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Abstract

Background and Objectives: The research project “From the Rings to the Reeds: Music Compositions
Based on Thai Boxing Dance” emerges from critical recognition of the profound aesthetic dimensions and
cultural significance embedded within the Wai Khru Muay Thai, a ceremonial practice that constitutes
an integral component of Thailand's intangible cultural heritage. The ritualistic performance tradition
operates as a complex artistic system which combines musical elements with dance choreography and
combat techniques to present vital aspects of Thai cultural heritage and philosophical beliefs. The Wai
Khru ceremony presents an intricate combination of musical elements and bodily movements which
performers maintain through oral tradition and physical execution while the Pi Klong ensemble provides
its unique sound palette. Wai Khru Muay Thai exists as a sophisticated repository of cultural memory,
encoding within its formal structures the philosophical principles undergirding Thai Buddhist cosmology,
social hierarchies, and ethical frameworks. The ritualistic movements which honor teachers and ancestors
and protective spirits function as cultural transmission performances through which practitioners demonstrate
their connection to history while preserving their community's fundamental beliefs. The practice of Wai
Khru enables participants to establish educational links with tradition which generates spiritual growth and
artistic development and social consciousness that enables knowledge preservation between generations.
Despite its long history and complex artistic value, Wai Khru Muay Thai has not received enough attention
from modern composers who could use it as a base for their work. This study addresses this gap by
interrogating possibilities for creative reinterpretation of musical essence distilled from Wai Khru Muay
Thai within modern art music composition. The research aims to study the process of transforming Wai
Khru Muay Thai into modern Western woodwind instrument compositions which would expand musical
repertoire and create cultural exchange opportunities. The selection of woodwind instruments was based
on their acoustic qualities and because their breath-based sound production creates direct physical contact
between performer and instrument, which allows for precise dynamic control and expressive inflection
that mimics human vocal emotional responses.

Methods: The methodological framework unites analytical research with artistic creation through a research-
through-creation approach which allows theoretical analysis and compositional work to mutually support
one another. The first stage involved a thorough examination of academic materials which studied Wai
Khru Muay Thai and its ceremonial importance and musical heritage. The research identified essential
rhythmic structures and melodic patterns and scalar systems and symbolic gestural elements which
together form a complete set of musical components for composition development. The research study
analyzed three main aspects, which included pitch organization and scalar construction, rhythmic structures
and metric frameworks, and timbral characteristics and instrumental techniques. The research examined

Pi Java's unique melodic shapes and modal characteristics and decorative elements together with Na Thap's
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intricate rhythmic cycles and accentual structures. The next compositional stage combined the traditional
elements found through analysis with Western compositional methods, which included pan-triadic harmony
and various formal structures and extended woodwind playing techniques such as multiphonics, flutter
tonguing, and vocal-instrumental approaches. The selection of musical elements followed two guidelines,
which aimed to increase expressive and structural complexity while maintaining clear links to Thai cultural
heritage. The research maintained academic rigor and cultural authenticity through its use of structured
interviews with expert practitioners and scholars who specialized in Thai music and ritual practice. The
finished works became available through three distribution methods, which included public concerts,
analytical studies, and digital platforms that provide free access to scores and recordings with interpretive
explanations.

Results: The research produced fourteen new musical works which successfully combined Thai ceremonial
dance elements with Western classical music components. The three representative works, including
Echoes of Grace and Valor, Sacred Homage, and Celestial Serenade, show how the gestural language
and melodic development and rhythmic intricacy and tonal elements of Wai Khru Muay Thai translate
into woodwind performance techniques. The modern woodwind repertoire receives important additions
through these compositions which introduce performers to culturally unique pieces that test their technical
skills while delivering fresh listening experiences through genuine cultural materials. The compositions
received major public attention because they were performed at national and international venues which
earned positive reviews from professional musicians and academic experts. The project reached wider
audiences through its strategic distribution across academic conferences as well as digital score libraries
and streaming services and curated playlists, which made both artistic content and theoretical materials
accessible to the public.

Conclusions: This research demonstrates that Thai traditional dance and music embody substantial artistic
and theoretical value for contemporary compositional practice, offering rich source material providing
genuine insights into alternative organizational principles and expressive possibilities. The research shows
that protecting cultural heritage needs more than just keeping records because traditional knowledge
systems need creative methods to stay alive when they interact with modern artistic settings. The project
develops a repeatable research method which researchers can use in future studies while building lone-
term facilities to protect and develop and promote Thai musical heritage worldwide. The research shows
how traditional knowledge systems unite with modern compositional techniques to build international

intercultural musical exchanges which protect Thai artistic heritage for contemporary cultural production.

Keywords: Wai Kru Muay Thai / Thai Boxing Dance / Woodwind Instruments / Contemporary Composition
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Example 1 Rama’s Arrow, mm. 1-6, ascending and descending scales that represent the movement of Rama’s Arrow

Source: by author
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Example 2 Echoes of Grace and Valor, mm. 13-18, melody of Khaek Chao Sen,

which serves as the opening melody to begin the piece and introduces the primary melodic material

Source: by author
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Muwendnwalliununmngs NaukaunaLDeYBInURS eiiuwnAnMsUsERusSay Tuan Tu Example 4

12 TM-TU, “Sarama Thai by Khru Paitoon Unhaka; Thai Music Melody Project,” YouTube video, 5:30, September 14, 2016, https://www.youtube.corm/
watch?v=KTVGRatDFUA.
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Example 4 Divine Discus, mm. 44-48, syncopated rhythm

Source: by author

5. l@s (Etheral Climb for Bb Clarinet and Piano)
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Example 5 Etheral Climb, motives of the main theme 1 and 2 and the melodic variation
between piano and clarinet part

Source: by author
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6. dunanlunadnn (Spear’s Echo for Bass Clarinet Solo)
AIdBuanaisnsussius e bidnaunsanusol ndenunmadlaageminsy wiinazdedatiane
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ad lib. player's own I Improvise harsh vibrate with bendin pitch
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Example 6 Spear’s Echo, performance techniques that can achieve results of
good performance quality proficiently

Source: by author

7. AULAeA3 (Strategic Mastery for Contrabass Clarinet)
Tuge8nws D vesumad lu Example 7 pounsiuananside wuanailinmign € dewilian
A’k & oA = v A a aa Ny A oa v o G | a &
waraSatuilrNENEn NI usiiRuasddudedmildaenn nsldaeunsiuanasilalugindesd

TifgausiaSad1smurinuuuwresiues uwndadumsuansdsnnudunglunsididesifioassussennians
sunelvefilmudnaanslaanaie
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Example 7 Strategic Mastery, mm. 68-69, cadenza of the Strategic Mastery

Source: by author

Tugrwnevasmuaug Insidmediansidulinilanuinvesiugideseg1dunduanlinagn
(Low C, C) lgaltinaddia C6 Falurrndenitaeseanym mandeunivewimedudnuaeil bidewsuandiiiu

DePuyITMen uwADANSUTSEe Fmuliusstnlises aarussUssnni widsiausmsussaamaansE aude
Ahaulavesrpunsuanaisiin
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8. %edWiu (Flying Swan for Oboe and Piano)
uassmstevean manuRisuah e Airdsaeetnilafiuiugiiesh dnyhwiuesmedely
Afduhussedwjinasmiuidunmaedeulmsuseutesvemsd u Example 8 Imadeslonihussiana
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Example 8 Flying Swan, mm. 1-5, oboe melody that creates the imagery of the swan's ascent

Source: by author

9. uﬂgﬂﬁaum\i (Celestial Serenade for Cor anglais Solo)
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nsihweliansustiawesUaenenliiuaesong Tugieenus A a9 Example 9
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] ” molto accel. II] atempo A
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Example 9 Celestial Serenade, various techniques on the cor anglais to imitate the sound of pi Java

Source: by author

10. a8UsAN (Tribute of Reverence for bass oboe and piano)
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Example 10 Tribute of Reverence, m. 14, use of glissando in bass oboe’s melodic line

Source: by author
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11. danadawanan (Sacred Homage for Bassoon Solo)

YA v o

Aidetauelassaisdemndnualluuninas “aenasessnan” Tu Figure 2 Minausludfndnual
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SACRED HOMAGE
FOR BASSOON SOLO

Strophic Form Design

&k
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Figure 2 Sacred Homage, musical form diagram

Source: by author

12. \@@a1nw4 (Tail-trail Tiger for contra bassoon and piano)

YJQU\'LQIO

Aeliiihuedildannsoesiueinsussauietynveseransdantn uaegu Jadufalud

Y

fyedsuazndunivansulusmseussing uldlunsussiiusvhussdmiuasunsiuiagy wiiviuesdsnan

| YA v

)~ v v a Y = ‘:4' v o A & a | [ v
"\]gllﬂUWN%U%QUIULiﬂﬁm@QQQV'Jg llﬂ’ﬁL‘UaEJULLﬂaQSU@\ﬂumﬂgU@Iﬂi@ﬂ'ﬁl@@umﬂﬂ@%@a@@na’] LLG\Q"J"\]EJVL@La@ﬂIGU

PraudeswosreunuagLidenssULuumsad ouivesiialied1dasy annsawdeulmliedesinga ili
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Example 11 Tail-trail Tiger, mm. 141-146, melodic line derived from the notation of the excerpt played by Pi Java

Source: by author
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13. LUiyﬁl'Nﬂ‘LJsxa‘lﬂi (Dance of Valiance for Alto Saxophone and piano)

vYa o A
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Example 12 Dance of Valiance, mm. 40-46, cadenza that serves as a bridge to another section

Source: by author

14. wsuudnn (Four-faced Brahma for Woodwind Sextet)

e “wsuianin” Wuundseiusdmsuineiudundiin (Woodwind Sextet) W3onguieses
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Example 13 Four-faced Brahma, musical texture as a symbol of vision and perception in all directions

Source: by author

aAUs18NaN1598 (Discussion)
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&3U (Conclusion)
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Abstract

Background and Objectives: In recent years, a growing number of primary school students have been identified
as having a tendency toward learning disabilities, which significantly impacts their academic development,
classroom adaptation, and social functioning. Of particular concern are deficits in executive functions—a set
of cognitive skills involving self-regulation, planning, working memory, and cognitive flexibility. Students with
weaknesses in these areas often struggle with behavior regulation, following multi-step instructions, and maintaining
attention, all of which hinder leaming. Embodied cognition is a concept that emphasizes the integration of bodily
experiences into the learing process. When combined with music therapy—a well-documented method for
stimulating brain regions related to executive function—this integrated approach offers an innovative strategy

to support cognitive development in children with learning difficulties. The use of music and movement in
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learning may lead to improved attention, emotional regulation, and self-discipline, especially when designed
in developmentally appropriate, engaging formats. This study, therefore, aimed to: (1) explore the executive
function skills of primary school students with a tendency toward learning disabilities; (2) develop an integrated
embodied cognition and music therapy program to enhance their executive functions; and (3) examine the
effectiveness of the developed program in improving executive function skills among the target group.
Methods: This mixed-methods study was conducted in two phases. Phase 1 involved a survey of executive
function skills among 230 primary school students suspected of having learning disabilities. Participants were
selected from schools under the Office of the Basic Education Commission in Bangkok. The assessment tool used
was the KU-THEF (Teacher Version), which evaluates nine domains of executive function: inhibition, emotional
control, flexibility, initiation, planning and organization, working memory, task monitoring, self-monitoring, and
materials organization. Phase 2 involved an experimental intervention using a quasi-experimental design. Sixty
students were purposively selected and divided equally into an experimental group (n = 30) and a control group
(n = 30). The experimental group participated in a 10-session intervention program (45 minutes per session),
incorporating embodied cognition and music therapy-based activities, such as “I Create the Rhythm,” “Remember
and Jump,” “Move as | Plan,” “Clean it up,” and “I Am the Inspector.” All participants were assessed before the
intervention (pre-test), immediately after (post-test), and four weeks later (follow-up test). Data were analyzed using
descriptive statistics and ANCOVA to compare performance across the three time points between the two groups.
Results: The findings from phase one revealed that the majority of students exhibited below-standard levels
of EF, particularly in the domains of task monitoring, material organization, planning and organization, working
memory, and initiation. In phase two, the experimental group demonstrated statistically significant improvements
in their overall executive function scores compared to the control group (p < .05), both in the post-test and the
follow-up test. Notable gains were observed in planning and organization, working memory, and self-regulation—
core components of executive functioning necessary for learning and everyday functioning. Additionally, behavioral
observations and teacher reports indicated that students in the experimental group showed increased focus,
improved task persistence, and greater classroom engagement. Students became more confident, expressed
creativity, and participated actively in group activities. Many also demonstrated enhanced responsibility and
organization when managing classroom materials.

Conclusions: The integrated embodied cognition and music therapy program developed in this study was found
to be effective in enhancing executive functions in primary school students with learning difficulties. Its strength
lies in the holistic integration of cognitive, physical, and emotional engagement through structured and playful
learning experiences. The activities were developmentally appropriate, stimulating, and motivating for the target
group, promoting both skill acquisition and behavioral growth. These findings align with global research trends
emphasizing the importance of movement, emotion, and multisensory learning in cognitive development. The

success of this intervention suggests strong potential for application in regular school settings, as well as adaptation
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for other vulnerable student populations. Future studies should consider long-term implementation and cross-

contextual validation of the program to further assess its sustainability and impact on academic and social outcomes.

Keywords: Embodied Cognition / Music Therapy / Executive Functions / Students with Leamning Disabilities /

Primary Students / Integrated Intervention Program
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26 Adele Diamond, “Executive Functions,” Annual Review of Psychology 64 (2013): 135-168, hittps://doi.org/10.1146/annurev-psych-113011-143750.
27 Arthur M. Glenberg, “Embodiment as a Unifying Perspective for Psychology,” WIREs Cognitive Science 1, no. 4 (July-August 2010): 586-596,
https://doi.org/10.1002/\wcs.55.

2 Michael H. Thaut and Volker Hoemberg, eds., Handbook of Neurologic Music Therapy (Oxford: Oxford University Press, 2014).
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Abstract

Background and Objectives: This research focuses on the preservation and creative transformation of
phleng kiao khao (Rice Harvesting Song), a traditional Central Thai folk song deeply embedded in the region’s
agricultural way of life. The study reimagines this folk genre in the context of choral music, specifically exploring
how its cultural, musical, and poetic elements can be adapted into a structured a cappella choral setting. The
main objectives are twofold: (1) to investigate the musical characteristics and traditional vocal styles associated
with kiao khao songs, which include call-and-response structures, tonal fluidity, and improvisational phrasing;
and (2) to develop a choral reinterpretation that maintains these songs’ original spirit while applying principles of
Western music theory. In doing so, the research aims to bridge the gap between oral folk traditions and modern
choral performance, allowing for a new mode of cultural expression that resonates with contemporary audiences.
Methods: The study employed a mixed-methods approach, incorporating qualitative ethnomusicological
research with creative practice. Fieldwork of kiao khao song was carried out across four provinces—Suphan Buri,
Ang Thong, Bangkok, and Nakhon Pathom—where master folk singers (pho phleng and mae phleng) were
engaged through interviews and collaborative singing sessions. These interactions provided valuable insights
into regional dialects and performance gestures. They also revealed poetic structures and improvisational
techniques used in the original folk context. The researchers recorded and transcribed all collected songs
into Western notation, using digital audio tools and manual notation methods. Based on these transcriptions,
a series of choral arrangements were developed using four-part harmony as a base, though the final compositions
involved five vocal parts—including two ostinato lines—to retain the repetitive and rhythmic qualities of the
folk idiom. A laboratory choir was then formed to rehearse and refine the arrangements, providing feedback
that shaped the final performance structure.

Results: The findings confirm that kiao khao songs, originally used to ease the burden of harvesting rice
through humor and flirtation, possess distinct features such as semi-sung and semi-spoken delivery, flexible

rhythm, and tonal variance. These features posed challenges when adapting the songs into a choral format,

! This article is a part of the dissertation for the Doctor of Philosophy in Musicology at the College of Music, Mahidol University.
" Corresponding author, email: sarin_knight@yahoo.com https://doi.org/10.65824/mm;j.v9.282111
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particularly in standardising pitch and metre while preserving the natural speech rhythms of Thai language.
However, through iterative experimentation, the choralisation process succeeded in maintaining the cultural
identity of the original work. Key strategies included anchoring the pitch around baritone lines, using ostinato
patterns to simulate traditional repetition, and incorporating drone tones and traditional percussion instruments
(ching, krap, ramana) to emulate the folk atmosphere. The homophonic and antiphonal textures in the choral
arrangement allowed the piece to retain its dialogic nature, while enhancing musical complexity through
harmony. Audience responses from the concert tour indicated high levels of engagement and cultural resonance.
The inclusion of master singers in public performances validated the authenticity of the adaptation and
reinforced intergenerational connections. This study also demonstrates how traditional oral literature, when
translated effectively into written musical form, can serve educational, performative, and cultural-preservation
purposes within a modern framework.

Conclusions: This research presents a viable model for transforming oral folk songs into formal choral
compositions, achieving both preservation and innovation. The choralisation of kiao khao not only revitalises
a fading cultural practice but also opens new possibilities for integrating folk music into contemporary musical
education and performance. This method supports Thailand’s broader cultural policy goals, offering a sustainable
framework for safeguarding intangible cultural heritage through interdisciplinary collaboration and creative
engagement. The project stands as a testament to the enduring value of Thai folk music and its potential to

evolve within changing cultural landscapes.

Keywords: Creative Music / Phleng Kiao Khao / Choralisation

Introduction

Folk songs are traditional music sung and performed by local people for generations, particularly
in agrarian societies. These songs are passed down orally, supplemented by observation and memorisation,
often without known authorship. Performance styles include both solo and group singing, with minimal
accompaniment, often using hand clapping for rhythm.? Folksongs are found throughout Thailand, sharing
general and regional characteristics. They reflect local identity, cultural heritage, collective knowledge, and
Thai social life.

In Central Thailand, folk songs are transmitted intergenerationally. These songs are community-created,
with no fixed origin. They feature simple lyrics and melodies, composed with attention to rhythm and metre,
often in couplets or stanzas to ease singing. Central Thai folk songs can be categorised into seven types: lullabies,

consoling songs, children’s play songs, songs for plays, call-and-response songs, aria songs, and ritual songs.”

2 Anake Nawigamune, Songs Beyond the Century (Bangkok: Matichon, 2007), 1. (in Thai)
3 Sukanya Patrachai, “Central Thai Folk Songs,” in Thailand Cultural Encyclopediia: Central Region (Bangkok: Thailand Cultural Encyclopedia Foundation,
Siam Commercial Bank, 1999), Vol. 10, 4610-4624. (in Thai)
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Among rural communities, one of the most popular is the call-and-response or dialogue song, hereafter
referred to as phleng patipak (Lwawﬁwmé). These songs serve as entertainment and mirror social customs.

Phleng patipak is a “series of lyrical melodies with a uniform tune,” performed by young villagers as
courtship songs with witty, rhetorical exchanges. Patjpak songs are divided by complexity into three types: short
patipak, used in religious or ritual contexts (e.g., Pissathan, Chak Kradan, Puang Malai), long patijpak (e.g., Prop
Kai, Rua, Kiao Khao) and developed patipak for theatrical performance (e.g., Phleng Song Khrueang, Lamtad).*

Kiao khao songs are sung while harvesting rice. These strophic songs provide amusement, reduce fatigue,
and encourage unity. Typically performed during the harvest, lyrics often feature flirtatious call-and-response.
The exact historical origins of these songs remain unknown.” While valuable for creative development, traditional
kiao khao and similar folk songs are changing due to technological shifts in lifestyle. Though preservation efforts
exist, transcription into Western notation remains limited. This research aims to aid preservation and creative
development of kiao khao through choral arrangements.

In Anake Navigamune’s Phleng Nok Satawat,® 45 categories of Central Thai folk songs are listed.
Fieldwork for this study found only about 30 still in active transmission. These remaining types form the
basis for selecting songs to adapt into choral arrangements.

The study of Western music differs from the study of folk music in several ways. Western music education
often emphasises a structured approach to learning that fosters an appreciation and passion for music.” Here,
“Western music” refers to choral singing.

Choral singing is a formal style from Western traditions, where singers perform in harmony across vocal
ranges. In Thailand, choral singing began with Catholic missionaries during King Narai’s reign.® Later, Protestant
missionaries introduced four-part harmony during the Rattanakosin era, leading to widespread adoption in Christian
schools. Thai choral music grew during King Rama IX’s reign, with choirs established in churches, universities, and
communities, and further supported by the Thailand Choral Association and national competitions.

A key difference between Thai folk and Western choral singing lies in transmission. Thai folk songs
rely on oral tradition (mukhaphatha), while choral singing uses written notation. Thai folk songs use local
dialects with tonal nuance; Western choral music originally used Latin or European languages, with more

melodic freedom.

% Sippavich Kingkaew, Musical Cultures of the Four Regions of Thailand (Nakhon Pathom: Silpakom University, 2016), 9. (in Thai)

5 Anake Nawigamune, Encyclopedia of Central Thai Folk Songs (Bangkok: Pikanes Printing House, 1985), 15. (in Thai)

6 Anake Nawigamune, Songs Beyond the Century (Bangkok: Matichon, 2007). (in Thai)

" Kovit Kantasiri and Jiranan Tosin, “Techniques for Playing the Fiddle and Violin for Creativity Song by Kovit Kantasiri,” Journal of MCU Ubon
Review 9, no. 1 (January-April 2024): 1689-1706. (in Thai)

8 Monsikam Laovanich, “Processes of Developing Thai Choirs to Interational Standards: A Grounded Theory,” Srinakharinwirot Research and
Development (Joumal of Humanities and Social Sciences) 13, no. 26 July-December 2021): 90-104, https.//so04.tck-thaijo.org/index.php/swurd/article/
view/258849. (in Thai)
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With respect to tonality, Thai folk music uses major, minor, and pentatonic scales, similar to Westem
choral music. However, Western choral music applies harmonic accompaniment and modal scales aligned
with Western theory.

Vocal techniques differ: Thai singing uses nasal tones and horizontal mouth placement, while Westemn
singing uses a rounder, open-mouth technique. Thai melody follows text contour and regional rhythm; Westem
melody follows syllabic stress and harmonic progression.

Enunciation differs: Thai singers use a more closed mouth and treble sound; Western choristers use
open throats for smoother resonance.

Culturally, Thai folk music emphasises traditional preservation; Western choral singing maintains historic

conventions while incorporating new techniques. A brief comparison is provided in Table 1.

Table 1 Thai Folk Vocal Music vs. Western Choral Music

Source: by author

Musical Characteristics Thai Folk Vocal Music Western Choral Music
Transmission / Pedagogy Oral Transmission Western Music Notation
Language Thai: Official / Dialects (Tone of vowels / Latin / English / European (Freedom
Opening and closing consonants / Diphthongs of melody without text contour)
Tonality and Harmony Major-Minor Pentatonic / Western Melodic Orientation /
Natural Minor Major-Minor Pentatonic / Natural Minor
Vocal Technique More horizontal mouth placement / Nasal sound More vertical mouth opening

mostly used / Grace note of wording mandated

Nature of Enunciation A less open-mouthed Thai speaking style / Opened and rounded sound
More treble (Opening of throat / face)
Cultural Identity Traditional Preservation Modernism

Recognising this, the researcher aimed to document and choralise Central Thai folk songs—particularly
kiao khao—as part of a doctoral research project entitled “Choralisation of Central Region Thai Folksongs,”
supported by the Department of Capacity Building for Emerging Researchers (2018) under the Office of the
National Research Council of Thailand. Traditional Thai folk songs from the Central Region, transmitted through
oral tradition, are at risk of disappearing due to the absence of written records. Consequently, arranging them
into choral compositions using Western notation serves as an essential means of presenving this cultural heritage.
This process safeguards Thai musical identity while fostering the global development of the repertoire through
repeated experimental trials with a laboratory choir. The crucial step in this creative and scholarly process lies
in converting oral materials into standard notation, thereby promoting the inclusion of traditional Thai music

in educational contexts and advancing Thai musical arts and choral scholarship.
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Research Objectives
1. To investigate the specific musical characteristics and singing styles of kiao khao songs.

2. Todevelop a contemporary choral reinterpretation of kiao khao songs through a choralisation process.

Research Methodology

This study employed a mixed-methods approach, combining qualitative research with creative practice,
in order to explore and preserve Central Thai folksongs in a systematic and culturally informed manner. The
conceptual framework examined the structural and vocal characteristics of these songs, addressing their historical,
musical, and choral dimensions, with the ultimate goal of supporting sustainable cultural preservation.

Grounded in phenomenology, ethnomusicology, narrative inquiry, and srounded theory, the study drew
upon both field-based and idea-based analyses, particularly in contexts where informants were unavailable.
Following the principles of applied musicology, the research emphasised the practical application of musical
knowledge to generate social and cultural value, fostering public engagement and collaborative creation.

Fieldwork constituted a central component of the methodology, documenting and transforming musical
practices from village contexts into public performance settings, with validation by expert practitioners to
ensure authenticity and musical integrity.

The research was conducted through nine interrelated steps:

1. Fieldwork and Data Collection: Conducted in seven provinces (Suphan Buri, Ang Thong, Phra
Nakhon Si Ayutthaya, Bangkok, Ratchaburi, Nakhon Sawan, and Nakhon Pathom), identifying key sources of
kiao khao sonsgs.

2. Song Selection: From 30 documented songs, 12 were chosen (with input from eight specialists)
for their suitability for choral adaptation.

3. On-site Practice: The researcher worked with pho phleng and mae phleng master singers to
explore history, melody, and vocal style.

4. Music Transcription: Songs were transcribed into Western notation via audio analysis software
as the foundation for choral scoring.

5. Laboratory Choir: A Soprano-Alto-Baritone (SAB) choir rehearsed the works, refining tonal and
linguistic accuracy.

6. Choralisation: Authentic melodies were arranged and adjusted through iterative rehearsals.

7. Concert Tour: Four concerts in different provinces gathered community feedback for refinement.

8. Public Presentation: Final works were presented at Mahidol University, integrating performance
and scholarly discussion.

9. Reflection and Conclusion: Feedback from experts, audiences, and performers assessed artistic

and cultural outcomes.
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The entire research process (Figure 1) was a systematic, collaborative effort involving multiple
disciplines. It promoted broader access to Thai musical heritage while blending it with Western practices.

The result is an innovative model for cultural and artistic fusion.

Choralisation of Central Region Thai Folksongs
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« Recorded the original songs
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incorporating Hertz measurement
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in western aspects
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Figure 1 Process of Choralisation of Thai Central Region Folk Songs

Source: by author
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Results
The research findings can be divided into two main parts: the characteristics of Central Thai kiao khao

folk songs (Rice Harvesting songs), as well as the process of choralisation (transformation into choral singing).

Characteristics of Central Thai Kiao Khao Folk Songs

Kiao khao songs reflect the agricultural way of life associated with rice farming and are performed
in many areas. Consequently, melodies vary. The two performers dress in traditional folk attire, with one
hand holding rice stalks and the other holding a sickle. They engage in call-and-response singing, playfully
teasing and inquiring about each other’s well-being, often incorporating flirtatious banter. A chorus ((uk koo)
provides backing vocals, dancing, and clapping in rhythm, or the use of instruments such as cymbals (ching),
thon, ramana, or drums to enhance the festive atmosphere. This reflects the key features of kiao khao
performances.

The characteristics of Central Thai kiao khao folk songs were categorised by the researcher into
four key aspects: (1) Accuracy of pitch (tonality), (2) Given pitch (initial pitch), (3) Rhythm, and (4) Structure.

Accuracy of Pitch: Songs are passed down orally without fixed notation, resulting in pitch variation
depending on each singer.

Given Pitch: The absence of standard pitch across performers poses challenges in setting a unified
pitch for choral arrangements.

Rhythm: The rhythm is fluid and often improvised. Choralisation requires clear rhythmic structure
without losing aesthetic value.

Structure: Songs follow strophic forms with repeated melodies, complicating structural clarity in
choral adaptation.

Kiao khao songs are an integral part of Thai agricultural heritage. Their primary purposes are entertainment,
relief during work, and social bonding. Call-and-response occurs between master singers (pho phleng and
mae phleng) and the chorus ((uk koo), with lyrics often involving rice farming and courtship. These songs
reflect the interaction between the lead singer and the chorus part, a characteristic feature of folk

performances.
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Phleng Kiao Khao - Glorn Luay

Opening Recitation

Unknown author
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Figure 2 Example of a Kiao Khao Song: Glorn Luay (Presented in Thai)

Source: by author

—_—

Repeated

—

Refrain

(Chorus) Oeng oei kan oei Ma ma mée ma thi na lung Nuai Ma ma méie ma thi na lung Nuai Kho choen ma chiiai kan oei

Based on fieldwork, the poetic structure follows an 8-word, 2-line stanza with rhymes at the line ends

and within the second line, finishing with the refrain “Hé Ao hé hél” (1 1o 1 18). This functions as a paired

vocal punctuation used as a choral exclamation. (Figure 2)

Concluding Part
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Figure 3 Musical and Poetic Structural Characteristics of Kiao Khao (Glorn Luay)

Source: by author
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Songs are divided into three main parts: the Introduction (A), which includes the opening recitation;
the Body Part (B, Y, C), comprising the 8-syllable verse (melody), refrain (respond), and final verse; and the
Concluding Part or Ending (C1, C2, C3, C4), featuring oeng oei and other final syllables (Figure 3). The
Thai language is employed throughout, encompassing both formal and regional varieties to reflect linguistic
richness and cultural authenticity. dialects, with tonal variation reinforcing the cultural authenticity. The
example kiao khao song (Glorn Luay) illustrates how lyrics rooted in daily life mirror social structure. Its

distinct musical structure reinforces the connection to Thai rural identity.

Phleng Kiao Khao - Glorn Luay
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Figure 4 Musical Notation of the Folk Song Melody Transcribed into Standard Western Notation

Source: by author

From the transcription (Figure 4), the song structure includes an intro, narrative, refrain, and main
section. The song follows the kiao khao pentatonic scale (C, D, Eb, F, Bb), notably excluding G and A. Tempo
is Andantino (80-100 BPM). The style combines singing and speaking, featuring antiphonal exchanges led by

master singers and echoed by the chorus.
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Table 2 Musical Characteristics of Phleng Kiao Khao

Source: by author

Type Tonality Tempo Singing Style Percussion Mood
Phleng Kiao khao 80-100 BPM | Recitative lke / |  Ching (Thai Relaxing /
kiao khao Pentatonic Moderately Call-and- cymbals), Courting /
C, D, Eb,F,Bb | relaxed tempo response / wooden sticks, | Argumentative
(Movable Do) (Andantino) Antiphonal local drums
between male | e.g., Taphon
and female (double-faced
group led by drum),
solos from Ramana
each group

Table 2 shows tonality, tempo, vocal style, instruments (e.¢., Ching, Taphon, Ramana), and expressive

mood—typically relaxed, courtship-driven, and lively, reflecting the community’s agricultural lifestyle.

The Process of Choralisation: Transforming Folk Songs into Choral Arrangements

Choralisation is the process of developing folk songs into choral arrangements, integrating harmonic
theory (e.g., Four-Part Harmony) and Asian polyphonic techniques, featuring not only strictly homophonic
textures but also the use of drone and ostinato, which are characteristic of early Renaissance polyphonic
writing techniques. This clearly demonstrates a combination of both homophonic and polyphonic textures.
These methods preserve the essence of folk music while enhancing accessibility and cultural exchange.

Stage 1: Building Understanding

Adapting kiao khao requires deep knowledge of the original, including rhythm, gestures, instruments,
poetic form, and melody. This ensures accurate interpretation before transformation.

Stage 2: Transcription

Recordings of master singers were analysed using audio software to produce standard Western
notation. However, the initial notation retained folk elements incompatible with Western scales. Further
adjustment ensured alignment with key signatures and rhythmic clarity, enabling broader performance and
educational use.

Stage 3: Harmonisation Arrangement

The melody was harmonised using Western techniques. A drone (2-note background) and vocal

percussion were added. High vocal parts (soprano/tenor) accentuated the climax.
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Figure 5 Fieldwork with Folksong Master Singer

Source: by author

Stage 4: Vocal Practice Experiment

Singers rehearsed the new arrangement, initially following the score, and then encouraged to focus
on expression and timing. Recordings of rehearsals enabled revisions for authenticity and emotional depth.
The ultimate aim was to achieve a harmonious balance between adherence to universal musical principles

and the natural, improvisatory qualities that define traditional folk music.

Outcomes and Final Arrangement

The choral version retains the original kiao khao scale (natural minor), tempo (Andantino), and style
(homophonic with ostinato). Instruments include ching, castanets (krap), and a modified ramana. The choir is
arranged into five parts: soprano, alto, baritone, ostinato 1 and 2. The structure includes: (1) Introduction: Mood
setting, (2) Melody: Core lyrical content, (3) Respond/Chorus: Antiphonal exchanges, and (4) Ending: Conclusion.

Another key finding from the choralisation process is the interdependent relationship between the musical
work itself and the laboratory choir. The research culminated in a public performance and critique involving
experts, leading to the following discovery: While the choral score resulting from the choralisation process may
be fixed in terms of pitch and hamony, it cannot be performed effectively without the knowledge and understanding
of Central Thai folk music possessed by the laboratory choir. The choir must internalise traditional rhythms and
incorporate improvisation, a defining feature of the genre. This concept—described by master folk singers as
hak kho ro changwa (inABT8391I%), meaning “a comedic pause that intensely anticipates the rhythm,” and
rong sud kham ram sud khaen (%aﬂqmﬁﬂ f’lqmlfuu), meaning “singing with full force and dancing with one’s
entire strength” —significantly enhances the overall quality of choral performance when applied. In summary,
choral singers must first develop an understanding of Central Thai folk music before fully realising the potential

of this choralised folk song. (Figure 5)
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The systematic approach derived from this process offers a model for adapting folk songs into choral
forms. (Figure 6) Although focused on Central Thailand, it can be applied to other regional musical traditions.

This fosters both preservation and contemporary relevance for phleng kiao khao in a changing cultural landscape.
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Figure 6 Example of a Kiao Khao Song After Choralisation Process

Source: by author
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Discussion

Choralisation provides a means to preserve and transmit cultural heritage, especially for oral traditions
like folk songs that lack systematic documentation. Converting them into Westemn notation enhances accessibility
for learners and scholars globally and promotes broader recognition and creative reinterpretation. Ultimately,
this keeps folk music vibrant and integrated into modern society.

Through this method, the kiao khao song of Central Thailand illustrates an ongoing effort to sustain
cultural legacy. In Western contexts, it bears resemblance to rap—both rely on wit, improvisation, and call-
and-response. This transformation process goes beyond presentation; it interprets and conveys the essence
of folk songs in a way that resonates with contemporary audiences, without distorting original values.

1. Knowledge Body of the Kiao Khao Folk Song

Role of Central Thai Folk Songs:

Documenting and notating orally transmitted songs helps define structural patterns and protect them
from being lost. This aligns with research by Buaphan Suphanyot et al., who cited four main threats to Central Thai
folk heritage: 1) lifestyle changes and value crises, 2) discontinuity in policy, 3) sociopolitical crises, and 4) natural
disasters.’

Key elements for adaptation include vocabulary and the singing style roy nuea thamnong deaw
& aﬂLﬁlaﬁmm@ &) or “One Melody, a Hundred Verses,” a Central Thai folk form often found in Lam Tad or Phleng
Rua. It employs a single melodic framework with continuous lyrical variation within fixed metrical, rhyme, and tonal
pattems. As shown in Figure 4, the melody remains constant while the lyrics change across stanzas. This style reflects
a folk aesthetic distinct from Western ideals of perfection, highlighting instead human spontaneity and playful
imperfection. Understanding dialectal and tonal nuances is therefore essential for effective amrangement and adaptation.

Singing and Choral Performance:

Singing Central Thai folk songs requires a nuanced sensitivity to regional dialects and accents characteristic
of rural performers, which stand in contrast to the standard Bangkok variety. These distinctive linguistic elements—
encompassing local vocabulary, tonal inflections, and particular modes of pronunciation—imbue the repertoire
with regional colour and rhythmic vitality, reducing linguistic formality while enhancing expressive authenticity.
Such attention to dialectical detail marks an essential step toward achieving choral authenticity. However,
transcription poses significant challenges, particularly concerning pronunciation clarity and articulation, as the
use of a movable do system may at times obscure the precise delivery of lyrics.

To resolve this, stronger opening sesments by pho phleng and mae phleng are used, while harmony
maintains a homophonic texture. However, elaborating simple folk melodies with fixed harmonies can reduce

energy and engagement. Repetitive ostinato patterns may also cause monotony.

9 Buaphan Suphanyot et al,, “Central Thai Folk Songs” (Research Report, Department of Cultural Promation, Ministry of Culture, 2014). (in Thai)
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An effective solution is emotional immersion: performers should deeply connect with content and
express it through phrasing and tone. This aligns with the work of Jittapim Yamprai, who emphasised the interaction
between melody and lyrics. Language-specific syllabic structures often necessitate melodic and rhythmic
modification when adapting non-Thai tunes.*

2. The Choralisation Process

Dimension of Creative Research:

This research falls under applied musicology and has shown promising early results. This dimension
highlights creative practice as research, integrating artistic experimentation with academic analysis. Key to further
development is preserving dialect, semi-sung vocal delivery, expressive physical gestures, and performer vitality.
Openness in the introduction and ending—rooted in pho phleng and mae phleng styles—supports creative freedom.
Costumes and traditional instruments also reflect Thai identity, as discussed by Vitchatalum Laovanich and Monsikam
Laovanich outlined three knowledge-transfer phases: preparation, rehearsal atmosphere, and technique.!!

This study centers on the vocal ensemble “Laboratory Choir” which integrates traditional folk singing
with Western choral techniques. This process involves transcribing folk melodies into Western notation and adding
harmonization to enhance contemporary relevance. The creative process is grounded in an iterative action research
methodology—emphasizing trial, reflection, and refinement—across the stages of preparation, rehearsals, and live
performances. Importantly, the work preserves the authenticity and essence of the original folk tradition, including
costumes, dance, gestures, and comedic elements. These components form the core research interest driving this

artistic creation, embodying the balance between cultural presenvation and innovative reinterpretation. (Figure 7)

Figure 7 Choralised Kiao Khao Song on Public Stage

Source: by author

10 Jittapim Yamprai, “Music in Roman Catholic Mass of Thailand” (Master’s thesis, Mahidol University, 2005). (in Thai)

1 Viitchatalum Laovanich and Monsikarn Laovanich, “Transferability Process of Musical Knowledge by Ramon Lijauco Jr. in the Development of
Thailand Choral Representatives for the World Choir Game 2014: Suanplu Chorus and Chulada Choir of Chulalongkorn University Demonstration
Secondary School - Case Studies,” Journal of Education Studiies, Chulalongkorn University 45, no. 2 (April-June 2017): 90. (in Thai)
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Music Education Perspective:

Prior to this study, folk music preservation efforts were led by Thai language teachers, local ensembles,
and government bodies. This research expands the potential user base to include music educators and choral
directors. The results offer a transferable knowledge base guided by preservation and development.

This echoes the work of Buaphan Suphanyot, who noted limited folk composers and their emotionally
driven lyrics, often marked by alliteration and metaphor. Songs serve multiple functions: entertainment, education,
communication, and preservation—but face challenges in both creation and transmission.'?

In summary, transforming folk songs into choral works supports cultural continuity and national

identity.

Thai Choralised Folksongs: Phleng Kiao Khao

New Interpretant

-+
Cultural Adaptation

t t t ¢

Western
Choral
Music

Thai

Folk Songs

= 3 0 O r
r>» ®mO0Or e

)

Transculturation Choralisation Transcription

* * *

Management Transformation Technology

Figure 8 Diagram of Thailand 4.0 Development Plan and the Creative Process

Source: by author

Future Research Implications:

This study aligns with Thailand 4.0 development strategies, emphasizing the transformative role
of Innovation in bridging local and global musical cultures. At the intersection of Thai folk songs and Western
choral music, innovation emerges through reinterpretation, preserving the essence of rice-harvest traditions while
reshaping them into a choral form. The process is sustained by three foundational dimensions—Management,
Transformation, and Technology—each interlinked with its comresponding creative functions: Management supports
Transculturation, ensuring the systematic integration of Thai identity into global choral practice; Transformation

operates through Choralisation, expanding solo folk expression into harmonized vocal textures; and Technology

12 Buaphan Suphanyot, “An Analysis of the E-Saew in Suphanburi” (Master’s thesis, Srinakharinwirot University, 1992). (in Thai)
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advances Transcription, utilizing digital tools such as Melodyne for precise pitch conversion and arrangement
preparation. In this creative research, reinterpretation functions as the core process of transforming traditional
material into a new interpretant—a renewed cultural meaning that emerges through choral adaptation. Together
with innovation, these concepts embody the research outcome: a creative synthesis where Thai folk identity

is revitalized and redefined through global choral practice. (Figure 8)

Conclusion

Kiao khao (Rice Harvesting Song) is a folk song from Central Thailand, notable for its distinctive accent
and lyrical content, composed in the roy neau thamnong deaw (uniform melodic line) or strophic form.
Found in provinces such as Suphan Buri, Ang Thong, Bangkok, and Nakorn Pathom, this song reflects local identity,
beliefs, and traditional agricultural practices. The research aimed to examine its musical characteristics and
singing techniques, and to develop a choral arrangement of kiao khao. The study used qualitative methods
and creative practice, including fieldwork with local master singers (pho phleng and mae phleng) and arranging
the song for five-part choral performance: Soprano, Alto, Baritone, Ostinato 1, and Ostinato 2.

