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Conference Information

Academic work and research are at the heart of the development of knowledge in
order to become a center of arts, culture and important missions at higher education
institutions. Teachers have the opportunity to create research results along with teaching and
learning, which is an important indicator of the quality of the faculty's staff. This will build
confidence in education management allowing arts and culture of Thailand to be a center in
ASEAN and in the world community.

Roi-Et College of Dramatic Arts and the Bunditpatanasilpa Institute are jointly holding
the 3rd Bunditpatanasilpa Academic Article National Conference, the 2nd International
Conference on Research and the 23rd Asia-Pacific Society for Ethnomusicology Annual
Conference 2019 (APSE): "Music, Performing-Arts and Culture through Sustainable Success for
Humanity" between 13 - 14 June 2019, held at the Petcharat Garden Hotel, Muang District, Roi-
Et Province, Thailand. The purpose of these conferences is to provide open platforms for
educators and researchers to exchange and disseminate knowledge, ideas and learned
experiences to support academic and research networking.

Roi-Et College of Dramatic Arts and the Bunditpatanasilpa Institute recognize several
aspects of national and international academic conferences; benefiting the prestige of Thai
education in the fields of arts and culture, contributing to the innovation and uniqueness of
dance, music, visual arts, fine arts and culture for sustainable success for all mankind and in

developing our potential strength of being accepted by other educational institutions.

SO

L4
(Mr. Suparakorn Panichakij)

Director of Roi-Et College of Dramatic Arts,

Bunditpatanasilpa institute, Thailand
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A Brief of the Conference
by Mrs. Nipha Sophasamrit
President of Bunditpatanasilpa Institute, Ministry of Culture, Thailand
The 3" Bunditpatanasilpa Academic Article National Conference,
The 2" International Conference on Research and
The 23™ Asia - Pacific Society for Ethnomusicology Annual Conference 2019 (APSE)
“Music, Performing Arts and Culture through Sustainable Success for Humanity”
June 13", 2019
Petcharat Garden Hotel, Roi-Et, Thailand

Good Morning,

Mr. Wanchai Kongkasem, Governor of Roi-et Province, Assistant Professor Dr. Jarernchai
Chonpairot, President of Asia-Pacific Society for Ethnomusicology, Keynote Speakers, University
Faculty and Distinguished Guests,

On behalf of Bunditpatanasilpa Institute and the organizing committee for the 3™
Bunditpatanasilpa Academic Article National Conference, the 2" International Conference on
Research, and the 23 Asia-Pacific Society for Ethnomusicology Annual Conference 2019
(APSE), | would like to express my gratitude to the Governor of Roi-et Province who is honorably
presiding over the opening ceremony for our conferences today.

In organizing these conferences, the Bunditpatanasilpa Institute under the Thai Ministry
of Culture has received cooperation from 16 national research organizations and various
institutions of higher education.

The purpose of these conferences is to encourage researchers, teachers and students
to disseminate their research in the fields of arts and culture as well as create a network of
interscholastic cooperation within APSE.
| want to acknowledge our three keynote speakers:

Professor Dr. Terry E. Miller from the United States

Professor Dr. Sam-Ang Sam from Cambodia,

and Emeritus Prof.Dr. Poonpit Amatyakul from Thailand.
Thank you for being part of our conference.

Also, a big thank you to professors, researchers and colleagues at our conference.

I would now like to invite our honorary President of these events, to give his opening remarks.

Please, Mr. President, welcome.
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Opening Address

by Mr. Wanchai Kongkasem

Governor of Roi-Et Province

The 3™ Bunditpatanasilpa Academic Article National Conference,
The 2" International Conference on Research and
The 23™ Asia - Pacific Society for Ethnomusicology Annual Conference 2019 (APSE)
“Music, Performing Arts and Culture through Sustainable Success for Humanity”
June 13", 2019
Petcharat Garden Hotel, Roi-Et, Thailand

Mrs. Nipha Sophasamrit, President of Bunditpatanasilpa Institute, Ministry of Culture,
Thailand, Assistant Professor Dr. Jarernchai Chonpairot, President of Asia-Pacific Society for
Ethnomusicology, Keynote Speakers, University Faculty and Distinguished Guests,

Good Morning to all of you... our guests from the ASEAN region and around the world
as well as all the fine people of Thailand who have worked hard to organize these conference.
| hope our overseas guests have not found our climate to be too warm for your comfort!

It is my honor to be here this morning to welcome you all to: The 3™ Bunditpatanasilpa
Academic Article National Conference & The 2" International Conference on Research and
The 23" Asia- Pacific Society for Ethnomusicology Annual Conference 2019 (APSE), under the
theme: ‘Music, Performing Arts and Culture through Sustainable Success for Humanity’. Thank
you to Dr. Sathaporn Mongkholsrisawad for making your hotel available as the venue for these
conferences.

I hope the conference provides a climate of academic exchange and knowledge among
those of you working in the areas of Music, Arts and Education and that the conference serves
to further international friendships.

Roi-et is an historical and cultural city. Nationally, this province is known by several of
its attractions and indigenous products that | hope all of you may have the occasion to witness:
Eleven Historical City Gates, the tallest Buddha Image in the Northeast, Sa-Kate Silk, Boon
Phawed Festival, Chaimongkhol Pagoda, Phalanchai Lake, Thung Kula Field and our World-
famous Jasmine Rice.

| welcome all of you distinguished guests to our province of Roi-et. Thank you to the
Organizing Committee of Bunditpatanasilpa Institute and of Roi-et College of Dramatic Arts.

Now..I announce these conferences... Officially Open. My best wishes to all.
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Asst.Prof.Dr. Jarernchai Chonpairot
Mahasarakham University

President of Asia-Pacific Society for Ethnomusicology

Office: College of Music, Mahasarakham University, Mahasarakham, Thailand.

Present Position: Assistant professor at College of Music, Mahasarakham University,
Mahasarakham, Thailand.

Education & Work:

1965 B.Ed. Secondary (Chemistry) the College of Education, Prasarnmit
1976 M.A. in Asian Studies (University of Michigan)

1990 Ph.D. in Musicology-Ethnomusicology (Kent State University)
1965 — 1967  Trirat Suksa School, Thanon Chan, Bangkok, Thailand.

1968 Roi-Et Wittayalai School

1969 — 1973  Mahasarakham Teacher College
1974 — 2003  Mahasarakham University
Present College of Music, Mahasarakham University, President of Asia-Pacific

Society for Ethnomusicology
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Ad

Prof.Dr. Terry E. Miller
Kent State University

Present Position: Professor Emeritus (retired), continues to direct dissertations

Education & Work:

1. Institutions, Degrees, Dates of Attendance

Indiana University, Bloomington, Indiana, 1971-77, Ph.D. (Musicology)
Dissertation: "Kaen Playing and Mawlum Singing in Northeast Thailand"
Indiana University, 1967-71, M.M. (Musicology)

Thesis: "Alexander Auld and American Shape-Note Music"

College of Wooster, Wooster, Ohio, 1963-67, B.M. (Music: Organ)

2. Academic Career

At Kent State University

- 1975 Temporary Instructor

- 1976 Instructor in Musicology and Ethnomusicology and Harpsichord

- 1978 Assistant Professor of Musicology, Ethnomusicology and Harpsichord

- 1983 Associate Professor of Ethnomusicology and Musicology

- 1989 Professor of Ethnomusicology and Musicology

- 1981 - 2005 Co-Director, Center for the Study of World Musics

- 2005 - present Professor Emeritus (retired), continues to direct dissertations

- 1990 - Present College Music Society Member of Ethnomusicology Advisory
Board (1992-1995; Board Member for Ethnomusicology, 1999 to 2002)



The 2™ International Conference on Research and
X The 23 Asia-Pacific Society for Ethnomusicology Annual Conference 2019 ’{3%}_
“Music, Performing Arts and Culture through Sustainable Success for Humanity” \ﬁ:
13% — 14" June 2019 Petcharat Garden Hotel, Roi-Et, Thailand -

Prof.Dr Sam-Ang Sam

University of Cambodia

Office: Pannasastra University of Cambodia (PUC)

Present Position: Director of Pannasastra University of Cambodia

Education & Work:

October 2005-July 2008 Principal in Administration and overall operation of the school
at Pannasastra International School

September — December 2009 Visiting Professor Research, multi-media editing at in National
Museum of Ethnology, Osaka, JAPAN

October 2009 - Present Advisor (Rank: Secretary of State (Vice Minister)) at Ministry of
Culture and Fine Arts

January 2004 - 2016 Dean at Pannasastra University of Cambodia

August 2015 - July 2016 Research, multi-media editing, book-writing in Visiting
Overseas Professor at National Museum of Ethnology,
Osaka, JAPAN

2013 - Present Commissioner at Republic of Korea’s Presidential Committee
for Hub City of Asian Culture

2011 - Present Co-chairman & Conductor at Asia Traditional Orchestra (ATO)

October 2016 - Present Chancellor at Pannasastra University of Cambodia
Responsibilities: General oversight and operation of the

University (Academic, Financial, & Administration)
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Emeritus Prof.Dr. Poonpit Amatyakul
Ratchasuda College

Office: Ratchasuda Foundation, Ratchasuda College, Mahidol University, Thailand.

Present Position: College Advisor.

Education & Work:

1962

1964 — 1965

1968

1988 - 1992

1989

1991

1993 - 1997

1997
2004 - 2008

Diploma Doctor of Medicine, M.D.

Post Grad. Certificate in Otolarynology, Graduate School of Medicine,
University of Pennsylvania, U.S.A.

Master Degree in Audiology & Speech Pathology Temple University,
Philadelphia, U.S.A

Director: Institute of Language and Culture for Rural Development,
Mahidol University, Thailand.

Established Master Degree Program in Ethnomusicology Mahidol
University Salaya Campus.

Organizing Committee : Post Secondary Education Program for Persons
with Disabilities Ratchasuda College, Mahidol University, Thailand.
Director: Ratchasuda College (Program for Persons with Disabilities),
Mahidol University, Thailand.

Professor in Musicology.

Ph. Program Lecturer and Advisor, Mahidol University.
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Conference Program
The 3™ Bunditpatanasilpa Academic Article National Conference &
The 2™ International Conference on Research and
The 23™ Asia-Pacific Society for Ethnomusicology Annual Conference 2019 (APSE)
“Music, Performing Arts and Culture through Sustainable Success for Humanity”
12t — 14™ June 2019 at Petcharat Garden Hotel, Roi-et, Thailand
Wednesday, June 12", 2019

Time Activities

08:00-16:00 Registration at Petcharat Garden Hotel, Roi-et, Thailand

18:00 Dinner and Thai Cultural Performances at Nampet coffee Shop
Thursday, June 13™, 2019

Time Activities
08:00-08:30 Registration and receive proceeding and conference schedule at Pradub Pha
08:30-08.50 VDO Presentation and Live performance on Thai culture
08:50-09:40 Opening the conference & Keynote speeches

- Reporting address by Mrs.Nipha Sophasamrit (President of BPI)

- Opening address by Mr. Wanchai Kongkasem (Governor of Roi-et Province)

09:40-10:00 Deliver the trophie to our sponsors and co-hosts. Group photos.

10:00-10:30 Keynote Address by representative of the Asia-Pacific Society for Ethnomusicology
by Asst.Prof.Dr. Jaremchai Chonpairot

10:30-11:00 Keynote Address by Prof.Dr.Terry E. Miller from United State
11:00-11:30 Keynote Address by Prof.Dr. Sam-Ang Sam from Cambodia
11:30-12:00 Keynote Address by Emeritus Prof.Dr. Poonpit Amatyakul from Thailand
12:00-13:00 Lunch and Thai Cultural Performances, China Performances at Nampet coffee Shop
13:00-18:00 Oral Presentation at Petcharat Garden Hotel, Roi-et, Thailand
National level International level
Group 1 Music (Pradub Ngeun, Pradub Group 1 Music (Pradub Dao, Duean Phen,
Kaew) Duean Tem, Pradub Pet)

Group 2 Dramatic Arts (Pai Toon, Pay Tai) Group 2 Education & Culture (Pradub

Group 3 Fine Arts (VIP 1) Thong)

Group 4 Innovation Education (VIP 2) Group 3 Performing Arts (Pradub Thong)
Group 5 Education (Meeting room 1, Group 5 Education (Meeting room 1,
Meeting room 2) Meeting room 2)

18:00-21:00 Welcoming Dinner and Thailand’s 4-Region performances
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Friday, June 14", 2019

Time Activities
08:30-09:00 Registration at Pradub Dao Petcharat Garden Hotel, Roi-et, Thailand
09:00-12:00 Summary of Oral Presentation
12:00-13:00 Lunch and Music and Thai Cultural Performances at Nampet coffee Shop
13:00-15:00 Cultural Tour : Visiting Roi-et province
15:00-18:00 Cultural Tour : At Roi-et College of Dramatic Arts
18:00-21:00 Dinner and music performances by APSE representatives at the auditorium,

Roi-et College of Dramatic Arts

Note: Coffee & Snack Breaks at 10:30 and 14:30-Schedule can be flexible and adjustable
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The musical techniques of vocal accompaniment for

Saw Sam Sai (three strings fiddle)

Chanachai Kawphachone*

Abstract

Saw Sam Sai (three strings fiddle) is a musical instrument that has the closest sound to
the human voice. It has a role in vocal accompaniment. Regarding this article, the author
wanted to study the musical techniques of vocal accompaniment for Saw Sam Sai by
synthesizing from the literature review in order to explain the history of the Saw Sam Sai,
sound features and principles of Saw Sam Sai fiddling with vocal accompaniment to point out
the method for applying the skill of Saw Sam Sai fiddle and vocal accompaniment. The study
was found that Saw Sam Sai is a musical instrument that has existed since the Sukhothai
period, as well as having a role in the royal ceremony and lull in the royal court. The
appearance of the fiddle skull that is a triangular button and the proportion structure of Saw
Sam Sai affects in nasal sounds which can pronounce the vowel clearly like the human singing
sound. Therefore, the main function of Saw Sam Sai is to fiddle with vocal accompaniment.
The player must find different tactics for fiddle to be as close to the human sing as possible
by observing different methods in the utterance. Strategies that are often applied to the vocal
accompaniment including Ake Finger, Naksadoong Finger, Pra Finger, and Prom Finger.

In addition, other strategies are also used in order to communicate as much as possible
with the singing. The person who started the study and the development of Saw Sam Sai fiddle

with vocal accompaniment should study its method and caution to be perfectly melodious.

Keywords: Saw Sam Sai (three strings fiddling), Vocal accompaniment

* The College of Dramatic Arts
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Introduction

Thai music is part of the culture in Thai society that is bound to the lifestyle of the
human. For example, human use music to perform rituals according to the faith, performances,
lullabies, etc. Therefore, Thai music has been played a role in being a fanfare for various rituals
both auspicious ceremony and misfortunate events. Furthermore, it is an identity that
represents the transfer of wisdom and culture from the past to the present.

Saw Sam Sai is a Thai musical instrument of the aristocracy as well as the King, because
it has a role as the royal instrument of the past kings. As it can be seen from the playing in
Wong Kab Mai which is a band used in the royal ceremony since ancient times, for example,
Lullaby for the white tiered umbrella of kingship in the Coronation Royal Ceremony, lullaby
for king’s elephant in the royal ceremony of enrollment, lullaby for the royal ceremony of
One month anniversary and get into cradle of royal child and lullaby for royal ceremony of
king’s palace, etc. The role of Saw Sam Sai in the royal ceremonies is important to the great
fanfare and lulling with a soft and calm sound focusing on meditation and inducing the mind
to catch on the playing of musical instrument, for example, lullaby for the royal child in the
royal ceremony of One month anniversary and get into cradle and lullaby for king’s elephant
in the royal ceremony of enrollment. Those royal ceremonies are the center for preaching,
refining the mind, including the behavior of people in society to be completely compatible,
as well as
giving importance to a royal ceremony for the king (Suksan Puangklad, 1995) However, the
important role of Saw Sam Sai is to fiddle together with singing thoroughly and play during the
script or it can be called “ vocal accompaniment for Saw Sam Sai” This is because it is a
musical instrument that has a similar sound to the human sound as most. Regarding the vocal
accompaniment for Saw Sam Sai, the player needs to have to understand and skill of Saw
Sam Sai fiddling along with the singing skill in order to be able to play in harmony with the
singer. In order to write this article, the author therefore synthesizes the knowledge from the
literature review related to Saw Sam Sai and vocal accompaniment for Saw Sam Sai, to be a
guideline for the study of the principles of vocal accompaniment for Saw Sam Sai, as well as

the strategies used to play.
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History of Saw Sam Sai

Saw is a Thai musical instrument in the type of fiddle instrument or string instrument
that caused the sound by using the fiddle bow to grate on with the string. Montree Tramote
(2002) mentioned that fiddle instrument is a musical instrument adapted from string
instrument as another step. Saw was originally been invented as a two strings, three strings,
then developed into four strings. The Thai two strings fiddle is assumed to have been used
since ancient times. However Saw Sam Sai (three string fiddle both found in Thai, Khmer, Mon,
Java and Indian with similar characteristics, which presumably originating from India.There are
currently 3 types of Thai fiddle consisting of Saw Sam Sai, Saw Ooh, and Saw Duang which
contains different physical
characteristics and tone color, caused by the use of different types of materials in production.
Saw Sam Sai is the oldest one of 3 types of fiddles. It is popular playing with vocal
accompaniment combine with four-stringed lute in Thai orchestra since Sukhothai period. It
can be seen from the text in one of the books in Tri-Poom Pra-Ruang, as said “...We heard the
sound of classical Thai orchestra including gong, drum, horn and conch shell. We listen to the
big drum, Ram dram, Small drum and small cymbals seems lonely. Someone play gamelan,
gong, wooden rhythm clappers and everything. Someone plays fiddles, string play cymbals
and dance.” (Chalermsak Pikulsri, 1987) While Panya Roongruang (1995) mentioned the history
of Saw Sam Sai by considering the origin of the art as followed. When considering the art of
Saw Sam Sai which is beautiful and delicacy is comparable to the art of creating a Buddha
image in the Sukhothai period which is beauty, delicacy and special neatness until being
recarded as an ideal of art. From the idea that the creation of technicians caused by faith,
belief and dedication in the heart of the invention, Panya Roongruang has assumed that “Is it
possible that contemporary technicians with different types of work will leave skill and
creativity in art in their work which reflects that it is a contemporary art. And if Saw Sam Sai
has existed since the Sukhothai period, it is not difficult to come in Ayutthaya, because of the
succession of cultural links. Ayutthaya used to occupy the northern districts for a while, until
Sukhothai was merged with Ayutthaya later.” The original Saw Sam Sai used in the original Thai
orchestra in Sukhothai period has the same size, even after the creator was made smaller one.
The whole body is about 1 meter in length, called "Saw Lueb”. It is assumed that for female
musicians to play easily. The original size of Saw Sam Sai is therefore called “Piang-or”

(Chalermsak Pikoolsri, 1987).



& The 2™ International Conference on Research and
ﬂ%{"{g‘;’s The 23™ Asia-Pacific Society for Ethnomusicology Annual Conference 2019 5
\\k “Music, Performing Arts and Culture through Sustainable Success for Humanity”
13t - 14" June 2019 Petcharat Garden Hotel, Roi-Et, Thailand

Although, Saw Sam Sai has existed since the Sukhothai period, but music scholars still
have the assumption that there should be a source of different cultural fiddles, such as Saw
Ree Bub of Indonesia or Trua Ka Mer of Cambodia, with similar shapes and characteristics, as
Panya Roongruang (2538) mentioned the views of scholars who have assumed the above two
groups. In summary, He assumed that Saw Sam Sai can be modeled or influenced by the
Indonesian Saw Ree Bab. He raised theissue of similarities in the shape of these two types of
fiddles. There is a resemblance to being an independent bow and set the fiddle on the floor
while playing as same. In addition, in order to make great sound, the face of fiddle would be
made of goat skin. He also said that the Indonesian and Malay Muslims are popular eating goat
meat. Therefore, they have knowledge that the goat skin is used to make the face of Saw Sam
Sai as best. However, there is no clear evidence when do Indonesian Saw Ree Bub go into
Thailand or ancient Siam in the past, like Cambodian Trua Ka Mer which is different in

proportion structure and decoration of musical instrument as the following example images.

