial bonding. This research aims
to understand parents' perspectives on music activities and their practicality in daily life to support early
childhood development and strengthen family relationships.

Methods: A qualitative case study approach was adopted to gain in-depth insights into the role of music

activities in early childhood care. The study involved ten families in Bangkok, selected through purposive
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sampling from a program aimed at promoting children's well-being in underprivileged settings. The sample
group was specifically selected from a project aimed at enhancing children's well-being in underprivileged
contexts, considering their readiness and willingness to participate. The selected families are from vulnerable
households identified by the community and meet the criteria for multidimensional poverty, including low
income, multiple deprivations, family system challenges, and inadequate caregiving. Families participating in
this study must fulfill all of these conditions, and must be willing and able to join family music activities at
the National Institute for Child and Family Development, Mahidol University. Data were collected through
in-depth interviews and participant observations of family interactions during the program. The study focused
on five music activities: (1) Guess the song, (2) Sounds Domino, (3) The Home Dance Party, (4) Relaxation
Massage with Music, and (5) Musical Bedtime Stories. Each activity was intentionally designed to be simple,
requiring minimal resources and a short duration (10-15 minutes) to reduce the burden on families.
Moreover, the activities were flexible, allowing families to modify them based on their individual schedules,
child development needs, and available resources. The study also examined how families adapted these
activities over time and how they influenced children's engagement levels and emotional responses.
Results: The study revealed that participating families demonstrated a strong interest and readiness to incorporate
music activities into their daily routines. Activities that encouraged active participation and enjoyment, such as
“Sounds Domino” or “Animal Sound Dominoes,” were particularly well received due to their simplicity and
ability to create a relaxed, engaging environment. Physical movement activities, such as family dance sessions,
also gained positive feedback as they energized children and fostered stronger family connections. In contrast,
passive music-based activities, such as “Relaxation Massage with Music,” were less favored due to the lower
level of engagement and interaction. From the caregivers' perspectives, flexibility emerged as a key determinant
of the success of these activities. Many caregivers expressed appreciation for the ability to modify activities to
suit their family's daily schedules and individual capabilities. The short duration and low complexity of the
activities allowed for consistent engagement without creating additional stress or burden. Additionally, caregivers
reported noticeable improvements in children's self-confidence, communication skills, and creative expression
as a result of participating in music activities. These activities also served as a catalyst for strengthening family
relationships by creating meaningful opportunities for interaction. For example, musical bedtime stories not only
contributed to emotional warmth and security but also reinforced language development and imagination.
Meanwhile, family dance sessions provided an outlet for self-expression and facilitated joyful interactions
among family members. Furthermore, the study found that incorporating music activities helped reduce
stress among caregivers, making daily childcare routines more enjoyable and less overwhelming.
Conclusions: The findings of this study highlight that music activities can serve as a valuable tool for promoting
early childhood development and enhancing family relationships, particularly among vulnerable families with

limited resources. When designed to be simple, adaptable, and easily integrated into daily routines, music-based
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interventions can significantly improve the quality of life for both children and caregivers. This study underscores
the importance of incorporating music into early childhood care by demonstrating its role in bridging the gap
between caregivers and children, fostering positive and meaningful interactions. The results suggest that music
activities can not only support children's developmental needs but also create a supportive and nurturing family
environment. Future research should explore the long-term effects of these activities to assess their sustained
impact on child development. Investigating the integration of music-based approaches in other vulnerable
groups, such as families in rural communities or households with children with special needs, could further
broaden the applicability and effectiveness of music interventions. Additionally, exploring digital and technology-
enhanced adaptations of these activities may increase accessibility for a wider range of families. Practical
suggestions include integrating this activity into child development centers, kindergartens, or creating a package
of activities that are appropriate for families with time and resource constraints. This study represents a significant
step in applying music as a practical tool for early childhood care and serves as a foundation for developing

innovative activities that enhance child and family well-being in diverse contexts.

Keywords: Vulnerable Families / Music Activities / Early Childhood / Family Relationship / Child Engagement /
Early Childhood Development
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Abstract

Background and Objectives: This research examines the effect of music therapy on improving expressive
language in stroke patients with Broca’s aphasia. Broca’s aphasia is a form of language impairment characterized
by a significant difficulty in speaking and constructing srammatically correct sentences, particularly affecting
conjunctions and prepositions such as ‘and,” ‘or,” and ‘but.” Broca’s aphasia patients may also strugsle with
using prepositions. Although they retain an understanding of language and are aware of their communicative
intentions, damage to the brain regions involved in speech production hinders their ability to articulate thoughts
accurately, resulting in limited vocabulary. For example, a patient who wishes to say, ‘Take the dog for a walk,’
might express it as simply, ‘Dog walk.” The rehabilitation of these skills often focuses primarily on speech therapy.
Speech therapists provide various assessments and exercises to help patients practice and regain their speech
abilities, aiming to restore them as closely as possible to their original state. Besides speech therapy, music therapy
is another professional field commonly used abroad, either on its own or alongside speech therapy. Numerous
studies have highlighted the positive impact of music therapy on the recovery from Broca’s aphasia. Music therapy
is defined as the use of musical activities to support individualized therapeutic goals, emphasizing the dynamic
interaction between the music therapist, music, and the client. These activities must be grounded in research,
and music therapists are required to have completed accredited music therapy training. Through the researcher’s
investigation, it was found that, in Thailand, a considerable number of stroke patients experience significant
challenges in communication. However, music therapy has not yet been incorporated into the rehabilitation
process for improving communication skills in stroke patients. Furthermore, the adaptation of music therapy to
align with Thailand’s unique linguistic context remains underdeveloped. Internationally, numerous studies have
explored the benefits of music therapy in stroke patients with Broca’s aphasia. These studies highlight that musical
tones and rhythms can stimulate the right hemisphere of the brain, compensating for damage to the left hemisphere,
enabling patients to use singing as an alternative means of communication. Intemational research has investigated
the use of music—particularly pitch, melody, and rhythm—to engage undamaged brain regions and facilitate
recovery. Neurologic Music Therapy commonly employs techniques such as Melodic Intonation Therapy (MIT)
and Therapeutic Singing (TS). While most studies focus on English-speaking populations, research on music therapy
for stroke patients with Broca’s aphasia in Thailand remains lacking, despite the significant number of individuals
affected and their unique linguistic needs. This study aims to examine the impact of music therapy on the
rehabilitation of language skills in stroke patients with Broca’s aphasia. It seeks to provide guidelines for patients
and families on utilizing music therapy for speech recovery and to offer insights for music therapists on effective
rehabilitation methods. Additionally, this research will contribute valuable knowledge for further studies in this area.

Methods: This research employs a mixed-method incorporating both A-B single-case and a case-study design.
Using Melodic Intonation Therapy and Therapeutic Singing, this study focuses on four key areas of speaking skills:

intelligible verbalizations, verbalizing single words, verbalizing phrases, and verbalizing sentences. The music



MAHIDOL MUSIC 178 VOL. 8 NO. 2
JOURNAL JULY - DECEMBER 2025

therapy intervention consisted of eight sessions in total. The Individualized Music Therapy Assessment Profile
(IMTAP) and Thai Adaptation Aphasia Battery (T-WAB) were used to measure the outcome. The researcher employed
the Thai Adaptation of the Western Aphasia Battery (T-WAB) to evaluate and classify the type and severity of
aphasia. This assessment includes four key areas: 1) Spontaneous Speech, 2) Auditory Verbal Comprehension,
3) Repetition, and 4) Naming. Testing occurred both before and after the music therapy interventions, with
assessments conducted by a speech therapist. Furthermore, the researcher used the Individualized Music
Therapy Assessment Profile (IMTAP), a tool that music therapists utilize to evaluate various abilities in both
children and adults. This study focuses on the language skills section (Expressive Commmunication), particularly
subcategory E: Verbalizations, which encompasses assessments of comprehension, single-word responses,
phrase construction, and sentence formation.

Results: The results showed that intelligible verbalizations during the baseline phase had an average of 40%,
which steadily increased to 80% and even 100% during the music therapy phase. Verbalization of single words
averaged 50% at the baseline, but scores gradually increased throughout the music therapy sessions, reaching
a peak at 100%. For phrase-length verbalizations, the baseline average was 33.3%, which improved to 80% and
eventually to 100% during the music therapy phase. Verbalization of sentences showed a baseline average of
0%, but increased to 40%, 80%, and 100% over the course of the therapy sessions.

Conclusions: This research provides guidelines for using music therapy to enhance the speaking skills of stroke
patients with Broca’s aphasia. From this study, music therapists can gain valuable methods and procedures for
applying music therapy techniques to improve expressive language in such patients, while those interested in
further studying this population can also receive useful insights and guidelines for using music therapy in future

research and development.

Keywords: Stroke / Aphasia / Broca’s Aphasia / Music Therapy / Neurologic Music Therapy / Melodic Intonation
Therapy / Therapeutic Singing
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190989 1Y 1uN15998 (Research Instruments)
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T John W. Creswell, Research Design: Qualitative, Quantitative, and Mixed Methods Agproaches, 3rd ed. (Thousand Oaks, CA: SAGE Publications, 2009), 214.
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WAN13338 (Research Results)
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msthiauedoyaludutiarnenuinuemayavesidrinmiluszes Baseline (123 A) uazdianssu
AussUIR (334 B) Toyanaina1iagdinsginiungu douandlitumiuuannduuiasadmasnmatingae
nsUsuldiedeeionin The Individualized Music Therapy Assessment Profile (IMTAP) & svinuedi TPREE NI
Usenoulusie 4 vinwe

1.1 wamsHniingemMsnaiauUTeuligusendnessezidugu (Baseline) wagszazinanli
aupsUIUn

Tusverdugiu (AL-3) 31 3 afausn fidsuldrsuuuniesudosar 40 waslusverlianss

PusRtn avaes i 8 ads (B4-11) lannmsliianssuausithinadusnluisnislifenssuausitidands
anine Usngaaiulufanssy (84) i¥esas 80 uaviausadsl B5 B9 B11 fnansuuugensififoray 100 us

Hzuuunnadlunaian B7 sgiseuar 80 A1 Figure 1
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Intelligible verbalizations

Baseline Treatment

100 (A (B) Oo—0O—0O

80 A
70 A
60 A
50 A
40 A
30 A
20 A
10 -

Figure 1 Scores for Expressive Language Skills (Intelligible verbalization)
During Baseline and Music Therapy Interventions

Source: by author

1.2 wansHnvineEn1swaALAEIReaunsUUR
Tusvenidug (A1-3) S1uau 3 aswsn i ulirsiuunfeTiseay 50 uavlusseglvinanssy
qo o & ° $ a va qo o o = v qo o U
aunsUUn Maueduau 8 ASe (B4-11) Suanmsinanssuaussundansasnlufismslinanssuaunividaass

gAY Wandnanail (B4) Seeay 80 uavAswsiATan B5 fa B11 diNamwuuugesniniesay 100 ¢4 Figure 2

Verbalizing single words
Baseline Treatment

100 - (A)

(S 0\
[eoNe]
| |

Figure 2 Scores of Expressive Language Skills (Verbalizing single word)
During the Baseline Phase and Music Therapy Interventions

Source: by author
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1.3 wamsenvinuznswaluiddleaunitnn
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4AvNe LanaNanatl (B4) Seuay 80 uAzAAATIN B5 09 B11 UNarwwuuguAsinasay 100 s Figure 3
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Verbalizing phrases
Baseline Treatment

W /II‘B)III

100 -

80 A
70 A
60 A
50 A
40 A

30 4

20 A
10 -

Figure 3 Scores for Expressive Language Skills (Verbalizing phrases)
During Baseline and Music Therapy Interventions

Source: by author
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a o £ gj o :.’/ 1 Ya a o £ gj = Ya a o £ gj
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aaving uanwNanall (B4) Sewax 40, (B5) Sewas 60, (B6) Sauas 80, (B7) Sauay 80, (BS) Sesay 100, (BY) Sotay 80,

(B10) Soe/az 100 wag (B11) Soway 100 a4 Figure 4

Verbalizing sentences

Treatment

(B)

Baseline

90 A (A

(o)
o
|

0 +—m—m—m—+ T T T T T T T 1
1 2 3 q 5 6 7 8 9 10 11

Figure 4 Scores for Expressive Language Skills (Verbalizing sentences)
During Baseline and Music Therapy Interventions

Source: by author
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Abstract

Background and Objectives: The concept of acousmatic music has significantly influenced the paradigms of
sound perception, compositional approaches, and technological applications, leading to new creative possibilities,
including immersive sound experiences. Acousmatic music emphasizes the presentation of sound without
a visible source, explicit meaning, or contextual reference, challenging traditional listening practices and encouraging

deeper engagement with auditory perception. This study examines the use of acousmatic compositional techniques,
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field recordings, sound exploration through soundwalks, site-specific sound installation, and multi-layered
spatial diffusion to create complex interactions between the listener and the environment, fostering an
immersive listening experience that responds to spatial and contextual conditions. This exploration raises
a research question: “How can compositional processes and tools be employed to create an acousmatic
music composition that delivers an immersive experience?”

Methods: The researcher developed Fragility: An Immersive Acousmatic Composition, a collection of seven pieces
with a total duration of 69 minutes, designed for two distinct presentation formats: 1. Soundwalks via the
Echoes.xyz application (six compositions), including: (1) MAHANAKHON (2) HOK-LOM-HOK-LOOK (3) THE CITY
OF ANGELS (4) (IN)VISIBLE (5) FORGET-ME-NOT and (6) FRAGILITY; and 2. A site-specific sound installation (one
composition): (7) ARE YOU LISTENING? These two formats provide an opportunity for listeners to explore sound
within a space while actively engaging with the surrounding environment, making the listening experience an
integral part of the place and moment. The interplay between pre-composed sound and real-time environmental
sound transforms each listening experience into a site-responsive event, continuously shaped by the listener’s
position, movement, and interaction with the spatial and acoustic conditions of the environment. Unlike fixed-
media compositions with predetermined structures, this approach allows sound to remain in a state of flux, adapting
in real time to the shifting conditions of its surroundings. Everyday ambient sounds emerge and intertwine with the
composed elements, challenging perception and expanding the act of listening across both virtual space and
physical space in ways that cannot be replicated. Listening, in this context, is not merely the reception of isolated
sonic events but an active engagement with sound, space, and the ever-changing environment. The conceptual
framework of Fragility was informed by extensive fieldwork conducted in collaboration with THEATRE TO GO, a
performance art collective that explores innovative ways of integrating artistic expression into everyday life.
Through site-specific artistic interventions, the group emphasizes the role of public spaces and cormmunity culture
as active agents in creative processes. Fieldwork in Bangkok’s historic district revealed ongoing socio-cultural
transformations, which became a central theme in the composition. The historic district exhibits multiple layers
of fragility, including the physical vulnerability of old wooden structures, the socio-economic shifts reshaping
traditional communities, and the fluctuating sonic environment reflecting urban transitions. The selection of this
site for field recordings captures these elements, reinforcing the composition’s core theme of impermanence
and urban instability. Through the interplay of site-specific recordings, acousmatic transformations, and spatial
diffusion, the work seeks to translate these observations into an immersive auditory experience. The Echoes.xyz
platform played a significant role in expanding the possibilities of immersive acousmatic composition. The
application allows sound compositions to be triggered according to designated geographic locations, offering
a responsive listening experience that changes in real time as the listener moves through different spaces.
This enables a non-linear engagement with sound, where the sequence and interaction of sonic events are

determined by the listener’s navigation of the environment. Meanwhile, the site-specific sound installation
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offers a contrasting approach, immersing listeners in an auditory environment where the acoustics of the
space and ambient noise actively shape the sonic perception. The interplay between pre-composed sound and
environmental acoustics ensures that no listening experiences are identical, reinforcing the unpredictable
nature of sound in public spaces. This aspect of context-dependent listening challenges traditional notions of
composition and performance, making each listening encounter uniquely shaped by spatial and situational
conditions. Listeners are not merely passive recipients but actively participate in the process of constructing new
meanings of sound. Fragility was publicly presented as part of the itinerant performance project STREET
FOOD THEATRE, held in Bangkok’s historic district from April 4-10, 2024, between 6:00 PM to 8:30 PM. The
project invited audiences to engage with the seven compositions in their intended forms: six compositions as
soundwalks on Echoes.xyz and one composition as a site-specific sound installation.

Results: The study and creation of Fragility: An Immersive Acousmatic Composition clearly address the research
question in terms of acousmatic concepts, compositional techniques, multi-layered arrangements, and the use
of music technology to construct immersive listening experiences that interweave site-specific with composed
sound. Moreover, it reveals the potential of acousmatic concepts in creating auditory experiences that unfold
across both physical and virtual space. The composition consists of two presentation formats—soundwalk and
site-specific sound installation—both of which began with fieldwork to study and record the acoustic characteristics
of the site. Acousmatic concept was also applied in selecting sound materials for composition and in designing
immersive listening experiences. The result is an immersive sonic experience that invites the listener to explore
sound in relation to the environment, while engaging all senses in the perception of sound, time, and space.
Conclusions: Ultimately, the researcher hopes that this study will contribute to the expansion of acousmatic
concepts in contemporary contexts and the further development of immersive acousmatic composition. Rather
than being solely perceived through hearing, these experiences foster deeper connections between the listener,
space, and the surrounding environment. The successful integration of acousmatic techniques with real-world

spaces in this project serves as a foundation for future explorations in sound-based and artistic practices.

Keywords: Acousmatic Composition / Immersive Experience / Soundwalk / Site-specific Sound Installation
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16 Peter Manning, Electronic and Computer Music, dth ed. (Oxford: Oxford University Press, 2013), 26.
17 Joel Chadabe, Electric Sound: The Past and Promise of Electronic Music (Upper Saddle River, NJ: Prentice Hall, 1997), 67.
18 Adrian Moore, Sonic Art: An Introduction to Electroacoustic Music Composition (New York: Routledge, 2016), 190.
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19 Francisco Lopez, “Profound Listening and Environmental Sound Matter,” in Audio Culture, ed. Christopher Cox and Daniel Warner (London:
Bloomsbury, 2004), 82.
20 Francisco Lopez, “Profound Listening and Environmental Sound Matter,” in Audio Culture, ed. Christopher Cox and Daniel Warner (London:

Bloomsbury, 2004), 86.
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2L Agnieszka Roginska and Paul Geluso, eds., Immersive Sound: The Art and Science of Binaural and Multi-Channel Audlio (New York: Routledge, 2017), 1.



MAHIDOL MUSIC 206 VOL. 8 NO. 2
JOURNAL JULY - DECEMBER 2025

mUseiusaussiazawsurmans AnvimeluladuassUnuumsthiaueunlseiusluguuuuduwesdn saului
mMsFnwUMUsELS wnfsuavuiu uesdatiuiiieates iilugmeadwassdunssiusiainsssaumsaiides
filoudenrils Ay 69 wnil $1uu 7 uvimas Usznauludne
1. amuAT (8:15 ui)
vinaunngn (9:22 W)
Wounnazis (6:40 wii)
(a/59m0 (11:00 Wi
oehaua1 (5:00 wi)
WsIzUN (12:43 W)

N kR LN

Weag/n3oivat? (16:00 W)

va o

AIdufeansiausunyseiuslununNeg uenviesdvaeuvseveuaninun’ augnlildesnieusni

lianunsamuauls WuesdiusznevdAgluunysziug Snviadsaulansdmedilnaililadnnsluszuiuben
| & Y} ° a 1Y) ! Y = | ° <, P

wildumsdanelnaiinszdansrateegluseauin 9 Judsnsthiauseandu 2 suuuu loun

1. UBUUIMUAIRANAIERBUNAATY Echoesxyz (Immersive AR Audio Experience platform) 3143u
6 unana Weriladudluiuniimun dewnunlssiusasasau Tuusunfiameesdsasisuady
Pueg fumuviworlil lunsiunidsnegnaunumnidudlulngaiivmall Teedumdunsfulilamme
TWRIAUIINYARSNAUTRAgATIEn NS Uve LU iuLeUnd It Jildedldasylumsdndulalaiesitfesns
srdmadumilaneu nsldueundintuiitieantgmlunshiassalnduiui Wunisaamssumugumy 8ams
Ailadsiasglumsdanissvduanudsuvendeduseuniiaduldios

woUndiAdu Echoesxyz [uunannesudesdwinuvmagimeans (geo-located audio platform) #ild
walula8 GPS WeaswUszaunisaimsiladesihunswedlosdesiuiumimigimansiingaiiosivaniun

a4 X da v ow I3 P Y] a \ ' a P ° & A

VTONUTITI {3 NATIAAINTIRONLUUKAYAS AWM IR 9 iudedleely GPS Tunsfimuniuiiany

A I Y P Y] ¥ X A ° vy v W ¢ = v o
vuunui deszgnasantiiaudofiladrlvluiuniy viligisanunsedudadssaunsalifesiasnndoaniy
anMINAeNase nvdsesiunmsaiiadswateguiuy wu dewuuamesle W@eauuluuesea® (binaural
sound) kazkABUUENNIIR (3D sound) Faelirilaidnmilowdeseysoud Wumsasuussaumsainisilen
auv3e nalnnsviauveakeundiaty Echoesxyz wldemlaillenflvaglunuingidomuunlivindy eswn
desvasunuseiusasiuAsunUadlununuisn 9 saearun gideuusihvigilddyilanedudayszaunisal

d' 1 a ] I3 = a ¥ 1 @ d' [

ANSHINNAUNATUTEI A BN UNYSENUS wazLd B9as dluan nkind aulagseau agulsiauiemnulasnsie
Tumswiudsiadeduiun ideliwsilildinundadsssumu (noise cancellation) Wieruasnsiglunis

UANTINF L IATATEU ND A TOUR 198190 R

22 Feauwuuluuesea (binaural sound) Aawmedian1stuiindesfioonwuuinifiediaessyauntsainisitwewywdegradusssund tngldlilasiviu
2 i Melushumisiideunuusssginassnisaesing metuindedudnuagiitisaiassaumsalnsilaiaunss ielinmsiladesuuluuesea

fiuszdvBnmanniige ditedndudessuilademnmile



MAHIDOL MUSIC 207 VOL. 8 NO. 2
JOURNAL JULY - DECEMBER 2025

2. suuvRaUzdssdmluiiufians S 1 uminas iSunmshindedneugysdau 12 # usnidu
90 9 lufificdwun Taedinedidadmgldlddamadussuuden Welvduiindssnaniiamsiivainvans
Beduunissitusonndiunteuvielinfentu adnetudeduiindssdiufisldamnsadmuenmafaiuues
Fowvidefianweadedls ffilenunsaidengeiidesnmsdnadeddiesiunmsdeniiimieonafiudnades

Aoonunainailng dnsdanunsadenilaudssinailneiladunilasoazdenitadussdsuls

Yunaulunisaiiuniside
1. AnwienansuazeniTesewunnia nquilaraurniemanivemuniosaauuin HHdnewasn uaz
dianlnsezaafin Welnet duasert nusuwelakazisnisdanisidesinenszuiunsnaliin newtn
1% (3 v 6
ATNATIAUNUTENUD
2. AnyisadeassAunyseiusmenuAneyaauiinuar JULUUNSUELaNaNUTABUAN NN TIY
HUNINARREs 1NETIARANULLFULUUAN 9 WeAumkiAnnauriemansiazwuimslunmsussiusiney
landuasvnzauivumseius Ussneulume undseius waeny (Deception) Aanssu Soundwalk Workshop
Benjakitti Sound Tour wagunUseius Unfolding dwsuRauzidesdnndunuiamneg iilugmsaunuguiuy
mMsUseiusSaussiazUluunsEueineumnun Idsuway I Usvasrveainsidendnnunng
3. NWNUATRNSALTLNY Fan1seudszann ssesiattunsaineassany ssgenalunIinn iy
aonui 3nvihgdvns
4. asneauiefnuituiuasyusy Juiindedlurieniaisie o sadainmsfumusziulaziuiin
WIEUN vosumlseius
) L A U o o = P DA~ o Ao o
nsvuIuNsdRuiasmstuindesnnauaiiidwinene ilaungadeyadesnilauasudiu

a Ya v

waraaUlaNg NIES NETIARANUINUE ENGLMU%UV]LQW’WGUENWUV] W39 EJLiiJ‘O’]ﬂﬂ’ﬁﬂ ﬂ‘l‘fﬁ‘WUVﬁ’JﬂJﬂUﬂ S nYllag

Y

nauAatUlunsRReiuyam Wevhaudlausunmedeny Tausssy avanmwindeunades dediduiinla
ATBUARNVIANNYANEYMIANTRIY WethinadeassAunyseiusidenndaafiuiiug
msilsiesuunfnezaauuingnituldiludwddguenszuiunsi nedideyadunsitadesdy

FaaniauenuezAuauTRanzvesdes sufvumiluuursedongionliunngdalunmsasiuniasausn o

%

miﬁammmmumsﬂ”; EJﬂU‘W‘UlIlliJ@QLﬂEJ'Jﬂ‘ULﬂEN‘VllIVLG’W‘EJG’W]ﬂLWia\‘iﬂ’]Lu%%i@ﬂ’lﬂ%ﬁ’l’llmlﬂﬂﬂ“ULﬁ‘&J\‘i LLG]L‘U‘L!