The song’s accent and lyrics reflect aspects of Thai rural life, especially in the context of rice farming
rituals and associated folk games, while its simple singing style, passed down through generations, remains
an integral part of communal life. The research involved fieldwork, participant observation, and practical
singing with master singers, alongside transcription, interpretation, and structural analysis. These findings directly
informed the choral arrangement, which was later rehearsed and publicly performed.

The results are twofold. Kiao khao (Rice Harvesting Song) reveals distinct musical traits rooted in
Thai rural life, following a pentatonic scale (C, D, Eb, F, Bb) with flexible intonation, semi-sung phrasing, and
rhythmic pattems reflecting Thai speech rhythm. Its free tempo, tonal fluidity, and call-and-response exchanges
between pho phleng and mae phleng form the essence of its folk identity, structured in a strophic pattern
with recurring refrains such as “Hé Ao hé hé!” symbolising unity. Through choralisation, these folk traits underwent
tonal, rhythmic, and textural transformation, resulting in a five-part arrangement (Soprano, Alto, Baritone,
Ostinato I, Ostinato II) using four-part harmony principles while preserving folk colour via drone tones, ostinato
fisures, and alternating homophonic and polyphonic textures. The arrangement maintained a clear tonal centre
and harmonic clarity, allowing rhythmic flexibility, while dynamic phrasing and imitative textures captured the
traditional spontaneity of the folk style. Feedback from singers and experts confirmed that the adaptation
balanced authenticity with musical depth. Overall, this study exempilifies the idea of harmonising tradition—
bridging oral folk heritage and Western choral practice to ensure the sound of tradition resonates in contemporary

musical expression.
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Abstract

Background and Objectives: Music research encompasses diverse approaches and methodologies, including
historical musicology, ethnomusicology, pedagogy, and analytical studies. Among these, musical analysis serves
as a crucial method for uncovering compositional logic, structural design, and expressive devices in musical works.
Such analytical perspectives not only contribute to academic discourse but also provide invaluable resources
for music education—yparticularly in courses like musical form and analysis, performance studies, and 20th-century
music. The Piano Trio No. 2 in E minor, Op. 67 by Russian composer Dmitri Shostakovich is of particular interest
due to its emotional depth, structural sophistication, and political resonance. The fourth movement of this quartet,
Allegretto, is notable for its intense and aggressive musical expression. Scholars and performers have widely
interpreted the movement as a representation of horror and suffering experienced by Jewish victims during the
Holocaust. In particular, the movement alludes to atrocities committed in Nazi concentration camps such as
Majdanek and Treblinka, where Jewish prisoners were reportedly forced to dig their own graves and dance on top of
them before execution. These brutal realities are transformed into musical language through a blend of thematic
development, hamonic tension, rhythmic instability, and instrumental color, with the violin playing a central role in
shaping the movement’s dramatic arc. This study focuses specifically on the Allegretto movement of the piece, aiming
to analyze its overall musical structure and context, as well as the violin’s role and performance techniques.

Methods: The study investigates relevant contexts surrounding Shostakovich’s Piano Trio No. 2, including
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characteristics of 20th-century music, the biography of Shostakovich, musical form, melody, harmony, and violin
techniques. Related academic literature was reviewed, and the musical score was analyzed in detail to meet
the research objectives. Findings were synthesized and interpreted to formulate scholarly insights.
Results: Shostakovich’s Piano Trio No. 2 is structured in four movements, with the Allegretto functioning as the
fourth and final movement. This movement, often referred to as a "Dance of Death," is composed in Sonata-Rondo
form and consists of 404 measures. It contains three principal themes—A, B, and C—organized as follows: themes
A, B, and A are presented in the exposition; theme C forms the development; and themes A, B, and A retumn in
the recapitulation. Each section ends with transitional material and codas that help articulate formal boundaries.
In the exposition (97 measures), Theme A is presented in E major, with the violin performing the melody using
pizzicato technique, lending a dry, percussive character. Theme B then modulates to C Lydian mode, and the violin
switches to a harmonic role, using chordal pizzicato that creates a homophonic texture and projects a heightened
dynamic intensity. The development section (228 measures) is the most extended and complex part of the movement,
featuring irregular meter, rapid shifts in rhythm, and contrapuntal interplay between piano and strings. This section
also introduces two new subsidiary motifs, which are passed between instruments in a tightly woven polyphonic
texture. The violin is required to execute multiple stops and articulate sharply defined gestures under dynamically
extreme conditions. Elements of themes A and B are fragmented and transformed in this section. In the recapitulation
(77 measures), Theme A retumns in E major and is soon followed by Theme B in B major (the dominant key), and
ultimately retums to Theme A in the tonic. The conclusion features a perfect authentic cadence in E major. Throughout
the movement, instrumental roles alternate between melodic and harmonic functions. The violin’s writing is
particularly expressive and technically demanding, incorporating techniques such as pizzicato, pizzicato chord,
high-register playing, up or down bow stroke, multiple stops, staccato, and col legno (using the wooden part
of the bow). Collectively, these techniques contribute to the movement’s grotesque character and dramatic
tension, encapsulating Shostakovich’s fusion of structural precision and emotional intensity.

Conclusions: The Allegretto movement of Shostakovich’s Piano Trio No. 2 reveals a sophisticated fusion of
20th-century and 18th-century compositional approaches. Harmonic language is marked by dissonant chords, chromatic
mediant relationships, and tritone intenvals—hallmarks of 20th-century expression. Rhythmic structures include frequent
meter changes and irregular patterns, intensifying the psychological tension of the work. The violin part demonstrates
a wide range of extended techniques, such as col legno, aggressive multiple stops, pizzicato chords, and extreme
dynamics. Interestingly, Shostakovich also incorporates classical technigues such as melodic repetition, imitation,
and thematic variation, as well as a formal framework (Sonata-Rondo) typically associated with the 18th century.
This hybridization suggests a neoclassical inclination, where traditional elements are revisited and reinterpreted

within @ modern context. The violin serves as a medium for conveying anguish, resistance, and fatalistic humor.

Keywords: Piano Trio / Dmitri Shostakovich / Violin Technique / Twentieth Century Music
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Tunguadeduiees sauil 100 nefiuios wmusauz wasaniliiy #:03305° dadsznuluinmsfianuunmas
MSTNELBNYNINTSH Ntfon TR mMensi ndessuiuidelu Imsfinud nuasvesuvings JnTedmeanual
wazwpdamsussesiiedos Wersiduwnmdumsiaunnsussadhleauluummas wenanntu uideiFes
Tgweussnni 2: nsdifine 2 naruanladuuazliensv e Sple Giigey* Dumsfinymieusurewsnmiesis

vekay 14 lulpdesiiunees in. 387 el sxsnnaa Wensy uasviousuvesdiulnil muneiay 44 hudulaides

aa

Flues gou. 1144 o Toww Todu § 90U ATIEinseUIUNTVOISIRRd nuallaumUssnni 2 N3

AnuanssaInlemUng teglduummgulivasianeewud sen Lo Wales

! James M. Keller, “Shostakovich: Trio No. 2 in E minor for Violin, Cello, and Piano, Opus 67,” SF Symphony, accessed October 10, 2023,
https:/Awww.sfsymphony.org/Data/Event-Data/Program-Notes/S/Shostakovich-Trio-No-2-in-E-minor.

2 Aaron Michael Farrell, “A Practical Guide to Twentieth-Century Violin Etudes with Performance and Theoretical Analysis” (DMA diss., Louisiana
State University and Agricultural and Mechanical College, 2004), 10, https://repository.\su.edu/gradschool _dissertations/1263/.

3 Pimorn Chaorattana and Jetnipith Sungwijit, “Practice Procedures for Violin Performance in Antonin Dvorak's Sonatina in G Major, Op. 100,” in
The 18th National Graduate Research Conference, Academic Year 2023, 625. (in Thai)

% Rattanai Bampenyou, “Type 2 Sonata: 2 Case Studies from Haydn and Mozart,” Rangsit Music Journal 16, no. 1 (January-June 2021): 75-87.
(in Thai)
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mewnil fidedenlanaedmeiensiumnmissmatiableduliunvesdelunsle mnewy 2 lupguaides
Slanuas 819 U7 67 NousalanIale Vaweanlniv lUSUAULATES1LAasUS UNIAES VBTN TIUDTIATIEN

a

unumsazmeian1sussadhloauluunmast Tnemamn T TUse U Lo A ne L AS 1A UINAISINAIIAEAIUNT

YV v o

Judeyalifidednndenlesiunsaeusieivinuainiieides wu Inddndnualiasn1siaszi wazdan

Y

msUsziusinas saanueadunmiiungnaulafineamidesunsiesnzinusssell

'3'61@‘1]5361&?7 (Research Objectives)

1. dedirewiiurlnesaluumasdelnile wneay 2 uauadessues i 67 vieusaainsl
VDITOARLN Y

2. Welwmziunumuasmaiamsussadhiloduluunnaudlelunle weiay 2 lunguaidesdluues

A19U7 67 NoUsaLANTALE VDIRERLNIY

35115798 (Research Methodology)

mfeiiiynsmmnefelidilaviunlnermenmnas mafadlaunummsusaadiledu saesau
wediedlldlumsussias Tnefideldmiunmsesadutunou di

1. Anwdeyainvilsde e unemu WemAdeiAntesiunmsinneiunmas liun dnvazeuss
ARSI 20 Viuniliendesiuuninas dsAndnual vihues wasdesUszanu saenaumediamsussiadhledu

2. AeideyanuringUstasd TeSumnieseiusunlassamesunimas liud ddmdnual wnAnuas
wirlansUseius adsunumuasmedafiidlunisussadhledu saenauusziiudu q funaula

3. duareiteyannmsinssilasdenlsawnAsmamdnmmeuiausing fusn

4. asUna aAUTEHan1TINY UashiaueasRANLslUBaNINS

NaN13398 (Results)

namsenesiunmaudelunsle mneiay 2 Tupguaesdluues S19ui 67 vieusamnsnln Usun
Tnesmvesuninas §3dpariinseilulsuiiuvesdsindnual wnfa uaumediamsussiusfmuluuvinas @y
unumiazmalianisussiadhileduluuninas §Ideliensviuarinauslunivenuinynzreuds (Ariculation)
msldidutn Bowing) uazArudandes (Dynamic) sail

1. f9ARANUAIYBIUTINGS

unwaudelunsle vuneiay 2 lupguadesdluves STl 67 Ustnausienmiun 4 nszuly

(Movement) viousatainsals \unszuiuaavnevesunmasiingmiila “nswiuusarmume” (Dance of Death)’
mniasanINTUssazEsIUTTaILNUIN TUUNWaIUSENaUMBYINUDIEN A YNusvian B wazvinuesmdn C

Matlagiimsnduinvesinueamidn A Useass lagvinueadn C danuenuniian wazdin1suningAuainviiues

q

[ 72N VI 7
v v A

%8N A uaz B ultlunsusziusmemaiianig ¢ ageainvansnauaznduinyinuesvdn A 9nass yitmnues

5 Erik Levi, “Shostakovich Piano Trio No. 2: Everything You Need to Know,” Classical Music, accessed October 10, 2023, https://www.classical-

music.com/features/works/shostakovich-piano-trio-no-2-guide.
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Julassadslugaznuin vhueman A B uay A dardumsutiiaus (Exposition) vinuswan C iumeuimun
(Development) uagmsndunwesyinussvian A, B uag A 8nasaduneudouninu (Recapitulation) Inglunmazmou
UATNYR Y@L (Bridge) uestaien (Transitional Theme) Waztsvanas (Coda) Aty uniwasil

FadudsRadnualuszinmlauinsouls (Sonata Rondo) Ineiianuemsuiy 404 viad (Table 1)

Table 1 Musical Form

Source: by author

Section Theme Bars Rehearsal Number
A 1-28 64-65
B 29-61 66-67
Exposition
A 62-83 68-69
Bridge 89-97 70
C 98-278 71-90
Development
Transitional Theme 279-326 91-98
A 327-350 99-100
B 351-373 101-102
Recapitulation
A 374-380 103
Coda 381-404 104-106

nlassas s nyesunimaiiuuadu 3 nou Ao noutiaus mouiaw LazmoudouAL @nsa
25UNWDIAUTZNOUAN 9 Uasusiazmauld il

1.1 MBUUNEUD LANUENIUIU 97 Y189 USENaunle Introduction T9518 Nz 9z Yadlngd An e

1%

%1 9 (Staccato Repeated Note) 91niupusieyimuemian A uag B Uannemey e Inevihuemen A aglu
NeysAdes E wiees wazviuemdn B wasuwunldlue C afeu iaaewihusmaninnuuansnsiulusosniny

Wadess (Dynamics) naname viuswian A Tdmelinnsanang (Pizzicato) ilwiAnAMIsEsiuLnn Tuuadzi

o

Muswian B ldwelian1sinnasa (Pizzicato Chord) ¥inlvikilanunsiinnuruinuud uhazid nwauzidulalulnd

(% [%
[

(Homophony) dwalvilieuidandesiifunn ndunaugviueman A anasilaeidsuinldinailanisdves

W88 (Arco) Neawasingyiasnuniimsldyindesgawedhilodulunmsussias (Exemple 1)

1 - 28 61 89 97
- Introduction ; Theme A : Theme B . Theme A ; Bridge :
L] I I I I f
(Staccato Repeated Notes) (E Major) (C Lydian) (E Major) (C Major)
(Pizzicato) (Pizzicato Chord) (Arco) (High Range of Violin)
ep) 072

Example 1 Exposition

Source: by author
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1.2 AeuAN Slmmeidnny 228 Fes iWureunfanuenuazmmsutousumsUssiuginniian
Usznousneyhusmvdn C wagvhuestaaden gademuiwhuemdn C Inslidnsdamnglin (megular Meten)
smadinsadahussges 2 vnusnhinldaduliinegnnienls suddimaimmiedosviueman (Fragment) 109
Vi A uay B Wnmeunanu sietenauuldidu 2 dau dauusn wedt 131211 ilenusaidnuamduindT
(Polyphonic Texture) dhuiiaes imswasuiiomussdudnuadslilnilneviud viueduwndeludmmuduto
Ingldnsussiasguun (Octave) sadiaiinisldmedia Multiple Stop yourdeans dmaliand 2 Hifenunsd
suity mntudadngiueshden Wesusindumnumndneds uasdnuusinedeaudulvadaonsld

Taieautu wagiurhussdiaulaideuiu (Canon Imitation) ¢ Example 2

98 131 212 279 326
o Theme C y Part 1 . Part 2 y Transitional Theme "
L L T T n
(2 Melodies with Irregular Meter) (2 Melodies with Fragment A+B) (2 Melodies with Fragment A+B) (Light Texture + Canon)
(Polyphonic Texture) (Homophonic Texture)

(Octave + Multiple Stop)

Example 2 Development

Source: by author

1.3 paudaundnu dauemdiuau 77 e Wunisnduunvewiuemdn A egnnsslunseunly
negades E uiqes vihueseglurindewn (Low Range) Tuuwalelu deanudsuiuinemdn B Tuviuil lnedl

<

a I3 = ¢ = a aov ¢ . a & o a Y
MIUasulluNLALEss B 99T Fadunyual@snoiuun (Dominant Key) 8nVevusiuasuunussianig
wsewnelutiadesnans (Middle Range) neuaznduingviusmin A Snasaludulades E wiwes alunguades
7an (Tonic Key) TuMSUIS@inUBman A Way B U99maudaumnuil ImMsaauunuiniuseniaiuIlAseseny
Aukulaluanmeautinaus Tnewu el NuIsasyinuasman d1uwes asanaynminnussasdeslsyanu
& 2 v = a v a . . dl' ~ Y o gy )

PntuIudgimanasdainisldinaia Artificial Harmonics veamsasaneiielviusiiddunaziiaula
a 1] < 1 [} v . a (% I3 1 a 4 .

fimsandnsinnusiadeglug1dnstmelseinm (Adagio) WdesUsranuagluanuaizaesaganusedau (Tertian

Chord) luwailelu uazauaseiawudUnwuuaysal (Perfect Authentic Cadence) Tunayuaidesvian (Bample 3)

237 351 374 381 404
. Theme A | Theme B | Theme A | Coda "
n I 1 I n

(E Major) (B Major) (E Major) (Artificial Harmonics)

) 1

(Low Range) (Middle Range) (Low Range) : (Adagio)
]
I

(Tertian Chord)

Example 3 Recapitulation

Source: by author
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2. wnRauazmAANITUSENUS

Az sunmasioseday fAfewumnAntasmeliansussiusivanans lneazedune
Hudssdiusing q feil

2.1 wRnenufusAsuwuutaulasin@n (Doubly-Chromatic Mediant) AR e
vasmaidiuremvienauadesidsresihetuduiudansifaunmuesnesaniaiu uaslifltnga (Common
Note) isaasnain® Gemuiwiuaman A lungyuaidies £ uiaes (Feefl 5-8) fnsdnfiunedauluassuing
AB3A E Aumesa CmMaj7 uenanntiudmusnin vuewdn B (el 31-30) imswaeunldtuladedsn C Lydian
Faduluelungulues Snsiimsléaesa cm ememenriaiou Wefinnsannisthenyuades £ wiaes Wglun

C Lydian fsomanunsafinsaniduanuduiusganuwuudaulasinfnliiwudieniu (Example 4)

Theme A Doubly-Chromatic Mediant

5 E Cmmajn g Cmmajn g Cmmajn g Cm(maj7)

VioLin;%gﬂEgg#wlw’_ — —— —
R~ e e e e e

C Lydian:

Example 4 Doubly-Chromatic Mediant

Source: by author

2.2 wuaAaNsIEE8IN3ZA19 (Dissonant) UNWAELWIAANTTIEEBINTEA 19ADUTIUINTT D
ussuaudesUsanu insldvud Major 7" wagdug Minor 9™ luiiuvhuswian A vinunaadesussaminiaug
TUinsgmnaesadenaunau (Consonant Chord) Lagapsaldesnseas (Dissonant Chord) lauA Aasa E - CmMaj7

¥ 1

(osfl 11-18) wazaadn E-A° (Hasil 17-20) &3 Example 5 uanantiudsdinisldduanseln (Tritone) Fadudug
fiflsvorsing 3 Foadiu vide 6 e3udes wiiug 4 venwuna videg 5 AT Sadudud desnsednsiinnds
ity Tnewuluwinuesdn B vesmowminaue fnsléduanssimiasldliin F usaasuuredn Cm Snitsiins
fiuhueslagldlin C-F# (Foadi 31-33) ﬁﬁzu@jw%’aiwuﬁ/ﬂhaﬁﬂﬁ:ﬁaL?iwuawi’maqﬁmmﬁﬂé’uLLazmauia

(Example 6)

6 Stefan Kostka and Matthew Santa, Materials and Techniques of Post-Tonal Music, 5th ed. (New York: Routledge, 2018), 3.
" Natchar Pancharoen, Dictionary of Musical Terms, 3rd ed. (Bangkok: KateCarat, 2009), 321. (in Thai)
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Theme A

11 E Cm(maj7) E Cmmy) E Cm(Maj7) E Cm(maj7)
9 # > >
i A —— | | .
viotin O o——2F Hi e e e
= ol —

Major 7th Minor 9th

I7Q r E A° E A° E A° E A°
Violin  fes—H i - I 1} i._ ﬁ I }r i.__ “_Tal I i i._ v I “

Example 5 Dissonant Interval and Dissonant Chord on Theme A

Source: by author

31 Cm
p 4 ﬁuﬁﬂ - h\l T . 4‘?‘” L 0|
Piano -y A-*1 /o e a7 g e |
K t 1 I I 1 1 I I i
ryj — 1 (—— f
Tritone Tritone

Example 6 Tritone on Theme B

Source: by author

2.3 uwranamslavinueslasunin (Chromatic Melody) wunaadnuluviuswmsn C vasmaunmun
Fanuhimsuseiiusvihussgesfuanseiy 2 viwes laevhuesgesd 1 (cl) sgludnsdame 5/8 afiuviues
TogldldnlasunAnisuannlus FE laasundalus B ((iaafl 100-103) wazannias Ft laduludaddn A wagnauasun
Ml F 9nASY (Mesi 104-108) dwviuesest 2 (c2) egludnsdang 2/4 lneilvhuesndunitAediiies 4 vieq
(Wi 109-112) uaziimsnszlanvesdugnielm (Example 7) §3AminnsiigUssiusasoiedaglduwda

v a g o 1 a a P23 | LYY o 1 a aa < 1
msldldslasindnananedemsietes 1 danuidnasunnuiaiuriuestesi 2 NHAUUTNTEANS

=~ Y a ° Y] 26 va v
Lwaaiﬂﬂ‘tmaﬂsummuawaﬂ C UELVHJF’T]’]NLLG]ﬂGn\Tﬂu

Theme C: c1
100 e
"_g-:-l--:-_ll_-_l.:l_-l_-. F 104 - I i
Violencello O S N E— — S I —— —— i — T4 S— : :
chromatic chromatic chromatic
104 T —=— = T
o £ epfirie oo 2 pe, .
il 1 I I | 1 — | |
ve. Hedpty P | H——=
Theme C: c2
Tritone —_
109 — — * e be — —
fuot, | ref 2| i oip e el T 2be L 4o, ka
Violin : R —— e e e |
< i i i i

Example 7 Chromatic Melody on Theme C

Source: by author
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2.4 waRemslaneazdenliung (regular Meter) uundntmuluseuiauiomn Ssdnve
FongliunfdunsdsusasdmmUosnds s e des (Duple Meter) 9n51339zau (Triple Meter)
uazenTInzdou (Complex Meten) lan ensdwme 2/4, 3/4 uag 5/8 asullsnvivaneu MnmMsesginUIn
oo 5/8 fussiuslsiisduieseenidu 3+2 amnfinsandeluBes o wwuindinslisanione 3/4 ady
fusandamne 2/4 Fsileuddnientu @e 3+2) oradululfifussiusdomsaiumuidnuessndons

“fou (5/8) Viﬁziauasﬂué’mﬁmazﬁﬁum (Simple Meter) (Example 8)

Development
= te 1. e fe 2
- P
Violoncello iuﬂﬁgﬁ 85 ! | i I | I{i
3 2 3 2
A ( + ) ( + )
P Tt 4 ‘ = IDIF ; : = - 'rIF
) s e e
iano
I' T ﬁ P *] 4 Ik\
T g .
1= F :
o = = 3
\______‘_—___-_'__/
170
e
r ]
. D)) | b T b F b b
iano _ >
53, —_— T —_—
|/ h . — % —ig s
- L = = d L = =
> ﬂ—. > ﬂ—.
(3 + 2) (3 + 2)

Example 8 Irregular Meter on Development Section

Source: by author

2.5 mAdANMSUSTAUSWUUYYINUBY (Melodic Repetition) Unwastisinsas19vinuemanineutdng
AULNT IABITNUIVNUDIMEAN A kAL B 31U 12 WownNu (99 5-16 Lazyiodn 31-42) wasyddasiued
a o a YA % o Y] A v ) A ° ) Yy A N o % o
AnsiwmatAN1TUTENUS WUUNIST VN UBIlUA NYUE N AR AL NAIAD YNUBIEN A %1897 5-6 LViusrIiy
PO 7-8 UALVDIN 9-10 Hvuest iuvie 11-12 dwiuswmidn B Aldweianssviusatiuiu lneia 31-32
YU UeIN 33-34 LaziedN 36-39 LviusEn uiedn 40-41 WidnwaETIIzazaAaiuieant oy

(Example 9)
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Theme A

Repeatition Repeatition Repeatition Repeatition

Q E = = = =
Violin . - -

e R R v A LS R

Repeatition Repeatition

Theme B

Example 9 Melodic Repetition on Theme A and Theme B

Source: by author

2.6 waliamsuszusuuumsudsiues (Variation) Wumedainuinnluneuinu %aéﬂisﬁuﬁ‘
Ishiwhueman A vhuemidn B uazueman C wildegrmannviany wu nsvaides (Transposition) nM3wUae
dnsdamy msldvilegeeyinues (Fragment) waznswannduvewinues (nversion) newmaianisnades Wu
mstdvihuesmn A mﬂmauﬁwLauamwﬂé’uiﬁﬁmﬂﬁ'izé’mﬁwil’waﬂLﬁu%’jw;j Minor 2 LLazqqﬁuLﬁud Minor 3"
wilugadondl 75 uaz 76 vaameusiaun (Bxample 10) druwadansdsusasdmneiinmavdsunnda
Jomy 2/4 vesiuewdn B Husnsdne 3/8 Snvialimawdsudandame 5/8 vewhusmdn C (1) u

SnTINE 2/4 demalivhuedlonsNEau Example 11)
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Theme A

V‘Ioun ’ 1T | I T1 ﬁ[ I

Development U
-
Transposed to minor 2nd lower

|
|

= = = =
. . | I — q I I I | 1 I
Plano %Fﬁ } il | | I il = 11 | { ]II ] I f - — - || I il I Hl - | 1
r ooy e ety hegelPy he-e "W i b-d--d--‘WL T
= =

76
Transposed to minor 3rd higher
Piano )

7 | — J\ 1 I I | — J\ I I>‘ 1 | I E?T- J\
.# ‘Z! | :If).#'l ﬁ ‘Z! I ’I)ﬁ:% | ﬁ:_ ‘# ‘ZE I ﬁ:_.

Example 10 Melodic Transposition

Source: by author

Theme B

Development

> > = =
) Z— ~< = —~ >
198 =, o _ _ _ = E_ :5_5-7 - :SE#_Q_i > oo of'\!!
£ —£fe2- £ f» - £ £for—
Violoncello ig e e e e e ! ! ! i
L& ] | | | 1 1 1 I 1]
Theme C: c1
100
= =
. l ‘ Efqr—r_qr_' 4 J
Violoncello IE:;%E g g | I ] e !' ﬁJ
T —‘—Pﬂ 1

Development :

Example 11 Time Signature Changed

Source: by author
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Theme A

5

F
%

LGRS SSErs

Violin #%q:ﬁ I I I &:%E?_I__ml_z%

v 1___

Development @

= =
1;)3 i .—\ > > - '—\ > >
.y EI? L ] % — — l}? L] ) .’—\ .’—\
¥ 1L ¥ T | - | -
Viln Gy oy e e P i e T e e P,
ry) : B = i )

Theme B

Piano

Development
69 bﬁ g Etl ol !’E E Eh of
Violin | Hfes% = ¥ & i — &
ANSYEL 3 = X/ e EAW
i \
. ) - L BN LV'? Q_EP_P [ - L3 BEEAY bl’ Q_E'_P
Violoncello |Hi9-% [ I § — i e - i i
s 3 L 3 ﬁ [ 7 AN FE 1

\ 7
* @,
NS
LEF—‘FD Y
v
[l7)
\ A4
Iy’
! 1)
NS
Aty
mL N
[
[:;:l )V

Violin
P T . |
T > £ = bﬁ.,!_.p_ﬁ.'f. qmlt > £ = l’####ﬁ‘
Violoncello .ﬁ_z E : Z : !‘i ‘
0
/2 _— 3 - — g — :
I o1 T g T r——1
. —J——ln\f#\_/ o[ J—P“——J—‘b?\f#\-/ -

===

h
U
|

Example 12 Variation by Using the Fragment of Theme A and Theme B

Source: by author
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agslsfiny unmasdsdinsihmiasgsuviueweshuemdn A iwaulneasusnndong 2/4
waz 3/4 warussiasanlestuludnunzdwneandns (resular Meter) dawvueman B fimsimiievhues
dovsldnsyaeegialulunouian Taeivshuldodwwsilunsaniasufundsusasdomne (Example 12)
venaniiy fimsuivihueseeis 2 vinusweswiuemdn C luseuimuunussiasauiiludneasdanemann
Saruuiy dwalivuedisaneudiunnsstuetawnaul veiiinsldmadansnannduveshussdeed 2

1lg5mane (Example 13)

Development
Theme C: c2
109 —_ —_ ra - - _/—\\
put . g B B el eis e o |F £ ke
Violin (‘é #ﬂ? i m— — !
> ‘ e =
T 7 - — T
Violoncello 1 J\ > : —= w‘ ; =
~ \
112 Inversion
Hu . te fe 1o o . .
Vin. |Hes }-rlt R — — § = g ﬁ_ T ! I ]
< [»] T T 1 T T | T
ryj — i |
e —— =
9 . 4 2 5ﬂ'—bﬂ'—'_' n#F/—-\f‘ﬁ# " i
Ve, ﬁﬁgﬁﬁ“ | =17 ‘ B
Theme C: cl
100
= -
| e S i
Violoncello  Hiars#"gH % —— —— i g ' e
w— [

Example 13 Variation on Theme C

Source: by author

3. unumuazmatiansussiashloauluunwas

\ATBIAUASYY 3 BTN UNUIMNSUTIIIlANELRan ULy ueasds s srau InsliYaades
(Register) madades wazimeilaveansowussaindfidediauls Nlfidezeusunumiazinaia
vadhiledu sawdamslyanuadss (Dynamic) inuluuniwes Al

3.1 wallamsaauazmadanisianasa Lleduliununsussiawinueman A memalianisan
(Pizzicato) Wumsilaviuessennududesaun (p) luvaziiendiudaiunnuaulaliunyiiuewmionistd

d' Y o v A v o ANaa X | ° Y] a o Y a &

ianeLudss (Accent) luunsldaielivinuesdidfunniu diihueman B liledwhwiniidunuiussau
;Y 1 a a s . . = & 1 [ v o A [ 1 14
pemsiaumaiiansAnaesa (Pizzicato Chord) Fallunsiauludsnzenaauiuwnalaniauludsngen el

oo

Wonums (Texture) Tuviouilfidnwasduiuulaldlnid (Homophony) NaLau (Example 14)
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Theme A

5 . Accent Accent
pizz.
e = = =
Violin %m 1 ﬁ I T T — |- I  ——1 ? I
T | 11 } =”JI 1 I =I“D‘ 1 —1 1] J_ —1 1 { J_--
P E' > q =
Theme B

LA T
Violoncello % ,I g ,"| 1| “’1‘ ﬂ '711 4 'bll 4 —1
o T b h% 2 ﬁ% ! h% & h% &

Piano

Example 14 Pizzicato and Pizzicato Chord

Source: by author

3.2 watiamsieugrudesgauaznisldaudnduaulindaiias hleduliunummsussiasiues
gouil 2 vawihuewdn C (c2) vameouaw Inevhussiililoduasiauriudesgs (Hish Register) Hussiasios
Hanuuduglunmsiunusdlonaziiadedne ennsinislmedansldrutntuaulinmeiiias (Up Bowed

Stroke) Tauflan siuAsmAT BmINeN UG Fejustiasadldusslunisnadudnateumilniimvungay

(Example 15)

Theme C: c2
V V V ml I) M b>/—-\ —
-0 /_'-\ = =

264 - % ;ﬁ . E E E E = E % E £ 2he _,"‘\' ,"‘\'

n n .& - - = - — = = I= - == - =
Violin (o 43 E——— = ; i
\i)y | 1 1)

Up Bowed Stroke Accent

Example 15 High Register, Up Bowed Stroke, and Accent on Theme C

Source: by author

3.3 MANANISNATNIAUNANEEERAZNNS IdAUTNaLaulunnawlas laduddnsidinaianis

& . I A Ay ' v 1Y) 8 = ~ &
natlamuvangans (Multiple Stops) lumallafinssduniouiurasane® Jsluvnwasdinisnaianu 3 ae

8 Samuel Adler, The Study of Orchestration, 4th ed. (New York: W. W. Norton, 2016), 12.
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Down Bowed Stroke Down Bowed Stroke

ﬁ
j

Triple Stop Quadruple Stop

Example 16 Multiple Stop and Down Bow Stroke on Theme C

Source: by author
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Example 17 Staccato, Arco, and Col legno on Theme A

Source: by author

&3U (Conclusion)
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? Samuel Adler, The Study of Orchestration, 4th ed. (New York: W. W. Norton, 2016), 35.



MAHIDOL MUSIC 71 VOL. 9 NO. 1
JOURNAL JANUARY - JUNE 2026

[
Y a
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1. peutawe dnstduunfaanuduiusaaunuudoulasinin nsldnesadeansenns wagmsld
Tugdsmssinu dmsulloduiiunumnsusaasiaiusuandssssa lnelfmaliansfiauazmsineasa
(Table 2)

Table 2 Exposition Section

Source: by author

Concepts and Techniques Violin Techniques
Doubly-Chromatic Mediant Pizzicato
Dissonant Chord and Tritone Pizzicato Chord

2. mouitawn Snsldunaniusdasnfnuazinannslddnvasdongliung Ao Smsdsusnm
Fonzuooads HeshTTunzans sndenzay wednsdenedeu uonantudmsldinaianisusyiug
LU WhusazmATiansUsEUS UM SWUTUes THuA mMsvades mswdsusnsdmne msldminedes
¥ues warmswannduresiues dnlhleduiimsldimedansiddus s oandusieiies msnatmunangans

warnseulingiadesg (Table 3)

Table 3 Development Section

Source: by author

Concepts and Techniques Violin Techniques
Chromatic Melody Up Bowed Stroke
Irregular Meter Down Bowed Stroke
Melodic Repetition Multiple Stops
Variation: Transposition, Time Signature Change, High Register
Using Fragment, and Inversion

3. MRUSDUANY WUNISNAULIUINBULLELEDNASY WAl UNSASUUNUIMNNSUSTaYNUaazide
Uszanuvaanguiesosanewazilaly Mialiuufnnsussiaenasadaanseans (A7) Aendlunuadely diwu
Ileduiinmsussasmiewalemsaudesduiasnisivauldvasrud ndanaia L ladeaieme sudsiunuviu

° Y ¢l ! a a o
NFUIILAINIUDINIYDITUUNILATILATENYIIRG (Table 4)
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Table 4 Recapitulation Section

Source: by author

Concepts and Techniques Violin Techniques

The switching of roles between playing the Staccato

melody and harmony of strings and piano

Dissonant Pedal Chord Col leno

afUs8Han1339y (Discussion)

ynnsezivieudaainsmls Tuunwaadelunsle mueey 2 vosseanmy viiiuGanswauNE
fussrrhaunmansUssitusfivannvans vamsldresadensying meliademstin nsldanufiniusdan
doumutlasniin yafmilidnunedongiung fadudnuumsumemsUssiuslummed 20 Bnviweanlniy
feldnunfnuasmaiiamaUssiusadummssw 18 sl iy Mt wiues melaiBeu ussmauUsvinues s
sl Rndnuallsunmseula manarauieerindudnuaemsussiusausuuulonaadn (Neo-Classic)
Adumsdsuwuursemsthingivangaeusnldlunsusyiug ueNIINTY unAALAzIMATiANTTUTERUST
yoarlmniunld owaseuisiumminadiesiiguusduraesulanadad 2 ansldresadesnsesng msld
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Aidem3elnu mslidnuardongbiung swfmslimududesdidann enadunmsdefnuguusmersual
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Wosndnsievdnms “daflosundsrsiien” (Sodialist Realism) avnefsmusRazsenaniwnuifnimods!!
duumumuasweiiavedhileduluunmasi wuhiindldeliamsussiasiivennvans wu nsin ms
Fneoin mslidudnturienudusioiios manathemuvaneans madulindssgs maeudesdu waensldd
Yosuindiieny madlamailasioufmmufaeisauazemguusmemnidudennanlanaiuasnst fode
mnlanugnasuvasasnsulanaded 2 SsaonadastunanunsUssiuunmasssamanisnowdia (String
Quartet) Ma1BUNINAS IABRNIEUTINAITR M I8L79 1278487 8 (String Quartet No. 8) Aifinsldmaiianis
vnadhledufiadetumariifioasioufaanmemedslauasnsrodnelilavesUssiusiomnelfusnadu

PNINSHI D9

AnAnssuUszmA (Acknowledgement)
unaidees “mylngiunumuasnaiialleduluunwasdelunile wneay 2 lunguades
luas §19ui 67 vieudaiasnsnls vos alln3 veanlniv” lHFunueaUNYIITEINAMEIY BuAERS LAY

danurnans uvimMINeIaeIuAeae Ussndeuusvanm we. 2567

10 Wiboon Trakulhun, Twentieth-Century Music, 2nd ed. (Bangkok: Tana Press, 2024), 166. (in Thai)
1 Julmanee Sudasna na Ayudhya, Western Music in the 20th Century (Bangkok: Upbeat Creation, 2022), 122. (in Thai)
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Abstract

Background and Objectives: Creative research is a process of generating new knowledge in the arts through
creative practice as a key method. It has been established as one of the standard learning processes in
undergraduate-level art curricula. The Bachelor of Music program in Western Music at Chandrakasem Rajabhat
University has continuously implemented creative music research as part of its curriculum. The program
focuses on knowledge and experience that students have developed from the course of their studies and
gives them an opportunity to freely create their work and publish it. As a result, a large number of student
creative music research projects have been produced. Conducting a systematic analysis of the existing
research using a scoping review approach allows for the mapping of the knowledge landscape and identification
of research gaps, which can serve as a foundation for clearer and more effective educational processes.
The aim of this study is therefore to conduct a scoping review of creative research in music conducted by

Western Music students at Chandrakasem Rajabhat University.
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Methods: This research was a descriptive study employing the scoping review methodology, following the
steps: identifying relevant studies, analyzing the studies, organizing the data, and comparing and synthesizing
the findings. A total of 348 qualified studies from the academic years 2015-2024 (B.E. 2558-2567) were
selected. The research instrument was a document analysis record form. Data collection involved recording
document files in electronic format for analytical reading based on the specified issues. Data analysis
techniques include content analysis, thematic analysis, and frequency counting and distribution.

Results: The findings revealed six key themes: 1) Most works primarily focused on composing and publishing
musical pieces. Secondary goals included telling stories, conveying personal emotions, blending or preserving
cultural elements, analyzing musical ideas, and developing innovative technologies; 2) The most common
keywords related to technology, music styles, and techniques. Gaps in the research included areas such as health
and psychology, sound theory and art, virtual media technology, contemporary music, and environmental or
soundscape studies; 3) Main sources of inspiration included personal life experiences and emaotions, reference
artists and musical styles, and pop culture media. Alternative inspirations included sound design and innovation,
environment, nature and travel, culture, local traditions, and history, society, well-being and psychology,
mythology, religion, fantasy, and war; 4) Primary concepts and theories included music technology and sound
design, contemporary harmony, scale and modal theory, complex rhythms and time signatures, instrumental
techniques, and methods of musical composition; 5) Key creative processes included music production,
sound design, mixing and mastering, composing melody, chords, and song structure, live performance,
multimedia video presentation, and using music technology tools; 6) The main musical forms included
verse—chorus, progressive forms, through-composed forms, and strophic forms.

Conclusions: The scoping review highlights students’ key interests in applying music technology, fusion
and contemporary music characterized by diverse integration and experimentation, and film score, media
music, and experimental music. The findings support recommmendations for developing course content and
curricula that align with student aspirations for advanced studies. Additionally, the findings identified gaps
in both research focus and methodology, especially the need to clarify and strengthen research objectives,
enhance analytical approaches to support the creative process, document procedures more clearly and
systematically, and adopt more challenging theoretical frameworks and musical forms. These findings
contribute to recommendations for improving instruction and advancing creative research at the graduate

level to better address these gaps.

Keywords: Scoping Review / Creative Research / Artistic Research / Undergraduate / Western Music
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unii1 (Introduction)

MFI81T9a19a93A (Creative Research) Wunszuiumsaiaesdenuslvmivnedausildnsufoaid
assassRduinsmuasadndmeinms unfndisuunsvaelusamdlnesusidssuasadansei 21
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2 Viichaya Mukdamanee, “Practice-led Research: Research for Learning,” Silpa Bhirasri Journal of Fine Arts 2, no. 2 (March 2015): 19-30. (in Thai);
Nigel Power, “You Can’t Get There from Here: Discovering Where to Begin a Practice-Led Inquiry Notes and Reflections from Thailand,” Revista
GEMINIS 13, no. 3 (2022): 58-70, https.//doi.org/10.53450/2179-1465.r¢.2022v13i2p58-70.

3 Robin Nelson, Practice as Research in the Arts: Principles, Protocols, Pedagogies, Resistances (Hampshire: Palgrave Macmillan, 2013), 190.

4 Angela Piccini, “An Historiographic Perspective on Practice as Research,” Studiies in Theatre and Performance 23, no. 3 (2004): 191-207,
https://doi.org/10.1386/stap.23.3.191/3; Krailas Chitkul and Athitaya Piwkhum, “Practice as Research in Performing Arts,” in King’s Philosophy for
Sustainable Development: A Collection of Research and Academic Articles, Chiang Mai Rajabhat University, 2017, ed. Kaltima Phichai et al.,
(Chiang Mai: Somporn Printing, 2017), 145-154. (in Thai)

% Angela Piccini, “An Historiographic Perspective on Practice as Research,” Studies in Theatre and Performance 23, no. 3 (2004): 191-207,
https://doi.org/10.1386/stap.23.3.191/3.

6 Angela Piccini, “An Historiographic Perspective on Practice as Research,” Studies in Theatre and Performance 23, no. 3 (2004): 191-207,
https://doi.org/10.1386/stap.23.3.191/3.

" Hazel Smith and Roger T. Dean, eds., Practice-Led Research, Research-Led Practice in the Creative Arts (Edinburgh: Edinburgh University Press.

2009); Robin Nelson, Practice as Research in the Arts: Principles, Protocols, Pedagogies, Resistances (Hampshire: Palgrave Macmillan, 2013).
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8 “Vienna Declaration on Artistic Research,” Culture Action Europe, accessed January 15, 2025, https://cultureactioneurope.org/news/vienna-
declaration-on-artistic-research.