Image 1: Sitting position for Saw Sam Sai fiddling
Reference: Chanachai Kawphachone (2018)

Image 2: Characteristics of Thai Saw Sam Sai (above)
Indonesian Saw Ree Bub (left) and Cambodian Trua Ka Mer (Right)

Reference: Wararat Seechomnim (2018), Isreeya (2015) and Kersalé(n.d.)
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Saw Sam Sai is considered a Thai musical instrument that is like a symbol of aristocracy
with the role of performing the royal ceremony, such as lullaby for the white tiered umbrella
of kingship in the Coronation Royal Ceremony, lullaby for king’s elephant in the royal
ceremony of enrollment, lullaby for the royal ceremony of One month anniversary and get
into cradle of royal child and lullaby for royal ceremony of king’s palace, including lulling the
royal family and nobleman in the royal court. The special characteristic of Saw Sam Sai is the
making of Saw coconut, a rare coconut with triangular button. As it can be seen that Saw Sam
Sai is the musical instrument that King Rama Il favored. Due to the fiddle skull made of coconut
shell with special feature with triangular button which is quite rare. Therefore, King Rama Il give
“Tampoomkoomham”, a permission for the owner of Saw coconut garden, who can bring the
Saw coconut shell to make fiddle skull without taxation in these days. At that time, the King
Rama Il has great expertise in fiddling. He has an own Saw called “Saw Sai Fa Fad”. In addition,
there are also exquisitely creative designs and decorative patterns at the bow and other
components by focusing on the lathe job elaborate which is popular with the nobility of the
royal court.

Regarding the characteristics of Saw Sam Sai, it consists of:

1) Sound box is the most important component that acts as a resonator, made of
coconut shell with embossed shell as 3 bulge out button like three rings placed in a triangle,
so it is a triangular. Then, cut the shells in crosswise to leave only 3 buttons used to make
fiddle skulls, combined with hardwood “branch of teakwood” by making a frame, face up with
a goat skin or calf skin covering the face of the fiddle skull for resonating the sound occurred
by the friction of the strings and horsetail. Therefore, the size of the fiddle varies depending

on the size of coconut shell.

E=Z%
Image 3: Characteristics of Sound box - Outside (left) and inside (right)

Reference: Wararat Seechomnim (2018)
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2) Bow is the part that is used as the core of the fiddle to stretch. It has a long stalk,
round turning with a hand side. It is made of hardwood or ivory inserted into the fiddle skull.
Saw’s bow is divided into 3 parts: “Upper Body” is the part above the chest. It is the position
of the knob. Sometimes making hollow to help the resonance. “Lower Body” is popular made
of metal, such as gold, silver, copper alloy, brass or pearl, making various patterns for beauty.
“Upper Neck” is the next part that lies between the middle and the fiddle skull. “Lower Neck”
is the part that descends from the fiddle skull. It has a drill holes to allow the cable to enter.
“Upper Foot” is the following part from the Lower Neck. It is a wood with plexiglass pattern
in descending layer. “Pin Foot. Usually made of pointed metal to be used for placing the
pecking floor during fiddling.

3) Peg is made of hardwood or ivory, as well as the bow. It is used for adjusting the
tension of the strings to get the desired sound level. Saw Sam Sai’s peg consists of 3 sets. 2
pegs is on the left side of the players. The lower one is for the high-pitched string and the
upper one is for the middle string. Another peg on the right is for the bass string.

4) Bridge is made of wood like bamboo, sharpen to the bow at enough size to support
the weight of all three strings for all three lines to pass through the lower part of the fiddle
and to cause vibrations resulting from fiddling between the string and the bow. The setting
place of bridge should stay away from the top of the fiddle skull about 3 — 4 centimeters.
However, the player can adjust the position as appropriate.

5) Tuning is made of metal, forming a small round cartridge, packing wax mixed with
lead inside to gain weight, use rosin to cover the face, decorate the top with large gems,
surrounded by small gems or niello ware or enamel. The tuning is about 3 cms in diameter,
and about 2.5 cms high. The tuning is very important for the sound of Saw Sam Sai, because
normally there are no holes in the fiddle skull like Saw Ooh, and Saw Duang. Therefore, when
fiddling of the bow-in and out of the 3 strings. The sound of the fiddle will be loud and echo
in the fiddle skull only. When sticking the tuning to the front, it is to open the way for the
sound to come outside as well. Therefore, the size of the tuning used with each fiddle must
be appropriate to the size and thickness of the leather which cause melodious sounds while
fiddling.

6) Bow is an important component that cause noise by friction with the fiddle. The
bows of Saw Sam Sai is separate which is different from other fiddles. It consists of Bow Stalk

and Pigtail String. Bow Stalk is made of hardwood like Saw’s bow, turn to bend. The base of
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the handle is curved, stretch about 200 - 250 ponytails. The tail that is used should be a fine
pony tail, so it can fiddle well.

7) String is made from silk and strand. It is the part that binds to the bow and creates
a sound. It consists of 3 strings including high-pitched string, middle string (2nd string) and bass
string (3rd string). Setting the tone of the high-pitched string is the sound of Sol. While the
middle and bass strings are made to 4 pairs with high-pitched string and middle string are D
and A sound in the following orders.

8) Pigtail stringis a spiral of silk like a string tied in a loop and bind into the hole
of lower body in order to hold the three knots

9) Nut is the silk that often used to wrap around the middle of the fiddle to bind the
three straps to attach to the middle of the fiddle in order to give the sound of the bare wire
level and with resonance. It also helps to adjust the volume slightly. (Chalermsak Pikoolsri,
1987 and Tanit Yoopo, 1980) The research shows the picture of the components of Saw Sam

Sai as follows.

Upper body
Peg
Nut
Peg
Lower body
Peg
Upper neck
Tuning pin
String «pin attached to the
hide surface of
Bridge ° a sound box-
Pigtail string 3 Sound box
Lower neck Bow (fiddle
Upper foot | Pin foot

Image 4: The components of Saw Sam Sai

Reference: Chanachai Kawphachone (2018)

Before the beginning of Saw Sam Sai fiddling, the player needs to practice the skill to
become proficient. Practicing Saw Sam Sai likes a medium of socialization, because of the

transfer of the three strings fiddling technique, in addition to convey the cultural wisdom of
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the society, also contribute to convey the concepts and values of Thai society as well. As
Suksan Puangklad (1995) said that the transmission of the three strings fiddle has a content
about playing, such as Saw catching, using the fiddle bow, placing a finger, fiddling in various
ways, techniques and tactics, etc. and another part is about creating the right characteristics
for people. Creating various characteristics is umanity refinement in the socialization process
and is a process of culture transmission. That is to aim for that person to have the skills and
abilities of the three strings fiddle along with the characteristics that are suitable for the society
at that time in rder to survive in society and get along well with other people in that society.
Such

characteristics are gratitude to benefactors, have a respect, aware of one's place or social

standing, and have a good manner, etc.
Voice feature of Saw Sam Sai

Saw Sam Sai is called “Thai Saw®. It is an invaluable fiddle of the Thai nation since
ancient times. It is a musical instrument that uses fiddle bow which has the closest sound to
the human voice. (Udom Arunrat, 1995) . It can pronounce vowels similar to human voices.
The similarity between the sound of Saw Sam Sai and the human voice is partly because of
the appearance of a triangular fiddle skull and the proportion structure of Saw Sam Sai resulting
in nasal sounds and can pronounce the vowel clearly as the human singing. Teerapun
Tammanukul, who is a famous technician of three strings fiddle and receive recognition in the
Thai music industry mentioned about vowels that appear in each type of the fiddle as follow.

“The sound of one string in the fiddle is same, but the vowel sound will be different
in each finger. Each sound of Saw Duang or Saw eu utters three vowels out of one sound. In
1 note will come out three vowels. Whichever sound is more clear, such as Aa, Ae, Eu mixed
in one sound. When we fiddle five tones of G, A, B, C, D like five people say. If it needs to
complete all 9 tones , as we play a song like 9 people talking together. However, Saw Sam Sai
don’t change. One sound will be a single vowel, then three sounds are three vowels. When
we fiddle
one string, it is a single sound throughout, but gradually sounded. If we fiddle two strings
together with four pairs, it will be another vowel sound. It is a sound mixed between two

strings.
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In Thai musical playing, we will use Saw Sam Sai to fiddle with the vocal
accompaniment. Fiddling by tracing the lyrics like human sing. Regarding to the nature of Saw
Sam Sai, because each string has a single vowel, therefore making Saw Sam Sai, the technician
will let the sound utter as a nasal sound. It is a nasonnement process by itself, and the sound
will come out automatically. On the other hand, if it is a round skull without a waist, the fiddle

can be loud, but the nasal sound will not utter”. (Teerapun Tammanukul, 2018)
Principles of Saw Sam Sai fiddling with vocal accompaniment

For the reason that Saw Sam Sai is a musical instrument that has a similar sound to the
human sound as most. The mood of the music played by Saw Sam Sai can create different
emotions for the listeners to go along well with. The music played by Saw Sam Sai contains
various emotions. As Udom Udomrat mentioned in (Pongsil Arunrat, 2016) that it is an
important process in creating emotional aesthetic by relying on the player’ skill of Saw Sam
Sai that have to go through a process called “Utterance or manner of playing”, the creativity
for the skills of playing the fiddle which contains 3 skills as follow.

1) Method Utterance means fiddling method. It must have the principle of action
through practice learning until being able to understand the song and leading to the correct
expression of music according to the meaning of the song, which is considered an important
basis for Saw Sam Sai fiddling. 2) Rhythm Utterance refers to the rhythm of playing a musical
instrument. Rhythm is an important part of the song. If the fiddler know how to play well but
can't play with the right rhythm, that song was completely lack of the feeling. 3) Melodious
Utterance means the melodiousness in the play. It is considered the most important step,
because if having the right playing skills and rhythm and need to play the fiddle with conveying
emotions and aesthetics, the player must pass the skills training and accumulated experience
to be a person with "excellent hand skill" who can melodiously play the song.

Regarding the principles of Saw Sam Sai fiddling with vocal accompaniment, not only
the player must has the skills and expert to fiddle Saw Sam Sai, but also have knowledge of
the Vibrato and vibrato technique of Saw Sam Sai, along with the vibrato of the lyrics. The
fiddler must observe the vocals method how to transmit the vibrato of the lyrics to be a fiddle
sound, where is the space and how to breathe. (Lerkiat Mahawinitchaimontree, 1995) In
addition, it also uses Saw Sam Sai fiddling techniques to apply in vocal accompaniment for

Saw Sam Sai to be as close as the way of singing.
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For that reason, the fiddler has to find the various strategies to make the sound of Saw
Sam Sai as close to the sound of singer as possible by observing the ways of vocalizing. The
principle of vocalization is the use of air from lungs. It can be seen that ancient times, there
was no amplifier. Therefore, the singer must find the way to vocalize as clear, deep and
resonant, etc. to let audiences can listen clearly. One of the most important aspects of singing
is the use of chest air, which is one of the reasons that Saw Sam Sai fiddler needs to find a
variety of strategies (Udom Arunrat, 1995). Technique for fiddling Saw Sam Sai is very unique
from other musical instruments and has a specific name, such as Choon Finger, Naksadoong
Finger, Ae Finger, Pra Finger, Prom Finger, Gong Finger, etc. The use of these techniques
encourages more melodious. In this case, the author will give examples of the technique that
are often used with vocal accompaniment for Saw Sam Sai, such as Ae Finger, Naksadoong
Finger, Pra-Prom Finger, etc.

“Ae Finger” refers to use a finger to draw a string or get up from the original sound
position which makes the sound lower than the original by half tone, and then enter into the
real sound of index finger position. Ae Finger is only used for the index finger of high-pitched
string, it cannot use another finger.

“Naksadoong Finger” is the finger that continues from Choon Finger. The sound of
Naksadoong Finger will cause shocking and frightening emotions to audiences. It is comparable
to the appearance of the King of Naga that was startled when seeing the King of Garuda.
Therefore, the use of Naksadoon Finger has a rule that the fiddler must always open the fiddle
to be blank voice at once.

“Pra-Prom Finger” is widespread among musicians. It is a technique of using fingers
sprinkling on the fiddle periodically. The sound flow will long or short depends on the rhythm
rate or fiddle bow. The using of Pra Finger and Pro Finger is very similar. It is the use of a finger
to tap on the fiddle to create a higher sound, alternating with the original sound. Prom feature
will be more sensitive than Pra feature, and used in relatively long sounds in order to increase
the melodiousness to the song.

Examples of fiddling Saw Sam Sai with vocal accompaniment

Poem Lyrics

ADNLEY ADAVYT

UNVLULVADIDDU ANLAITUDUULDY
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Singing Method

———— ---189 imeniee-fiee | beiedate | weda-dee | Baeads e | - - - AN - 88 - 188
A aa = = -
-—-- ---H88 | --- 099 |fussoedSuee ---- -3 -/an ---- UG - - -
a  a .4 > - o - .
-—-- UN--- | - 99 - &9 |Fededs-wiu | - - 90 BB | ---URDY | -- - 99U -
—--f | -d-uBd| ---- |e--azueu| ---- | ---luu | ---88a | fefe-iee
Fiddling Method
— — "5 .. — —— ~ - s N
--GAB DED--A | BDA-A |[BADABA-G| -AGE- GE | GE-DBDE ---G¥ ~A-A
-?C ===C --DC_ |BAGBAA - -G .- -PT:A
~—] —— —
.- - A Bew- -A-D -- AGE ---A\_F-/DG .-
S—— S —— P ——e—
-G-E -A-B -=AG ~A-A - - A BA-DA | AGE-G

From the example above of fiddling Saw Sam Sai for Nok Kamin Song Sam Chun song,
Phraya Phu Mee Sew has added a special system of Saw Sam Sai’s fingers by using Ae Long
Finger means using the middle finger and ring finger to move the volume to mimic the vocals.
( Pongsil Arunrat, 2016) However, the techniques of vocal accompaniment for Saw Sam Sai
must consider leaving a space to be consistent with the rhythm of the singing, imitating the
vocals with clear and accurate. Furthermore, another important thing is to convey the
emotions of the song, which requires skill, expert and the intelligence of the players as mainly.

However, for people who begin to study and develop the techniques of vocal
accompaniment for Saw Sam Sai should study these techniques and precautions for complete
melodic. Orpan Bangyeekhan (1995) summarizes eleven important principles of fiddling Saw
Sam Sai with vocal accompaniment as follow.

1) Let Saw Sam Sai fiddler holds take into account that singer is big, the musician is just
an assistance of singer. Continuing the singing method depends on singer’s method. The
musician should pay attention to the singer’s vocals and fiddle as likely as the singer. 2) Saw
Sam Sai player should use glance the singer's lips. 3) Saw Sam Sai player should give help
when the singer goes wrong.4) Saw Sam Sai player should do the technique of vocal
accompaniment until the singing sound is stopped, and then continue fiddling the music. 5)
Saw Sam Sai player should give voice to the singer. 6) Saw Sam Sai player should beware of
fiddling music with poem writing and carefully listen to the singer to make the sound like a

singer.7) Saw Sam Sai player should study the vocals of each singer in order to play like. 8) For
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singer who save vocals, Saw Sam Sai fiddler should pay more intention. 9) Saw Sam Sai player
should have knowledge in Thai literatures in order to use words that are more melodious,
such as Torn Sa Mor music. 10)Saw Sam Sai player should not play the song advancing the
singer, should be follow or play together with the singer.11) Saw Sam Sai player should make

character and diphthong as clear as singer.
Conclusion

Saw Sam Sai is a musical instrument that is related to Thai society, especially the role
of royal ceremonies and lull in the royal court. The pattern or characteristics of fiddle skull
resulting in nasal sounds that are similar to human sounds make the tone color similar to the
vocals as much. Saw Sam Sai therefore plays an important role of fiddling with vocal
accompaniment since ancient times with the objective to harmonize with the vocals, helps
not cause distortion by singer.

Regarding the principles of Saw Sam Sai fiddling with vocal accompaniment, the
important thing is that the fiddler must have the skills and expertise in fiddling as excellent,
as well as good intelligence and good listening skills in order to apply the skills and tactics
used to play the song with vocal accompaniment harmoniously. In addition, it needs to
consider for the space, breath and pronunciation of the petition or diphthongs, including

correctly conveying the emotions of the song so that the audiences are in aesthetics.
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The Creative Style of So Duang Solo Composed Form in Thamkwang Thao song.

Suwannee Choosen*

Abstract

This article intended to create the So Duang Solo composed form in Thamkwang Thao
song and made it last long in the professional of Thai Music. This qualitative research was set
out by contemplated data from various sources together with the interview with the great So
Duang performers and the experts in Traditional Thai Musical performance. Data were analyzed
and summed up to be the principle knowledge which has gone through the evaluation of the
eminent people in Thai Musical performance. This principle knowledge could be used in
creation of the composition.

Researcher has created the breakthrough in So Duang Solo which has never been
performed before. Atra (musical metre) for the whole Thao is Chan-Diao which consisted of
Khayi and Phan; the So Duang Solo playing for the whole song. The Nathap Propkai and
Yongled playing were used. The song starts from Atra Chan-Diao, Song-Chan, and Sam-Chan
respectively. Atra Chan-Diao are Khayi and Phan. Atra Song-Chan are Ot and Phan. Atra Sam-
Chan are Ot and Phan. The techniques of Phrompued, Phrompid, Phromjak, Phrompued-pid,
Phrompid-pued, Pra, Kluengniow, Sa-uek, Sa-do, Sa-but, Uern, Change the sound range and
Khayi are used. This creative style of So Duang Solo composed form in Thamkwang Thao song

can be pronounced as a new horizon for the So Duang solo.

Keywords: Solo, So Duang, Thamkwang, compose, Creative.

* Faculty of Music and Drama, Bunditpatanasilpa Institute.
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Introduction

The Royal Guidance of His Majesty the King Bhumibol Adulyadej in the Sungkitmongkol
fair at Suan Amphon Stagedance Building on July 31st, 1969.

Music is for entertainment. It pleases your mind. Music is a sound. The elements of
sound make its melodious. As a performer, we are associated in performing arts. In performing,
we are the important part. Music expresses the passion of the community, the Thai community.
People of Thailand express or realize their passion
through music. That makes the performers are the most importance part.

To create the masterpiece of Thai music, the composer needs theoretical knowledge,
practical knowledge, imagination, experiences and creative procedures. The outcome may be
in form of the composition or performing that may be performed in various ways such as Thai
Classical Instruments band; Khrueangsai, Piphat, or Mahori. The song may be Phleng-Thayoi,
PhlengThangphuen, or Phleng-Diaoc. Thang-Diao or Solo is the composition that full of
aesthetics. It may be treated as one of the great leap forward in Traditional Thai Music.
Performers can manifest their talents by using the most advanced techniques to reveal the
aesthetics to the audiences. Nowadays, most Atra of the So Duang solo songs are Sam-Chan
and Song-Chan. Quite a few Atra Thao are found. From the
preliminary research, the song Phayasok Thao by Khru Vorayot Suksaichon, was descried as the
only one So Duang solo song. It was surprisingly tuneful and exposed the substantial talent of
the performer.

The song Thamkwang had only one movement. When it was pursued solo in Atra Thao,
it was concise and accentuated the expertise of the performer. Performers needs to use their
skill in term of rhythm, embellishments, playing technique, together with their performing
talents to transmit the aesthetics of the
song to the audiences. The researcher had a chance to perform the Thamkwang Solo Song-
Chan which was composed by Khru Vorayot Suksaichon, the noticeable So Duang performer
who had extensive experiences in solo composition. Even though this solo was not in Atra
Song-Chan, it was melodious and miraculously showed the competences of the performer.

Consequently, researcher was inspired to create the breakthrough in composition of
the Thamkwang Thao. Since So Duang is a complicated instrument and its principle knowledge

has not been well organized, researcher has been trying to create the composition
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breakthrough in solo performance and to bring the benefit to the Traditional Thai Music’s

learners which can be utilized in their professions for good.
Purpose of study

To create the breakthrough in creative style of So Duang solo composed form in

Thamkwang Thao song.
Research Methodology

This creative research was engaged in the qualitative and description research as
follows:

1. Procedures of collecting data.

- Bangkok Bank Musical Art Center.

- Central library of Chulalongkorn University.

- Internet Database.

- Magnetic sound-recording tape.

- National Library.

- Office of Art and Cultural, Chulalongkorn University.

- Princess Maha Chakri Sirindhorn  Anthropology Centre Library (public
organization).

- Research division, Office of Performing arts, Department of Fine Arts.

- The central library of Srinakharinwirot University.

- The library of Bunditpatanasilpa Institute.

- The library of College of Music, Mahidol University.

- The library of Faculty of Education, Chulalongkorn University.

- The library of Faculty of Fine and Applied Arts, Chulalongkorn University.
2. Research Instruments.

- Computer.

- Mobile Phone.

- File conversion instrument, convert magnetic sound-recording tape to Digital
File.