= ]

ﬂma ﬂwmvau 6] VDI EJ\WIﬂ?NW'ﬁﬂU’]@J’ﬂ%ﬁ'ﬁ’lﬂﬁ'ﬁ’iﬂUV]Uﬁ”WUﬁﬂ

[
a Ya v

wennifIdedlilulasinuainvangUssunnlumstuiinides wu Zoom Han, Rode NT4 uay

Roland CS-10 EM Betnglidufindedlfessauaiauarandn Bosiildgnianisesnadussuulnesdouasssy

Snvnmanzveusasing Welihedemadentilunssuiumsaisasss nssvumsiovmeilifesad i
Fesfivianviang LLGiE"J’w'aaiﬁ;:ﬁ%’mﬁﬂaé’ﬂwmzLawwmaqLﬁ&NLL@sU’%UW{Jmﬁuﬁﬁu 1 Iegadnga

5. Usiudauniuavadeassinanuatadedom lnenumnfauadlasus asfidesmsieans siuds

senuuulszaunsaimadesidesnislunuadeassaniulusunsy Logic Pro X, Ableton Live 11 Suite ua

Echoes.xyz



MAHIDOL MUSIC 208 VOL. 8 NO. 2
JOURNAL JULY - DECEMBER 2025

AAveldlusunsu Logic Pro X Wuesesdlendndmiunisdnsodes USuunmaudnuae uazdning
3 ! a . ! a 1 Ay a = (Y
23AUTENOUA 9 Yaauninas Inedl Ableton Live HieiaSuludiunfenisnnuasidunvsenmanumzianie
WU MSUSUIINIZMAEANUDESIUD AN MINAUNAILTEINING 2 TUSWNSULTEINLANUMAINAEY DA B MaY
ANy sallviuAunyseius
dmsunsinauadsdusdiuugiuniedn (soundwalk) §3deldueundiadu Echoes.xyz Tun1s
DONUWUULEEELTRA (3D spatial sound) LLasz@mmﬁ@LﬁmmmﬁwLmﬁwmﬁﬂﬂ WU NNSF9ANSEELLIaN fade in
way fade out wagmsasMswisunlawesdeadlogilanioun nssuiumsmalyisaiseaunisalides
a ' ° & A 1) Y] a
Mnouaupw omMIdTINuvesilsliog19auass
6. mapaiuNUsyiusludndluleUndintu Echoes.xyz Warasiuias g LilensiaaeuANUALUIed
a d‘ % 1 = Ly 6 = a 2 1 4‘ % 4 o d‘
deanaNauiusEiadsmnunUssius iasidesnss naaedlenieyiluuuiing 9 Werumdediauasiouly
yasgunsnlusiazUssm
7. yeapshunUsenusdmsuRalsidsdmnslufiuinmglUfnnalununas g
8. thaweranuluguiuuumissiusaussuasfauzidesdanduiuiianey
9. asluayanusnemna
LUIAAIUNITAZ198TTAUNUTINUS
Adelasulynnngusewesyinlunsidisiuuasiaueunyseiuslulasesns asasmuls: Auayn
pasee (Street Food Theatre) BsdonndasiuLAnLarAn N TITelunisainassAunyseiussumesd
a d' = a o [y} [ 1 = 4’{’ d‘ 24 %} 6 '3 = ¥ ¥
srAauudn Naulansiiuduiusseninades Nuiuaedau undssiusavieuUssaunsalmadedaeyilele
v o ¢ a o o X d a a o ¢ = A av v su A A
durlaUssaumsalidesiaiinaniiuiiasaasidewinunuseius saudmsTuaunusiuium yuvu wavau
AavymauannAatuvinudu ewdAnresiundauandulasnsiieg inswenles@ausmsuanainiuEessm
vowAuluun FuidsuarduiaanninfeurufaUsidesuaznsfaUzuanduiuiags
1593 2AsMIUAT: Auayn gosee ATUNLIAAUMSNENUAAUENSWERRd U TRIUSTTHOINS
Fun9 I winevdniivetedlewvuiuyuyusunsd e sasAals unseniaigng winsid dammsng
wazUszamunguSewmeiyingsSulasing faundaniasriifavsnaedudunilwesdinUssin unasiaue
Tuynuedlml 9 dunslaiuniassazies uusssuvemuruiudelunmsassassfnani uifnwedasinis
gASMULS: Auaun pases sahiaueRauznsuanililadriaudng vils wiuuaninseBuaeasls Wasunsen
won vee ludloadlinaneluiuiifalzaiuge eseenniyy menswaurauUsTauNsalfalznsuansodny
AN TUAUDN LIRS ITUDIMNTUDIAULI DY 13995 1Az AausMnNeINUTINUTEITU SUTaRaUzN U INT @574
PuduiussEringAuiudios Nuluazyusudenlesiuauluiedu s luauidnvielisin® aignsauls

Touilugnudionn wanszuas nyammanmuas suduiuinseduasannsdulsiuguil duniideinau

23 Nattaporn Thapparat, “Street Food Theatre” (Summary Report, Contemporary Art Promotion Fund, Office of Contemporary Art and Culture,
Ministry of Culture, April 30, 2024). (in Thai)
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Source: by author
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Figure 2 QR code for compositions Figure 3 QR code for program note
Source: by author Source: by author
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Abstract

Background and Objectives: Siamese Suite, a masterpiece of Prasidh Silapabanleng, was composed in May
1953 for the Queen Elisabeth Competition (international composition category) in Belgium. It was finally premiered
at the UNESCO Music Conference in Manila, the Philippines, in 1954. Siamese Suite is the first Thai composition
with a symphonic structure, consisting of four movements that showcase the essence of Thai cultural identity
and music through the use of Western classical composition techniques. The first movement, “Moon over the
Temple” in Andante con moto tempo, is based on an earlier piece called Intermezzo, composed for a graduation
exam with Professor Klaus Pringsheim in Japan. The second movement, “In the Grand Palace” in Moderato tempo,
reflects the Thai monarchy and the grandeur of the royal palace. The third movement, “Siamese Lament” in
a slow tempo Lento cantabile, features a sorrowful melody, imitating the mournful sound of the Thai pi
(an oboe-like instrument). The final movement, entitled “In Bangkok’s Chinatown,” is the longest, consisting
of four parts: “Introduction” (Adagio), “Love Scene” (Lento), “Heartbreak” (Andante cantabile), and “At the

Wedding” (Allegro). It derived from the original song “Chuen-Jai” (Rejoice) with a merry dance scene from the play
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“Ka-Buan-Se-Ri-Jean”, which reflects the Chinese Freedom Movement in 1937 by young Chinese students
against Japanese occupation during the early stage of the second Sino-Japanese war. On the occasion of the
111" anniversary of Prasidh Silapabanleng, the 125" anniversary of Luang Vichit-Vadakan, and the 50" anniversary
of the passing of Klaus Pringsheim, a renowned composer and supervisor of Prasidh Silapabanleng at the Tokyo
Academy of Music between 1935-37, the author conducted an artistic research project entitled “Silapabanleng’s
Siamese Music, performed by Immanuel Orchestra in the community of Klongtoey” in 2023. The research aimed to
arrange and perform Thai classical music in new transcriptions, while providing music education and performance
opportunities for youth in the Klongtoey community through the Music for Life Foundation.

Methods: The researcher collected and studied the biography and works of Prasidh Silapabanleng from various
sources such as books, music scores, letters, documents, stage play manuscripts, recordings, and photographs.
The Siamese Suite was analyzed in detail from the original manuscript by the composer’s student, Mr. Kasem
Suwongse, and from the later printed score by the Royal Thai Navy Music Division. The composition was arranged
by the author for piano and orchestra as a piano concerto, maintaining the original harmonies while adapting
it for piano performance. Additionally, the piece was arranged for solo piano performance, with efforts to
preserve the orchestral sound’s essence by incorporating pianistic techniques such as arpeggios, tremolos,
and traditional Thai musical elements to make it suitable for frequent performance. During rehearsals with
the orchestra, the researcher adjusted both the piano part and orchestral arrangement to ensure effective
mutual support and harmony.

Results: Performing the piano alongside the orchestra helped young musicians play more accurately in
pitch, as the piano provided clear pitch references. Moreover, the piano added expressiveness, enriching the
overall sound with techniques exploring the instrument’s tonal range, including smooth arpeggios, tremolo,
imitation of the “Kro” technique from traditional Thai music, and the use of octave intervals played with
alternating hands as an alternative to the marimba. This arrangement preserved the original composition’s
uniqueness while expanding its accessibility to new audiences and contemporary contexts.

Conclusions: Today, Thai classical music is often arranged in various styles to suit modern social and cultural
contexts. This artistic research project aims to promote valuable Thai musical works in forms that attract
contemporary audiences, especially youth, enabling them to experience the aesthetics of Thai classical music
while preserving historical narratives that may have been overlooked or forgotten. Through commmunity-engaged
arrangement and performance, this project serves as a bridge connecting the past and present, fostering

understanding and appreciation for Thai cultural heritage.

Keywords: Siamese Suite / Prasidh Silapabanleng / Klaus Pringsheim / Arrangement of Thai Music / Piano

Concerto
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Example 1 Siamese Suite - Moon over the Temple, piano and string parts, bars 4-6

Source: by author
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Example 2 Siamese Suite, original score, bars 20-24

Source: by Royal Thai Navy School of Music

! Chanyapong Thongsawang, Silapabanleng’s Siamese Music (Bangkok: Tanapress, 2023), 27, https.//archives-prasidh.silapabanleng.org/uploads/r/
silapabanleng-archives/1/1/1/111e01edddb118e98246329233f7d2b93d117f1812a41436bfc018dad84d028b/TH_SLPBL BKP.01.05.pdf. (in Thai)

2 Prasidh Silapabanleng, “Siamese Suite, Royal Thai Navy School of Music [Score],” Prasidh Silapabanleng Archives, accessed December 21, 2024,
https.//archives-prasidh.silapabanleng org/uploads/r/silapabanleng-archives/b/2/d/b2d660ae5dc2308ad694abf8f6 115e817d89b6d 7c 73f505132a2a0cc034
f5eed/TH SLPBL MUS-03-01-43D.pdf, 4.
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Example 3 Siamese Suite - Moon over the Temple, piano part, bars 20-24°

Source: by author
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Example 4 Siamese Suite - In the Grand Palace, piano part, bars 1-19*

Source: by author

3 Chanyapong Thongsawang, Silapabanleng’s Siamese Music (Bangkok: Tanapress, 2023), 97, https://archives-prasidh silapabanleng.org/uploads/r/
silapabanleng-archives/1/1/1/111e01edddb118e98246329233f7d2b93d117f1812a41436bfc018dad84d028b/TH_SLPBL_BKP.01.05.pdf. (in Thai)
% Chanyapong Thongsawang, Silapabanleng’s Siamese Music (Bangkok: Tanapress, 2023), 99, https://archives-prasidh.silapabanleng.org/uploads/r/
silapabanleng-archives/1/1/1/111e01edddb118e98246329233f7d2b93d117f1812a41436bfc0180ad84d028b/TH_SLPBL_BKP.01.05.pdf. (in Thai)
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Example 5 Siamese Suite - Siamese Lament, piano and string parts, bars 12-16°
Source: by author
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Example 6 Siamese Suite - Siamese Lament, piano part, bars 61-63°

Source: by author
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> Chanyapong Thongsawang, Silapabanleng’s Siamese Music (Bangkok: Tanapress, 2023), 57, https://archives-prasidh.silapabanleng.org/uploads/r/
silapabanleng-archives/1/1/1/111e01edddb118e98246329233f7d2b93d117f1812a41436bfc018dad84d028b/TH_SLPBL_BKP.01.05.pdf. (in Thai)
6 Chanyapong Thongsawang, Silapabanleng’s Siamese Music (Bangkok: Tanapress, 2023), 68, https://archives-prasidh.silapabanleng.org/uploads/r/
silapabanleng-archives/1/1/1/111e01edddb118e98246329233f7d2b93d117f1812a41436bfc0180ad84d028b/TH_SLPBL_BKP.01.05.pdf. (in Thai)
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Example 7 Siamese Suite - In Bangkok’s Chinatown, piano part, bars 1-23’

Source: by author

" Chanyapong Thongsawang, Silapabanleng’s Siamese Music (Bangkok: Tanapress, 2023), 105, https.//archives-prasidh.silapabanleng.org/uploads/t/
silapabanleng-archives/1/1/1/111e01edddb118e98246329233f7d2b93d117f1812a41436bfc0180ad84d028b/TH_SLPBL_BKP.01.05.pdf. (in Thai)
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Example 8 Siamese Suite - In Bangkok’s Chinatown, piano and string parts, bars 46-53°

Source: by author
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8 Chanyapong Thongsawang, Silapabanleng’s Siamese Music (Bangkok: Tanapress, 2023), 125, https//archives-prasidh.silapabanleng.org/uploads/i/
silapabanleng-archives/1/1/1/111e01edddb118e98246329233f7d2b93d117f1812a41436bfc018dad84d028b/TH_SLPBL_BKP.01.05.pdf. (in Thai)
 PGVIM Channel, “Silapabanleng - Siamese Music (part 1),” YouTube video, 33:43, December 7, 2023, https:/Avww.youtube.com/watch?v=8U2-
DOg7GMO&t=513s.



MAHIDOL MUSIC VOL. 8 NO. 2
JOURNAL JULY - DECEMBER 2025
- .
. — . ==
77 - - aw & 4 .-.E 3 - . .
H 1, = = T T - T = +— /"""'?;;f‘""
e ey i v I o . o N ] e
L i ] i s o B A 4 e i s S B 5 ™ Z )
D) S SR e
> o > f f . .
2 2 4 |2 e . o - ; ; .. .
= == [+ = . 2 - |- -
bt e e - ‘ri o -,E ; % ) L7 A - CPR T
F 1TV g &7 L LT )7 LT " J 7 Lv LT s ra yA L4 i FARD] b1 I
Ly i y 7 IVI r IVI ( IVI d ( ( Y '?
84 C .
) o o E%:% — e _
@by’# aj\l-; =2 ',,,r{'—.r. = V7 nr-rd\’t‘l b~ 777 —
. - ! ! | - 1 -
B 5., [P R Feet i =
: i~ # o -
Db fert i feee EEZEE
7 : = =a
2
91 .o ll.;q. ”“.'a. Lento
p == === - PR e
e " Je e e ———— N E—
[  —| e el
Q—’:’ *): ==L’,! _=J‘ 3 =
- ¢ & S 2 %
- - 2 :
96 E a 1 -
3 - -
I ) > ,ef iefC ,oi2T2, LETE. Jefe,

Example 9 Siamese Suite for piano solo - In Bangkok’s Chinatown, bars 77-99'

Source: by author
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10 Chanyapong Thongsawang, Silgpabanleng’s Siamese Music (Bangkok: Tanapress, 2023), 107, https://archives-prasidh.silapabanleng.org/uploads/r/
silapabanleng-archives/1/1/1/111e01edddb118e98246329233f7d2b93d117f1812a41436bfc0180ad84d028b/TH_SLPBL_BKP.01.05.pdf. (in Thai)
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Abstract

Background and Objectives: César Franck’s Sonata in A Major, originally composed for violin and piano, was
transcribed for cello by Jules Delsart, and this transcription has been the basis for most subsequent cello editions.
However, various editors have made distinct interpretative choices that affect the work’s technical demands
and expressive qualities. This study explores Delsart’s transcription in comparison with four modem cello editions:
those by Leonard Rose (IMC), Peter Jost (Henle), Douglas Woodfull-Harris (Barenreiter), and Yuki Hasegawa
(Edition les bons concerts). The primary objective is to examine how editorial choices—particularly with respect
to register, dynamic treatment, articulation, and pitch alterations—diverge from Delsart’s transcription and how
these changes impact the piece’s expressive character. By examining these variants, this study also explores
how these editorial decisions manifest in the performances of six renowned cellists.

Methods: The study compares the original violin version of the Sonata to Delsart’s cello transcription and four
modern editions. The analysis focuses on register changes, dynamic modifications, articulation variations, and
pitch alterations. These modern editions represent a range of interpretive approaches—from those closely
following Delsart’s original to those integrating more contemporary performance practices. To investigate how
these editorial choices manifest in performance, six prominent recordings of the Sonata by renowned cellists
are examined: Janos Starker, Jacqueline du Pré, Mischa Maisky, Steven Isserlis, Yo-Yo Ma, and Gautier Capugon.
Results: The comparison reveals important distinctions between Delsart’s transcription and the modermn editions,
especially regarding register choices. Leonard Rose’s edition raises the cello’s register in certain passages to enhance
brilliance and projection. In contrast, Peter Jost adheres more closely to Delsart’s register, preserving the work’s
original character. Douglas Woodfull-Harris introduces slisht modifications to the cello’s part, reflecting a sensitivity
to historical performance practices, while Yuki Hasegawa reimagines the piano accompaniment to achieve better
balance with the cello, addressing modern acoustic needs. Among the recordings studied, Jacqueline du Pré’s
interpretation remains closest to Delsart’s choices, emphasizing the richness and depth of the cello’s lower register.
Steven Isserlis adjusts the register to reflect Franck’s original violin part, incorporating early performance traditions
into his interpretation. Yo-Yo Ma and Gautier Capucon both raise the register in various sections to ensure clarity

and projection, adapting their performances to the modern concert hall environment. Mischa Maisky explores

* Corresponding author, email: eri.nak@mahidol.ac.th
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the full range of the cello, bringing a sense of intensity and clarity by blending both low and high-register passages.
Finally, Janos Starker strikes a balance, using a selective approach to register choices that enhance the richness
of the work while maintaining tonal balance.

Conclusions: This study highlishts how register choices in César Franck’s Sonata in A Major, in Delsart’s transcription
for cello and piano, profoundly shape the emotional and stylistic character of a performance. The decision to remain
faithful to Delsart’s transcription, with its emphasis on the cello’s natural depth, or to explore higher registers for a
more lyrical, brilliant sound, offers performers a wide range of expressive possibilities. These choices are not simply
technical but reflect each performer’s unique artistic vision, balancing tone color, projection, comfort, and expressive
intent. A recent recording by Adam Satinsky and the author reflects these nuanced decisions, demonstrating how
engagement with register can heighten a performance’s communicative power. Through these interpretations, Franck’s

Sonata continues to invite personal expression, fostering ongoing exploration of its emotional and musical potential.

Keywords: Franck Sonata in A Major / Jules Delsart / Cello Transcription

Introduction

The Sonata in A major for Piano and Violin! by Belgian-bom French composer César Franck (1822-1890)
is recognized as one of the greatest Romantic masterpieces in the chamber music repertoire. Franck, who
composed most of his major works later in life, created his finest compositions in his sixties. Unlike many of
his other late works, the Violin Sonata gained popularity during his lifetime.?

Franck composed the sonata in the summer of 1886 and dedicated it to the Belgian violinist and
composer Eugéne Ysaye (1858-1931),> who responded upon receiving the manuscript: “Nothing in the world
could have done me great honor or given me more pleasure than this gift. But it is not for me alone. It is for
the whole world. My part will be to interpret it with all the art, at my command, and | shall be helped by the
profound admiration | have for the work of César Franck, so far insufficiently recognized.””

Ysaye kept his word, premiering the sonata on December 16, 1886, in Brussels.” The violin part features
a rich, soaring melody intertwined with complex harmonic progressions, making it a cornerstone of the violin

literature. The first edition was published by J. Hamelle in Paris in 1886.°

! While the sonata is more commonly referred to as “Sonata for Violin and Piano,” this article uses the title “Sonata for Piano and Violin” by the
editions of Henle and Bérenreiter, which follow FrancK's original French title. (This naming convention is also seen in editions of Beethoven’s and
Brahms’s violin sonatas.)

2 Peter Jost, “Preface,” in César Franck, Sonate fiir Klavier und Violine A-dur, Fassung fur Violoncello, ed. Peter Jost (Munich: G. Henle Verlag, 2013), Ill.

3 Gudula Schiitz, Introduction to Franck: Sonate, Mélancolie pour Piano et Violoncelle, ed. Douglas Woodfull-Harris (Kassel: Barenreiter, 2015), XV,
4R. J. Stove, César Franck: His Life and Times (Lanham: Scarecrow Press, 2012), 257.

> Peter Jost, “Preface,” in César Franck, Sonate ftir Klavier und Violine A-dur, Fassung fur Violoncello, ed. Peter Jost (Munich: G. Henle Verlag, 2013), IV.

6 Monica Steegmann, ed., Introduction to César Franck: Sonate ftir Klavier und Violine A-dlur (Munich: G. Henle Verlag, 1993), Il
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Over time, Franck’s Sonata has been transcribed for various instruments, including cello, flute, viola,
saxophone, solo piano, and piano four hands. The earliest and most significant adaptation was the cello version
by Jules Delsart, which remains the only transcription authorized by the composer.”

Jules Delsart (1844-1900) studied the cello at the Valenciennes Conservatoire and later with Franchomme
at the Paris Conservatoire, becoming one of the leading French cellists of the late 19th century.® He first heard
Franck’s Violin Sonata performed at a Société Nationale de Musique concert in Paris on December 27, 1887 (where
he performed as a member of a string quartet). Enthralled by the piece, Delsart sought Franck’s permission to
arrange the violin part for cello.” Musicologist Gudula Schiitz observes that while the extent of Franck’s direct

involvement in the arrangement is debated, it is clear that he gave Delsart his official approval.'?

The piano and
cello version was published by Hamelle in 1888, just one year after the original violin edition.

Delsart took a pragmatic approach, leaving the piano part untouched while adapting the violin part to
suit the cello’s range and capabilities.** He remained faithful to Franck’s original composition, primarily transposing
the violin part down an octave, though in certain passages he shifted the music an additional octave lower (two
octaves below the violin’s register). In a few instances, however, he preserved the violin’s original register. This
adaptation enhances the sonata’s depth and warmth, which complement the cello’s rich tonal qualities and
expressive range. This article will first examine the differences between Franck’s original violin version and
Delsart’s cello transcription.

Delsart’s edition played a significant role in bringing Franck's music to a broader audience and offering
a new dimension to the piece. While foundational, it is not without its editorial choices, however. Subsequent
editors have introduced their own interpretations to further adapt the work for the cello. The differences in
these editions stem from several factors, with the primary influence being the editor's approach to preserving or
altering the original violin line to suit the technical and expressive capabilities of the cello. This includes decisions
on register, articulation, phrasing, and dynamics. The second objective of this study is to compare the original
Delsart edition with four prominent modemn editions, each offering distinct editorial choices:

« Leonard Rose in the International Music Company edition (1958)*

« Peter Jost in the G. Henle Verlag edition (2013)"?

" Peter Jost, “Preface,” in César Franck, Sonate ftir Klavier und Violine A-dlur, Fassung fur Violoncello, ed. Peter Jost (Munich: G. Henle Verlag, 2013), IV.

8 Lynda MacGregor, “Delsart [Delsaert], Jules,” in Grove Music Online, ed. Deane Root, accessed January 24, 2025, https://doi.org/10.1093/gmo/
9781561592630.article.07510.

9 Peter Jost, “Preface,” in César Franck, Sonate fuir Klavier und Violine A-dlur, Fassung fur Violoncello, ed. Peter Jost (Munich: G. Henle Verlag, 2013), V.

10 Gudula Schitz, Introduction to Franck: Sonate, Mélancolie pour Piano et Violoncelle, ed. Douglas Woodfull-Harris (Kassel: Bérenreiter, 2015), XXI.
1 Gudula Schiitz, Introduction to Franck: Sonate, Mélancolie pour Piano et Violoncelle, ed. Douglas Woodfull-Harris (Kassel: Barenreiter, 2015), XXI.
12 César Franck, Sonata in A Major (1886) for Cello and Piano, ed. Leonard Rose and Robert Casadesus (New York: International Music Company,
1958), cello part.

13 César Franck, Sonate fur Klavier und Violine A-dur, Fassung fiir Violoncello, ed. Peter Jost (Munich: G. Henle Verlag, 2013).
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« Douglas Woodfull-Harris in the Barenreiter edition (2015)"

« Yuki Hasegawa in the Edition les bons concerts (2020).%°
Each edition offers a unique perspective on how Franck’s violin part can be transformed for the cello.

To assess how these editorial choices translate into performance, this study also examines six prominent
recordings of Franck’s Sonata in A Major as transcribed for cello and piano. The selected performances feature
some of the most distinguished cellists and pianists of the past several decades, many of whom continue to
shape the interpretation of the cello repertoire today. These recordings were chosen based on a range of criteria:

« Artistic Diversity: Each artist brings a distinct interpretive voice, informed by their unique background
and generational influences. This diversity allows for a comprehensive analysis of how the transcription is treated
across various musical traditions, schools of thought, and evolving stylistic approaches.

« Technical Excellence: These performers are renowned for their command of the instrument and
ability to navigate the sonata’s technical and structural complexities. Their recordings exemplify a high standard
of execution and reflect a range of interpretive approaches grounded in technical mastery.

« Influence and Artistic Legacy: The selected cellists have played a pivotal role in shaping the interpretive
tradition of the cello repertoire, and their recordings are widely recognized within the field. Their artistic
legacies offer valuable perspectives on how performance practices and aesthetic priorities have developed
over time.

The third aim of this study is to assess how different performers approach Delsart's transcription in
comparison to the editorial choices in the various editions, particularly focusing on register choices. It is important
to note that the specific edition each performer used for their recording is uncertain, and determining this is
beyond the scope of this study. Instead, the analysis aims to reveal whether any of these performers depart
from the editorial intentions found in the editions discussed.

Additionally, the article will introduce a recent recording of the Sonata, performed by Adam Satinsky,
cello, and the author, Eri Nakagawa, piano.

By comparing scores and recordings, this study aims to demonstrate how each edition preserves the
emotional and musical essence of Franck’s original composition while showcasing the diverse interpretative

possibilities for cellists.

Delsart’s Transcription
Delsart’s transcription generally follows a straightforward approach—keeping the piano part unchanged
while making the violin part playable on the cello, mostly by transposing it down an octave. However, there are

several instances where he deviates from this pattemn.