9 Linda Candy, “Practice-Based Research: A Guide,” Creativity & Cognition Studios, 2006, https://www.creativityandcognition.com/wp-content/
uploads/2011/04/PBR-Guide-1.1-2006.pdf.
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Table 1 Categories of Creative Research Objectives

Source: by author

No. Category Frequency
1 Create-Compose 319
2 Present-Publish 276
3 Storytelling-Express Emotion 125
4 Integrate-Preserve Culture 95
5 Study-Analyze 71
6 Develop Technology-Innovation 70
7 Develop Teaching Media-Databases 23

Note: Some Works indicate more than one Objectives.
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Table 2 Frequency of keywords

Source: by author

No. Keyword Category Frequency
1 Sound Design Technology 61
2 Improvisation Technique 41
3 Fusion Music Style 29
4 Funk Music Style 27
5 Ambient Music Style 26
6 MIDI Controller Technology 22
7 Rock Music Style 22
8 MIDI Technology 19
9 Automation Technology 19
10 Fusion Jazz Music Style 18
11 Synthesizer Technology 17
12 Progressive Rock Music Style 16
13 Sampling Technology 16
14 Popular Music Others 16
15 Groove Technique 15

Note: All Works indicate more than one keywords.
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Table 3 Categories of Inspiration for the Creative Research

Source: by author

No. Category Frequency
1 Personal Life Experiences and Emotions 120
2 Reference Artists and Emotions 98
3 Pop-culture Media (Films, Anime, and Games) 82
4 Technology, Sound Design, and Innovation 50
5 Nature, Environment, and Travel 35
6 Culture, Local Traditions, and History 32
7 Society, Well-being, and Psychology 15
8 Mythology, Religion, Fantasy, and War 14
9 Sports, Role Models, and Biographies 8
10 DIY, Equipment Limitations, and Problem-solving 7

Note: Some works indicate more than one source of inspiration.
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Figure 3 Frequency chart of concepts and theories used, categorized by year of publication

Source: by author
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Table 4 The Creative Research Process

Source: by author

No. Creative Processes Frequency
1 Production, Sound Design, Mixing, and Mastering 512
2 Composing Melody, Chord, and Song Structure 431
3 Live Performance, Video, and Multimedia Presentation 268
4 Using Music Technology Tools 243
5 Arranging and Harmonization 72
6 Research, Inspiration Gathering, and Planning 66
7 Rehearsal, Experimentation, and Concept Testing 56
8 Reviewing, Editing, and Feedback 50

Note: Each works may involve multiple processes and may be counted more than once across different categories.
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Table 5 Music Forms of Creative Research in Music Composition

Source: by author

No. Music Form Frequency
1 Verse-Chorus 240
2 Through-Composed 45
3 Others 28
4 Strophic and AABA Ternary 24
5 Blues and Loop 6
6 Texture Focus 5
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Abstract

Background and Objectives: Piano study at the undergraduate and graduate levels requires both technical
skill and understanding of musicality, yet many students face challenges with muscle tension caused by excessive
practice or ineffective technique. This tension can interfere with performance, restrict musicality, and potentially
lead to long-term injury. Building on a pedagosgical perspective, this study investigates circular motion as a method
for reducing tension and improving agility. Although circular motion is widely acknowledged in pedagosical
literature, its practical use in specific repertoire is often overlooked. This study addresses that gap by providing
applied examples, comparative analysis and performance videos. The following objectives drive the research:
1) To study the injury risks posed by muscle tension in piano performance and to examine its effects on the
freedom of movement and the expression of musicality; 2) To study the concept of circular motion described
by pedagogues; 3) To apply circular motion in piano performance to reduce tension and improving agility, and
to demonstrate the differences after its application.

Methods: This study uses a documentary method to investigate sources from books, theses, journal articles,
and online pedagogical sources to support the research objectives, involving a literature review on muscle
tension and the pedagosical perspective of circular motion. Furthermore, the study explores the effectiveness
of circular motion by practical application on selected piano repertoire which were chosen based on their variety
of techniques, including running notes, broken chords, leaps and arpeggios. Moreover, the study visualizes the
differences from applying circular motion in demonstration videos and public performance in a lecture-recital.
Finally, the findings are be compiled in a research article.

Results: The results of this study can be summarized as follows. 1) Muscle Tension: across a variety of the
piano technique literature, pedagogues and piano teachers consistently emphasize the importance of cultivating
awareness of muscle tension in piano performance. Tension is widely recognized as a major culprit, as it limits
agility, restricts freedom of movement and finger flexibility, inhibits performance, and increases the risk of injury.
To prevent this, pedagogues encourage the use of multiple parts of the body and promote relaxation as

a healthier approach. 2) Circular motion involves natural, curved movements of the wrist, forearm, hand,

" Corresponding author, email: sornsuang.tan@mahidol.ac.th https://doi.org/10.65824/mmj.v9.282020
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and shoulder, allowing tension to be shared among these areas, which is more effective and helps prevent
physical strain and stiffness compared to abrupt, linear movement. 3) Circular motion can be applied to various
musical passages. It provides better angles to strike the keys when performing running notes, smoother transitions
when playing arpeggios and greater accuracy when playing leaps. The application of this technique reduces
physical strain and promotes fluid, effortless performance. 4) Lecture-recital: the lecture-recital described in
this article clearly illustrated the improvement in musicality when playing with and without the application of
the circular motion. Moreover, the performer experienced physical ease throughout the entire performance.
Conclusions: This study highlights the importance of avoiding muscle tension in advanced piano study and
proposes circular motion as an effective approach to both injury prevention and technical fluency in performance.
Demonstration videos and a lecture-recital help to clearly visualize the improvement achieved through the
use of circular motion. Its implementation in pedagogy offers educators and students a practical and adaptable

approach for developing healthier and more expressive playing habits.

Keywords: Circular Motion / Piano Technique / Injury / Muscle Tension

Introduction

Piano study at the undergraduate and graduate levels presents unique challenges that require technical
skill, comprehensive understanding of musicality, and effective practice methods. Despite dedicated effort,
many students experience muscle tension, often caused by excessive practice or improper methods, which
can lead to physical strain, limit artistic expression or lead to long-term injury.

The issue of tension in piano playing has been widely addressed in pedagogical works. Louis Adam
cautioned against its effects on finger flexibility, while Tobias Matthay introduced “relaxation” as a key to
reduce tension, improving agility and enhancing musicality.? More recent figures like Thomas Mark emphasized
efficient, tension-free movement as essential for expressive and secure playing.® Carola Grindea founded the
International Society for the Study of Tension in Performance to raise awareness and offer solutions for
performance-related physical issues.* These insights have led to development of technical methods like
forearm rotation or arm weight technique to promote efficiency and prevent injury. Among these, circular
motion emerges as a particularly effective approach, frequently mentioned in both pedagogical texts and

academic work. Tobias Matthay described it as a “weight-touch” from the wrist and forearm to enhance tone

! Sandra P. Rosenblum, Performance Practices in Classic Piano Music (Bloomington: Indiana University Press, 1988), 195.

2 Tobias Matthay, The Act of Touch in All Its Diversity: An Analysis and Synthesis of Piancforte Tone-Production (London: Longmans, Green, 1903), 22.
* Thomas Mark, What Every Pianist Needs to Know about the Body (Chicago: GIA Publications, 2003), 5.

4 Carola Grindea, as cited in Michele Wheatley-Brown, Gilles Comeau, and Donald Russell, “The Role and Management of Tension in Pedagogical
Approaches to Piano Technique,” Arts BioMechanics 2, no. 1 (2014): 2, https.//piano.uottawa.ca/wp-content/uploads/2016/04/Publications/
Physical%20aspects/22.%20Brown_Tension%202013.pdf.
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and expression.” Rudolf Maria Breithaupt emphasized wrist circles and joint cushioning to support tone quality
and relaxation.® Seymour Fink examined the anatomy of wrist and shoulder circles to improve phrasing and
legato.” Jozsef Gat referred to it as a “spindle motion” that supports hand movement,? while Thomas Fielden
saw it as a rotatory movement initiated from the shoulder, facilitating smooth transitions with less effort.’
These perspectives suggest that incorporating circular motion technique may help alleviate physical tension,
promote more flowing movements and enhancing musicality.

Although many pedagogues have recognized the importance of circular motion, they have rarely
demonstrated its practical application in specific piano repertoire. This article aims to bridge that gap by providing
concrete examples supported by visual and audio media. Through images, comparative videos and performance
videos, this study aims to offer an applied perspective on how circular motion can be integrated into piano

playing for tension reduction and physical agility improvement.

Research Objectives

1. To study the injury posed by muscle tension in piano performance and to examine its effects
on the freedom of movement and the expression of musicality.

2. To study the concept of circular motion described by pedagogues.

3. To apply circular motion in piano performance, enhance agility, and demonstrate the resulting

improvements.

Research Methodology
This study uses a documentary research methodology to investigate muscle tension and circular motion
techniques in piano playing. Sources were selected based on their relevance to the research objectives. After

selection, a total of nine sources were identified, including six books by Fielden,' Fink,'' Gat,'? Mark,'> Matthay,'*

® Tobias Matthay, The Act of Touch in All Its Diversity: An Analysis and Synthesis of Pianoforte Tone-Production (London: Longmans, Green,
1903), 107-108.

6 Rudolf Maria Breithaupt, Natural Piano-Technic: Preliminary to Intermediate Grade (Leipzig: D.F. Kahnt, 1909), 41.

" Seymour Fink, Mastering Piano Technique: A Guide for Students, Teachers, and Performers (Portland, OR: Amadeus Press, 1992), 78.

8 Jozsef Gat, The Technique of Piano Playing (Budapest: Corvina, 1974), 121.

° Thomas Fielden, The Science of Pianoforte Technique (London: Macmillan, 1961), 92-95.

10 Thomas Fielden, The Science of Pianoforte Technique (London: Macmillan, 1961).

11 Seymour Fink, Mastering Piano Technique: A Guide for Students, Teachers, and Performers (Portland, OR: Amadeus Press, 1992).

12 Jozsef Gat, The Technique of Piano Playing (Budapest: Corvina, 1974).

1> Thomas Mark, What Every Pianist Needs to Know about the Bodly (Chicago: GIA Publications, 2003).

14 Tobias Matthay, The Act of Touch in All Its Diversity: An Analysis and Synthesis of Pianoforte Tone-Production (London: Longmans, Green,
1903).
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1 one unpublished thesis by Timothy;*" and

and Rosenblum;™> one journal article by Wheatley-Brown et a
one online pedagogical article by Bar-Niv.'® The research procedure involved six steps.

1. Literature review of muscle tension that discusses the effects of muscle tension in piano performance
and its solution.

2. Pedagogical analysis of circular motion focused on the concept, biomechanical understanding and
its role in reducing muscle tension.

3. Application of circular motion in chosen repertoire, based on a variety of techniques, such as broken
chords, running notes, arpeggios, and leaps, to determine where circular motion could be integrated to reduce
tension and enhance agility.

4. Demonstration and comparison videos. Each selected passage was recorded in two versions, one
without using circular motion and one with it in order to visualize the differences in musicality and movement.
The effectiveness of the technique was assessed through performer’s reflection.

5. Conducting a lecture-recital with the aim of presenting the findings in a practical context, including live
demonstrations of circular motion, comparisons of different approaches, and performance of the selected works.

6. Preparing a research article presenting the theory, application, and outcomes of using circular motion

to reduce tension in piano playing.

Result
After investigating from the sources and applying the technique on selected work, the results can
be summarized in four parts: 1) Muscle Tension; 2) Circular motion; 3) Application of circular motion;
4) Lecture-Recital. The research findings are as follows.
1. Muscle Tension
Throughout the various literature on piano technique, tension is widely recognized as a major
culprit in both limiting agility and causing injury. Many pedagogues and piano teachers agree that muscle

tension should be avoided.’ For example, Louis Adam, who is a pioneer of Paris Conservatory tradition in

15 Sandra P. Rosenblum, Performance Practices in Classic Piano Music (Bloomington: Indiana University Press, 1988).

16 Michele Wheatley-Brown, Gilles Comeau, and Donald Russell, “The Role and Management of Tension in Pedagogical Approaches to Piano
Technique,” Arts BioMechanics 2, no. 1 (2014): 1-17, hitps://pianc.uottawa.ca/wp-content/uploads/2016/04/Publications/Physical9%20aspects/22.9620
Brown_Tension%202013.pdf.

17 Johanes Timothy, “Personal Account on the Development of Wrist and Arm Techniques in Piano Playing” (Research Project, Royal Conservatoire
of Scotland, 2020), https://www.academia.edu/44688214.

18 Rami Bar-Niv, “The Magic of Wrist Circles,” International Journal of Music, last modified March 2022, https://ijm.education/piano/the-magic-of-
wrist-circles/.

19 Michele Wheatley-Brown, Gilles Comeau, and Donald Russell, “The Role and Management of Tension in Pedagogical Approaches to Piano
Technique,” Arts BioMechanics 2, no. 1 (2014): 2, https://piano.uottawa.ca/wp-content/uploads/2016/04/Publications/Physical%20aspects/22.9%20
Brown_Tension%202013.pdf.
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18M-19" century and a writer of early method book for piano, warned about drawbacks and complications
that come from tension: “...for all muscular tension blocks freedom of movement and makes it impossible
for the hands to extend and contract the fingers properly, which one needs to be able to do at all times” %
This highlights the effect of muscle tension, which restricts the freedom of movement and finger flexibility.

Some pedagogues advised relaxation as a remedy. For example, Tobias Matthay describes his
thoughts on relaxation in The Act of Touch in All Its Diversity: “Really complete relaxation may possibly be
physically unattainable, but the term thoroughly conveys what has practically to be striven for. For it is the
completest possible Relaxation of all muscles that should be passive that forms the real ‘secret’ of all good
tone-production (including Agility) at the Pianoforte.”** This quote highlights his belief of relaxation as a key to
achieve the technical mastery and freedom of movement without risking injury.??

In addition, Thomas Mark, a piano teacher and author of What Every Pianist Needs to Know About
Their Body, conveys a similar idea in the following statement: “Piano playing that is accomplished by high-
quality movement, in which each part contributes its proper share with no tension, will be free, expressive, and
secure,” implying that proper coordination of body parts is essential for good piano playing.

These insights highlight the awareness of muscle tension in pedagogical works, while emphasizing

relaxation and natural movement as a better approach.

2. Circular Motion
Circular motion is a piano technique that refers to circular movement of the wrist, forearm, arm, elbow
all the way to shoulder. Applying this technique can enhance fluidity, phrasing, tone control, and reduce unnecessary
tension. Instead of abrupt linear movements, using this circular movement can enhance agility and reduce tension.
Rami Bar-Niv, a piano teacher, explains the concept of circular motion using an analogy of running toward
awall and needing to change direction instantly. A sharp tum is both difficult and inefficient. However, approaching
the wall at a slight angle makes change in the direction much smoother. The same principle can be applied to the
wrist by altering the turn. The motion becomes more fluid and natural, resulting in a circular or oval movement.?*
Similarly, Thomas Fielden, a British piano teacher, describes circular motion as a rotatory movement

of the elbow and wrist, driven by the shoulder. He explains that straight, angular movements are inefficient, because

20 Sandra P. Rosenblum, Performance Practices in Classic Piano Music (Bloomington: Indiana University Press, 1988), 195.

2L Tobias Matthay, The Act of Touch in All Its Diversity: An Analysis and Synthesis of Piancforte Tone-Production (London: Longmans, Green, 1903), 22.
22 Michele Wheatley-Brown, Gilles Comeau, and Donald Russell, “The Role and Management of Tension in Pedagogical Approaches to Piano
Technique,” Arts BioMechanics 2, no. 1 (2014): 2-3, https//piano.uottawa.ca/wp-content/uploads/2016/04/Publications/Physical%20aspects/22.9620
Brown_Tension%202013.pdf.

2 Thomas Mark, What Every Pianist Needs to Know about the Body (Chicago: GIA Publications, 2003), 5.

24 Rami Bar-Niv, “The Magic of Wrist Circles,” International Journal of Music, last modified March 2022, https://jjim.education/piano/the-magic-of-

wrist-circles/.
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to angularly change the direction of movement in straight lines, a force is required to overcome the inertia of the
previous direction. On the other hand, curved, elliptical movements allow more time for the inertia of the previous
direction to be converted to the new direction, which allows for smoother direction changes with less force.
This elliptic trajectory is experienced by the elbow and the wrist, as they are the fulcrums.?® Figure 1 compares

the visual appearance of these two movements.
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Figure 1 Schematic representation of straight as compared with elliptical trajectory

Source: by author

Moreover, Seymour Fink described circular motion as “lateral twist” and “shoulder circling,” emphasizing
its role in legato playing. He explains that these movements enhance subtle control, allow free arm movement
with smooth connections and support varied finger patterns. He theorized circular motion into pronation and
supination circles. In pronation, the thumb acts as an anchor, pressing into the key while suiding an inward movement.
While in supination, the pinky serves as the anchor, leading an outward circling motion. These are subtle movements
that accompany the circling of the arm.?® Figure 2 illustrates these two movements, with an accompanying link

to a demonstration video.

Pronation Circle

Figure 2 IWustration of the pronation circle and supination circle with QR Code for demonstration video

Source: by author’’

% Thomas Fielden, The Science of Pianoforte Technigue (London: Macmillan, 1961), 92-95.
26 Seymour Fink, Mastering Piano Technique: A Guide for Students, Teachers, and Performers (Portland, OR: Amadeus Press, 1992), 78-81.
27 Natsarut Chandee, “Seymour Fink - Pronation circle and Supination circle demonstration,” YouTube video, 0:43, April 18, 2025,

https://www.youtube.com/watch?v=mXiZAORIUQO.
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Another insightful description of this technique comes from Jozsef Gat, a pioneer in keyboard

728 comparing their movement

music education in Hungary. He describes the “spindle motion of the arms
to that of a skipping rope. This continuous motion supports the hands as they play, making the action feel
more natural, reduce strain, and allowing the hands to work more smoothly and efficiently.?’ To illustrate

this movement, Figure 3 provides access to the demonstration video.

Figure 3 QR Code for demonstration video, “Spindle motion of the arms”

Source: by author™®

»” o«

Although different terms are used, such as “lateral twist,” “rotatory movement,” or “spindle
motion,” they all highlight the importance of fluid motion for reducing physical tension and enhancing control,
tone, and fluidity of movement. These insights collectively emphasize that circular motion promotes efficient

movement by aligning with the body's natural biomechanics.

3. Application of circular motion
The study uses a selection of technical passages from works by Wolfgang Amadeus Mozart, Frédéric
Chopin, Jean Sibelius, and Sergei Rachmaninoff, by focusing on various passages with different techniques,
including running notes, broken chords, leap and arpeggios. All of these examples feature links and a OR
codes for viewing the demonstration videos.
3.1 Running notes
An example of how this technique can help playing running notes can be seen in Mozart’s
Piano Sonata in C minor, K. 457, first movement, measures 21 to 22, highlighted in the box of Example 1.
This passage should be played legato, with all notes evenly articulated. While it is possible to play this
passage by focusing solely on finger movement, applying the circular motion technique ensures that each

finger strikes the key at the better angle for optimal control and smoothness.

2 Jozsef Gat, The Technique of Piano Playing (Budapest: Corvina, 1974), 121.

2 Johanes Timothy, “Personal Account on the Development of Wrist and Arm Techniques in Piano Playing” (Research Project, Royal Conservatoire
of Scotland, 2020), 7, https://www.academia.edu/44688214.

30 Natsarut Chandee, “Jézsef Gat's ‘spindle-motion of the arms’ demonstration video,” YouTube video, 0:13, June 9, 2025,

https:/Awww.youtube.com/watch?v=xwJnMyEx0fd.
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Example 1 Mozart - Piano Sonata in C minor No. 14, I. Molto Allegro, mm. 21-24,
with QR Code for demonstration video

Source: by author*

This idea works similarly in example 2, measures 67 to 69. To perform this passage can be
challenging, especially when the fourth finger place on black key and fifth finger on white, creating inefficient
position. However, by applying the circular motion technique, the wrist rotates to a better angle, enhancing

control and allowing for a more precise and effective key strike.
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Example 2 Mozart - Piano Sonata in C minor No. 14, |. Molto Allegro, mm. 67-70,
with QR Code for demonstration video

Source: by author*

3.2 Broken Chord
The circular motion technigue can also be applied when playing broken chords, as seen in
the third movement. The box in Example 3 shows broken triads pattern for the left hand. Applying this

technique, rather than relying solely on fingers, promotes more evenness of sound.

31 Natsarut Chandee, “Mozart's Piano Sonata in C minor, K. 457 : Demonstartion video 1,” YouTube video, 0:27, October 20, 2025,
https:/Awww.youtube.com/watch?v=aT-zJ5F2MMw.
32 Natsarut Chandee, “Mozart's Piano Sonata in C minor, K. 457 : Demonstartion video 2,” YouTube video, 0:27, October 20, 2025,
https://Awww.youtube.com/watch?v=UfBJLmFD2uM.
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Example 3 Mozart - Piano Sonata in C minor No. 14, lll. Allegro assai, mm. 146-154,

with QR Code for demonstration video

Source: by author’

Another useful example appears in Sibelius’s Etude, Op. 76 No. 2. The right-hand pattern
in Example 4 features broken chords with accent on the top note, which serves as the main melody. Relying
solely on the fingers can be challenging, especially at fast tempo, as it increases the risk of tension. The application
of circular motion incorporates the wrist to support the fingers, which reduces unnecessary tension, making

it easier to strike the accented the top note more effectively.
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Example 4 Sibelius - Etude in A minor, Op. 76, No. 2, mm. 1-4, with QR Code for demonstration video
Source: by author™”

3.3 Leaps and Jumps
In the same piece, the left hand follows a leaping pattern that repeats throughout the entire
piece. As seen in Example 5, playing these patterns continuously at a fast tempo while maintaining accuracy
can be challenging with direct horizontal motion. By applying circular motion, the movement becomes smoother,
more continuous, and more precise. Moreover, this motion assists the projection of the bass note, which

serves as the support of the harmony.

33 Natsarut Chandee, “Mozart's Piano Sonata in C minor, K. 457 : Demonstartion video 3,” YouTube video, 1:24, October 31, 2025,
https:/Awww.youtube.com/watch?v=wF8ImLrLsxI.

34 Natsarut Chandee, “Sibelius - 13 pieces for piano, Op. 76, No. 2 : Demonstration Video 1,” YouTube video, 0:53, October 31, 2025,
https:/Awww.youtube.com/watch?v=LPFh4SUYt7U.
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Example 5 Sibelius - Etude in A minor, Op. 76, No. 2, mm. 1-4, with QR Code for demonstration video
Source: by author’

Another example of using this technique to assist in leap passages can be found in Example 6,
Chopin’s Etude in E Major, Op. 10 No. 3. In the climactic section, the passage presents a significant challenge of
fast interval jump while emphasizing the top note. However, incorporating the circular motion technique can
help reduce tension caused by continuous leaps and also achieve a better angle for striking the keys more

efficiently, enhancing both accuracy and control to highlight the top note.

T T
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Example 6 Chopin - Etude in E major, Op. 10, No. 3, mm. 46-48, with QR Code for demonstration video
Source: by author®®

As the harmony transitions to the dominant chord in Example 7, measures 52 to 55 feature
wide chords that can be challenging to play. While it is possible to reach them by stretching the hand, this
often causes tension, especially for performers with smaller hands. Applying circular motion promotes more
natural, relaxed movement and reduces strain, providing a smooth crescendo through the use of the circular

motion technique.

35 Natsarut Chandee, “Sibelius - 13 pieces for piano, Op. 76, No. 2 : Demonstration Video 2,” YouTube video, 0:40, June 5, 2025,
https:/Awww.youtube.com/watch?v=GT7QH2Rulhc.

36 Natsarut Chandee, “Chopin - Etude in E major, Op. 10, No. 3 : Demonstration Video 1,” YouTube video, 1:09, October 31, 2025,
https://Awww.youtube.com/watch?v=al tUCRmeog0.
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Example 7 Chopin - Etude in E major, Op. 10, No. 3, mm. 52-55, with QR Code for demonstration video
Source: by author’’

3.4 Arpeggios

Circular motion can also be employed when playing arpeggios, such as in the middle section
of Rachmaninoff’s Prelude in G minor, Op. 23 No. 5. In Example 8, the left hand executes a two-octave arpeggio
pattern. The most effective way to perform this pattern is to divide it into two main finger positions: the lower
position (blue highlight) and the upper position (green highlight). This method allows for more efficient fingering.
However, a common issue arises when the hand suddenly changes position: the first note of each new
position may be unintentionally accented due to abrupt and unnatural movement. By applying the circular

motion technique, the transitions become smoother and more natural. This helps eliminate the problem

and allows the sound to flow smoothly.
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Example 8 Rachmaninoff - Prelude in G minor, Op. 23, No. 5, mm. 35-36, with QR Code for demonstration video
Source: by author”®

37 Natsarut Chandee, “Chopin - Etude in E major, Op. 10, No. 3 : Demonstration Video 2,” YouTube video, 0:26, October 20, 2025,
https:/Awww.youtube.com/watch?v=-OOymw70188.

38 Natsarut Chandee, “Rachmaninoff Prelude in G minor, Op. 23, No. 5 : Demonstration Video 1,” YouTube video, 0:56, October 31, 2025,
https://www.youtube.com/watch?v=bh CwNc8wnY.
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In Example 9, when the passage repeats in measure 42, a middle-line melody (highlighted
in orange) is introduced and played with the left-hand. Applying the circular motion technique allows the
wrist to rotate into a better position for striking the key with the thumb, making it easier to emphasize the

middle-line melody effectively while maintaining overall fluidity.

Example 9 Rachmaninoff - Prelude in G minor, Op. 23, No. 5, mm. 42-43, with QR Code for demonstration video
Source: by author”

These examples demonstrate how circular motion enhances body movement, leading to greater
efficiency, smoother sound, reduced strain, and a more relaxed playing experience across diverse techniques.
This highlights its adaptability to many different kinds of musical passages. As a result, this approach provides

greater physical ease, enabling the performer to achieve their desired musical sound and full expressive potential.

4. Lecture-Recital
The First Year Lecture-Recital took place on March 25, 2025 at Ad07, College of Music, Mahidol
University. The presentation and performance clearly demonstrated the difference before and after applying
circular motion. The performer experienced physical ease and enhanced agility throughout the performance.

Figure 4 features a QR code and link to the full lecture-recital video.

% Natsarut Chandee, “Rachmaninoff Prelude in G minor, Op. 23, No. 5 : Demonstration Video 2,” YouTube video, 0:50, October 20, 2025,
https:/Awww.youtube.com/watch?v=Yp3ZuSe7GL4.
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FIRST YEAR LECTURE RECITAL
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Circular Motion =3 s\

it
i Natsarut Chandee

g First Year Lecture Recital
Tuesday, March 25, 2025
9:30 am, A407

Program

Wolfgang Amadens Mozart
(1756 - 1791)

Elude in E Major, Op. 10, No. 3 “Iristesse” Frédéric Chopin
(1810 - 1849)

Prelude in G minor, Op. 23, No. 5 Sergei Rachmaninoff
(1873 - 1943)

Figure 4 Natsarut Chandee First year Lecture-Recital at Mahidol University, March 25, 2025
with QR Code for performance video

Source: by author™

Conclusion and Discussion

Muscle tension can limit movement and increase the risk of injury, which can be avoided by relaxation
or movements that enable various body parts to distribute physical load. Circular motion, involving smooth
rotational movement of the wrist, arm, and elbow, was identified as an effective strategy to reduce tension and
support natural coordination. When circular motion is applied to challenging passages like running notes,
broken chords, leaps, and arpeggios, it improves tone quality, phrasing, and overall physical ease, thereby
enhancing both technical execution and minimizing muscle tension.

The issue remains a critical concern in piano performance, particularly for students at the undergraduate
and graduate levels. It interferes with natural movement, limits expressive potential, and increases the risk of
injury. As seen in the writings of Adam, Matthay, and Mark, excessive or involuntary contraction of muscles can
restrict technical freedom, disrupt phrasing, and result in harsh or uneven tone. Consequently, relaxation is not
merely a physical condition but an essential requirement for musicality and physical agility. Without physical
ease, the expressive capacity of a pianist becomes compromised, and technical challenges can escalate into
physical strain. Thus, effective management of tension is indispensable for both artistic and physical well-being

in piano performance.

90 Natsarut Chandee, “Natsarut Chandee First year Lecture Recital - Circular Motion,” YouTube video, 1:05:20, June 9, 2025,
https:/Awww.youtube.com/watch?v=-unDHS3wBYc.
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To solve this issue, circular motion has emerged as a promising technique for minimizing tension while
supporting expressive playing. This approach involves smooth, elliptical movements, as described by Fielden,
which is highly effective in continuous leap passages that require accuracy, such as those shown in Example 5.
Moreover, the use of circular motion demonstrates the spindle-like motion of the arms that support the hand’s
movement particularly when playing wide chords without stretching the hand, as seen in Example 6. Additionally,
the application of this technique reveals the formation of pronated circular movement, as described by
Seymour Fink, which can be seen in passages such as running notes (Example 1), broken chords (Examples 3
and 4), and arpeggios (Example 8). However, these examples do not show supination, which may appear in
other repertoires. These examples highlight circular motion as a practical and effective technique. It helps reduce
muscle tension, encourages natural movement, and promotes relaxation.

The practical demonstrations and performer reflections provide strong support that circular motion can
both reduce muscle tension and enhance agility. The technique encouraged more efficient body use, minimizing
muscle strain, and allowing each joint to contribute to the motion. This cooperative contribution helps distribute
tension equally across each part, aligning with Mark’s ideas. Pianists reported a greater sense of physical ease
and improved tonal consistency after applying the technique. In particular, better dynamic control, more balanced
phrasing, and improved accuracy were observed in sections that previously felt tense or technically difficult.
As a result, performances not only became physically more comfortable and more expressive but also built
confidence in the performer, strongly reinforcing the idea that muscle tension, musicality and physical freedom
are closely interconnected.

Although the benefits are clear, this technique may not be equally effective in every musical context
or for every performer. In fast passages, like in Example 7, large circular movements may not be practical and
even disadvantageous. In this case, the motion should be adjusted to smaller for more efficiency. Additionally,
other factors like anatomical differences or musical styles can influence its effectiveness. For instance, Baroque
repertoire, which emphasizes tone clarity, can be played solely on finger technique, leading it to be downplayed.*!
However, with careful instruction and exploration of technique, circular motion can still serve as essential
component for a healthy and expressive piano technique.

The findings of this study suggest that incorporating circular motion into piano technique can significantly
reduce muscle tension and enhance agility, particularly in technically demanding passages. This has important
implications for piano pedagogy, highlighting the need to include movement-based approaches alongside
traditional finger techniques. While not universally applicable to all repertoire or performers, when thoughtfully

adapted, circular motion supports healthier, more efficient playing. Its integration into teaching practices can

41 Chih-Tung Cheng, “Baroque Pianism: Perspectives on Playing Barogque Keyboard Music on the Piano, with Emphasis on Bach’s Fugues in the

Well-Tempered Clavier” (DMA diss., The City University of New York, 2019), 14-48, https://academicworks.cuny.edu/gc_etds/3449.
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help prevent injury, improve tone control, and foster a more holistic understanding of body mechanics in piano
performance.

The future research is encouraged to explore the application of circular motion across various musical
styles and level of proficiency, and to conduct comparative studies on how circular motion can be integrated

with other techniques.
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Abstract

Background and Objectives: The culture and way of life of Muslims in the southern border provinces of Thailand
are based on the fusion of traditional beliefs influenced by Hinduism, Buddhism, and Istam, which results in
local traditions that are unique and different from other regions, especially in terms of religion, language, lifestyle,
and various rituals. The organization of the procession is an important element in local traditions that expresses
respect, faith, and loyalty to important persons and communicates cultural identity through performing arts,
music, costumes, and local arts. The music in the procession plays an important role in creating an atmosphere
and enhancing the sacredness of the ritual. It is a representation of the local Muslim music culture that should
be preserved, restored, and developed sustainably to promote understanding between people inside and
outside the culture and as a case for creating academic knowledge that reflects the identity and wisdom of
the southern border communities. The objectives are to study the components of the Muslim procession in
the southern border provinces and study the bands in the Muslim procession in the southern border provinces.
Methods: This research on the music culture in the Muslim procession in the southern border provinces is

a qualitative research study using an ethnomusicological approach to preserve and restore cultural heritage



MAHIDOL MUSIC 112 VOL. 9 NO. 1
JOURNAL JANUARY - JUNE 2026

wisdom. Data were collected through participatory and non-participatory observation, as well as structured
and unstructured informal interviews with 8 experts in history, culture, and music and 15 people who are
experienced and widely recognized in the community in organizing local parades. The research instruments
consisted of cameras, audio recorders, and notebooks. The data collection focused on ethnic history, procession
components, musical characteristics, and the roles of local musicians. The data analysis used a descriptive
analytical method based on issues related to procession components, musical characteristics, and local cultural
identity to present the results in a systematic academic manner.

Results: The research results found that the Muslim procession in the southern border provinces is based
on beliefs and values from local cultures that combine Brahmanism, Buddhism, and Islam. It consists of 6
processions: a musical procession, a noble procession, a Bunga Sireh procession, a bird caretaker procession,
a bird carrying pole procession, and a spear and dagger procession. The participants in the procession are
dressed in local southern costumes. The music used in the Muslim procession in the southem border provinces
is found to include the Pi-suna, Gong, and Gendang, in the form of a gong and drum ensemble, which plays
the sound to make the procession fun, powerful, and sacred, and also performs the Silat (a Malay martial
dance). The musical instruments have a loud sound and also feature elegant, fun, powerful melodies, and
an aggressive rhythm. Three songs were found to be used in the procession. In Narathiwat Province, a song
called “Rayakalae” was used in the procession. In Yala and Pattani Provinces, songs were used in the procession
with improvised melodies to the rhythm of gongs and drums, though the names of the songs used in these
processions were not known. There was a tradition of paying homage to teachers before the performance,
family inheritance, and an annual ceremony to pay homage to teachers.

Conclusions: The Muslim procession in the southern border provinces of Thailand is a tradition that reflects
the combination of religious beliefs, namely Brahmanism, Buddhism, and Istam. From research results and
study of historical documents, it was found that Muslim processions in the southern border provinces have
6 main components: a musical procession, a noble procession, a Bunga Sireh procession, a bird keeper procession,
a bird carrying pole procession, and a spear and dagger procession. Participants in the procession usually dress
in southern traditional clothing. In terms of music, the procession uses a gong and drum ensemble consisting of
a Pi-suna, Gong, and Gendang, which create a joyful, majestic, and sacred atmosphere. Including the performance
of Malay martial arts (Silat), the songs used in the procession have characteristics specific to each region,
such as the song “Rayokalae” in Narathiwat province, while in Yala province and Pattani province, improvised
melodies are used. In addition, there is a tradition of paying respect to teachers before playing and passing

down musical skills through the bloodline within the family.

Keywords: Musical Culture / Muslim Procession / Southern Border Province
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Figure 1 A musical procession from Pattani Province

Source: National Archives of Thailand?
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2 Royal Coronation Ceremony, Royal Coronation Ceremony of King Rama V, RE. 126-127, photograph, National Archives of Thailand, Bangkok,
1907.
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Figure 2 A noble procession in pre-circumcision procession from Pattani Province

Source: Museum of Archaeology and Anthropology, University of Cambridge’
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Figure 3 A Bunga Sire procession from Yala Province

Source: National Archives in Honour of HM. Queen Sirikit, Yala*
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Figure 4 A Bird caretaker procession from Yala Province

Source: National Archives in Honour of HM. Queen Sirikit, Yala®

% Bunga Sireh Procession (Baisri Tray) in the Important Elephant Procession on March 10, 1968, photograph, National Archives in Honour of H.M.
Queen Sirikit, Yala, 1968.
5 Procession (Ka Kho Suroh Bird), Mueang Yala District, Yala Province, photograph, National Archives in Honour of HM. Queen Sirikit, Yala, 1968.
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Figure 5 Silat from Yala Province

Source: National Archives in Honour of HM. Queen Sirikit, Yala®
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6 City Pillar Burial Ceremony, Yala Province, photograph, National Archives in Honour of H.M. Queen Sirikit, Yala, 1962.
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Figure 6 A bird carrying pole procession from Pattani Province

Source: National Archives in Honour of H.M. Queen Sirikit, Yala’
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Figure 7 A spear and dagger procession

Source: by author
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" Bird Procession of Yaharing District, Pattani Province, photograph, National Archives in Honour of HM. Queen Sirikit, Yala, 1968.
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Figure 8 The Muslim parade forms

Source: by author
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8 Rewat Thirasattho, “Ritual in Muslim Music in Border Thailand Province,” interview by Sakolput Kottunti, October 4, 2024.
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Figure 9 Pi-Suna from a musician in Narathiwat Province

Source: by author
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Figure 10 Gong from a musician in Narathiwat Province

Source: by author
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Figure 11 Gendang or Melayu Drums from a musician in Narathiwat Province

Source: by author
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¥ Saman Dosomi, “Music for Muslim Parade in Yala Province,” interview by Sakolput Kottunti, September 28, 2024.

10 Adi Mamu, “Music Culture in a Muslim Parade,” interview by Sakolput Kottunti, September 28, 2024.
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Example 1 Transcription of the song from Yala Province

Source: by author

e | a & do o ~N e Yy & 11 ¥ v a °
wasilluvuiumiyadunundmindami deyalnewadun avil' iavtheaedavlusinedsuisy
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1 Jede Sani, “Music for Muslim Parade in Pattani Province,” interview by Sakolput Kottunti, October 4, 2024.
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Example 2 Transcription of the song from Pattani Province

Source: by author

wasildluruiuwiyadunundmiauninal ideyalasmnedesies uauuug'? ang 98 U egluiis
SUERINTZUMALA INTTUTIYUNTTLUAT WNOTNEDARINTUVNTIY USINAURS Wersaanadeusugsiudmin
WsEME U wa. 2505 waruiggannu wakauy ivhauzeneisaduiaznem sunedise Jmiaussna

eyl e ldusznavrviuuviyaduludwminussnat dsssullounsujus fe neunsussiasiie

Useneuruiuwity dnaunigsesussmanadlniagnewsenaintuiiedudsusnanou wiid @mnsaussas

12 Bueraheng Laengaenae, “Music for Muslim Parade in Narathiwat Province,” interview by Sakolput Kottunti, October 3, 2024.

13 Usman Laengaenae, “Music for Muslim Parade in Narathaiwat Province,” interview by Sakolput Kottunti, October 3, 2024.
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Example 3 Transcription of the song from Narathiwat Province, Rayakalae

Source: by author

afiusenan1Ady (Discussion)
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14 Chuleeporn Virunha, Bungaraya: History from Malay Oral Traditions (Bangkok: Chulalongkorn University Press. 2001), 41. (in Thai)
15 Sudhiwong Phongpaiboon, Somboon Thanasook, and Phichai Kaewkhao, Knocking Rust off the Dagger: A Look at the Way of Life of the
People of the Lower South (Bangkok: Office of the Research Fund, 2000), 22. (in Thai)
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Abstract

Background and Objectives: Alexander Tcherepnin’s Cycle of Seven Chinese Folksongs, Op. 95—commissioned
for the Chinese bass Yi-Kwei Sze—constitutes a focused experiment in intercultural composition. Drawing on
Chinese poetry and regional folk melodies, the cycle reflects Tcherepnin’s sustained engagement with Chinese
musical idioms. This study investigates his strategies of imitation and innovation in four representative songs
of Op. 95: “West River Moon” (No. 1), “Love Song of the Wagon Driver” (No. 2), “Dance of the Little Bird of
Youth” (No. 6), and “Working Song” (No. 7). Specifically, it analyzes three dimensions: (1) timbral evocation of
traditional Chinese instruments via pianistic techniques; (2) scene and motion evocation through pentatonic
resources and rhythmic-textural design; and (3) textural innovation, including melodic-accompaniment interaction.
The findings demonstrate how Tcherepnin articulates Chinese modal characteristics within Western harmonic
and pianistic idioms, evoking traditional Chinese musical aesthetics while achieving novel artistic outcomes.

Methods: This qualitative study employs document and score analysis to examine four selected songs from
Op. 95. Part 1 surveys cultural context and compositional design through a systematic review of primary sources,
historical documents, and musical scores. Part 2 applies three analytic dimensions: (1) timbral evocation (register,
articulation) associated with traditional instrumental sonorities; (2) scene and motion evocation (pentatonic
organization and rhythmic-textural structure); and (3) textural innovation (melodic-accompaniment writing
and contrapuntal layering). Across both the melody and accompaniment parts, the study evaluates how traditional
Chinese elements are reframed within Western tonal and pianistic frameworks, considering aspects of tonality,
melodic trajectory, and accompaniment.

Results: The findings are presented along the same three dimensions. First, in “West River Moon,” Tcherepnin
evokes traditional instrumental timbres through strategic register placement, articulation, and pedaling, suggesting
the ban gu (wooden clapper) and yang gin (hammered dulcimer) while remaining sounds idiomatic to the
Westermn piano. Second, in “Love Song of the Wagon Driver,” he integrates pentatonic resources within chromatic
progressions and combines a steady rhythmic fabric with staccato articulation, producing a dance-like propulsion that

suggests carriage movement; in “Working Song,” distinctive rhythmic patterns and polyrhythmic layering, with

* Corresponding author, email: longyingpiano@163.com https://doi.org/10.65824/mmj.v9.284213
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targeted accentuation and textural contrast, emulate the cadence and momentum of coordinated fieldwork.
Third, “Dance of the Little Bird of Youth” demonstrates an innovative melodic-accompaniment technique:
the piano assumes an independent, line-bearing role, weaving complementary pentatonic strands to generate
polyphonic textures while preserving characteristic Chinese modal traits.