- Khong Wong Yai for playing and verifying the main melody.

- So Duang for solo composition.
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3. Interview with the experts in performing Saw Duans.

- Amnat Boonanon, Dr., Uttaradit Rajabhat University.

- Kovit Kantasiri, associate professor, Dr., chair professor.

- Lerkiat Mahavinijchaimontri, Office of Performing arts, Department of Fine Arts.

- Tharanat Hinon, Assistant Professor, Faculty of Fine and Applied Arts, Khon
Kaen University.

- Vorayot Suksaichon, Takasala Music Academy.

- Wanchai Uejitmet, Assistant Professor, The Faculty of Humanities and Social
Sciences, Nakhon Si

Thammarat Rajabhat University.

- Werasak Glunraed, Ang Thong College of Dramatic Arts, Bunditpatanasilpa
Institute.
4. Interview with the specialists in musical performance and composition.

- Boonchuay Saenganan, Office of Performing arts, Department of Fine Arts.

- Boonchuay Sowat, Bunditpatanasilpa Institute.

- Chaiya Thangmeesi, Office of Performing arts, Department of Fine Arts.

- Jatuporn Seemuang, Assistant Professor, Dr., , Faculty of Fine and Applied Arts,
Khon Kaen

University.

- Pakorn Rodchangphuean, Distinquished Scholar, Chulalongkorn University.

- Peep Konglaithong, Office of Performing arts, Department of Fine Arts.

- Pichit Chaisaree, associate professor, Retired Government officer.

- Sakchai Laddaon, Bunditpatanasilpa Institute.

- Sittisak Chanyawut, Assistant Professor, Bansomdejchaopraya Rajabhat
University.

- Thiraphon Noinit, The College of Dramatic Arts, Bunditpatanasilpa Institute.

- Uthai Panprayoon, Office of Performing arts, Department of Fine Arts.

- Yootthana Chuppunnarat, associate professor Dr., Chulalongkorn University.
5. Categorization.
6. Verify the main melody of the Thamkwang Thao by the specialist in Khong wong yai.

- Lamyong Sowat, Thai Music specialist, College of Dramatic Arts.
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7. Analyze the main melody of the Thamkwang Thao from documentary data, internet
database, magnetic sound-recording tape and interview.

8. Analyze the musical form of Thang-Diao, atra Thao.

9. Synthesize the musical form of Thang-Diao, atra Thao.

10. Analyze the musical form of So Duang Solo.

11. Synthesize the musical form of So Duang Solo.

12. Bring out the creative style of So Duang Solo composed Form in the Thamkwang
Thao song.

13. Defend with the specialists.

14. Summarize, debate and recommend.

15. Documentation and reveal to the public.
Result

The Creative Style of So Duang Solo Composed Form in Thamkwang Thao song
1) The main melody of Thamkwang Thao.
By searching on the documentary data from the Memorial Book of the Royal

Cremation Ceremony
of Khru Boonyong Ketkong, the Most Noble Order of the Crown of Thailand, national artist in
performing arts (Thai Music), at Wat Bumpennue’s crematorium, Min Buri District, Bangkok, on
September 7th, 1996, the main melody of the Thamkwang Thao should be Thang Piphat. From
the magnetic sound-recording tape with the courtesy of Khru Uthai Panprayoon, the specialist
in Thai Music, Office of Performing arts, Department of Fine Arts, showed the Thamkwang Thao
was played the first time on Piphat Maikhaeng by the performers of the Office of Performing
Arts, the Bureau of Culture, Sports and Tourism (BKK). Furthermore, both Khru Phum
Bapuyawat and Khru Boonyong
Ketkong, the composers, were the great masters in Piphat. Therefore, its tune should be in the
pitch of Piphat,, i.e. the “Do” should be the 7th ball of Khong wong yai, start counting from
Lukthuan. As this song altered to So Duang solo, the 7™ ball will be equal to the “Re” in the
pitch of string instrument. Researcher defined it as “reduce pitch, increase note”. The pitch
“Thang Nai” was 1 level higher than Thang Phiang o Lang. When we lowered the pitch to

“Thang Phiang o Lang”, the note will be raised to “Re”.
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Researcher used the word “Thiao Raek” instead of “Thon Raek” and “Thiao Plian”
instead of “Thon 2”. Because this song was specified as a single movement song, but the note
was called W @u. Therefore, researcher considered it as Thiao not Thon. The Thon 2 should
mean Thiao Plian.

The main melody was changed to Thang Khong wong yai by the courtesy of Khru
Lamyong Sowat, the specialist in Khong wong vyai, the college of Dramatic Arts,
Bunditpatanasilpa Institute. Some part of the melody in Thang Khong wong yai has been
deviated from the written main melody on the book. The main melody and the melody in
Thang Khong wong yai were re-recorded without losing the original outline.

From the verification of melody, we found that the main melody did not conform to
the tradition of Thai Music. Some modification of melody was made, but the Luktok was still
treated strictly. Sam-Chan on Thiao Raek of the 6th khrueng nathap

Original melody
| -a-% | v9-a | aa-n [ wn-d [C-d-a | wu-d) -vea | sand
—_—————

New melody e
| -a-9 | 99-a | aa-n [ wn-d [Cv-a [ aW-a) -viva | sand |

Song-Chan on Thiao Raek of the 2**khrueng nathap

Original melody

| -sfalst [Cw-a)| dd- [ $9-a8 | -con | -4.a0 | 4.0 | ool
New melody
| -afstst [(C8-d)] dd-9 [ 4308 | --co [ -5-00 | -9 | -af-af |

Song-Chan on Thiao Raek of the 5" khrueng nathap

Original melody

| --om | -ddd [ ---5 [ -ddd [Cidd | -n-d)| Ad-n [ wn-d |
New melody
[ -oow | -ddd | ---d [ -ddd [Ci-dt | -4-6D] dd-m | ww-d |

The above main melody was in the pitch of “Nai”. Researcher has modified them to

the pitch of “Phiang o Lang” which caused the increasing by 2 levels.
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Researcher started playing So Duang from the pitch of “Phiang 0”. By playing on the
pitch of “Phiang 0” and “Nai” without lowering the pitch as it should be, the sound on the
pitch of “Nai” was more tuneful than the “Phiang o”. In additional, it could be performed
without any obstacle. The So Duang Solo for the Thamkwang Thao Song-Chan, composed by
Khru Vorayot Suksaichon, was also played in the same pitch. And the play was surprisingly
tuneful.

2) So Duang Solo for the song Thamkwang Thao.

Chan-Diao
Thiao Khayi

e
| — AT | v S | WAVEET | FHANENES | derdvidvis

urnidiviarsan | ARAVIRELS | vamsantun |

| wsdddna | amsssawn | wessmam | vasssdwinl | swomsuss | otioidvin | dvimesin | saseseas |

| LT | EMALATER | WEIANASE | servlvLas | LVATUENRA | imlavdd | viusvhise | \'Iu'iﬁ'lﬂ;? |

I
A

Thiao Phan

| -iiﬂ*sm’;Pﬁfqa | wase | anns | ﬂﬂﬁ'ﬂr|‘"\ujﬂ1' hsan | asun |

.-'-'\_'4' = PR I- - a
| usu | arus | TR TR | L ETRR | ﬂ@i | Hivu LT | TRUST |
L N

4
.-"|
]
d
|

o : F d & —, i
| snsy | Wdsu |\hy‘°r'||ﬂ{ |\-ﬁ*ﬁ:?| E'IHHLJ/‘T\E@EI?.; |-"1%-1+'1| g?|
S
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Discussion

The creative style of So Duang Solo composed form in Thamkwang Thao song complied
with the Thai Musical Theory as well as the means of Montri Tramot. It was derived from the
main melody and strict to the last Luktok. It was intended to show the intelligence of the
composer and the competence of the soloist.

Researcher used the composition method which was complied with Associate professor
Pichit Chaisaree’s method, i.e. Bandanrangsarit, Sueksisanuruk, Khanopphaksobsamai and
Bukphraiboekthang. Bandanrangsarit The internal inspiration of the researcher came from the
impression from watching the favorite soloist. And the external inspiration was the self-demand
to create So Duang Solo composed form in the Thamkwang Thao sons.

Sueksisanuruk Researcher followed the Thai Musical Method in composition of So
Duang Solo. The Luktok of the main melody were complied with the regulation.

Khanopphaksobsamai This So Duang Solo composition was based on the researcher’s

time constrain and experiences. As the time goes by or the researcher gains more experiences,
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the composition may change. This Solo composition may cover-up the traditional melody, but
it still follows the Khanobsueksis.

Bukphraiboekthang This research was a creative work with the intention to create the

new So Duang Solo composed form in Thamkwang song in Atra Thao. It was appointed to play
as Yongled form (Chan-Diao, Song-Chan and Sam-Chan). The Solo in Atra Chan-Diao was Thiao
Khayi. And the Atra Song-Chan and Sam-Chan were Thiao Ot and Thiao Phan. This kind of
composition has never been composed before. Researcher has tried to compose the song that
disobeyed the tradition of Thai Music. This may challenge the old tradition like the explorer

who tries to find the way out of the jungle. But the outcome of the research was not
overconfidence. May the benefit of this research raise the merit to all teachers who have given
this beautiful national heritage to the younger generation, in order to broaden their minds and

proud of their nations.
Conclusions

The performing of the Propkai song by So Duang was played in Thiao Ot and Thiao
Phan. Researcher has created the breakthrough in performing So Duang in Atra Chan-Diao.
Thiao Khayi and Thiao Phan are performed for the whole Thao. It can be pronounced that the
Thamkwang Thao was the creative style of So Duang Solo composed form which has never
been seen before.

The Song Thamkwang Thao, performed by Saw Daung Solo, has Atra Thao, Nathap
Propkai, and performed as Yongled form. The song starts from AtraChan-Diao, Song-Chan and
Sam-Chan respectively. Atra Chan-Diao consists of Thiao Khayi and Thiao Phan. Atra Song-Chan
consists of Thiao Ot and Thiao Phan. And the Atra Sam-Chan consists of Thiao Ot and Thiao
Phan. The following performing techniques of Phrompued, Phrompid, Phromjak, Phrompued-
pid, Phrompid-pued, Pra, Kluengniow, Sa-uek, Sa-do, Sa-but, Uern, Change the sound range,and

Khayi are used.
Suggestion

From the research on So Duang composition, researcher found that it was possible to
apply the principle of Traditional Thai Music to this creative composition. The research on the

creative composition on the solo of other musical instruments may expose the deep
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knowledge in each instrument. Furthermore, the knowledge base of the Thai Musical’s master
will be accumulated and make it last forever.

The impression of music is individual. It depends on the intelligence and the experience
in aesthetics of the audience. This study may displease someone.Researcher considers this
song has already showed its aesthetics. Composer should focus on the progress in concept
and academic point of view in order to set courses for the new researchers.

Reference

The Royal Guidance of His Majesty the King Bhumibol Adulyadej (1969). Retrieved from
https://web.facebook.com/cusymphonyorchestra/photos/.
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A comparative study of classical vocal music in Thailand and India

Supunnee Leauboonsho*

Abstract

The Thesis A comparative study of classical vocal music in Thailand and India
aimed to study classical vocal music of Thai and Indian music. Case study in Thai classical
singing and Hindustani vocal music. To search for the appropriate styles of Thai music while as
Indian music has already got. It’s established style and forms. This study has purpose to
analyze the concepts and specification for practical work, To document forms, and to find
comparative guidelines to perform in vocal music. The comparative study has been undergone
in order to understand vocal music in both countries. The process of this study is based on
direct research with a number of Thai and Indian music instrument accompaniment for vocals
, music Element, the basic of vocal music. It draw in large part on the repertory of traditional
music. The investigations and research were specifically focused on vocal music. By the way,
this work,,contains,General, Background A comparative study of classical vocal music
Fundamental of classical vocal music. Classical vocal music in Thailand. Classical vocal music
in India. Comparative study of classical vocal music in Thailand and India
Conclusion/Suggestions and Recommendations. The Thesis deals with various aspects of Thai
and Indian vocal music, include Thai classical vocal music follow; Eurn (wordless vocalization).
Voice production, Vocal practice, song for vocal analyze in the name of song are; Starlit night,
Tao kin phak Bung and Tale from Saiyok. In the other hand the study concerned with Indian
classical vocal music follow; Nom - Tom (Non-sense words) .Song for vocal analyze in “Bisht
live”by Prof. Dr.Krishna Bisht., Dhrupad and Khayal .However, vocal in both countries are quite
different style in improvised ,technique, methodology and similarity various musical, vocal
cultures surrounding. The Thesis explores vocal technique, vocal performance, contexts
influence of vocal, improvisation and variation and teaching methods. The result infer of

explanation the transliteration in Thai and Indian classical vocal music.

Keywords: A comparative study, Classical vocal music

* Bunditpatanasilpa Institute

* Assoc. Prof.
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Introduction

Music is based on sound (the arrangement of sound). The sound is produced
from the instruments and human voice. Music and singing of different nations has different
techniques of playing. The arrangement of sound is a unique characteristic. The most
important points stressed in this study is the classical vocal music in Thailand (Pleng Thai) and
India (Hindustani music). The study focus mainly on fundamentals of classical vocal music in
Thailand and classical vocal music in India. With special introduction to basic and forms of
music both in Thailand and India. The research ended with conclusion, suggestions and
recommendation.

For study some information in Thailand and India, it is necessary to know about the
history in general including the background of Thailand and India.
THAILAND

Thai traditional music had been rendered under the patronage of the Royal
courts. Music was extensively used with theatre and dance and in ceremonies. The folk music
consisted mostly of simple song of simple, traditional melodic style where the text is more
important than the singing style which is chant-like. Thai language is tonal and therefore limits

the use of free melodies with texts.

The Thai country has four cultural regions: center, south north and northeast. Each is
distinguished from the other in dialect, diet, housing decorative motifs, literature and special
music. The root are same for the dialects. But people from one region tend to have trouble
understanding people from another region. This is especially true with regard to the text of
song. The language of Siamese is known commonly as Thai, in central Thailand. Thai language
has become the official language of the country. It is the language of the national media,
officialdom, and schools. As a result, regional dialect declined dramatically in the late
twentieth century despite government-sponsored efforts. To reinstate regional culture
government is working hard. Each region has a major research center and numerous students
and specialize faculty in local culture by the government. Now the forces of modernization
and media-induced unity between Thai, regional languages, and marginalize regional
distinctions.

In Thai classical vocal music, vocal is not less important than instrumental music. Vocal music

is always accompanied by instrumental either solo or ensemble, and alternatively or
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simultaneously. The most important part of singing is to sing the words and the melisma with
non-sense word like er, erng, etc.
INDIA

Classical Indian music developed in to a complex system as early as the second
century A.D. Temples served as places of learning and performing. Gods and goddesses

provided the theme.

When Muslim rulers introduced music in their courts, romantic and secular music began

to evolve with Persian and central Asian elements. This gave rise to two distinct styles of music;
HINDUSTANI MUSIC  in the north

KARNATAK MUSIC in the south

Both styles are based on the system of “Raga”. Which means “colour” or “mood”. A
raga is a melodic base with characteristic ascending and descending note. It conveys a mood
or an emotion. In fact, there is a raga for every occasion-even for every part of the day. The
individual performer interprets a melody to produce hours of improvised music. This is what
makes Indian music unique.

This study Indian classical vocal music is divided into: the elements of singing,
physiology, anatomical, respiratory, phonetic, classification. The musical system; Instrument,
ensemble, form and style, teaching methodology and the vocalist. In Indian vocal music, like
in Tarana, the non-sense words likes nom-tom are also prominently used for singing. Both Thai
and Indian have their own way and technique of singing.

The purpose of the study is to analyze the concepts and specification for practical work
in Thai classical vocal music, and in Indian classical vocal music. The comparative study has

been undergone in order to understand vocal music in both countries.

Objectives

1) To study classical vocal music of Thai and Indian music. Do the case study in Thai

Classical and Hindustani music.

2) To search for the appropriate styles of Thai music, and Indian music has already got
its established styles and forms.

Research Methodology
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Survey

Observation
Questionnaire

Practice and Performance

Comparison with Thai and Indian music

Research Expectation:

To collect documents of Thai classical vocal music forms and Indian classical vocal

music forms in Hindustani music.

To find comparative guidelines to perform Thai classical vocal music and Indian
classical vocal music, in Hindustani music.
The conceptual framework was illustrated in the figure.

“A Comparative study of Classical Vocal music in Thailand and India”

Emowledge in Thal Classical vocal and instrumental music
Enowladge in Indian Classical wocal and instrurnental music

¥

| Consulting with superdsor and experts In Thal and Indlan vocal musc |

$

I Collecting docurnents and Rewvew literature |

¥

I Studying of Thal and Indian singing, Including elements of both music I

Practical skills in Thal and indian singing
Thal Olassical wocal music; Indian Classical vocal music;
"Starlit night "Lavara
"Tao kin Phak Bung "Raga"Tales from Salyok
"Khaek tal mos "Khayal
*Dharupad
A comparative study of Classical voal music inThad and Indian muwsic

¥

Whitten the results of Thesis

¥

Thesls Presentation and finished process
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Results and Discussion

Indian vocal music and Thai vocal music has both commonness and differences. The
overview of Indian vocal music is as the following;
North of India music

1. Vocal and instrument music are play separately. Ancient of drama is practicall loof

2. word theme in classical music is not very important Tara in vowel is very compound

3. There are many ragas containing natural and augmented fourth

4. Different melodic pattern are classified in to Raha and Ragini

5. More, concerned with the free expression of the total vision of the raha, as received
through mediation, These is not much conscious attempt of proke in to the theoretical basic
traditional is carried through practice, Probably more receptive towards expansion and
innovation

6. Rhythmic structure is said to be simples

7. Music is develop mostly under the patronage of lcings

8. The different Gharana or Schools of music are very secretive

Thai classical vocal music

Thai classical vocal music is the music culture has it’s unique characteristics.The
transmission methods apply oral traditional vote memorization called “Mookapata” (3yuU132).
The music has been developed for both vocal and instrumented performances to maintain
sweet and delicate melodies. The singing of Thai classical songs apply the same basic melodies
as the instrumental one. The uniqueness can be seen in music ensemble.

The Thai classical songs, it is necessary to strictly follow the rule the last note of each
phrase is known as “look tog” (g neiNn) without any violation, but the singer can add up more
details such as “Eaen” (L’Syau) and embellisments of not to suit the mood of the song or the
word as required by the composer. The methods, together with melodious pronunciations and
inter pretation of the mood, need to be tediously practised over time before one can master
the singing techniques until they can create their own singing styles.

The vocable line which is done by singing the melody without words. “Eaen”is a sound
produced from the different of mouth organs. The typical sounds are Erg, Aye, Hu, Heur, and

SO on.
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The Thai classical Vocal music, Thai classical singing makes use of voice and Tempo
that has been beaten precisely and continuously. There are both melodies and song texts.
The singing has put and emphouris on the melodies rather than the text, whereas the
texts will follow the melodies. The song it self is composed of sentences and phrase which
are composed by the composers. The singing must be done accurately according to the
specified tempo. Any mistakes can not be allowed by all means, the singing consists of two
components, namely: (1) melodic vocable and (2) song texts, However, one more essential
component are the singer themselves, it is recommended that a qualified singer should have
the following
qualities (Kanjana Intarasunanon), 1997: 17 - 18) 1
1. Physical fitness
. Good quality of voice
. Good pronunciations

. Keen ears

2

3

q

5. Good rhythm
6. Knowledge of melodies

7. Ability to play some musical instrument

8. Ability to control themselves before public

9. Good posture while singing

10. Good personality and appearances

11. Ability to show feeling in various forms

12. Skills to adjust levels of voice to suit the songs.

The exponents of music may ever be literate, - - but execution is of very high standard

In this study there are two characteristics that identify the differences of Thai classical

vocal music styles and Indian classical vocal music style

1. The Comparison in General vocal music Analysis
1.1 Sitting Posture
The gesture of Thai and Indian classical music are quite similar in terms of sitting
while singing. But the way of sitting is difference. Thai singer normally sit squat on the floor in
the polite attitude, hands hold together and placed on the left knee, back straight, a little bit

smile with focused eyes. Some prohibitions for Thai singing such as do not beckon feet, do
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not shake head, and do not open your mouth too wide which considered as important for
Thai singer.

While Indian will sit by place one comfortable leg in front, another leg place on the
opposite side. According to their religion and believes, Indian singer will turn their head to face
to the east side, north side, and south side but west side is considered not to do.