14 César Franck, Sonate, Mélancolie pour Piano et Violoncelle, ed. Douglas Woodfull-Harris (Kassel: Barenreiter, 2015).

15 César Franck, Sonate pour Piano et Violoncelle, ed. Yuki Hasegawa (Tokyo: Edition les bons concerts, 2020).



MAHIDOL MUSIC 234 VOL. 8 NO. 2
JOURNAL JULY - DECEMBER 2025

1) First Movement, mm. 13-14

Delsart transcribes these measures two octaves lower than the original, rather than just one (Figure
1b), likely for technical issues involved with performing this passage on the cello. Playing it only one octave
lower is possible but more challenging, though musically rewarding. In the violin version (Figure 1a), the melodic

leap from G#4 to G5 creates a sudden shift in tone color and expressive intensity.
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Figure 1a César Franck, Sonata, violin part, first movement, mm. 12-15

Source: Hamelle'®
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Figure 1b César Franck, Sonata, cello part, first movement, mm. 12-15

Source: Hamelle!’

The ascending sixth (G#-E in m. 13) develops from the piano’s opening motive (B-D in m. 1) and serves
as its inversion. Structurally, the phrase in mm. 13-16 forms a sequence with mm. 9-12; the first four measures

in A major modulate up a major third to C# major, as shown above.

2) Second Movement, mm. 14-23 and mm. 134 (with a pickup) -147
These sections, which present the opening theme, are not transposed down an octave in Delsart’s
transcription but remain in the same register as the violin version (Figure 2b). Schiitz notes that “Delsart retained

the original low register of the violin part: here the cello can stand out with a lush and powerful sound in

a convenient position.”*®

The opening theme, first stated by the piano in m. 4, is marked passionato, featuring a dramatic, rhythmically
driving melody emerging from an inner voice surrounded by sweeping arpeggios. When restated in mm. 14-23,

the violin reinforces it in forte at the same register, starting on the G string (Figure 2a). According to Ji Young, many

16 César Franck, Sonate pour Piano et Violon (Paris: Hamelle, n.d.), accessed January 14, 2025, https://s9.imslp.org/files/imglnks/usimg/3/3b/
IMSLP495447-PMLP4994-Cesar _franck violin_sonata first_edition violin_part.pdf.

17 César Franck, Sonate pour Piano et Violoncelle, arrangée par Jules Delsart (Paris: Hamelle, n.d.), accessed January 14, 2025, https://s9.imslp.org/
files/imglnks/usimg/b/b9/IMSLP122521-PMLP04994-Franck - Sonata (Delsart) for cello_and piano_in A major_cello.pdf.

18 Gudula Schiitz, Introduction to Franck: Sonate, Mélancolie pour Piano et Violoncelle, ed. Douglas Woodfull-Harris (Kassel: Bérenreiter, 2015), XXI.
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French violinists traditionally play this theme on the G string, producing an intense, insistent sound despite the
technical difficulty.’® The theme intensifies further with molto crescendo in m. 33, leading to fortissimo in m. 34,

where the violin part moves an octave higher, first on the A string and then shifting to the E string (m. 38),

culminating on the G string in mm. 41-43,
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Figure 2a César Franck, Sonata, violin part, second movement, mm. 14-17

Source: Hamelle?

Figure 2b César Franck, Sonata, cello part, second movement, mm. 14-17

Source: Hamelle?!

3) Second Movement, m. 172 (with a pickup) -190

Delsart transcribes this section (Figure 3b) two octaves lower than the violin (Figure 3a), which reaches
Ati6—far beyond the cello’s comfortable range, even if transposed just one octave down. This choice likely

aimed to make the passage more idiomatic, avoiding difficult shifts into the extreme upper register.
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Figure 3a César Franck, Sonata, violin part, second movement, mm. 171-177

Source: Hamelle?

19 Ji Young An, “In Search of a Style: French Violin Performance from Franck to Ravel” (DMA diss., University of California, Los Angeles, 2013), 41,
https://escholarship.org/content/qt1sz059ns/qt1sz059ns_noSplash d7adfc5d32e36951c6e813cdd75119ab.pdf.
20 Cesar Franck, Sonate pour Piano et Violon (Paris: Hamelle, n.d.), accessed January 14, 2025, https://s9.imslp.org/files/imglnks/usime/3/3b/

IMSLP495447-PMLP4994-Cesar franck violin_sonata_first_edition violin_part.pdf.
21 César Franck, Sonate pour Piano et Violoncelle, arrangée par Jules Delsart (Paris: Hamelle, n.d.), accessed January 14, 2025, https.//s9.imslp.org/

files/imglnks/usimg/b/b9/IMSLP122521-PMLP04994-Franck - Sonata (Delsart) for_cello_and_piano_in A major_cello.pdf.
22 César Franck, Sonate pour Piano et Violon (Paris: Hamelle, n.d.), accessed January 14, 2025, https://s9.imslp.org/files/imglnks/usime/3/3b/

IMSLP495447-PMLP4994-Cesar franck violin_sonata first_edition_violin_part.pdf.



MAHIDOL MUSIC 236 VOL. 8 NO. 2
JOURNAL JULY - DECEMBER 2025

Figure 3b César Franck, Sonata, cello part, second movement, mm. 171-177

Source: Hamelle?

A dramatic register shift occurs from mm. 168-171 into m. 172. While the previous passage maintains
a lyrical intensity in the high register, Delsart suddenly drops the line two octaves lower in m. 172, creating a striking
contrast that emphasizes the cello’s resonance and depth. The rhythmic change in m. 190 was necessary due to

this register shift.

4) Second Movement, mm. 218-229

Delsart transcribes this final section uniquely (Figure 4da, 4b):

« Mm. 218-219: Two octaves lower the violin

« M. 221: An ascending passage instead of the violin’s descending one

Mm. 222-225 (beat 1): Same register as the violin

M. 227: G#-A in the trill’s closing notes (omitting D in the violin’s G#-A-D

M. 228: F# written two octaves lower
M. 229: added D2 as a bass note
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Figure 4a César Franck, Sonata, violin part, second movement, mm. 218-229

Source: Hamelle?*

23 César Franck, Sonate pour Piano et Violoncelle, arrangée par Jules Delsart (Paris: Hamelle, n.d.), accessed January 14, 2025, https//s9.imslp.org/
files/imglnks/usimg/b/b9/IMSLP122521-PMLP04994-Franck - Sonata (Delsart) for_cello_and_piano_in A major_cello.pdf.

24 Cesar Franck, Sonate pour Piano et Violon (Paris: Hamelle, n.d.), accessed January 14, 2025, https://s9.imslp.org/files/imglnks/usimg/3/3b/
IMSLP495447-PMLP4994-Cesar franck violin_sonata first_edition_violin_part.pdf.
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Figure 4b César Franck, Sonata, cello part, second movement, mm. 218-229

Source: Hamelle®

Franck’s original violin part soars into the upper register, enhancing the lyrical and expressive quality
of the melody with a brighter, more penetrating tone. In contrast, Delsart keeps the passage grounded, exploiting
the cello’s rich, resonant lower register. The ascending passage in m. 221 was necessary due to the register

constraints, maintaining the emotional tension of the phrase.

5) Fourth Movement, mm. 1-37 (first note) and mm. 185-221

Delsart transcribes the opening two octaves lower than the violin version (Figure 5a, 5b). Schiitz
suggests that “the reason why he set the canonic theme of the violin part two octaves lower was presumably
to retain its one-octave displacement from the theme in the right hand of the piano.”?® This lower octave
enhances resonance and warmth, creating a dolce cantabile contrast to the violin’s brighter tone.

Allegretto poco mosso.
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Figure 5a César Franck, Sonata, violin part, fourth movement, mm. 1-5
Source: Hamelle?
Allegretto poco mosso.
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Figure 5b César Franck, Sonata, cello part, fourth movement, mm. 1-5

Source: Hamelle?®

2 César Franck, Sonate pour Piano et Violoncelle, arrangée par Jules Delsart (Paris: Hamelle, n.d.), accessed January 14, 2025, hittps//s9.imslp.org/
files/imglnks/usime/b/b9/IMSLP122521-PMLP04994-Franck - Sonata (Delsart) for cello_and piano_in A major_cello.pdf.

26 Gudula Schiitz, Introduction to Franck: Sonate, Mélancolie pour Piano et Violoncelle, ed. Douglas Woodfull-Harris (Kassel: Barenreiter, 2015), XX.
27 César Franck, Sonate pour Piano et Violon (Paris: Hamelle, n.d.), accessed January 14, 2025, https://s9.imslp.org/files/imglnks/usime/3/3b/
IMSLP495447-PMLP4994-Cesar franck violin_sonata first_edition_violin_part.pdf.

28 César Franck, Sonate pour Piano et Violoncelle, arrangée par Jules Delsart (Paris: Hamelle, n.d.), accessed January 14, 2025, https//s9.imslp.org/

files/imglnks/usimg/b/b9/IMSLP122521-PMLP04994-Franck - Sonata (Delsart) for_cello_and_piano_in A major_cello.pdf.
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When the theme returns in C# major (m. 52), the violin plays it in a lower register (A string instead of E string),
offering contrast with the opening.

6) Fourth Movement, mm. 87-98

Delsart again transcribes this passage two octaves lower than the original version (Figure 6a, 6b), likely

for the same reasons as the opening. The cello’s inability to reach the violin’s high registers necessitates the

shift, ensuring smoother and more comfortable playing.
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Figure 6a César Franck, Sonata, violin part, fourth movement, mm. 87-90

Source: Hamelle?
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Figure 6b César Franck, Sonata, cello part, fourth movement, mm. 87-90

Source: Hamelle®

7) Fourth Movement, mm. 131-132

Delsart writes the first two notes (F4-E4) one octave lower than the violin version (F5-E5) (Figure 7a, 7b),
likely for technical ease. The higher register would require awkward shifts, while the lower placement ensures
smoother execution. Additionally, Delsart alters the articulation: the violin part has a legato phrasing, while the

cello transcription separates the notes more distinctly. This change may emphasize accents and enhance

rhythmic clarity, supporting the dramatic molto crescendo to forte.
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Figure 7a César Franck, Sonata, violin part, fourth movement, mm. 130-133

Source: Hamelle®!

29 Cesar Franck, Sonate pour Piano et Violon (Paris: Hamelle, n.d.), accessed January 14, 2025, https://s9.imslp.org/files/imglnks/usime/3/3b/
IMSLP495447-PMLP4994-Cesar franck violin_sonata_first_edition violin_part.pdf.

30 Cesar Franck, Sonate pour Piano et Violoncelle, arrangée par Jules Delsart (Paris: Hamelle, n.d.), accessed January 14, 2025, https://s9.imslp.org/
files/imglnks/usimg/b/b9/IMSLP122521-PMLP04994-Franck - Sonata (Delsart) for_cello_and_piano_in A major_cello.pdf.

31 Cesar Franck, Sonate pour Piano et Violon (Paris: Hamelle, n.d.), accessed January 14, 2025, https://s9.imslp.org/files/imglnks/usime/3/3b/
IMSLP495447-PMLP4994-Cesar franck violin_sonata first_edition_violin_part.pdf.
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Figure 7b César Franck, Sonata, cello part, fourth movement, mm. 130-133

Source: Hamelle*

8) Fourth Movement, mm. 161-169

Delsart transposes this phrase two octaves lower than the original version, causing the sequence from
mm. 143-151 (written one octave lower) to descend instead of ascending as in the violin part (Figure 8a, 8b).
The violin’s original passage reaches an intense high register, while Delsart’s version remains grounded in the
cello’s natural range. The difference affects the emotional trajectory: the violin’s rising line builds urgency, while
the cello’s lower placement provides a deeper, more resonant passion. Each version highlights the instrument’s

expressive strengths—the violin version emphasizes intensity, while the cello version emphasizes richness.
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Figure 8a César Franck, Sonata, violin part, fourth movement, mm. 143-146, 161-164
Source: Hamelle®
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Figure 8b César Franck, Sonata, cello part, fourth movement, mm. 143-146, 161-164

Source: Hamelle™
In addition to the register changes, Delsart modified Franck’s original version in a few other aspects.

9) Addition of an Accent: Second Movement, m. 121
Delsart adds a wedge-shaped accent on the last quarter note in the cello version, absent in the violin
version (Figure 9a, 9b). This may emphasize momentum in the lower register, compensate for the cello’s natural

decay, or align with Delsart’s overall expressive enhancements.

%2 Cesar Franck, Sonate pour Piano et Violoncelle, arrangée par Jules Delsart (Paris: Hamelle, n.d.), accessed January 14, 2025, https://s9.imslp.org/
files/imglnks/usimg/b/b9/IMSLP122521-PMLP04994-Franck - Sonata (Delsart) for_cello_and_piano_in A major_cello.pdf.

33 César Franck, Sonate pour Piano et Violon (Paris: Hamelle, n.d.), accessed January 14, 2025, https://s9.imslp.org/files/imglnks/usime/3/3b/
IMSLP495447-PMLP4994-Cesar franck violin_sonata _first_edition violin_part.pdf.

34 César Franck, Sonate pour Piano et Violoncelle, arrangée par Jules Delsart (Paris: Hamelle, n.d.), accessed January 14, 2025, https//s9.imslp.org/

files/imglnks/usimg/b/b9/IMSLP122521-PMLP04994-Franck - Sonata (Delsart) for_cello_and_piano_in A major_cello.pdf.
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Figure 9a César Franck, Sonata, violin part, second movement, mm. 120-122 (up to beat 2)

Source: Hamelle®
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Figure 9b César Franck, Sonata, cello part, second movement, mm. 120-122 (up to beat 2)

Source: Hamelle*®

10) Pitch Change: Third Movement, m. 30

Delsart writes the second-to-last eighth note as D4 instead of the violin’s A3 (Figure 10a, 10b). The change

may provide smoother voice-leading, better resonance, or simply result from an engraver’s error.
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Figure 10a César Franck, Sonata, violin part, third movement, mm. 30-31

Source: Hamelle®’
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Figure 10b César Franck, Sonata, cello part, third movement, mm. 30-31

Source: Hamelle®

11) Accent or diminuendo?: Fourth Movement, m. 205
Delsart’s cello version includes an accent on beat 1, whereas the violin version features a short diminuendo

marking instead (Figure 11a, 11b). The violin’s diminuendo suggests a subtle tapering of the phrase, while the

% Ceésar Franck, Sonate pour Piano et Violon (Paris: Hamelle, n.d.), accessed January 14, 2025, https://s9.imslp.org/files/imglnks/usime/3/3b/
IMSLP495447-PMLP4994-Cesar franck violin_sonata_first_edition_violin_part.pdf.

% Ceésar Franck, Sonate pour Piano et Violoncelle, arrangée par Jules Delsart (Paris: Hamelle, n.d.), accessed January 14, 2025, https://s9.imslp.org/
files/imglnks/usimg/b/b9/IMSLP122521-PMLP04994-Franck - Sonata (Delsart) for_cello_and_piano_in A major_cello.pdf.

37 César Franck, Sonate pour Piano et Violon (Paris: Hamelle, n.d.), accessed January 14, 2025, https://s9.imslp.org/files/imglnks/usime/3/3b/
IMSLP495447-PMLP4994-Cesar franck violin_sonata first_edition_violin_part.pdf.

38 César Franck, Sonate pour Piano et Violoncelle, arrangée par Jules Delsart (Paris: Hamelle, n.d.), accessed January 14, 2025, https//s9.imslp.org/
files/imglnks/usimg/b/b9/IMSLP122521-PMLP04994-Franck - Sonata (Delsart) for_cello_and_piano_in A major_cello.pdf.
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accent in the cello version may have been added to ensure clarity and articulation in the lower register. However,
this marking could also be a misinterpretation or an engraving error. Further observations can be found later

in the text.
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Figure 11a César Franck, Sonata, violin part, fourth movement, mm. 204-206

Source: Hamelle®
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Figure 11b César Franck, Sonata, cello part, fourth movement, mm. 204-206

Source: Hamelle™

Delsart’s transcription has been integral to the cello repertoire, shaping the way the Sonata for Cello
and Piano is approached. His modifications, especially in register, have influenced generations of cellists. However,
as the cello repertoire has evolved, the need for updated editions became clear, reflecting a broader understanding
of Franck’s intentions and the instrument’s capabilities. These subsequent editions have refined and reinterpreted

Delsart’s approach, offering unique perspectives on how Franck’s violin part can be adapted for the cello.

Comparison of Delsart’s Transcription with Four Modern Editions

Although Delsart’s edition, published by Hamelle, remains the foundation for all subsequent cello versions
of Franck’s Sonata, various editors have brought distinct perspectives to the work. This section compares four
notable editions: International Music Company (Leonard Rose), Henle (Peter Jost), Bérenreiter (Douglas Woodfull-
Harris), and Edition les bons concerts (Yuki Hasegawa). These versions differ in their approach to preserving or
modifying Delsart’s decisions in fingering and bowing, articulation and phrasing, dynamics, and even pitch choices.

One particularly revealing aspect is how these editors treat Delsart’s register decisions. In passages like
the second movement’s opening theme, all editions presenve Delsart’s choice to retain the original violin register,
thereby maximizing the cello’s lyrical potential. Elsewhere—especially in the second and fourth movements—

editors diverge, offering more extreme alternatives to Delsart’s transpositions. Additionally, articulation, accenting,

%9 Cesar Franck, Sonate pour Piano et Violon (Paris: Hamelle, n.d.), accessed January 14, 2025, https://s9.imslp.org/files/imglnks/usime/3/3b/
IMSLP495447-PMLP4994-Cesar franck violin_sonata _first_edition violin_part.pdf.
40 César Franck, Sonate pour Piano et Violoncelle, arrangée par Jules Delsart (Paris: Hamelle, n.d.), accessed January 14, 2025, https//s9.imslp.org/

files/imglnks/usimg/b/b9/IMSLP122521-PMLP04994-Franck - Sonata (Delsart) for_cello_and_piano_in A major_cello.pdf.
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and dynamic nuances, vary among editions, reflecting different perspectives on phrasing and interpretation.

Table 1 (below) compares key editorial decisions in eleven significant passages, as discussed above, across

five editions—including the original Delsart edition—nhighlighting departures from or adherence to Delsart’s

transcription.
Table 1 Comparison of Different Editions of Franck Sonata (Cello Version)
Source: by author
# Movement: Hamelle IMC Henle Barenreiter Edition les bons
Measure(s) (Delsart) (Rose) (Jost) (Woodfull-Harris) concerts (Hasegawa)
1 l: mm. 13-14 Two octaves lower Same Same Same Same with Ossia in m. 15
(different fingering) | (different fingering) (G# added on beat 1)
2 [l nm. 14-25, Original register Same Same Same Same
134 (beat 1) -147
3 | l:mm. 171 (beat 4) Two octaves lower Same with Same Same One octave lower
-190 (first note) (8va ad lib) (higher than Delsart),
Whole note in m. 190
4 l: nm. 219-220 Two octaves lower Same Same Same Same
m. 221 Ascending passage Same Same Same Same
m. 227 GH#-A as closing notes | Same with Ossia: Same Same Same
GH-ACH
mm. 228-229 Fif - two octaves Same with Ossia: Same Same Same with (8va) on first
lower F#5 as first note F4
m. 229 D2 added Same Same Same Same
5 | M:mm. 1-37 (first note),|  Two octaves lower Same Same Same Same
185-221
6 | V87 (second note) Two octaves lower Same Same Same Same
98
7 V: m. 130 F-Bb (first two notes) - Same Same Same Same with Ossia: F5-Eb5
two octaves lower
Two slurs over two Two slurs over Two slurs over four notes
notes and six notes four notes and and four notes
four notes (with comments)
8 IV: mm. 161-169 Two octaves lower Same with Same Same Same
(8va ad lib)
9 Il:m. 121 Wedge-shaped Same No accent Same No accent
accent on beat 4
10 l: m. 30 D4 as second-to-last | A3 instead of D4 | A3instead of D4 | A3 instead of D4 A3 instead of D4
eighth note (with comments) |  (same fingering
as Delsart)
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# Movement: Hamelle IMC Henle Barenreiter Edition les bons
Measure(s) (Delsart) (Rose) (Jost) (Woodfull-Harris) concerts (Hasegawa)
11 V: m. 204 Crescendo in the first | Same (different A longer Same A longer crescendo
half of the measure articulations) crescendo
m. 205 Accent on the first Same Short diminuendo | A half-measure A half-measure
note instead of an accent diminuendo diminuendo
(with comments) (with comments)

Leonard Rose (1918-1984) was a renowned American cellist and educator, widely regarded as one
of the leading cellists of the 20th century. He served as principal cellist of the New York Philharmonic and
taught at the Juilliard School and the Curtis Institute, mentoring artists like Yo-Yo Ma and Lynn Harrell.**
Rose's edition of César Franck, Sonata in A Major (1886) for Cello and Piano, published by International
Music Company in 1958, presents a practical and accessible version of the work, balancing technical fidelity
to the original with idiomatic considerations for the cello. Rose’s approach reflects his deep understanding
of both the work’s emotional depth and the expressive possibilities of the cello. His fingering choices and
editorial annotations emphasize clarity and musicality, preserving the integrity of the work while offering guidance
to performers.

Rose introduces a significant number of modifications in fingering, bowing, and phrasing compared to
Delsart’s transcription. Most notably, he includes unique annotations on four passages in the score, indicating
that he plays them an octave higher. In addition to items #3 and #8 above, he applies this approach to the
sixteenth-note passage from the third-to-last sixteenth note in m. 122 to m. 124 in the second movement,

as well as mm. 111-114 in the third movement.*?

This decision enhances brightness, projection, and expressiveness,
giving the cello a more violin-like quality.

Peter Jost (b. 1960) s a distinguished German musicologist and has been an editor at G. Henle Publishers
since 2009.%* His edition of César Franck’s Sonate fuir Klavier und Violine A-dur, Fassung ftir Violoncello,
published by G. Henle Verlag in 2013, aims to provide a historically informed interpretation of the work, staying
close to the original manuscript. Jost’s edition includes detailed annotations about the work’s interpretation,
focusing on phrasing, dynamics, and articulation, while preserving Delsart’s original transcriptions where possible.

His scholarly approach emphasizes precision, making this edition a useful resource for serious performers and

students.

1 Richard Bernas, rev. Dennis K. Mdintire, “Rose, Leonard (Joseph),” in Grove Music Online, ed. Deane Root, accessed January 30, 2025,
https://doi.org/10.1093/gmo/9781561592630.article.23834.

42 César Franck, Sonata in A Major (1886) for Cello and Piano, ed. Leonard Rose and Robert Casadesus (New York: International Music Company,
1958), 4, 7.

43 “Peter Jost,” G. Henle Verlag, accessed April 25, 2025, https://www.henle.de/en/Peter-Jost/.



MAHIDOL MUSIC 244 VOL. 8 NO. 2
JOURNAL JULY - DECEMBER 2025

Dr. Jost states: “Since the piano part remained unaltered in the arrangement for cello, we have based
our edition of it on the authoritative sources for the original version.”** Most of Delsart’s modifications mentioned
above are preserved in Jost’s edition, except for the last three items (#9, #10, and #11 above). Regarding item
#10, he suspects that the D4 in Delsart’s version is an engraving mistake and has changed it to A3.%

Douglas Woodfull-Harris is an American music editor and scholar who has a longstanding association
with Barenreiter Verlag as an editor. Over more than 30 years, he has contributed to numerous critical
editions of orchestral and chamber music. Woodfull-Harris emphasizes editing with an ear to historical
performance, considering not just notation but also instruments, reviews, and contemporary accounts to
understand the composer’s sound ideals. He rejects the idea of a “definitive edition,” recognizing that
composers frequently revised their works, and aims to equip performers with the tools to make informed
interpretive choices.*®

His edition of César Franck’s Sonate, Mélancolie pour for piano et violoncelle, with an introduction
by Gudula Schtitz, published by Barenreiter in 2015, reflects this philosophy. It carefully preserves Delsart’s
transcription while providing detailed critical commentary and source comparison. By documenting both
variants and editorial choices, his edition invites performers to engage actively with the material and explore
multiple interpretive possibilities. Similar to the Henle edition, the Barenreiter edition retains most of Delsart’s
modifications discussed above. In this edition, item #10 appears as A3, though it retains the same fingering as
Delsart’s version.

Yuki Hasegawa is a Japanese conductor, pianist, and arranger who has also made significant contributions
as an editor.*” Her edition of César Franck’s Sonate pour for piano et violoncelle was published by Edition les
bons concerts in 2020. Hasegawa’s approach is distinct in its reimagining of the piano part, which she rearranges
to better complement the cello. Recognizing challenges in projection and balance between the cello and
piano, she not only raises many cello passages to higher registers, as seen in item #3, but also significantly
reworks the piano part. In the first, second, and last movements, she frequently adjusts octave placement
or alters chord positions in the piano to prevent it from overlapping with the cello's register.*® Additionally,
she suggests the pianist play the left-hand part softly in mm. 87-90, 93-96, 222-225, and 228-232 of the final

movement, marking all with small notes except for the lowest octave.*

44 Ceésar Franck, Sonate ftir Klavier und Violine A-dur, Fassung fiir Violoncello, ed. Peter Jost (Munich: G. Henle Verlag, 2013), 45.

4 César Franck, Sonate fuir Klavier und Violine A-dur, Fassung fur Violoncello, ed. Peter Jost (Munich: G. Henle Verlag, 2013), 46.

% Douglas Woodfull-Harris, “The Excitement of Editing Debussy’s Works: Interview with Barenreiter Editor Douglas Woodfull-Harris,” Sheet Music
Plus, November 15, 2017, https.//blog.sheetmusicplus.com/2017/11/15/the-excitement-of-editing-debussys-works-interview-with-barenreiter-
editor-douglas-woodfull-harris/.

47 Yuki Hasegawa, “Yuki Hasegawa Official Site,” accessed January 30, 2025, https://yukihasegawa.com/er.

48 Ceésar Franck, Sonate pour Piano et Violoncelle, ed. Yuki Hasegawa (Tokyo: Edition les bons concerts, 2020), 3, 5-8, 11-16, 34-35, 39.