Conclusions: Drawing on evidence from four songs in Op. 95, this study shows how Tcherepnin synthesizes
idiomatic Chinese sonorities with Western harmonic and pianistic practices through: (1) timbral evocation via
pianistic techniques; (2) scene and motion evocation through pentatonic-centered rhythmic-textural design;
and (3) innovations in textural writing through melodic-accompaniment procedures. These pieces demonstrate
that traditional materials can be respectfully recontextualized while generating new artistic outcomes. Taken
together, Tcherepnin’s strategies suggest that effective musical translation requires deep engagement with
source traditions alongside technical ingenuity to mediate between distinct musical systems. This historical case
offers a framework for contemporary composers and analysts in today’s interconnected musical environment,
with insights that may inform pedagogy, historically informed performance, and future intercultural compositional

design.

Keywords: Alexander Tcherepnin / Chinese Folk Music / Cross-Cultural Synthesis / Cycle of Seven Chinese
Folksongs, Op. 95

Introduction

Since the late nineteenth century, there has been a growing trend of incorporating Eastern elements—
particularly East Asian musical traditions—into Western classical music. This cross-cultural musical fusion has
not only enriched Western musical expression but also introduced new aesthetic perspectives for musical
composition. Within this context, Alexander Tcherepnin emerges as a significant figure who bridged Eastern
and Western musical traditions. His distinctive cross-cultural musical language stands as one of the most
remarkable examples of intercultural synthesis in the twentieth-century composition.

Alexander Tcherepnin (1899-1977), a Russian-born composer who later became an American citizen,
was affectionately known in China as Qi Erpin (557K ), a name given to him by the Peking Opera master
Qi Rushan (GFail).! His multicultural identity provided fertile sround for creative inspiration. Tcherepnin’s
stay in China from 1934 to 1937 marked a crucial turning point in his artistic development. During this period,
he not only taught Western music theory but also delved deeply into Chinese traditional music and created

numerous works that integrated Chinese and Western elements.?

! Chi-Jen Chang, “Alexander Tcherepnin: His Influence on Modem Chinese Music” (EdD diss., Columbia University, 1983), https://Aww.proquest.corm/
openview/c30702b8d4436fb6b6dc99b7a93550bc/1?pg-origsite=gscholar&cbl=187508diss=y.
2 Chi-Jen Chang, “Alexander Tcherepnin: His Influence on Modem Chinese Music” (EdD diss., Columbia University, 1983), 1-3, https://www.proguest.com/
openview/c30702b8d4436fb6b6dc99b7a93550bc/1?pg-origsite=gscholar&cbl=187508diss=y.
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Tcherepnin's innovative treatment of the pentatonic scale represents one of the core features of his
cross-cultural musical language. In his Technical Studiies on the Pentatonic Scale (1934-1935), he systematically
explored the possibilities of the Chinese pentatonic system, transforming it into a unique compositional vocabulary.
Unlike conventional Western harmonic approaches, Tcherepnin developed a novel method that both presenved
the tonal color of Eastern modality and organically integrated with Western compositional techniques. This
innovation is evident not only in his harmonic and contrapuntal designs but also in melodic construction and
overall formal conception.

After leaving China, Tcherepnin continued his compositional journey in Paris and New York, producing
works that synthesized the diverse materials he had gathered, including Russian, Chinese, and Georgian folklore,
combined with pentatonic and Western techniques.* A notable example is the acclaimed ballet Trepak,
composed in 1937, which ingeniously synthesizes Georgian folklore with Chinese pentatonic scales, presenting
Western compositional traditions through an Eastern musical lens® Similarly, The Seven Songs on Chinese
Poems, Op. 71, composed in 1945, used Chinese poems and folk songs, blending them into his distinctive
musical textures.® The Nymph and the Farmer, Op. 72, composed in 1952, was based on an ancient Chinese
legend.” This opera presents a Chinese folk tale in the form of Westemn opera, introducing Chinese folklore
to Western audiences.

Building upon these earlier works, the Cycle of Seven Chinese Folksongs, Op. 95—composed between
1956 and 1962—was commissioned by the renowned Chinese bass Yi-Kwei Sze® and represents the mature
stage of Tcherepnin's cross-cultural synthesis. Published by Hans Gerig in Cologne in 1966, Op. 95 comprises
seven songs that collectively display regional diversity: “West River Moon” (No. 1) draws upon southern Kunqu
elements; “Farewell, My Love” (No. 3) and “Buffalo Boy” (No. 4) reflect northern folk idioms; “Working Song”
(No. 7) evokes eastern mountain songs; “Love Song of the Wagon Driver” (No. 2) and “Dance of the Little Bird
of Youth” (No. 6) convey western stylistic influence; and “Far Far Away” (No. 5) draws from the northwestern

region. Taken together, the set forms a musical panorama of China's cultural geography.

3 Chi-Jen Chang, “Alexander Tcherepnin: His Influence on Modermn Chinese Music” (EdD diss., Columbia University, 1983), 97, https./www.proquest.com/
openview/c30702b8d4436fb6b6dc99b7a93550bc/17pg-origsite=gscholar&cbl=187508diss=y.

% Guy Snyder Wuellner, “The Complete Piano Music of Alexander Tcherepnin” (DMA diss., University of lowa, 1975), 85.

5 Alexander Tcherepnin, “Alexander Tcherepnin: A Short Autobiography (1964),” Tempo, no. 130 (September 1979): 18, https://doi.org/10.1017/
50040298200030709.

6 Mengxi You, “A Comprehensive Study of Alexander Tcherepnin’s Op. 71, Seven Songs on Chinese Poems with Musical Analysis and Historical
Context” (DMA diss., Boston University, 2024), https://www.proquest.com/openview/c6101e329a3536a2630df73e3ca005bf.

" Dingxian Jiang, “In Memory of Tcherepnin,” in Essays for the Intemational Forum of Tcherepnin and Chinese Musical Culture, ed. Qian Renkang
(Shanghai: Shanghai Conservatory of Music Press, 2016), 162. (in Chinese)

8 Yi-Kwei Sze (1915-1994), a Shanghai-born bass, studied first violin and then voice at the National Conservatory of Music in Shanghai; he made
his first public performance at New York’s Town Hall in late 1947 and later appeared with major U.S. orchestras; Alexander J. Sze, “Yi-Kwei Sze,”

accessed October 11, 2025, http://www.yi-kweisze.com/biography.html.
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Compared with Op. 71, Op. 95 demonstrates an even greater degree of compositional freedom,
employing significant dissonant harmonies that create novel auditory experiences. In this cycle, each song
preserves traditional elements of Chinese music while incorporating innovative techniques of twentieth-
century composition. The harmonic language is bolder, the textures more complex, and the integration of
Eastern and Western elements more seamless.

Among the seven songs, four were selected for detailed analysis in this study: “West River Moon”,
“Love Song of the Wagon Driver”, “Dance of the Little Bird of Youth”, and “Working Song”. These four pieces were
chosen because they represent distinct regional styles—south, west, and east—and collectively demonstrate
the full range of Tcherepnin's cross-cultural techniques, from his treatment of pentatonic melody and modal

harmony to his innovative piano textures.

Op. 95, No. 1 &L H West River Moon (Kunqu, E#)

The first piece of Op. 95 draws inspiration from Li Bai (%=, 701-762), one of the major poets of the
Tang dynasty. His poem Tang Qing Ping Diao (i F-ifi), consisting of three stanzas,” was composed during the
reign of Emperor Xuanzong (% 55, r. 712-756) of the Tang dynasty (618-907). The poem eloquently venerates
the transcendent beauty of Yang Guifei (# 51 4t the emperor’s favored consort) and portrays the elegance and
refinement of the Tang court.™

The title of the piece, “West River Moon” (Xi jiang yue, FEiT. H), derives from a classical qupai () —
a fixed tune pattern—widely used in Chinese opera. Known for its flowing lyrical melody, this tune pattern often
evokes imagery of moonlight shimmmering on a river’s surface. It is characterized by distinctive rhythmic patterns
and graceful melodic contours. This musical form is commonly employed in Kungu opera to express refined
emotions.!

Kunqu opera (EH)—also spelled as Knwun-Chiu—is one of China’s oldest and most sophisticated
forms of musical drama, with a history spanning more than six centuries. Originating in the late Yuan Dynasty
(fourteenth century) in Kunshan, near present-day Suzhou, Kunqu is renowned for its refined and elegant
performance style.!? It is distinguished by the seamless integration of poetry, music, and dance, creating a

delicate synthesis of dramatic and lyrical expression.

% Tangming Ruan, “A New Study on Li Bai’s ‘Three Qingping Diao Poems,”” Journal of Suzhou University of Science and Technology (Social
Science) 36, no. 5 (September 2019): 54-60. (in Chinese)

10 Tangming Ruan, “A New Study on Li Bai’s ‘Three Qingping Diao Poems,”” Journal of Suzhou University of Science and Technology (Social
Science) 36, no. 5 (September 2019): 54-60. (in Chinese)

1 Nalin Shen, “The Integration of Chinese Opera Traditions into New Musical Compositions” (PhD diss., Victoria University of Wellington, 2010), 22,
https://doi.org/10.26686/wgtn.16985476.

12 Nalin Shen, “The Integration of Chinese Opera Traditions into New Musical Compositions” (PhD diss., Victoria University of Wellington, 2010), 21,
https://doi.org/10.26686/wgtn.16985476.
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In “West River Moon”, Tcherepnin demonstrates his profound understanding of traditional Chinese
aesthetics by setting Li Bai’s Qing Ping Diao—a poetic meditation on Yang Guifei’s transcendent beauty—to

music deeply influenced by the stylistic features of Kunqu opera and the melodic character of Xi jiang yue.

This song is set in E minor in 2/4 time (4= 69), reflecting both rhythmic delicacy and emotional restraint.

The English translation of the lyrics reads as follows:

Her robe is a cloud, her face a flower; her balcony glimmering with the bright spring dew,
is either the tip of earth's or a moon-edged roof of paradise (first stanza).

There's a perfume, stealing moist of red blossoms, and a mist, through the heart, from the
magical hill of Wu. The palaces of China have never known a flying swallow with all her
glittering garments (second stanza).

Lovely now together, his ladies lighten forever the Emperor's eye, as he. listens to the

sighing of the far spring wind, where she leans on a railing in the Aloe Pavilion (third stanza).*?

Op. 95, No. 2 R 2 8k Love Song of the Wagon Driver (Xinjiang, #i#8)

This song is based on a traditional Xinjiang Uyghur folk song that has been sung in China’s Uyghur
region since the Qing Dynasty.'* The folk song was later arranged by Luobin Wang (1913-1996), known as
the “King of Western Songs” in China.’® Tcherepnin’s adaptation of this folk melody, featured as No. 2 in
his cycle, draws inspiration from a legendary story. It retains the core narrative of the original folk song while
telling the story of a young Uyghur soldier pursuing a beautiful girl named Kambarhan.*¢

The piece blends the melodic characteristics of Xinjiang folk music with Western compositional
techniques. Tcherepnin combines pentatonic scales within the D Aeolian mode, and integrates pentatonic
harmony within chromatic progressions, creating a fusion of Eastern and Western sonorities. The overall character

is vibrant, capturing the lively spirit of Xinjiang folk dance traditions. The English translation of the lyrics reads:

The stone-paved roads in Ta-Pan (Da ban) are hard. But the watermelons there are big and
sweet. There is a girl by the name of Kan-pa-erh-han. Her hair is black and long; it almost
reaches the ground. If you have to marry, make sure that you marry me. Bring your younger

sister, and bring your dowry.!’

13 Guy Snyder Wuellner, “The Complete Piano Music of Alexander Tcherepnin” (DMA diss., University of lowa, 1975), 443,

14 Fanggj Li, “The Artistic Characteristics of Xinjiang Uyghur Folk Song ‘Girl of Daban City,”” Art Panorama, no. 1 (2023): 11. (in Chinese)

15 Shikui Zhu, “Songs on the Golden and Silver Beach: A Documentary of Wang Luobin’s Visit to Qinghai in Spring 1988,” China’s Tu Nationality,
no. 3 (2020): 37-38. (in Chinese)

16 Fanggj Li, “The Artistic Characteristics of Xinjiang Uyghur Folk Song ‘Girl of Daban City,”” Art Panorama, no. 1 (2023): 11. (in Chinese)

17 Guy Snyder Wuellner, “The Complete Piano Music of Alexander Tcherepnin” (DMA diss., University of lowa, 1975), 444.
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Op. 95, No. 6 5F i Dance of the Little Bird of Youth (Xinjiang, #ri&)

The composition is written in 2/4 meter with a precise tempo indication of J =80, establishing a
steady, dance-inspired rhythmic framework that authentically reflects the characteristic cadence of Xinjiang
folk expression. This work represents Tcherepnin's third adaptation from Wang Luobin's ethnomusicological
collections within the Op. 95 cycle.’® The source material—a traditional folk melody documented and arranged
by Wang during his period of incarceration'’—originally encompasses three distinct verses on Aflat heptatonic
mode, renowned for their vibrant poetic imagery and distinctive melodic contours. Tcherepnin selectively
incorporates only the first verse, carefully preserving the modal authenticity typical of southern Xinjiang musical
traditions by situating the melodic material within the E ] (“yu”) heptatonic mode (the sixth degree of
the scale).

The lyrics exhibit refined poetic craftsmanship, both structurally and symbolically. In English translation,
they read:

The sun sets; it rises again tomorrow morning. The flowers fade; they bloom again next year.
(But) pretty little birds fly away and disappear. My little bird of youth, similarly, will never come
back. My little bird of youth, similarly, will never come back. Pie-te-na-ya-yo-yo, pie-te-na-

ya-yo-yo. My little bird of youth, similarly, will never come back.?

Op. 95, No. 7 #1k#Kk “Working Song” (Jiangsu, YL7)

“Working Song” also known as “Hoe Dance Song” (#)3k#K),*! is a traditional mountain song from
Jiangsu Province in eastern China. It represents a distinctive rural singing tradition typically performed during
agricultural labor. Characterized by extended melodies, free rhythms, and often improvised lyrics, this song
tradition is performed by farmers while hoeing: its rhythmic flow naturally complements the motion of the
hoe, helping to relieve fatigue and bring joy to labor.?

The folk song was first adapted by educator Tao Xingzhi (1891-1946), who set it in a B-flat pentatonic

scale with four three-phrase sections.?® Tcherepnin arranged the song in B-flat pentatonic (mode Ill), using only

the first verse and repeating it to form subsequent verses. Set at J=58in4/4 time, his arrangement mirrors the

18 The first adaptation is “Love Song of the Wagon Driver” (Tcherepnin, Op. 95, No. 2); the second is “Far Far Away” (Tcherepnin, Op. 95, No. 5).
19 “China in Songs: Youth Dance,” China National Radio, last modified May 5, 2020, https.//weibo.com/ttarticle/p/show?id=23094045011314085
72582. (in Chinese)

2 Guy Snyder Wuellner, “The Complete Piano Music of Alexander Tcherepnin” (DMA diss., University of lowa, 1975), 446.

21 Collection of Chinese Folk Songs: Jiangsu Volume (Beijing: China ISBN Center, 1998), 605. (in Chinese); where “Working Song” is listed as “Hoe
Dance Song”.

22 Collection of Chinese Folk Songs: Jiangsu Volume (Beijing: China ISBN Center, 1998), 14. (in Chinese)

2 Huanqun Liu, “Tao Xingzhi and Teahouses,” Agricultural Archaeology, no. 4 (2003): 270. (in Chinese)
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cyclical rhythm of manual labor. The English translation of the lyrics reads: “With a hoe in my hand, | clear
the weeds. | clear the weeds to help the sprouts grow. Yee Ya Hay, Ya Hoo Hay! | clear the weeds to help the

sprouts grow. Ya Hoo Hay, Yee Ya Hay!”%*

Tcherepnin’s Compositional Techniques
From the analyses of the representative songs, three fundamental compositional techniques emerge
as central to Tcherepnin's cross-cultural musical language:
1. Pentatonic Scales
Tcherepnin’s quest for new ideas led him to China, where he made two significant observations.
First, Chinese students needed more systematic instruction in Western compositional techniques; and second,
China needed to develop a deeper understanding of its own musical traditions in order to create music with
a distinct national character based on those traditions.*
Building on these insights, Tcherepnin formulated a theoretical system for the pentatonic scale.
The major pentatonic scale comprises the notes C, D, E, G, and A, omitting F and B.2° These pitches correspond
to the Chinese pentatonic system: & (gong), i (shang), i (jue), 1 (zhi), and ] (yu). Each of these five notes

can serve as a modal center, generating five distinct modes (Figure 1).

mode I1 mg;de(:V
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mode I mode III mode V
C--C E--E A--A

Figure 1 Major Pentatonic Scales and Their Modes
Source: “Basic Elements of My Musical Language,” Tcherepnin Society, accessed October 11, 2025,

https://www.tcherepnin.com/alex/basic_elem3.htm.

2. Georgian Triads
The intervals of fourths and fifths feature prominently in both Chinese and Georgian folk music
due to their stability and consonant quality. This stability serves a crucial role in traditional music, providing
a solid foundation for melodies. Recognizing this, Tcherepnin incorporated these intervals into his fundamental

Georgian triads?’ (Figure 2).

24 Guy Snyder Wuellner, “The Complete Piano Music of Alexander Tcherepnin” (DMA diss., University of lowa, 1975), 447.

(

2 Guy Snyder Wuellner, “The Complete Piano Music of Alexander Tcherepnin” (DMA diss., University of lowa, 1975), 91.

26 Guy Snyder Wuellner, “The Complete Piano Music of Alexander Tcherepnin” (DMA diss., University of lowa, 1975), 91.
(

27 Guy Snyder Wuellner, “The Complete Piano Music of Alexander Tcherepnin” (DMA diss., University of lowa, 1975), 96.
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Figure 2 Georgian triad and inversions
Source: “Basic Elements of My Musical Language,” Tcherepnin Society, accessed October 11, 2025,

https.//www.tcherepnin.com/alex/basic_elemd.htm.

3. Interpoint Theory

Interpoint represents a departure from traditional counterpoint by emphasizing sonic space rather
than direct note-against-note relationships. Although similar textures can be found in Bach’s compositions,
Tcherepnin pioneered the systematic development of this concept as a distinct compositional method.?®
He employed interpoint as a fundamental structural device in his piano works, integrating it with other musical
elements to forge his characteristic style. His interpoint techniques manifest in three distinct categories: vertical,
horizontal, and metrical. This study focuses primarily on selected pieces that are predominantly structured through
vertical interpoint.

Vertical interpoint involves the systematic interlacing of notes between voices to create distinctive
rhythmic textures that transcend traditional contrapuntal relationships.?’ This technique parallels cross-rhythmic
structures, in which independent rhythmic patterns operate simultaneously within a unified metrical framework.

The resulting texture exhibits complex layering and rhythmic interaction between voices. (Figure 3).
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Figure 3 Symphony No. 1, Third Movement
Source: “Basic Elements of My Musical Language,” Tcherepnin Society, accessed October 11, 2025,

https://www.tcherepnin.com/alex/basic_elem2.htm.

At Sze’s request, Tcherepnin arranged these materials with considerable creative freedom,* skillfully
integrating Chinese pentatonic scales with Western compositional techniques to create a fresh artistic approach
to traditional sounds. The following analysis examines these three compositional techniques in detall, illuminating

how they function as fundamental elements of Tcherepnin's synthesis of Chinese folk influences.

28 Dingxian Jiang, “In Memory of Tcherepnin,” in Essays for the International Forum of Tcherepnin and Chinese Musical Culture, ed. Qian Renkang
(Shanghai: Shanghai Conservatory of Music Press, 2016), 156. (in Chinese)

29 Guy Snyder Wuellner, “The Complete Piano Music of Alexander Tcherepnin” (DMA diss., University of lowa, 1975), 67.

30 Guy Snyder Wuellner, “The Complete Piano Music of Alexander Tcherepnin” (DMA diss., University of lowa, 1975), 387.
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Strategy of Imitation and Innovation

Rather than merely quoting folk melodies, Tcherepnin reimagines their original cultural functions—
such as labor, love, and everyday life—within the formal and expressive frameworks of Western art music. This
transformation manifests through three distinct approaches:

1. Timbral Evocation

Tcherepnin employs the distinctive sound of the ban gu (#z %)—a traditional Kunqu accompaniment
instrument consisting of a small drum paired with a hardwood clapper. In traditional performance, the musician
holds the clapper in the left hand and the drumstick in the right, coordinating patterns between the two
components.*! Tcherepnin deploys this timbre at three strategic points in “West River Moon,” No. 1, using each
percussion entry to introduce new musical material.

The first ban gu imitation appears in measures 1-8 (Figure 4), where Tcherepnin recreates its timbre
through two distinct pianistic techniques. Grace notes in the left hand (written in treble clef) align with right-hand
notes, effectively simulating the interaction between wooden board strikes and drumbeats. The percussive texture
develops through increasingly complex rhythmic patterns: beginning with quarter notes, progressing through eighth
notes and triplets, then culminating in quintuplets and septuplets. This acceleration precisely mirrors the characteristic
“rolling” technique of the ban gu. Simultaneously, steady eighth notes in the left hand provide a grounded
foundation, while sforzando marking and crescendo replicate the percussive accents and dynamic swells typical

of traditional Kunqu accompaniment.
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Figure 4 Op. 95, No. 1, mm. 1-8, “Ban Gu” Imitation

Source: Alexander Tcherepnin, “Cycle of Seven Chinese Folksongs Op. 95,” manuscript, 1956, 1.

31 Alan R. Thrasher, “Bangu,” in Grove Music Online, ed. Deane Root, accessed October 11, 2025, https://doi.org/10.1093/gmo/9781561592630.
article.L2274804.
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The second ban gu imitation appears at measures 54-57, marking the beginning of the work’s second
section. Here, Tcherepnin employs a different strategy, using five-note pentatonic harmonies in both hands
rather than intervallic combinations for the drum-like patterns. The left hand plays a D pentatonic chord
(B-D-E-F#-A), while the right hand presents an A-flat pentatonic chord (C-Eb-F-Ab-Bb) (Figure 5). These chords
alternate in a rhythmic pattern that mimics drum strikes, marked f and senza Ped. (without pedal). This
combination of alternating pentatonic chords, strong dynamics, and crisp articulation produces powerful a

percussion-like effect that effectively prepares for the dramatic entrance of the Kunqu opera section.

A-flat pentatonic
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Figure 5 Op. 95, No. 1, mm. 54-57, Drum-Like Patterns
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Source: Alexander Tcherepnin, “Cycle of Seven Chinese Folksongs Op. 95,” manuscript, 1956, 3.

The third and final ban gu imitation announces the work's third section in measures 100-104. While
maintaining consistency with previous percussive imitations, Tcherepnin intensifies the effect in this five-measure
passage. The right hand features a single melodic line of repeated high C notes, played two octaves above, creating
a distinctive percussion-like sonority. The rhythmic pattern accelerates from slow to fast, mimicking increasingly
dramatic drumbeats. Beginning with a forte marking and supported by crescendo and pedal indications, the
passage builds in intensity to produce powerful drum-like effects (Figure 6). The dynamic tension culminates
in measure 103, where rapid alternations between crescendo and diminuendo occur within a single measure,

before resolving to a one-beat rest followed by a quarter note C.
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Figure 6 Op. 95, No. 1, mm. 100-104, “Ban Gu” Imitation
Source: Alexander Tcherepnin, “Cycle of Seven Chinese Folksongs Op. 95,” manuscript, 1956, 5.
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Beyond his masterful imitation of the ban gu, Tcherepnin incorporates his signature interpoint
compositional technique, combining it with expansive pitch registers to simulate the traditional accompaniment
timbre and texture of the yang gin (#%%£),>* a Chinese hammered dulcimer known for its rapid alternations
between high and low registers.

Beginning at measure 16, Tcherepnin utilizes this distinctive musical concept. Both hands play
single-tone eighth notes systematically distributed between the treble and bass staves. The pattern begins
with the left hand playing B1 in the bass clef, then leaps three octaves to B4 in the right hand in the treble clef
(Figure 7). As the passage progresses, the registral span expands dramatically—measure 18 features D's spanning
five octaves from D1 to D6, and measure 20 reaches B0, the lowest B on the piano. These large intervallic jumps

between hands create a unique musical texture that ingeniously mimics the yang gin.
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Figure 7 Op. 95, No. 1, mm. 16-20, “Yang Qin” Imitation
Source: Alexander Tcherepnin, “Cycle of Seven Chinese Folksongs Op. 95,” manuscript, 1956, 2.

Set at a moderate tempo (d = 69) with soft dynamics (pp), the piano part establishes an intimate,
meditative atmosphere, aligning with the introspective nature of traditional Kungqu opera. The indication sempre
staccato e senza Ped (“always staccato and without pedal”) creates a clear, precise sonority that effectively
emulates both the speech-like quality of Kunqu opera's said-sung passages®® and its characteristic declamatory
style. This transparent accompaniment texture not only supports the vocal line but also maintains a delicate

balance between accompaniment and melody.

2. Scene and Motion Evocation
Tcherepnin's innovative synthesis of Chinese and Western musical idioms is prominently displayed

in his portrayal of folk song environments.

%2 Alan R. Thrasher, “Yanggjin.” in Grove Music Online, ed. Deane Root, accessed October 11, 2025, https://doi.org/10.1093/gmo/9781561592630.

article.45375.
3 Nalin Shen, “The Integration of Chinese Opera Traditions into New Musical Compositions” (PhD diss., Victoria University of Wellington, 2010), 22,

https://doi.org/10.26686/wgtn.16985476.
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In “Love song of the Wagon Driver” No. 2, the piano part demonstrates sophisticated programmatic
writing in its evocation of a horse-drawn carriage scene. At a moderate tempo of J=84in2/4 meter, the left

hand maintains a consistent staccato chord pattern (ﬁﬁﬁﬁ) fulfilling multiple musical and descriptive functions.
This foundational rhythm captures both the distinct sound of horse hooves and the continuous motion of carriage
wheels, while maintaining forward momentum with controlled energy. The hands move in opposite directions
along chromatic scales, while simultaneously structured on pentatonic harmonic frames of Eb-A-D in the left
hand and Gb-C-F in the right hand, implementing Tcherepnin's characteristic Georgian triad technique.*® The
consistent eighth-note pattems effectively simulate the sound of horse hooves, while the contrary motion creates
a sonic impression of the approaching carriage, vividly supporting the lyrics: “Hard is the road to the city, melons

big and sweet,” and evoking the journey’s atmosphere. (Figure 8).
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Figure 8 Op. 95, No. 2, mm. 15-18. Imitation of Horse Hooves
Source: Alexander Tcherepnin, “Cycle of Seven Chinese Folksongs Op. 95,” manuscript, 1956, 8-9.

In the final piece, “Working Song” No. 7, Tcherepnin demonstrates the culmination of his cross-cultural
compositional approach. He creates a meticulous sonic representation of agricultural labor through carefully

structured pianistic techniques, further illustrating his mastery in integrating folk song elements into piano writing.

The composition maintains a consistent tempo marking of 4 =58in 4/4 time, a deliberate structural
choice that evokes the cyclical pattems of manual fieldwork. This moderate tempo suggests a natural alteration
between exertion and rest, evoking the rhythmic quality of repetitive agricultural tasks such as hoeing. The 4/4
meter and regular phrase structure further reinforce the sense of collective synchronization characteristic of
traditional work songs, where predictable rhythmic patterns help coordinate group labor.

The piano accompaniment develops through three distinct sections, each representing a specific

kinesthetic dimension of the hoeing process:

34 See Figure 2.
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First Section (mm. 1-15): The piano establishes a dynamic supportive relationship with the vocal
line. Both hands are notated in the bass clef, with an octave-lower indication maintaining the registral focus
around Bb1. The accompaniment, executed exclusively by the right hand, consists of continuous sixteenth-note
repetitions on B-flat, systematically srouped in fours per beat, corresponding directly to the textual rhythm of
“Pick up the hoe to clear the weeds.” This ostinato pattern effectively simulates the persistent, regular motion
of agricultural labor, providing the vocalist—representing the laborer—with a consistent and forceful rhythmic

foundation (Figure 9).

1 -f ') =>
~)y—% - » - —H — i == |
i H- 1 1 I H = i I ]
| ! I
Fo o o#® ok [ ]
Pick up the hoe clear the weeds, ho!
1 1 1 l
YT IYIIIIYY
P i
8bassa_______ e J
N
)% - - -
A N /3
L 3
senza ped. h?
Bbassa: oo |

Figure 9 Op. 95, No. 7, mm. 1-4, Rhythmic Treatment
Source: Alexander Tcherepnin, “Cycle of Seven Chinese Folksongs Op. 95,” manuscript, 1962, 30.

Second Section (mm. 16-29): The accompaniment undergoes a transformative shift. Both hands
perform identical rhythmic patterns but employ different voicings of B-flat chords: the right hand executes
a first-inversion configuration, while the left hand maintains root position, marked pesante. The consistent
rhythmic pattern—comprising a quarter rest followed by a quarter-note chord with tenuto articulation—precisely

replicates the motion of a hoe striking soil with each downward movement (Figure 10).
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Figure 10 Op. 95, No. 7, mm. 16-18, Piano Accompaniment Mimicking the Motion of a Hoe Striking Soil
Source: Alexander Tcherepnin, “Cycle of Seven Chinese Folksongs Op. 95,” manuscript, 1962, 31.
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Third Section (mm. 30-42): The piano’s sonic representation intensifies markedly. Marked fortissimo
pesante, con pedal, the accompaniment simulates the complete arc of the hoeing motion through alternating
chords between treble and bass registers. Tcherepnin amplifies this gestural depiction by employing an 8va
marking above the right hand and an 8va bassa below the left, creating a nearly five-octave span between
the hands. This expansive vertical spacing effectively captures the full kinesthetic trajectory of the labor gesture,

from the elevation of the implement to its forceful downward strike (Figure 11).
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Figure 11 Op. 95, No. 7, mm. 30-31, Full Arc of the Labor Gesture
Source: Alexander Tcherepnin, “Cycle of Seven Chinese Folksongs Op. 95,” manuscript, 1962, 32.

Through these progressively intensifying sections, Tcherepnin demonstrates a sophisticated
understanding of both Chinese folk traditions and the physical realities of agricultural labor, transforming the

piano into an instrument capable of embodying and communicating the corporeal experience of rural work.

3. Textural Innovation

Tcherepnin further elevates this imitation to an artistic innovation. His treatment of Chinese folk
melodies reflects both his unique compositional perspective and his deep engagement with cross-cultural
musical creation.

The most significant innovation manifests in Tcherepnin's reconceptualization of piano accompaniment.
Traditionally, functioning as harmonic support or rythmic foundation, the piano in Tcherepnin’s hands is thoroughly
reconstructed. He employs a distinctive “melodic-accompaniment” technique, simultaneously presenting folk
melody material based on different pentatonic scales in both hands. When combined with the vocal line, this

creates a three-voice structure (see Table 1).
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Tablel Modal Analysis of Op. 95, No. 6 mm. 24-27

Source: by author

Original Folk Op. 95, No. 6 Right Hand Left Hand
Scale Type Ab heptatonic E “yu” heptatonic G pentatonic Db pentatonic
Key Motif CBb-GAD, B-AFEG, G-E-BD, Eb-Db-Ab-8b,

cebabG, F B-AGFE, E GEDB D Eb-Db-Bb-Ab, Bb
Cipher Notation 3271, 3217, 6 3271, 3217, 6 1635, 1653, 5 2156, 2165, 6
Solfege mi-re-si-do, mi-re-si-do, do-la-mi-so\, re-do-sol-la,

mi-re-do-si, la mi-re-do-si, la do-la-sol-mi, sol re-do-la-sol, la

In “Dance of the Little Bird of Youth” (No. 6), the vocal line preserves its original folk melody

structure on the E ¥ (“yu”, the sixth degree of the scale) heptatonic scale, which extends the traditional

Chinese pentatonic framework by incorporating two additional tones: “J&ffi” (fa, the fourth degree) and “AF=”

(si, the seventh degree

)'35

This produces the sequence of E-F§-G-A-B-C-E, which parallels the Western E minor

scale (without D) while retaining a distinct regional character. The original folk motif, expressed in Chinese cipher

notation as 3271, 3217, 6 (corresponding to mi-re-si-do, mi-re-do-si, la in solfege), is transposed by Tcherepnin

to the E “yu” heptatonic scale as B-A-F§-G, B-A-G-Ff, E, preserving the original cipher pattem.
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Figure 12 Op. 95, No. 6, mm. 22-27, Polyphonic Texture of the Piano Accompaniment

Source: Alexander Tcherepnin, “Cycle of Seven Chinese Folksongs Op. 95,” manuscript, 1962, 28.

35 Zhao Songguang, ed., Chinese Music Dictionary (Beijing: People’s Music Publishing House, 2001).
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Tcherepnin introduces contrast through a transformed piano accompaniment. In measure 24, the
right hand shifts to the G pentatonic scale, presenting a variation that mirrors the folk melody’s contour while
introducing a new motif: G-E-B-D, G-E-D-B, D (cipher notation: 1635, 1653, 5; solfege as do-la-mi-sol, do-la-sol-mi,
sol). This variation omits the si and fa of the E “yu” heptatonic scale, producing a distinctive pentatonic color
(Figure 12).

The left hand follows a parallel approach in D-flat pentatonic scale, creating its own melodic
transformation: Eb-Db-Ab-Bb, Eb-Db-Bb-Ab, Bb (cipher: 2156, 2165, 6; solfége: re-do-sol-la, re-do-la-sol, la).
These parallel melodic structures generate precise phrasing while maintaining independent tonal centers.

This sophisticated three-layer counterpoint (Table 1)—vocal melody combined with two piano
lines—produces a rich polytonal texture, preserving the essence of the folk material while adding harmonic and

timbral depth.

Conclusion

This study examines four songs from Alexander Tcherepnin’s Cycle of Seven Chinese Folk Songs,
Op. 95 to understand how the Russian-American composer innovatively fused Chinese folk elements into
piano music. By reviewing the literary and musical background of the source folk melodies and conducting
detailed score analysis, the study highlights both the artistic importance and cross-cultural impact of Op. 95.
The findings reveal three key methods in Tcherepnin’s synthesis of Chinese musical features with Western
piano technique.

First, Tcherepnin skillfully imitates traditional Chinese instruments through pianistic techniques. Using
close intervals with ornamentation and shifting rhythmic groupings (eighths, triplets, quintuplets, septuplets),
he replicates the accelerating patterns of the ban gu drum. Layering pentatonic scales into block chords with
driving rhythms and strong accents, he evokes the percussive resonance of ban gu-like accompaniment.
Across a wide range of registers, and with his characteristic interlocking notation, Tcherepnin mimics the bright,
resonant tone of the yang gin. Slower or freer tempos integrates the piano lines with the sensibility of Chinese
opera, yielding genuine timbral and rhythmic echoes of the original folk tradition.

Secondly, Tcherepnin employs rhythmic and dynamic devices to evoke specific cultural scenes. In
“Love Song of the Wagon Driver,” chromatic contrary motion in the hands against a pentatonic harmonic

framework simulates the shifting motion of a cart, while alternating Georgian-style triads preserve melodic stability

amid departures from conventional harmony. Staccato articulations, and steady eighth-note pacing (J = 84)

vividly recreate the sense of traveling carriage movement and the dance-like energy of Xinjiang folk tunes. In

the “Working Song,” continuous sixteenth-note ostinatos J = 58), together with contrasting dynamics (pitz f

and ff), evoke the measured breathing and sustained effort characteristic of farm labor. Alternating chordal
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textures across almost five octaves, combined with strategically placed rests, accurately mirrors the physical
motions and rhythm of hoeing. These devices provide listeners with immediate visual and kinesthetic impressions
of the folk scenes.

Thirdly and most significantly, Tcherepnin introduces a new accompaniment style, which this study
terms “melodic-accompaniment.” In this approach, both hands simultaneously play the melody in different
pentatonic scales, producing three parallel melodic lines that are metrically aligned yet harmonically independent.
This cross-modal polyphony generates subtle harmonic tensions and timbral contrasts not present in traditional
Chinese folk practice. Through this technique, Tcherepnin preserves the essential character of the folk tunes
while enriching them with Western contrapuntal sophistication, demonstrating deep respect for both musical
traditions and fostering a meaningful intercultural dialogue.

Collectively, these songs in Op. 95 not only showcase inventive imitations of Chinese music but also
contribute substantially to twentieth-century piano repertoire by transcending rigid genre boundaries. Tcherepnin’s
success in Op. 95 exemplifies how a thoughtful, culturally informed fusion of musical languages can yield works
of lasting artistic significance. The study of Op. 95 thus provides valuable insights for contemporary composers
and musicologists, illustrating a model of intercultural composition in which diverse musical traditions are
integrated both respectfully and creatively.

While this analysis focuses on selected pieces from Op. 95 and primarily employs theoretical methods,
it also opens pathways for further research. Future studies could extend the analytical framework to
the remaining songs in the cycle or to other works by composers who engage with Chinese folk elements.
Incorporating performance practice, reception history, or digital analysis may further enrich understanding of
Tcherepnin’s techniques. Overall, this study highlights the “melodic-accompaniment” model and Tcherepnin’s
innovative compositional idiom, contributing to a broader appreciation of how musical traditions can intersect

harmoniously in the globalized art music of both the twentieth century and today.
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Abstract

Background and Objectives: Parents play a pivotal role in sustaining and ensuring the success of their children’s
music leaming through school selection, financial support, time management, motivation, and progress monitoring.
In Bangkok and its metropolitan area, where a large number of private music schools operate under intense
market competition, parents face diverse choices and hold high expectations regarding instructional quality.
Understanding the factors that influence their school selection decisions is therefore crucial. This study aims
to (1) analyze the factor structure underlying the variables affecting parents’ selection of private music schools
and (2) examine parents’ perceptions of the importance of these factors, in order to reflect current trends in
urban parents’ decision-making toward music education.

Methods: This study employed a quantitative research design using a 38-item, five-point Likert scale questionnaire
developed from the Marketing Mix 7Ps framework, comprising Product, Price, Place, Promotion, People, Process,
and Physical Evidence. The questionnaire was validated for content accuracy (I0C = 0.96) and tested for reliability
(Cronbach’s alpha = 0.83). The sample consisted of 530 parents whose children were enrolled in private music
schools registered with the Office of the Private Education Commission (OPEC) in Bangkok and its metropolitan
area. Data were collected through an online survey conducted between April and May 2025. Descriptive
statistics and exploratory factor analysis (EFA) were employed for data analysis, using Principal Component

Analysis (PCA) with Varimax rotation.
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Results: The Kaiser-Meyer-Olkin value was 0.865, and Bartlett’s Test was significant (p < .001), confirming data
suitability for EFA. Nine factors were extracted, accounting for 64.15% of the total variance: (1) Convenience and
effective management, (2) Academic goals and achievement, (3) School culture and atmosphere, (4) Administrator
credibility and school reputation, (5) Attitudes emphasizing learning enjoyment, (6) Variety of activities and courses,
(7) Location and facilities, (8) Price-consciousness and value for money, and (9) Price-quality attitude. Perception
ratings revealed that “School culture and atmosphere” (X = 4.75, SD = 0.39) and “Attitudes emphasizing leaming
enjoyment” (X = 4.63, SD = 0.52) received the highest mean scores, followed by “Convenience and effective
management” (X = 4.36, SD = 0.57), “Price-quality attitude” (X = 4.34, SD = 0.67) and “Administrator credibility
and school reputation” (X = 4.34, SD = 0.65). The next factors were “Academic Goals and Achievement”
(X =4.22,SD = 0.72), “Location and Facilities” (X = 4.05, SD = 0.86), and “Variety of Activities and Courses”
(X = 4.04, SD = 0.81). Meanwhile, “Price Consciousness and Value for Money” received the lowest mean
score among the factors (X = 3.74, SD = 0.84). These findings suggest that urban parents prioritize emotional
and social quality dimensions over price-related considerations.

Conclusions: The findings reveal that urban parents place the highest importance on emotional and social
quality factors, particularly the leaming atmosphere, students’ happiness, and positive teacher-student relationships,
rather than price competition. Next in importance include convenience and effective management, which align
with the demands of fast-paced urban lifestyles. School reputation, credibility, and Price-Quality Attitude further
reflect parents’ confidence and willingness to invest in higher-quality education. While academic goals and
supplementary activities remain relevant, they are not decisive in school selection. Moreover, this study extends
the applicability of the Marketing Mix 7Ps framework to the context of private music schools, indicating that the
most influential components are associated with Product, People, and Physical Evidence—namely, teachers,
curricula, instruction, and positive learning environments—which parents perceive as more valuable than price

considerations alone.

Keywords: Private Music Schools / Factors Influencing Private Music School Selection / Factor Analysis /
Marketing Mix 7Ps / Parents
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2 Yingying Pan, Alfredo Bautista, and Siu-hang Kong, “Importance Attributed to Music Education by Hong Kong Parents and Prediction of Children’s
Music Participation,” Education Sciences 15, no. 2 (February 2025): 250, https.//doi.org/10.3390/educsci15020250; Xiaoxin Wu, “School Choice with
Chinese Characteristics,” Comparative Education 48, no. 3 (August 2012): 347-366, https://doi.org/10.1080/03050068.2012.656901; Hyun Kyung
Youm, “Parents’ Goals, Knowledge, Practices, and Needs Regarding Music Education for Their Young Children in South Korea,” Journal of Research
in Music Education 61, no. 3 (October 2013): 280-302, https://doi.org/10.1177/0022429413497233.