Swami Rama states that...Sit in a comfortable, steady posture. You should face either
east, north or west but not toward the south. The reason for sitting facing in these directions
has to do with the natural polarity will feel the difference and will understand why sitting
toward the south is not recommended. In your sitting posture, your spine should be balance
and erect, so that you can breath freely and diaphragmatically. There are vast differences
between the practice of Indian music and Western vocal music. One apparently simple
divergence (that actually has very profound effects) is that Western music is always sung sitting
down. This difference in position is very important. In order to concentrate on the subtle
aspects of the voice. The physical position must be stable, relaxed, and balanced. Sitting
quietly in a relaxed, comfortable position is thought to be best for this type of concentration.

Another point that shows how Indian and Thai are different is that Indian can do more
of body language, for example rolling eyes, shaking face and especially hands movement which
helps to express their feeling and song’s mood along with the rhythm.

1.2 Comparison in Instruments for accompaniment with Vocal music

Thai classical vocal music usually accompanied with the instrument when the
singer finished each stanza, there will be followed by instrumental music, rotated until the
song ended. When the singer sings, the two instruments called “Ching” and “Glong” will be
playing along. The Ching’s beat will depends on the “Chan” of the song. The Glong also plays
by “Na tab” which depends on the song’s type. For the song’s melody, the instrument that
widely plays are called “Saw sam sai” (sometimes Khlui and Saw oou are also played),
depending on the type of ensemble. Generally, the instruments that used in the ensemble to
accompany singing are Ching, Khong, Glong, Pi, Khlui, Saw sam sai, Saw oou.

While in Indian singing, mostly singer accompanied with the instrument called
“Tanbura” for vocal tuning and accompanying with Raga.

The instruments for accompanied with vocal are Harmonium, Saragi, Tanpura, Tabla,
and Sitar.

1.3 Singing Occasion
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Nowadays, Thai classical usually perform in a special occasion such as in the
ceremony and formal event rather than for entertaining. Unfortunately, unlike popular music,
Thai people don’t pay much attention to Thai classical music as in the past. The reason is
probably Thai classical is more difficult for singing and understanding. It might take much skill
to practice singing and listening to appreciate the aesthetics in music. So that makes the
instrumental music and vocal music seems to be lost from this generation in Thailand. As we
can see from some ancient school that used to teach were fade away as well as some other
Thai Arts that face the same problem.

While in India, Classical singing is more popular than in Thai. Some Indian still
preserved their classical music as we can see from the demonstration and music education
spread all over from generation to generation. Not only in public school but also some other
private school or Guru’s house were teaching by Guru until now.

1.4 Learning system

Learning system in Thai and India are alike in terms of Trainer/Instructor will
teach this kind of teaching called” Kaan tor pleng” by follow the standard way of singing that
beginning song for example “ Tap Ton Pleng Ching” and after that will go on to the more
difficult sons.

The instructor has to be skillful and experts in singing therefore the student will
learn to perform well. The students will practice until they can teach other people also and
make sure they can sing, sit, pronounce, and act as their teacher. The major problem in
Thailand would be the lack of classical singing teacher, and lack of student who like to study.

For music education in India, there are many experts that praised from the
society. The students has to have some potential such as good voice, good personality, patient
and work hard to be qualify and to be well-trained like their teacher. Besides trained by their
teacher, students have to think of their own melody. For the music course in India, there is a
bachelor degree but not consistency. That is to say, there are not too many school before
university level that teach singing for their major class for example, The College of Theatrical
arts The majority of students that can sing are from the special class rather than public school.
It is found that mainly they learnt from music school teacher and their family background is
musician. The courses take singing as a very important class. There are many people graduates

in singing field including both public and private school.
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Figure 1 Vocal tanning

The Comparison Vocal Classical Music in Thailand and India

1. Differences

Differences

Thai Classical Vocal Music

Indian Classical Vocal Music

- Sound is produced mostly from the nasil
and the throat, but sometimes

from the stomach.

- Sound is produced mostly from the
throat, but sometimes from the nasil and

the stomach.

- The system of note is Pentatonic scale.
It is unique and has its own perculiarities
which is different from

Western and also Indian scale. The

Thai scale is built from five primary

”

notes, which is called “Five Notes Scale”.

-

- Indians have their own system of note
which is called “Swara”(SA RE GA MA PA
DHA NI) based on 22 Shrutis. The seven
consecutive notes with different pitch in an
Octave. Except these seven notes, five

more notes are used. Sometimes 2 forms

- In Thai music, always melody uses

five notes.

- In Indian music, melody notes vary from

5-7, depend on the raga, and scale.

- Based on sound

- Based on notes

Thai Classical Vocal Music

Indian Classical Vocal Music
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- The vocal classical music in Thai classical
vocal music, singer sings without the
tempo the help of instrument. Only
rhythm and instruments is used. In
esemble when vocal part are finished the

instrument follows.

- The vocal classical music in India, singer
sings with tanpura and four rhythm, tabla is
a must. When instruments accompany the
singer, it follows singer. Singing and playing
continue together simultaneously. In

between singing sometimes is given to

The singing is always a part of ensemble.
But some style of song, we can see solo
performace which called “Rong
Deiw”(means solo singing); for example,

Pleng Deiw Praya Sok sone.

- The singing is a vocalist, also considered
as a soloist. In Indian music, performance

can be solo in singing and instruments.

- Vocal melodies are not improvised, they
can still vary in performance with the
Thang (Style) of singer according to the
composer stylistic.Thai music rended on
melody variations.must concide with the

main melody ,with the ending tone and

- Vocal melodies are improvised based on

Raga and Tala. There is no limitation for the
improvisation.Indian music improvisation are
created by the artist on an instrument base

on raga and gat being played.

- Drone dose not play in an important

role as in India classical music. It is

- Drone is significantly employed by the

artists. It is very important in Indian

played in some situation and some

particular composition.

music. It helps to retain the main note of
the Raga to enhance the performance of
the instrumentalists as well as the

vocalists.

- Music instruments in Thai is classified
into 4 types:

Ditt - Plucked

Sii - Bowed

Tii - Struck

Pao - Blown

These types are classified by the way they

- Music instruments in India is also
classified into 4 types:

Ghana - Idiophone

Avanaddha -

Membranophone

Tata - Chordophone

Sushira - Aerophone

35
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- There are 3 kinds of ensemble;
Kriang Sai, Pi Phat, and Mahori. Each
ensemble consists of different

categories and number of

- There is no specific name or type of
ensemble in India like Thai music.
Number of instruments and type of

instruments are not fixed.

- Rhythm pattern in thai music is played by
the drum. They have mainly two types of
rhythmic cycle such as Natap Probkai,

- India rhythmic pattern is called tala. It has
starting and end point. Each rhythmic

pattern has different bol and number of

- The sitting posture of singer is called
Phap Peap(squat) on the floor in the polite

posture.

- The sitting posture will sit by place one
comfortable leg in front, another leg place

on the opposite side.

2. Similarities

Similarities in Thai and Indian Classical Vocal Music

- When Thai and Indian singers sing, they both do it by sitting down on the stage or floor.

There are similar two Performing Genras are solo and ensemble (Orchestra).

- Both Thai and Indian music, melody and rhythm are two main common elements which

constitute the compositions.

- There are 3 main speed in Indian music:
1. Slow-Vilamibit
2. Moderate-Madhya
3. Fast-Drut

In Thai music.There are also 3 main speed too:

1. Slow-3Chan
2. Moderate-2 Chan

3. Fast-1Chan (usaually used Chan Diew).

- Euan is a form in which sound has no meaning in Thai Classical Music. In Indian Classical

Music, Nom-tom form look alike.They both have a guru (teacher’s system). The learning

methodology is note-by-note or word-by-word style.

- Paying homage to Gods and teachers. Both Thai and India is believed that music was

originally created by Gods(Thai-Ganesha, India- Sarawati, Ganesha, Narada, Vishnu, and

Shiva). Also, their images are placed in the ceremony to pay homage to Gods and teachers
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- They have the music instruments accompanied with the vocal music. Both Thai and India
have their own indigenous instrument like Ching-Majira (Used for keeping the tempo) Keeping
the rythmic pattern by drums instrument like Thai instruments are:Klong Khaeck,Thone Ram
ma na,Song na, Ta phone and Klong tat,also Indian instrument are:Maridangam,Pakhavaj and

Tabla.

Some Thai music Instruments are similar to Indian instruments like:

Saw Sam Sai  Sarangi

- Pi Chanai - Shahanai

- Pi Chawa - Nagaswarum

- Ching - Manjira

- Klong Song Na - Pakhavaj

- Klui - Bansuri

- Chap - Jhanj or Jhallari

- Saw Sam Sai and Sarangi are the instruments which can immitate the sound of vocal
music. Saw Sam Sai is the instrument in the Mahori ensemble that always accompanies the
vocal part of songs. It is also immitates Vocal melody in the “La” type which is the last song

to be performed in a concert(Farewell song).

Figure 2 Music instrument training
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The Relation between Traditional Opera Music and the Development of Folk Music

Liu Yanchang*

Abstract

At present, with the continuous development of our society and the rapid increase of
national economic growth, people are paying more and more attention to the spiritual needs
as well as the growing material needs, and begin to pursue a variety of spiritual enjoyment. In
our country, as an important part of our music, opera is not only the branch of our national
culture, but also the inheritance of our national culture. In the process of the continuous
formation and development of Chinese opera music, a music system based on folk music and
dominated by opera music has gradually formed. By analyzing the development origin
between the two kinds of music, this paper explores the inheritance relationship between

opera music and folk music.

Keywords: Opera music; Folk music; Inheritance of music
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Introduction

In modern society, although the essence of opera music comes from ancient opera music, to a
large extent, modern opera music has changed a lot, and its connotation and extension have increased in
varying degrees. Among the opera music, the modern form mainly focuses on the music part. Its form
often adds rhyme and other forms to the singing or opera instruments. In the process of the opening and
passing of opera music, music belongs to the scope of opera music. As a branch of folk music, opera
music not only compatible local characteristics with opera, but also elevated the tradition of folk music to

a level with opera.
Methodology

1. the development of opera music cannot be separated from the development
of folk music.

With the development and progress of social productive forces, people pay special
attention to the needs of the spiritual world while pursuing material needs. Among the
traditional cultural carriers in China, the connotation of opera is very diverse. Whether it is the
dance of traditional Chinese art, the performance and singing, or even some martial arts, can
be counted in the scope of Chinese opera. In a word, in the process of continuous
development and progress of Chinese opera, it has an inseparable relationship with the
historical stage of our country. In the process of development of Chinese opera, because opera
music is an important part of Chinese opera, and And its composition can not be composed
of one or two masters. The formation and development of opera music is the result of the
joint efforts of the whole nation. Because of the long-term development of opera, modern
opera contains a very strong historical and temporal nature, so to understand our opera and
want to learn opera music and so on, we must combine with different historical stages of our
country, so as to have a more thorough understanding of opera.

Because of the continuous progress of the times, after people's pursuit of the spiritual
world, a number of Huangmei opera masters and those dedicated to traditional Chinese art
have emerged. These masters have contributed a great deal to the development and
development of Chinese culture. However, due to the emergence of movies and TV plays,

traditional art has been hit to a certain extent, although they have contributed a lot to the
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development and development of Chinese culture. Opera has a high degree of tolerance, but
its attraction to the younger generation is slowly declining. However, we firmly believe that
traditional culture will not die out. We advocate that the country can connect traditional
culture and education, so as to make traditional art culture go further and further.

2. The harmony of opera music comes from folk music

Among opera music, the most important feature of opera music is that it has certain
formatting characteristics when performing opera music. This formatting is generally a
conventional thing of opera, but due to the continuous development of society and the
impact of cultural globalization, the formatting of opera has also changed. In fact, the essence
of the requirement of opera formatting is based on folk music. Therefore, how to coordinate
the cohesive relationship between the two so that each element of the two can promote
each other is the basic skills of opera music artists, and this skill is raised in the continuous
development and change of folk music in China. Up.

In the process of opera development, opera must be standardized, because the opera
itself is very inclusive, so if it can not be standardized, the opera will lose its own flavor and
transform into other artistic cultures. Such a result is not what we would like to see and is not
allowed to appear [2]. However, we can not deny that it is the procedural nature of the
occasional opera that restricts the opera to a great extent. Especially under the rapid
development of modern economic globalization, the continuous expansion and deepening of
global culture has seriously impacted the traditional culture of our country. Because in the
opera culture, the procedural nature of the opera culture has made the opera to a great
extent. Therefore, under the collision of global culture and Chinese traditional culture, the
traditional cultural and artistic forms of our country obviously lag behind those of developed
countries. Therefore, keeping the proper appearance of Chinese opera in time will lose its
attraction step by step, and the final result is inconceivable. Therefore, while maintaining its
own procedural, Chinese opera culture should also have innovative consciousness. It can start
from the two aspects of stage performance and artistic form of stage, combine with current

folk music, fully explore the artistic characteristics of folk music, so as to make the audience's
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attention gradually reverse in essence, and thus truly improve Chinese opera. With the
development of music, Chinese opera art can be better promoted.

3. Opera music comes from life but is higher than life

Although the basis of opera music is folk music, and opera music is similar to the details
of folk music to a large extent, we can not deny that the art form of opera originates from life
but is higher than life. In terms of the content of the opera, most of the performance of the
content of the opera is in the details of people's daily production and life. There are many
content expressions of love stories, many content expressions of the strugele against
oppression, and a large part of the expression of the expectation of a better life and so on. In
folk music, folk music mostly expresses people's immediate emotions, such as people's
feelings of missing or suffering, etc. Therefore, folk music can only be regarded as an emotional
expression, but it is difficult to rise to the level of art. Besides, because the form of opera itself
is diverse, and the elements of opera are more complex. For example, Wushu and so on, these
elements can not be imitated by ordinary people. Therefore, the increase of these factors not
only carries forward the cultural tradition of our nation to a great extent, but also not simply

expresses people's thoughts and feelings of civilization of the Chinese nation.
Conclusion

In a word, folk music is indispensable in the development of Chinese opera music.
The development of folk music makes opera music develop for a long time. They can inherit

and develop each other, and can also promote common development.
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Procedure in Notating ABC Tune

Jarernchai Chonpairot*

Abstract

Transcribing a tune into music notation or reading music notation is not an easy task; it
may take year or month to understand it. This problem happens to non-western musicians,
especially folk musicians. This paper aimed at: 1) finding out the process to transcribe a tune
for non-musicians; 2) transforming the transcription into Western notation; and 3) working out

the proper time signature and putting notation into western music staff.

Keywords: Procedure, Notating ABC, Tune
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Introduction

In the old days folk musician learned to play their music by ears through imitations and
memorizations. But now the world seems to be smaller and the world of musics Western and
Oriental, were drawn closer and closer. In many occasions musicians from one culture have to
play with musician from other culture, the common written language to be used for
communication in music activities is Western notation. Therefore knowing Western music
notation would be necessary. However learning Western music is not an easy thing to do. The
author understand the difficulty for folk musicians in learning and understanding it. Besides,
the idea of the beat counting between the West and the East is in opposite nature; day and

night counting is also different.
Research Methodology

This is a creative qualitative research aiming to find the process on notating a tune into
Western notation by selecting a well-known song---Alphabet Song or A B C Song through
different steps until it becomes a notation as a Western music staff notation. Here are steps
of creativities:

Step 1.
Listen to the tune and write down its text, and then figure out its phrasings within and number

of beat within a phrase. It is shown that this tune is sung in 2 or 4 beat pattern as shown:
Als clp ElF G @beas
ﬂ|l l| K L|M N O P (4 beats)
olrR s land T | U Vv (4beats)

Dou |b1em| and X | Y Z (4 beats)

H{:rwl you know | your A | B C (4 beats)

Next | time won't |}'uu sing | with me? (4 beats)
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Step 2.

Figure out the numbers of syllable of each steady foot-step or beat

Al Bc !l pe | g
1 2 2 2

Q|R§|andI|UE
1 2 2 2

Doub-| leyou landx | ¥ 2
2 2> 2

Now | you know | your A | BC

1 2 2 2

Next| time won’t | you sing | with me?

1 2 2 2

Step 3.

Place x symbol to match with the numbers of syllable in each steady beat.
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gl oyl kL | mnop
12 2 4
x| xx| x}{l XXXX

le.'| you b:nu:m'| your A | BC
1 2 2 2

.1{| X X | xx|xx

Next | fime won't | you sing | with me?
| 2 2 2

x | XX | X x | X X
Put a note symbol for each x:
3.1 Put J for a one x beat.
3.2 Put-——"'J for a sustained beat (- x)
3.3 Put J>J> for xx beat.
3.4 Put forxo beat.
3.5 Put Afor xxx beat.
3.6 Put xxxx beat.

3.7 Put $ for o (unsounded) beat.

Here are the result:
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N
J1OD1 DD D

XXXX

R
J1021 001 DAAD

| 1

juﬁiw$i|?ﬁ1
DN TN 3
IBINTNS,
j:f?ﬁfij}

Mark out the last note (the down-beat note) of each beat with a vertical line.
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e | xx
4 N
% xx
PRRLPL
|

|3{ |3{3{

PRPLP}

| xx
I

x | xx
PRPLP}

Step 5

| xx
p)

| XXXX

IT|XI'

DD MR

J I}'T}' J|I JTI'

| xx | ox

P Md
| xx | oxx
PP

| |

J|I J"J

Adjust the value of notes within each column to be equal to a J value by figuring out

the value of note/notes at the back of each column to see that how much more it is

needed to be equal to one J note. Then adjust the first note of each column to be that note-

value. In case there is only one note in the column, that note has to be changed to

a J note : (The notes at in the upper row are the unadjusted ones; whereas the notes in the

lower row are the already adjusted ones)
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4 DD hd hd
D hd hd Ml

PRPLPLUPIY)
PUPLPLS PP
1d DD DD hd
D hd b bl
d Dd N> hd
D Md b bl

Step 6.

Tie the flagged notes within each column together and place all notes out off the
columns. (Notes in the upper line are untied flagged notes, whereas notes in the lower line

are tied flagged notes)
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1> 0P hd bl

tl

77 )
DD IDIIN
Iy J

DI

‘—r

NP DD D

J
1
J
1
J
)
J.70. 70 .

Step 7.

Put the time signature to the tune. Since this tune is sung in duple time, therefore we

put 2/4 time signature. Then mark out the last note of the tune with a vertical line, as shown:

vidd 44 534

J3 7T )
52770

JJ 7))
J0 ) 7))
JJ J3 71
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Step 8.
From this vertical line, count backward for each two beat group, and place a vertical line in

front of each group, as follow:

Step 9.

Place the word for each corresponding note:

2;4.|7|J7.|7|J

CDEF G

mnmu

J K LMNO P

J170 T

QR SandT U V

JI1 73 JJ1)

Double youand X Y Z

1V 77 1)

Now you knowyour A B C

JO1 70 T

Next time, won't you sing with  me?
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Step 10.
Figure out the pitches of the tune.
10.1 Firstly, assign the last note of the tune as do, since most tunes end with do. (But,

if it does not sound right, then we should assign the last note of the tune as la.)

2,4J7|J7J7|J

C DEF G

mnmu

J K LMNO P

.ITIJT.ITIJ

Sand T U V

JIL73 71

Double youand X Y Z

JI T T

Now you knowyour A B

173 1)

Next time, won’t you sing with me?
do

10.2 Secondly, figure out all of the pitches of the tune by humming the tune while
striking the key of a melodic percussion instrument, such as xylophone, keyboard, piano, or
other available instrument. Finally, we will get all pitches of the tune. In case, it is not sounded
right on white keys of a piano/keyboard, you may shift the last note to la, then follow the

same procedure to figure out the pitches. Here are pitches of ABC tune:
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wmdd S T
DIDMIJ

m m o rr rr

Dlﬂ DIJ
ﬂlfﬂf ipl¥

PAPPEPIP
RAFPEPRr

Step 11

Put these notes into notation staff as shown below:

Musical Alphabet
Iy —
v s ) w— ' aan) Ve ' et s
Gt |
. - - = >
A B c D F G,
-’ﬁ
/- = = T = I = - ]
o g —g——13 |
. = e -
P Q R S and T u v, Doub - le yu and X Y
>
l Pﬁ 1 > == o= = = ~ .
I _I — — H 1 I* !4 _al 141 — — —1443
L= R S O e = ﬁ‘ﬁ—id ==
A Now you know your A B C, Net time wont you sing with me?
Conclusion

Readers may feel that it is a long step to transcribe music into Western notation, but if
ones understand the process and accumulate more skill, they can skip these long process into

just one step, finishing it up right away in their heads.
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Discussion

In each music culture there may be songs, chants, or normal speeches that can be

used for transcribing or notating exercises, especially chants and poetries.
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Children Folk Songs (Dong Dao) in the Present Era

Nguyen Thj My Liem*

Abstract

From the time immemorial, human collectives created music and songs for the
children, without the luxury of analysis on or explanation of specific benefits of early childhood
music education. In Vietnam, folk songs for the children are called dong dao, which is a genre
of music and songs associated with games reserved for children. They are folk poems with
rhythm and melody, sung by children (at times, even by grown-ups) to provide music for
simple movements in games. Leaving for a moment the pedagogic contents such as the
melody and the rhythm, Béng dao are musical games, lessons, movements, leading the
children into their innocent worlds of sweet potatoes, honeycombs, rice drums, ... Bong dao
is also a lesson about the living environment through the children eyes.