% César Franck, Sonate pour Piano et Violoncelle, ed. Yuki Hasegawa (Tokyo: Edition les bons concerts, 2020), 33, 39.
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Hasegawa also makes several adjustments to the cello part, raising passages to higher registers to
enhance projection and clarity, reflecting modern performance demands. Her editorial decisions emphasize
the balance between the cello and piano, as well as the technical and expressive possibilities of the cello,
with an eye toward making the work more accessible for contemporary performers and better suited to
modern grand pianos.

Lastly, mm. 204-205 in the final movement (item #11) deserve special attention, as all five editions

differ in their markings for crescendo, diminuendo, accent, or articulation (Figures 11c, 11d, 11e, 11f).
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Figure 11c César Franck, Sonata, cello part, fourth movement, mm. 204-206

Source: International Music Company™
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Figure 11d César Franck, Sonata, cello part, fourth movement, mm. 204-206
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Figure 11e César Franck, Sonata, cello part, fourth movement, mm. 204-206

Source: Barenreiter’?

= N ep 5T e T~
o . ..]!._F I]ﬁ !I _]P_I /-'\\
Z iy | 1 | 1 - Il | 1 ]
il " h | | ! 1 ! I

—— " T———  POCo 4 POCo cresc.

Figure 11f César Franck, Sonata, cello part, fourth movement, mm. 204-206

Source: Edition les bons concerts™

50 César Franck, Sonata in A Major (1886) for Cello and Piano, ed. Leonard Rose and Robert Casadesus (New York: Intemational Music
Company, 1958).

51 César Franck, Sonate fur Klavier und Violine A-dur, Fassung ftir Violoncello, ed. Peter Jost (Munich: G. Henle Verlag, 2013).

52 César Franck, Sonate, Mélancolie pour Piano et Violoncelle, ed. Douglas Woodfull-Harris (Kassel: Bérenreiter, 2015).

53 César Franck, Sonate pour Piano et Violoncelle, ed. Yuki Hasegawa (Tokyo: Edition les bons concerts, 2020).
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The editor of Barenreiter makes an insightful observation in general, questioning whether these
inconsistencies among various editions are truly mistakes or simply editorial choices. He notes, “Informed
musicians can and will find personal ways to approach a passage and each of them in their own way are

valid, they are a matter of style and taste and certainly not ‘wrong’.”>*

Comparison of Six Cello Interpretations of Delsart’s Transcription

This section examines six prominent recordings of César Franck's Sonata in A Major, transposed
for cello and piano based on Jules Delsart’s transcription. The aim is to explore how various cellists interpret
Delsart’s adaptation. The selected recordings, chosen based on criteria of artistic diversity, technical
excellence, and influence and artistic legacy, feature some of the most distinguished cellists and pianists:

« Janos Starker and Gyorgy Seb6k>

« Jacqueline du Pré and Daniel Barenboim®®

« Mischa Maisky and Martha Argerich®’

« Steven Isserlis and Stephen Hough®

« Yo-Yo Ma and Kathryn Stott™

« Gautier Capucon and Yuja Wang®

These recordings offer a range of interpretive approaches, providing a detailed analysis of how
Delsart’s transcription is approached by different musicians, each bringing their unique voice and perspective
to Franck’s work. The discussion primarily focuses on the first eight items in Table 1, which highlight
modifications made by Delsart in his cello version of the Sonata compared to the original violin part, while
excluding considerations of tempi, bowing, articulations, dynamics, and other interpretive choices. Table 2

presents their choices of registers in comparison with Delsart’s transcription.

54 César Franck, Sonate, Mélancolie pour Piano et Violoncelle, ed. Douglas Woodfull-Harris (Kassel: Barenreiter, 2015), 42.

% Quelques merveilles..., “César FRANCK Cello Sonata in A major Janos STARKER, cello Gyorgy SEBOK, piano,” YouTube video, 29:43, July 28, 2023,
https://Awww.youtube.com/watch?v=SCSTcAtNjag.

%6 Yokohama, “Franck sonata in a major / Jacqueline du pré,” YouTube video, 29:38, March 9, 2020, https:/Amww.youtube.com/Awatchv=cKYUJI2LYAQ.
57 Mischa Maisky and Martha Argerich, “Franck: Cello Sonata, M. 8,” on Franck, Debussy, Schurmann: Cello Sonatas, Warner Classics, 2001, Naxos
Music Library, https://mahidol.nml3.naxosmusiclibrary.com/catalogue/0077776357751.

%8 Steven Isserlis and Stephen Hough, “Franck: Cello Sonata, M. 8,” on Rachmaninov, S.: Cello Sonata, Op. 19 / Franck, C.: Cello Sonata, M. 8,
Hyperion Records, 2002, Naxos Music Library, https://mahidol.nml3.naxosmusiclibrary.com/catalogue/00602448805416.

%9 Yo-Yo Ma and Kathryn Stott, “Sonata in A Major for Violin and Piano, FWV 8 (Arr. for Cello and Piano),” on La Voix du Violoncelle. SONY BMG
MUSIC ENTERTAINMENT, 2003, Naxos Music Library, https://mahidol.nml3.naxosmusiclibrary.com/catalogue/886971253429.

%0 Gautier Capucon and Yuja Wang, “Franck: Cello Sonata, M. 8,” on Cello and Piano Recital: Capugon, Gautier / Wang, Yuja - Franck, C. / Chopin, F. /
Piazzolla, A., Erato/Warner Classics, 2019, Naxos Music Library, https://mahidol.nml3.naxosmusiclibrary.com/catalogue/190295392253.
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Table 2 Register Choices in Franck's Sonata for Cello and Piano: Delsart's Transcription vs. Notable Performers

Source: by author

Movement: Hamelle Janos Jacqueline Mischa Steven Yo-Yo Gautier
Measure(s) (Delsart) Starker du Pré Maisky Isserlis Ma Capugon
l: nm. 13-14 Two octaves Same Same Same An octave An octave Same
lower higher higher
Il mm. 14-25, Original register Same Same Same Same Same Same
134 (beat 1) -147
I mm. 171 (beat 4) Two octaves An octave Same An octave An octave An octave An octave
-190 (first note) lower higher higher higher higher higher
Il mm. 219-220 Two octaves Same Same Same An octave An octave Same
lower higher higher
m. 221 Ascending Same Same Same Same Descending Same
passage passage of violin
m. 227 GH#-A as closing Same Same Same Same Same Same
notes
mm. 228-229 F# - two octaves | First Ff in First F# in First F# in First F# in First F# in First F# in
lower m. 228 - an m. 228 - an m. 228 - an m. 228 - an m. 228 - an m. 228 - an
octave higher | octave higher | octave higher | octave higher | octave higher | octave higher
m. 229 D2 added Same Same Same Same Same Same Same
IV: mm. 1-37 (first Two octaves An octave Same Same Same Same Same
note), 185-221 lower higher
IV: 87 (second Two octaves Same Same Same Same Same Same
note) -98 lower
7 V- m. 130 F-Bb (first two notes) Same Same F-Eb - an F-Eb - an F-Eb - an F-Eb-an
- two octaves lower octave higher | octave higher | octave higher | octave higher
8 V: mm. 161-169 Two octaves An octave Same Same An octave An octave An octave
lower higher higher higher higher

Janos Starker (1924-2013), the legendary Hungarian-American cellist and longtime professor at Indiana
University, was known for his analytical approach, precise technique, and clarity of articulation.®! His 1971 live
recording with pianist Gyorgy Sebk, a fellow Hungarian and revered chamber musician and teacher, stands out
for its precision and lyrical restraint. Notably, Starker is the only cellist among the six to play the opening theme
of the fourth movement (item #5) an octave higher than Delsart’s transcription, favoring brilliance over weight.

Jacqueline du Pré (1945-1987), one of Britain’s most iconic cellists, brought unparalleled emotional

depth and intensity to her performances.®? Her 1972 recording with Daniel Barenboim, a world-renowned

61 Noél Goodwin, “Starker, Janos,” in Grove Music Online, ed. Deane Root, accessed January 31, 2025, https://doi.org/10.1093/gmo/9781561592630.
article.26562.
%2 Tully Potter, “Du Pré, Jacqueline,” in Grove Music Online, ed. Deane Root, accessed January 31, 2025, https://doi.org/10.1093/gmo/9781561592630.
article.08362.
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pianist and conductor, was one of her last before illness curtailed her career. Du Pré remains closest to Delsart’s
register in key moments, including the second theme of the recapitulation in the second movement (mm.
171-190, item #3), which she plays two octaves lower than the original violin part—contrary to the approach
of the other five cellists. She also faithfully observes the low register of mm. 161-169 in the final movement
(item #8), even adding a distinctive grace note from C2 to C3 on the downbeat of m. 169.

Mischa Maisky (b. 1948), the Latvian-bom Israeli cellist, is famed for his emotional intensity and theatrical
flair. His 2001 recording with Martha Argerich, one of the most celebrated pianists of our time, brings fiery
brilliance and rhythmic vitality to the performance. Maisky embraces the drama and pathos of the sonata, often
choosing register placements that enhance its expressive potential. Like du Pré, he adheres to Delsart’s low
register in mm. 161-169 of the final movement, emphasizing the cello’s dark resonance.

Steven Isserlis (b. 1958), a British cellist known for his scholarly engagement and expressive use of gut
strings, collaborated with pianist Stephen Hough in a 2002 recording. In the liner notes, Isserlis writes, “Why play
this sonata on the cello? Well, there is some justification. Oral history has it that it was originally conceived
as a cello sonata, Franck only changing his mind when he decided to present the sonata to his great friend and
‘ideal interpreter,” the violinist Ysaye, as a wedding present.”®? Isserlis often chooses higher registers, such as
in mm. 219-221 of the second movement (item #4), where he plays just one octave below the original violin
line instead of two, diverging from Delsart.

The 2003 performance by Yo-Yo Ma (b. 1955), the widely beloved American cellist of Chinese heritage,
with pianist Kathryn Stott reflects polished tone and lyrical finesse. Ma generally favors higher registers, contributing
to his signature clarity and soaring lines. However, at the end of the second movement (item #4), he descends to
a lower range than Delsart’s transcription and sustains this choice through m. 228, making subtle but meaningful
modifications. He also plays mm. 123-124 and 127-128 an octave higher than Delsart’s version, echoing the
editorial suggestions of Leonard Rose, his teacher.

Gautier Capucon (b. 1981), a charismatic French cellist known for his rich tone and brilliant execution,
offers a more modern take in his 2019 recording with Chinese pianist Yuja Wang, whose powerful virtuosity and
spontaneous musicianship make her one of today’s most exciting performers. Capugon opts for higher registers
in items #3, #7, and #8, often diverging from Delsart’s original, especially in lyrical and transitional passages.

These recordings, each unique in character and intention, demonstrate the diverse ways cellists have
interpreted Delsart’s transcription, balancing fidelity to the original with personal expression and evolving

performance practice.

63 Steven Isserlis, “Liner notes,” in Steven Isserlis and Stephen Hough, “Franck: Cello Sonata, M. 8,” on Rachmaninov, S.: Cello Sonata, Op. 19/ Franck, C:

Cello Sonata, M. 8, Hyperion Records, 2002, Naxos Music Library, https://mahidol.nml(3.naxosmusiclibrary.com/catalogue/00602448805416.
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Conclusion

The choice of register in César Franck’s Sonata in A Major, particularly as transcribed for cello and piano,
significantly shapes tone color, articulation, technical execution, and expressive character. For the cello, playing
in the lower register enhances warmth and depth, producing a rich, resonant sound that can evoke gravity or
introspection. However, it requires greater bow pressure and risks blending into the piano’s bass in dense textures. In
contrast, higher registers improve clarity and projection, giving the cello a violin-like brilliance. This range offers greater
agility and articulation but demands refined bow control and left-hand precision to avoid sounding thin or brittle.

Beyond technical considerations, register choices influence the emotional and stylistic impact of a
performance. A darker, lower register can feel grounded and dramatic, while higher placements create a lyrical,
ethereal quality. Some cellists embrace the cello’s natural depth, remaining close to Delsart’s transcription,
while others pursue the expressive brightness and clarity of higher registers, sometimes reflecting modern
interpretive choices or editorial trends. These decisions reflect a performer’s individual artistic values, but they
also point to broader forces—such as instrument capabilities, recording traditions, and pedagogical lineage.

These choices encourage performers to engage with the piece in ways that balance traditional understanding
with the evolving demands of modern performance. Some contemporary cellists would strive to imitate the
brilliant, high-register sound of the violin, embracing technical challenges that would have been considered nearly
impossible at the time of Delsart’s transcription. Advances in instrument construction and the ever-increasing
technical skill of today’s performers have expanded what is possible on the cello, allowing for interpretations
that were once unimaginable.

The analysis of six renowned recordings highlights these interpretive contrasts. For example, Jacqueline
du Pré remains mostly faithful to Delsart’s choices, possibly reflecting both her expressive aesthetic and the
stylistic norms of her time. In contrast, Steven Isserlis, referencing the idea that Franck may have initially conceived
the piece for cello before adapting it for violin, often chooses registers that more closely mirror the cello's voice,
in an attempt to stay true to what he perceives as the composer’s original intentions. Meanwhile, Yo-Yo Ma
and Gautier Capucon, for instance, emphasize projection and brilliance, often opting for higher registers that
would suit the acoustics of modern concert venues and their personal interpretations of the piece.

For performers today, awareness of these choices offers an invaluable toolkit. By comparing editions,
listening critically to recorded interpretations, and experimenting with different register placements, performers
can make informed and intentional musical decisions. Rather than passively following a printed edition, musicians
are encouraged to view the Franck Sonata as a flexible canvas—one that supports a wide spectrum of interpretive
nuance. The insights gained from comparing Delsart’s transcription with performer adaptations ultimately enrich
our understanding of the work and enable new layers of expressive communication.

To conclude, the author would like to introduce a recent recording of the Franck Sonata with cellist

Adam Satinsky, a pupil of Janos Starker. Recorded at MACM, College of Music, Mahidol University on June 11-12,
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2024, this performance reflects several of the register choices explored in this article. Following Starker’s approach,
Satinsky performs the opening theme of the final movement an octave higher than Delsart’s version, enhancing
projection and brilliance. He also presents a distinctive interpretation in measure 219 of the second movement,
offering a fresh take on this transitional passage.

In preparing this perforance, one of the greatest challenges was memorization. We believed that performing
by heart heightened our concentration on sound and ensemble cohesion. Particular attention was given to register-
based balance. For example, in measures 82-83 of the first movement, where the cello plays on the A string with
exceptional brightness, Satinsky requested a strong crescendo from the piano to the B-ninth chord to maintain
dramatic momentum. In the second movement, the cello’s opening theme is shadowed by the piano’s perpetual
sixteenth-note figuration. We interpreted the piti forte marking in measure 14 not as an increase in volume but as
a gesture of intensity. Finally, at the beginning of the fourth movement, there were no balance concemns, as Satinsky
chose to play the opening passage an octave above Delsart’s version, bringing added clarity and lift to the music.

This performance, shaped by editorial study and collaborative exploration, aims to contribute to
the ongoing conversation surrounding Franck’s Sonata. The full recording is available at the following link:

https://drive.google.com/file/d/18VYEWYiGgAUx410FObOa7zr9i5wxeTes/view
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Abstract

Background and Objectives: The Ban Phutakian Community, Tha Sao Subdistrict, Sai Yok District, Kanchanaburi
Province, is a commmunity with a history that dates back to before World War II. It is also a community where
various ethnic groups have settled, including the Mon ethnic group, the Karen ethnic group, the Thai Yuan
ethnic group, and other ethnic groups. As a result, the arts and culture within this community are diverse and
unique. It has also provided arts and culture occupations that support people in the community. However,

due to the changing social and cultural situation, the knowledge of arts and culture that has a role and function
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in traditions and culture has been reduced in importance, which also affects these arts and culture occupations.
The number of people employed in arts and culture has decreased. As a result, music teachers, musicians, and
actors have moved and changed their occupations, which is an important reason why the arts and culture
that are the foundation of the Phutakian community are disappearing. Therefore, this research aims to study
the history and knowledge of arts and culture for the livelihood of ethnic groups and to develop a training
curriculum for knowledge of arts and culture for the livelihood of ethnic groups, in order to be a tool for
preserving and restoring cultural heritage to remain in a tangible form and to be an important foundation for
the development of training curricula which will help promote the transfer of knowledge from generation
to generation systematically, resulting in participatory learmning within the community. This can also create
opportunities to adapt traditional wisdom to suit modern lifestyles, which will lead to awareness of cultural
values in ethnic groups, especially among youth who are the inheritors of knowledge in the future.
Methods: We conducted the research using Participatory Action Research (PAR) as the primary methodological
framework. Field data were collected through semi-structured interviews, focus group discussions, and participant
observation. The key informants included: (1) community leaders and local wisdom holders, (2) musicians and
performing artists, and (3) school directors and teachers. Additionally, a quantitative research component was
conducted using a questionnaire survey, with the population and sample group consisting of students at
Phutthawimut Wittaya School.

Results: The research results found that history and knowledge of arts and culture are cultural heritages of
ethnic groups, reflecting the identity of the commmunity through knowledge of arts and culture, including ethnic
traditional play, ethnic music, and Mon Likay performances. However, due to social and cultural changes, some
of this knowledge has been lost. The community has therefore begun to restore it by using the educational
process. This process can be integrated with Participatory Action Research (PAR) community participation to
conduct training courses to create a learning process in arts and culture. The evaluation results of the training
course on knowledge of arts and culture for livelihood showed that the level of awareness of the training
course on arts and culture for livelihood in terms of curriculum and content, lecturers, teaching media and
equipment, study locations, and environment was at a high level. In terms of training activities, knowledge and
understanding gained from training, as well as application of this knowledge, were at the highest level.
Conclusions: This research aimed to study the history and knowledge of arts and culture for the livelihood
of ethnic groups within the Phutakian community. This knowledge of arts and culture has been passed down
from generation to generation, becoming a model that can be learned, especially ethnic traditional play, music,
and Mon Likay performances. It plays an important role in traditions and rituals and enhances entertainment,
love, and unity within the community. However, with the current social and cultural dynamics, the arts and
culture of ethnic groups within the community have begun to disappear. Therefore, this study designed the

process of developing a training course on knowledge of arts and culture for the livelihood of ethnic groups
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using the concept of curriculum development, starting from problem analysis, setting goals, selecting and
organizing content, and designing learning experiences to evaluation, emphasizing the participation of
knowledgeable people in ethnic communities together with educational institutions to create a learning
process that is consistent with the context of the community. The results of this research indicate that the
development of such a training course is a concrete approach that can effectively conserve, restore, and
promote the continuation of cultural knowledge and plays an important role in sustainably maintaining

cultural identity in the community.

Keywords: Ethnic Arts and Culture / Training Courses / Existence
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Figure 1 Cultural Arts Knowledge Training Course for the Survival of Ethnic Groups

Source: by author
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Table 1 Number and percentage of respondents

Source: by author

Status Number Percentage
Male 10 40
Gender
Female 15 60
Age 13-15 years old 25 100
Education level Lower secondary school 25 100
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Table 2 Measurement of learners' perception of the activities in the course

Source: by author

Questions X SD Rating Scale
Curriculum and content a.73 0.52 Very High
Instructors a7 0.51 Very High
Training activities a.73 0.48 Very High
Teaching media and equipment a.67 0.58 Very High
Location and environment 476 0.50 Very High
Knowledge and understanding gained from training 4.61 0.64 Very High
Applying knowledge a.72 0.57 Very High
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Abstract

Background and Objectives: Orchestras stand as a testament to the evolving landscape of Western music
and compositional techniques, transcending their primary role as purveyors of entertainment to embody
significant cultural and societal functions. Beyond the concert hall, the educational mission of orchestras
has been a longstanding and vital aspect of their existence. This commitment is particularly evident in the
tradition of Children's Concerts, which emerged in the early 20th century. These performances were instrumental
in fostering an early appreciation for classical music among younger generations, establishing a practice that

continues to thrive. Today, numerous professional orchestras across the Western world actively champion
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and support diverse educational initiatives, recognizing the profound impact they can have on individuals
and communities. In the Thai context, while orchestras are a subject of some academic inquiry, existing research
predominantly utilizes them as sample groups or focuses on management-related issues. Although a handful
of studies touch upon educational aspects, a preliminary investigation reveals a notable gap: there is a
distinct absence of systematic review research specifically dedicated to exploring the intricate relationship
between orchestras and education. This identifies a critical area for further scholarly exploration. Consequently,
the present research endeavors to bridge this gap by meticulously synthesizing the existing body of knowledge
on this topic through a rigorous systematic review methodology, aiming to provide a comprehensive overview
and establish a foundation for future inquiry into the educational contributions of orchestras.

Methods: This study employs a systematic literature review to examine the overall landscape and status of
studies linking orchestras with educational activities. The goal is to generate knowledge useful for developing
future educational programs by orchestras. The researchers conducted a literature search through Chulalongkomn
University's EBSCO Discovery Service (EDS). The inclusion criteria were academic journal articles and theses/
dissertations published between 2020 and 2024 (a 5-year period) to ensure the recency and modemity of
the research. The keywords used for the search were “Orchestra and Education,” with the condition that both
terms must appear in the abstract to specifically target studies focusing on educational activities organized by
orchestras. Initial search results yielded 1,894 studies. After applying the defined screening criteria, 9 relevant
studies were selected for in-depth analysis. The collected data was then synthesized across three main
dimensions: basic research information, research objectives, and research methodology, utilizing descriptive
statistics for data analysis.

Results: The synthesis of 9 studies on orchestras and education revealed several key findings. The majority
of the studies (N=4; 44.45%) were published in 2024, with the primary context (N=3; 33.34%) being Australia,
while the remainder originated from Sweden, the United States, the United Kingdom, Romania, and South
Korea. The main objective of most studies (N=6; 54.55%) was to “study” the role of orchestras in education,
followed by “exploring” (N=4; 36.36%). This reflects that many scholars are still in the process of understanding
the fundamental aspects of orchestra involvement in educational projects. Additionally, some studies
aimed to assess program impact, analyze program effectiveness in promoting learming outcomes, and examine
the relationship between orchestra participation and social development. Regarding research methodology,
the majority of the reviewed studies (N=7; 77.78%) employed qualitative research methods, indicating a
trend towards in-depth exploration of experiences and perspectives related to orchestra education. Interviews
were the most frequently used qualitative tool (N=6; 42.86%), alongside surveys, participant observation,
and document analysis to gain insights into orchestra education practice s. This systematic literature review
highlights that orchestras are not merely performing entities for entertainment; they also serve as significant

educational spaces. Many orchestras globally are currently adapting their roles by offering high-quality
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performances alongside educational activities to enhance audience knowledge and reach diverse groups.
Furthermore, orchestra educational programs play a crucial role in promoting social equity and community
engagement. Several studies indicate that these programs contribute significantly to achieving social
goals such as reducing disparities in music education, enhancing quality of life, and providing musical
opportunities for underprivileged youth. This aligns with efforts to use music as a tool for social change,
particularly through youth orchestras and community music programs. Collaboration between orchestras
and educational institutions is also highly important, with many studies emphasizing how these partnerships
significantly support music education curricula, professional development for musicians, and audience
engagement.

Conclusions: Orchestras play a vital role in music education and community engagement, with many now
prioritizing educational programs as a core mission. Future research should focus on developing innovative
teaching models, assessing the long-term impact of orchestra-based education, and exploring the role of
digital technology in expanding music learming opportunities. This research aims to serve as a guide for educators,
musicians, policymakers, and researchers interested in promoting the educational role of orchestras, and
to foster a deeper understanding of how orchestras can continue to evolve as comprehensive centers for
music learning, reaching all sroups and ages in the future, thereby solidifying their place as dynamic cultural

and educational institutions for generations to come.
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Review,” Journal of Research and Development in Special Education 8, no. 2 (July-December 2019): 87-109. (in Thai)

11 Teerawit Klinjui, Saya Thuntawech, and Somchai Trakarnrung, “Synthesis of Music Education Research Related to Multicultural Music in Thailand:
A Systematic Review,” Mekong-Salween Civilization Studies Journal 13, no. 2 (July-December 2022): 149-174. (in Thai)

12 Fasai Pansuwan and Saya Thuntawech, “Synthesis of Music Education Research to Thai Classical Instruments (piphat): A Systematic Review,”
Wipitpatanasilpa Journal of Arts 4, no. 3 (September-December 2024): 56-71. (in Thai)

13 Paulin Gohoungodiji and Nabil Amara, “Greening Live Shows: What Factors Matter? A Systematic Review of Factors Affecting Sustainability
Practices in Music Festivals,” International Journal of Arts Management 26, no. 2 (Winter 2024): 69-90.

1 Frank M. G. Paitan, Marfa A. Meléndez, and Christian Ovalle, “Application of Artificial Intelligence in Music Generation: A Systematic Review,”

IAES International Journal of Artificial Intelligence 13, no. 4 (December 2024). 3715-3726.
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Identification of studies via databases and registers
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Figure 2 PRISMA flow diagram

Source: by author
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Table 1 List of full-text articles included in synthesis

Source: by author

Year Research Title Researcher Name Percentage
Q 1. Amateur Orchestras as a Learning Environment for Music Academy Lia Lonnert 11.11
S Students'’

1. Countering Inequality: The Role of Music Opportunities in Promoting Mandy Hughes
Wellbeing and Belonging for Young Australian Regional Classical
§ Music Students™® 2222
2. Cardew’s Lessons: The Scratch Orchestra’s Amateur Democracy Benjamin Court
(1967-1973)"
1. Benefits, Co-operation and Development—The Relationship Between Lia Lonnert
g a Music Academy and Four Amateur Symphony Orchestras® —
N 2. Teaching Artist Preparation and Professional Development: Perspectives Grecia Serrano Navarro
from the Youth Orchestra Los Angeles (YOLA) Program”! and Mike Vecchio
1. The Effect of Orchestral Activity on the Violence and Depression Jinho Choi
of Middle Schoolers® and Sanghee Choo
2. “The Barrier has to be Jumped out with This Music”: Collaborative  Jeremy C. A. Smith, Jenene Burke,
§ Creation in an After-School Community Music Programme?” Richard Chew, and Adele Echter 4005
N 3. Integrating the Preparation for an Educational Concert into the Evelin-Cynthia Suhart

School Curriculum?