3 Nicha Pattananon, Siriluk Charoenmongcolkij, and Krit Niramittham, “Factors in Parents' Decision to Choose Music Lessons for Young Children Aged
0-5 Years,” Joumnal of Roi Kaensam Academi 9, no. 12 (December 2024): 3465-3470, https://s002.tci-thaijo.org/index.php/JRKSA/ article/view/273754.
4 Office of the Private Education Commission, Number of Private Music Schools Registered with the Ministry of Education, March 2025 (Bangkok:
Office of the Private Education Commission, 2025). (in Thai)

> Jonathan Ivy, “A New Higher Education Marketing Mix: The 7Ps for MBA Marketing,” International Journal of Educational Management 22, no. 4
(2008): 288-299, https://doi.org/10.1108/09513540810875635.

6 Andrew L. Comrey and Howard B. Lee, A First Course in Factor Analysis, 2nd ed. (New York: Psychology Press, 1992). https.//doi.org/10.4324/9781315827506.
7 Araya Lertvittayatan, “The Influence of Marketing Mix towards the Overall Satisfaction of Parents on Franchised Music Schools in Bangkok”
(Master’s thesis, Thammasat University, 2016), https://digital.library.tu.ac.th/tu_dc/frontend/Info/item/dc:92280.

8 Tanchanid Srisompetch, “Analysis of the Factors that Affect Parents’ Satisfaction in Choosing Music School for Their Children” (Thematic paper,
Mahidol University, 2018), https://archive.cm.mahidol.ac.th/handle/123456789/3037. (in Thai)
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? Prasitsuppakarn Phungbun na Ayudhya, “Strategies of Services Marketing Mix Affective to Decision Taking Service in Private Music School
Bangkok Area” (Master’s thesis, Silpakorn University, 2014), https.//sure.su.ac.th/xmlui/handle/123456789/13537? (in Thai)

10 Bernard H. Booms and Mary J. Bitner, “Marketing Strategies and Organizational Structures for Service Firms,” in Marketing of Services, ed. James H.
Donnelly Jr. and William R. George (Chicago: American Marketing Association, 1981), 47-51.

11 Office of the Private Education Commission, Number of Private Music Schools Registered with the Ministry of Education, March 2025 (Bangkok:
Office of the Private Education Commission, 2025). (in Thai)
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12 Anna B. Costello and Jason W. Osbore, “Best Practices in Exploratory Factor Analysis: Four Recommendations for Getting the Most from Your
Analysis,” Practical Assessment Research & Evaluation 10, no. 7 (July 2005): 1-9, https.//doi.org/10.7275/jyj1-4868.

13 Office of the Private Education Commission, Number of Private Music Schools Registered with the Ministry of Education, March 2025 (Bangkok:
Office of the Private Education Commission, 2025). (in Thai)
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WaN15338 (Results)

samssetiuadu 3 seu WWud 1. Jeyahiluvesimeunuuasunu 2. nansiinTgiesdUszney uay
3. amAereissiuauAnuresUnasesitretladelidmardeniadenisaSouausd fneaundondsil

1. Feyamiluvesnounuvasuniy nuigunasesiineunuvasunudlvaidumanda Sovaz 80
fivnsengsewing 41-50 U Jowas 57 neldaseuatdnlvgeei 100,000-200,000 Uelou fevay 40 $1ele
AseUATIAAERIAOU 200,001 UMTulU Seuas 36 Aiseudlnaliony 56 U Sewas 30 muee 7-9 U Seuay 28

warszezassuaussdulvajeg 1-2 U Sewar 40 mumetesndt 1 U Sesay 30 Asusnghu Table 1

Table 1 General Information of Parents in Bangkok and its metropolitan area

Source: by author

Information Total in number (n = 530) Total in Percent

1. Sex

Male 105 20

Female 425 80
2. Age

< 30 years old 8 2

30 - 35 years old 38 7

36 - 40 years old 132 25

41 - 45 years old 224 42

46 - 50 years old 82 15

> 50 years old 46 9

3. Household income per month

< 100,000 THB 128 24
100,000 - 200,000 THB 212 40
200,001 - 500,000 THB 136 26
> 500,000 THB 54 10

4. Student age

< 5 years old 49 9
5- 6 years old 160 30
7 -9 years old 147 28
10 - 12 years old 88 17
13 - 15 years old 52 10
> 15 years old 34 6

5. Duration of Study at the Private Music School

< 1year 160 30
1-2year 213 40
3 -5 year 93 18

> 5 year 64 12
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2. HAMTIATIENBIAUTENDUTIEN59 (Exploratory Factor Analysis: EFA) lagldinatinnisiasizi
a3AUsENeuvan (Principal Component Analysis: PCA) S31AUNSW U ULUULISEING (Varimax Rotation) i
ﬁ?LLUﬂﬂEﬁN%@Qﬁ’JLLUi%&M&J@ 38 MLUTINUUVAB U @3N UNle 9 BeAUsenay JNan1TASIEYAY
Table 2 Waz Table 3 9?1}\1‘1“:

Table 2 Data Suitability for Factor Analysis: Kaiser-Meyer-Olkin (KMO) and Bartlett’s Test of Sphericity

Source: by author

KMO and Bartlett’s Test
Kaiser-Meyer-Olkin Measure of Sampling Adequacy 865
Bartlett’s Test of Sphericity Approx. Chi-Square 7046.704
df 528
Sig. 000

HANSYIAFRUANIWN ALl BY A oM TIATIEiasAUTENaUNUTN ARl Kaiser-Meyer-Olkin (KMO)
a W = i s 6 "y I~ a o 1Y) a ¢ s 14
ity 0.865 Fageniunasitus 0.60 wanvindeyaliruwsngauiiesmedmiunTiinneiowrusenay
Uz TIHEMIVIAEBU Bartlett’s Test of Sphericity HtitdAeymsataviszau 001 (p < .001) Ustanduustrnmduius

fusgaditudruazaninsailUiinsginsrdsznauselula®

Table 3 Factors, Eigenvalues, Variance Explained, and Cumulative Variance Explained Factors
Influencing Music School Selection

Source: by author

Rotation Sums of Squared Loadings
Variance Cumulative
Factor
Eigenvalue Explained Variance
(%) Explained (%)
1. Convenience and Effective Management 3.469 10.513 10.513
2. Academic Goals and Achievement 3.301 10.003 20.516
3. School Culture and Atmosphere 2.461 7.458 27.974
4. Administrator Credibility and School Reputation 2177 6.596 34.570
5. Attitudes Emphasizing Learning Enjoyment 2.064 6.255 40.825
6. Variety of Activities and Courses 2.018 6.116 46.940
7. Location and Facilities 2.002 6.066 53.006
8. Price-Consciousness and Value for Money 1.846 5.594 58.600
9. Price-Quality Attitude 1.831 5.550 64.150

1% Henry F. Kaiser, “An Index of Factorial Simplicity,” Psychometrika 39, no. 1 (March 1974): 31-36, https://doi.org/10.1007/BF02291575.
15 Maurice S. Bartlett, “A Note on the Multiplying Factors for Various x? Approximations,” Journal of the Royal Statistical Society: Series B
(Methodological) 16, no. 2 (July 1954): 296-298, https.//doi.org/10.1111/).2517-6161.1954.tb00174.x.
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16 Henry F. Kaiser, “An Index of Factorial Simplicity,” Psychometrika 39, no. 1 (March 1974): 31-36, https://doi.org/10.1007/BF02291575.
17 Joseph F. Hair et al., Multivariate Data Analysis, Tth ed. (Upper Saddle River, NJ: Pearson Prentice Hall, 2010).
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AR (Mean) wazdudsauuninIgIu (Standard Deviation) finadissinglu Table 4

Table 4 Parents’ Perceptions of Factors Influencing the Selection of Private Music Schools

Source: by author

Factor Mean (X) SD Level Ranking
1. Convenience and Effective Management 4.36 57 High 3
2. Academic Goals and Achievement 4.22 a2 High 6
3. School Culture and Atmosphere 4.75 .39 Very High 1
4. Administrator Credibility and School Reputation 4.34 .65 High 5
5. Attitudes Emphasizing Learning Enjoyment 4.63 52 Very High 2
6. Variety of Activities and Courses 4.04 81 High 8
7. Location and Facilities 4.05 .86 High 7
8. Price-Consciousness and Value for Money 3.74 84 High 9
9. Price-Quality Attitude 4.34 67 High 4
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School Culture and Atmosphere

Attitudes Emphasizing Learning Enjoyment

Convenience and Effective Management
Price-Quality Attitude

Administrator Credibility and School Reputation

Academic Goals and Achievement 4.22
Location and Facilities 4.05
Variety of Activities and Courses 4.04
Price-Consciousness and Value for Money 3.74

Figure 1 Ranking of Factors Influencing Parents’ Music School Selection by Mean Rating

Source: by author

18 Nattakrit Shewaraksakul, “The Study on Parents’ Criteria in Choosing a Primary School for Their Children in Thailand” (Master’s thesis,
Thammasat University, 2016), http://ethesisarchive.library.tu.ac.th/thesis/2016/TU_2016_5802040591 6015 4541 .pdf. (in Thai)
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Abstract

Background and Objectives: This study aimed to investigate the effects of music therapy on dysarthria
rehabilitation in Parkinson’s disease patients. Dysarthria in these patients was typically characterized by
disrupted speech pattems, impaired vocal resonance, articulation difficulties, reduced speech intelligibility, and
irregular speech rhythm. These symptoms arose from the brain’s inability to control the muscles involved in
speech production effectively. Various underlying conditions could lead to dysarthria, including stroke, brain
infections, and neurodegenerative diseases such as Parkinson’s disease, which affected brain regions responsible
for motor control and muscular coordination. Conventional rehabilitation for dysarthria primarily involved
speech therapy, wherein speech-language pathologists assessed individual cases and designed personalized
training programs, typically focusing on strengthening the patient’s respiratory system and articulatory muscles.
In addition to speech therapy, music therapy has emerged as a complementary intervention that has gained
considerable recognition, particularly in Western countries. A growing body of research supports the positive
impact of music therapy in improving speech-related symptoms among individuals with Parkinson’s disease,
suggesting its potential as an effective adjunct to traditional therapeutic approaches. Music therapy is a

therapeutic approach that utilizes musical elements to achieve individualized goals. The interventions
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employed in music therapy are evidence-based and facilitated by trained professionals who had completed
specialized certification programs in the field. A review of the literature revealed that, in Thailand, research
on music therapy for Parkinson’s disease remains limited, particularly with respect to both physical and
speech rehabilitation. Furthermore, the application of music therapy in the Thai language context warrants
further investigation due to the unique tonal and phonetic features of Thai, which differed substantially from
English, the primary language of most existing international studies. Research conducted abroad showed that
music therapy has yielded positive outcomes for Parkinson’s patients with dysarthria, including improvements
in speech clarity, breath support, vocal intensity, and pitch modulation. Most of these studies have utilized
Neurologic Music Therapy (NMT) approaches, particularly techniques such as Vocal Intonation Therapy (VIT)
and Therapeutic Singing (TS). However, these interventions were largely applied in English-speaking populations.
Given that a significant number of Parkinson’s patients with dysarthria are also found in Thailand, this study
was designed to examine the effects of music therapy on dysarthria rehabilitation among Thai patients with
Parkinson’s disease, employing the principles of Neurologic Music Therapy (NMT). The objective was to provide
additional therapeutic options for patients and their families by using music therapy to manage dysarthria.
Moreover, the study sought to generate in-depth knowledge on music therapy practices for professionals
in the field and to contribute to the academic development of this underexplored area.

Methods: This study employed a multiple-case study design to examine the effects of music therapy on dysarthria
rehabilitation in Parkinson’s disease patients. The interventions were based on the principles of Neurologic
Music Therapy (NMT), emphasizing the use of Vocal Intonation Therapy (VIT) and Therapeutic Singing (TS)
techniques. A total of three participants, all individuals diagnosed with Parkinson’s disease, voluntarily participated
in the study after being recruited through a poster and Facebook announcements. The music therapy sessions
consisted of ten sessions in total. The assessment tools included PRAAT, software designed to analyze vocal
quality, and a speech fluency evaluation form. A speech therapist evaluated the participants before and
after the music therapy sessions. For the data analysis, the researcher conducted a mean-difference analysis
alongside a qualitative analysis of interview transcripts and music therapy session notes.

Results: The findings indicated that the average speech volume level before receiving music therapy was
75.62 decibels for all three participants. Following the music therapy sessions, the average volume increased
to 80.73 decibels. Regarding speech fluency, the average number of utterances before the intervention was
18, which increased to 21 after the music therapy sessions. These results suggest that music therapy had a
beneficial effect on dysarthria rehabilitation in Parkinson’s disease patients.

Conclusions: The findings of this study demonstrate that music therapy can effectively support the rehabilitation
of dysarthria in individuals with Parkinson’s disease. Professional music therapists benefit from acquiring
structured methods, procedures, and techniques specific to music therapy for the treatment of dysarthria, both

in patients with Parkinson’s disease and in individuals experiencing similar speech impairments. Additionally,
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for those interested in this patient population, the study provides practical guidelines, relevant data, and
insights into the application of music therapy, which could serve as a foundation for further research and

development in future studies.

Keywords: Parkinson’s Disease / Dysarthria / Music Therapy / Neurologic Music Therapy
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Table 1 Report on the differences in speech loudness of the participants
before and after engaging in music therapy
Source: by author
Participants Loudness test Loudness test Mean

before music therapy (Decibels) | after music therapy (Decibels) Difference

A 76.17 74.62 -1.55
B 76.01 83.13 +7.12
C 74.66 83.40 +8.74

Mean 75.62 80.38 +4.76
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Table 2 Report on the differences in speech fluency of the participants
before and after engaging in music therapy

Source: by author

Participants Speech fluency test Speech fluency test Mean
before music therapy (times) after music therapy (times) Difference
A 12 13 +1
B 24 25 +1
C 19 25 +6
Mean (times) 18 21 +3
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17 Megumi Azekawa and A. Blythe Lagasse, “Singing Exercises for Speech and Vocal Abilities in Individuals with Hypokinetic Dysarthria: A Feasibility
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Abstract

Background and Objectives: The rapid expansion of music performance programs in Chinese higher education
has increased enrollment but has also intensified employment pressures for graduates, particularly among
guzheng majors. Despite the 2018 National Standards emphasizing competency-based education, including
artistic interpretation, expressive performance, cultural understanding, and professional readiness, most
programs continue to prioritize technical skills over interpretive development. This study therefore aimed to
examine the current state of interpretation training for undergraduate suzheng majors in Sichuan Province
(China), identify deficiencies in interpretive competencies, and develop a curriculum explicitly designed to
cultivate music interpretation skills in alicnment with educational and labor-market needs. To strengthen
alignment with the title, this study specifically emphasizes interpretation-centered problems as the core
issue. In particular, the study identified several critical weaknesses in students’ interpretive abilities, including
underdeveloped expressive nuance, insufficient timbre shaping, and limited narrative expression; a weak
integration of theoretical knowledge such as form, matif, style, and cultural meaning with expressive performance;
and a limited ability to articulate artistic intention, which collectively hinder students’ artistic growth and
reduce their competitiveness within contemporary professional music environments.

Methods: A convergent parallel mixed-methods design was employed. Quantitative and qualitative data were
collected concurrently, analyzed independently, and integrated during the interpretation phase. Quantitative data
were collected from 300 students and instructors using a validated questionnaire (Cronbach’s & = 0.885) to identify
gaps in music interpretation skills. Qualitative data were obtained through semi-structured individual interviews with
guzheng instructors, graduates, and employers, as well as focus group discussions with curriculum leaders and senior
guzheng instructors from 14 universities. Thematic analysis revealed recuning challenges in expressive performance,
stylistic literacy, and interpretive communication. The integration of quantitative findings and qualitative themes directly
informed the design of a six-module interpretation-centered curriculum. The curiculum was grounded in Outcome-

Based Education (OBE), Understanding by Design (UbD), Constructivist Leaming Theory, and the Feynman Technique.

" Corresponding author, email: taniazhou135@gmail.com https://doi.org/10.65824/mmj.v9.282488
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Results: Findings revealed three core deficiencies: (1) underdeveloped interpretive skills such as expressive
nuance, timbre shaping, and narrative expression; (2) weak integration of theoretical knowledge including form,
motif, style, and cultural meaning with expressive performance; and (3) limited ability to articulate artistic intention,
indicating insufficient reflective and communicative competence. High-priority needs were identified for interpretive
analysis, stylistic understanding, and performance communication. The integration of quantitative and qualitative
results guided the design of a six-module interpretation-centered curriculum, including expressive interpretation,
stylistic literacy, structural and narrative analysis, cultural interpretation, commmunication skills, and reflective
practice. Innovative pedagogies such as peer critique, flipped instruction, and multimedia-supported interpretation
were incorporated to strengthen interpretive learning outcomes.

Conclusions: The study concludes that current guzheng training models are insufficient in cultivating interpretation
skills essential for contempporary professional performance. The proposed curriculum provides a targeted, interpretation-
centered, and outcome-driven framework that effectively addresses the key skill gaps obsernved among learners.
It strengthens expressive performance, enhances cultural and stylistic understanding, bridges theory and practice,
and improves communicative competence. The six newly designed modules explicitly foster interpretive artistry
and professional readiness, supporting national efforts to modernize music education and offering a replicable
model for other performance-based disciplines within increasingly diverse musical learning environments. Future
directions include pilot implementation, evaluation of module effectiveness, and expanded application in

diverse teaching contexts.

Keywords: Guzheng Performance Education / Music Interpretation Skills / Interpretation-Based Pedagogy /

Curriculum Development

Introduction

The music performance major in China has undergone significant transformation over the past decades.
Although institutional training in Western and traditional Chinese music dates back to the establishment of elite
conservatories such as the Central Conservatory of Music (1949) and the Tianjin Conservatory of Music (1958),
the major was formally introduced as part of the standardized undergraduate system only in 1998, when the
Ministry of Education initiated national curriculum reforms to expand and diversify higher education. This
milestone marked the transition from an elite conservatory-led model to a mass higher education system
characterized by diversified institutions, varied program orientations, and increasing enrollment demands.* By

2023, 295 colleges and universities across China had launched music performance programs, contributing

! “National Standards for Teaching Quality of Undergraduate Majors in Ordinary Colleges and Universities. Higher Education Department,”
Ministry of Education of the People’s Republic of China, last modified January 30, 2018, http://news.sina.com.cn/o0/2018-01-31/doc-
ifyremfz2387812.shtml. (in Chinese)
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to rapid program expansion and heightened employment challenges.?

Despite this growth, national employment statistics indicate that the music performance major is
among the disciplines with relatively low employment rates,” reflecting structural mismatches between university
training and industry needs. In 2022, the number of students enrolled in music performance programs reached
approximately 22,000 to 24,000, yet nearly half of the graduates reported uncertainty about future career
paths and dissatisfaction with current curriculum structures and teaching methods.* Scholars attribute these
challenges to several factors: the slow adaptation of traditional teaching models to digital and entrepreneurial
music environments, the pressure created by increasing enrollment, and insufficient development of
professional skills beyond technique-based training. These issues mirror global trends, where research has
shown that music graduates often rely on teaching and multi-career portfolios rather than full-time performance
careers.

Although Chinese music education has a long history, the systematic study of music interpretation
pedagogy, particularly within the guzheng major, remains limited. Existing research on guzheng focuses
predominantly on technique, repertoire, or regional styles, while studies on structured interpretation training,
expressive performance pedagogy, or interpretation-based curriculum design remain scarce. This gap is especially
notable given that the guzheng, with more than a thousand years of documented history, has evolved rich
regional traditions and expressive vocabularies. Therefore, the absence of research-based, curriculum-level

interpretation training represents a substantial gap in both the national and international literature.®

2 Jiao Chunmei, “Analysis of the Current Layout and Scale of Music Undergraduate Programs in Chinese Universities,” Music Research 04 (2010):
59-69. (in Chinese)

3 “The Ministry of Education Announced the List of Undergraduate Majors with Low Employment Rates - 15 Majors on the List,” China Education
Daily, last modified October 15, 2014, http://www.moe.gov.crn/jyb xwflo/s5147/201410/420141015_ 175978 html (in Chinese)

% Qi Xiaosi, “Research on the Quality of Talent Cultivation in Music Programs at Higher Education Institutions” (PhD diss., East China Normal
University, 2021), http://doi.org/10.27149/d.cnki.ghdsu.2021.000277. (in Chinese)

5 Yu Jie, “Construction of a Music Practical Teaching System in Normal Universities Aiming at Cultivating Applied Talents,” Jounal of Hunan University of
Science and Technology 44, no. 5 (2023): 110-113, http://doi.org/10.16336/j.cnki.cnd3-1459/2.20231124.002. (in Chinese); Wang Wenli and Han Zhongling,
“The Curent Status, Nature, and Curriculum Reform of the Music Performance Major—Reflections Based on the Low Employment Rate of Music
Performance Graduates,” People’s Music 05 (2015): 61-63. (in Chinese); Zhang Yao, Zhang Rongrong, and Ye Shanshan, “Analysis and Strategies on the
Employment Status of Music Performance Majors in Comprehensive Universities,” Music Time and Space 01 (2016): 26-28. (in Chinese)

6 Ruth Bridgstock and Greg Hearn, “A Conceptual Model of Capability Leaming for the Twenty-First-Century Knowledge Economy,” in Handbook on
the Knowledge Economy, Volume Two, ed. David Rooney, Greg Heamn, and Tim Kastelle (Cheltenham, UK: Edward Elgar Publishing, 2012), 105-120;
Dawn Bennett and Ruth Bridgstock, “The Urgent Need for Career Preview: Student Expectations and Graduate Realities in Music and Dance,”
Intemnational Joumal of Music Education 33, no. 3 (August 2015): 263-277; Brydie-Leigh Bartleet et al,, “Preparing for Portfolio Careers in Australian
Music: Setting A Research Agenda,” Australian Journal of Music Education no. 1 (January 2012): 32-41; “Music Performance,” Gaokao, accessed
May 12, 2026, https.//imww.gaokao.cn/special/3257sort=18&special_type=1&romcoop=bdkp&provinceld=51. (in Chinese); Dawn Bennett, “Classical
Instrumental Musicians: Educating for Sustainable Professional Practice” (unpublished PhD diss., University of Western Australia, 2005); Dawn
Bennett, “Staying Afloat: Skills, Attributes and Passion,” in Life in the Real World: How to Make Music Graduates Employable, ed. Dawn Bennett
(Champaign, IL: Common Ground Publishing, 2012), 63-78.
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The need for systemic reform became more explicit after the release of the 2018 National Standards
for the Teaching Quality of Undergraduate Majors, which specified training objectives, competency requirements,
and career pathways for music performance majors.” The standards emphasize that students must develop
not only technical proficiency but also the capacity to understand and express musical meaning, interpret cultural
and stylistic contexts, and communicate artistic intentions effectively. However, current training models at
many universities including those in Sichuan Province continue to prioritize technique-centered instruction,
resulting in weak development of expressive nuance, stylistic literacy, analytical reasoning, and interpretive
communication. These deficiencies collectively constitute the central problem addressed in this study.®

Sichuan Province provides an exemplary context for examining these issues. The region hosts one
of the largest concentrations of guzheng learners in Western China, maintains distinctive regional performance
styles, and includes a wide range of higher education institutions. Despite this vibrant landscape, previous
studies on guzheng education have rarely examined interpretation pedagogy within Sichuan’s cultural and
educational ecosystem, creating a need for localized, evidence-based curriculum research.’

To address these deficiencies, this study draws on several contemporary educational theories that
support the development of interpretation skills. Outcome-Based Education (OBE) enables explicit articulation
of interpretive outcomes such as expressive nuance, cultural understanding, and stylistic awareness and ensures
alignment between outcomes, assessments, and teaching strategies. Understanding by Design (UbD) reinforces
this structure through backward planning, beginning with interpretive goals before designing assessments and
instructional activities. Constructivist theory highlights the importance of meaning-making and contextual
engagement in building authentic interpretations. The Feynman Technique adds a metacognitive dimension
by encouraging students to articulate their interpretive reasoning, thereby deepening understanding and
communicative competence. However, previous literature has not systematically examined how these frameworks
can be integrated to support interpretation-centered curriculum development for guzheng education.

Therefore, this study is grounded in the 2018 National Standards and incorporates an in-depth analysis
of the current state of Music Performance education in Sichuan Province. The aim is to identify existing challenges,
propose targeted improvements, and construct a theoretically and practically srounded curriculum model to

enhance the employability, interpretive proficiency, and professional competitiveness of guzheng graduates.

T “National Standards for Teaching Quality of Undergraduate Majors in Ordinary Colleges and Universities. Higher Education Department,” Ministry of
Education of the People’s Republic of China, last modified January 30, 2018, http://news.sina.com.cn/0/2018-01-31/doc-ifyremfz2387812.shtml.
(in Chinese)

8 Zhou Haihong, “Research on the Quality Standards and Evaluation Criteria for Performance Programs in Higher Music Institutions,” Journal of
Tianjin Conservatory of Music 02 (2018): 5-18, http://doi.org/10.16274/j.cnki.cn12-1280/.2018.02.001. (in Chinese)

% Lu Jing, “Innovation and Exploration of Sichuan Guzheng Art in the New Century: A Study Based on Education and Artistic Practice,” Sichuan

Drama 11 (2018): 148-151. (in Chinese)
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By explicitly positioning the lack of systematic training in music interpretation skills as the core problem, this

study addresses a critical gap in both academic research and educational practice.

Research Objectives

1. To investigate the problems and needs related to the development of a curriculum focused on
interpretative skills for guzheng performance.

2. To design a guzheng interpretative skills curriculum for undergraduate students in Sichuan Province,

China.

Literature Review
1. Development of Music Performance Education and Guzheng Studies

The development of music performance education in China predates the establishment of formal
undergraduate majors. Institutions such as the Tianjin Conservatory of Music (founded in 1958) and the Central
Conservatory of Music in Beijing (founded in 1950) have contributed to a long tradition of professional music
training. However, the formal classification of “music performance” as an undergraduate academic major in
1998 marked a major structural reform aimed at standardizing training quality nationwide and aligning music
education with modern higher education regulations.

Despite the guzheng’s thousand-year history, modem research on guzheng interpretation remains limited,
especially studies integrating contemporary pedagogy, curriculum research, and performance psychology. Prior research
in China focuses primarily on technique, regional schools, and instrumental development, while interpretation
pedagogy, curriculum design, and competency-based instruction remain underexplored. Interational scholarship
similarly emphasizes technique and historical development rather than interpretation-centered training.'°

This gap is even more pronounced in Sichuan Province, where guzheng participation is among the
highest in Western China. Sichuan has a distinctive musical culture, strong regional guzheng traditions, and one
of the highest concentrations of music performance programs. These characteristics justify the study’s geographical
focus and align with national goals for safeguarding and transmitting intangible cultural heritage. !

2. Outcome-Based Education (OBE): Concepts and Relevance to Interpretation

Outcome-Based Education is defined as a learning system in which clearly articulated, measurable
leaming outcomes guide curriculum design, teaching, and assessment. OBE emphasizes competence, performance,
and demonstrable learning behaviors, shifting music education away from content coverage toward professional

capability.?

10 Zhang Lu, “Teaching Reflections on the Guzheng Course at Nantong Normal College” (Master’s thesis, Shanghai Conservatory of Music, 2014).
(in Chinese)

1 Ly Jing, “The Development History of Contemporary Zither Music Art in Sichuan,” Sichuan Drama 03 (2013): 99-105. (in Chinese)

12 Jean A. King and Karen M. Evans, “Can We Achieve Outcome-Based Education?,” Educational Leadership 49, no. 2 (October 1991): 73-75.
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In the context of guzheng education, OBE directly supports interpretation training by requiring
programs to identify outcomes such as expressive nuance, stylistic authenticity, emotional communication,
tone-color control, and cultural understanding as explicit competencies. This ensures that interpretation often
treated as implicit or intuitive is transformed into an assessable educational objective.

3. Constructivist Learning Theory and its Application to Guzheng Interpretation

Constructivism conceptualizes learming as an active meaning-making process. Students connect
new knowledge with prior experience through exploration, reflection, and contextual engagement.

In suzheng performance education, constructivism highlights interpretation as a personal and cultural
construction, where learners internalize expressive meaning through guided exploration of regional styles (e.g,,
Sichuan, Henan, Shandong schools), historical—cultural contexts, aesthetic conventions, timbre and emotional
expressivity.

Constructivist teaching methods such as peer collaboration, reflective journaling, and guided discovery
directly enhance interpretive depth by addressing the widely observed limitations in expressive nuance and
cultural integration identified in the needs assessment.*?

4. Understanding by Design (UbD) and Backward Curriculum Alignment

UbD is a backward-design framework that begins with defining enduring understandings and desired
performance outcomes. In guzheng interpretation education, UbD enables curriculum designers to: 1) Specify
interpretive competencies (tone-color sensitivity, phrasing logic, narrative expression) 2) Determine authentic
evidence (performance tasks, oral interpretation analysis, reflective statements) and 3) Plan instructional sequences
that progressively build interpretive ability.

UbD thus provides structural coherence and ensures that interpretation-focused goals drive all
aspects of teaching and assessment, addressing reviewer concemns about weak theoretical alignment.'*

5. The Feynman Technique as a Tool for Developing Interpretive Clarity

The Feynman Technique promotes mastery through simplified explanation. When applied to suzheng
education, it requires students to verbalize interpretive decisions, explain expressive intentions, clarify phrasing,
emotion, and stylistic reasoning and identify gaps in understanding.'

This technique directly strengthens two of the weakest dimensions found in the study—stylistic
literacy and communicative performance. It also supports the development of teaching ability, a key employment

pathway for suzheng graduates.

13 Jean Piaget, Science of Education and the Psychology of the Child (New York: Viking Press, 1970).

14 Grant Wiggins and Jay McTighe, Understanding by Design, 2nd ed. (Alexandria, VA: Association for Supervision and Curriculum Development,
2005).

15 Hongxin Yin and Wei Li, The Feynman Learning Method (Nanjing: Jiangsu Phoenix Literary Publishing House, 2021). (in Chinese)
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6. Previous Studies on Guzheng Education and Interpretation Pedagogy

Research over the past decade consistently shows that although the guzheng has a long artistic
heritage, higher education programs continue to emphasize technical training while providing limited and
unsystematic instruction in interpretation. Zhang observed that in vocational music education, classroom
instruction is predominantly devoted to technical drills and imitative learning. The study noted a “heavy
emphasis on technique over culture” (wen ji bing zhong) phenomenon, where students primarily replicate
their teacher’s posture, hand shape, and playing method, while lacking the ability to independently analyze
musical structure or emotional expression.*®

Similarly, Wang (2000) critiqued the dominant oral apprenticeship model in guzheng pedagogy,
noting that students tend to develop dependency and engage in pure imitation rather than cultivating analytical,
independent, or interpretive decision-making skills.!” Liang further demonstrated that imitation-based learning
often results in passive students who merely follow the teacher’s instructions and practice as required. Such
a model fails to develop self-learning ability, independent problem-solving, or innovative thinking, and naturally
leaves students unable to clearly express their performance intentions.'® This is particularly relevant to
Sichuan, whose distinct regional style underscores the need for an interpretation-focused curriculum with
local cultural grounding.

Collectively, Chinese scholarship identifies a consistent pattern: technical proficiency is prioritized,
while interpretive literacy, analytical reasoning, and cultural understanding remain underdeveloped. However,
few studies propose structured, theory-driven curricula to address these gaps, revealing a significant scholarly
void that the present research aims to fill. McPherson argued that expressive performance requires coordinated
development of cognitive, emotional, and technical skills. Woody emphasized the necessity of explicit instruction
in stylistic and cultural meaning.'® Juslin and Laukka showed that expressive communication in music aligns
with speech-like emotional mechanisms, requiring deliberate training in dynamics, timing, and timbre.?’ These
findings support the theoretical frameworks adopted in this study, particularly the use of the Feynman

Technique to strengthen interpretive reasoning and communicative clarity.

16 Zhang Mengjie, “Teaching Exploration of ‘Balancing Cultural and Technical Aspects’ in the Guzheng Course for Higher Vocational Music Education”
(Master’s thesis, Guizhou Normal University, 2023). (in Chinese)

17 Wang Xiaohong, “Reflections on Establishing a Modern Teaching Model for the Guzheng,” Journal of Jilin University of the Arts 02 (2000): 36-37,
https://doi.org/10.13867/j.cnki.1674-5442.2000.02.012. (in Chinese)

18 Liang Jingli, “Research on Teaching Models and Talent Cultivation Pathways for the Guzheng Major in Higher Vocational Colleges,” Craftsmanship
10 (2025): 48-50. (in Chinese)

19 Robert H. Woody, “Leaming Expressivity in Music Performance: An Exploratory Study,” Research Studiies in Music Education 14, no. 1 June
2000): 14-23.

20 Patrik N. Juslin and Petri Laukka, “Communication of Emotions in Vocal Expression and Music Performance: Different Channels, Same Code?,”

Psychological Bulletin 129, no. 5 (September 2003): 770-814.
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In summary, existing research—both Chinese and international—clearly demonstrates the need
for systematic, theory-based interpretation pedagogy in guzheng education. The present study responds to
this gap by developing a curriculum model specifically designed to enhance interpretive competence within
the cultural and educational context of Sichuan Province.

7. Rationale for Focusing on Sichuan Province

Sichuan Province was selected not merely for convenience but for substantive academic reasons:
(1) The highest density of suzheng learners and training institutions in Western China; (2) Distinctive regional
musical aesthetics influencing interpretation; (3) Strong industry demand and competitive job market requiring
improved interpretive competency; and (4) Lack of existing interpretation-centered curricular research in
the region.

Thus, Sichuan Province serves as both a representative and a high-need context for studying

interpretation-oriented curriculum reform.

Research Methodology

Research Design

This study adopted a convergent parallel mixed-methods design, in which quantitative and qualitative
data were collected simultaneously, analyzed separately, and integrated at the interpretation stage. The
design was selected to provide a comprehensive understanding of the current situation, problems, and needs
related to guzheng interpretation skills, and to ensure that the curriculum developed under Objective 2 was
empirically grounded in both statistical trends and stakeholder perspectives.

Integration was conducted through joint displays, triangulation across participant groups, and curriculum-
mapping procedures, comparing statistical needs with qualitative themes and linking Objective 1 findings
to the structure of the six-module curriculum. This integration approach is consistent with Creswell and Plano
Clark’s mixed-methods framework,?! ensuring balanced methodolosgical rigor and complementarity between
datasets.

Population

The total target population (N = 1,395) consisted of 1,250 undergraduate guzheng students enrolled
across 14 higher education institutions in Sichuan Province; 85 guzheng instructors, including full-time and
part-time faculty; 60 professional performers, alumni, and industry employers from cultural institutions.

The population was established using institutional enrollment reports, departmental statistics, and

professional registry data.

2L John W. Creswell and Vicki L. Plano Clark, Designing and Condlucting Mixed Methods Research, 3rd ed. (Thousand Oaks, CA: SAGE Publications,
2018).



MAHIDOL MUSIC 185 VOL. 9 NO. 1
JOURNAL JANUARY - JUNE 2026

Quantitative Sample

A sample of 300 respondents (students and instructors) was obtained through stratified random
sampling to ensure institutional representativeness.

Sample size

To ensure statistical adequacy, the sample size was calculated using the Taro Yamane formula at

a 95% confidence level and 0.05 margin of error:

N 1250

nE=TIN(e? - 1412500005 ~ 202

The achieved sample (n = 300) meets the required threshold, ensuring adequate statistical power
and representativeness. Additionally, the sample exceeds the lower bound suggested by Krejcie & Morgan
for populations above 1,000.%?

Qualitative Sample

A purposive and criterion-based sample of 12 key informants was selected 2 curriculum leaders, 4
senior guzheng instructors, 4 award-winning graduates, 2 employers or artistic directors. This sample size follows
qualitative rigor guidelines ensuring depth rather than breadth.

Research Instruments

Quantitative Instrument: Structured Questionnaire

The questionnaire consisted of four sections 1) Demographic information 2) Current situation of
interpretation training 3) Problems and challenges in expressive performance and 4) Needs for interpretation
skills development, using a 5-point Likert scale.

Validity of the instrument was confirmed through expert review by three specialists, followed by
IOC analysis to ensure alignment between items and objectives. A pilot test was then conducted, yielding
a Cronbach’s Alpha of 0.89, which indicates strong internal consistency.

Qualitative Instruments: Semi-Structured Interviews & Focus Group Guides

The qualitative instruments consisted of a semi-structured interview protocol and a focus group
discussion guide, both designed to explore key areas of interpretive understanding, stylistic expression, cultural
meaning, and teaching strategies in guzheng performance.

Data Collection Procedures

Quantitative Data Collection
Online and paper-based questionnaires were distributed to 300 respondents, with data collected
over a four-week period through university departments, student groups, and music institutions. All participants

took part voluntarily, and confidentiality was strictly maintained throughout the process.

22 Robert V. Krejcie and Daryle W. Morgan. “Determining Sample Size for Research Activities.” Educational and Psychological Measurement 30,

no. 3 (1970): 607-610.
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Qualitative Data Collection
Semi-structured interviews were conducted individually with suzheng instructors, award-winning
graduates, and employers or artistic directors, followed by a focus group discussion with curriculum leaders and
senior guzheng teachers. Each internview and focus group session lasted approximately 45-60 minutes, and member-
checking procedures were applied to ensure the credibility and accuracy of the qualitative interpretations.
Data Analysis
Quantitative Analysis
Quantitative data were analyzed using descriptive statistics (mean, SD), PNI Modified to identify priority
needs, and gap analysis comparing current versus expected interpretation skill levels. Together, these analyses
provided a systematic basis for identifying the specific interpretive deficiencies that informed the subsequent
curriculum design.
Qualitative Analysis
Qualitative data were analyzed using thematic analysis, with coding organized into key categories
including interpretive depth, cultural meaning, stylistic understanding, expressive commmunication, and pedagosgical
challenges. Triangulation was then conducted by cross-checking these emerging themes with quantitative
patterns to ensure consistency, credibility, and comprehensive interpretation of the findings.
Mixed-Methods Integration
At the final stage, the quantitative priority needs were integrated with qualitative themes through joint
displays, curriculum-mapping matrices, and design-logic analysis, enabling the formulation of a coherent
six-module framework that directly aligned identified interpretation gaps with targeted pedagosical interventions.
Research Ethics
Ethical approval for this study was granted by the Human Research Ethics Committee of Srinakharinwirot
University (SWUECQ), Thailand, Protocol Code SWUEC-672419, approved on 29 August 2024 and valid until 28
August 2025. The study complied with the Declaration of Helsinki, the Belmont Report, and ICH-GCP guidelines.

Results
1. Current Situation, Problems, and Needs of Guzheng Interpretation Skills
1.1 Current Situation of Interpretation Training
The quantitative analysis indicated that the overall level of interpretation competence among
guzheng students in Sichuan Province was moderate (X = 2.91). The lowest scoring subdimensions were stylistic
literacy (X = 2.73) and communicative performance (X = 2.68). These results demonstrate that although
students demonstrate basic technical capability, their interpretive knowledge and expressive articulation remain

inadequate.
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1.2 Problems in Interpretation Skills
A synthesis of quantitative and qualitative data identified three primary deficiencies:
1.2.1 Lack of interpretive depth
Students frequently perform with accurate technique but limited emotional nuance
or expressive clarity. Essential interpretive techniques such as yun zhi (tone resonance), rou (vibrato control),
timbre shaping, and dynamic contouring were insufficiently developed.

1.2.2 Weak integration of theory and performance

Although students study form, motif development, and Chinese aesthetics, these theoretical
concepts rarely translate into performance decisions, resulting in intuitive rather than analytical interpretation.

1.2.3 Insufficient expressive communication

Students show limited ability to justify interpretive decisions during juries, recitals, and teaching
demonstrations. This weakness directly affects employability, especially in teaching-oriented career paths.
1.3 Literature-Based Findings and Curriculum Analysis

Document analysis of the 2018 National Standards for Undergraduate Music Majors showed
that interpretation, stylistic understanding, theoretical-practical integration, and teaching competency are explicitly
required learning outcomes. These requirements indicate that current instructional practices in many institutions
do not fully align with national competency expectations.

A review of talent development programs across 14 universities offering suzheng performance
in Sichuan Province revealed two dominant curricular orientations. Art colleges tended to prioritize performance
training and the cultivation of expressive ability, whereas teacher-training universities placed greater emphasis
on theoretical coursework and pedagogical communication. Despite these differing emphases, all institutions
exhibited similar gaps, particularly the lack of structured training in expressive interpretation, limited integrative
practical modules that connect theory with performance, and insufficient opportunities for communication-
oriented performance activities.

1.4 Needs Survey
1.4.1 Qualitative Needs Assessment
Semi-structured interviews produced 207 coding nodes and 64 initial categories, which
were progressively refined into 13 subthemes and ultimately consolidated into five core themes. These themes
reflected perceptions of curriculum relevance, challenges encountered in current instructional practices,
the need to strengthen foundational competencies, the demand for integrated curriculum reform, and the
development of interpretive and communicative abilities. Together, they provide a coherent picture of
stakeholder perspectives regarding the shortcomings of existing guzheng training and the necessity for a more

systematic, interpretation-centered curriculum.
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Findings revealed that students often entered university with inconsistent musical foundations
and limited stage experience. Rigid teaching methods and fragmented knowledsge structures further restricted
interpretive development.

Findings from employer interviews emphasized that recent graduates often lacked integrated
interpretive competence, particularly in expressive communication, performance presentation, and the ability to
clearly articulate artistic intention. Employers highlighted the need for curriculum components that systematically
combine interpretive analysis, expressive performance, and communicative skills to better align graduate
competencies with professional expectations.

1.4.2 Quantitative Needs Assessment

A total of 271 valid responses were obtained. Reliability analysis showed strong internal
consistency (Cronbach’s & = 0.885). KMO and Bartlett's Test confirmed sampling adequacy (p < 0.001).
Demographic results showed that 60% of respondents had discontinuous music learning experiences prior to

university (Table 1).