Poéng dao teaches, trains the learning, the body movement, and the intellectual
capacity develops the imagination and expressive capacity of beauty. Bong dao is mean to
teach music art directly, lively and effectively to young age. Béng dao is also a game of body
movement with rhythm, melody, and song-and- dance patterns for collective activities of the

youns.
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Under the overwhelming attacks of the mass media and the invasion of western mass
music (the US occupies over 90% of the market), children have become passive listeners,
uncritically internalize western cultural trends, speeding their growth beyond their ages, before
they have a chance to gather enough knowledge to evaluate, to choose, or to criticize. To
balance out this trend, teaching folk music to children helps the children to learn good taste,
music aesthetics, and especially to appreciate their native cultural identity while enjoying the
beauty of world cultures. Thus, introducing folk music, and first and foremost, Béng dao in
early childhood education is necessary, appropriate and advantageous. In a certain sense, Bong

dao to building the future of humanity in a sustainable way, starting with human education.

Keywords: Children folk songs (Béng dao), Education, The Present era, Sustainable success
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Introduction

From the time immemorial, early human groups created music and songs for the
children. When the fetus is still inside a mother, in Vietnam, among the Vietnamese, the
H’mong, for example, it is “taught” by singing and caressing the mother’s stomach, so that it
can “hear”. When the child is born, the lullabies are not just a way to lull him/her to sleep,
but also a lesson in humanity and righteousness. When the child starts to eat solid food, to
play, esp. when she/he learns how to speak, it learns how to recognize the world around
him/her, music is already there as essential “lessons”. This music is called dong dao.

DBéng dao is usually understood to be a genre of music associated with games reserved
for children. They are folk poems with rhymes and with melody, sung by children (sometimes,
even by grown-ups) to provide music for simple movements of a game. Ignoring for a moment
the academic contents such as the melody, the rhythm, ... Bong dao are musical games,
lessons, movements, leading the children into the innocent worlds of sweet potatoes,
honeycombs, rice drums, bells,. Bong dao is also a lesson about the living environment through

the children eyes.

Methodology

Therefore, teaching music to early age children is to aid them in awareness of the world
around them; gaining good perceptivity, healthy musical preference; and firstly particular
assistance to their comprehension of national culture to thereby become moral and well-
educated. In a certain sense, Béng dao contributes to forming the future of humanity,
sustainably, starting from educational music lessons.

1. Péng dao: linguistic, ethic and behavior lessons Since ancient time, many races
created music for early age children, although there had been no analysis, explanation of the
benefits of music education to them yet. All races have songs for children, which we call them
“dong dao”, a genre of music created for children, containing children’s psychological-
physiological characteristics and language, easy to learn and remember, etc.

A Bbéng dao song is usually a short, concise statement in rhymes, and simple rhythmic,
and melodic phrases. Many Béng dao songs are formed based on the language features, close
to the syntax and phonetics of children. At first, these songs were just phrases with rhymes,

sometimes unrelated to the contents, but mainly to encourage children to talk and to observe
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their world. The lyrics are simply expressions, or verses, with tail rhymes (a rhyme in the final
syllable of a verse). For examples, a rhyme (underlined) is carried in successive phrases, vong,
and cong, sao and vao, ra and da, chit and mil,

Tap tam vong Collect the bamboo poles
Con céng nd mua The peacock is dancing
N6 mua lam sao? How does she dance?
No gap dau vao, né xoé canh ra She draws the head in, she opens her wings

No dau canh da, né kéu chut chit  On top of the banyan tree, she cries keow keow

No dau canh mit, no kéu to te

On top of the jackfruit tree, she cries eon eon

N6 dau nhanh tre, n6 kéu nhanh gay On top of the bamboo hedge, she cries it broke

N6 dau ndi bay, n6 kéu noi
N6 dau canh suns...

Or

Tap tam vong

Chi lay chéng - Em & “gia”
Chi an ca - Em mut xuong
Chi nam giudng - Em nam dat
Chi an mat - Em liém ve
Chi an ché - Em liém bat
Chi coi hat - Em vo tay

Chi an may - Em xach bi...

Etc.

bung Inside the kettle, she cries the kettle popped

On top of the fig tree, she cries...

Collect the bamboo poles

Sister gets married — | stay single

Sister eats fish — | suck the bones

Sister sleeps in bed - | lay on the ground
Sister slurps honey - | lick the bottle
Sister eats sweets — | lick the bowl

Sister loves the show - | clap the cheers

Sister goes begging — | carry her bag...

The meaning of the verses is not the concern of these songs. The significant aspect of
these songs is the sentence intonation with an aim to encourage children to “speak” and play
by clapping their own hands and hands of friends at the same beat, and the correct order of
movements that repeat perpetually. The actions of the sisters are not the objects of judgment
or maybe meaningless, except for the facts that they are phrases in 4 or 3 syllables linked by
internal or tail rhymes.

Bbéng dao can be considered as a language lesson: At the age of language acquisition,
some children have difficulties with certain sounds. In Vietnamese, where some initial

consonant clusters, rhymes are dialectal confused (such as the mixed up or exchange of /l/
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and /n/ in the north; the sound of /r/ is pronounced like [¢] in the south). For that reason,

Boéng dao may be a way to correct the confusion of /U/:

Mua hét vit 6n Go buy fertilized duck eggs
Mang vé lua Bring ‘em back, sort ‘em well,
Mang di ludc shell ‘em clean,

Cung nhau 6&t, boil ‘em down

“Wm” (bd vao miéng, an)!  “gobble ‘em up”!

This exercise can be a “dare” to read them in one short sentence at faster speed:
Mua hot vit 16n - lua - ludt - 1ot — Wm
“Go buy the fertilized eggs, sort, boil, shell and gobble ‘em up!”

Béng dao is not only teaching pronunciation but also showing children their living world
around them with objects, animals, living beings, geographical names, food, trees and shrubs,
fruits and flowers,... in the area where they are born, grow up, in their innocent eyes: The déng
dao song B cac la bac chim ri “The magpiegoose is the uncle of the munia” teaches children

proper addresses in their family relationship with names of birds in their area, chanting in

circles:

BO cac la bac chim ri The magpie is the big paternal uncle of the munia
Chim ri la di sdo sau The munia is the maternal aunt of the starling

Sdo sau la cau sdo den The starling is the maternal uncle of the mynah
S3o den la em tu hu The starling is the younger sibling of the koel

Tu hu la chu B6 cac The koel is the baby paternal uncle of the magpie
B cac la bac chim ri... The magpie is the big paternal uncle of the munia...

In addition, ve [lay] songs list the flowers, the fruits, the cakes, such as those in the

south and central Vietnam, are local specialties of their native land:

Ve trai cay3 Lay on fruits

Day & trén may la trai dau réong Branches on the cloud are the winged bean
Co vg co chong a trai du du Like husband and wife is the papaya

Cat ra nhiéu mu la trai mit ust Giving too much sap is the jackfruit

Tua con ga xudc von thiét trai thom.. Just like the frizzle is the pineapple...
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Ve, lay, leads the children to the world of fruits, trees and leaves, birds and fish,
innocently, while imprint on them objects, animals, greens, edibles in the riming, easy to
remember, easy to memorize lyrics. The sweet, funy and simple verses draw a picture of
beauty, humanity, and the love of nature and their native land.

From those fable rhythms, sometimes, there are many chants of déng dao containing
moral education, teaching "human being" in a folk style, like the way children are taught to

show respect and love the elders:

Cai B6ngd Little Goby

Cai Bong di chg dudng xa Little Goby went to the market

BoNng gdp ba gia ganh ndng cong lung She found an aunty with heavy baskets
Ba gia ngdi khoc rung rung squatting and crying in silence

Bong xin ganh hé ds lung ba Cong  Little Goby offered to carry the baskets off her back.

Or
Ba Cong Aunty Ghostcrab
Ba Cong di chg trdi mua Aunty Ghostcrab goes to the market in the rain

Cai Tom, cai Tép di dua ba Cong Two lil” Shrimps come along with her

Pua ba dén quang dudng dong They walk her all the way east

Bua vao vao tan ngd trong nha ba  And back to her lil” house deep in the alley

Tién ba trong tui rai ra The coins fell off from Aunty’s bag

Tép, Tom nhat dugc trd ba mua rau Two LU Shrimps pick ‘em up, ‘n hand her to buy
veggies.

At time déng dao directly talk about “honoring thy father, and loving thy mother”, the
hardship of giving birth, nurturing, caring of parents and the education from teachers We can
cite the folk songs of six-eight syllable stanzas, Me cha céong duc sinh thanh “The bearing and
hardship of parents”, Bong bong “Soothing the baby”, Ganh ganh géng g¢éng “Shouldering and
lifting”:
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Me cha céng duc sinh thanh5 Parents give you life, but

Ra trudng thay day, hoc hanh cho hay Teachers shape you, so study hard
Mudn khon thi phai cod Thay To become wise, you need teachers
Khong thay day dé dé may lam nén How do you succeed without a teacher?
Nhiéu nam luyén tap sach den Years after years you learn

Cong danh ¢ap budc chd quén on Thay Then you make it, don’t forget your teachers

Yéu kinh thay md&i lam thay Respect your teachers, you’ll gain respect

Nhimg phudng bdi bac sau nay ra chi Ungrateful to your teachers, you’ll never be
any one of the values.

Many dong dao songs relate the love between the siblings:

Lon la anh Older, older brother

Cung la chj or older sister

Bé la em Younger, younger siblings

Em, anh, chi Younger siblings, older sisters, and brothers
Cung mét bat mau sé of the same blood flowing

Cung mét khuc rudt gia in the same guts — all are

Cung con mét me cha children of the same parents

Cung nhau & mét nha living in the same house!

Yéu thuong giup d& nhau let’s love and help each other

An & cho thuan hoa and live in harmony.

Or

Trdi mua, troi gio The rain pours and the wind rages
Mang vo ra ao It’s time to dip my net.

Bugc con ca nao Catch any fish?

V& xao con nay I’ll sauté them!

Bugc con ca nay Catching this fish

Thi @€ phan cha I"ll serve father.

Puogc con ro bé and with this anabas

Thi dé phan me I"ll server mother;
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Pugc con ca me
Thi @€ phan em
Tréi mua, trai gioé
Mang vo ra ao...
Or

An mét bat com
Nh& ngudi cay ruéng
An dia rau mudng
Nh& ngudi dao ao
An mot qua dao
Nh& ngudi vun ¢bc
An mét con ¢
Nh& ngudi di mo

Sang do

Nh& ngudi chéo chéng

Nam véng
Nh& ngudi mac day
Bing mat ¢bc cay

Nh& ngudi trong trot

And this barb
I’ll serve baby brothers and sisters.
When the rain pours, and the wind rages

It’s time to dip my net.

Eating a bowl of rice
Remember those rice growers
Eating sautéed morning glory
Remember those pond diggers
Eating a plum

Remember those plant tenders
Eating a snail

Remember those mud waders
Crossing the river

Remember those boat rowers
Lying on a hammock
Remember those hook setters
Resting under a tree

Remember those tree planter

And there are dong dao that teach children of the value of labor (like, Kéo cua lUa xé “The

crosscut log saw”, Con vac “The bittern”, Con Sao “The starling”, Cut ca — cut kit “The grinding

wheels”,... ), the virtue of a kindness (like, Con chim nho nhd “The little bird”, Cac cac tung

tung “Blatt blatt boom boom™), warning children of danger and listen to parents (like, Co con

di hoc “The stork goes to school”, Chim chich “The hummingbird”, Cai Béng “Lil” goby”, Da

trang “The sand crab”, Ga con “Lil chick”, Nghé hanh nghé hui “The stumbling calf”, Nghé

nha ta “Our calf”, Nghé nhd “Baby calf”, Nghé oi la nghé “Oh la la lil" calf”); and those déng

dao of animal keeping hygiene (like, Con qua “The crow”), or the daily rituals (like, Dép trai,

dép phai “Right shoe, left shoe”) ...

including those life skills (like, Bi dau ma voéi ma vang

“Don’t drink tea with a fork”, Ben va Trang “The lamp and the moon”, Con co “The stork”,
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Gan muc thi den “One takes the color of one’s company”, Con chd ché khi lam ong “The

pot calling the kettle black”, Con éch va con bo “The frog and the ox”, ..):

Pén va trang The lamp and the moon

bén khoe den té hon trang The lamp brags to be brighter than the moon
Ben ra trudc gid con chang, hai den? Hey, Lamp, go stand in the wind, do you
Trang khoe trang té hon den shine, pray to tell?

Sao trang lai phai chiu luén dam may? The moon brags to be brighter than the lamp

So why don’t you shine behind the cloud?

It is not possible to list all dong dao containing educational values, due to its amount
up to hundred collected, selected and printed in educational and music research documents.
Folklore knowledge is extremely abundant and hard to be fully collected on account of
Vietnamese millennial-length-history culture. Not only should folklore knowledge contained
in déng dao be collected and kept in books but also put it along with human-being lessons
into children’s lives in advance, when children start to sense — acknowledge - apprehend.
From the moral education lessons contained in déng dao, children have gradually formed their
manners, personalities, lenient and righteous behaviors toward life, others. Along with the
nature of musical lessons, singing during playing, children are taught by déng dao “sustainably”
via its musical trait. Vice versa, déng dao is a genre of traditional music that persists in human
life on account of its pre-eminent essence:

a music lesson as well as an educational lesson, a game as well as a lesson.

2. B6ng dao teaches children music beginning with rhythm, movement in folk
songs

Since déng dao usually exist in the form of a game - each of which requires a steady
and repetitive rhythmic structure. Rhythm takes the role of structuring playful movements of
children, and the perpetual canons help the movements to repeat more than once. They help
children to internalize, memorization, the realization of the games.

The Vietnamese have déng dao for children of different ages, from 10 months, or
younger, when they can “play” (a Vietnamese saying: ba thang biét lay, bay thang biét bo,

mudi thang o do biét di “at 3 months old, a child knows how to sulk; at seven months, a
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child can crawl; at 10 months, she/he can stumble to walk”). The grown-ups sing to keep the

beats for children to try and practice arm and leg movements:

Kéo cua - lUa xé Eenie meenie miny moe
Ong thg nao khoé The strong workmen

Thi an mat ong Will eat with the kings

Ong thg nao thua The weak workmen

Thi vé bu me... go home and eat with Mom!

In the south, the similar déng dao is sung with different lyrics describing the scenery,

fruits, birds, and life of the southern land:

Co cua cut kit Seesaw seesaw

Bi chg mua mit I’m gonna buy a jackfruit
Vé cho em an for you to munch

Co cua cut ket Creaking grinding

Bi chg mua két I’m gonna buy a parakeet
Vé cho em coi (xem)... for you to play...

The grown-ups hold both hands of a child to do seesaw, pushing and pulling while
singing (chiefly, reciting) the lyrics in the chanting rhythm of the poem. The Béng dao songs of
this style have only one rhythm: 1 - 2, 1 - 2, ... slowly, continuously, and steadily like the
exercises for the children, even when they are very young, only a few months old.

The majority of déng dao folk songs have only one uniform rhythm, such as bi cau di
quan “Crossing the bridge”, Tap tam véng “Collect the bamboo poles”, Cum num cum niéu
“Get the fists stacking”... in which the players do not need to be concerned with meanings of

the lyrics or the melodies. Those are poems to recite with steady pace and rhymes between

the verses:

Dét vai8 Weaving

Dich dac dich dac Treadle-trid-treadle the shuttle goes round
Khung cli mac vo The loom was set

Xau gb tung sdi The thread was strung

Chan me dap Vvoi Hastily paddle mother’s feet
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Chan me dap vang Hurriedly push mother’s feet

Mat vai min mang Smoothly the shiny cloth heed

Ganh i ganh nang Then heavily on her carrying pole, she carries

Dén mai trdi nang In the morning, when the sun is glaring

Bem ra ma phoi She’ll dry them there in the open

Bén mét dep trai And one nice day when the weather is fine
Bem ra may ao She’ll make me a blouse so pretty

Dich dac dich dac Treadle-trid-treadle the shuttle goes round.
Or

bi cau di quan9 Crossing bridges, and shops

Bi ban lon con to sell this tiny pig

)

Bi mua cai “xoong’ And buy a pot

Bem vé dun nau Bring home to cook

Mua qua dua hdu And buy a melon

Vé biéu 6ng ba To bring to grandparents
Mua mot dan ga And buy a brood of chicks
Vé cho an thoc To feed with rice grains
Mua lugc chai toc And buy a comb

Mua cdp cai dau And clips to make my hair
Bi mau vé mau Hurry go! and Hurry back!
Kéo trdi sap toi... Before the day turns dark!

Rhyme of the déong dao song “Crossing bridge, and shops”

" .

=== ==
St X 2 X =2
bi cau di quan. Pi...
..ban lon con. bi...

...mua cai xoong. Pem...

. Ao sap toi.
The rhythmic structure of a déng dao song is played by the hand clapping, or the

rhythm of two kids, sitting face to face, their feet soles together like a person working on a
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loom in the game Dét vai “Weaving”, or a steady steps as rhythm of 2 to 3 year old children
in dong dao song Bi cau di quan “Crossing bridges and shops”.

Other déng dao songs are a combination of two different beat structures, like, Con
chim manh manh “The pipit” (the southern Vietnamese déng dao), Rong ran én may “The
dragons slither in the cloud”, or Dung gidng dung gié “Joyfully holding hands strolling”... The
common features of these déng dao are that they are not just teaching children rhythm, beats,
measures, but also physical challenges, hands and feet, and the coordination of rhythm -
music — and physical exercises.

Example: The song Con chim manh manh “The Pipit”, transcribed by Tran

Kiét Tudng
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There are dong dao songs that were used to be the song to play games of not just
babies, but also for older children, from 5 to 9 years old, or even older. We can count Rong
rén “Dragon making”, Ong Gidng Ong gidng “Mister Moon Moon”, Méo bat chuét “Kitty catching
mouse”, BPém sao “Counting stars”...

Example: The song Bém sao “Counting stars”, transcribed by Ha Thi Huong Lan
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Those doéng dao games combined with the rhythm of certain songs do display

perpetual round type. Many have only one single rhythmic structure throughout. However,

there are also dong dao songs that display two major round structure, such as Tap tam véong

“Collect bamboo poles” in the central provinces of Quang Binh — Quang Tri — Thua Thién12.

In this song, there is a split in rhythm into two types: the rythm of three syllables, and a rhythm

of two syllables. The song has the same first phrase with that of the south cited above on

page 4, but they are different in rhythm and contents:

Tap tam vong
Chi c6 chong
Em & ¢oa

Chi an ca

Em mut xuong
Chi nam giudng
Em nam dat
Chi vat

Em coi

Chi voi

Em ngua

Chi an bua

Em an ben
Chi théi ken

Em danh tréng

Collect bamboo poles

oh big sis’, you get a husband

| stay unmarried
You eat fish

| suck the bones

You sleep on a bed

| sleep on the ground

You wrestle

| watch

you’re elephant
I’m horse

You lick plaque
| eat dead petal
You blow horn

| beat drums
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Chi Béng You goby-pretty
Em khéo I’m dainty

Chi méo You’re warped
Em tron I’m round

Hai hon The two balls are
Phan chi all yours...