4. ‘“The Layout Helps’ - Community Orchestra Performance Spaces Claire D. Nicholls

and Relational Audience Engagement™

17 Lia Lonnert, “Amateur Orchestras as a Leamning Environment for Music Academy Students,” International Journal of Community Music 13, no. 1
(May 2020): 49-63.

18 Mandy Hughes, “Countering Inequality: The Role of Music Opportunities in Promoting Wellbeing and Belonging for Young Australian Regional
Classical Music Students,” Australian Journal of Music Education 55, no. 1 (June 2023): 36-47.

19 Benjarmin Court, “Cardew’s Lessons: The Scratch Orchestra’s Amateur Democracy (1967-1973),” Music and Letters 104, no. 1 (February 2023): 90-113.
2 ja Lonnert, “Benefits, Co-operation and Development—The Relationship Between a Music Academy and Four Amateur Symphony Orchestras,”
Arts and Humanities in Higher Education 22, no. 3 July 2023): 258-279.

2L Grecia Serrano Navarro and Mike Vecchio, “Teaching Artist Preparation and Professional Development: Perspectives from the Youth Orchestra
Los Angeles (YOLA) Program,” Arts Edlucation Policy Review 124, no. 2 (2023): 94-101.

2 Jinho Choi and Sanghee Choo, “The Effect of Orchestral Activity on the Violence and Depression of Middle Schoolers,” Korean Journal of
Research in Music Education 53, no. 3 (2024). 167-182.

2 Jeremy C. A. Smith et al, “‘The Barrier has to be Jumped out with This Music’: Collaborative Creation in an After-School Community Music
Programme,” International Journal of Community Music 17, no. 2 (June 2024): 181-198.

24 Bvelin-Cynthia Suhart, “Integrating the Preparation for an Educational Concert into the School Curiculum,” Studlia UBB Musica 69, no. 1 (June 2024). 61-71.
25 Claire D. Nicholls, ““The Layout Helps’ - Community Orchestra Performance Spaces and Relational Audience Engagement,” International Journal

of Arts Management 27, no. 1 (Fall 2024): 40-51.



MO o URNAL JULY - DECENiER 2025
ndeyaresnuidedinam aunseduenzideyamulssfiuiifinm wiseonidu 3 dw fil
1. frudoyaiuguresnuide
1) Yinfurivesmidde muiseiithunfinsandnlnadunuddolud we. 2567 S1uau 4 Fuau
Andudoray 44.05 ATElLY W, 2566 uay 2565 Sy 2 Sunu Andudesay 22.22 mATelLY
wel. 2563 wu 1 Fuany AnduSesay 11,11 warhid we. 2564 linvmadeiiweuwnsludssii
2) Viunusemarasniide smideiihfasandinlng dumidefifnuuiululseveesanside
S 3w Andufesay 3334 semunifuusumeainu S 2 Sueu Andufesay 2222 uasmsfine
Tutumvesseinady 4 1iun Ussmaavigensni Usswmasvenandng Ussmalsanide uasUssmanvald

NuMATEUTEWeaY 1 Juu Anudasay 11.11 ey Table 2 fail

Table 2 Basic Information of Research Studies on Orchestras and Education in International Contexts

Source: by author

Section Quantity Percentage

Years of research

- Research in 2024 a4 4a4.45
- Research in 2023 2 22.22
- Research in 2022 2 22.22
- Research in 2020 1 11.11

Country context

- Australia 3 33.34
- Sweden 2 2222
- United States 1 11.11
- United Kingdom 1 11.11
- Romania 1 11.11
- South Korea 1 11.11

2. fuinQUIzaAvasNIUIY
InnsAnuTingUstasdvesnidenuiningUstasdvesniAdedninaidu “Shguszaediiiodnm..”
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Table 3 Research Objectives of Studies on Orchestras and Education in International Contexts

Source: by author

Section Quantity Percentage
Objectives to study 6 54.55
- “to study the effects of ...” 2
- “to study the history of ...” 1
- “to study the experience of ...” 1
- “to study the relationship between...” 1
- “to study the benefits of ...” 1
Objectives to explore 4 36.36
- “to explore the influence of ...” 1
- “to explore the characteristics of ...” 1
- “to explore the operations of ...” 1
- “to explore the readiness of ...” 1
Objectives to analysis 1 9.09
- “to analyze the musical structure of ...” 1

3. ABMsAiunuIRY
1) 5uf8UiEnHITe MnnsEnseri 9 Tu nuinisednlnaldsndeuiinised
AT WU 7 S Andufesas 7778 uarldsudeuBmeisedaiinm S 2 Jumu Andudesas
2222
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1 Fuaw Andusesay 7.14 mu Table 4 fadl

Table 4 Research Methodologies of Studies on Orchestras and Education in International Contexts

Source: by author

Section Quantity Percentage

Research methodology
- Qualitative research methodology 7 77.78
- Quantitative research methodology 2 2222
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Section Quantity Percentage

Research data collection tools*

- Interview form 6 42.86
- Observation form a4 28.57
- Focus group form 2 14.29
- Document analysis form 1 7.14
- Questionnaire 1 7.14

* Some of the studies used more than one research tool.
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26 Supang Chantavanich, Qualitative Research Methodology, 27th ed. (Bangkok: CU Press, 2024), 10. (in Thai)

27 Grecia Serrano Navarro and Mike Vecchio, “Teaching Artist Preparation and Professional Development: Perspectives from the Youth Orchestra
Los Angeles (YOLA) Program,” Arts Education Policy Review 124, no. 2 (2023). 94-101.

28 | ja Lonnert, “Benefits, Co-operation and Development—The Relationship Between a Music Academy and Four Amateur Symphony Orchestras,”

Arts and Humanities in Higher Education 22, no. 3 (July 2023): 258-279.
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Abstract

Background and Objectives: Maurice Ravel’s Le Tombeau de Couperin stands as a significant work in the
solo piano repertoire, blending Baroque-inspired dance forms with Impressionist harmonic language. Composed
during World War | and dedicated to Ravel’s fallen friends, the suite is both a technical challenge and an
emotionally profound reflection on grief and resilience. In addition to its historical and artistic significance,
Le Tombeau de Couperin presents numerous technical obstacles. This research aims to address these
challenges by offering a detailed movement-by-movement guide to the suite, combining performance-
based insights with analytical strategies. The objective is to assist pianists in overcoming technical obstacles
while deepening their interpretive understanding of the work’s structure, rhetoric, and historical context.
Methods: The study uses a combination of score analysis, practical performance insights, literature review
from books and articles, and teaching experience. Each movement of the suite is examined individually, with
particular attention given to aspects of rhythm, articulation, pedaling, voicing, and hand coordination. Technical
illustrations and examples drawn from the Durand edition are supplemented by suggestions for alternative
fingerings, redistribution of hand roles, and expressive shaping. The research also considers Ravel’s performance
indications and historically informed practices, placing them in dialogue with contemporary pedagosgical
strategies. Insights from the author’s personal performance experience—including video documentation
available on his public YouTube platform—further inform the applied dimensions of the study.

Results: The analysis identifies specific technical and interpretive challenges across all six movements. In
the Prélude, managing the interplay between flowing triplets and grace-note articulations is essential for
preserving rhythmic momentum and transparency. The Fugue requires clarity of voicing in polyphonic
textures, delicate handling of articulation markings, and flexible solutions for navigating polyrhythmic figures.
The Forlane presents metric ambiguity and harmonic complexity, demanding careful control of voicing and
chordal texture. In the Rigaudon, large leaps and hand crossovers necessitate strategic physical positioning
to ensure continuity and rhythmic precision. The Menuet introduces double trills and intricate pedal transitions
that require delicacy and timing, while the Toccata culminates in dense chordal textures, rapid alternating

hand patterns, and overlapping thematic material that challenge both technique and expressive projection.

" Corresponding author, email: doctormaykin@gmail.com
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For each challenge, the study proposes movement-specific solutions grounded in pianistic logic and pedagogical
experience.

Conclusions: Le Tombeau de Couperin is a technically sophisticated and emotionally resonant work that
demands a holistic approach from performers—balancing technical mastery, stylistic fluency, and expressive
insight. This study demonstrates that the suite’s most formidable difficulties can be mitigated through strategic
hand redistribution, efficient fingering systems, and historically informed interpretive choices. Moreover, it
emphasizes the importance of understanding the emotional and cultural significance embedded in the
suite’s neoclassical aesthetic and wartime context. The findings offer a valuable resource for pianists seeking
to approach the work with confidence, clarity, and depth. The full research, titled A Study Guide to Maurice
Ravel’s Le Tombeau de Couperin, provides a detailed roadmap for mastering one of the most poetically

intricate and pedagogically rewarding works in the piano literature.

Keywords: Ravel / Piano / Le Tombeau de Couperin / Solo Piano / Study Guide

Introduction

Le Tombeau de Couperin is considered one of the most important works in the solo piano repertoire,
combining Baroque style dance forms with Impressionist harmonies. The piece presents formidable technical
and interpretive challenges that often hinder even experienced pianists from delivering a convincing performance.
Recognizing these difficulties, the author presents this research as a comprehensive guide for pianists seeking
to master the piece. This study offers detailed solutions to technical challenges that offer from those found in
existing literature, providing a fresh perspective on effective practice strategies and performance techniques.

To fully appreciate the depth and complexity of Le Tombeau de Couperin, it is essential to understand
the life and artistic journey of its composer, Maurice Ravel. An examination of Ravel’s background, musical
influences, and personal experiences provides valuable insights into the emotional and structural intricacies

that define this remarkable composition.

Historical Background
1. Maurice Ravel (1875-1937)
Maurice Ravel was born on March 7, 1875, in the Basque village of Ciboure, located in southwestemn
France near the Spanish border.! His father, Pierre Joseph Ravel, was an engineer and amateur pianist, while
his mother, Marie Delouart, was closely connected to the high-fashion industry. Ravel’s mixed French-Basque

heritage played a significant role in shaping his identity and musical style.

! Jessica Duchen, Ravel: A Life (London: Phaidon Press, 2000), 9.
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From an early age, Ravel demonstrated musical talent, and his parents strongly encouraged his
artistic development. At the age of seven, he began piano lessons with Henry Ghys, a respected teacher in
Paris. Ravel’s musical progress was evident, and by 1889 he enrolled at the prestigious Paris Conservatoire,
where he studied piano with Emile Decombes and studied harmony with Charles-Wilfrid de Bériot. Although
Ravel showed promise, he strugsled to achieve significant recognition within the Conservatoire’s competitive
environment.?

In 1897, Ravel retumned to the Conservatoire to study composition under Gabriel Fauré, a
prominent composer and influential figure in French music. Under Fauré’s suidance, Ravel began to refine
his compositional voice, blending classical forms with modern harmonic innovations.

During his time at the Conservatoire, Ravel composed several notable early works, including
Pavane pour une infante défunte (1899) and Jeux d’eau (1901), which showcased his innovative harmonic
language and delicate use of color. These works earned him respect within artistic circles, particularly within
the Societé Nationale de Musique, an organization dedicated to promoting French music.

In the early 20th century, Ravel became associated with a group of avant-garde artists, musicians,
and writers known as Les Apaches. This informal collective met regularly to discuss literature, visual arts, and
music. Ravel’s association with Les Apaches encouraged his creative independence, allowing him to develop
his distinct style outside the confines of traditional institutions.

The outbreak of World War lin 1914 profoundly affected Ravel’s life and artistic direction. Although
he attempted to enlist in the French Air Force as a pilot, he was repeatedly rejected due to his small stature
and weak constitution. Determined to contribute, Ravel eventually served as a driver for the French Army’s
Motor Transport Corps in 1915. His service took a physical and emotional toll, particularly during the grueling
conditions of the Battle of Verdun.*

In 1916, Ravel fell seriously ill with dysentery and was discharged from the army shortly afterward.
During his recovery in Paris, he suffered a devastating personal loss when his mother died in early 1917.
Ravel’s mother had been his closest emotional connection, and her death left him deeply grief-stricken.

It was during this period of emotional turmoil that Ravel composed Le Tombeau de Couperin.
This suite not only reflects his sorrow but also served as a tribute to the friends he lost during the war.
Each movement is dedicated to a fallen soldier, making the work both a deeply personal expression of grief

and a reflection on France’s cultural heritage.

2 Arbie Orenstein, Ravel: Man and Musician (New York: Columbia University Press, 1975), 24.
3 Roger Nichols, Ravel (New Haven: Yale University Press, 2011), 19.

4 Vlado Perlemuter and Hélene Jourdan-Morhange, Ravel According to Ravel (London: Kahn & Averill, 1988), 36.
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Following the war, Ravel’s compositional output shifted significantly. He turned to orchestral
works and arrangements, producing celebrated pieces such as La Valse (1920) and the orchestral version
of Le Tombeau de Couperin (1919). His reputation as one of the most distinguished French composers was
further solidified when he succeeded Claude Debussy as the leading figure in French music after Debussy’s
death in 1918.

Despite his achievements, Ravel continued to face personal struggles. In 1932, he suffered a car
accident that left him with persistent neurological problems. His condition gradually worsened, and by 1935
he struggled to write, sign his name, or even speak fluently.”

In 1937, Ravel underwent experimental brain surgery in an attempt to restore his health. Although

the operation was initially deemed successful, he fell into a coma and passed away on December 28, 1937.

2. The Evolution and Revival of the Tombeau in Music

The term tombeau, derived from the French word for “tomb”; originally referred to a literary work —
often a short poem or a collection of poems — written to coomnmemorate the passing of a distinguished individual.
By the mid-17th century, this concept was adopted in music, particularly in instrumental compositions. Over time,
the genre expanded beyond the lute, finding a place in keyboard music, particularly for the harpsichord.

During the Baroque period, composers such as Louis Couperin (1626-1661), Johann Jakob Froberger
(1616-1667), and Francois Couperin (1668-1733) wrote tombeausx for the harpsichord. These pieces were
typically structured as laments, either as standalone works or as part of a collection. Despite their popularity
in the 17th century, tombeaux — like many other Baroque forms, including the prelude, fugue, and suite — fell
out of favor during the Classical and Romantic periods.

The early 20th century saw a renewed interest in the tombeau, coinciding with the emergence of
neoclassicism. This revival can be understood as a reaction against the complex and emotionally charged style
of late Romanticism. Seeking clarity and structural balance, 20th-century composers revisited historical forms
and musical technigues, embracing a return to traditional tonality, harmonic simplicity, and earlier compositional
practices. Neoclassicism, led by figures such as Igor Stravinsky, spread across Europe and influenced numerous
composers. Among them were Claude Debussy and Maurice Ravel, who aimed to establish a distinctive French
musical identity by drawing inspiration from earlier styles.

This resurgence of interest in past musical traditions led to the reintroduction of the tombeau as
a compositional form, demonstrating the ongoing dialogue between historical influence and contemporary

innovation in Western classical music.

5 Jessica Duchen, Ravel: A Life (London: Phaidon Press, 2000), 210.
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3. The revival of the Baroque Suite in Neoclassicism

The resurgence of the Baroque suite was another significant outcome of the neoclassical movement.
During the Baroque period, the suite became a well-established musical genre, particularly by the time of J.S.
Bach. Traditionally, it comprised a sequence of dance movements, all set in the same key. However, similar to
the tombeau, the suite declined in popularity during the Classical era. By the Romantic period, the term “suite”
was repurposed to describe collections of character pieces rather than structured dance movements.®

It was not until the late 19th and early 20th centuries that composers revisited the suite in its original
form. This revival aligned with the broader neoclassical interest in historical musical traditions, as composers

sought to restore and reinterpret earlier styles within a modern framework.

4. Maurice Ravel’s Le Tombeau de Couperin: A Tribute to Tradition and Loss

Maurice Ravel’s Le Tombeau de Couperin is not solely a dedication to Francois Couperin, despite
the title’s implication. Instead, the work serves as a broader homasge to French composers of the 17th and
18th centuries, with Couperin recognized as a leading figure among the French clavecinistes.” This connection
reflects Ravel’s earlier association with the Societé Nationale de Musique, an organization dedicated to
promoting French music.

Le Tombeau de Couperin combines two revived musical forms: the tombeau and the Baroque
suite. The work is structured in six movements, adhering to the suite tradition while also embodying the
introspective nature of a musical tombeau.

Ravel’s return to early Baroque structures was influenced by the emotional toll he experienced
during and after World War I. Faced with the devastation of war and the profound loss of his mother, Ravel
found solace in the familiar forms of 18th-century music. This retreat into traditional compositional methods
functioned as a protective refuge, enabling him to process his grief and maintain emotional stability.®

In this work, Ravel’s use of classical forms underscores his commitment to established structures,
revealing his dedication to musical tradition. Known as a reserved individual who typically concealed his
emotions, Ravel’s wartime experiences and personal losses had a profound psychological impact that
inevitably influenced his compositional style.’

Ravel had previously expressed a desire to write a piano suite before the war, and Le Tombeau

de Couperin, completed in 1917 stands as one of his most personal and nationalistic works. The emotional

6 Scott Messing, Neoclassicism in Music: From the Genesis of the Concept through the Schoenberg/Stravinsky Polemic (Rochester, NY: University
of Rochester Press, 1996), 41.

" Roy Howat, The Art of French Piano Music: Debussy, Ravel, Fauré, Chabrier (New Haven: Yale University Press, 2009), 136.

8 Jillian C. Rogers, “Musical ‘Magic Words’: Trauma and the Politics of Mouming in Ravel’s Le Tombeau de Couperin, Frontispice, and La Valse,”
Nineteenth-Century Music Review 20, no. 1 (2023). 185-226.

9 Jessica Duchen, Ravel: A Life (London: Phaidon Press, 2000), 123.
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depth of the piece is reflected not only in its introspective character but also in Ravel’s choice to dedicate

each movement to individuals who perished during World War 1.1

Analysis: Le Tombeau de Couperin

The Prélude combines Baroque-inspired structure with Impressionist harmonic language. While
traditional preludes establish the tonic key early on, Ravel introduces tonal ambiguity by suggesting both
E minor and G major in the opening measures. The movement is built on a six-note motif that undergoes
various transformations throughout. Structurally, the Prélude follows a rounded binary form with an introduction.
Its rapid sixteenth-note patterns demand precision, fluidity, and control. Ravel’s own instructions and recordings
emphasize clarity over excessive speed, with minimal pedaling to maintain transparency. According to
Marguerite Long, the pianist who premiered the suite and had a close association with Ravel, he was concerned
with finding a delicate balance between agility and precision.!! Playing too slowly could weaken the moverment’s
energy, while playing too fast might blur the clarity of the notes.

The Fugue is a tightly woven contrapuntal piece in three voices that mirrors traditional fugue techniques
while incorporating Ravel’s Impressionist harmonic language. Despite its chromatic complexity, the movement
retains a calm and introspective character. Ravel’s Fugue requires careful articulation, controlled dynamics,
and strategic hand distribution to achieve clarity and balance. Ravel’s use of thematic material from the Prélude
further unifies the suite. Long said that Ravel recommmends shallow and frequent pedal changes to maintain
clarity while allowing for subtle blending of harmonies.*? Additionally, effective hand distribution can improve
control over voicing and assist with navigating the movement’s frequent polyrhythm:s.

Based on a traditional Baroque dance, Ravel’s Forlane follows a rondo structure with frequent metric
ambiguity. While maintaining the rhythmic qualities of the original dance, Ravel introduces innovative harmonic
language that blends augmented chords, diminished harmonies, and dissonances. The movement’s technical
demands include precise control of shifting registers, articulation, and judicious pedaling to maintain clarity
in dense textures.

The Rigaudon combines elements of a traditional folk dance with modern harmonic shifts and
unexpected phrase structures. Ravel adopts a ternary (A-B-A) form, with lively outer sections and a more
lyrical, introspective middle section. The movement’s staccato articulation, rapid leaps, and energetic character
present significant technical challenges, requiring control and agility. Strategic pedaling is essential to preserve

the clarity of melodic lines within its brisk texture.

10 jillian C. Rogers, “Musical ‘Magic Words’: Trauma and the Politics of Mourning in Ravel’s Le Tombeau de Couperin, Frontispice, and La Valse,”
Nineteenth-Century Music Review 20, no. 1 (2023): 185-226.

1 Marguerite Long, At the Piano with Ravel (London: JM. Dent & Sons, 1973), 95.

12 Marguerite Long, At the Piano with Ravel (London: JM. Dent & Sons, 1973), 97.
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Ravel’s Menuet blends the delicate elegance of the traditional French court dance with modern
harmonic complexity. The ternary form features a rustic Musette section with a droning bass reminiscent of
bagpipe music. Ravel’s harmonic innovations, including polytonality and tonal ambiguity, enrich the movement’s
introspective quality. The Menuet reflects Ravel’s personal wartime experiences. In particular, Ravel reportedly
described a haunting moment during the Battle of Verdun when the deafening noise of war was followed by
an eerie silence, punctuated only by the sound of birdsong.*> Mastering this movement requires refined touch,
seamless phrasing, and dynamic control.

The Toccata concludes the suite with virtuosic brilliance. Structured in sonata-allegro form, the movement
features rapid repeated notes, chromatic motifs, and complex harmonic language. Its energetic character reflects
Ravel’s admiration for Liszt’s virtuosic style. The movement’s technical challenges demand agility, precision,
and stamina. Ravel’s recording reveals a preference for clarity over excessive speed, underscoring the importance
of control in performance.

Further discussion of the detailed analysis on each movement in Ravel’s Le Tombeau de Couperin

is provided in the full research report.

Technical Challenges
1. Prélude: Grace Notes
The passages similar to measures 2, shown in Figure 1, from the Prélude present a technical challenge
in the coordination of the hands. The left hand sustains a continuous sixteenth-note triplet pattern, which
originates in the first measure and must maintain rhythmic stability throughout. Concurrently, the right hand
introduces grace notes in the form of a double appoggiatura, adding a layer of complexity that requires precise

timing and articulation.

Vif J-:92 Measure 2

Figure 1 Grace Notes

Source: Maurice Ravel, Le Tombeau de Couperin (Paris: Durand Editions Musicales, 1919), 2.

A key interpretative and technical challenge lies in the execution of the grace notes. In the music

score, it is indicated that the first note of the grace note group must coincide precisely with the beat, ensuring

13 Paul Roberts, Reflections: The Piano Music of Maurice Ravel (Milwaukee, WI: Amadeus, 2012), 111-112.
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alignment with the established triplet rhythm. Moreover, the grace notes must be performed in a manner
that preserves the forward momentum of the triplet pattern, avoiding any disruption to its flow. Failure to
address these demands may result in the grace notes sounding either rushed or rhythmically unstable.
To effectively integrate the grace notes into the prevailing triplet pattern, the performer should
refrain from accentuating the main note following the grace notes. Overemphasis of this note risks creating
the impression that the grace notes occur prematurely. Instead, the pianist should aim to play the first and
second grace notes in close succession, with minimal perceptible separation. Given that the main note is
often identical in pitch to the first grace note, the performer may consider sustaining the first grace note
slightly longer while releasing the second grace note as swiftly as possible. This approach facilitates the illusion

of three rapid notes and aids in preserving the continuity of the triplet motion.

2. Fugue: Articulation Indications
The passage, shown in Figure 2, presents the subject constructed in four short phrases, each
separated by rests. Each phrase begins with an accented note and concludes with a staccato-marked note.
These articulations, combined with the fragmented structure, pose interpretative and technical challenges

for the performer.
Alleg;g mogorato J:s& _

2.3}, H.407

»p

Figure 2 Articulation Indications

Source: Maurice Ravel, Le Tombeau de Couperin (Paris: Durand Editions Musicales, 1919), 7.

The presence of accents and staccato markings risks undermining the overall sense of elegance
and introspective grief that characterizes the Fugue. Overly aggressive accents or excessively short staccato
notes may disrupt the fluidity and expressive depth required for the piece. Additionally achieving consistent
articulation throughout the Fugue presents practical difficulties, particularly when the subject must be played
simultaneously with other voices that require legato phrasing.

To preserve the lyrical and mournful quality of the music while respecting Ravel’s markings, the
pianist should interpret the accents as agogic accents — subtle emphasis achieved through slight elongation
rather than increased volume. This approach ensures that the accented notes retain their prominence without

sounding harsh or abrupt.
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Similarly, the staccato markings should not be interpreted as excessively short or detached. Instead,
the performer should allow the staccato notes to linger briefly, ensuring they maintain warmth and resonance.
Employing a delicate pedal technique can further support this approach by blending the sound subtly, softening

the abruptness of the staccato notes while maintaining clarity.

3. Fugue: Polyrhythm
Ravel’s fugue features three independent voices distributed across two staves. The complexity
of the texture requires the pianist to navigate between voices while maintaining clarity and balance. While
the conventional assumption is that the upper staff is to be played by the right hand and the lower staff
by the left hand, this is not consistently the case throughout the Fugue.

o J< Measy.&-lﬁ\
e Py

Figure 3 Polyrhythm

Source: Maurice Ravel, Le Tombeau de Couperin (Paris: Durand Editions Musicales, 1919), 7.

A common misconception among pianists is to rigidly assign the upper staff to the right hand
and the lower staff to the left hand. However, such an approach can hinder technical efficiency and disrupt
the natural phrasing of the individual voices. Additionally, the presence of polyrhythms introduces further
challenges, as attempting to execute contrasting rhythmic patterns within a single hand may compromise
precision and control.

To achieve clarity and maintain the integrity of the individual voices, the pianist should prioritize
consistency in hand allocation for each voice rather than strictly adhering to staff divisions. Identifying and
maintaining the continuity of each voice with the same hand as much as one can helps promote smoother
transitions and preserves the melodic line.