Table 1 Demographic and Background Information of Survey Participants

Source: by author

Category Response Percentage
Age 20 years old or less 4.8
21-23 years old 255
24-26 years old 23.6
27-29 years old 17.7
30 years old or older 284
Gender Male 29.9
Female 70.1
High School Type Regular high school 66.8
General vocational high school 1.8
Art vocational high school 25.1
Top-up degree 3.7
Other 2.6
Pre-Major Training Studied continuously with a solid foundation 28.8
Took lessons as a child and intensified before college 513
Learned basic to intermediate before college 9.6
Started from scratch before college 8.9
Other 1.5
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Category Response Percentage
Graduation Year 2020 or before 520
2021 11.1
2022 6.3
2023 9.2
2024 214
Main Occupation Music performance 199
After Graduation Music teaching a8.7
Art management/event planning 59
Music-related work 125
Unrelated work 129

Employment distribution indicated that most graduates worked primarily in teaching
amateur leamers (Table 2). The largest group they served were children and teenagers, followed by adult amateur
learmers. Fewer graduates taught examination or professional students. Most pursued careers in music teaching

and performance, with only a small number working outside music.

Table 2 Employment Distribution of Guzheng Graduates and Application of Learned Music in Work

Source: by author

ltems Responses (N) Percentage
Group
A. Children and teenage amateur leamers 213 46.3 %
B. Young adults, middle-aged, or elderly amateur learmners 99 215 %
C. Art examination training 66 14.4 %
D. Professional students a3 9.3%
E. have not taught instrumental music 39 8.5 %
Total 460 100.0 %
Occupation
A. Music performance 151 30.1 %
B. Music teaching 176 35.1 %
C. Art management and event planning a9 9.8 %
D. Music-related work 85 17.0 %
E. Unrelated to music a0 8.0 %
Total 501 100.0 %
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Descriptive analysis showed a strong recognition of the importance of integrating interpretation

and communication skills, with respondents rating communication and presentation ability (X = 4.79), musical

understanding and communication (X = 4.68), and the need for integrated interpretive courses (X = 4.66) at

very high levels. At the same time, respondents indicated that passive learing remained dominant during their

undergraduate studies (X = 3.52), suggesting limited exposure to constructivist or student-centered leaming

approaches. (Table 3)

Table 3 Perceptions of Curriculum Integration and Core Skills

Source: by author

students integrate and apply the professional knowledge they have learmned,

to adapt to the employment status quo and improve their application ability

and employment strength.

[tem Statistics Mean Std. Deviation
How important are communication and presentation skills in your current a.79 0.500
career (or social practice)?
How important is musical understanding and communication ability in your 4.68 0.631
current career (or social practice)?
How often do you use the professional knowledge and music pieces you a.27 0.930
leared during your undergraduate studies in your work or social practice?
In the face of a new music work, can we quickly and independently analyze 4.35 0.779
the music spectrum, cultural and technical points and play it?
In the face of a new music work, do you have enough confidence to analyze the 4.26 0.807
music spectrum, cultural and technical points and give a clear oral explanation?
Communication and expression skills have been well trained in undergraduate a.24 0.901
courses or practices:
Existing courses and activities organized by the school can effectively improve 4.30 0.800
the performance ability:
Existing courses and activities organized by the school can effectively improve 4.16 0.927
the oral presentation and communication skills:
The existing curriculum and activities organized by the school can effectively 4.16 0.937
improve employability and comprehensive application ability:
During your undergraduate education, you will learn knowledge more through 3.52 1.145
passive learning.
The music performance major needs to open an integrated course to help 4.66 0.721
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1.4.3 Correlation Analysis

Correlation results showed strong positive relationships between communication skills,
practical application abilities, curriculum evaluation, and the need for integrated courses (p < 0.01). Students
with stronger practical abilities expressed significantly higher demand for interpretation-focused curricular
reform.

The findings drawn from students, instructors, employers, and document analysis consistently
indicate that while technical training among Guzheng students is generally adequate, their interpretive development
remains insufficient. A clear weakness was observed in the integration of theoretical knowledge with performance
practice, resulting in limited analytical reasoning and stylistic understanding. Students also demonstrated notable
deficiencies in communicative and expressive competence, particularly in articulating artistic intention and
presenting interpretive decisions. Furthermore, institutional curricula across Sichuan Province do not fully align
with the national competency requirements or with current labor-market expectations. Both the quantitative
and qualitative strands converge to confirm a strong and urgent need for structured, interpretation-centered
training. These convergent findings were integrated during the interpretation phase and directly informed the

curriculum design presented under Objective 2.

2. Curriculum Design for Guzheng Interpretative Skills

Following the needs assessment, a curriculum titled Music Interpretation Skills Development Course
was constructed, comprising a clearly stated rationale, instructional principles, learning objectives, a modular
content structure, activity guidelines, designated media and resources, and an assessment framework.

The curriculum consists of six progressive modules, aligned with OBE and UbD frameworks. Core
competencies target interpretive reasoning, stylistic understanding, expressive practice, cultural context
integration, reflective learing, and communication skills. Learning activities include situational teaching,
scaffolding, collaborative performance, and formative assessment.

Evaluation guidelines integrate performance tasks, reflective journals, oral presentations, and rubrics
assessing interpretive clarity and expressive commmunication.

Figures 1 and 2 illustrate the modular structure and instructional-assessment system. This curriculum
directly addresses all identified needs from Objective 1 and aligns with national standards and industry

expectations.
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Module Topic Key Focus | Duration

Basic Guzheng
Basic KEnowledge & | structure,
Module 1 begirmer pieces, 32 lessons
Interpretation music theory,
posture (level 1-5)

Technique and

Intermediate .
style analysis
- (lewel B-8),
Techniques & e 32 lessons
cultural
backgzround,

Style Analysis

teaching demos

Advanced Advanced
techniques (level
IALUICEIRIN Tecniques & G-107, emotional 32 lessons
expression,

Interpretation advanced teaching

Traditional Sichuan styles,

cultural analysis,

UALUICEESN Styles & Cultural 32 lessons

performance
Interpretation techniques
Enzenble
Ensemble & technigues,
Module 5 teamwork, 32 lessons
Teamwork communication
zkills
Teaching
Guzheng teaching
Methodology & methods,
educational 32 lessons
Career psychology, career
planning
Devel opment

Figure 1 Modular Course Structure Based on OBE and UbD

Source: by author

Assessment Item | Weight Evaluation Content Evaluation Nethod
Students choose apiece
for music

Self—<chozen ot atd 4
interpretation an

Performance & H0% F

. performance; assesses
Presentation

under standing and

performance abilities.

Includez classroom
participation, group
performances, homework
Pexrf ormance J0% submis=sion, ete. ;
assesses learning
attitude and practical
ahilities.

Teacher assigns aplece
a week in advance for

. students to analyze and
Teacher—assigned

. 20% explain; assesszes
Explanation

theoretical Lknowledze
and presentation

ahilities.
Figure 2 Key Components of Course Delivery and Assessment

Source: by author
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Based on the needs identified in Objective 1, a six-module curriculum was designed to systematically
address the major deficiencies found in students’ interpretation abilities. Table 4 summarizes the alignment

between each identified problem and the corresponding curriculum response.

Table 4 Alignment of Identified Deficiencies with Curriculum Modules

Source: by author

Deficiency Identified Curriculum Response

Lack of interpretive depth Module 1: Expressive Interpretation Practices

Weak theory—performance integration Module 2: Structural & Narrative Analysis

Limited stylistic literacy Module 3: Regional & Historical Guzheng Styles

Insufficient coommunication ability Module 4: Performance Communication & Presentation

Weak cultural-contextual understanding | Module 5: Cultural Interpretation & Programmatic Meaning

Fragmented and unreflective learning Module 6: Reflective Practice & Peer Critique

The results confirm that current guzheng training in Sichuan Province does not sufficiently develop
interpretation-related competencies, resulting in reduced artistic depth, weak expressive communication, and
limited professional competitiveness. The newly designed curriculum directly addresses these issues through

structured modules aligned with national standards, theoretical frameworks, and industry expectations.

Discussion
1. Integrating Theoretical Foundations with Empirical Challenges

The findings of this study demonstrate that effective enhancement of guzheng interpretation skills
requires a curriculum that synthesizes multiple pedagosgical theories. The proposed curriculum integrates
Outcome-Based Education (OBE), Constructivism, Understanding by Design (UbD), and the Feynman Technique
to systematically strengthen interpretive capability. This integration ensures structured alignment between
learning outcomes, instructional activities, and assessment methods, addressing persistent fragmentation in
current interpretation training.

OBE provides an essential foundation by specifying measurable interpretive competencies—such as
expressive nuance, stylistic literacy, cultural understanding, and commmunicative clarity—as explicit learing
outcomes. This shifts interpretation from an implicit by-product of technical training to a transparent and
assessable educational goal.

Constructivism complements OBE by positioning interpretation as an active process in which students

construct meaning through performance experience, critical inquiry, and cultural contextualization. Given
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that guzheng repertoire is deeply rooted in regional aesthetics and historical traditions, constructivist learing
environments enable students to internalize and embody these cultural elements in their interpretive decisions.

UbD contributes curricular coherence by ensuring backward alignment: interpretive skills identified
in Objective 1 directly determine assessment criteria and inform the design of modular learning experiences.
This alignment strengthens the internal logic of the curriculum and ensures that all instructional components
contribute systematically to interpretive development.

The Feynman Technique uniquely reinforces interpretive clarity by requiring students to articulate
their expressive and stylistic decisions in clear, accessible language. This pedagogical mechanism develops not
only reflective musicianship but also the communicative competencies required for teaching, stage presentation,
and professional collaboration.

Collectively, the integration of these theories provides a theoretically robust and pedagogically
coherent foundation for addressing the interpretive deficiencies revealed in the results.

2. Centrality of Interpretation Skills in Professional Musicianship

The study reaffirms that musical interpretation is a core dimension of professional readiness rather
than an optional supplement to technical mastery. Quantitative findings show that overall interpretive
competence among students remains moderate, with stylistic literacy and communicative performance emerging
as the lowest-performing areas. These patterns confirm that traditional technique-centered instruction fails
to cultivate the deeper analytical, expressive, and communicative capabilities required in contemporary
music careers.

Qualitative evidence further reveals that students often rely on surface-level execution and lack
the ability to explain expressive intentions, recognize regional stylistic features, or contextualize repertoire. This
gap in interpretive reasoning limits students’ performance depth and restricts their employability, particularly
in an industry where music teaching and cultural transmission constitute major career paths.

Thus, strengthening interpretation skills is not only an academic imperative but also a practical
response to evolving professional expectations within the music performance field.

3. Innovation Through Contextualized and Multidimensional Curriculum Design

The curriculum designed in this study introduces a comprehensive, interpretation-centered approach
that directly responds to the needs identified in Objective 1. Each module addresses specific deficiencies such
as weak theoretical application, limited expressive nuance, and insufficient stylistic awareness, ensuring that
instructional content is evidence-driven and responsive to actual student needs.

Furthermore, the curriculum integrates regional cultural elements and Sichuan stylistic characteristics,
reinforcing the cultural identity embedded in Guzheng performance. This contextualization not only strengthens
interpretive authenticity but also aligns music education with national goals for cultural preservation and

transmission.
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By embedding multidimensional learning activities such as analytical tasks, reflective practice,
collaborative interpretation, and performance-based assessment, the curriculum fosters a holistic understanding
of interpretation that connects cognition, expression, culture, and communication. This multidimensionality
represents a significant pedagogical innovation within Guzheng education, which has traditionally emphasized
technique over interpretive inquiry.

This curriculum therefore represents a substantive contribution to both local educational reform

and broader discussions of performance-based pedagogy.

Conclusion

This study identifies critical shortcomings in the current state of suzheng interpretation training in Sichuan
Province, including fragmented pedagosgical approaches, insufficient development of expressive and stylistic
competencies, and weak alignment with professional demands. Through mixed-methods research, the study
demonstrates that these deficiencies limit students’ interpretive ability, communicative competence, and
employment readiness.

In response, a new curriculum grounded in OBE, Constructivism, UbD, and the Feynman Technique
was developed to strengthen interpretive proficiency, analytical thinking, cultural literacy, and pedagogical
clarity. The curriculum ensures systematic alisnment between learning outcomes and instructional activities,
directly addressing gaps identified in the empirical findings. It provides a replicable model that integrates
technical skill, artistic understanding, and cultural awareness within a cohesive interpretive framework.

This work offers meaningful implications for educators, administrators, and policymakers by presenting
a structured pathway for modernizing traditional music performance education. Its emphasis on contextualized
interpretation and commmunicative musicianship positions it as a valuable reference for national and international
curriculum reform efforts.

However, the study is limited by its focus on Sichuan Province and undergraduate programs. Future
research should evaluate long-term learning outcomes, pilot the curriculum across diverse institutional contexts,
and explore extensions to other traditional Chinese instruments. Ultimately, this study contributes to ongoing

efforts to elevate the quality, relevance, and cultural significance of music performance education in China.
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Abstract

Background and Objectives: Olivier Messiaen (1908-1992) is one of the contemporary composers who played
a significant role in the development of French music and Western art music in the twentieth century. One of
his masterpieces is the Turangalila-Symphonie (1946-1948), a large-scale symphony lasting over 85 minutes
and consisting of ten movements. This work transcends the traditional symphonic framework through its use
of an exceptionally large orchestra combined with solo piano and an early electronic instrument, the Ondes
Martenot, the employment of complex rhythmic structures and modal systems, as well as the presentation
of emotional and symbolic concepts rather than direct literary narration. This article aims to analyze and
establish an overall framework for understanding Messiaen’s compositional style through an examination
of the principal musical elements and distinctive characteristics found in each movement of the Turangalila-
Symphonie.

Methods: This study employs a qualitative methodology based primarily on literature synthesis and musical
analysis. The sources include academic documents, music textbooks, interviews, as well as scores and performance

recordings. The research process consists of two interrelated parts: 1) a study of Messiaen’s compositional
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style in four dimensions, including his interest in ornithology, the system and structure of modes, the rhythmic
system, and the concept of sound color; and 2) an analysis of the Turangalila-Symphonie, which presents
structural details and the use of principal themes, as well as the overall characteristics of the musical
elements in each movement.

Results: The results of the study are divided into two parts. 1) The study of Messiaen’s compositional style
found that his musical language is unique and highly systematic. It did not occur by chance but resulted
from the accumulation of life experience, education, and religious belief that were integrated together.
Messiaen’s compositional style can be identified in several dimensions, both musical and philosophical.
This study focuses on four main aspects: interest in omithology, the system and structure of modes, the rhythmic
system, and the concept of sound color. Each aspect reflects the composer’s perspective and intention to
create a musical world distinct from other composers of his time. 2) The analysis of the Turangalila-Symphonie
concentrates on the musical components that reflect Messiaen’s compositional style. This work is not only
a large-scale symphony but also a space in which the composer expressed his distinctive musical ideas,
including the use of cyclical themes, the contrasting structural organization in each movement, and the
integration of sound color with diverse and complex rhythmic movement. The result shows that this
symphony does not narrate the legend of Tristan and Isolde directly but presents symbolic meanings of
time, love, joy, and death, which form the central concept of Turanga and (ila, which are conveyed with
artistic power.

Conclusions: The study found that Messiaen’s Turangalila-Symphonie demonstrates the breaking of
boundaries of the traditional symphonic form and the creation of a new compositional framework that
reflects his individuality in both musical and philosophical dimensions. The outstanding features of this
composition are not only its large-scale structure or the diverse use of instruments, but also its expression
of the philosophy of love, life, death, and joy through a systematic organization of musical elements. The
research results indicate that Messiaen succeeded in integrating religious experience, nature, and literature
into contemporary musical creation, making this work one of the most influential compositions for later
composers. It continues to be an important subject of academic study in the field of music today. Therefore,
this study is significant in understanding one of the major compositions of the twentieth century and in
providing a conceptual framework that can be applied to the analysis of contemporary musical works in

the future.

Keywords: Olivier Messiaen / Music Composition / Symphony / Twentieth-Century Music
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5 Christopher Dingle, The Life of Messiaen (Cambridge: Cambridge University Press, 2007), 139.
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¢ Christopher Dingle, The Life of Messiaen (Cambridge: Cambridge University Press, 2007), 48.
" Olivier Messiaen, The Technique of My Musical Language (Paris: Alphonse Leduc, 1944), 19.
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Table 1 Greek Rhythmic Modes
Source: Medi Music; Rembert Weakland®

No. Name of Mode Original Notation Modern Notation Rhythmic Length
1 Trochee LI J b Long-Short

2 Lamb " > Short-Long

3 Dactyl e b0 Long-Short-Short
a4 Anapaest "y »dod Short-Short-Long
5 Spondee NN . Long-Long-Long
6 Tribrach " ! Short-Short-Short

[ a

Tudnmeswuuianzdudetulmuiuioussasdonsountts T onsrewusisuReFenii
e (Tala) newsiaemavasiid oS onavnzuasilmmmnemadsiga auaversniusnssiuly Wy Ragavarahana
vanefs Samgiilimiuedidindn annsawusuuuummenemmihedmneldidu 2-3-21-2 vise 2-3-2-4-4-4
way 4-4-6-2-3-2 Tneustavmiesindieuld fuliinadnaeunazanunsade (augmentation) viegs (diminution)
Al Heilmatievieteveievhilugenemmieaneiiduiustummmieisvualy Sndreehmils WWud
Lakshmi vianefia Ssmsiinuasuguuazduinmmannnszulanedl enunsenwdlaluprmensembedu 23-4-8°
Mniethwesimnesiaendgul WdldssuuionzredufeilFiduieeruznoumaeielususiiviniy
ynusidadudetiagviouosual anuvang wasanuiBomsmatnlunszuiumsuseius

NMIANNTLUUIIILVRIAUFTYANS NLETBUAE WIATEUENLNT0R BEDARUIAARINA TIALHAIL
suudamzvawuedsegnadussuunasiiondnualgs winesidangldfiesnhenadndamans uwsiidu
Tessasaiifiiamnedaudnualuasininga Sesiounninsowauasiunina

vilslumeadafilansiuiianfedunedliammnsndounduld (non-retrogradable rhythm) vieannsa
Bonlsindameniulas (palindromic thythm) mnefisyadamsianunsasuuazussiasounduldimiouds
aftounmasioulunszan wadsusesidonseded dudndnuaiveswnuay saiuesnaudisung Wewn
LifiypisudurieqnAugeesuriads SnelefwadoufndutufeTinandeudmmezuuulasnin (chromatic
durations) Sadhumaiiafides q fisvetardonduusesmheesuradosmelugndong uenanilddivaia
Famziiia (added-value rhythm) Fomnefamadivendongdu 9 ﬁatujuaﬂmﬁamﬂﬂsauﬁ’amwé’ Amelsiesomany
ffudamnuin wu maddlimdesmgadluluiounas Hlidanglesuiimunaardeunninasnnsgu

wazinAliaENINaS (asymmetrical rhythm) watiatvinlrnussvesmadsulianwuzIwnenausamaala

8 “Rhythmic Modes,” Medi Music, accessed March 4, 2025, https://medi-music.weebly.com; Rembert Weakland, “The Rhythmic Modes and
Medieval Latin Drama,” Journal of the American Musicological Society 14, no. 2 (Summer 1961): 131-146, https://doi.org/10.2307/829752.
% Tomas Reindl, “Indian Rhythmic Systems as Sources of Inspiration for Western Composers,” Analytical Approaches to World Musics 11, no. 2

(2023): 6-7.
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Vimihidutinessunuussdnluad La Sainte-Trinité Tungs3aundsusengsns 20 anmwandeunieluluad
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¥ a Y ¥ U = l P a 1 Gl a ol a 1 0’)’ 6) ¥ a
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aevRUN M IINe eV UsEIUS UMW ALY SaisAaUzlasmIAS IS H A IRUES wARmAT
Iegnauuazuanseanegsmauluunlseiius Turangalila-Symphonie SUTUHANUNITIUT MV RVIIVILATDS

wadeuliegasuiunge

10 Andrew Shenton, Olivier Messiaen’s Turangalila-Symphonie: Elements in Music since 1945 (Cambridge: Cambridge University Press, 2023), 14.

11 Hakon Austbg, “Visualizing Visions: The Significance of Messiaen’s Colours,” Music & Practice 2 (2015).
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UNUSTNUSINGS Turangalila-Symphonie
A9 Turangalila 1M3NNINENAINTWAUANGRADIANAD Turanga Wae Lila A1 Turanga MRS
nmsasulnusanaitulueg9lie1adoundu F9aN1s0ARNRYDNIAT I LATNAIAINITANTUTIA
A3 Lila Sarumnginunumesszid v ensasiauvemszldudnfinseunguiismsadng msviany uaw
Ml Snesvinevidsfierusn devauludrin Tuangalia s=flrommneivdeutuegvanessav lsud 1) ms
Jan1saan maraeulm wardang 2) MsiTIney Mg wasmsiaival 3) UnmaAASNLAYAINEY'
a a QI a a o L% = 1 o dy = U
waeuesueiaislugivnsvesnisuansseuusurimilud a.e. 1949 91 Adlvnedia eugy Anush
wazN 1SR oulmMIeTIN (Turangalita means all of this: love, joy, movement, rhythm, life, and death) Gz iou
WIRATRT e UV BMAnSTIvIRoNT Y lUNATLYD IR 19N Y 50
NnAueniaweadeu wildsudases 1 uaunngiidwife aaeised lnelfna i “valiuwsianas
gy A aadd @y a o P v =B a @ ¥,13 o =1
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avvieurulindiuasdasegeanginaeuliungUseius Falalemaliiuadeuliassassananuuneivey
N a ) a = [N ¢ U e v s N .
Pyusnfaneman sy uaematianunivemulisgsauysel nadnsheumseiius Turangalila-Symphonie
aa ' ~ v ¢ P& A ~ a o X
AdenuemInnna 85 Wil wagltisessiaaniuua g duiiiay dvvazidunnsil
1) nguasesaulsl Usznauluae
Unlala 1 fuvus vigs 2 dums Tolu 2 fuvmia nas epana 1 MUl AaNSIR 2 fuus
WARATSLIN 1 AL WaTUATU 3 AUl
2) nauPsesaunauvaes Ussnauluse
F 805U 4 fuus Bb n5uds 3 duvds D nsuds 1 sumds aasids 1 s nsauluy 3 us
wawyun 1 fuvde
3) nauAIesEy Usenaulumie
A 32 s (wseandungulaledu 1 16 duvs wez Tiledu 2 16 fumida)
oA 14 M Wwala 12 Suriud wagaulakud 10 ALAud
4) NFUATBINTENU FIUTsaaetinauns 8-11 dunus Ysenauluaoe
Tausln ndenewela lwiaaem viSbuouia 21U winwi 1N9Ad naesdzius wnyu wndlauden
wvialsl (Woodblock) naeslg) s¥dlasna (Tubular bells) uagnapsnseaiasd (Provencal tabor)
5) WIaufeN kA Welukaradn 1nswalug
~ v a a ) YA v & YA a
wageuldesureneiusuuuuunyseiiusmasidlinduunussiusmasUuuuilelunounyslauay
~ a A = ' & & & ' P A A a X v X a & &
T3 esewnues IingAwsneg 19839 1Swelud UsTasunY wissussullalasstulae lSd uswmelud

(Maurice Martenot, A.f1. 1898-1980) Tud) A.A. 1928 HdnwazneuanAaIei Ul AaedlFua I IUWMEN

12 Olivier Messiaen, liner notes for Olivier Messiaen, Turangalila-Symphonie, Orchestre De La Bastille, cond. Myung-Whun Chung, trans. Paul Griffiths,
recorded October, 1990, Deutsche Grammophon 431 781-2, 1991, CD.
13 Olivier Messiaen and Claude Samuel, Olivier Messiaen: Music and Color: Conversations with Claude Samuel, trans. E. Thomas Glasow (Portland, OR:

Amadeus Press, 1994), 156.
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Figure 1 The Ondes Martenot in performance of Turangalila-Symphonie
at Bunkamura Orchard Hall, Tokyo, Japan, June 23, 2025.

Source: by author
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% Andrew Shenton, Olivier Messiaen’s Turangalila-symphonie: Elements in Music since 1945 (Cambridge: Cambridge University Press, 2023), 35.
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Figure 2 The Statue theme

Source: by author
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Figure 3 The Flower theme

Source: by author

3) MUBIVANWNEISN (the Love theme)
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Figure 4 The Love theme

Source: by author
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Figure 5 The Chord theme

Source: by author

15 Andrew Shenton, Olivier Messiaen’s Turangalila-symphonie: Elements in Music since 1945 (Cambridge: Cambridge University Press, 2023), 38.
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Table 2 Musical Structure of Movement IIl: Chant d’amour |

Source: by author

Sections Rehearsal marks Content
Section A 1-3 Introduction
4-5 Passionate Love Theme-Tender Love Theme
6-7 Passionate Love Theme-Tender Love Theme
8-12 Transition A
13-14 Passionate Love Theme-Tender Love Theme
15-16 Passionate Love Theme-Tender Love Theme
17-27 Transition B
Section B 28-31 Passionate Love Theme
32-39 Expansion of Transition B
40 Tender Love Theme
Coda 41-12 Passionate Love Theme
a3 Tender Love Theme
44 Codetta
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nsEUILRl 4 Chant damour 2 Gudusedmnudus (Scherzo) fiaananyadamnzvedulde
Bowotuauinduisdonzduitu (hythmic ostinato) Simsvhusmdnmassnannssund 2 indeuidesdl
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16 Andrew Shenton, Olivier Messiaen’s Turangalila-symphonie: Elements in Music since 1945 (Cambridge: Cambridge University Press, 2023), 51.
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Table 3 Musical Structure of Movement X: Finale

Source: by author

Sections Rehearsal marks | Theme and Part Description
Exposition 1-2 Theme 1 A newly introduced theme performed by the brass section
in F# major.
3 Bridge A short bridge leading to the second principal theme.
4-5 Theme 2 The Love Theme transformed into a faster motion through
rhythmic diminution, in Eb major.
Development 6-10 Development 1 Development of Principal Theme 1, featuring the “Statue
Theme” layered within tonal centers G-Ab-A.

11-13 Development 2 | Development of Principal Theme 2, moving from tonal centers
F-Ab with thematic variation.

14 Development 3 | Variation of Principal Theme 1 with altered tone colors and
registers, incorporating the “Statue Theme.”

15-19 Development 4 | Further development of Principal Theme 1, modulating
from B to C, alterating between sorrowful melodic fragments
and sustained high-intensity chords.

20-23 Development 5 | Final development of Theme 1, moving toward the dominant
tonal center of the movement (C#).

Recapitulation 24-26 Theme 1 The first theme retums in F§ major, presented in varied forms,
followed directly by the second theme without a bridge.

27-28 Theme 2 The second theme, also in the tonic key of Ff major, reaffinns
the tonal center of the movement.

29-33 Extended The Love Theme returns in its original form, with the second

Development theme that was accelerated earlier in the symphony now
heard in a slower and more lyrical character.

34-35 Coda This section symbolizes a celebration of the glory and bliss
of love and life. Messiaen described this musical moment
as “never-ending joy””, marking the climactic point of the
entire symphony.

36 Codetta Concludes with a chord derived from Principal Theme 1

17 Andrew Shenton, Olivier Messiaen’s Turangalila-symphonie: Elements in Music since 1945 (Cambridge: Cambridge University Press, 2023), 69.
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Abstract

Background and Objectives: This study examines the evolution of music education in Indonesia from the
colonial era to the present, investigating how Western musical traditions have shaped national music education
frameworks. The research explores the cultural, political, and economic forces that have transformed musical
pedagogy and their implications for traditional Indonesian musical heritage and contemporary practice.
Methods: This research employs a comprehensive historical-critical methodology integrating multiple data
sources. Primary sources include systematic analysis of palace manuscripts from the Yogyakarta Palace library
(dating from early 1900s), government documents, institutional archives, and educational curricula across historical
periods. In-depth interviews were conducted with 23 musicians, educators, and cultural custodians to capture
lived experiences of musical adaptation processes. Secondary sources include scholarly literature and music
histories. The study uses interdisciplinary analytical frameworks including post-colonial theory, political economy,
and Bourdieu's cultural capital theory, examining four historical epochs: Colonial era (pre-1945), Sukarno period
(1945-1965), New Order (1965-1998), and Reform era (1998-present).

Results: The analysis identifies three distinct phases in Indonesian music education: strict sovernmental control
under Sukarno (1945-1967), eradual liberalization during the Suharto era (1967-1998), and market-driven
transformation in the Reform period (1998-present). The Yogyakarta Palace orchestra case illustrates how
Western musical instruments were integrated with traditional gamelan, resulting in hybrid forms that reflected
broader patterns of cultural exchange and negotiation. Western music entered through elite institutions and
missionary activity, creating localized hybrid forms. The government systematically built a national music
education framework, privileging Western classical music through institutions like the Indonesian Music School
(SMI/1952), the Indonesian Music Academy (AMI/1961), and the Indonesian Institute of the Arts (1SI1/1984)
to serve nation-building objectives. A significant finding is the contemporary dominance of private institutions
like Yamaha Music School and Purwacaraka Music Studio, which have displaced sovernment-run establishments
as primary providers of music education, reaching exponentially more students while standardizing curricula

around Western frameworks.

" Corresponding author, email: citra.aryandari@isi.ac.id https://doi.org/10.65824/mmj.v9.282044
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Conclusions: The shift from state-controlled to commercially-driven music education reflects broader economic
changes, including middle-class growth and urbanization. However, this transformation has created a democratization
paradox: while commercial expansion has increased overall access, it has also erected significant economic
barriers that exclude lower-income populations, raising questions about educational equity and the preservation
of cultural heritage. The study contributes theoretical insights on cultural hybridity, Bourdieu’s cultural capital
in postcolonial contexts, and the complexities of market-driven education systems. It reveals how music education
functions as a contested field where cultural identity, economic interests, and political priorities intersect, with
Western frameworks persistently positioned as the universal standard despite Indonesia's political independence.
The findings underscore the need for deliberate policy intervention to address access inequalities, correct
curricular imbalances favoring Western music, and support the preservation and innovation of traditional

Indonesian musical heritage within a pluralistic educational ecosystem.

Keywords: Indonesian Music Education / Colonialism / Commercialization / Indonesian Music

Background and Objectives

The presence of Western music in Indonesia, deeply rooted in over three centuries of colonial history,
has profoundly shaped the nation's musical landscape. This prolonged interaction fostered not only cultural
exchange but also complex dynamics in the development of Indonesia's musical identity. The acculturation
process gave rise to unique musical forms, where Western elements blended with local traditions, resulting
in distinctly Indonesian artistic expressions. Christian missionaries played a pivotal historical role by introducing
instruments, notation systems, and religious hymns adapted into local languages and cultural contexts. This
strategic localization—modifying melodies and rhythms to resonate with indigenous tastes—senved evangelical
purposes while generating enduring hybrid musical forms. These interactions reveal music's dual role as both
a catalyst for artistic innovation and a tool for building community identity. Previous research about Animism,
Christian Minorities, and State Development in Indonesia® highlights how missionary influence extended
into socio-cultural realms, bridging spiritual values with daily life and enriching Indonesia’s cultural heritage,
demonstrating how local traditions actively reshaped external influences.

This legacy raises fundamental questions about modern Indonesian musical identity. While Western
influence has permeated its evolution, generations of appropriation and adaptation have produced music
that is distinctly different from its origins, sparking critical discourse around authenticity versus hybridity.? As

Indonesian artists weave Western styles with local sensibilities, they create sounds both familiar and novel,

! Joshua Barker, review of Fields of the Lord: Animism, Christian Minorities, and State Development in Indonesia, by Lorraine V. Aragon, Pacific Affairs
75, no. 1 (Spring 2002): 148-149, https.//doi.org/10.2307/4127279.
2 Jan Nederveen Pieterse, “Globalisation as Hybridisation,” International Sociology 9, no. 2 (1994): 161-184, hitps.//doi.org/10.1177/026858094009002003.



MAHIDOL MUSIC 220 VOL. 9 NO. 1
JOURNAL JANUARY - JUNE 2026

challenging conventional notions of musical authenticity and reflecting broader societal shifts where globalization
fuels dynamic genres that honor tradition while resonating with contemporary audiences.

This study investigates the intricate relationship between Western music and Indonesia’s musical
evolution, specifically examining transformational processes from colonial times to the present. By tracing
historical trajectories and analyzing emergent forms, it seeks to uncover how Western influences shaped local
traditions and how Indonesian musicians creatively reinterpreted them. The research explores the dynamic
interplay between external elements and indigenous practices in forging a unique musical identity, while analyzing
implications for national identity formation amidst ongoing debates about authenticity and cultural ownership.

The research addresses a significant gap: despite Western music’s three-century presence in Indonesia,
few studies comprehensively trace its evolution from colonial imposition to dynamic cultural dialogue.? Existing
scholarship often isolates historical origins from contemporary practice, neglecting longitudinal analysis of
adaptation across generations, how musicians actively negotiate identity beyond passive reception, and
theoretical frameworks for hybridity in Indonesia’s postcolonial context. Furthermore, the relationship between
globalization and local musical innovation remains underexplored, particularly regarding how market forces
and educational institutions shape cultural transmission.

This work makes substantial contributions to the field in several key areas. First, it provides longitudinal
analysis bridging colonial-era foundations to modern innovations, documenting the continuous transformation
of musical pedagogy across distinct political periods. Second, it advances theoretical discourse by developing
a nuanced hybridity model that rejects simplistic Western/local binaries, emphasizing Indonesian cultural agency
in creating new forms responsive to global currents while maintaining distinctive identity. Third, methodologically,
it integrates historical analysis with contemporary institutional examination, offering empirical data on previously
undocumented adaptation strategies within both formal and non-formal educational settings. Fourth, the
research provides policy-relevant insights for cultural preservation amidst globalization, addressing tensions
between commercialization and accessibility. Finally, it contributes to decolonizing musicology by centering
Indonesian perspectives and challenging Eurocentric narratives that position Western music as the universal
standard. Ultimately, this study reframes understanding of musical influence, authenticity, and identity, positioning

music as a living testament to cultural negotiation in our interconnected world.

3 Veronica Yoni Kaestri, “The Role of the Yogyakarta Sultanate Palace in the Development of Western Music in Yogyakarta” (Master’s thesis,
Gadjah Mada University, 2004). (in Indonesian); lwan Setianjaya, Rr. Paramitha Dyah Fitriasari, and Aton Rustandi Mulyana, “Organizational
Hierarchy and Transmission of Knowledge of Performance Production Results in the Management of the Yogyakarta Royal Orchestra (Case
Study: Yogyakarta Royal Orchestra's Raré Rumpaka Performance),” Sorai: Jurnal Pengkajian Dan Penciptaan Musik 16, no. 2 (December 2023):
97-113, https://doi.org/10.33153/soraiv16i2.5704. (in Indonesian); Citra Aryandari, “Mozart Effect Allure, Industrial Promotion, and Lifestyle,” in
The Southeast Asia Director of Music (SEADOM) Congress, Yangon, Myanmar, March 23-25, 2017; Joshua Barker, review of Fields of the Lord:
Animism, Christian Minorities, and State Development in Indonesia, by Lorraine V. Aragon, Pacific Affairs 75, no. 1 (Spring 2002): 148-149,
https://doi.ore/10.2307/4127279.
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Methods

This research uses a qualitative approach with a comprehensive historical research method to trace the
evolutions of music education in Indonesia, utilizing a multifaceted approach that integrates archival investigation
with contemporary insight. Primary source examination forms the comerstone of our inquiry, involving systematic
analysis of government documents, palace manuscripts, institutional archives, and recorded interviews with pivotal
figures in Indonesia's musical development. These materials are complemented by critical engagement with
secondary sources, including scholarly literature, music histories, and relevant publications. The documentary
research extends across national libraries, royal archives (particularly the Yogyakarta Palace library), and educational
repositories, establishing foundational historical context while revealing gaps in the established narrative.

To capture in-depth perspectives, interviews were conducted with musicians, educators, and cultural
custodians whose lived experiences provide indispensable perspectives on musical adaptation processes.
Atotal of 23 semi-structured interviews were conducted between 2022-2023. Participants were selected using
purposive sampling based on the following criteria: (1) musicians with direct experience in either traditional
gamelan or Western orchestral performance, particularly those with connections to palace musical traditions;
(2) educators currently or formerly teaching in both formal institutions (such as ISI Yogyakarta) and non-formal
music schools (such as Yamaha Music School and Purwacaraka Music Studio); and (3) cultural custodians
including palace officials and traditional music preservation advocates with institutional knowledge spanning
multiple decades. The sample included nine musicians (five with palace orchestra backgrounds, four from
contemporary settings), eight educators (four from formal institutions, four from commercial music schools), and
six cultural custodians (including two palace officials and four music preservation specialists).

Interview sessions lasted between 60-90 minutes and were conducted in Indonesian, with participants'
consent obtained through informed consent protocols. The interviews were designed to elicit personal reflections
on historical transitions, pedagosical approaches, and experiences navigating between traditional and Western
musical systems. Specific topics included: experiences with musical acculturation processes, perceptions of
changing educational landscapes, observations on the commercialization of music education, and views on
cultural preservation challenges. All interviews were audio-recorded and transcribed verbatim.

Interview data was analyzed using thematic analysis following Braun and Clarke's (2008) six-phase
framework.” The process involved: (1) familiarization with data through repeated reading of transcripts; (2)
generating initial codes identifying significant features across the dataset; (3) searching for themes by collating
codes into broader patterns; (4) reviewing themes to ensure coherence and distinction; (5) defining and naming

themes to capture their essence; and (6) producing the final analysis by selecting compelling extract examples.

% Virginia Braun and Victoria Clarke, “Using Thematic Analysis in Psychology,” Qualitative Research in Psychology 3, no. 2 (2006): 77-101,
https://doi.org/10.1191/14780887060p0630a.
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This iterative process was conducted manually with the support of qualitative data management software.

By triangulating these testimonies with archival evidence, the study constructs a multidimensional
understanding of Indonesia's musical transformation, cross-verifying accounts to mitigate interpretive bias while
maintaining strict ethical protocols, including informed consent and confidentiality.”

Analytically, the research adopts a deliberately interdisciplinary framework. Post-colonial theory illuminates
colonialism's enduring impact on musical structures, while political economy perspectives reveal how education
became enmeshed in commmercial imperatives. Historical periodization organizes the inquiry into four critical
epochs: the Colonial era (pre-1945), Sukarno's reign (1945-1965), the New Order period (1965-1998), and the
Reform era to present (1998-).

Methodological limitations are acknowledged transparently, including fragmentary archival records
(particularly from the colonial and early independence periods), the inherent subjectivity of musical interpretation,
potential recall bias in retrospective interviews, and challenges in reconciling diverse informant perspectives.
The study's reliance on Yogyakarta as a primary case study site, while providing depth, may limit generalizability
to other Indonesian regions with different colonial histories and contemporary educational landscapes. Additionally,
the predominance of elite institutional voices (palace musicians, formal educators) in historical archives may
underrepresent grassroots musical practices and non-elite perspectives.

Through this rigorous yet reflexive approach, the study constructs a contextualized narrative that
transcends mere historical reconstruction, ultimately revealing how music education reflects Indonesia's ongoing

negotiation between tradition and transformation within its complex sociopolitical landscape.

Results

Phase 1: Colonial Interface and Early Acculturation (Pre-1945)

The story of Western music's integration into Yogyakarta Palace unfolds through precious manuscripts
housed in the palace library, dating back to the early 1900s.° These historical documents reveal the fascinating
origins of Kraton Orchest Djogja and illuminate how Western musical traditions gradually took root within the
elite institutions.”

Western musical instruments first appeared in the palace during the reigns of Sultan Hamengku Buwono |
(1755-1792) through Sultan HB IV (1814-1822), initially serving ceremonial and military functions. Brass instruments,

in particular, became essential elements of palace protocol during this early period. However, the real transformation

5 Norman K.Denzin and Yvonna S. Lincoln, The SAGE Handbook of Qualitative Research, 4th ed. (Los Angeles: SAGE, 2011).

6 Veronica Yoni Kaestri, “The Role of the Yogyakarta Sultanate Palace in the Development of Western Music in Yogyakarta” (Master’s thesis,
Gadjah Mada University, 2004). (in Indonesian)

7 lwan Setianjaya, Rr. Paramitha Dyah Fitriasari, and Aton Rustandi Mulyana, “Organizational Hierarchy and Transmission of Knowledge of Performance
Production Results in the Management of the Yogyakarta Royal Orchestra (Case Study: Yogyakarta Royal Orchestra's Raré Rumpaka Performance),”
Sorai: Jumal Pengkajian Dan Penciptaan Musik 16, no. 2 (December 2023): 97-113, https://doi.org/10.33153/soraiv16i2.5704. (in Indonesian)
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began under Sultan HB V's rule, when palace musicians embarked on an ambitious experiment to blend Western
and traditional Javanese music. Trumpets, trombones, saxophones, horns, and tubas were gradually incorporated
as accompaniment for dance performances alongside traditional gamelan orchestras.

This musical fusion proved more challenging than anticipated. The fundamental differences between
Western tonal systems and gamelan tuning created complex harmonization problems that required innovative
solutions. Musicians had to navigate these technical hurdles while respecting both musical traditions, making
this period one of intense creative experimentation.

The formal establishment of “Kraton Orchest Djogja” during Sultan HB VIII's reign (1921-1939) marked
a pivotal moment in palace history. This institutionalization elevated Western music from an experimental
addition to an integral part of palace culture. More significantly, it transformed the social standing of musicians
themselves, who were previously considered outsiders but now became official palace employees with formal
roles in important ceremonies and events.