Another way of looking at it, déng dao is a simple music exercise for children, beginning
with rhythm. The rhythm of dong dao usually associate with one word in the songs. The songs
were composed with rhyme and has a folk poetic structure of sentences with 2, 3, or 4
syllables. The longest sentences may go to 7 syllables, but it can be divided into two phrases
for children’s easy chanting, like in Bat kim thang “The metal ladder”, (7 syllables = 3 syllables
+ 4 syllables) or Loai vat “Animal” (8 syllables = 4 syllables + 4 syllables)

Goi ngudi day sém La ga trong choai Calling others to get up early is a young rooster

Hay kéu cuc tac dé qua trung tron Cackling as usual and laying some round eggs

Ap n& thanh con (& co ga mai Hatching them into little babies is a mature
hen

Baoi dudi ao sau vit bau mo tép Swimming in the pound, a duck is fumbling for
shrimps

Hay sua gau gau la con cho vén... Barking woof woof is a brindle dog

By songs’ rhythms and movement, children are let to mobilize and play
games. As long as music viewpoint, music is brought to children by games in déng dao through
a simple, natural and instinctive way of rhythms and movement. Rhythms in déong dao are
associated with folk poetries’, national traditional music’s cadence. Along with instinctive
character, dong dao accesses to children’s souls and becomes traditional music lesson at the
very beginning of their lives; it is able to set up a foundation of traditional music for children
by rhythms and movement. The earlier traditional music lessons are taught, the more

sustainable their viability is, thereby, soul foundation and future awareness are set up.
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3. Péng dao: a traditional music lesson for children

It is easy to include déng dao in the curriculum in the Vietnamese kindergarten and
elementary schools, even though they are songs also for older aged. There are songs only for
very young children to teach them a speech, and terms of objects and animals around them,
such as Co cua Kut Kit “Seesaw, seesaw”, Up la khoai “Overturn the potato leaves”,... the
melody of which is normal linguistic sounds, that the grown-ups would sing with them. In many
déng dao songs, the melody is normal children speech, based on simple scale of three classes,
tritonic C-=F-G, in Cum num cum niéu “Get the fists stacking”, B6 cac la bac chim ri “The
magpie-goose is the uncle of the munia”; or even scale of two classes, C-G, like Chi chi chanh
chanh “Hear ye, hear ye”

Chi chi chanh chanh

}}?m-_,- dao
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There are also well-known children songs that were classified by researchers as hat ru

“lullaby” or ca khuc dan gian “folk songs”, or ly “folk topical songs”, ... Even though they

have the properties of dong dao that children still sing freely, that carry simple scales, smaller

ranges of children, and the lyrics are closer to children’s speech. We can cite Con Ra Pu Xa

Ba” “The buffalo eats rice grains” 14, folk song of Stieng with tetratonic scale D-G-A-B, or Ly

banh it “Song of the sticky rice dumpling” with tetratonic scale D-F-A-C (C4 seems to be a
passing pitch).

Example: The song Ly banh it “Song of the sticky rice dumpling” (Viethnamese Southern

folk song, transcribe by Lu Nhat Vi - new lyric by Lé Giang)
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The range of dong dao can be characterized as small, within 7 to 9 half steps, such as
pentatonic with the range of 6 steps of Thién dang dia nguc “Heaven and hell”, Bém sao
“Counting stars”, the southern Ly bang luu thuy “Song with padding flowing water”. Many
ethnic children déng dao also exhibit simpler scales and short ranges, such as Thai’s L& nén
dg “Sleep baby sleep”, Jarai’s Hai ca “Potato picking”, Cong’s Ga pha té le “Cocka doodle
doo”16, all tetratonic, with a range of 7 to 9 half steps, well within the children voice ranges.

Bong dao in general bear characteristics of scale and mode of local and regional
traditional music. Among them, they show imprints of their original localities and natural
geographic terrains. For example, the song Kéo cua Ua xé “Seesaw, seesaw” describes the
two-man crosscut log saw the practice of the northern part of Vietnam, while the song Co cua
cut kit “Push and pull” with the same motions names the jackfruit and the parrot. While the
north has bé cac “magpie-goose”, chim ri “the munia”, sdo sau “the starling” in the song B
cac la bac chim ri “The magpie-goose is the uncle of the munia”, the south, where the weather
is warm and humid, has ky da “basilisk”, cac ké “gecko”, ky nhong “salamander” named in
the song Ky da la cha cac ké “The basilisk is the father of the gecko”. The same difference is
found in the songs Tap tam vong “Collect the bamboo poles” of the south versus the region
Quang Binh — Quang Tri — Thua Thién region. Following is a transcription of B6 cac la bac chim
ri “The magpiegoose is the uncle of the munia”, and Ky da a cha cac ké “The basilisk is the

father of the gecko.
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Bo céc la bac chim ri

"The magpie-goose is the uncle of the munia”

Nguyén M§ Liém (2014, 110) Vietnamese children folk song
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The melody of déng dao may be simple, but steeps in the accent and tonality of their
dialects, and of their regional qualities. When a Vietnamese listens to the melody of the dong
dao song Con chim manh manh “The pipit” she/he feels the innocent rhyme and rhythm of
the song, the straightforward character of the southerners. In addition, although sometimes
being called a ly “topical song”, but déng dao has a fable content, simple melody sometimes
resembling linguistic speech, rhythmic and chant-like characters, and funny like ly con chudt
“song of a mouse”, ly con cua “song of a crab”... they are indeed children songs, uniquely to
the south, and much distinct from the colorful and fine songs from the Central (Hué) or the
north, of the same or similar titles, rhythms, game structures but differ in contents.

Teaching déng dao, a music form for children, albeit simple, covering only bitonic,
tritonic or tetratonic, ... is still teaching music, is still teaching folk music melodies to children.
A song with memorable melodic features can leave its imprints in the memory of a child, can
transform into folk music imprints in a child’s mind, just like language sentences they heard
are internalized as his/her own idiolect grammar. Music imprints in children are not easily
forgotten and can become the love and music aesthetics in the future. The melody of déng
dao is usually simple, very close to language flow, making it easy to approach, easy to learn,
and easy to memorize. At the same time, déng dao is the folk melody, carrying characteristic
features of localities and regions, where they live. Children may not realize this closeness, but

such closeness and familiarity always become rituals easily, quickly and alive with time.
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Specifically, children songs, even with their simplicity, carry with them characteristics of local
folk songs, of scales, melodies, and distinct variations. For example, ly cay xanh “Song of the
birds and green trees”17 — a southern folk song.
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Therefore, even though déng dao are songs for children but the melody, the rhythm,
and the chasing rhymes facilitating their rounds have inspired the creation of new songs for
children. We can cite a folk song Con co bé bé “The tiny lil stork”, has inspired new songs
like Ong Ninh Ong Nang “Mister Ninh and Mr.Nang” (a simple play of language reduplications
in Vietnamese, by Lé Thuong), Ong Trang xuéng chai “Mr. Moon comes down to play” (by
Pham Duy), Chi bé bat dugc con cong “A boy with a peacock” (by Pham Duy) Even further,
many Vietnamese have used déng dao melody in for their music pieces. For example, one of
the ethnic H’mong children folk song Tiéng sédo Xa & “The flute of Xala”, well-known among
the H’mong, spreading all over the country, has been improvise for instrumental solos,
concertos, dance music, operas, and even ringtone in cell phones. One of which is a piano

concerto for four hand performance by Bang Hu Phuc...
Conclusion

Poéng dao trains the mental capacity, intellectual and physical innate capacity of
children, and develops their imagination and infuses the sense of aesthetics. It can be mean
to teach children at early ages music directly, lively and effectively.

Bong dao also generates a series of research in depth and in breadth, for examples,
musical games, musical dances, community activities. It is also a genre of folk songs for lessons

in music rhythms, folk melodies, and folk contents.
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Although déng dao, in particular, is one of the music genres that can be and should be
used in public education, together with folk music and folk songs in general, they are
indispensable in the early education to develop children’s innate capacity for speech, singing,
music, and games, and indispensable in infusing a love for folk music and national culture.

In the context of globalization, there is an urgency in research in traditional music and
contribute this knowledge into global humanity. The multi-disciplinary research will also help
to bring non-western music into the cultural treasures of the world, which have been left out

by just viewing them through the Eurocentric views.
Reference

The Music Research Committee — Arts Department, Ministry of Culture (1960-1961), Dan ca
Viet Nam [Vietnamese Folk Songs] (volumes 1 & 2), Ha Noi: Culture Publishing
House.

The Music Research Committee — Arts Department, Ministry of Culture (1960), Tuyén tap Dan

ca Tay Neuyén [A collection of folk songs of the Central Highland], Ha Noi: Ministry of

Culture, Music & Aesthetics Publishing House.

Lé, Toan Hung (1961), Dan ca Tay Nguyén [Folk songs of the Central Highland], Ha N&i: Music
Publishing House.

Ha, Thi Huong Lan (2016), Bong dao va gido duc mam non [Children folk songs and
kindergarten education], Master Thesis, H6 Chi Minh City Conservatory of Music.
Appendix: The children folk songs.

TU, Ngoc (1994), Dan ca ngudi Viét [The Vietnamese folk songs], Am nhac Publishing House.
Lu, Nhat VO & Lé, Giang (1981). Dan ca Bén Tre [The folk songs of BEn Tre], The Bén
Tre Office of Culture & Information Ty Van hoa va Thong tin Bén Tre.

Lu, Nhat VO & Lé, Giang (1983). Tim hiéu Dan ca Nam Bo [A Study of Southern folk songs],
H& Chi Minh City Publishing House.

Lu Nhat Va4, Lé Giang (1995). 250 diéu ly qué huong [250 Vietnamese folk topical songs]
(Volumes 1), H6 Chi Minh City Van nghé Publishing House and National Cultural

Center.



P The 2™ International Conference on Research and
ﬁ\"‘%& The 23" Asia-Pacific Society for Ethnomusicology Annual Conference 2019 75
R
‘El& “Music, Performing Arts and Culture through Sustainable Success for Humanity”

" 13% _ 14™ June 2019 Petcharat Garden Hotel, Roi-Et, Thailand

Lu Nhat Va4, Lé Giang (1995). 150 diéu ly qué huong [150 Vietnamese folk topical songs]
(Volumes 2), H6 Chi Minh City Van nghé Publishing House and National Cultural
Center.

Lu, Nhat VO & Lé Giang (2003). 300 diéu ly Nam Bé [300 folk topical songs of the South], Tré

Publishing House & The HO6 Chi Minh City National Cultural Center.

Lu, Nhat Va, Lé, Giang, & Lé, Anh Trung (2004). Nhitng bai hat déng dao, [The children folk
songs]. H6 Chi Minh City Van Nghé Publishing House.

Nguyén, Thi My Liém 2003. Day dan ca va am nhac c8 truyén trong nha trusng Phé
théng [Teaching the children folk songs in high school], Bulletin Vietnamese Institute
for Musicoloy No. 10 (12/2003), pp.29-37.

Neuy@n, Thi My Liém 2014. Gido trinh Am nhac truyén théng Viet Nam [Vietnamese
traditional music curriculum]. H6 Chi Minh City: Music Publishing House. Chapter 2,
Section 2, Béng dao [Children folk songs], pp. 106-115.

Tran Van Khé. 1962. La musique viétnamienne traditionelle. Paris, Presses Universitaires de
France.

Ng6d, Thanh Nhan (1984). The syllabeme and patterns of word formation in Vietnamese.
Ph.D. Thesis, New York University.

Trieu Nguyén (2009). Tim hiéu Bong dao ngudi Viét [A study of déng dao Vietnamese
children folk music of Vietnamese people]. Thuan Hoa Publishing House.

Nguyén Nghta Dan (2008). Béng dao Viét Nam [Vietnamese children folk songs]. Ha Noi: -~ Van

hoc Publishing House.

Ma Van Vinh (2016). Bong dao, Thanh nglt, Tuc Ngi Tay [Ethnic Tay children folk songs,
Sayings and Proverbs. Ha N&i: Publications of the Vietnamese Writers Association.

Tran Gia Linh (2011). Kho tang déong dao Viét Nam The Vietnamese treasures of children folk

songs. H6 Chi Minh City: Thanh Nién Publishing House.



The 2" International Conference on Research and
76 The 23 Asia-Pacific Society for Ethnomusicology Annual Conference 2019 {&\%&
“Music, Performing Arts and Culture through Sustainable Success for Humanity” :g“

13 — 14" June 2019 Petcharat Garden Hotel, Roi-Et, Thailand

The Tranh with Some Special Performance Skills of DAN CA HUE

Doung Thi Lan Huong

Abstract

The Dan Ca Hue is a type of music formed from Hue royal court music. The demand
for contemporary entertainment of some mandarins after hours of service in the court, initially
borrowed some song from the Royal Music in the minor music section such as the “Long
Ngam”, “Ngu Doi Thuong”, “Ngu Doi Ha”, “10 ban tau”...to dissipate the tired feeling of a hard
working day. After that, new compositions of princes, princesses, literati, Confucianist, talented
musicians under the Nguyen court formation a kind of music.

And after the Neuyen court collapsed, this type of music was brought closer to the
masses, thereby once more being loved by the people to nurture and add to satisfy the
demand with the "second society" that the feudal society at that time inadvertently
distinguished between the upper class representing those with money, authority... And poor
people representing the poor masses suffering. So far as we have seen it is nourished, honed,
and processed into a rich, harmonious dish that is suitable for the "taste" of people outside
the palace.

But no matter what, we cannot deny the special close relationship of style, conception,
custom of the place where it forms, create a particular type of music, of Hue people, becoming
a soul, the lifestyle in a spiritual life once reverberated in a feudal society of the Nguyen court
has left us with a huge asset of data that can be said by two-thirds of dynasties. Other
combined.

This genre of music is harmoniously crystallized between 2 parts Dan and Ca. Strict
requirements for public singers and musicians to express the substance, the soul of Dan Ca
Hue requires to capture the unique skill express vibration and press...Dan Tranh is one of the
musical instruments of indispensable importance in the orchestra and accompaniment for the
music in this music of kind, Mrs. Nguyen Thi Thu Thuy said, "If Tam, Bau, Nhi, Neuyet, Sao are
part of the flesh, The Dan Tranh is a transparent blood vessel that wriggles along the veins,

mixing together the remaining parts to create the soul of the whole”. Therefore, in the
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framework of this article, we would like to introduce to readers Dan Tranh with some special

techniques in Dan Ca Hue".

Keywords: The Tranh, Performance skills, DAN CA HUE
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Introduction

Dan Tranh is also called the sixteen strings. The Dan Tranh comes from the Chinese
Guzheng imported into Vietnam. However, when it is imported into Vietnam, immersed in
ethnic nuances, the Dan Tranh has unique characteristics and unique styles of Vietnamese
people.

In the past, we used to call the Dan Tranh a “Thap Luc” because it had sixteen strings,
but now we call it the Dan Tranh because nowadays it has been improved with many more
strings, like in the North by MA. Ngo. Bich Vuong improved more strings and here we often see
all people using Dan Tranh has 19 strings. In the south, when playing ancient music, they often
play 16 strings, while playing new works (improved) often play 21 to 25 strings depending on

the requirements of the work.

L

Viet Nam’s Tranh

In Vietnam, when the Dan Tranh first appeared, at present, it has not consistently
agreed to import in any century, according to Pham Tra My , it is assumed that Dan Tranh
introduced into Vietnam about this time. in the 13th century, but in the master's thesis of
Duong Thi Lan Huong, it was assumed that the Dan Tranh came into Vietnam in the 11th
century, based on the images carved on the pagoda one column ... But there is no doubt that

the Dan Tranh first mentioned in the music under the Tran court (1225-1400) in the "Vu Trung
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Tuy But" by Pham Dinh Ho. He said that the Dan Tranh had only 15 strings, not 16 strings. The
Artist wears silver nails to play or use two small reed pieces to strike on the string in the form
of zither. Whether or not, Asian zither is from China. The oldest painting is the ancient tree in

China.

Describe the Dan Tranh

The old sound box is about 100cm to 110cm long, but so far due to the need of
improved work, the number of strings is increasing so that more length. One head is from 17cm
to 20cm wide, and one small is about 12cm to 15cm.

The rising rainbow symbolizes the sky dome made of light wood (Cedrus wood, pine
or Ngo dong wood). The instrument is made of Trac, Mun or Cam lai wood. At the bottom of
the herd at the wide end, the right handler has a semicircle sound hole to install the string,
there is a rectangular hole in the middle to hold the instrument while moving and at the
narrow end there is a small round hole to hang the instrument. At the wide end, a wooden
bridge, slightly raised and bent along the board has 16 small holes lined up horizontally or
encrusted with metal to pierce the rope. On the board there are 16 herds, the terns can
support the strings and can be moved to adjust the low height of the string while playing, the
birds can be made of plastic, bone, ivory, brass , Trac wood or cam lai, now plastic is popular.
At the narrow end of Dan Tranh, there are 16 axes to line up, the pylons are placed on the
keyboard surface to hold a cross-line wire due to the short length of the rope, creating high
and low sound, the pivot can be made of plastic, copper Brass, Trac wood or cam lai. The
strings are brass, steel or stainless steel with different wire sizes such as 20mm, 25mm, 30mm,

and 50mm. Dan Tranh with paws is usually made of the shell of the tortoise, stainless steel.
Methodology

Basic techniques in Dan Tranh

The posture of the right hand: The right hand lifts up, the fingers curl, relax, the little
finger presses lightly on the platform like the way a bird is flying. When hitting the low strings,
the wrists are rounded, descending to the front. When hitting high strings, try to gradually lower

the curve of the bridge, the arms also lower gradually (to avoid putting your arms out). Three
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fingers plucked softly, each finger gently loosens up or down, strumming into the wire in the
natural curvature of the hand, avoiding broken fingers and wire hooks.

Left-handed posture: Three middle fingers are placed on the string gently, hands are
open naturally, fingers are slightly cupped, two or three fingers (index finger finger, middle, ring
finger) bunched, thumb and little finger are separate, hand shape reaching forward. When
vibrating, pressing, the hand is lifted up softly, three fingers are gathered at the same time,
moving from one string to the other.

Right-handed technique: In the past, people used to nail, their nails to pluck, stripped
with fingernails, the sound was not strong, not agile afterwards, they were clawed on their
fingers: thumb (number 1), index finger (finger number 2), middle finger (3rd finger) or
sometimes depending on the technical requirements of the work, you can wear a false nail
on the ring finger (number 4) (specifically when playing the bright Cherry Blossom card of Do
Phuong Bao nsnd ...) to ensure the requirements of the work.

Surfing Finger: is a very popular way of Dan Tranh, this is a way of skimming on
alternating lines of music, often with a finger or in a weak beat to prepare for a strong or late
beat.

Surfing Finger down: in the traditional way, the downward is striking the successive
sounds, from a high sound to the low tones, that is, using the right thumb of the right hand to
surf quickly and evenly through the lines, from high to low.

Surfing Finger up: is a technique to flip through a string, but swipe with 2 or 3 fingers
from a low sound to high tones.

Surfing Finger round: combination of Asian up and down, Asian round usually prepares
for opening or ending a sentence, in some cases it is used to describe scenes of water waves,
wind blowing, rain falling and can use fingers Asian rounds continuously with more sounds.

Combined sound: the two notes all played out at the same time, but the traditional
bar only uses the octave, the modern musicians also combine using other intervals.

Ve Finger: use right finger finger 2 or 1-2 finger combination; 1-3; 1-23, strumming on a

continuous line and other fingers must be rounded, the wrists combined with the fingers
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beating down, tossing regularly. When going to the top of the nail, it should not be placed too
deep into the string, creating an irregular, smooth sound.

Left hand has pressing fingers, vibrating, operating, and clawing.

Vibrating finger: is a way to use one, two or three left fingers to vibrate lightly on the
string (on the left side of the horse herd) with the right hand striking.

Pressing finger: is the finger used to add other sounds that can be 1/2 negative, 1/3
negative, 1/4-syllable that the War Wire system does not have. Pressing is to use the three
left-hand fingertips to press down according to the requirements of the article the arist will
use the headset to adjust the hand press.

Pressing attachment finger: is the finger that uses the thumbs to attach two or three
tones of different heights, the sound is soft, smooth and close to the voice. There are two
types of attachment:

Pressing attachment up finger: the man strikes a string to sound, his left hand presses
on the string, causing the sound to rise or continue to push up.

Pressing attachment down finger: want to get down, first borrow the notes. For
example, if you want to have the sound of attachment to the sound of Re, you have to borrow
a string of strings to emphasize it first and then pluck it back; When Fa sound is raised on the
left finger, gradually let the Rye sound of the string resonate with the Fa sound.

Shrug finger: is a continuous press on a certain string that makes high sound no more
than a continuous step. The shrugged fingers form waves with greater vibrations in the vibrating
fingers, making the sound more soft, deep emotion.

Flapping finger: is a finger type as the name suggests, this is a way to use two or three
fingers (index finger, middle, ring finger) to tap on a string on the left side of the newly strung,
and lift Right up the fingers make the sound high suddenly from half a coma to a coma.

There are two types of flapping: Simultaneous clapping means that at the same time
the right hand plucks the string, the left hand pats will hear two syllables: a secondary sound
above the half of the coma or a quick coma right down to the main syllable (the subtitled by
the left hand finger create). After patting the right hand, the right hand is strung, the new left

hand pats on the string, so it will hear 3 loops: the first sound is plucked by the right hand,
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the second sound is created by the finger, the sound is higher than the negative. The first is
about a half or one arc, the third one is due to the fact that the finger is finished and lifted up
immediately, the string is returned to the old state, the remaining sound can be heard
according to the tension of the string at first.