In passages featuring polyrhythms, the pianist should consider separating distinct rhythmic patterns
between the two hands whenever possible. As shown in Figure 3, redistributing the triplet figure and the
duplet rhythm across separate hands facilitates greater rhythmic independence, enhancing the overall precision

and coherence of the musical texture.
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4. Forlane: Chordal Texture
In the passage where the texture becomes increasingly dense due to the presence of a series of
chords in the right-hand part, the chords contribute to a fuller harmonic texture, requiring careful control to

maintain clarity and fluency.

Measure 121

Figure 4 Chordal Texture

Source: Maurice Ravel, Le Tombeau de Couperin (Paris: Durand Editions Musicales, 1919), 14.

Executing this passage smoothly presents a technical challenge, as the repeated chordal structure
may result in tension or uneven articulation if not approached with efficient fingering.

To address this difficulty, the suggested fingering, shown in Figure 4, provides an effective strategy
to enhance both comfort and technical ease. The recommended combinations — such as 5 -3 2 for the upper
chords and 4 — 1 for the rapid note group — allow the pianist to maintain a stable hand position while facilitating
smoother transitions between chord changes. This fingering approach minimizes excessive movement and

helps maintain the necessary control for a consistent and flowing performance.

5. Rigaudon: Leaps
In this passage, shown in Figure 5, the right hand presents a continuous series of sixteenth-note
groups, while the left hand maintains a steady eighth-note rhythm. This contrasting texture requires the

pianist to balance the right hand’s fluid motion with the stability of the left hand’s chordal pattem.

Measure 3
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Figure 5 Leaps
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Source: Maurice Ravel, Le Tombeau de Couperin (Paris: Durand Editions Musicales, 1919), 16.

A technical challenge arises from the significant leaps in the left-hand part. These leaps are further

complicated by the need for the left hand to cross over the right hand. If not approached with careful
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preparation, this crossover movement risks disrupting the passage’s continuity and fluidity.

To mitigate these difficulties, the pianist should adopt several strategies to ensure smoother
execution. First, the left hand should be prepared in advanced by adopting an open-hand position, which
reduces the physical distance required for the leap. This technique minimizes the risk of abrupt or uneven
motion.

Secondly, the right hand should maintain a lower position on the keyboard to create space for the
left hand to cross over comfortably. By keeping the right hand closer to the keys, the pianist can reduce the

chance of accidental contact between the hands, allowing for a more seamless and controlled performance.

6. Menuet: Double Trills
In the concluding measures of the Menuet, shown in Figure 6, the texture features sustained
chords combined with double trills in both hands. The upper trill alternates between D and E, while the lower
trill alternates between B and C. These elements create a delicate yet sonorous effect, requiring careful control

to maintain clarity.

Measure 126
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Figure 6 Double Trills

Source: Maurice Ravel, Le Tombeau de Couperin (Paris: Durand Editions Musicales, 1919), 23.

Executing the double trills poses several technical and musical challenges. If the two trills are not
properly synchronized, the resulting texture may sound chaotic rather than refined. Additionally, if the trills are
allowed to linger excessively or if the pedal is fully engaged without control, the sonority risks becoming overly
thick and unclear, compromising the intended transparency of the passage.

To ensure the trills are synchronized and effective, the pianist can adopt a coordinated hand
distribution. The left hand should play the lower notes of the trills — B and D — while the right hand plays the
upper notes — E and C. Altemating these pairs rapidly between the two hands allows the trills to remain rhythmically
aliened and balanced.

Regarding pedal technique, the pedal should be engaged but not fully depressed, as excessive pedal
depth will blur the texture and obscure the delicate interplay between the trills. Once the trills are complete,

the pianist should carefully transition to the final sustained chords. The last notes of the trills should be held
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by the right hand, which should then silently press the chord that was intended to sustain throughout the trill.
Simultaneously, the left hand should gently press the fifth interval without producing sound. While these
notes are silently prepared, the pianist should execute a pedal change to ensure the final chord sounds clear

and distinct, free form the resonance of the preceding trills.

7. Toccata: Hand Redistribution
This passage from Toccata features a complex texture that demands both technical precision and
effective hand coordination. The right hand sustains a continuous sixteenth-note pattern, alternating between
chords (with the thematic material placed in the top voice) and the corresponding lower octave notes of the
theme. The left hand simultaneously presents the thematic material alongside the right hand’s chords, resulting

in overlapping hand positions.

Measure 11
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Figure 7 Hand Redistribution

Source: Maurice Ravel, Le Tombeau de Couperin (Paris: Durand Editions Musicales, 1919), 24.

The passage presents several technical challenges. First, achieving sufficient projection of the
thematic material in the top notes of the right-hand chords can be difficult, as these notes risk sounding thin or
underpowered. Additionally, alternating between the right hand’s chord and the lower thematic notes (essentially
a broken octave) can create physical tension and restrict hand flexibility. Furthermore, because the right and
left hands share overlapping ranges in this passage, there is a heightened risk of the hands colliding, further
complicating the execution.

To improve technical efficiency and ensure musical clarity, a redistribution of notes between the
hands is recommended. Specifically, the thematic material in the left hand can be reassigned to the right
hand, while the lower octave notes of the right hand can be reassigned to the left hand. This redistribution
creates a hand pattern resembling alternating sixteenth notes between the two hands, reducing tension and
improving overall control as shown in Figure 7.

Instead of attempting to forcefully voice the top notes of the right-hand chords, the pianist may
achieve greater clarity by emphasizing the redistributed bottom notes of the right-hand chords, followed by
the redistributed repeated note from the left hand. By doing so, the thematic material will emerge as part of

a continuous sixteenth-note line rather than an implied eighth-note pattern, enhancing rhythmic fluidity.



MAHIDOL MUSIC 299 VOL. 8 NO. 2
JOURNAL JULY - DECEMBER 2025

Additionally, when the left hand’s position includes black keys, it is advisable to avoid using the
thumb. Employing altermative fingerings (such as finger 2) allows the left hand to maintain a higher position

above the right hand, reducing the risk of physical interference and ensuring smoother coordination.

8. Toccata: Hands Interlock
This passage, shown in Figure 8, features alternating sixteenth-note patterns shared between the
richt and left hands. Simultaneously, a slower melodic line unfolds in the upper voice. The rapid alternation
between the hands, combined with consistent presence of black keys, creates a unique technical challenge

that requires precision and control.

Measure 100
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Figure 8 Hands Interlock

Source: Maurice Ravel, Le Tombeau de Couperin (Paris: Durand Editions Musicales, 1919), 27.

The alternating pattern between the two hands presents several technical difficulties. Since both
hands play in the same register, the pianist may experience discomfort due to awkward hand positioning.
Furthermore, limited visibility of the keyboard in this register may cause the performer to hesitate in moving
their hands freely, out of concern for accuracy. This reluctance to move the hands effectively increases the
risk of tension and results in fingers remaining on the keys for extended periods. Consequently, repeated notes
may fail to project clearly due to insufficient release between repetitions.

To overcome these challenges, the pianist should prioritize confident and intentional lateral hand
movement. Since all the notes in this passage are on black keys, the performer can rely on tactile sensation
rather than visual guidance to locate the correct notes. Embracing this sense of touch enables the pianist to
move their hands fluidly across the keyboard without sacrificing accuracy.

Additionally allowing the hands to move laterally encourages a more relaxed posture, reducing
physical tension. The motion naturally facilitates quicker finger release, which is crucial for producing clear and

well-defined repeated notes.

9. Toccata: Fingering
The passage, shown in Figure 9, features alternating sixteenth-note patterns distributed between
the right and left hands. Both hands are required to execute leaping chord patterns, creating a challenging

technical environment that demands precision and control.
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Figure 9 Fingering

Source: Maurice Ravel, Le Tombeau de Couperin (Paris: Durand Editions Musicales, 1919), 31.

The primary technical difficulty arises from the need for both hands to perform rapid leaps between
chord positions. Attempting to manage these leaps simultaneously in both hands risks compromising accuracy,
fluidity, and musical coherence. Furthermore, excessive movement in both hands may increase physical tension,
making the passage more difficult to execute at the intended tempo.

To improve technical efficiency, the pianist should adopt a strategic fingering approach that
redistributes the movement between the hands. The right hand should utilize fingerings 1-2-5 and 1-2-4,
which naturally group the passage into pairs of chords. This fingering encourages the right hand to move laterally
rather than engaging in large, less controlled leaps. By limiting the right hand’s movement in this way, the
left hand becomes the primary hand responsible for the larger leaps.

The provided fingering in the left hand is designed to facilitate comfort and control in these leaps
by promoting a stable hand position. This fingering also minimizes excessive stretching, allowing the left hand

to achieve greater precision and accuracy in the rapid alternations.

10. Toccata: Voicing
This passage, shown in Figure 10, taken from the climactic section of Toccata, features alternating
sixteenth-note chord patterns distributed between the right and the left hands. The texture is notably thicker
than previous passages, with larger chord voicings that demand greater control. Additionally, several leaps are

embedded within the rapid chordal motion, further increasing the technical difficulty.

Measure 224
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Figure 10 Voicing

Source: Maurice Ravel, Le Tombeau de Couperin (Paris: Durand Editions Musicales, 1919), 31.
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The density of the chords and the presence of leaps create multiple challenges for the performer.
Attempting to forcefully project the entire texture at full volume may lead to physical tension, particularly
in the hands and wrists. Moreover, excessive focus on playing all chord tones equally can obscure the clarity
of the thematic material, which is embedded within the thicker texture. This approach risks compromising
both musical coherence and technical stability.

To achieve both clarity and control, the pianist should prioritize the thematic material, which is
played alternately by the thumbs in both hands. By emphasizing this line, the melodic contour naturally
emerges from the dense chordal texture, allowing the structure of the passage to remain clear and expressive.

Additionally, focusing on the thumb’s melodic motion encourages a more flexible hand position.
This flexibility reduces the risk of tension and facilitates smoother transitions between leaps. Rather than
approaching the passage with force and rigidity, the pianist should maintain a relaxed yet responsive hand
posture, allowing natural hand movement to guide the chordal shifts. This approach not only improves
technical efficiency but also enhances the passage’s musical direction by drawing attention to the essential
thematic material.

The Peters edition provides suggested fingerings throughout the piece; however, many of them
appear more suitable for pianists who rely primarily on high finger technique rather than weight transfer.
Additionally, no fingerings are offered for technically demanding passages, such as those in the Toccata.
Some hand redistributions suggested in the edition — such as in the Fugue — make the passage easier to execute
technically but compromise the continuity of individual voices. While the researcher recormnmends the Peters
edition as one of the best available editions for this piece due to its overall clarity and accessibility, its editorial

decisions, particularly regarding fingering and redistribution, should be approached with discernment.

Conclusion

Maurice Ravel’s Le Tombeau de Couperin stands as a remarkable fusion of tradition and innovation,
blending Baroque-inspired dance forms with Ravel’s distinct harmonic language and expressive subtlety.
The work’s sophisticated structure, complex technical demands, and deeply personal significance make it
one of the most challenging yet rewarding compositions in the piano repertoire. The study has explored
the technical and interpretive challenges encountered throughout the suite, offering practical solutions
tailored to each movement’s unique demands, and the further discussion of these topics are provided in
the full research report. Beyond its technical challenges, the suite holds profound emotional depth. Written in
the aftermath of World War | and dedicated to Ravel’s fallen friends, the work reflects the composer’s grief,
resilience, and reverence for French musical tradition. The outcome of the combined score analysis, performance
practice insights, literature review, and teaching experience is demonstrated in the researcher’s performance,

available at the following link: https://youtu.be/d6xDQgODakO.
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Ultimately, Ravel’s Le Tombeau de Couperin transcends its technical complexity to offer a profound
artistic experience — one that demands thoughtful preparation, emotional depth, and a deep understanding of
both its historical context and musical intricacies. By mastering these elements, performers can honor Ravel’s

intention, revealing the suite’s rich tapestry of textures, colors, and emotions.

References

Debussy, Claude. Debussy Letters. Cambridge, MA: Harvard University Press, 1987.

Duchen, Jessica. Ravel: A Life. London: Phaidon Press, 2000.

Hinson, Maurice. Guide to the Pianist’s Repertoire. Bloomington: Indiana University Press, 2000.

Howat, Roy. The Art of French Piano Music: Debussy, Ravel, Fauré, Chabrier. New Haven: Yale University
Press, 2009.

Kramer, Dean. “Le Tombeau de Couperin.” Interview by Maykin Lerttamrab, 2010.

Long, Marguerite. At the Piano with Ravel. London: J.M. Dent & Sons, 1973.

Messing, Scott. Neoclassicism in Music: From the Genesis of the Concept through the Schoenberg/Stravinsky
Polemic. Rochester, NY: University of Rochester Press, 1996.

Nichols, Roger. Ravel. New Haven: Yale University Press, 2011.

Orenstein, Arbie. Ravel: Man and Musician. New York: Columbia University Press, 1975.

Perlemuter, Vlado, and Héléne Jourdan-Morhange. Ravel According to Ravel. London: Kahn & Averill, 1988.

Ravel, Maurice. Le Tombeau de Couperin. Paris: Durand Editions Musicales, 1919.

Ravel, Maurice. Le Tombeau de Couperin. Urtext ed. Edited by Roger Nichols. London: Edition Peters, 2000.

Roberts, Paul. Reflections: The Piano Music of Maurice Ravel. Milwaukee, WI: Amadeus, 2012.

Rogers, Jillian C. “Musical ‘Magic Words’: Trauma and the Politics of Mourning in Ravel’s Le Tombeau de
Couperin, Frontispice, and La Valse.” Nineteenth-Century Music Review 20, no. 1 (2023): 185-226.

Schonberg, Harold C. The Lives of the Great Composers. New York: W.W. Norton, 1997.

Wachter, Claire. “Le Tombeau de Couperin.” Interview by Maykin Lerttamrab, 2010.



MAHIDOL MUSIC 303 VOL. 8 NO. 2
JOURNAL JULY - DECEMBER 2025

AATINFTARAUNIER N15VTUTRRMIE waznsldumnlugiatuy
Tun1sussiasdulnsladvesiudu unsends iwasensadulnis
Satundedaauauanialnl sequuie
AN IMPROVISATIONAL STUDY FOCUSED ON RHYTHMIC ANALYSIS,
EXAMINING MOTIF DEVELOPMENT, RHYTHMIC DISPLACEMENT, AND
THE IMPLEMENTATION OF METRIC MODULATION IN WYNTON MARSALIS’S SOLO OF
“APRIL IN PARIS” FROM THE ALBUM “MARSALIS STANDARD TIME VOLUME ONE”

o <) *

dnueg audugy

Wedpnzeenfal unniveduniing uasugu Ussmelng
Sarit Tanpensuk’

College of Music, Mahidol University, Nakhon Pathom, Thailand

Received 13/02/2025, Revised 17/07/2025, Accepted 14/08/2025

UNANELD

Muuazinguszasd : unanuddetilunisieszinisussedulnshid luunmasensaduui3a ne Iusu
§ a adg aveo ) e o o faaa a a = & a
insoda NilunidntugusineussudawasdnUseius niavswaungaaunilaveseeil 9INMIKELKEUWALR
Fugeuazaudlaegs@ntdluruusssnlouvemuniuia nanunateniaduliandnevenlagusvda
ALVOUANUYALALY NBENINISUTHAR LIS DALAZ NS SUB SINAIDE NTULDU INUBINAINHIUNSIS I US
EULLUU%’qmsﬁaamaﬁﬂLw‘%ﬂiuaLa%’umammuﬁ’ué’mﬁqmwé’mmL‘waq ALV DUMNIAANITULEUBLNATAT
SualerarEmLUsTTIsvewunTudawuuRasy utnnadlagnisnieaduamedvil Teegnal gednanuel

) Y a A& Y A Aot Y a & ' Y] pRpRp
Yo INAUUA R LT wadlualnadungalnilasEs 1amf uAes alasvisumadlua Nyae e URR (ABCD)
v o a a A A W & DXy ) aa a & Y 1 o v o
wuusuaty widmudsuladuednuanmsdenlddnsdaneninsfsundunevesdiduwihueiasdiay
Usznau tngluviaualuash MnIsussHaesinued ﬁLﬁuﬂisﬂaumiLmé’mwmm53 210 BPM Lag@aunaulba
AU IUNAN RSN 140 BPM Tuviewd HunsTUINNMIRvs ity wenanilludiuvesiauriues
o A P ) Pt ' ~ a a a o a Ao a v o PP a o |
Faimsindeudredunzvendluvout IngnndunidndnveinaneBundomeany 1 fiaulddeuddnan
TUSunTanyeni 1 unu dnwagdiSenindumsas1sSyiuin Aamaauus (Rhythmic Displacement) 5o “Ms
v v 9 d! [~ d" dl | YY) Qy ng o‘d' 1 Yo A v
viudame” Faduvddunwmamsussiamdwaiuianglunanuiuil lneustlevinanaiiaslasuheninug
rsndlalunisldinedansiannidluguuuuning o Naganansamhlvssgndldla Whlauazanusoasiaguuuy
nsdudanglunsussiaBulnshidvesnueds Wilwaramsoassguiuuamsnlugad Bnvisaninsadiwun
sandmmessingussiadulnshidiufussiansenevvamindnuasmsdouriuresdomeld uasilleinalla

umSnlugatuinly Justasanunsashwdnsidawele lnenmsiawanuinianisussadulnshidasdilug

" Corresponding author, email: sarit.tan@mahidol.edu



MAHIDOL MUSIC 304 VOL. 8 NO. 2
JOURNAL JULY - DECEMBER 2025

wummdlunisinausiely Bnisdsansnsnaiusiumalasasdusmadmivinausisulmlumsianalad
uazwatiansusTaesemaziuyum i lalunguiusd e lugmsidedeludesmeiang 4 flay
annsouuUszendldlunisussiaadulnshiduasnsuseiusinas

Fnsinw : fdouliiieszinasionsumdnmsvesmsianndnsismsiuea agn (Hal Crook) fildedune
MssryUssaMNsiammaluguLuusng 9 Useneusie nstavzevens (Extension) nseeeviiues (Fragmentation)
ASWANNEU (nversion) Msvenesau (Augmentation) n1seasu (Diminution) waEM37 (Repetition) laBuIvng
Tumdldrududiansnsathnszuaunsinand 1 35arld9miuBnge ssmeadin fia (Ted Pease) I¥esureufin

msasngunuursniugaduliin Aemsidsusnnmiunidegldreuemveslisle o Aduiusiugns

[
[ a v

@ a d' [ @ a 1 d' ) a I3 d” < Y @ o 1 [y}
AU HALLNUNDNTIANUS AN UIUNANUNTNUTIATIEITAS I ToRs1ANUSURF P WINAU 140 BPM
LazNSUAsUSNTIAUS AARTUINNNTUIAIAINENTDALAFIAN 3 WAL T UNUAIAIINENVDIRM VNl
Faenusuvasudusmlusnsdonglul Tannusi 210 BPM wazdloussamnsdangullundeududng

Jangnanind NYENiSeTIMIUTTRS T vnedouiunsalngsiiu (Polyrhythm) fllsufinwuazldluns

v
A v Adau

é’w@ﬁuﬂizLﬁumi%é’fmaﬁmwLLazﬂizuauﬂﬁw%ﬂIu@JLaﬁz'}’u UNANLID aummqﬂigaqﬁwé’ﬂumﬁLﬂiwﬁ
MMk sas S nlugadulunsussiaddlnshduuunmas “ensaduFa” Ine udu inseda lay
fyaymnaiveliaseimeiansiannidmednunssuiumsnidlunsisudasasianmdanninewes
UNINAS USENaURIY MSERAYSBTENY MSEBLYINUBY MSNANNAU NMSTENEIN MSEREIULAaENSTT WevnAuwila
ada Ql' £ al a & o ¥ a a a’d‘ 1 1 (% 1
Bmsndnausslilunsussiaddinghid dsamsldmetiansussadulnshidndeadedanglugiuuuig o
Usgnaumensiiaseinmsdnnguluavisauinsuaslianines nseduresang waswnfauysnlugaduly
a o & o P | v a Vo v a A o
msaeusananudnvanvany Fedsasemsasiguuuunsdulnshdlinadlaussdlawnaadesiunms
%auﬁwaﬁqmzLLazﬁﬂmmmé’mﬁuéiwdNé’m’]mmL%waa;:{miLm51JIW§L%?LLaz;:JUiiLmUizﬂaU (Rhythm
Section) Wivevhe it latamsasdlasEs 1 wneniaududeu TunoumMITERIINEYsUnaAdeNITUTIEaY
'3 a ‘: ‘:’lj Y o o < a a '3 v a a o <

YB9NSTRAUNANUTUT WAL UNUTERAUNILIATIZNINIUANAINETUNT0OAEEY IR wunaan iy
Ussaunng 4 Usznausiie mawaumd nevduresione suwuunsidnuaminlugadu uasnstowiuresdiong
sywinussaduinshdduussaseney uddahulnssimulsuduing q Aduunld leeveuwsmsidell
AT IUUTA LTINS IENTHAILIIE USENaUsie NMSERvSavuens N158aeYinUad NMSWANNEYU NMsTene@IU
msgediunazn1st dnnnangminnllaimsiedansdaindnuaeresmvdured gy YenINHaNTEN
NNNMTVTVVITIENdmaresUL LY Tuunauguldnwnsuiuumsas e nlugadunaanms
SeuSsagUuuunsusiasieanauasnsustaBulnshidvennivda netlluuemuuiiaglifinena i
UszihumadesUszanuuaz siuiimsfnmnisussasdulnshd dwsumsadiaasinund nysiulidu
nsAnwangludiuesdamne (Rhythmic Aspects)

HANMIANET : MIALE Mvduvesdang waemslduminlugiaduieasdnsdwnedewiu lanansanw
Iyuuuumaianmdatlivaneguwuulildau disldwatianmswanmalunisdulnshid asviinisdulnshduu
fimsmidudodedisalios inbigilseninseduszsnuifeonsdeansld niamsuduverianzaninsauansaen

ladamudiounnldsaudunisiaund msindusnvenisduiimusdonesuveingnd iide



MAHIDOL MUSIC 305 VOL. 8 NO. 2
JOURNAL JULY - DECEMBER 2025

Favdnuiann Wl dwousilinuas i onsiwasuly favdsmalimwmniseaiusafnmsiadoutiuas
Aenmsuduresimngiu wasnssuumsuninlugieduazAatulddadelinusanadinshafldmadeuses
mhegosmhussauiumstaumdGoseidosiuiusslen lngldsndnlinfeiuegeios Fdlu
nsdansbidvesnsenda o melildmatn 144 3 wesd neltnatn 1 $u 3 wenedRsnmanudliingasm
wirifu 140 BPM widultiatn 1 Suludemmmudilmiasdeusnsiu 210 BPM demsusaadalngldly
Srvnsavinlugaduiatu mnfusansnauiisnsnudnmmulsosetansudnndonuniy avdma
Thamsdeuiutes 2 Srmemudtu Snvnedina nansoas wemadudeulinsusaadauninaulannddo

unagU : msfnwnszuumslunsussiadalshd WurildunmeiitinausEudamsesuf o bifiousiderann
vinwrlueosle widaSuaiwesdanudiannmsdleligadnunasnsathluseg ndldle uumemsussias
Sulnshdvounivdalumanuiud Duilduenuilfundemeiwudonsivamas Jalunddugon
aunsoilUUssgndld Tnsasnsouianssuiunseendumsienfawedmsadifumadsud sanadvl
warmsussadulnglad TnglunsiSeuSeanadlmi ginwainsmhunfAnveanatiamsnlugaduduiyl
husanasnsiewienmuaiuly Weadwenuumnsindul 9 Tu Smitslunsussadingld AANwNENTD

eapanelesIna s Uiy

o o o L a a o a 1 a v s a a a =)
AdARy :  MIRIUG / wvisnlugiadu / dulnshod / Fudu nsenda / lensadul e

Abstract

Background and Objectives: This research article analyzes the improvisation in the piece “April in Paris” by
Wynton Marsalis, recognized as one of our time’s most influential jazz musicians and composers. His work “April
in Paris” reflects his comprehension and skills in improvisation and complex arrangement through his integration
of advanced techniques and deep understanding of jazz tradition. The melody features rhythmic patterns that
use metric modulation alongside the main tempo of the piece. This creates a contemporary feel while blending
traditional jazz elements. The song is interpreted from a fresh perspective, yet it retains the essence of the
original swing style, which is characterized by an ABCD formal structure. However, the rhythmic choices for the
melody player and the accompaniment have changed. In sections A, B and D of the melody, the accompaniment
plays at a speed of 210 BPM and alterates back to a normal speed of 140 BPM in section C through metric
modulation. Additionally, the melody changes the rhythm in section B, starting the motif on the first downbeat
rather than the first upbeat. This technique is known as rhythmic displacement, which affects the overall rhythm
of the work. The benefits of this study include gaining knowledge and understanding of various motif development
techniques that can be applied in practice, understanding and being able to create one’s rhythmic displacement
for improvisation, understanding and being able to construct metric modulation patterns, and distinguishing
the tempo between the improviser and the accompanying performer during instances of rhythmic layering.

Furthermore, these skills can help the performer maintain a consistent tempo when applying metric modulation
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techniques. The development of knowledge in improvisation also helps enhance understanding of different
methods and techniques, leading to future training pathways. Additionally, it can inspire and guide new musicians
in developing their styles and techniques and deepen their understanding of music theory for further research
into various techniques applicable to improvisation and composition.