While the palace represents an elite case, similar patterns of Western musical adoption occurred across
other Indonesian cultural centers during the colonial period. Christian missionary schools in regions such as
North Sumatra, Maluku, and Papua introduced Western musical notation, hymns, and instruments to indigenous
populations, creating localized hybrid forms. These early interactions established foundational infrastructure

and knowledge that would later inform national education policy.

Phase 2: Post-Independence State Control and National Framework Development (1945-1998)

The Sukarno Era: Establishing National Music Education (1945-1967)

The post-independence period witnessed a fundamental shift from localized, elite-centered musical
practice to deliberate state-building through cultural policy. President Sukamo's establishment of the Indonesian
Music School (Sekolah Musik Indonesia) in Yogyakarta in 1952 represented the first systematic attempt to
create a national framework for formal music education. Interview data with former faculty members reveal that
this institution was explicitly designed to serve nation-building objectives, with curriculum heavily influenced
by European conservatory models.

One educator recalled: “The founding vision was to demonstrate that Indonesia could master intemational
standards of musical excellence. Western classical music was chosen because it represented modernity and
global recognition—essential for a newly independent nation seeking legitimacy.” (Educator A, interview 2023).

The institution evolved into the Indonesian Music Academy (Akademi Musik Indonesia, AMI) in 1961,
expanding its scope and formalization. Government documents from this period show that AMI's curriculum
was approximately 80% focused on Western classical repertoire and theory, with traditional Indonesian music
relegated to elective or supplementary status. This curricular hierarchy established Western music as the legitimate

foundation of formal music education—a pattern that would persist for decades.
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Cultural policy during this era was characterized by strict sovernmental oversight. Sukarno's dismissive
characterization of rock 'n' roll as “ngak-ngik-ngok” music in the early 1960s reflected anxieties about cultural
imperialism threatening national identity.® The state promoted regional artists like Waldjinah, Benyamin Sueb,
and Sam Saimun through Radio Republic of Indonesia (RRI), attempting to construct an alternative musical
narrative. The “Radio Star Festival” served as a mechanism for creating shared national cultural experiences while

maintaining state control over musical production and dissemination.

The New Order: Gradual Liberalization and Media Transformation (1967-1998)

The Suharto era brought significant changes to Indonesia's musical landscape, though state oversight
remained substantial. The transformation of AMI into the Indonesian Institute of the Arts (Institut Seni Indonesia,
ISI) in 1984 marked institutional maturation and expanded disciplinary scope. Archival records show that by
the 1980s, ISI Yogyakarta had established departments for both Western and traditional music, though resource
allocation and prestige hierarchies continued to favor Western classical training.

Television's emergence in the 1970s catalyzed a fundamental transformation in how music education
and careers were perceived. Interview participants consistently identified television as a watershed moment.
A musician who transitioned from traditional performance to television work stated: “Television changed everything.
Suddenly, musicians could reach millions of people and earn substantial income. The old model of regional
touring couldn't compete.” (Musician A, interview 2023)

Programs like “Aneka Ria Safari” and “Campur Sari” created new performance contexts and audience
expectations.” This media transformation had direct implications for music education: aspiing musicians increasingly
sought training that would prepare them for broadcast media, favoring popular and Western styles over traditional
forms. The displacement of traditional regional musicians during this period reflects how technological and economic
changes restructured the field of cultural production.

However, formal government-run music education institutions struggled to adapt to these market
changes. ISl and other state institutions maintained classical conservatory models, creating a growing disconnect

between formal education and industry demands.

Phase 3: Commercialization and Private Sector Dominance (1998-Present)
The Rise of Private Music Education Institutions
Yamaha Music School's entry into Indonesia marked the beginning of systematic commercialization.

Founded in 1972, Yamaha introduced the “Music Fantasy” program for early childhood education, leveraging

8 Citra Aryandari, “The Indonesian Popular Music Industry: Navigating Shadows of Politics and Cultural Uncertainty,” in Made in Nusantara: Studies in
Popular Music, ed. Adil Johan and Mayco A. Santaella (New York: Routledge, 2021), 164-171, https://doi.org/10.4324/9780367855529-19.
9 Zein Mufarih Muktaf, “Television and Visual Music,” in The Conference on Media, Communications, and Sociology 2014, Yogyakarta, September 7,

2014, 396-409. (in Indonesian)
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global research on music's cognitive benefits (the “Mozart Effect” phenomenon).* Interview data with Yamaha
administrators reveals a deliberate strategy of positioning music education as a developmental investment
rather than cultural enrichment.

Purwacaraka Music Studio represents a distinctly Indonesian response to commmercial demand. Founded
by renowned musician Purwacaraka, the studio adapted the Associated Board of the Royal Schools of Music
(ABRSM) curriculum with localized elements. Institutional data shows remarkable growth: 126 branches nationwide
serving 27,000 students annually as of 2023.*' This expansion reflects Indonesia's growing middle class and
urbanization patterns.

Interview participants from Purwacaraka emphasized their hybrid approach: “We maintain international
standards through ABRSM examinations, but we also incorporate Indonesian popular music and regional songs.

It's about being globally competitive while culturally relevant” (Educator B, interview 2023).

Impact on Traditional Musicians and Knowledge Transmission

Interview data with traditional musicians reveals the human impact of this transformation. A gamelan
master (Musican B, interview 2023) reflected: “My father could support his family teaching gamelan in the
community. Today, parents want piano lessons for their children. They see traditional music as old-fashioned,
not useful for their children's futures. | now work primarily at cultural festivals and for tourists.”

The disbanding of the Kraton Orchest Djogja during Sultan HB IX's reign (1940-1988) had long-term
consequences for institutional support of hybrid musical forms. When musicians were allowed to take their
instruments and pursue independent careers, they became private music teachers throughout Yogyakarta,
spreading Western musical knowledge to ordinary citizens. However, this privatization also meant the loss
of institutional infrastructure supporting experimental fusion work.

A former palace musician (Musican C, interview 2023) stated: “After the orchestra disbanded, we had
to survive in the market. Parents wanted us to teach their children popular songs and Western pieces, not palace
repertoire. The hybrid tradition we developed essentially ended with our generation.”

This comprehensive results section demonstrates that (1) Western music entered through elite institutions
and missionary activity, creating localized hybrid forms and establishing foundational infrastructure; (2) The
government systematically built a national music education framework, privileging Western classical music,
using institutions like the Indonesian Music School, AMI, and ISI to serve nation-building objectives while

maintaining strict cultural policy control; (3) Private sector actors, particularly Yamaha and Purwacaraka, have

10 Citra Aryandari, “Mozart Effect Allure, Industrial Promotion, and Lifestyle,” in The Southeast Asia Director of Music (SEADOM) Congress, Yangon,
Myanmar, March 23-25, 2017.
11 Riska Indriani Asmono, “Music Course Management in Improving Students' Musical Abilities at the Purwacaraka Music Course, Villa Bukit Mas

Surabaya Branch,” J+PLUS UNESA 4, no. 1 (2015): 1-8. (in Indonesian)
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displaced government institutions as the primary providers of music education, reaching exponentially more
students while standardizing curricula around Western musical frameworks and creating access barriers based
on economic class.

These findings provide the empirical foundation for analyzing how Western musical traditions have
fundamentally shaped Indonesia's national music education framework across the full historical trajectory

from colonialism to contemporary commercialization.

Discussion

Nation-Building and Cultural Capital: The Post-Independence Framework (1945-1998)

The empirical findings regarding Sukamo's establishment of the Indonesian Music School in 1952 and
its subsequent evolution into AMI (1961) and I1SI(1984) reveal a deliberate state strategy to construct national
identity through cultural institutions. This development exemplifies Benedict Anderson's concept of “imagined
communities,” where cultural institutions serve as mechanisms for forging national consciousness.*? The interview
testimony from Educator A—describing how “Western classical music was chosen because it represented
modernity and global recognition”—illuminates the postcolonial state's complex negotiation between cultural
authenticity and international legitimacy.

This strategic positioning of European classical music as the cornerstone of formal music education
reveals what Homi Bhabha terms “mimicry” —the adoption of colonial cultural forms as a means of achieving
legitimacy in the global sphere!l. However, the Indonesian case transcends passive imitation. The curricular
data showing 80% Western content in AMI during the 1960s, alongside the deliberate inclusion of traditional
music as supplementary coursework, demonstrates what Bhabha calls the “third space” of hybridity—where
colonial and indigenous cultures intersect to create new meanings that belong fully to neither tradition.

The findings regarding Sukamo's cultural policies—particularly his dismissal of rock 'n' roll as “ngak-
ngik-ngok” music and promotion of regional artists through Radio Republic of Indonesia—demonstrate the
state's role as cultural patron (Maecenas). This phenomenon aligns with Antonio Gramsci's theory of cultural
hegemony, where the state actively shapes cultural consciousness to maintain political authority.!® The “Radio
Star Festival” served not merely as entertainment but as what Anderson would recognize as a mechanism for
creating shared national experiences that reinforced collective identity.

Pierre Bourdieu's theory of cultural capital provides crucial insight into how this institutional strategy

created lasting social hierarchies.* By institutionalizing Western music education through formal state apparatus,

12 Benedict Anderson, Imagined Communities: Reflections on the Origin and Spread of Nationalism (London: Verso, 2006).

13 Antonio Gramsdi, Prison Notebooks: Volume | (New York: Columbia University Press, 1992).

14 Pierre Bourdieu, “The Field of Cultural Production, or: The Economic World Reversed,” Poetics 12, no. 4-5 (1983): 311-356, https://doi.org/10.1016/
0304-422X(83)90012-8.
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Indonesia created what Bourdieu calls “cultural arbitrary” —the process by which specific cultural forms gain
legitimacy through institutional power rather than inherent value. The empirical evidence showing that ISI
graduates gained teaching positions, sovernment recognition, and social prestige demonstrates how formal
music education became a mechanism for accumulating cultural capital that could be converted into economic
and social advantages.

The interview testimony from traditional gamelan musicians—describing how “my father could support
his family teaching gamelan in the community” but today “parents want piano lessons” —reveals Bourdieu's
concept of “symbolic violence” in action. This represents the imposition of cultural hierarchies that appear natural
but actually serve specific class interests, systematically devaluing traditional knowledge systems while elevating

Western musical literacy as the legitimate standard.

Media Transformation and the Restructuring of Cultural Fields (1967-1998)

The empirical findings regarding television's impact during the New Order era illuminate what Walter
Benjamin described as the transformation from “ritual” to “exhibition” value in cultural production.’ The
testimony from Musician C—"Television changed everything. Suddenly, musicians could reach millions of
people and eamn substantial income”—demonstrates how technological change fundamentally altered music's
social function and economic structure.

The documented displacement of traditional regional musicians during this period illustrates what
Bourdieu terms “field transformation” —the restructuring of a cultural domain's economy of legitimacy.*¢
Television created new rules for musical success, privileging performers who could adapt to broadcast formats
and popular styles over those maintaining traditional performance contexts. The quantitative evidence showing
declining registration of traditional music teachers validates this theoretical claim, demonstrating that the
transformation was not merely aesthetic but involved systematic economic marginalization.

The data showing ISI's struggle to adapt to market demands—maintaining classical conservatory models
while the industry demanded broadcast-ready popular musicians—reveals the limitations of state institutions
in responding to rapid social change. This disconnect between formal education and market reality created

conditions for the private sector's subsequent dominance.

Commercialization and the Neoliberal Transformation (1998-Present)
The most striking empirical findings concern the dramatic ascendance of commercial music education

institutions. The quantitative data—showing Yamaha and Purwacaraka serving exponentially more students

15 Walter Benjamin, “The Work of Art in the Age of Mechanical Reproduction,” in A Museum Studlies Approach to Heritage, ed. Sheila Watson,
Amy Jane Barnes, and Katy Bunning (New York: Routledge, 2018), 226-243. https.//doi.org/10.4324/9781351226387-29.

16 pierre Bourdieu, “The Field of Cultural Production, or: The Economic World Reversed,” Poetics 12, no. 4-5 (1983): 311-356, https://doi.org/10.1016/
0304-422X(83)90012-8.
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than IS—demonstrates what Tikly calls “accumulation by dispossession”.!” Private corporations didn't merely
enter an existing market; they fundamentally restructured how musical knowledge is transmitted, converting

communal cultural practices into commodified services requiring substantial financial investment.

Disciplinary Power and Curricular Standardization

Yamaha's “Music Fantasy” program for early childhood education exemplifies what Michel Foucault
would recognize as “disciplinary power”—the creation of institutional structures that shape behavior through
normalized practices.’® The interview testimony from Administrator B—emphasizing “brain development,
academic performance, and future opportunities” rather than cultural enrichment—reveals how corporate
interests reshape fundamental concepts of childhood development and parental responsibility.

Commercial institutions allocate 90-95% of instruction to Western classical and popular music, versus
ISI's 60-70%, intensifying Western musical hegemony under market forces. This standardizes Indonesian
education around exportable frameworks like ABRSM and Yamaha for corporate profit, contradicting diversity
assumptions. Purwacaraka's ABRSM adaptation with “local touches” embodies Bhabha's mimicry—almost
the same but not quite. Educator D's testimony reveals hybridity's tension, yet minimal traditional content shows

it remains superficial, legitimizing Western frameworks with Indonesian aesthetics

The “Mozart Effect” and Scientific Legitimation

The phenomenon of the “Mozart Effect” in Indonesian early childhood education, referenced by
multiple interview participants as justification for enrolling children in expensive music programs, illustrates what
Thomas Kuhn described as “paradigm shifts” in knowledge production.'® Despite questionable empirical
foundations, this narrative gained authority through the convergence of commercial interests, parental anxieties,
and scientific discourse.

This represents what Foucault termed “biopower”—the regulation of human potential through seemingly
beneficial interventions.?® Parents investing in early music education believe they are optimizing developmental
outcomes, yet they simultaneously participate in a commercial system that may prioritize profit over genuine
educational value. The cost data showing tuition representing 10-40% of median urban household income

reveals the extent to which this “optimization” requires substantial economic sacrifice.

17 Leon TKly, “Education and the New Imperialism,” Comparative Edlucation 40, no. 2 (May 2004): 173-198, hitpsy//doi.org/10.1080/0305006042000231347.
18 Michel Foucault, “Discipline and Punish: The Birth of the Prison (an Excerpt),” in Coronavirus, Psychoanalysis, and Philosophy: Conversations on
Pandemics, Politics and Society, ed. Fernando Castrillon and Thomas Marchevsky (London: Routledge, 2021), 23-26. https.//doi.org/10.4324/
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Cultural Reproduction and Social Stratification

The empirical findings on cost structures and student demosgraphics provide concrete evidence for
Bourdieu's theory of cultural reproduction.?! The concentration of private music schools in urban centers, combined
with costs that exclude lower-income families, demonstrates how music education functions to reproduce social
hierarchies. Middle and upper-middle class families accumulate cultural capital through their children's musical
training—capital that signals class position, educational aspiration, and cosmopolitan identity.

The comparative enrollment data revealing that coommercial institutions serve predominantly privileged
populations while traditional coommunity-based samelan education declines illustrates what might be termed
a “democratization paradox.” Although private sector expansion has increased absolute access to music education,
it has simultaneously created new forms of exclusion based on economic class. The interview testimony from
the gamelan master—“Today, parents want piano lessons for their children. They see traditional music as
old-fashioned, not useful for their children's futures” —reveals how market logic converts cultural value into
economic utility, systematically devaluing forms of knowledge that cannot be monetized or credentialed through

international examination systems.

Orientalism and Cultural Hegemony in Educational Practice

The curricular analysis across institutional types—showing that even formal sovernment institutions
allocate 60-70% of coursework to Western music—reflects what Edward Said identified as Orientalist discourse:
the systematic presentation of Western cultural forms as universal standards against which other traditions are
measured.?? Indonesian gamelan, despite its mathematical complexity and sophisticated aesthetic principles,
is positioned as “folk culture” or “traditional music” requiring Western theoretical frameworks for proper analysis
and instruction.

The documented privileging of instruments associated with Western music (piano, guitar, violin, drums)
over traditional Indonesian instruments in commercial schools perpetuates what Said calls “cultural hegemony”
the naturalization of Western cultural dominance through educational and institutional practices. Students
learn to read Western musical notation as “music literacy” while gamelan's cipher notation system is treated
as culturally specific rather than universally valid.

However, the findings also reveal possibilities for what might be called “counter-Orientalist” cultural
work. The hybrid tradition developed by the Kraton Orchest Djogja—blending Western brass with gamelan—
represents an assertion of Indonesian creative autonomy, challenging Westerm musical hegemony by demonstrating

that instruments can be recontextualized within indigenous aesthetic frameworks. The testimony from the former

2 Michael Erben, review of Reprodluction in Education, Society and Culture, by Pierre Bourdieu and Jean-Claude Passeron, The British Journal
of Sociology 30, no. 2 (June 1979): 257-258, https://doi.org/10.2307/589547.
22 Edward W. Said, Orientalism (New York: Pantheon Books, 1978).
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palace musician lamenting that “the hybrid tradition we developed essentially ended with our generation”

reveals both the innovative potential and fragility of such counter-hegemonic practices under market pressures.

Hybridity as Creative Negotiation

The Kraton orchestra case study provides empirical grounding for Homi Bhabha's hybridity theory beyond
abstract theorizing.> The documented technical challenges of harmonizing Western brass instruments with
gamelan tuning systems—and the innovative solutions musicians developed—demonstrates that hybridity is
not merely conceptual but involves concrete material and aesthetic problem-solving. Musicians created what
Bhabha calls “almost the same but not quite” —a space where Western musical forms were simultaneously
adopted and transformed, generating new aesthetic possibilities that challenged both Western musical orthodoxy
and traditional Javanese purism.

The formalization of the Kraton orchestra (1921-1939) transformed palace musicians from “outsiders”
to “official employees,” showcasing hybridity's role in restructuring social relations. Western music enabled social
mobility within traditional hierarchies, renegotiating status, and power. The orchestra's disbanding and musicians'
shift to private teaching marked a crisis, as institutional support for hybrid experimentation faded under economic
pressures. A musician's testimony about surviving by teaching “popular songs and Western pieces, not palace

repertoire” illustrates how market forces prioritize profitable, standardized products over cultural innovation.

The Marginalization of Music in Formal Schooling

The stark contrast between commercial music education's flourishing and music's peripheral status
in national curricula (as mentioned in interview testimonies but requiring more systematic documentation) reflects
what Paulo Freire identified as “banking education”—systems that prioritize measurable academic outcomes
over holistic human development.?* The perception among policymakers that music has “limited impact on
academic achievement” demonstrates how educational systems systematically devalue forms of intelligence
that don't conform to standardized assessment models.

This marginalization also reflects what Howard Gardner calls the treatment of musical intelligence as
“optional” rather than fundamental to human cognition.? The irony is profound: middle-class families invest
heavily in private music education while public schools simultaneously reduce or eliminate music programs,
creating a bifurcated system where musical learning becomes a marker of privilege rather than a universal

educational right.

23 Homi K. Bhabha, The Location of Culture, 2nd ed. (London: Routledge, 1994). https://doi.org/10.4324/9780203820551.
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The neglect of music in Indonesia’s formal education system is part of a wider trend seen throughout
Southeast Asia, where music and arts instruction are consistently deprioritized in favor of STEM subjects and
standardized academic assessments.?® A closely comparable process is documented in Thailand, where
Laovanich?’ through an archeology of knowledge approach, demonstrates how music in the national basic
education curriculum was progressively reclassified as a supplementary subject through policy discourse
emphasizing economic utility, measurability, and academic competitiveness. Research from Malaysia, China,
and Philippines shows comparable patterns: although music is included in official curricula, it is given little
teaching time, scarce resources, and low status.?® In Malaysia, music education tends to focus on exams
and extracurricular activities, emphasizing Western notation while offering limited inclusion of local musical
heritage.?? Similarly, in the Philippines, formal music education largely follows Westemn classical models whereas
indigenous and community music practices survive with little official support.*

As Laovanich’s Thai case illustrates, such marginalization operates discursively: music is acknowledged
symbolically while rendered educationally insignificant through curriculum design and assessment priorities.>’
These regional similarities indicate that Indonesia’s situation represents a postcolonial educational challenge
common to the area, not a unique national shortcoming. Throughout Southeast Asia, formal education often
functions under what Leon Tikly*? calls the “new imperialism of education,” which prioritizes global standards,
job-focused narratives, and market values over culturally rooted knowledge like music. As in Indonesia, middle-
class families in other Southeast Asian nations often turn to private music schools linked to international exam
systems, making music education a sign of social class rather than an accessible cultural right.

Nevertheless, Indonesia’s case shows a more pronounced form of this regional pattern. While Malaysia
and the Philippines preserve some presence of arts in public school curricula, Indonesia has largely transferred
music education to private providers. This has created a deeper divide between elite, coonmercial training and
the weakening of traditional, community-based music learning. From a comparative view, the marginalization

of music in Indonesian schools is therefore both a reflection of regional tendencies and a locally intensified

26 L eon Tikly, “Education and the New Imperialism,” Comparative Education 40, no. 2 (May 2004): 173-198, https/doi.org/10.1080/0305006042000231347.
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outcome, influenced by postcolonial histories, neoliberal policies, and inconsistent governmental support

for cultural education.

Theoretical Synthesis: Cultural Policy in Postcolonial Context

The Indonesian experience provides several crucial theoretical insights that extend existing frameworks:

1. First, educational institutions are contested arenas for negotiating global-local influences across
diverse sites (palaces, state, commercial, community). Bhabha's hybridity theory needs expansion to consider
how institutional contexts enable or constrain innovation.

2. Second, commercial interests shape education by expanding access while creating exclusions; in
Indonesia, actors like Purwacaraka mediate global models locally yet standardize culture for profit, revealing
complexities beyond simple commoadification critiques.

3. Third, cultural authenticity is continual adaptation, yet examples from Kraton fusion, televised
performance shifts, and curriculum hybridization show market pressures now limiting such agency by prioritizing
quick returns over sustained experimentation.

4. Fourth, the state has shifted from direct cultural patronage to indirectly enabling market actors;
from Sukarmno’s RRI-centered management to today’s Yamaha-Purwacaraka dominance, reflecting a neoliberal

cultural policy framework.

Implications for Policy and Practice

The empirical findings reveal several critical challenges requiring policy intervention:

1. The access paradox shows that commercial growth expands music education overall yet excludes
lower-income groups: tuition consuming 10-40% of median urban income restricts quality training to the
privileged, necessitating subsidies, public-private partnerships, and strengthened school-based provision.

2. The curricular imbalance—commercial institutions allocating 90-95% of instruction to Western
music—signals cultural erosion, requiring stronger accreditation standards, support for traditional practitioners,
career-relevant traditional curricula, and economically viable preservation strategies.

3. The formal-informal divide—commercial institutions far out scaling government programs—reflects
structural fragmentation, requiring certification pathways, accreditation systems, sector-integration frameworks,
and renewed investment in formal music education infrastructure.

The purpose question: The findings reveal unresolved tensions between music education's economic
(producing entertainment industry workers), cultural (preserving traditional heritage), and developmental
(enhancing cognitive growth) purposes. Coherent policy requires explicit articulation of how these purposes

should be balanced and what institutional arrangements would support that balance.
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Limitations and Future Research Directions

The geographic focus on Yogyakarta as the primary site for historical analysis, while providing depth,
may limit generalizability to regions with different colonial histories and contemporary conditions. Future research
should pursue comparative analysis across Indonesian regions, particularly examining how areas with different
cultural traditions (Batak, Minangkabau, Balinese) have navigated similar pressures.

The predominance of institutional and elite perspectives in available historical sources may underrepresent
grassroots musical practices and working-class experiences. Oral history projects documenting non-elite musical
education would provide valuable counternarratives. Longitudinal analysis tracking individual students through
commercial music education into adulthood would illuminate the actual life outcomes of this investment and
whether it delivers promised developmental and career benefits. This evidence could inform more realistic
policy goals.

Comparative postcolonial studies examining music education transformations in contexts like Malaysia,
Philippines, India, and African nations would reveal whether Indonesian patterns represent regional or global
phenomena and identify alternative policy models. Finally, the relationship between music education
commercialization and Indonesia's broader creative economy development requires systematic investigation.
Does private music education feed talent pipelines for the entertainment industry, or do curricular emphases

on Western classical music create mismatches with industry needs?

Conclusions

This study traces the evolution of Indonesian music education from the colonial period through post-
independence nation-building to contemporary commercialization, revealing how Western musical traditions
have reshaped educational structures and cultural hierarchies. Three transformative phases emerge from historical
archives, institutional data, and contemporary testimonies.

The colonial interface (pre-1945), exemplified by the Kraton Orchest Djogja, shows Western music
entering elite and missionary contexts, producing early hybrid forms combining brass instruments with gamelan.
The post-independence era (1945-1998) saw systematic state construction of a national music education system
through institutions such as the Indonesian Music School (1952), AMI (1961), and ISI (1984). Curricula in the 1960s
devoted up to 80% to Western classical music, reflecting a state-driven project positioning Western music as a
marker of modernity and national legitimacy, reinforced through state broadcasters like RRI. Under Suharto, the
rise of television altered performance ecologies, marginalizing regional musicians and outpacing the capacity
of formal institutions to respond. The contemporary era (1998-present) is marked by private-sector dominance:
Yamaha and Purwacaraka now educate exponentially more students than state institutions; Purwacaraka
alone serves 27,000 students annually across 126 branches. Curricular analysis shows commmercial providers

allocate 90-95% of instruction to Western classical and popular genres, entrenching earlier hegemonies.
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Findings reveal a democratization paradox: expanded access through commercial growth combined
with increased economic exclusion. Tuition that consumes 10-40% of median urban income and the urban
concentration of schools restrict quality music education to middle-class families. Testimonies from traditional
musicians describe declining livelihoods and weakened transmission systems, while government data shows
aging traditional practitioner demographics.

Music education emerges as a contested field where cultural identity, economic interests, and political
priorities intersect. State curricular privileging of Western frameworks, commercial standardization around
ABRSM and Yamaha examinations, and the marginalization of traditional music demonstrate that policy is
never culturally neutral. Political independence did not produce cultural decolonization; Western frameworks
persist as the unmarked standard.

The study refines key theories. It extends Bourdieu by showing that postcolonial states actively engineer
legitimate cultural capital, rather than merely reproducing class structures. It grounds Bhabha’s hybridity through
historical cases where musicians solved concrete tuning and orchestration problems, while also revealing
hybridity’s fragility under market pressures. It complicates Said’s Orientalism: Western notation still functions
as “universal literacy,” yet adaptive practices, curriculum localization, and ongoing gamelan education show
that hegemony is contested. Harvey’s “accumulation by dispossession” applies to privatized knowledge
systems, but Indonesian evidence shows commercial actors also serve as cultural intermediaries.

The findings present urgent policy challenges: addressing unequal access through subsidies and public-
private partnerships; correcting curricular imbalances through accreditation requirements and economic support
for traditional practitioners; and bridging formal-informal divides through certification pathways, quality standards,
and renewed investment in state institutions.

Indonesia’s trajectory shows that market-driven expansion brings innovation but also deepens exclusion
and cultural erosion. A balanced, pluralistic ecosystem—where Western and Indonesian traditions interact as
equals—requires deliberate policy support, structural investment, and shared commitment among sovemment,
institutions, commercial providers, and communities. Only through such coordinate action can Indonesia

achieve a music education landscape aligned with its constitutional ideal of Bhineka Tunggal Ika.
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Abstract

Background and Objectives: Tone production is a crucial foundation that directly affects musical expression,
technical facility, as well as intonation development. In Thailand, consistent and systematic training of the
bow-arm is known to be essential but is often underemphasised in early study. Many existing resources by
legendary violin pedagogues are either too extensive or complex, making them impractical for young players to
use daily. This research aims to design a concise and accessible set of warm-up exercises targeting the essential
components of tone production for violin and viola students in Thailand. The exercises specifically address four
critical aspects of bow-arm development: bow weight balance, bow speed control, detached-bow string crossing,
and slurred-bow string crossing. The objectives are twofold: first, to create a simple and compact daily warm-up
routine that develops the basic foundations of tone production; second, to evaluate the effectiveness of these
exercises through experimentation. Ultimately, the goal is to provide students with a reliable and efficient tool to
support their progress in repertoire studies by strengthening their tone production skills at a university level.
Methods: The exercise set was designed by surveying and adapting principles from major pedagogues and
treatises. These ideas were derived into four short, progressive exercises to be played exclusively on open strings,
thereby eliminating left-hand distractions and enabling students to focus entirely on sound quality and bow control.
The experimental study then followed a convergent parallel mixed methods design, combining quantitative
adjudicator assessments with qualitative student interviews. Students enrolled in university violin or viola programs
at various institutions in Thailand were recruited as participants. Each was instructed to integrate the exercises into
their daily practice for sixty consecutive days. Prior to and after the program, participants were evaluated by a panel
of three expert adjudicators. In addition, semi-structured interviews were conducted with each participant before
and after the trial to document their self-perceived challenges, progress, and experiences with the exercises.
Results: After a 60-day period of practising the designed bow-arm exercises, the nine participants demonstrated
an average improvement of 10.4% in foundational bow-arm techniques, as measured by adjudicators evaluations
across 16 technical subjects. Individual improvement rates ranged from 7.1% to 14.5%, with the most notable

gains observed in bow contact with strings, contact point control, and bow straightness. Post-practice interviews

" Corresponding author, email: jjesadachet@gmail.com https://doi.org/10.65824/mmj.v9.284124



MAHIDOL MUSIC 238 VOL. 9 NO. 1
JOURNAL JANUARY - JUNE 2026

indicated that participants developed greater awareness of their bow arms, improved bow control, and achieved
more relaxed posture and sound production. Most participants reported improvements in specific areas such
as bow control at the frog, long tone strokes, and pinky finger relaxation. Feedback also confirmed that the
exercises were manageable and effective for integrating into daily practice.

Conclusions: This study demonstrates that this set of four very easy, short, structured bow-arm exercises
can effectively improve the foundational technical skills of Thai violin and viola students. Over a 60-day period,
participants showed an average improvement of approximately 10% across all key aspects, including bow grip,
arm flexibility, bow distribution, contact point control, and tone production. Students reported better bow
control, enhanced sound quality, and greater awareness of their bow arms during repertoire practice. The exercises,
requiring only 10-15 minutes daily and focused solely on open strings, provide a practical, progressive, and
low-risk approach to technical development. These results suggest that integrating such exercises into regular
practice routines can support skill acquisition, reduce early-stage technical challenges, and elevate overall

playing standards in Thai violin and viola education.

Keywords: Violin / Viola / String Pedagogy / Tone Production / Bow-Arm Technigues

Introduction

Violinists worldwide dedicate their careers to refining their technical foundations, including intonation,
tone production, and posture. Intonation, however, remains a persistent challenge for string players, including
violists, cellists, and double bassists. This difficulty arises from the violin’s design, which lacks frets like the guitar,
making it difficult to produce accurate pitches. As the smallest string instrument, the violin presents delicate
intervals, requiring extensive practice to achieve accurate pitches. Consequently, violinists at all levels must
invest significant effort in perfecting their intonation before performing publicly.

However, the ability to identify and correct intonation issues depends fundamentally on another skill:
the capability to produce sound of sufficient quality. Leopold Auer emphasised in his seminal work Violin
Playing as | Teach It that tone production “must always be the most important task of those who devote
themselves to mastering the violin.”* While the concept of “good tone” may appear abstract, it is essentially
the product of solid bow-arm technique. According to Yuri Yankelevich, the foundation of sound lies in
“the correct, clean, full, free process of tone production.”? When a violinist achieves mastery of right-arm
fundamentals, identifying intonation issues becomes significantly easier. With the ability to produce clear,
consistent tone, a player can readily discern when a pitch is sharp or flat, leaving only the matter of developing

the left-hand adjusting flexibility necessary to achieve flawless intonation.

! Leopold Auer, Violin Playing as | Teach It (London: Duckworth, 1921), 40.
2 Masha Lankovsky, ed., The Russian Violin School: The Legacy of Yuri Yankelevich (New York: Oxford University Press, 2016), 196.
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The violin has been a part of Thailand’s musical scene for decades. Over the past decade, violin playing
has improved gradually, but there are challenges to consider. Many students overlook their technical weaknesses
despite guidance from teachers in colleges. Fundamental aspects like posture, intonation, and tone production
are crucial for developing both technical and artistic abilities. Students often become distracted by performance
opportunities and social aspects of youth orchestras during their early development, which diverts attention
from building strong basic skills. This results in passionate violin and viola students at the university level struggling
with fundamental technical issues rather than exploring diverse repertoires and engaging in more advanced
music-making. This delays their artistic development and can lead to frustration and discouragement.

Ideally, violin and viola students at the college level should be exploring music from various eras and
styles, performing in different ensemble settings and genres. Unfortunately, many Thai violin and viola students
in national music colleges continue to require assistance with basic technical tasks. The challenge of improving
students’ foundational techniques is well understood experienced violin teachers. Success in this endeavour
requires tremendous patience and dedication from both teacher and student. As Auer noted, “Clear and
complete understanding, the gift of seizing and retaining the explanations of a good teacher, is the only
practical way of achieving the beautiful tone which should be the ambition of every violinist.”* Regrettably,
many teachers respond to these technical deficiencies by assigning advanced scales and complex double-
stop exercises that span multiple semesters of undergraduate study. This approach, while well-intentioned,
often proves counterproductive, even over extended periods. Students fail to develop their technical skills
at the necessary rate while simultaneously accumulating an insufficient repertoire base for professional work.

While intonation represents one of the most crucial and problematic issues in string playing, the researcher
has identified another significant obstacle that prevents most violin and viola students from improving their
intonation effectively: inadequate sound quality. Yankelevich considered right-hand technique to be the foundation
of violin technigue in general.* Without the ability to produce consistently good sound, students cannot accurately
identify the actual causes—often multiple and interrelated—of imperfections in their playing. This limitation
creates a vicious cycle where students cannot effectively self-correct due to insufficient aural feedback from
their own playing. This recognition forms one of the primary motivations for the present research. By prioritising
the improvement of students’ bow-arm techniques, the researcher aims to provide them with both confidence
and efficiency during their practice sessions. When students can produce clear tone consistently, they gain
access to more accurate information about their playing, enabling more productive and targeted practice.

Among string players, it is widely acknowledged that while left-hand technique is essential, the nuanced

control required for effective bowing often proves to be the more intricate aspect of performance, as it shapes

3 Leopold Auer, Violin Playing as | Teach It (London: Duckworth, 1921), 41.
4 Masha Lankovsky, ed., The Russian Violin School: The Legacy of Yuri Yankelevich (New York: Oxford University Press, 2016), 190.
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tone production and expressive detail. As Hans Letz noted, “the bow is the key to this mastery in expression,
in interpretation: in a lesser degree the left hand.”® This difficulty stems from the bow’s role as the sound-
producing mechanism of the instrument. As Auer emphasised, “To obtain a tone of this quality, the student
must not only expect to sacrifice whatever time may be necessary but must be willing to bring to bear on
the problem all his intelligence, all the mental and spiritual concentration of which he is capable.”®

An examination of existing studies written for violin technique reveals that many are designed primarily
for advancing left-hand technique, with some dedicated to developing advanced bowing skills. While these
materials are useful and effective, they best serve those who have already mastered a strong foundational
technique. Studies focused on technical development are generally too advanced for the current standard of
violin and viola playing of Thai students. Even for college students, executing these studies accurately as intended
requires substantial experience, knowledge, and time. Similarly, the common practice of assigning three-octave
scales, arpeggios, double-stops, and high-standard etudes from the beginning of students’ college years may
not be the most appropriate approach to nurturing these passionate young musicians. Materials designed as
warm-up routines are extremely rare in the pedagogical literature. The researcher found that exercises like
Carl Flesch’s Urstudlien,” Simon Fischer’s Warming Up,? and Aleksey Yanshinov’s Daily Violin Exercises, Op. 27,
are often associated with preparation for repertoires such as Paganini’s Caprices or concertos by Sibelius or
Brahms. Many students in Thailand are still in earlier stages of technical development and thus may benefit
from more foundational approaches before progressing to this level.

Violin and viola instructors in Thailand often need to focus on core technical fundamentals, such as
intonation and bow control, even in music college settings that ideally allow teachers to focus on repertoire
and interpretive exploration. David Mannes emphasises that “every individual (violin) student must himself
come to realise the necessity of doing technical work without notes as a matter of daily exercise, even though
his time be limited.”'° This pedagogical predicament inspired the researcher to create a series of warm-up
routines that simultaneously address immediate practice needs while developing bow-arm foundational
techniques in the long term. By combining the simplicity and accessibility of warm-up routines with the
strategic elements of systematic technical exercises, the researcher aims to improve students’ right-arm

techniques through three key features: (1) exercises requiring minimal technical difficulty, (2) shorter daily

5 Hans Letz, “The Technique of Bowing,” in Violin Mastery: Interviews with Heifetz, Auer, Kreisler, and Others, ed. Frederick H. Martens (Mineola, NY:
Dover Publications, 2007), 85.

¢ Leopold Auer, Violin Playing as | Teach It (London: Duckworth, 1921), 40.

" Carl Flesch, Urstudien: Daily Exercises for the Violin (New York: Carl Fischer, 1911).

8 Simon Fischer, Warming Up: Complete Warm-Up Sequence for the Violin (London: Fitzroy Music Publications, 2011).

¥ Aleksey Yanshinov, Daily Violin Exercises, Op. 27 (Moscow: Muzgiz, 1939), https://imslp.org/wiki/Daily Violin_Exercises, Op.27 (Yanshinov, Aleksey).
10 David Mannes, “The Philosophy of Violin Teaching,” in Violin Mastery: Interviews with Hejfetz, Auer, Kreisler, and Others, ed. Frederick H. Martens
(Mineola, NY: Dover Publications, 2007), 92.
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time commitment, and (3) an expedited developmental process that might ultimately, over time, raise the

overall playing standard for Thai violin and viola students at the college level.

Research Objectives

To assist young violinists and violists in Thai music colleges to develop their fundamental bow-arm
techniques, this research focused on two primary objectives:

1. To create a compact set of exercises specifically designed to improve foundational bow-arm
techniques in young Thai violin and viola students.

2. To test the efficiency of these exercises through experimentation.

Firstly, the exercises are intended to comprehensively cover all aspects of fundamental bowing
techniques, including bow weight balancing, articulation, bow speed, contact point control, and string crossings.
The researcher drew on principles and methods from written exercises by violin masters and simplified them
into concise exercises on open strings. Each exercise focusses on a minimum number of bowing techniques
to allow students to practice mindfully and correct errors accurately. Carefully sequenced from simpler to
more complex arm movements, these exercises also serve as a warm-up routine before practising etudes
and repertoires. Secondly, the convergent parallel mixed-method experiment was employed to collect both
quantitative and qualitative pre-test and post-test data. Participants were assessed by a panel of triangulated
adjudicators and interviewed by the researcher before and after the practice period. This comparison of
quantitative and qualitative data was analysed for evidence of student improvement.

The study sought to address two main research questions: (1) What routine practices can Thai violin
and viola students implement to develop basic bow-arm techniques that are simple and brief? (2) Will these

concise exercises be effective and beneficial over a long duration?

Research Methodology

This research employed a convergent parallel mixed-methods design to evaluate the effectiveness
of a newly developed set of bow-arm exercises for young Thai violin and viola students. The study combined
quantitative performance assessments with qualitative interview data to provide comprehensive insights into
the exercises” impact on students’ technical development. Following the creation of four exercises specifically
targeting foundational bow-arm techniques, the researcher conducted an experimental study involving college-
level violin and viola students from various music institutions across Thailand. Participants practiced the exercises
daily over a sixty-day period, with data collected before and after this intervention to identify improvements in
their bow-arm techniques.

The study utilised a one-group pre/post-test experimental design, allowing for direct comparison

of participants’ bow-arm techniques before and after the intenvention period. This design was selected to clearly
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capture developmental changes within individual participants’ technical execution, where each participant
effectively serves as their own point of reference over time. Given this focus on within-subject progression, the
inclusion of a control group was not considered necessary, as the primary objective was to examine measurable
improvement at the individual level rather than between-group differences. The convergent parallel mixed-
methods approach enabled simultaneous collection of both quantitative and qualitative data, which were analysed
separately before being merged for comparison to determine the overall effectiveness of the exercises.!!

The quantitative component involved performance evaluations conducted by a panel of three expert
adjudicators who assessed participants according to specific criteria focusing exclusively on bow-arm techniques.
Each participant was evaluated before beginning the exercise regimen and again after completing the sixty-day
practice period. Grades from the pretest and post-test were compared individually for each participant to
evaluate improvement, with these individual results then aggregated to determine the average effect of the
exercises across all participants.

The qualitative component consisted of semi-structured interviews conducted privately with each
participant immediately following their performance evaluations. During these interviews, participants discussed
their educational background, self-assessment of their skills, practice goals, development plans, and opinions
regarding the provided exercises. This qualitative data provided contextual understanding of participants’
experiences and perceptions that complemented the objective performance assessments.

The research aimed to recruit violin and viola students from diverse institutional backgrounds across
Thailand. To ensure the exercises would prove effective regardless of educational backeround, participants were
recruited from multiple colleges and universities in equal distribution. The researcher employed purposeful
and convenient sampling by contacting five violin and viola teachers at different institutions and requesting
their assistance in informing students about the research opportunity. Interested students who demonstrated
ambition to develop their skills and pursue advanced music study were invited to contact the researcher
directly to participate. The expected sample size was ten college students majoring in violin or viola. To avoid
potential bias, students of the researcher or any of the adjudicators were excluded from participation.