Claw finger: right hand plucked the next string using two, three fingers left clinging to
that string from the string to the string or vice versa, increasing the tension of the string evenly
and continuously. The sound is gradually raised to within A coma.

The left hand finger: to change the color, while promoting the sound ability of the
string, the left finger can also pluck the string within the right hand side of the guitar. The left
hand does not wear a sag, so when it strikes the sound sounds smoother but not resonated
with right hand sound. It is possible to pluck with two hands to create a sound, but usually
the left hand strikes the sound while the right hand uses the finger or resting.

Pizz finger: is a finger that uses the right finger to pluck the string, just use the tip of the
left finger to put lightly on the string or to stop the left hand on the top of the neck if it is a
musical note. The sound effect of the finger seal is not resonant but opaque, which contrasts
remarkably with a normal beat.

Fake sound: can be played on all strings, but should only be played in the middle of
the middle, lower sound and should hit the octave accent. The way to attack is to use the
left finger to block the appropriate piece of string from the beginning of the instrument while
the right hand strikes that string.

The sound of the Dan Tranh sounds much better than many other plucking strings.
Negative color, negative range:

Dan Tranh has high sound, cheerful, clear, bright sound colors, depending on
the number of strings consisting of 3 octaves (Do to Do3). Negative range: sound is not clear,
often used for buffering.

The middle sound: pure sound, rich in expressive and playful.
High sound range: sounds a bit harsh, often used to hit the fingers.
Dan Tranh with some special performance skills of Dan Ca Hue
In Hue in the past, the use of musical instruments was often belonging to the lineage

of king, because that time only families with conditions wanted to show their class, so that
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Dan Tranh was one of the types musical instruments representing the upper class at the time.
It is from this cause that according to some artists said that the rankings of Hue's antiques are
mostly derived from lineage of king. For example, Me Buu Loc, Me Hau Bieu, Me Vinh Chan.

The vibratory techniques in Dan Tranh are also extremely rich, if only speaking by
theory, it is difficult to describe them all, so the method of learning Dan Ca Hue in general and
Dan Tranh in particular need the oral tradition of artisans themselves teach that subject.
Remember, in the first days of studying the Dan Tranh on Dan Ca Hue, at that time | was also
a teacher at Hue academy of music, but knowledge was immense with what | learned in school
seats was not enough. Moreover, to become a required university lecturer, in addition to
teaching high technology in development works, besides, we have to teach Add all 3 styles of
music in the North, Central and South: Cheo Music, Hue Music, Amateur Music - Cai Luong, so
that we can capture all the souls of each region and especially the special nature of each
finger in each category is not simple. So every holiday, | had to go to the north to find a famous
artist to study, while in Hue outside the teaching hours, | took the opportunity to arrange time
to visit her teacher, because | just wanted to learn the "finger skillful" of Artist Ton Nu Le Hoa.

Every time when | listened to her mentioning some of special skills used to vibrate
slowly were vibrated in the “Dieu Nam” and vibrated rapidly in the “ Dieu Bac”, this was not
really strange to a teacher like me, but | understand the implication that her next sentence is
"slow vibration must use the force of the entire arm to hand down, then gradually move down
to the hand and then the fingers gently slow the newly created strings. Therefore, it is
necessary to express all the substance in this "Hoi Nam" characteristic of Hue that needs to
use the internal force transmitted through the arm then need to adjust itself and almost stop
breathe to convey all the inner to the hand, then gently but strongly as the image’s girl of
Hue, conveys every emotion of love from the blood through the skin, then "Day" that string,
the sound will emit a way of introspection and affection with Hue. This reminds me of the
lesson of a professor from the Chinese Drama Academy to the Shanghai Conservatory of music.
on December 2016 year at the "Sound-Body-Awareness" subject, the professor said: "Spirit is a
state of being of a human being.

That day she attracted the whole class in a real way, it was true that she lectured very
vividly, one side preached one side using movements. Additional majors for analysis, but the
most important part she did was that she had used all the gods and spirits to draw the

attention of others so that day's lesson really made me remember, because what you learn is
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not just the content of the lesson that day but you can apply a variety of situations in life.

Just like in the slow vibrating finger of Dan Ca Hue, if we do not self- regulate and adjust
the crystal, the spirit will be difficult to express the beauty, and especially this part according
to as the people in the profession are not just right but must be absorbed into the blood to
fully express its soul to bring special emotional listeners.

Not only does the finger "vibrate slowly" but the fingers are also very complicated, it is
necessary to quickly press the half note and then pull it slowly and slowly "Day" at the end
of the note. The strong feeling of surprise for the listener who has not realized what has
happened has been turned back to pat. Then she tapped her finger and said, "The flap that
makes the teeth makes the sound of the sound so heavy and crude as the Hue's sound itself,
that's the most special thing to distinguish between patting other regions. is the "simultaneous
flap" in the Hoi Nam in the song, this name is thought to be similar to “Cheo” or “Dan Ca Tai
Tu” , but no, the left hand must be slapped quickly while the right hand has just taken the
note up, how to create a raw sound, in accordance with the sentimental feelings of Hue
people, is most clearly shown in the voice of the low pitch of the central dialect. And some
of the other combined techniques we briefly mention below:

Vibration technique:

For example, just hitting a single note (Fa) that shows vibrations is also extremely rich.
Male vapor vibrates slowly, a word can vibrate into different notes

Includes 4 different vibration types such as:

- Fast vibrations - passenger breaths: leave your hands ready before you break and
stretch the fast-twisting cord without turning the note to describe the joy that is often used in
“Hoi Khach” (Dieu Bac). Apply all “Hoi Khach”, and vibrations La, Re.

- Slow vibration (Hoi Nam): expressing sadness, this type of vibration needs to be
put on hand before breaking the note, transferring force from the arms, fingers and finger
tendons down to the strings to create a diametrical A to % arc especially to describe the artist's
feelings to express during the show, giving the audience a different feeling of sadness such as
memory, anger, resentment and application to all “Hoi Nam”, mainly vibrating in two notes
Sol, Do.

- Vibrating Shrug (Hoi Khach): the left hand is placed in a regular way, about a depth
variation of about 1 coma, especially for the music for two tones Si Fa for example, in the

song "Long Ngam", "Phu Luc", “Ngu Doi Thuong”.
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- Twitching - between “Hoi Nam” and “Hoi Khach”: easy hand-held instead of
shrugged but requiring quick shrug, which is only applied in “Nam Binh” song in sol note.

Clapping Techniques

Equally important as vibrating and flapping techniques often create the feeling of
making the sound crisp, feeling like an arrogant look that is awkward or hidden inside the
meekness is the toughness, determination of a Hue girl. And in the profession is often divided
into the following 4 types of flapping:

- Single flap (back flap): right hand is broken, new left hand uses force to pull down
and immediately put up his hand like a paddy chicken. If the “Hoi Nam” is flapping La, Re, Mi.

- Double clapping: like patting a single but clapping many times, expressing in a
gentle, patting way to express affection gently

- Tap back: let the left hand press right after the right hand is broken, then lift up
your hand immediately to express the tingle and blame that is normally applied in the “Hoi
Nam?”.

Stringing techniques

Including 2 types of drop:

- Fast release (angled force): left hand pressed before the right hand breaks and
then let go quickly, making the sound more soft and graceful

- Slowly release, press the corner, press slowly, vibrate, flap and shake.

Technical coordination

- Combination of pressing and pressing: clapping pressing ... and flapping and
shaking, flapping and shaking.

Dan Tranh with some special performance skills of Dan Ca Hue does not much, but
to use it smoothly, expressing the confidences of each the song in the Dan Ca Hue requires
the player to be very sophisticated. Can play all these techniques smoothly. For Dan Ca Hue,
the Dan Tranh, who does not show this particular technique, is considered not to be successful,
listeners will be difficult to distinguish the difference between different types of music such as
“Cheo” music, or Tai Tu - Cai Luong music..So every time the artist grasped and deeply
absorbed this particular technique, the expression of that sound made us feel like we were

engulfed in a deep profound space like the people of Hue.
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Hulusi

Wang Fangying*

Abstract

Hulusi, or "Hulu Xiao", is one of the Yunnan copper spring black musical instruments,
mainly distributed in the border of Yunnan Lincang City and nearly ten counties of Dehong
Prefecture Dai, Dean, Blang, Achang, WA and other ethnic groups, only Yunnan is unique. The
popular region of Huluth, the flowing nationalities, the national appellations, the basic types
and forms, the relations with the customs and customs of various nationalities, the social and
cultural background on which they live, and even the folk stories are of great value for writing.
At present, in the development of cucurbitus cause, the main problem is the further reform
and development of musical instrument itself, we cannot satisfy the present situation, we
should continue to adhere to the road of reform, innovation and industrialization

development.

Keywords: Gourd Lusheng, Gourd silk, Gourd flute.

* Ph.D. Music Student College of Music, Mahasarakham University
* Corresponding Author: 358119249@qqg.com



The 2" International Conference on Research and
88 The 23 Asia-Pacific Society for Ethnomusicology Annual Conference 2019 {&\%&
“Music, Performing Arts and Culture through Sustainable Success for Humanity” :g“

13 — 14" June 2019 Petcharat Garden Hotel, Roi-Et, Thailand

Introduction

First, origin & development

First, the origin-development of Hulusi is generally believed to be Mengyang in Lianghe
County, Dehong Dai Jingpo Autonomous Prefecture, Yunnan Province. According to legend, in
the pre-Qin period, Yunnan Dehong Dai Jingpo Autonomous Prefecture Lianghe County
Mengyangjiang. A flash flood broke out, a brave Dai young man picked up a big gourd, broke
through the rough waves, rescued his beloved, Buddha was moved by his faithful love, the
bamboo tube inserted into the golden gourd, sent to the brave young man. The young man
held up the golden gourd and immediately blew out a wonderful song. Suddenly, calm,
flowers in full bloom, peacock open screen, for the new couple congratulations. Since then,
Hulusi in Lianghe County Mengyang Dai passed down, Lianghe Dean, Jingpo, Achang ethnic
group to follow suit, and then spread to the entire Dehong and other ethnic areas, and passed
on from generation to generation. There were few historical records of Hulu silk in the past,
and it was first explored and introduced by music workers in the early fifties of the 20th
century. At the end of 1953, the literary and artistic workers of the Yunnan Provincial people's
Arts and works troupe went to the Dehong area to collect wind. This beautiful and unique
musical instrument was discovered. At the end of the gathering wind, some instruments were
collected and brought back to Kunming. Some of the cucurbits, some of which were large and
small, were all three-pipe, but one was four-pipe, which was relatively rare. After returning to
Kun, the wind group handed over the instruments to the band custody room, which was
recorded in the Register and was run by Mr. Lin Zhiyin, then head of the cultural troupe and
one of the leaders of the wind group. This is the first registration data about the title of
"Huluze", which the author saw in the depository room of the folk band of the provincial song
and dance troupe in January 1982 when he prepared the "Yunnan National Musical instrument
Exhibition" to collect the exhibits. Gourd silk has a long history, its origin can be traced back to
the pre-Qin Dynasty, it is from Hulusheng evolution and transformation. The legacy of ancient
musical instruments is still preserved structurally. As with the ancient flute, the two accessory
tubes can be used to produce a continuous five-degree range. But its supervisor has opened

seven sound holes, very similar to later Xiao, flute, and shows its history of radicalization. After
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the founding of the people's Republic of China, Chinese folk music workers carried out
continuous reform of Hulusi. In 1958, Yunnan Song and Dance Troupe first expanded the
phonological range to 14 sounds. Some literary and artistic groups in Beijing have made two
kinds of new gourd silk. The six-hole gourd can play monophones, double notes, single
melodies plus persistent notes and two harmony melodies plus persistent notes. It not only
maintains the original musical instrument's unique timbre and style, but also increases the
volume, expands the phonological range, and enriches the sound color and expression.In early
1980, the Central National Orchestra visited Japan and used this new type of gourd silk to play

for the Japanese people. Get a good evaluation.
Second, the structure of hyacinth is unique in shape and structure.

It is made of a complete natural gourd, three bamboo tubes and three metal reeds.
The whole gourd is used as an air chamber, and three bamboo tubes of different thickness are
inserted into the lower part of the gourd, each of which is inserted into the bamboo tube part
of the gourd, with a copper or silver Reed set in it, the thickest bamboo tube in the middle,
with several sound holes on it, called the supervisor, and the two sides are attached to the
pipe. It only has a Reed, does not open the sound hole (refers to the traditional cucurbit), can
only send out the harmony that resonates with the supervisor. Usually the left side of the

tube has a "3" note, and the right side has a silent (or bass "6" note).

Hulushi Reed Oboe
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This instrument uses gourd as air chamber, gourd mouth as blow mouth, body length
about 30 cm. Common three tube, also have single tube, double tube or four tube gourd silk.
No matter how many bamboo pipes, more to the middle of the bamboo tube as the
supervisor, the rest as a secondary pipe. The supervisor opens several sound holes, usually
the first six rear, the traditional cucurbitum secondary pipe above the hole, only in the bottom
of the pipe to make a hole, plug blocked, plug and pipe body wired connection between the
plug and the body, when needed to open it with a small finger. Instead of using traditional
plugs, the improved cucurbit opened a sound hole above the tube just like the supervisor.
This is more convenient to play in the repeated use of the parapet, but also easy to control,
more flexible. When playing, the finger controls the sound hole of the supervisor to produce
different sounds, if the main and auxiliary tubes are opened at the same time, and the playing
hours are in full harmony, the melody only comes from the supervisor, and the accessory tube
is only set against a sound of harmony and continuous singleton, usually a-tone, e-note.
Produce a harmonic effect. The Achang nationality's cucurbit is similar to that of the Dai
nationality, which is controlled by gourd and Golden Bamboo. The length of blow tube is 6
cm, the length of supervisor is 50 cm, and the length of secondary pipe is 33 cm and 17 cm
respectively. There is a piece of bamboo left in the two sub-tubes close to the one side of
the supervisor, which is tied together with the supervisor by wire. In the WA nationality of
Ximeng, three bamboo tubes were inserted into the bottom of the gourd, sealed with wax,

and the upper and bamboo blow tubes were only two centimeters long. The supervisor is
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used to play melodies, accompanied by a continuous sound with a pure five-degree range
from the two sidelines. If you do not need a continuous tone or need a single continuous

tone, you can also block the accessory tube.
Third, playing techniques

To some extent, cucurbitus is simpler than bamboo flute, suona and other national
wind-blowing instruments, and there are not so many complicated techniques. This is also due
to the limitations of its construction itself, but its sweet tone seems to be very expressive. The
commonly used techniques of cucurbit play are as follows: 1. Uttering is one of the most
important techniques in playing cucurbitum. Speech can be divided into three types: single
vomit, double vomit and three vomit. Single vomit. The tip of the tongue is used to hold the
front half of the upper palate (that is, the pre-pronouncing state of the word "spit") to cut off
the air flow, then the tongue is quickly released and the breath is blown out. Through the
continuous action of "top-to-top", the air flow enters the mouth intermittently, and the effect
of single-vomit can be obtained and the process of single-vomit can be completed by
intermittent paraphernalia. Single spit is usually marked with "T" above the note. According to
the needs of music performance, single vomiting can be divided into two types: intermittent
vomiting and continuous vomiting. 2 double vomiting. Double vomit is a technique used to
complete a continuous and fast score. First with the tip of the tongue against the front palate,
and then release it, "vomit". In short, immediately after the word "vomit" is issued, the word
"bitter" is added, and the word "spitting" is connected to double vomit. The symbol of double
vomit is "TK". Three vomit. In fact, "TTK" or "TKT" is a combination of single and double spitting
in a certain rhythmic pattern, that is, "vomit" or "vomit bitter" or "spit bitter". 2. Hyphenation.
Hyphenation is one of the common techniques. Applicable to lyric phrases or segments. The

nn

sign "a" (hyphenation) means that the tone in the hyphenation excludes the first tone, and
none of the remaining notes need to be vomited. When playing the hyphenation, it is
important to emphasize coherence and fluency. 3. Sliding sound Gliding and technique are
widely used in cucurbit playing. Its effect is smooth and gorgeous. The application of gliding

technique can simulate the erasure effect on human and string instruments. There are three

types of sliding sounds: upper, lower, and compound. 4. Shock sound. It is one of the most
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important ways for people to reveal their inner activities and express their inner feelings by
using the technique of shock sound, which can obtain the effect of "sound wave" like singing,
and greatly enrich the expressive power of music. There are two kinds of tremors: air-shock
and finger-tremor. 5. Vibrato. Vibrato is made up of two different pitch notes that appear
quickly and alternately. The specific requirements are the sound hole with a fast and uniform
opening and closing of the second or third degree above the original sound, with the symbol
"tr" or "tr ~" 6. Reduplicating and playing. The techniques and effects of the two performances
are almost the same, and the definition of them is the same as that of each other. Is to add a
very short time before the appearance of a high two through three degrees of sound,

non

reduplicated by the symbol "again", playing by the symbol "memory" to indicate the ".
Fourth, the development and change of Dai inheritance mode

(1) The traditional inheritance mode changes Hulusi inherits the Dai folk music art, its
inheritance way includes the natural inheritance and the family inheritance. By the two
together to achieve the heritage of gourd silk culture. Family inheritance is mainly based on
the family carrier, for example, in Lianghe area, the beginning is the production of gourd silk,
deductive skills, and other matters to be passed on to the family as the unit. However, with
the development of the times gradually evolved into natural inheritance, family inheritance
has become an auxiliary method. The natural inheritance is mainly based on the region, its
advantage is that people do not need to carry forward deliberately in the process of
inheritance, the realization of inheritance is imperceptible. At first, Lianghe area, the heritage
of Hulusi culture and art is to a large extent through the natural heritage of local customs,
songs, deductions and other common dissemination. Therefore, in the Lianghe region, Hulusi
culture has become a kind of emotion that no one can give up, and everyone will play music
with cucurbit and pass on its interpretation skills to future generations. So it can be said that
people in Lianghe County can use cucurbit to play music, which is also conducive to the
inheritance of cucurbit. It can be seen from here that the spread of cucurbitum in Lianghe area
is mainly due to the gradual increase in the number of Dai people inheriting cucurbitum.

(2) the development of folk inheritance and development as well as the development

of music education institutions; traditional cucurbit silk production is rough and the way of
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interpretation is monotonous; it is only used as a tool for emotional communication in
contemporary society. Traditional gourd can no longer satisfy people's artistic pursuit. So,
people in Lianghe area began to dig the function and meaning of cucurbit slowly in order to
be able to have a bigger stage. First of all, in the view of the public, the birthplace of Hulusi is
Lianghe County, so we should take Hulusi culture as the representative of Lianghe culture and
make use of all kinds of communication channels to carry forward Hulusi culture; Secondly,
cucurbit is only a kind of national musical instrument in the eyes of the majority of the people,
can not represent the musical instruments of all nationalities in China, so it should be
sublimated and refined. In the process of development and development of Chinese art and
culture, Dai Hulusi culture has made a great contribution, and also plays a significant role in
the development of Chinese art and culture. During the development of Huluze in Lianghe
area, some performers and creators at first became the pioneers of local music education.
Gende was the first to develop gourd silk as a cultural product. In 1996, he set up a gourd silk
processing plant in Kunming, so he became a model for the development of gourd silk
education.