Methods: The ideas and sources important for analyzing the improvisation in this piece are based on the
principles of motif development outlined by Hal Crook. He described various methods of motif development,
including extension, fragmentation, inversion, augmentation, diminution, and repetition, among others. Furthermore,
this method enables the integration of multiple processes. Ted Pease’s work explains the concept of creating
metric modulation as changing the tempo by substituting the lengths of notes about the original tempo. For
instance, in the work analyzed here, the original tempo is set at 140 BPM, and the change in tempo occurs by
using the length of the triplet quarter note, leading to a new tempo of 210 BPM. Playing the new tempo alongside
the old tempo creates a situation in which the listener perceives and recognizes what is known as polyrhythm.
The author studies and references these concepts regarding rhythmic displacement and the metric modulation
process. The primary objective of this research article is to analyze the motif development and the creation of
metric modulation in improvisation on the song “April in Paris” by Wynton Marsalis. The aim is to explore the
techniques of motif development to study the processes used to modify and develop the motif from the song’s
melody, such as extending note values, reducing the number of notes, and expanding the motif to understand
the methods musicians use during improvisation. This article examines improvisational techniques that influence
rhythm in different ways. It includes an analysis of symmetrical and asymmetrical note groupings, rhythmic
displacement, and the concept of metric modulation as it applies to changing tempos. These techniques have
significant implications for developing engaging forms of improvisation and for understanding ideas related to
rhythmic layering. It also involves studying the relationship between the tempos of the improviser and the
accompanist to comprehend the construction of complex rhythmic structures. The research begins with the
author transcribing Marsalis’s performance in this work and categorizing the analysis points from the transcription.
These points are classified, including motif development, rhythmic displacement, the application of metric
modulation, and the polyrhythm, and then analyzed according to these categories. This research analyzes various
forms of motif development, considering that the motif used have shifted rhythms, resulting in rhythmic
displacement. Besides the impact of rhythmic displacement on the rhythm pattems, the article also studies the
creation of metric modulation from the melody’s arrangement and Marsalis’s improvisation. However, in this
article, there is no discussion of harmony; it focuses solely on the study of improvisational performance for the
purpose of creating and developing phrases, with an emphasis on the rhythmic aspects.

Results: The results reveal that motif development, rhythmic displacement, and the use of metric modulation
to create overlapping tempos indicate several forms of motif development available for use. Employing motif

development techniques in improvisation creates a continuous narrative, allowing listeners to grasp the intended
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communication. Moreover, rhythmic displacement can be clearly expressed when used in conjunction with
motif development, as the first note of the motif determines the starting rhythm of the phrase. As the motif is
developed, the number of notes and the rhythms can change, resulting in a shifting melody and the occurrence
of rhythmic displacement. The metric modulation process becomes evident when improvisation is performed
using the arrangement of melodic cells combined with the development of motifs sequentially into phrases,
using a consistent note ratio. In Marsalis’s improvisation, this is the use of dotted eighth notes in a triplet. These
dotted eighth notes in a triplet, at a tempo of 140 BPM, are equivalent to straight dotted eighth notes at a
tempo where the quarter note equals 210 BPM. When improvisation in the style of metric modulation occurs,
if the accompanying performers maintain the original tempo, it results in the superimposition of two tempos.
This characteristic can create a complexity that makes the performance more interesting.

Conclusions: The study of the improvisational process is a crucial aspect of jazz musicianship. It contributes to
developing instrumental techniques and fosters a more profound understanding that can be practically applied.
The improvisational approach employed by Wynton Marsalis in this work exempilifies the use of diverse rhythmic
concepts, making it a valuable model for further study and application. This process can be categorized into two
main areas: integrating these rhythmic ideas into the arrangement and their use in improvisation. In arranging new
compositions, students may incorporate the concept of metric modulation into specific sections or throughout
the entire piece to introduce novel rhythmic variations. Likewise, in the context of improvisation, this technique

can be explored as a means of creative expression and rhythmic innovation.

Keywords: Motif Development / Metric Modulation / Improvisation / Wynton Marsalis / April in Paris
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April in Paris

Vernon Duke

A Ornginal Motif Repetition
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Example 1 A descriptive image of the motif development in the melody of ‘April in Paris’

Source: by author
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Example 3 Marsalis’s use of the idea of the original motif in his improvisation

Source: by author
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Example 4 Marsalis’s use of the idea of the original motif in his improvisation

Source: by author
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Example 5 Marsalis’s use of the idea of the original motif in his improvisation

Source: by author
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Example 6 Marsalis’s use of the idea of the original motif in his improvisation

Source: by author
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Quarter Note Triplet = 0.667 (2/3) beats

Quarter Note = 1 beat

Old Rhythmic Value Old Tempo
New Rhythmic Value ~  New Tempo
0.667 = 149
- X
1
(0.667) x = 140
X = 210

Example 7 Tempo calculation during metric modulation in Wynton Marsalis’s
performance of ‘April in Paris’

Source: by author
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14 Mike Steinel, Building a Jazz Viocabulary: A Resource for Learning Jazz Improvisation (Milwaukee, WI: Hal Leonard, 1995), 9.
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Example 8 Marsalis’s improvised performance utilizing the development of an original Motif
combined with metric modulation in the first section

Source: by author
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Example 9 Marsalis’s improvised performance utilizing the development of an original Motif
combined with metric modulation in the second section

Source: by author
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Example 10 Image of phrase groupings that have undergone metric modulation in the first section

Source: by author
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Example 11 New rhythmic notes resulting from metric modulation in the first section

Source: by author
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Example 12 Image of the grouping of phrases that have undergone metric modulation in the first section.

Source: by author
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Example 13 New rhythmic notes resulting from metric modulation in the second section

Source: by author
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April In Paris
Wynton Marsalis's Solo Transcription

Transcribed by Sarit Tanpensuk

E be- .- e & . . a— e
1 ! ! 1 5 el 1 = =y - Il I}
A 1 = | e e

3 (37(bsuss) D™k a7

— T Ve e v ey be 15w

7 Cmajt Gm7 c7

Fmaj? B 75 E’ Am AmyG
.f_ -
:

1 T
- 1" | i F - . b I! - |
: = 1 : 1

T
B,

T
\

bl | - 1 1
[ X | —| ————
19 Fimbs) Fe? C/E Ebo7 Dm7(b5) C/E
l. | = :. ] ; | ! 1 1| JI | £ - :.
[ s | | || 1 1 1 | | | | ~ ]
L% 1 1 1 1 1 | 1 | 1 | 11 1 1 | |- ]
) * ¥ —_— T T = | = —— -

A i | K Iy I
& 1 1 Ll #F =a a




MAHIDOL MUSIC 321 VOL. 8 NO. 2
JOURNAL JULY - DECEMBER 2025

35 IE Fm%G Ccmaj? Dm75) G’
. be,
1 | — 1 1 1 ™ ) |
1 1 ! | ! ) 1 N ) | ) | 1
g 7 GO —g— t - —r— - — < i
D) o i b > L 4
39 cmaj? G -

[

)
11 L
.) I 1 — i | 1 4 ) 4 | 4 y == - | = U

43 IE Fmaj? Bm75) E7 Am An/G

Il A : . Hﬁ_ !

) | 3 1 . N _ 11 | 1 1 1 1 N |
% 15-7 .‘ & ;- = —H i 1 1 ]
D) v je—
47 F2m7b3 B7(2%) Bm?’ E7 Em7(b%) 3 A7
) e = e S S SO N Y e S
> S AL PR B B B B s R B *

—g [

51 Fem?b9  Fo7 C/E  E°  Dm9 C/E

TN
l‘.~—-l'l A"‘---A’L’ I AUA. A7 14-u--‘---————-
S S ——

Example 14 A transcription of Marsalis’s improvised on ‘April in Paris’

Source: by author
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Abstract

Background and Objectives: Two Sides of the Same Coin is a contemporary composition for two alto saxophones.
It follows the creative success of the composer’s previous work, Sadayu, for soprano saxophone—a piece that
received international attention through performances at the 18th World Saxophone Congress in Croatia,
the Singapore Saxophone Symposium 2018, and the 17th Thailand International Composition Festival 2023.
Despite the growing support for Thai composers in academic and professional music circles, compositions
for saxophone duet are still relatively few. This composition aims to create a repertoire for saxophone and
build upon existing knowledge. Furthermore, the piece was intended for performance on international stages,
thereby contributing to the continued global recognition of Thai composers’ work.

Methods: This study is qualitative research in music composition. The process began with a study of Sadayu,
which is notable for its use of coloristic changes and applying pentatonic scales. The goal was to surpass
the musical and technical complexity of the earlier piece. Two Sides of the Same Coin draws its conceptual
foundation from a physical object: a coin. The motion of a spinning coin inspired not only the title but also the
sonic ideas of the piece.

Results: The compositional concept of changing tone colors was inspired by observing the blurred alternation
of a coin's head and tail as it spins—an effect mimicked in the music using bisbigliando, a technique involving

rapid alternation between ordinary and alternative fingerings for the same note. This is further enhanced by
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using a wide vibrato spanning a quarter of a tone and exaggerated vibrato as well as aggressive tongue fluttering
techniques to add intensity to sustained pitch. The use of extended techniques in terms of sound effects adds
interest to the composition by using pitches that are ambiguous or unpitched sound and including distorted
sounds. These techniques play a secondary role to timbral changes namely slap tongue, air blowing, tongue
ram, multiphonics, and key clicks. The melodic development focuses on the subtle and skillful application
of pentatonic scales through pitch distribution, the simultaneous presentation of two pentatonic scales, and
rapid changes in pitch collections to make the music more interesting and colorful. The composition successfully
fulfills its original objectives. It presents complex compositional techniques, integrates extended saxophone
techniques as core elements, and has already been featured in international music festivals. The premiere
performance occurred at the 18th Thailand International Composition Festival 2024 using two alto saxophones
as originally intended. A subsequent performance at the XXI Ciclo Interacional de Musica Contemporanea in
Spain featured a version for two soprano saxophones, which also conveyed the essential timbral transformations
and technical demands of the original with equal effectiveness.

Conclusions: The composition Two Sides of the Same Coin effectively showcases extended techniques
and a skillful, sophisticated application of the pentatonic scale. Due to its successful performances on
international concert stages, it can be said that the piece is suitable for both alto and soprano saxophones.
For future performances, the researcher encourages musicians interested in this work to choose the type
of saxophone based on previously performed versions, and they are also welcome to experiment with using

tenor or baritone saxophones.

Keywords: Saxophone / Saxophone Extended Techniques / Music Composition / Contemporary Music / Analysis
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! Patrick Murphy, “Extended Techniques for Saxophone an Approach Through Musical Examples” (DMA diss., Arizona State University, 2013), 4.
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a 6 6 slr.ﬂ' = o U 9/;:{' o 6 e = %}
. uwneikagasranuseustlevilunmsfinwidmsugnaulansuseiusaussluiuimasieniu

2
3
a. mrsnszllsiypeaialuuanaulanuedssadieanniy
5. FULUUITSANTSIRAUsS A S UL e iuEe A3 09
6

= o U a a wva
. ‘U‘VlL‘Wﬁfﬁ/l’]ﬂLaE]ﬂﬁ’]ﬁi‘Uﬂ’ﬁLi‘EJuﬂ’liﬁEJuﬂ’li‘Ug‘U(51 wanlelniy

YDULYAYDINTSIAY (Scope)

va o s

iAfenmsunuesassasIFUNUsERUS 3 lovia oaw tnex Lo meend Haielull

1. Mwedianisussasfivesswadedmsuuenlalnudussiussnoundnvesunuseius loun n1sld
Famaunu (alternate fingering) nMswsaldinfReafuiiewdeudduveaden (bisbigliando) msnautiuia (key
clicks) miéfmguimiﬁﬁqzyzyjmﬂ (slap tongue) NM3aALAYY (tongue ram) Nk vanedes (multiphonics) N3
$3u (flutter tonguing) M3limaliadasszia (vibrato) Sufumatiamsuseitusinasiaeniswdsugnngulin
(pitch collections)

2. Mnwemsufifuenlelussdugddumsusnaanadefiesimaiodsrindriludreiu vonanid
fafimslaldmogemndniimausnamiouiuuasmdonty Suiduutarauasdedindeuusaannadeing 4
Tutiugh suaaddinafindendugilelinsusnadauaenndouanduniafoaiu feifiolfiu

UNUseUS a1 SOLanD WINYeMIUTIAITYAUE B IELE
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9ANUUNUIVY (Research Methodology)

1. AurminAakasksdumalalunsuseius

2. Enwumdssiusdmsuunlaliuiedume

3. fusATedUss

4. Anvmediamsussiusinasasmaliafieuduay nniudadonmadeiiasiunduisgiumdn
TuunUseius

5. VNWHULATIES9UDIUNUTERUS

6. Usziudimasnenmsltingiundniilidmdent’ Teeeelunseuvedasainsunssiugingd

7. thdsunussiuslidnauduasdsmmafinden SullsmmAafiuresninausd wiominiuusaudly
unuseiusvivngay

8. waRIUVUSEUSHOENS T

9. Tuiinidesnnnsuansan

10. @YUNANIIFUNBINELNS lNTENTITINTT

Nan153398 (Results)

MATuassasseunUseus v loda oo ey i Aaeyd dusunsnlslnuaauad o WuunUseRus Ly

Y

TavamataiirwswalsuiumetansUsziusinas Weoenendssiiduendnuaivousnialnulazive
I~ 9] a‘r.:l' Y [ a d’lj [ r-:’lj
uunmdseiuslgvinuwensusaasseiugs Ingiiiilevneisil

LUIANUAALAZILIIUUATE R

Ya v A

a v ' 3 % [ o  w = [
HRdelAuAnfeINsseranasrmaIINUIUsEIUS amty dwmsulsuriuwenlalviy Saduuniseiug

Ao ' = a gy = v ) = a ~ & v
Pienulaanuluisasnsiasudduvesdoaasldldnaniuladeanuminin nedanuaslalinaanunis

YA v o

Useiusaulyiianuiionn aau wasdudeuninduludwensldmeianisuseius dlulewuidoimun

Y

iwsewusBidudalausnlelnugeusses eliilliades (texture) Tunmsiufianumnussminuiuninunysenus
o
fouwtiil

Tudveawsaduniala fAdedesnsliundseiusyulvndiinnuuansiisinranuinniinesly
saunRduiumnas Saewusidunalanindsesseuiivien1slddinuszaniu uildteasuiluduntegy

@ = Y '3 ¢ = Yy o ° 44' v
LAzt UUNUIVDIYBUNUTEWNUS 27 Z@’@ﬁ oaw (Ao (YU AOE/Y %Qﬁ@@ﬂa@\ﬁﬂUﬂ’]iﬂ'WﬁJ@Lﬁi@ﬂ@umﬁum@umu I@IEJ

'
=3

wenlelnuannInsdolivansnurounseny waznisidenldnsassnunisidadenuidetunisaiieiunie

Ya v o

NI MUAYARN (characteristics) Tunmsmesuylseius FeiTeliauemailafilmysuaisnvainvaiy

Y

nITunUseiiug any wasliunumiumeatawia il ulunamuAnanvaunUseius

[
VA v v

wananiiidedalvianuddgyiunisuansundseiusdananisiinisussiaslinunmialey 33

v 6

JagiimunUseiius v loda oav inex Loy poed Tviun we. asda T ngnwinly uas 8. Jena drInTgyauna

PnuonleludukuninvedneninanunsanadunUsed nenalus s U R kazuuIsRmi v NS HARIASS

Ugugny (world premiere)
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ATNALTUNUSIWUS
M wassAunUsenus 1 loda oon wee e Aoen dmsusnleinuaennio .WuKanuNaLNENY
namallanisussiasiilriviazvmatdanmsussiusivas Tngluanmsiauunyssiusaawaluil
1. Mmswagudduvesuuvinussigmsidmadaussiasiey
nmsdnaueiaunsilulusdersalumeyly Tnoaududuvesnuniazase o nszauluauls
. v & v v f=e o o d a < ) a & v
0a3an (climax) faduneunurasunyssiusdsdunisiauadesiuiaundundn Fawnanuanlulewiy
nnsdsnansturuRuE ey MnUsvaumsaldnitiu ITemuinnmwinuiiseteveatsgiiny
deunudntesiliomnimuueissgasuiureumseyedenga Idedianuunngnisaiiidunisussias
el dunsnsulindufeniunisenin bisbigliando Inetdunmsiauldnilasmvismemsldiunfaduiv
Qy 1 < 2 v cal ¥ o Y o 3 3 N a o 1 [y LY 1d A dAyvwo
Tmaunueg195Ins? nadnsilavihlildanussiasiulunsasudduegdunduuasilumalinnidnlu
8n3931 color trill dmsuldafiiaumaiaiiaziinismiuin bisb. wdsldnuuniouiudundnaeyiny (~) ¢

Example 1

F AW | IV
[am] ] ¥ VA

ANIV
e)

—

Example 1 Bisbigliando (color trill)

Source: by author
dnwmatlanilsnadeadsiumnatdansulundaineliuaenisigdmaunu (alternate fingering) &4
wiatladldiuuuiuesidnisasdesedindilafmilssmiunsidsuanuaydeng (rhythm) vilvddu
yedltnldsulumudnvauzdangtume Inemstufinlindmsumeiadidunismiusmedydnwalisnan

Twndlelinsauu fe Example 2

Example 2 Alternate fingering

Source: by author

2 Attakorn Sookjaeng, “Sadayu for Solo Soprano Saxophone: A Creative Research in Music Composition,” Rangsit Music Journal 19, no. 2 (July-

December 2024): R1010, https://doi.org/10.59796/rmj.V19N2.2024.R1010. (in Thai)
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& a a4 vy oo g a L K] a o = = & v
Wasunaianndntdudailumedandniisudunsilisudduveadess Faunngnilunsusiu
MOUNAN uazmaUUAEYRIUNUsERUS YonantuwianuAansisuddureviuewogansiemaiiade
5¢57 (vibrato) mMs57au (flutter tongue) FedmPunaiaiildsesan
LUINNMIUTIRIMELdesse ) Bidglidaszuntnuenlzlnulunsidunetatidienuviuedinig
Aadesvatldnmladmil Ineidledswedinuunisnnsetostudulumuigauiivauais ogslsinng
A ° a o v v . Y Ny v W Y v 1 v 9 A a Y] a
awwinewimsfiiuaie vib. 1/4 Lwilewdundn 6s Example 3 dumnefiaidudeddmailndesealaen
v oA ¥ ' & v oA A < ! N AR 7

syAudswsmnIunnNTuIusERudssUdsulumemeln duanudvemsunisiufidulunaminusanze
yostinunlaln wndansidnatiadessyHilgnitaunluddsaalugimeunansdaiugnggavesunussiiug
Tugamaunanstivuivinuedinisiiuaag molto vib. minedanisldmaliadesseSilaedsaudaun i
< " A o v = = o o & v U 2/ v oA A a ! = a
ANUSIEERITIREYle BanisussiaadesseFtugegetignldsindulinsedudeasiiinaintindesni

(altissimo) 614 Example 4 taasneamniiuwaeviiniuulugqngan

vib. 1/4

haaaaasiad

n
I
1
-

UG =

pr—r——:
Example 3 A wide vibrato spanning a quarter of a tone

Source: by author

molto vib.
—

molto vib.

¢
e

([

lant
P
1|
1

PR

JIF sempre

molto vib. molto vib.

—— T~
1{# :

[T
e/

e
T

¥4 I
r I

_-f.'

SN
I

N
N

P>

JIf sempre

Example 4 Two Sides of the Same Coin, mm. 41-45

Source: by author

nsauluvedefiaiadensiuasgiurniunmsss ednsnnidunddsuiumeiadu
douvhussauiiiiniifluszesnamiafionlfidueuurinuedenududussgaannniu uenani
ideldmetaimuludnvendulrivudidsiugrodmiviowiudouyranes s undundani
waflalfetuiinldademsliiedamne tremolo mavuuuiniliamseuTeutiude fiz Vindeliin 4s

go191nAIN flatterzunge Tunwieestiu fv Example 5
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o . vhu
— 5 o 5 5 AAVVVVIAAINVY ﬂZ.

)¢ o i i i i oo i
\J 3 5 l 5

Example 5 Two Sides of the Same Coin, Alto Saxophone 2, mm. 11-12

Source: by author

2. MsuEUBLEgINLAY

s auaEsRLAY (sound effect) Wunislawmadaussiasiaesaisiaiuauuaulaliwn

unUsyiug nisldwaialudeiidunsinausdedmlidlddunumdusuyihues sedudsnbidaauniossy

o a M v = ] Y P a ! a v a
izﬂ‘ULﬂU\ﬂN‘l@ 3’33J1‘Uﬂﬂﬂ'ﬁLLN@lLafN %Qﬂ'ﬁiﬂﬂmﬂu@@ﬂﬂmgumU‘VlU']‘Wia\iaﬂﬂﬂ‘ﬂqﬂLV]@U?’{LUﬂQNLLiﬂ‘WLu‘L!ﬂ'ﬁL‘UaEJu

[
o v v a

Aduraauvinued Wneliasednnsal

o

¥

2.1 minaulagldegayynea

¥

mssnaulagldaaainia lap tongue) lWIsMausUwuuilswasnlalvi Inedunmsiiili

q O

4

wudeelinisnszunnninisdnausuuung duungesls 2 wuu e nisdndulaeldayyiniandssaudes

[y

(pitched-slap) wazn1sinaulaeldgayaneanlidiissiudes (unpitched-slap)® Tuundseiius v lowa oo way

va o =

i poe fAdBRenlFLULLIN WTRBINsldswamInsemntuil s uidemanagaie madailduiinlin

1Y

misnslddydnualnmnum nSeutulisumnuaii slap Dinlleldaiu a3 Example 6

slap

e

mf

Example 6 Notation for slap tongue

Source: by author

2.2 msiasuaznsanides
maaudumedafildiiothiausdsmweeuiiruaiswun’ faduldtultslugiadeosi
mszdunsnautiuiiamavseiieuimun dwaliidsmesauiinsasiouriurameveusnleinuldunnnia
Tlutnadesge vilildszostamevesusnlelnuiionminmsnautuiimediiluiudesgauasdmalfidosa

IS ¥ I ] d‘ ay v 1 4 d! LY qy YU a v Qy ¥ 1% 1 [
finnsasviouruiavaAsaeAUns lNNNI1* @wannsildlatumeiianisdnaulagldagyiniameuiv)

v
VYa v v =

wallet e tuinldamenislddyanualdwvdendnSandouduideuiiumedrii air Bivdelds d1wninis

® Wisuwat Pruksavanich, “Saxotronic Funk for Alto Saxophone: A Creative Research in Music Composition,” Rangsit Music Journal 18, no. 1
(January-June 2023): 129, https.//s006.tci-thaijo.org/index.php/rmj/article/view/253796. (in Thai)
4 Patrick Murphy, “Extended Techniques for Saxophone an Approach Through Musical Examples” (DMA diss., Arizona State University, 2013), 49.
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v v
o 1

Tdweilatigireiiasiuagliinisldldn (headless) Aultnsidaly Fenaiunsatnlalaindadunisausie

WATALRL §9 Example 7

Example 7 Notation for air blow

Source: by author

= < A ao £ Y 1 A a a v [ 1 <
msgadesadumaiandnldmugiunsdiaundemaiiussiuanuianisidiad lneidums
Tfauunzmuivausnlginuegsnsuiiegadssauwazyihbiiadssdinsnszunnidntes malealiuiinlis

pedydnwalanumdeuiirinieuiulsumiumeaii tongue ram Twiislin 43 Example 8

air tongue
N ram
)" 4

T
o<:'.§ﬂ.