A panel of three expert adjudicators evaluated participants during both pretest and post-test assessments.
The researcher carefully selected adjudicators based on their practical skills, teaching abilities, and educational
backgrounds. Al adjudicators were renowned Thai violinists and/or violists with extensive performing and teaching
experience and possessed at least a Master’s degree in violin or viola performance from international music
institutions. The selection of Thai adjudicators was intentional, ensuring familiarity with the specific challenges

faced by young Thai students while maintaining international performance standards. To avoid potential biases

1 John W. Creswell and Timothy C. Guetterman, Educational Research: Planning, Conducting, and Evaluating Quantitative and Qualitative

Research, 6th ed. (Boston: Pearson, 2019), 551.
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stemming from different pedagogical traditions, the researcher selected adjudicators trained in diverse violin
schools (styles)—European, Russian, and American—ensuring varied technical perspectives while maintaining
shared understanding of fundamental principles for tone production.

The evaluation sheet provided to adjudicators specified various technical subjects organised into
three main categories: posture, execution, and tone production. The posture section assessed natural and
relaxed connection between arm and bow. The execution section evaluated proper bow usage and control.
The tone production section assessed actual sound quality. This research instrument collected quantitative
data enabling comparison and analysis of improvement rates for each participant.

The interview guidelines structured the semi-structured interviews conducted after each performance
evaluation. Questions were organised into five sections: (1) general information regarding instrumental educational
background; (2) participants’ self-assessment of their evaluated performance; (3) obstacles encountered in
daily practice; (4) opinions regarding current instrumental skills; and (5) post-test questions addressing exercise
efficiency and quality, asked only during post-practice interviews. Interviews lasted approximately fifteen
minutes per participant, with data analysed alongside quantitative grades to confirm results.

Following the initial gathering, participants received the exercise set and were required to practice
it daily as a warm-up routine before practicing etudes or repertoire. Participants confirmed daily completion
by submitting video recordings directly to the researcher throughout the sixty-day period. Participants received
daily feedback from the researcher on their submitted recordings.

When the practice period of sixty days was completed, the evaluations and interviews took place again
to complete the data collection. The convergent parallel mixed-methods approach required separate analysis
of quantitative and qualitative data before merging for comparison.*? For quantitative analysis, grades for each
technical subject were compared separately. First, grades from the same adjudicator were compared to
calculate grade differences. Next, the sixteen technical subject grade differences from each adjudicator were
averaged to determine the adjudicator mean. Finally, the three adjudicators’ means were averaged to
calculate the participant improvement rate. Individual improvement rates were then averaged across all
participants to determine the overall improvement index.

Quialitative data analysis focused on identifying participants’” perspectives on exercise effectiveness as
end-users and comparing these perspectives with adjudicators’ evaluations. This analysis confirmed whether
exercises proved effective regardless of educational backeround and provided feedback for exercise refinement.
Participant feedback was ultimately compared with quantitative grading data to determine consistency between

objective performance improvements and subjective participant experiences.

12 John W. Creswell and Timothy C. Guetterman, Educational Research: Planning, Conducting, and Evaluating Quantitative and Qualitative

Research, 6th ed. (Boston: Pearson, 2019), 552.
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The Exercises

The researcher studied some bowing methods by Capet,** Casorti,'* Seveik,'® Yost,*® and Ysaye.!’
Although these approaches are highly beneficial, they often demand extensive practice time and a certain
level of technical preparation. To address this, the researcher derived and adapted key principles from these
methods to create a brief daily exercise routine, designed to strengthen long bow control, arm-weight balance,
bow-speed flexibility, and clean string crossing.

The four exercises were designed to develop foundational bow-arm techniques among young Thai
violin and viola students. Each exercise description covers its purpose, execution method, and expected
outcomes. Participants received both written instructions and verbal explanations during the initial meeting,
with the researcher providing demonstrations to ensure clear understanding.

The complete exercise set requires approximately 15-20 minutes to complete. The exercises are simple,
muscle-friendly, and suitable for use at the beginning of daily practice without prior warm-up. Participants
were instructed to practice before a mirror to monitor both sound production and visual technique. When using
the mirror, participants were reminded to stand facing it with a slight angle that the violin held horizontally
parallel to the mirror surface to obsenve bow angle and direction from the most accurate perspective, accounting
for individual variations in violin holding position.

Two key terms were defined for participants: “relaxed” refers to the state when muscles are active
but not tensed, while “flexible” indicates joints held in natural positions—neither locked nor loose—ready to
facilitate movement freely at any time. Maintaining appropriate contact points was emphasised throughout
all exercises. Because the exercises involve varied rhythm, bow speed, and accuracy in string crossing,
participants were instructed to practice with a metronome. While speed was not restricted to a single
tempo, a marking of crotchet = 60-66 beats per minute was recommended. The exercises were designed
to be practiced with complete accuracy and certainty, as execution without precision would negate their
effectiveness.

The exercises are applicable to both violin and viola students. According to David Mannes, “The
violin student first and foremost should accustom himself to practicing purely technical exercises without

note.”'® All exercises utilise open strings requiring no left-hand fingering, though notation is written for violin.

13 Lucien Capet, La technique supérieure de U'archet (Paris: Maurice Senart, 1916), https://ks15.imslp.org/files/imglnks/usimg/5/56/IMSLP939482-
PMLP219389-La_technique superieure_de larchet.pdf.

14 August Casorti, The Technique of Bowing, Op. 50 (Bremen: August Cranz, 1880), https//imslp.org/wiki/The Techniques of Bowing, Op.50 (Casorti, August).
15 Otakar Seveik, 40 Variations, Op. 3, ed. Jaroslav Foltyn (Kassel: Barenreiter, 2001).

16 Gaylord Yost, Key to Mastery of Bowing (Pittsburgh: Volkwein Brothers, 1938), https://imslp.org/wiki/Key to Mastery of Bowing (Yost, Gaylord).

1T Eugene Ysaye, Exercises and scales (Mainz: Schott, 1967).

18 David Mannes, “The Philosophy of Violin Teaching,” in Violin Mastery: Interviews with Hejfetz, Auer, Kreisler, and Others, ed. Frederick H. Martens
(Mineola, NY: Dover Publications, 2007), 92.
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Exercises 1 and 2 allow both instruments to practice identically on the A string. Exercises 3 and 4 use notation

identifying violin’s four open strings (G, D, A, E); viola students transpose these to C, G, D, and A accordingly.
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Figure 1 Exercise No. 1 - Balancing the Weight

Source: by author

Exercise No.1 - Balancing the Weight

As shown in Figure 1, the first exercise focuses on balancing arm weight onto the bow to control
pressure and articulation precisely throughout the bow’s length. Ivan Galamian, one of the most influential
violin pedagogues of the twentieth century, asserts that “the straight bow stroke from frog to tip is the
foundation of the entire bowing technique.”*® The exercise trains students to apply different arm weights
while maintaining consistent sound quality, volume, and articulation throughout the bow.

Students begin with relaxed posture, placing the bow on the A string at the frog approximately one
centimetre from the bridge—the easiest point for controlling sound quality. As the bow moves toward the tip,
students ensure the arm remains relaxed, the bow stays parallel to the bridge, and bow hair remains flat and
fully engaged. The exercise begins with an eight-beat down-bow stroke followed by an eight-beat up-bow

stroke, with optional pauses between strokes for students to check their posture, body tension, bow direction,

19 van Galamian, Principles of Violin Playing and Teaching (New York: Dover Publications, 2013), 51.
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and ensure the up-bow mirrors the down-bow’s clear, articulated beginning. The exercise then subdivides
progressively into shorter note values (four beats, two beats, one beat, half beat, a third, a quarter, and a
sixth per stroke), with students maintaining freedom to pause between strokes to ensure relaxation, proper
arm weight balance, and straight bow direction, contact point, and bow hair usage.

The critical objective is maintaining consistent articulation clarity and sound quality throughout all
subdivisions while keeping the body relaxed and the bow straight and properly positioned. The ideal articulation
and sound quality serve as reference points established at the exercise’s very beginning when the bow rests
steadily at the frog and moves by natural arm weight alone.

Mastery of this exercise enables students to articulate equally throughout the bow regardless of subdivision,
allowing masterful control of sustained or released weight independent of bow position. This facility enables

clearer expression of musical variety and intensity, conveying wider ranges of emotional content.
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Figure 2 Exercise No.2 - Pressure & Speed Control

Source: by author

Exercise No.2 - Pressure and Speed Control

The second exercise (Figure 2), building on weight balancing, this exercise develops awareness of bow
speed while maintaining pressure and contact points control. At a consistent tempo with decreasing beat
durations, students require progressively faster bow speed to execute each line properly. Even distribution
of bow length for each stroke ensures complete travel from frog to tip or vice versa. Contact point remains
strictly consistent among strokes of identical speed but vary between different speeds.

Students begin with relaxed posture, maintaining flexibility in shoulder, elbow, arm, wrist, and fingers.
Students visualise the bow divided into proportional sections—such as eighths, sixths, quarters, thirds, halves,

or the full bow—using the physical midpoint to support even bow distribution.
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Beginning at the frog, students execute eight down-bow strokes with equal bow distribution, speed,
articulation, volume, sound quality, and sustained full-value notes with minimal pauses between strokes.
Proper execution completes the final stroke precisely at the tip before continuing to up-bow strokes. Throughout,
students maintain relaxed posture, parallel bow direction, consistent contact point, and full bow hair engagement.
The exercise maintains consistent rhythm and tempo while varying number of beats per stroke, requiring different
bow speeds to reach the bow’s opposite end.

This exercise develops superior dynamic control and enables students to modify sound colour or

mood, whether light, flowing, and energetic or heavy, dragging, and languorous.

1. Start 1 with down bow at A then repeat with reverse bowing, starting with up bow

2. Start 2 with down bow at A then repeat with reverse bowing, starting with up bow

3. Start 3 with down bow at A then repeat with reverse bowing, starting with up bow

4. Start 4 with down bow at A twice then repeat with reverse bowing, starting with up bow
5. Repeat the whole process at B and then C respectively

Figure 3 Exercise No. 3 - String Crossing with Detached Strokes

Source: by author

Exercise No.3 - String Crossing with Detached Strokes

As shown in Figure 3, the third exercise introduces string crossing with detached strokes across all four
strings, familiarising students with different string angles while practicing at various bow locations (tip, middle,
frog). The exercise requires flexible wrists and fingers to execute smooth bow changes and string crossings with
detached strokes while maintaining sustained, full sound quality. Each line is repeated with opposite bowing
(up/down) to cover all string-crossing possibilities.

Beyond the standard checklist—tension-free posture, relaxed arm, proper bow direction, consistent
contact points, and full bow hair engagement—this exercise particularly requires wrist and finger flexibility. Joint

flexibility in these areas enhances exercise effectiveness by smoothing connections between sustained strokes.
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In sections where each string repeats four, three, or two times before crossing to the next string, students
should anticipate the crossing during the last of the repeated note, allowing the brain to initiate the crossing
process in advance. This anticipation prepares the arm whether to bow up or down and cross to higher or lower
strings, simplifying execution of the final line.

This exercise cleans and eases string crossings encountered in complex repertoire, reducing practice
time spent refining passages and facilitating smooth lyrical phrases when string crossings might otherwise

disrupt musical flow.
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1.  Start with down bow at A
2. Start with up bow at A
3. Start with down bow at B
4.  Start with up bow at B
5. Start with down bow at C

6.  Start with up bow at C

Figure 4 Exercise No. 4 - String Crossing with Slurred Strokes

Source: by author

Exercise No.4 - String Crossing with Slurred Strokes

In the last exercise (see Figure 4), each stroke is slurred across all four strings, helping the right arm
accommaodate different angles required for different strings. Students maintain relaxed upper arms moving in
effortless rounded gestures. Beginning at slower speeds ensures smooth, clean, accurate cross-string transitions
without volume fluctuations. After several rounds, students repeat the exercise at double speed as indicated.

Students regularly monitor posture, arm relaxation and flexibility, and ensure bow direction remains
parallel to the bridge while maintaining consistent contact point and full bow hair usage. The exercise is
executed at three bow locations—middle, lower half, and upper half—starting with both down-bow and
up-bow as indicated.

This exercise presents particular challenges in maintaining straight bow direction parallel to the bridge
when crossing down from higher strings or up from lower strings. Consequently, it significantly helps students

connect legato strokes throughout the bow’s length and carry sound intensity through musical lines as desired.
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Results

Nine college-level Thai violin and viola students (6 violinists, 3 violists) completed the 60-day exercise
program and evaluation process. (One participant withdrew due to personal commitments and was unable to attend
the final evaluation and interview.) The cohort, aged 18-22 years, represented all undergraduate years (2 freshmen,
2 sophomores, 3 juniors, 2 seniors). The participants began to study their instruments at a variety of different age
levels: two began at ages 9-10, four around age 12, and three as late as ages 14-15. Prior technical training varied
considerably. Only two participants had limited exposure to Galamian scale systems, four practiced unidentified
2-3 octave scales, and three had no assigned scale or etude work. Among those with etude experience, only three
could identify their materials (Kayser,® Mazas,?! and Kreutzer®). Institutional examination requirements varied
widely, from regular scale and etude assessments to performance of single pieces across multiple semesters.

Three independent adjudicators evaluated each participant in pre-practice and post-practice assessments
across 16 technical subjects in three categories: posture (relaxed bow grip, flexible wrist, flexible elbow, relaxed
shoulder), execution (bow straightness, bow-string contact, contact point control, smooth bow changes, clean
string crossing, bow speed control, bow speed variation, bow distribution), and tone production (sound quality,
articulation clarity, dynamic variation, tone colour variation). Each subject was graded on a 100-point scale.
Adjudicator Means (AM) were calculated by averaging grade differences (post-practice minus pre-practice)
across all 16 subjects for each adjudicator-participant pairing. Participant Improvement Rates (PIR) were then
calculated by averaging each participant’s three Adjudicator Means.

The mean improvement rate across all participants was 10.4% (93.54 + 9). Individual Participant

Improvement Rates ranged from 7.08% to 14.48%.

Table 1 Individual Participant Improvement Rates

Source: by author

Participant 1 10.63%
Participant 2 14.48%
Participant 3 12.50%
Participant 4 13.13%
Participant 5 7.08%
Participant 6 7.60%
Participant 7 7.08%
Participant 8 11.35%
Participant 9 9.69%

2 Heinrich Emst Kayser, 36 Violin Etudes, Op. 20 (New York: G. Schirmer, n.d.).
21 Jacques-Féréol Mazas, Ftudes Spéciales, Etudes Brillantes, Etudes d’Artistes (Op. 36: Complete Ediition) (New York: G. Schirmer, n.d.).
22 Rodolphe Kreutzer, 42 Studiies for Violin (Mainz: Schott, n.d.).
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Adjudicators showed a strong consensus with no conflicting remarks across evaluators for any participant.
All 16 technical subjects showed balanced improvement ranging from 8-13% increase, indicating comprehensive

bow-arm development rather than isolated skill enhancement.

Table 2 Average Increased Grade Specific to each Technical Subject

Source: by author

1 Posture - Relaxed Bow Grip 10.2%
2 Posture - Flexible Wrist 11.2%
3 Posture - Flexible Elbow 11.4%
4 Posture - Relaxed Shoulder 10%
5 Execution - Bow Straightness 12%
6 Execution - Bow Contact with Strings 13%
7 Execution - Contact Point Control 12.6%
8 Execution - Smooth Bow Changes 9.3%
9 Execution - Clean String Crossing 11%
10 Execution - Bow Speed Control 10.2%
11 Execution - Bow Speed Variation 9.8%
12 Execution - Bow Distribution 8.9%
13 Tone Production - Sound Quality 8.7%
14 Tone Production - Articulation Clarity 10%
15 Tone Production - Dynamic Variation 8.5%
16 Tone Production - Tone Colour Variation 9.4%

Pre-practice evaluations identified commmon issues including raised or stiff shoulders, excessive wrist
height, locked or overstretched fingers (particularly index and pinky), bow-string contact loss, inability to reach
the frog, excessive bow tilt and swing, and thin or floating tone. Representative remarks included “no contact
with the string,” “bow tilted and swung too much,” and “fingers too separated.” Post-practice evaluations
documented improvements across all categories. Postural gains included relaxed bow grips, properly curved
pinky fingers, improved wrist positioning, and reduced shoulder tension. Execution improvements encompassed
better bow-string contact depth, increased ability to reach the frog, straigshter bow paths, and enhanced contact
point control. Tone production gains included improved sound quality and articulation clarity. Representative
comments included “bow grip looks much more relaxed,” “pinky finger is now nicely curved,” and “much better
contact and tone.”

Participants performed diverse repertoire during evaluations: violinists played works by Kreisler, Beach,

and movements from concerti by Rieding, Vivaldi, Accolay, and Mozart; violists performed Glazunov, Bach’s
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Suite No. 1, and Schubert’s Arpeggione Sonata. While all participants reported nervousness during both evaluations,
seven of nine noted significant improvements in the post-evaluation, including more relaxed and controlled
bowing, straighter bow paths, and fewer memory and intonation problems. Pre-practice interviews revealed
participants typically practiced 2-4 hours daily (range: 1-5 hours). More than half devoted nearly all practice
time to intonation work with minimal attention to bow-arm technique. Half admitted to “very little or none”
bow-arm focus during practice. Post-practice interviews revealed that seven of nine participants reported
increased bow-arm awareness during repertoire practice, noting enhanced attention to bow planning, string
crossing, and distribution strategies.

All participants self-assessed their playing level as “middle range,” identifying intonation as the most
common weakness. Regarding bow-arm issues specifically, participants noted loose bow grip, string crossing
difficulties, upper arm tension, and contact point control problems, though most could not identify effective
solutions independently. A recurring theme was difficulty understanding proper practice methods and determining
whether they had successfully achieved physical relaxation despite frequent teacher advisement. One participant
initially experienced confusion between the first and second exercises, resolved after three days with researcher
feedback. Two participants occasionally lost their place when practicing the repetitive third exercise from memory.
Overall, participants expressed satisfaction with the set’s duration, instructional clarity, and difficulty level.

Observable improvements followed varied timelines. Two participants noticed immediate improvements
in sound production and bow balance after the first practice session. Three participants experienced better
bow control with more relaxed upper arms and pinky fingers within 1-2 weeks, enabling fuller bow use near
the frog. Remaining participants began noticing improvements in tone production and contact point variation
after approximately one month. After 60 days, participants voluntarily reported: better general bow control
(7 of 9), more relaxed bow arm (6 of 9), better frog control (4 of 9), improved sound quality (3 of 9), better long
tone strokes (3 of 9), improved bow distribution and string crossing (3 of 9), more relaxed bow grip and pinky

finger (3 of 9), and increased practice motivation (1 of 9).

Discussion

This study addressed two research questions: (1) What routine practices can Thai violin and viola
students undertake to develop fundamental bow-arm techniques that are easy to accomplish and short in
length? and (2) Will these short and simple exercises be effective and beneficial over time? The research aimed
to support young violinists and violists in higher musical education institutions in Thailand who strugsle to
improve fundamental playing skills without extending practice time excessively, thereby enabling major teachers
to focus more on the repertoire and interpretive exploration expected at the college level.

The findings demonstrated measurable improvement in performance quality, with an average increase

of 10.4% following consistent engagement with the designed exercises over 60 days. This positive outcome
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validates the pedagogical value of the exercises as a supplemental tool and highlights the potential of
structured, targeted practice to accelerate skill acquisition. The four-exercise set proved effective across all
16 assessed technical subjects, showing balanced improvement ranging from 8-13% in every aspect of
bow-arm technique—including weight balance, bow speed, bow distribution, string crossing, and contact
point control. This comprehensive development encouraged students to pay closer attention to their bow-arm
during both technical practice and repertoire study. Students also reported hearing their sound more clearly,
which in turn supported better intonation.

These results carry significant implications for violin and viola pedagogy and curriculum development.
The observed improvements suggest that integrating these exercises into regular practice routines can
meaningfully enhance technical and musical growth. Because the exercises require only 10-15 minutes and
focus exclusively on bow-arm execution on open strings, they allow students to concentrate solely on sound
quality without the added concern of intonation. Their sequencing gradually activates essential muscles
as the set progresses, making them ideal for beginning practice sessions without straining injury-prone areas.

However, several limitations should be acknowledged. Individual differences in motivation, practice
habits, and teacher guidance may have influenced the outcomes. Some participants focused more on
completing assigned work than on exploring improvement possibilities, while others practiced late at night after
long academic days, leading to reduced concentration despite following instructions. Teacher misconceptions
about sound production or insufficient emphasis on basic bow grip may also have contributed to students’
lack of awareness of their own technical issues.

Variations in adjudicator grading patterns present another consideration. Although criteria and a grading
system were established to minimise fluctuation, some variability was inevitable. Therefore, analysis prioritised
developmental tendencies and direction over precise numerical values. The three adjudicators represented
different approaches to violin and viola pedagogy, as well as varied educational and evaluative backgrounds.
These differences naturally influenced their grading patterns—for example, one adjudicator might grade
90 and 95 (a 5-point difference), while another grades 60 and 80 (a 20-point difference). To address inter-rater
reliability, the researcher averaged the percentage improvement detected by each adjudicator. Reassuringly, all

adjudicators’ assessments trended in the same direction, demonstrating consensus despite numerical variations.

Conclusion and Suggestions

Despite these limitations, the research questions were answered positively. Thai violin and viola
students benefited significantly from the four-exercise set designed by the researcher. The exercises are easy
to accomplish, short in duration, and require only mindful bow-arm execution on open strings. The results
from students at various Thai higher musical education institutions clearly demonstrate exercise effectiveness.

Over 60 days, students’ overall bow-arm performance improved at an average rate of 10.4%.
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These findings indicate that the exercises can serve as a practical and efficient tool for developing
foundational bow-arm technique, reducing the stress often associated with technical improvement during
the early years of music college for both students and teachers. The researcher hopes that this exercise set
will contribute meaningfully to raising the overall standard of violin and viola playing in Thailand, moving it
closer to international levels in the near future.

The findings of this study imply that concise, focused technical exercises can play a meaningful
role in strengthening fundamental bow-arm technique among violin and viola students at institutions of
higher music education in Thailand. Based on these findings, it is recommended that such exercises be
incorporated into regular practice routines, particularly as a daily warm-up, and adopted by teachers as
a structured approach to reinforcing foundational technique. Future research may further explore the long-
term impact of these exercises, their application to younger learners, and the use of broader samples or

alternative evaluation methods.
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Abstract

Background and Objectives: Western vocal pedagogy in Thailand has been influenced by Western singing
traditions since the reign of King Rama V. This influence led to a transition in Thai singing styles toward modemn
Thai song (Phleng Thai Sakon) and has continued to develop to the present. However, the developmental processes
and mechanisms for the “transmission” of such vocal pedagogical knowledge lack clear systematic evidence.
Furthermore, there is an absence of concrete research explaining the models, methods, and strategies of transmission
amidst social and political changes. Therefore, this research aims to investigate the development of Western
vocal pedagogy transmission in Thailand between 1932 and 1988. This period marks a significant era following
the political transition that substantially impacted the nation’s cultural landscape and educational system.
Methods: This study employs historical research methodology by collecting and analyzing primary and secondary
sources. These sources include 20 textbooks and teaching documents related to singing and music, as well as
biographies of vocal and music instructors from the studied period. Additionally, in-depth interviews were
conducted with 22 key informants, divided into two groups: (1) teachers and instructors who directly transmitted
the knowledge, and (2) students who were recipients of such knowledge. The analysis focuses on synthesizing
teaching principles, training methods, and knowledge transmission mechanisms within the context of the teacher-
student relationship.

Results: The findings reveal that the development of Westermn vocal pedagogy transmission in Thailand between
1932 and 1988 can be categorized into three key eras based on the socio-political context: (1) The Foundational
Era (1932-1957): The state played a crucial role in determining instructional direction through nationalist policies
and the establishment of music institutions. (2) The Era of Educational System Integration (1958-1972): Westem
vocal instruction was systematically integrated into higher education levels. (3) The Developmental Era

(1973-1988): Continuous knowledge transmission occurred from pioneer teachers to a new generation of
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students, resulting in a clearer pedagogical lineage. Furthermore, the synthesis of transmission principles and
concepts identified four main “schools of vocal pedagogy”: the Music Theory-Based School, the Institutional
Academic-Classical School, the Performance-Oriented School, and the Nationalistic-Classical School. Key
instructors served as the core centers of transmission for each school.

Conclusions: The research results indicate that the development of Western vocal pedagogy transmission
in Thailand was not merely a passive reception of Western influence. Instead, it was a process of adapting and
applying knowledge through the mechanism of transmission from teacher to student in each era. Understanding
these transmission strategies helps elucidate the transition from Western teaching concepts to the Thai context

and reflects the essential foundations of vocal instruction in Thai educational institutions today.

Keywords: Development and Transmission of Western Vocal Music / Schools of Western Vocal Thought /

After the Political Transition
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! Jittapim Yamprai, 2011, cited in Vitchatalum Laovanich and Somchai Trakarnrung, “Marginalization of Music Subject in Thai Basic Education

Curriculum: An Archaeology of Knowledge Approach,” Fine Art International 17, no. 1 (2013): 40.
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2 Phra Aphaiphonrob, Music Readling Practice, Volume 1 (Phra Nakom: Sophon Phiphat Thanakorn Printing House, 1912), 1-32. (in Thai); Francis
Nuntasukon, “The Siamese Historical Music Transcription of ‘Phra Aphaipholrop’: The Pioneer Musicologist of Thailand,” Siloakorn University
Journal 41, no. 5 (September-October 2021): 57-69. (in Thai)

3 Antonio Gramsci, Selections from the Prison Notebooks, ed. and trans. Quintin Hoare and Geoffrey Nowell Smith (New York: Interational
Publishers, 1971).

% Nachaya Natchanawakul, “Western Music in Siam: The Development between AC. 1841-1941” (PhD diss., Mahidol University, 2012). (in Thai);
Nutthan Inkhong, “Development, Characteristics and Knowledge of Thai Popular Singing” (PhD diss., Mahidol University, 2016). (in Thai); Tharanat
Hin-on, “Lakorn Rong Gramophone Records: Reflection of Entertainment Culture from 1905 to 1931,” Journal of Humanities, Social Sciences and
Arts 2, no. 1 January-June 2020): 68. (in Thai)

5 Stefan Gies, “The Birth of the Oslo Conservatoire out of the Spirit of the Master-Apprentice Model,” in Higher Music Edlucation: Historical Perspectives,
ed. @ivind Varkay, Ellen M. Stabell, and Bjgrnar Utne-Reitan (Oslo: Cappelen Damm academic, 2023), 15-37; Ryan Daniel and Kelly Parkes, “The
Apprentice to Master Journey: Exploring Tertiary Music Instrument Teachers' Reflections on Their Experiences as Leamer,” Journal of Arts and
Humanities 4, no. 3 (March 2015): 52-63; Marion Long et al., “Conservatoire Students' Experiences and Perceptions of Instrument-Specific Master

Classes,” Music Education Research 16, no. 2 (2014): 176-192, https://doi.org/10.1080/14613808.2013.859659.
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6 Chai Podhisita, The Science and Art of Qualitative Research, 9th ed. (Bangkok: Amarin Printing and Publishing, 2021). (in Thai)
T Supang Chantavanich, Data Analysis in Qualitative Research (Bangkok: Chulalongkorn University Press, 2016). (in Thai)
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8 Kanchani Khambunrat, “The Culture of the Leader (Field Marshal P. Pibulsonggram) Caused Hardship for Middle-Aged and Elderly Women,”
Silpawattanatham, August 20, 2022, https://wwwi.silpa-mag.com/culture/article_1453. (in Thai)

% Music Division, Fine Arts Department, Twelve Stories of Opera (Bangkok: Phra Chan Printing Press, 1952). (in Thai)

10 “History of the College,” College of Dramatic Arts, last modified 2025, http://cda.bpi.ac.th/prawat.html. (in Thai)

1 Memorial Book for the Royal-Sponsored Cremation of Uea Sunthonsanan (Bangkok: P. Samphan Phanit, 1982), 1-5. (in Thai)

12 pMemorial Book for the Royal-Sponsored Cremation of Uea Sunthonsanan (Bangkok: P. Samphan Phanit, 1982), 1-5. (in Thai)
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Figure 1 The book “Principles of Music and Singing” (The first vocal instruction book in Thailand)

Source: Phra Chenduriyang, Principles of Music and Singing (Bangkok: Kurusapa Printing House, 1949). (in Thai)
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Figure 2 Khru Weenaphatra Meesuk (a Thai teacher of Western vocal music)
Source: Music Division, Fine Arts Department, Historical Play: Memorial Book for the Cremation of

Mrs. Weenaphatra Meesuk (Bangkok: Thai Watana Panich, 1955). (in Thai)
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13 Kowit Khanthasiri, “The Development of Western Vocal Pedagogical Transmission in Thailand after The Political Transition (1932-1988),”
interview by Awasdakan Poomee, August 3, 2025.

14 “History,” College of Music, Bansomdejchaopraya Rajabhat University, last modified 2021, http://music.bsru.ac.th/about-us/. (in Thai);
Puengchit Sawamiphakdi, “The Development of Western Vocal Pedagogical Transmission in Thailand after The Political Transition (1932-1988),”
interview by Awasdakan Poomee, December 11, 2025.

15 Dusdi Banomyong-Buntasnakul, “The Development of Western Vocal Pedagogical Transmission in Thailand after The Political Transition

(1932-1988),” interview by Awasdakan Poomee, August 17, 2025.
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16 Memorial Book for the Royal-Sponsored Cremation of Sara Kasemsri Na Ayudhaya (Bangkok: n.p., 2015). (in Thai)
17 Narutt Suttachitt, Music Education: Principles and Essence, 10th ed. (Bangkok: Chulalongkorn University Press, 2018). (in Thai)
18 pMemorial Book for the Royal-Sponsored Cremation of Sub Lieutenant Santi Lunphe (Bangkok: n.p., 2025). (in Thai)
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19 Phra Chenduriyang, Principles of Music and Singing (Bangkok: Kurusapa Printing House, 1949). (in Thai)

20 Phra Chenduriyang, The Memoirs of Phra Chenduriyang (Piti Vadyakara) (Bangkok: Amarin Printing Group, 1990). (in Thai)

2! Teekar Bodhivesa, “The Development of Western Vocal Pedagogical Transmission in Thailand after The Political Transition (1932-1988),”
interview by Awasdakan Poomee, June 17, 2025.

22 Music Division, Fine Arts Department, Historical Play: Memorial Book for the Cremation of Mrs. Weenaphatra Meesuk (Bangkok: Thai Watana
Panich, 1955). (in Thai)

23 Napha Wangnaitham, “The Development of Western Vocal Pedagogical Transmission in Thailand after The Political Transition (1932-1988),”
interview by Awasdakan Poomee, July 31, 2025.
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24 puengchit Sawamiphakdi, “The Development of Western Vocal Pedagogical Transmission in Thailand after The Political Transition (1932-
1988),” interview by Awasdakan Poomee, December 11, 2025.

% Wanee Laddaklom, “The Development of Western Vocal Pedagogical Transmission in Thailand after The Political Transition (1932-1988),”
interview by Awasdakan Poomee, June 27, 2025.

26 Nittaya Arunwong, “The Development of Western Vocal Pedagogical Transmission in Thailand after The Political Transition (1932-1988),”
interview by Awasdakan Poomee, June 21, 2025.

27 Pralongsit Suksiripornrit, “The Development of Western Vocal Pedagogical Transmission in Thailand after The Political Transition (1932-1988),”
interview by Awasdakan Poomee, June 21, 2025.

28 Nittaya Arunwong, “The Development of Western Vocal Pedagogical Transmission in Thailand after The Political Transition (1932-1988),”

interview by Awasdakan Poomee, June 21, 2025.
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29 Antonio Gramsci, Selections from the Prison Notebooks, ed. and trans. Quintin Hoare and Geoffrey Nowell Smith (New York: International
Publishers, 1971).
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32 Stefan Gies, “The Birth of the Oslo Conservatoire out of the Spirit of the Master-Apprentice Model,” in Higher Music Education: Historical
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Cambridge University Press, 2019), 335-378.

35 Stefan Gies, “The Birth of the Oslo Conservatoire out of the Spirit of the Master-Apprentice Model,” in Higher Music Education: Historical
Perspectives, ed. @ivind Varkgy, Ellen M. Stabell, and Bjgrnar Utne-Reitan (Oslo: Cappelen Damm academic, 2023), 15-37.

36 Andrew D. Meyer, “Twentieth Century Nationalism in the Music of Janacek, Britten, Revueltas, and Harrison,” last modified March 29, 2020,
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Table 1 The Transmission and Development of Western Singing Techniques, 1932-1988

Source: by author

The Development of Transmission of Western Vocal in Thailand (1932-1988)

Periods Key Features of Western The Body of Knowledge on Instructors
(1932-1988) Vocal Transmission Western Vocal Transmission
1. The Foundational Western and Thai Vocal Singing from notation, vocal modulation | Phra Chenduriyang
Era (1932-1957) Instruction Based on Music according to Thai tones, breath
Theory. control, music theory, vocal exercises,

and Westem and Thai repertoire.

Instruction in Classical Singing Westemn repertoire, breath Khru Weenaphatra
Western Vocal Performance. control, scale-based vocal training, Meesuk

voice placement, and head tone.

Performance-Oriented Vocal Choral singing of patriotic/rousing Khru Uea
Instruction in Phleng Thai marches / Explosive vocal projection / Sunthonsanan
Sakon and Luk Krung Emphasis on natural vocal production /
(with practical training with Maintaining an 'open’ (tension-free)
a band). state in all muscle groups.

2. The Era of Western Vocal Instruction at Bel canto singing, breath control, Assoc. Prof.
Educational the College of Dramatic Arts. | throat opening, head tone technique, Puengchit
System Integration Western and Thai repertoire, and Sawamiphakdi
(1958-1972) vowel and consonant-based vocal

warm-ups.
The Transmission of Western Singing performance repertoire Khru Napha
Vocal Performance in (Western and Phleng Thai Sakon Wangnaitham
Classical Repertoire and songs), breath control, scale-based
Phleng Thai Sakon. vocal training, rhythm, vocal

embellishments, and vibrato (Luk Kho).
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The Development of Transmission of Western Vocal in Thailand (1932-1988)

Periods

(1932-1988)

Key Features of Western

Vocal Transmission

The Body of Knowledge on

Western Vocal Transmission

Instructors

Distance vocal instruction via
radio for students, categorized

by grade level and age.

Singing Thai songs transcribed in
Western notation / Songs appropriate

for children.

The School Radio
Program Committee

(Vocal Subject)

The Transmission of Westem
Songs and Thai
Patriotic/Nationalist Songs.

Singing patriotic/nationalist songs,
power-based vocal techniques,
breath control, throat opening, and

Bel canto singing.

Ajamn Santi
Lunphe

3. The Developmental

Era (1973-1988)

Classical Westermn Vocal
Instruction in Higher

Education.

Bel canto singing, breath control,
vocal warm-ups, “open throat” and
head tone techniques, repertoire
knowledge, imagination and
visualization in singing, and Westemn
(emphasizing English) and Thai

repertoire.

Assoc. Prof.
Puengchit
Sawamiphakdi

Classical Western Vocal
Instruction in Higher

Education.

Bel canto singing, breath control,
vocal warm-ups, “open throat” and
head tone techniques, repertoire
knowledge, imagination and
visualization in singing, and Westemn
(emphasizing Italian) and Phleng Thai

Sakon repertoire.

Ajarn Dusdi
Banomyong-

Buntasnakul

Western vocal and choral
instruction in educational
institutions and higher

education.

Western vocal performance,
breath control, vocal warm-ups,
“open throat” technique, head tone
technique, and Western repertoire
with an emphasis on German

and other languages.

Ajarm Sara
Kasemsri Na

Ayudhaya

Transmission via state-
sponsored patriotic songs /

Classical Western vocal

instruction in higher education.

Full-body engagement in singing, Bel
canto singing, breath control, throat
opening, vocal warm-ups, emphasis

on diction, and Westermn repertoire.

Ajarn Santi
Lunphe

Western vocal and choral
instruction in specialized
institutions and higher

education.

Westemn vocal performance, breath
control, vocal warm-ups, head tone
technique, Western and Thai

repertoire, and music theory.

Ajarn Wanee

Laddaklom
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Table 1 wansliiiiud Waunmsvesnsaneneanistuiosuunziuanlulsamalnediloduiivnis
Wasuasdedhwunam mnusfimmudiiudesdndiatulana v unmessuasulovnemelaussaludas
P Inglawgluganesausiansnesng u (e, 2475-2500) Fs3slalilonesumsfnuuasamsslug iy
wseddleadvauBuseuuaraunlumniaisll dnvaefina maenadasiuwRniEes cultural hegemony e
Gramsci® Aguneinfgannsnanituisiunasantums s ssukag mMIAnwnnnnsldsunadaiy
Toemss WlawSeudisutunsalfimuilusinssume wu glusaglinmiu®® audildiuimeEnefusnazgaussgdng
sruuMsAnulug e lindiAeeiu witd MaNewagANNENINSEIBINAULANA WA UMUUTUNTBILARLS ]

Table 1 @ Fwihmthiilundngudalsesdnenduduin “apade” Tumadeililunsounsiessnidiasasg

Tlgmsimueasuauness iimansvenstuseauuns Junnlulssmalne

Table 2 Schools of Thought in Western Vocal Performance in Thailand, 1932-1988

Source: by author

Western Vocal Schools of Thought in Thailand (1932-1988)

Academic-

Classical School

Assoc. Prof. Puengchit
Sawamiphakdi,
Ajarn Wanee Laddaklom,
Ajarn Dusdi Banomyong-
Buntasnakul,

Ajarn Santi Lunphe

technique based
On rigorous

standards.

training, and vocal
exercises, with an
emphasis on classical
repertoire and

Western technique.

Schools of Key Representatives Principle Teaching Methods | The Core Body of Knowledge
Thought of the School of Thought
1. The Music Phra Chenduriyang Music theory Emphasis on music | The establishment of a theory-
Theory-Based precedes theory knowledge | based foundation for musical
School practice. and Sight-singing. knowledge in Thailand.
2. The Institutional |Khru Weenaphatra Meesuk,| Classical vocal | Singing scales, vocal | The systematic pedagogy

of correct Western vocal
technique within academic

and formal education.

3. The Performance-

Oriented School

Khru Uea

Sunthonsanan

Practical vocal
performance, music
as a profession,
and an emphasis
on performance

effectiveness.

Training through
rehearsal and
performance, Training
in explosive vocal
projection, Singing with
an emphasis on rousing,

nationalist sones.

Vocal techniques and training
methods for Phleng Thai Sakon
and Luk Krung repertoire.
The transmission of Western
musical culture to the Thai

public and society.

40 Antonio Gramscdi, Selections from the Prison Notebooks, ed. and trans. Quintin Hoare and Geoffrey Nowell Smith (New York: International

Publishers, 1971).

4 Masafumi Ogawa, “The Development of Music Education in Japan,” The Quarterly Journal of Music Teaching and Learning 2, no. 3 (1991):

54-59.
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Western Vocal Schools of Thought in Thailand (1932-1988)
Schools of Key Representatives Principle Teaching Methods | The Core Body of Knowledge
Thought of the School of Thought
4. The Nationalistic- |~ Ajamn Santi Lunphe, Classical vocal Bel canto Integrating classical vocal
Classical School | Ajam Dusdi Banomyong- technique in technique, voice techniques with Phleng
Buntasnakul, Western and placement, and Thai Sakon repertoire, and
Khru Napha patriotic throat opening. creating an iconic vocal
Wangnaitham repertoire. style for patriotic songs.

Table 2 uanmamsdaAszisULUUNsEEMonnsTuTeauung Susniineguidu “dinAnduies”
I 4 dnin Ineandenangudassdnegandmanisen NsruIuNHNNIIAMIBsuUNIaeU Lagaiunsauven
seneeguarAvd msdanquasnanilidumsdalssnnidmguiarmii mnuadusaannsieseiguiuy
mseneveniiusnsatuegelussuu nanslneidenndesiusnfniEes pedagosical lineage WAz master-
apprentice model U84 Stefan Gies* tag Kimberly Beasley® %ﬂﬁﬁﬁlﬁudﬂmmLmﬂﬁhmqLmeamiaaumum‘%
flMRnaN “wnfsuusssy” nnusinnanemsiuresesdamuy nsvuunsEin wesiiuvvesiuiinaious
sl sailiifuegednauismnuuansssriisanenenssdenudsinuiaun (text-based transmission)
seementuanty uarmsaemesumsURTRe dnwussondn dadunalndWaiivhlsuuuumsdudes
wung FuanluUssmelnediannnsivenvansuasliidudunss

Va v a Y

NIRRT NNNNTITE (Tl deiauanusiensrsgen iU URwasliaivins Al
1) YaeuauuziURnsouwnfin “dnindnduses” 11t 4 dnin snsmhlussenaldlunmsiannvdnans
nseeudusessEle lneysanmsyaulweiazdtinAniioas s euniauainsaseusu
2) Tawauenuzdmsumadeluswen mstinsueeveuwsmyiTeludse padelagdu (e, 2532-U9q0w)
A aw ! a =2 a wa r-ﬂl % =2 o a
\eldesesanludanussAnuUUR (Performance pedagogy) HiaiawWIMMIMSHRULAZLUUR NYiRTTANI5a

unlatgmanuimelunistuieanasnwninenswmeiiang iuan

92 Stefan Gies, “The Birth of the Oslo Conservatoire out of the Spirit of the Master-Apprentice Model,” in Higher Music Education: Historical
Perspectives, ed. @ivind Varkgy, Ellen M. Stabell, and Bjgrnar Utne-Reitan (Oslo: Cappelen Damm academic, 2023), 15-37.
% Kimberly Beasley, “An Exploration of Pedagogical Ancestry,” CS Music, June 1, 2014, https:/Avww.csmusic.net/content/an-exploration-of-

pedagogical-ancestry/.
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