Example 8 Notation for tongue ram

Source: by author

2.3 maUmaneidesniauniu
s manedem3eniu (muttiphonics) iumadiaviliAndesaun 2 @ewuld Inenadnuas
' a A a o P ' & . =5y a Ao v a
wuvaamalatidunisasadeslinaundu (dissonance) dalinainnisussaameiiadiiaseruidssuninay
syAudBImImelny dnvisanansaassaudssluszauidslautiesdsunn (forte—fortississimo) lalaadne
ARdgaltinaliaillugngegavesunUssiusndutunmsuiauennunseae Ao uasmaiagnldenasslugime
v P 3 k% ) I Y 1Y 1 al o w o a 1
YoIunUsEus (coda) watlunsasisanuluennmuazvendutdouwndieinnunsmasinduludnouay
a 1 a 9/ LY Ya v A o/ a A 4 1% v & [ o v ada Qy .
wallanmsivanedemieuiu gidedennsasiadeiiil 3 ldandeunuduvdn dwsuisnisnail (fingering)
a 1 a 14 [y | va o 1% Y [ [ = J quj Id
vounalanswaedsmieuiuluidazyn fiduseumeduauliluiadu fs Example 9 Buavwmaniiluyn
nMaUvaneldesiinn9897nsis Les Sons Multiples Aux Saxophones Pour Saxophones Sopranino, Soprano,
Alto, Ténor et Baryton Weulag Daniel Kientzy® @aluinslaseyisnmsnalidmsunsidvanedemsauiull

v O v o & Y Ao L A A gva v Y a 2 A o v
@QuuaUﬁiLaﬂc\nLUum@ﬂNﬂ?iWLaNULW@eLSUaUﬂULLﬁSE]']QEJQﬂ']ﬁﬂWu’JLW@‘Uﬁgﬂ@Uﬂ'ﬁNﬂ‘?j@llLLag‘UﬁiLaﬂ

> Daniel Kientzy, Les Sons Multiples Aux Saxophones Pour Saxophones Sopranino, Soprano, Alto, Ténor et Baryton (Paris: Salabert, 1983).
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=
ANAV §
o
(50)
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Example 9 Two Sides of the Same Coin, m. 60

Source: by author

2.4 MsnaRUuLN

nsnautuii (key click) Wuwediansnauduilinssmutuiiesosmusedwmns unemudn
mslfimadathnnnnsdanaudeglurnsiusmaulndduanas dweuniegaznsenuiuiuiadtuaunseis
Ryt euiuieg ey ol TansldiunanAnnanmUdessdelfrnanuiiuiange §id3s
Gorldmelinnsnauiiuiiiftadunsaiadedimuardeinrngmaniaesiu wedansnautiuiagruald
mudaneiiamsimaneidemieniulutgagevesumusziug Wedumsedrmemiuianion wazthndumn
Snadduthsievesunlssiusifieadweuduennmludnunzruntutumadanad wanedemseuiy
dusunstuiinli iﬁ581%’5@5ﬂwa§ﬂ1ﬂuwwﬁwuﬁﬂdwLwﬂﬁﬂéfﬂguqmymgmﬂw%auﬁ’uﬁsmﬁ'lﬁ'm"] key clicks
IAuULYRIUIIVIA 919 Example 10

5
e

EV. SV NV SV SV SV SV S Sy |
%

#>
key clicks
o E
G

3
| — —
I |
VA Y SV SV S |
H—H—H—H—

DV 4

S

=

#F key clicks

b F—— T

%’—x—x—x—x—x—>@x—x—>gx—xf
JIf

Example 10 Two Sides of the Same Coin, m. 62

Source: by author

3. ANSNAILIINUBY

3.1 msinluduladeawuniinin

AIdghunanuasnldlumsinuineduniddeainassaundssius ante dmiulvuniu

wnlelviu Gefiuladesnwumininduingfundnuiseen Inednausuuiviuedegsfitudanniuninag
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msnsyatunsdauetuladssiognueuea namme Inevhlukdiiusanasseneuiuansalinisosises

'
| =

sowlleaiuluwiueuiieseiudeowing q luduladewiselun dwsuunlseius v loda oo wex Ly Aoe
fidehiausimeiiunndndagliuunihueadunsiiaueynandnuae (characteristic) iuddny ogau
wuvhuadlunaufuresunyseRusitumeuAavdnidunsasudduesdesiemeianslinduf ey
waznamaudemstiltslutuladounuindn ogdlsfnm Welusuladeshildldgninuldesnetesdes
seilentammlunsiies uiidumseos 9 thiaueegsreelumeely mensnalinliiinnunsedanseneuay
Fudeimgn & Bxample 11 Wlddidalumnsalausnleln 1 anadihiu) egludulades A mwuminin
FinaudiFenldnfissdmmimosiuladounlfludesu whldndmindeszgnldlunondslurnei
windalaugnlalnu 2 (enaudung) ﬁ?uagﬂuﬁuimﬁm eb iuminiin uazgnliludnuameniufainandrsiu
wenaniilenedunmsuds trdurerunyssisSuandinsussiuiuresimesiuladssiussamdoniu
Snee dmsuruesudnvasdonuadn 3 4u Saduwuhuediiunumsessnmsasuddureadeuas

wiunsitvuladedasinindudiulvg

) =66 (,=132)

Alto Saxophone 1

Alto Saxophone 2

bisb.
o(ee)_»
K\ =7 Ivj
{ry— L
A%
e
‘<P
4™ I Il £ .I
(Y T

Example 11 Two Sides of the Same Coin, mm. 1-7

Source: by author

T luduladaaldlaandaiieawanisiiuntglusurlawuindasingu veesadsludulades
Weniudsanunsadreludwundulazadulvanlmauiu deiuanslu Example 12 wWinlgdndumsladulades

G Wundn (enaudunktu) srufumatansnsulunsfeny wazdulades D wunndn (9naudena)
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Inenildalutulademiugninnlddulindusnvesnmslalinedn 3 9u sudumsiaweassiulademiouiu

Tudnwa A tuse i asnums

{#]
3371

Example 12 Two Sides of the Same Coin, mm. 25-28

Source: by author

uenNIBMsFannaIni1edu Suladsanuminindsdimaasuuvasegnannd Tnody
msdenltiniesnsdnsnlfifudnvarvesyangaliin (pitch collection) uduUasuthilaidesosudundu 2
Fmstildsmtunslalinato 3 4u & Bample 13 ussilauoduufinotu maudsumanduliafinadudul
Adunadsuandudduliuiuuyiuedunmen wieurlianuiinnssdunsuinuaniuauiaeion

TAunaums o nA2e

Ebpent.  Gb pent. E pent. G pent. Bb pent.
() > . be bf > 4 he bie >ﬁ
4 i P e ot 4
fry—7 ———— va 1 =7 7 o
12y |
T == —=
Bbpent. Db pent. C pent. Bb pent. Ct pent. [ B pent. ’ Ab pent. ‘F” pent.
11 — 1 b
0 ﬁﬁ = | > I} IFM#P—#‘F—
7 I . 7 -
o7 - Z e e
NP 7 | —
~e) |y
=
S

Example 13 Two Sides of the Same Coin, m. 39

Source: by author

3.2 deslinaundulunulvinues

&

=] ! A [ < a = o a [ v ¢ 3
desldnaundulununhussdudnuilsingiundniuunuseus v loda oo wey 1o Aoe

Falunsiauedugideanszing (dissonant) Wausnlglnuaasaissussamiouiu Ineniunislddug

Y
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o w o o

2 1395 (M2) uag 2 luwes (m2) Wuddy wavdngninauslewsnlalniurisaadnsoussiadliniuans

o
I [

ymandnwez (characteristic) Wenfiu Jugidsaduillagninaveidudusn Wwaldaainundsziusuaziiie

[ a <]

veniudeisnnuduingivddgiiazlasunmsiamunsely diiuandlu Example 11 Wosil 1 Ssvizdl 1 §uig
wuunlaln 1 uae 2 wulindnvaedong rhythm) wilouiu wasdudug 2 wiweinalisaydn (grace note)
wazlumnan

= | & & A o ~ vy 1o v d' &

detlinaundudiunuimanndudieuuivinuesinisldtudesanseandussesaunuiuies
= g a ! a 1% Y [ = [y | LY val A [y =~ 3 £ ! a
fPugandudy mensidanvaeduzmleuiuudgninislitinismaeuiuiedunisldneuseninaunied
AURS BNVUABUNTIA LN LN U0 LATBINA UL A UNS DU UBE N UNAY 73 Example 14 @iiau

g 2 uuesmemsaznadudugieades (enharmonic interval) iudauann

=, T b o= bishwen P
0 £ EEEEE E £ ef £ Eié#f s 2T ® E
P 7 =S=S=0 i —— i i : :
) L T o P —
=, vwwwewwwew bishgwew  — SR
NEETITIT ezlr Jr s b (.t
pam——— = &= =& — ; : —
ne fr —5:__—-mp Ip Nid —_
vib. 1/4 bish. veae . Pramrey . tongue . tongue
_n iy i b Lo te ar ram % 2o AT ram
vib. 1/4 bisb. [ /'T_‘\ - . tongue b tongue
T— | /_:M I) - air ram - air ram
%A—‘:—'—E E%ﬁ“ 1%“1’1'".-“. k — E%r;*',-g__ ———
~ fp 7 S — 7o —

Example 14 Two Sides of the Same Coin, mm. 13-18

Source: by author

3.3 mswaunaUldatutuladsanumindnuandedsinaunay
wiadan1suseiuslugamaiawiuesesenlusntusienskaunauduladesnumiingn
wazdedlinaundudiieiu senslilinusdvsciuladssnmmininduyangulin 3 & Ineaunyuiu
s & Y N o o 5 v & o < = - T
Fuduain 3 9u dnviadnnslimslaldaain 3 Tuvesnlalnuisaeeseavdeniulurgeon (passage) wae
Tdhinantuladesiisniuioe f3 Example 15 Wiuldindesedinanlugaesganagulin wauenlaliu 2

Mo Wuyangulis B, D, E 9ndulaidss D imuninin anntuiuiuenlalily 1 unsndiunsnumva g

a o

yanaultn C4, Df, F andulades F# muminiin vilidemsdewiviuremsaesiulades uazdliameulin

(% v
v J v =

AR Nans wazawatsiavngu Wulatuginediuandudug 2 Faivavdnamaesuagluues agielsiony

Tunmsileulinszninangy vegilunmsaenatugoudes wu D-Db (A1) Wisuwiniu D-Eb (m2) vise DE-F (d3)

WeUINAU Eb-F (M2)
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F# pent.
| |
== ]Fﬁ&rﬁw&w\ (gt g
)" A1 " =
o 71 T T 1 —T T I\ID hL h L
o g — g ——— )
pp——————— mp
D pent. F pent.
T \  —
%‘!’T"F:F':rﬁ:r.’:rrm"’ o e B s e i =S =
N O

Example 15 Two Sides of the Same Coin, m. 88 (left),
dissonant intervals formed by superimposing different pitch collections (right)

Source: by author

dl a ¥ ¥ 1

ASEWALANNTUTERUSAINOSUNeT19RAUY danalinunsianuiiaulaluldnisiasuddusie
D W oA A = PRy ' 2 & ° v ) = & o Y] ~ P

WU nanfe Welwudssndmnnsunilunsiiauslunlutuladesiu 49 Example 14 39wgd 1 Juin
wnlalviy 2 Wildelutuladss D wumindndueiasneidadeadinnunaundulusies Wakuenlglny 1
WNSANUNUA e 2 sglanludulades FE wmunmindn dewalrinsiaudduseriaasiuladsaasining
linaunduvestug 2 Bnisaadedilndidesiunminliilesussiiaudunsyynuesngudein (cluster) Tivewe

= ¥ ] < d' [y} 1 ] dy M ¥ o = 1 1 = 1 1 v 1 =
dnene agelsnau nsmdsuiuvesragesillilmhauaiisuwianulinaunduseninayangulunegamien

1 a v 1 1 1 v d‘ v d‘ o = dll a A
UYEinsllms s (common tone) luseinsyangulils Wielvimsmvaenvesviuadanususumaeiides
Tnaunduiiu A3 Example 16 wiulsanlin G (enau@iniu) Wultesulugengulipandulades G, F uaz Bb

wuvniniin uazliln Bb (anaudua) Wultesuluganguldaaniulades Bb uaz Db twunlnin

G pent. D} pent.

f 1 ’ '

O rir e e e ErreiiEn

0 G bele)fonfontfoaf |Lhe’f o of "ELafrEr L,

P{} P mf p———"mf

Bb pent. C pent.
F pent ‘ s : /___\'
m
AP T SR geleeleceel, Feelee’e
¢ = =

mp P mf p———mf p—————nf

Example 16 Two Sides of the Same Coin, mm. 89-90

Source: by author
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Example 17 Two Sides of the Same Coin, m. 95

Source: by author

4. Tassadraunusenus

P

AIdenalassaisvesUseius v lova oo inoy tau raey Listednau Ineyndn (characteristic)
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Table 1 Structure of Two Sides of the Same Coin

Source: by author

Sections Characteristics Measures
Section 1 (A) Rapid passages, color trills, interplay 1-24
Section 2 (A") Rapid passages, color trills, interplay 25-40
Section 3 (B) Climax, use of the very high register (altissimo), Interplay, 41-72

intense sonorities produced through multiphonics

Section 4 (A”’) Rapid passages, color trills, interplay 73-83
Section 5 Overlapping swirling passages, prominent parallel motion, 84-101
(Coda) the reprise of extended techniques to conclude the piece

anUsiena (Discussion)

MATeAsNETIAUNUSENUS v [oea 0o ey 1oy Aag dnSudalauaniglNuaaLAIed LARTUAIN

v

P

rusdlavesldendensihauemeilansussasiirys awaiovasusnlalviu loun nsnsuldndudiediu nsly



MAHIDOL MUSIC 338 VOL. 8 NO. 2
JOURNAL JULY - DECEMBER 2025

Twaunu nsldideasysy Msdndulegldagania madiay mygades Mswvangidemsauiy wagnisna

9 @

wiuih fasunslisuladeanumininesusvsauasiiduds uasmsthiaueaallinaunduresuuyiues

HRdeafirulsyiug v lona oon ey iow poen] Wik we. as3einnd wenunily ennsdussinanunin
wipaanllsl uay o Yewa Srmmeyauia ensdfimsenuivisiouiaulls InedenTenefal winedendioa
L‘flu@j LLﬁNﬂ%ﬂUgﬂJi}ﬂﬁ (World Premiere) T1sa1u 18th Thailand Interational Composition Festival 2024 Jpaulag
Wendunsenedal univendeuiieg SleTuil 16 Aevnau w.el. 2567 &3 Figure 1 uag Figure 2

uonanil unuseius v Lol oew e Lo Aoen] Silfuandunumanianua’ XXI Ciclo Internacional
de MUsica Contemporanea s Conservatorio de Musica Jests Guridi Useieiaiu SleTuil 7 Sumau wel. 2567
wandlag we. A3 3l wnwily S Guillermo Presa tnuanlalnuymauuluunungu@atu Bun Leng
Project §13 Figure 3 dwsunsuansadetl wer. as e and nonwnils wuewnAemsussasunssiusdelous
wsrleliuasaedos fidvadldluunAntiusgBannzdumadalenanmudulUldfunsstusazannso
usnasteuenlelnusiindunarlinadwsifiBeuduioatutunsuansatuiaiu doldfuilatulsusily
wsnlalviundy (idesAnussiulatumsusaasielssiussnleludeuiy Snvsnauisuddusezmada
msussasiirivaivsuluansedfguesunlseiusnannsaaienenldnsuduauysaiiasiivsednsnm
(effective) agUlsin unusewus g losia oon 1oy tow Aoen] asnsaussiadlsvissalauenlalruilmdesiy

Y

yuua waslausluenlaliunliidesaslawauny Jainawssaunsadenatuluniswansls

Figure 1 Premiere performance of Two Sides of the Same Coin

performed by Asst. Prof. Dr. Wisuwat Pruksavanich (left) and Piyaphon Asawakarnjanakit (right)
at the 18th Thailand International Composition Festival 2024

Source: by author
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Figure 2 QR Code for Two Sides of the Same Coin (Alto Saxophone, World Premiere),
performed at the 18th Thailand International Composition Festival 2024

Source: by author

Figure 3 QR Code for Two Sides of the Same Coin (Soprano Saxophone),
performed at the XXl Ciclo Internacional de Musica Contemporanea

Source: by author

aﬂuaz%’mauauuz (Conclusion and Suggestions)
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Abstract

Background and Objectives: Khaen is a traditional musical instrument from the Northeast of Thailand, made
from a type of bamboo. It has a beautiful sound and a unique playing method that has been passed down from
generation to generation. It is taught through wisdom. In the past, students had to travel to become disciples
of teachers at home and had to put in effort to leamn. At present, Khaen is a traditional musical instrument that
is taught at many levels of education. At the tertiary level, it is taught as a major subject for music students,
such as the Khaen major in folk music. In addition, there are schools in the Northeast that offer elective courses
for interested students. In the past, Khaen was only taught by Thais, but now it is of interest to both Thais and
intemationals. The College of Music, Mahasarakham University, offers Khaen as a major subject at the undergraduate
level and as a core subject for all students. At present, more international students are studying at the college
and are interested in learning how to play the Thai Khaen. However, most of the Khaen playing documents are
in Thai, so international students do not have documents in English to help them understand the principles
of Khaen playing. If they cannot understand the basic principles of Khaen playing, they will not be able to

develop their skills to higher levels of Khaen playing techniques. Therefore, it is necessary to create Khaen playing
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teaching documents so that international students can learn by themselves. Therefore, the researcher conducted
a study to develop practical skills learning activities based on Davies’s concept of basic Khaen playing, including
effective training sets according to the 80/80 criteria, and to study the practical skills of Khaen playing of
international students who study by developing practical skills learning activities based on Davies’ concept
of basic Khaen playing, which will enable international students to learn and practice Khaen playing skills by
themselves, which will further develop their Khaen playing ability.

Methods: This research is an experimental research study. The researcher conducted an experiment according to
the One Group Post-test Only Design research plan. The sample group used in this research was 10 international
students studying in the ASEAN Music and Culture course, which was selected by purposive sampling. There
were 2 types of data collection instruments: 1) Basic Khaen playing skill training set (for international students);
2) Khaen playing skill assessment form, which had systematic steps in making the instruments and had experts
check them before using them for data collection. In collecting data, the researcher used the instrument for
an 8-hour experimental teaching session, with the following contents: Week 1: Basic knowledge about the
Isan Khaen; Week 2: Training in reading Thai musical notes; Week 3: Training in reading basic pattern notes;
Week 4: Basic techniques for playing the Khaen; Weeks 5 and 6: Isan folk songs with the Mekong Toey pattern;
and Weeks 7 and 8: Burmese Toey pattern. The experiment was conducted with a selected sample group.
The data was then analyzed using various statistics to obtain answers according to the objectives.

Results: The analysis of the effectiveness of the practical skill learing activities based on Davies’ concept revealed
that the process efficiency, as measured by students’ formative assessment scores, averaged 82.00%. The
outcome efficiency, based on the post-learning practical skill assessment scores, averaged 83.00%. Therefore, the
overall effectiveness of the learning activities was 82.00/83.00, which exceeds the standard criterion of 80/80.
This indicates that the developed activities demonstrated a satisfactory level of effectiveness. Furthermore, the
assessment of students’ practical Khaen-playing skills—after participating in the leaming activities based on Davies’
concept combined with a structured training set—showed an average score of 84.80 with a standard deviation
(SD) of 3.04, equivalent to 84.80%. This result, which falls within a “good” level, suggests that students were
able to effectively develop their Khaen-playing skills through participation in the designed leaming activities.
Conclusions: In this research, it was possible to develop practical skills learning activities based on Davies'
concept of basic Khaen playing, including a training set, for international students, enabling international students
to learn and understand basic Khaen playing more after practicing basic Khaen playing, including a training set,
and to evaluate the learers' skills using the assessment form created for the said activity. This research provided
a tool that helped international students learn to play Khaen by themselves and be able to practice basic

Khaen playing more effectively.

Keywords: Practical Skills / Basic Playing of the Khaen / Folk Music
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! Charoenchai Chonpairoj, Beginner’s Guide to Khaen Playing (Maha Sarakham: Srinakharinwirot University, 1983). (in Thai)

2 Sanong Klangprasri, The Art of Khaen Playing: The Miraculous Sound of Tai Ancestors (Nakhon Pathom: College of Music, Mahidol University,
2006). (in Thai)

3 Charoenchai Chonpairoj, Beginner’s Guide to Khaen Playing (Maha Sarakham: Srinakharinwirot University, 1983). (in Thai)

4 Sujit Wongthes, Singing, Dancing, and Music: The Performing Arts of the Siamese (Bangkok: Ruenkaew Printing, 2008). (in Thai)
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Figure 1 Components of the Khaen

Source: by author
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The main components of a khan consist of 5 parts: 1. Bamboo tube, called “Here” metal
tongue 2. Tao 3. Chan Rong 4. Thao Yar Nang, and 5. blocking wood. Each has a central perforation of
about 1 centimeter. The length determines the pitch level. For example, a small-sized conch shell is
approximately 40 centimeters long, while a large-sized one can reach about 3.50 meters. However, the
Khan commonly used is of medium size, approximately 1 to 1.5 meters long.
g AdeldWanAanssunsSoudinurufoRnisdiweud ssudmsuidnesined Taed

MEs U Inewasn8Ing Y wazlamuszavsnin lanads Table 1

Table 1 Results of the analysis to find the efficiency of the development of a basic Khaen playing skill training kit

Source: by author

Score during study Total Practice Practical Skill
o Practice 1 | Practice 2 | Practice 3 | Practice 4 | Practice 5 Score (100) Score (20)
1 19 16 18 19 17 89 19
2 17 16 15 17 17 82 17
3 15 15 15 15 15 75 17
a 18 17 16 18 16 85 17
5 19 15 16 18 14 82 16
6 19 14 15 17 15 80 17
7 15 14 15 17 17 78 15
8 18 17 16 18 16 85 15
9 16 16 15 18 15 80 15
10 17 16 17 17 17 84 18
Total 173 156 158 174 159 820 166
Average 82.00 16.60
Standard Deviation 4.0 1.35
Percentage 82.00 83.00
El/E2 E1l = 82.00
E2 = 83.00
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Table 2 Results of the study of basic Khaen playing skills

Source: by author

Thai Music Basic Khaen Toey Khong Toey Phama
Student Total Score
Notation Reading Technique Pattern Pattern
No. (100)
(40) (20) (20) (20)

1 35 18 19 17 89

2 37 17 18 17 89

3 34 17 18 16 85

a4 34 18 19 16 87

5 33 16 18 16 83

6 34 17 16 15 82

7 35 17 18 16 86

8 35 16 18 16 85

9 32 15 18 15 80

10 33 15 17 17 82
Total 342 166 179 161 848
Average 34.2 16.6 17.9 16.1 84.8
SD 1.39 1.07 0.87 0.73 3.04

Percentage 85.50% 83.00% 89.50% 80.50% 84.80%
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Abstract

Background and Objectives: On the guitar, a single pitch can be played at multiple positions on the fingerboard,
and each position has implications for interpretation and physical efficiency in shifting to other positions. Fingering
study is essential for developing systematic and coordinated performance between the left and right hands.
Numerous fingering concepts exist, and the determination of fingerings plays a vital role in guiding performance
practices, such as accompaniment and improvisation. This article aims to present the fundamental fingering
concepts within the CAGED system on the guitar, srounded in the five basic chord shapes—C, A, G, E, and D—
while emphasizing key left-hand finger positions. This study deliberately excludes analysis of voice-leading and
specific chord voicings.

Methods: The study presents observations based on key left-hand finger positions associated with each of
the five chord shapes. In the C Shape, two key positions are found on strings 5 and 2; in the A Shape, on strings
5 and 3; in the G Shape, on strings 6, 3, and 1; in the E Shape, on strings 6, 4, and 1; and in the D Shape, on
strings 4 and 2. These finger positions are used to construct various arpeggio fingerings (major triads, major
seventh chords, minor triads, and minor seventh chords), scale fingerings (major, major pentatonic, minor,
and minor pentatonic), and chord fingerings (major, minor, diminished, major seventh, minor seventh, dominant
seventh, and half-diminished seventh chords).

Results: The CAGED fingering system is based on five foundational chord shapes—C, A, G, E, and D—each
identified through its corresponding Key Fingering positions on the left hand. These positions serve as critical

anchors for constructing arpeggios, scale fingerings, and chord voicings. Each fingering shape typically spans
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four to five frets. The CAGED system does not require every fingering to contain two complete octaves or
to start or end on the tonic note. In arpeggio and scale fingerings, the key positions consistently appear, while
in chord fingerings, some shapes may omit certain positions for ergonomic reasons. The choice of left-hand
fingers used to play these positions is not fixed.

Conclusions: Each CAGED shape includes 2-3 Key Fingering positions, and a clear understanding and
memorization of these positions can greatly enhance one’s ability to develop further fingerings aligned
with the CAGED framework. The article refers to these as the C Shape, A Shape, G Shape, E Shape, and D Shape,
although some texts may use alternate terms such as C Form, A Form, etc. When applying these positions
creatively, all Key Fingering positions may sometimes be included or selectively omitted depending on
suitability. Though different sources may label or interpret the CAGED system in varying terms, they share

similar underlying principles.

Keywords: Guitar Fingering / CAGED System / Key Fingering Positions
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Example 1 Five Basic Chord Shape

Source: by author

711412 C Shape (C Shape Fingering)
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C Shape Key Fingering Position
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Example 2 Key Fingering Positions of the C Shape

Source: by author

iz A Shape (A Shape Fingering)
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Example 3 Key Fingering Positions of the A Shape

Source: by author
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Wl\iﬁ’:) G Shape (G Shape Fingering)
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Example 4 Key Fingering Positions of the G Shape

Source: by author

i E Shape (E Shape Fingering)
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E Shape Key Fingering Position
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Example 5 Key Fingering Positions of the E Shape

Source: by author

Mﬂﬂﬁ’a D Shape (D Shape Fingering)
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Example 6 Key Fingering Positions of the D Shape

Source: by author
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Example 7 Fingering Positions for the C Major Chord (C)

Source: by author

nstiaresalues (Minor Chord Fingering)
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Example 8 Fingering Positions for the C Minor Chord (Cm)

Source: by author
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Example 9 Fingering Positions for the C Diminished Chord (Cdim)

Source: by author
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Example 10 Fingering Positions for the C Major Seventh Chord (Cmaj7)

Source: by author
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Example 11 Fingering Positions for the C Minor Seventh Chord (Cm7)

Source: by author

matinasanaditiudnuida (Dominant Seventh Chord Fingering)
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Example 12 Fingering Positions for the C Dominant Seventh Chord (C7)

Source: by author
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meianesanRiduinuide (Half-Diminished Seventh Chord Fingering)
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Example 13 Fingering Positions for the C Half-Diminished Seventh Chord Fingering (Cm7b5)

Source: by author
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Example 14 The Improvisational Line is based on the CAGED Fingering System

Source: by author
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Example 15 The 12-bar Blues Progression Based on the CAGED Fingering System

Source: by author

MaihsruueIRdieusaUssgndauduTuS lanvaeiln denrdesiunfs Likens (Keith Wyatt) la
nanlilunilede Blues Guitar Soloing agtaselain nuihsvuuimadldladinegiiewmseleniuaasivintu
[ s s < a v ¢ Au v su & [ Y Y Yo d [ [
niuuenliues rosavuldnneiitud uwasananduiusiufamsadamellilu 5 suuuuliudeniu lavende

aqa dy a Qy 6’6 1 <a IS ¥ a Qy Y = o ¥
ATNIINUFIULWIARIINNNUITSUULATN pgnalshmmndanulavuiAemeiudinaiunsatinanuse & neley

6 Keith Wyatt, Blues Guitar Soloing (Milwaukee, WI: Hal Leonard Corporation, 2014), 62.
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7 Jetnipith Sungwijit, “Electric Guitar Performance Interpretation in ‘Like What?,”” Mahidol Music Journal 7, no. 1 (March-June 2024): 124-139.
(in Thai)

8 Jetnipith Sungwijit, “Power Chord Part 1: Basic Concept of Power Chord,” Rangsit Music Journal 14, no. 1 (January-June 2019): 3. (in Thai)

9 Joe Pass, Joe Pass on Guitar, ed Kenn Chipkin (Van Nuys, CA: Alfred Music/CPP Media, 1996), 8.
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