In March 1979, the Ministry of Culture and the Chinese Musical Association jointly issued
a notice to carry out the collection and arrangement of the "four Music Integration" in an all-
round way; August, The author transferred from the troupe to the National Music Studio of the
Art Department of Yunnan Culture Bureau (now Yunnan Culture Department) (the predecessor
of Yunnan Provincial Institute of ethnic Art) engaged in "Folk Music Integration" and
"instrumental Music Collection". In late November, Dehong Prefecture as a pilot province, we
successively in Ruili, Longchuan, Yingjiang, Lianghe and other counties, Dai, Jingpo, Achang,
Dean folk songs and folk instruments conducted a comprehensive survey. When we went to
Longchuan County Husa commune Mangdong Xinzhai, for the first time heard the Achang old
artist Mu Laowan with bass Hulusi play "string girl tune", that deep euphemism melody
fascinated us; The gourd silk loved by the Achang people is different from that of the Dai
people. We hear more about the clear, bright, elegant and sweet timbre of the loudspeakers
of the Dai nationality, while the bass gourd silk played by the old man of Mu Laowan is broad

and thick and full of low tones. In particular, the use of cyclic ventilation, continuous, lingering
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aftersound, touching. Our guide and translator is Master Teng Maofang, director of the foundry
workshop of Longchuan County Agricultural Machinery Factory, the Achang ethnic group, in his
fifties, collected, sorted out and published a lot of Achang folk stories in Chinese, and was a
member of the Yunnan Provincial Literary Federation at that time. Not only did he understand
Chinese characters, as he was a monk of Southern Buddhism for a few years as a child, he was
also familiar with Dai language, so he was regarded as a great cultural person in the Achang
nationality. Under his leadership, we went to the village, harvest quite a lot; Unforgettable is
almost all the Achang men, whether old or young, almost everyone is a gourd silk master, the
long cycle of ventilation, everyone can master, play happily. Mulaowan old man is a famous
master of the Achang nationality, he and Fumaofang worked together to fight a pair of five-
color household long swords. In the early days of liberation, as the highest gift of the Achang
people, he was also a skillful craftsman in the production of cucurbit silk. To this end, we
carefully plotted and measured the sound of his cucurbit, and investigated to him the selection
of materials and techniques for making cucurbita, especially the tricks and methods of making
Reed. He introduced us patiently one by one without reservation. He made gourd silk copper
Reed, the best tone also contains a small amount of silver, if not cast iron knife master, it is
impossible to forge silver copper Reed. Dehong's trip, we also had the honor to include the
Dai in Ruili City, the famous gourd playing master duo Shaotian performance of the "string Girl
tune," in Longchuan County Zhang Fengcai recorded the Dean Huluth artist performance of

the Dean "Love Song" and so on.
Conclusion

In the process of the spread of Dai music culture, Hulusi fully showed the ability of
music creation of Dai people, and played an important role in promoting the development of
Hulusi culture in national music culture. In the face of difficulties, not only need all parties to
actively participate in cooperation, expand the road for it, but also learn from other excellent
music culture, compatible and accept the essence of other music elements. Only in this way

can Huluth's works be more attractive and popular with the people of all nationalities.
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Creation of a Solo Song from the Combination of Melodies

Vitthaya Sripong*

Abstract

The research on Creation of a Solo Song from the Combination of Melodies has the
objectives to study the structure and melody styles suitable for combining together to create
a song and to synthesize the body of knowledge on possible combination of Khong Wong Lek
and RanadThum solo styles. In this qualitative research proiect the method of interviews and
field works were used. Also, to ensure the quality of the created combinations, the songs were
assessed by quality examiners. The following are the research
findings.

The creation of a solo by combining Khong Wong Lek solo and RanadThum solo
melodies used the main themes from PhyaNak Sam Chan song, which was a one movement
song with four rhythms, and Na Tab Prob Kai song. It was consisted of four movements - in
Thai, Lao, Chinese, and Indian rhythms respectively. There were playful interactions among
the instrument solos all along controlled by ensemble sound direction making the ensemble
and combination moving together in the same wav. To create this kind of solo the composer
had to invent a style, which was more eccentric than the ordinary one, to show the particular
style of the composer as well as the capability and accuracy of players.

If the Khong Wong Lek solo and RanadThum solo styles belonged to the same school or
created by the same person, the creation of the solo combination would be harmonious and

work well together.

Keywords: Creation, Combination of Melodies, Khong Wong Lek Style, RanadThum Solo Style

* Faculty of Music and Drama, Bunditpatanasilpa Institute
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Introduction

Thai culture has been uniquely cultivated for a long time, whether they are food, fine
arts, clothing, and language. Music is also one of national culture that has been passed down
from generations to generations. It is a beautiful art used to relieve sadness; it is an entertaining
tool to create happiness; it is used to accompany rituals.

Nowadays, music is also a career that nourishes families and brings income in many
different aspects, such as musicians, music instructors, not to mention the flourishing musical
instrument trading business, including the following important instruments which are to be
discussed here.

Khong Wong Lek and RanadThum were invented during the reign of King Rama Il of
the Rattanakosin period. They were first used in Pi Phat Khreuangkhu. Khong Wong Lek was
built to accompany Khong Wong Yai, but with different purposes. Khong Wong Yai is used for
the main melody, while Khong Wong Lek played melodic tunes accompanying Khong Wong
Yai in the manner of picking, tapping, flicking, and rubbing along with the main melody. Its
unique characteristic is "stopping tune (Krod)". RanadThum was built to accompany RanadEk.
Its musical performing style is forward, backward, and tease with the main melody. Its unique
characteristic is "deep tune (Dud)."

Considering the sound of Khong Wong Lek and RanadThum, it is found that Khong
Wong Lek was made from metal, while RanadThum was made from bamboo. It is also found
that the sound is different between the two instruments; Khong Wong Lek produces treble
tone, while RanadThum produces the soft and low tone. When playing together in the
ensemble, they create a balanced tone that is diverse and harmonious at the same time.

Khong Wong Lek and RanadThumusually accompany Thai musical ensembles, such as
Pi Phat Mai Khaeng ensemble, Pi Phat Mai Nuam ensemble, and Pi Phat Mai Nuam ensemble
with string instruments and Thai orchestra band. It is also found that these instruments have
been played in solo performances in the recent development, which is considered to be the
advanced instrumental composition on par with other musical instruments. It can be said that
the solo composition of Khong Wong Lek and RanadThum has been developed after those of
other musical instruments. Evidence of the solo composition of Khong Wong Lek and
RanadThum can be found in CherdNai song and the 2 nd verse of KhaekBorathes song (triple

meter). But in the present, it is found that the solo composition of Khong Wong Lek and
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RanadThumcan beplayed throughout the song to show the players' skills like those of other
musical instrumental compositions. It is a solo song playing separately and not played
simultaneously in the song, such as Khaek Mon song, CherdNok, PhayaSok, KrawNai, and
ThayoiDiaw.

Considering the above, it is found that the solo instrumental composition was played
according to the style created by past teachers. There is no evidence that any artist or teacher
has created a solo composition for Khong Wong Lek and RanadThum to play together in
combination. Therefore it is interesting to create a new dimension of in the relationships of
both musical instruments, by creating a harmonious solo composition throughout the song,
which might be an invention of a new theory for more development.

The researcher is interested in studying the characteristics of the solo combination of
Khong Wong Lek and RanadThum, as well as striving to create a solo composition for Khong
Wong Lek and RanadThum to be able to play together throughout the song, and to
maintain the wisdom of the teachers who have created the culture of solo musical
performances. Thisis also the creative innovationaimed to inspire young people who are

interested in this field.
Objectives

Three research objectives are determined as follows:

1. To study the structure and melody of the song that is suitable for the creation of a
solo combination.

2. To create a solo combination.

3. To synthesize knowledge of a solo combination of Khong Wong Lek and RanadThum.
Methodology

For the creative research, "The Creation of a Solo Song from the Combination of
Melodies," the researcher has divided the creation method into 3 major steps as follows:

Step1 Data collection: The researcher has collected data from 2 sources. The first one
is the document, textbooks, researches, and various academic works. The second one is the
data from individuals acquired by the interview of 24 professionals and experts in Thai musical
art as listed below:

1. Lieutenant Colonel Sano Luangsunthon, National Artist in Performing Arts (Thai Music)
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2. UthaiKaewla-iad, National Artist in Performing Arts (Thai Music)

3. Dr. SirichaichanFakjamroon, National Artist in Performing Arts (Thai Music)

4. Honorary Professor PoonpitAmatyakul, Rajasuda College Advisor, Mahidol University

5. Assistant Professor Sa-ngobsukThammavihan, Retire Government Employee, Faculty
of Education, Chulalongkorn University

6. BunchuaySowat, Expert, Bunditpatanasilpa Institute

7. Associate Professor Dr. NarongchaiPidokrajt, Mahidol University

8 . Assistant Professor KeeChantarasorn, Faculty of Fine Arts, SongkhlaRajabhat
University

9. Assistant Professor Dr. DutsadeeMeepom, Expert, Bunditpatanasilpa Institute

10. Assistant Professor SahawatPluempreecha, Faculty of Thai Music Education,
Bunditpatanasilpa Institute

11. ChalakPhosamton, Disciple of LuangPraditPairoh (SornSilpabanleng)

12. AnekAchmangkorn, Director, Office of Performing Arts, the Fine Arts Department

13. ChaiyaThangmeesri, Musical Artist (Professional Level), Office of Performing Arts, the
Fine Art Department

14. SakchaiLadda-Orn, Retire Government Employee, Office of Performing Arts, the
Fine Art Department

15. ChamlongMuangthuam, Musical Artist (Professional Level), Office of Performing
Arts, the Fine Art Department

16. PairatChanyanatya, Musical Artist (Professional Level), Office of Performing Arts, the
Fine Art Department

1 7. SamanNoinit, Retire Government Employee, the College of Dramatic Arts,
Bunditpatanasilpa Institute

18. ChamnanKaewsawang, Lecturer, Department of Thai Music, Angthong College of
Dramatic Arts

19. ThiraphonNoinit, Retire Government Employee, the College of Dramatic Arts,
Bunditpatanasilpa Institute

20. LamyongSowat, Expert, College of Dramatic Arts

21. SongyotKaewdee, Head of Department of Thai Music, College of Dramatic Arts

22. ChalermThonglamul, Disciple of Duriyapranit School

23. WiboonthamPhianphong, Thai Police Band
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24. KittiAtthaphol, Deputy Director, College of Dramatic Arts

Step 2 Data analysis and synthesis - Data was analyzed and synthesized using music
art concepts and creation method of the solo combination, including musicological theories
in solo composition, rhythm, and styles.

Step 3 Examination process - The achievement from the actual practice was examined
by a group of the qualified committee and experts in Khong Wong Lek and RanadThum. The
solo combination was performed using Phaya Naga (triple meter) song, created in four tonal
styles: Thai, Lao, Chinese, and Indian. After the quality's examination, the opinions on the
creative workwere gathered from the qualified committee. Then the information was

summarized to conclude the results.
Results

The results showed that those who are able to create solo composition have to study
the main melody and the tone of musical instruments. They have to practice and experiment
to create their own composition style. However, it may be best to follow the model of the
teachers and then try to create one's own style from them. At first, it may not be able to
create a variety of compositions, but after experimenting for some times, the creative process
will be more efficient. Considering the creation of the solo combination between Khong Wong
Lek and RanadThum, it is found that, in addition to being played together with other
instruments, they can also be played together in a solo song as well.

Both Khong Wong Lek and RanadThum have a unique style of performance; they
produce an equally fast and thrilling performance. The reason that the combined performance
between RanadThum and Khong Wong Lek has ceased its popularity may be because of the
different skill level of the players. When mistakes arise, it may result in the players blaming
each other. The nature of the solo composition of Khong Wong Lek and RanadThum should
be related and get along in the same direction with similar styles. If the main melody is in the
treble tone, the composition of Khong Wong Lek and RanadThumcan be created in a similar
treble tone, or in a different style from the main melody. Nevertheless, both instruments
should go in the same direction. For the composers, if they are the same person or from the
same school, they may be able to create a harmonious and relevant solo composition than

those from different schools.
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For the creation of the solo composition of Khong Wong Lek and RanadThum, the
composer must be more creative and more specific than the creation of general instrumental
compositions.This is to show the wisdom of the composer in a certain type of instrument and
the precision of the player. In other words, the composer will compose the first repetition and
the following repetition with different techniques and styles to present the author's style, and
show the precision and showmanship of the player.

Moreover, the results of the creation showed that musical composition can be
composed in various national styles: Asian style such as Thai, Lao, Khmer, Indian, Chinese,
Vietnamese, etc. and European style. Some national styles are used in parts in some creation
and appeared in the song’s names in order to honor that nation. Thus, it is also the way to
openly acknowledge listeners of the national style of the song. In this research, the main
melody used was from Phaya Naga (triple meter) song, which consisted of a single verse, 4
beats in a bar, with Na ThubProb Kai beat. As for the solo combination of Khong Wong Lek
and RanadThum, the first repetition was composed in Thai style, the second in Lao style, the
third in Chinese style, and the fourth in Indian style.

Example 1: Thai style

The main melody: Phaya Naga song, line 1 (1* repetition)

R hand — —a —F -5-3 —3 -5-3 —f —a

L hand - —a — -5- —4i -n-5 —-f —a

The solo compaosition of Khong Wone Lek (Thai style)

Rhand | - - --|---a|---@]|-9 -9 |-88-% |agg -9 | gvlvi—s- | vl5-5 -8

Lhand | - - --|---u|---®] -9 -9 |-=s9vv | -nv5-5 | -5 90-8 | -A-FE-8

The solo compaosition of RanadThum (Thai style)

Ll

Rhand | ----|---a|---a]-9-9 |aa—-W |-89—7 |-v—a |-s-—5

Lhand | - - --]|---u]|---a|-9-" |99l |vtg-w5- | W-5A- | A5-AA—

The main melody began with high-pitched notes, using SiawMuea technique and
Krotechnique. The solo composition of Khong Wong Lek and RanadThum started with the
same notes as the main melody. The melody of the solo song started with a slow melody so
that the players of Khong Wong Lek and RanadThumwere able to coordinate the rhythm
harmoniously. The stressed rhythm (LukTok) in the 4th and 8th bar corresponded to the main

melody in all respects.
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The main melody: Phaya Naga song, line 2 (1% repetition)

R hand -A- —%i8 -A-a - 77 - v %98
L hand -y —a -A-a - —a% -a- —5 —a
The solo composition gf Khong Wong Lek (Thai style) -~ — ~
i 1] T 1 T [ T [ [
R hand f‘ﬁﬂ ]ls 'uﬂ\ - - Fm W - 'S"i'—\"i W ﬂﬂ\ - ﬂﬂ\ VU 'u'u)l 7 - ‘ﬁ‘ﬁ\'u 4
Lhand |- v | -9ma [w--@ |-A-n -N 5 -5 5 -g-w |-v-u

The solo cogmpasition of RanadThum (Thai style)
7 7 7
R hand f‘l‘ﬁ\'ﬂﬂ\[ 'SFI\E\— Ag - - -n- - o v % - --%- (@498 - |--8a -

Lhand |--¥W--5 |--a-% |--9W - - | -- -3 e -9 |---v |®a- -

The main melody was played evenly from the 1% bar to the 4™ bar, with the medium-pitched
notes in the 5" bar. For the composition of Khong Wong Lek, the flick-up and flick-down
technique were used to facilitate the flicking technique. For the composition of RanadThum,
flick-down and Tee Dud technique were used. It can be seen that in this line, the melody of

Khong Wong Lek and RanadThum corresponded to the main melody in all aspects.

Example 2: Lao style
The main melody: Phaya Naga song, line 1 (2™ repetition)

R hand —%a -A-3 -5-A 55 -5 -5 39— AR-a
L hand - -A-3 -m -5 - -5 —f —a

The solo composition of Khoneg Wone Lek (Lao style)
Rhand | - - - - [ ---" | -W -9 |[WA--A |- -9 |[dA--W|[-W--|"s5-m

Lhand | ----|---@|-A--[-5@- |- --|-9A- |-A-5]|--@7

The solo compaosition of RanadThum {Lao style)

ns -/

1
=
1
i

Rhand | - - --|--%a | -@&-- [fa-- | -9 --[o- -

Lhand | - - - - | -%- -5-a|--9W | -An-5|-A5-|-m-5]|--nm8

The starting notes of the main melody were different from the beginning of the song,
using the more complicated techniques for Khong. The flicking technique was used in the 1°
bar and proceeded with the normal-pitched notes (not low or high). The solo composition of
Khong Wong Lek began with 4 note-ranged duo melodies, with the left hand focusing on the
LukTok to match the melodies of the main melody in the 4th and8thbar. The solo composition
of RanadThum began with the same flicking technique as the main melody, then proceeded

to play 4 notes in each hand, alternate with the flicking technique from the 1°' to the 8th bar.
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The melodic characteristics of the two musical instruments still corresponded to the main
melody, but the solo composition of Khong Wong Lek and RanadThum were played in Lao
style throughout the line.

The main melody: Phaya Maga song, line 2 (2™ repetition)

R hand -A-w -8 -pi-3 -1 SR -5 - -2
L hang -1 -—i -A-a -l — a1 -a-w — -1
The Solo compaosition of Khong Wong Lek (Lao style)
Rhand | - - - -|--am |--a 3 [--9 |--a35 [--50 |--v4 |--4a
Lhand | - - - - | -9 -& -8 -9 -@ - -8 -3 - - -5 - -d -@
The Solo composition of RanadThum (Lao style)
Rhand | - - - - | @ -%a -a-- |ma-- | -9-- |HA-59 | -Y -9 |a-nan
Lhand | - - - - | -"- -y -al--9l [--s -A-- |®Am-- |-9-8a

The main melody proceeded evenly from the 1% to the 4™ bar, with the
mediumpitched notes in the 5" bar. For the composition of Khong Wong Lek, chopping hand
technique was used alternately between the left and right hand so that the player can proceed
to the Krod technique easily. For the composition of RanadThum, the Tee Dud technique was
used to correspond with the melodies of the main melody. When considering the solo
composition of Khong Wong Lek and RanadThum, it is found that the melodies corresponded
with Lao style throughout the line and corresponded to the main melody.

Thernain melody: Phaya Maga song, line 1 (3™ repetition)

R hang 515 -3 UTAT unsa - W—s 1U5-5 uvlsa
L hang -5-1 -A-a - -~
The solo compaosition of Khong Wong Lek (Chinese style)
Rhand | - ---|---W|-W-%|-9a-|-W-9|-%a-|-6-@|3-4d-
Lhand | - - --|[---a|-Aa--|[H--A|-Aa--|H--¥|-9%--]|-m-a
The solo composition of RanadThum (Chinese style)
Rhand | - - --|-W-5|-d-a|-9-W|----|-a-9|-%W-35|-m-a
Lhand | ----|5-d-|a-9-|"WH-35-|----|g-W-|5-a-|a-9-

The first four bars of the main melodywas played with Luk Lo style (conformed

melodies) and from the 5™ to the 8th bar with LukKhad style (contrasted melodies). The solo
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composition of Khong Wong Lek from the 1t to the 4™ bar was played in the Chinese style
and proceeded with Luk Lo style. Then Khong Wong Lek was stopped playing and let
RanadThum play as LukKhad in Chinese style. Both instruments played in the same lowpitched

notes as the main melody, but change the style of each instrument to Chinese style in every

bar.
Themain melody: Phaya Naga song, line 2 (3™ repetition)
Rhand  -asla Fig-a Viagn SRV —fi- -8 Na-f -
L hang -7 -1 - V&
The solo composition of Khong Wone Lek (Chinese style)
Rhand |- -5 - |sW--|-W -9 |-9a-|--a-|a---|-@-@a[3-¢a-
Lhand |- --@ |- @& - - - - - - - -1 - - - -" - - [-N-8
The solo composition of RanadThum (Chinese style)
Rhand | - - - -|5-5W | -W-9 |[-9%a-|--@a-|a---|-fA-a [F -7
Lhand | - - - - | - A~ -A-- - -] ---9|-"--]|-9%-- |-va

The main melody was played evenly from the 1t to the 4" bar, with the
mediumpitched notes in the 5 bar. The solo composition of Khong Wong Lek and RanadThum
corresponded to the melodies of the main melody. When considering the solo composition
of Khong Wong Lek and RanadThum, it is found that Chinese style was used throughout the

line and corresponded to the melodies of the main melody in all eight bars.

Example 4: Indian style
Themnain melody: Phaya Naga song, line 1 (4™ repetition)

R hand 515 Ylp-3 YIRS unsa - —s 1U5-5 unsa

L hang -3-3 -F-&l --f- —i
The solo compagsition of Khong Wong Lek (Indian style)

7

R hand ——'FI'FI\[ Mg - |¥30- |AgH - |U5A - |Agg- A8 - |A ) -
Lhand |- --a |-a-W|---a|-a-¥|---a|-a-|-%-9|-a-a
The solo composition of RanadThum (Indian style)

Rhand |- A ®m -5- |- Anm -5-v |- #m -5-9 |- -9 |---a
Lhand |- --%|-a-" |---9|-a-W|---%|-a-W|-W-%9|-a--

The first four bars of the main melodywas played with Luk Lo style, and from the 5%

to the 8™ bar with LukKhad style. The solo composition of Khong Wong Lek from the 1% to
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the 4™ bar was played in Indian style. The crossed hands technique was used in the 2nd gth
6" 7™ and 8" bar. The solo composition of RanadThum was also played in Indian style. Both
instruments were played with the same low-pitched notes as in the main melody, but change
the style of each instrument to Indian style to correspond with the main melody.

Thernain melody: Phaya Naga song, line 2 (4™ repetition)

R hang -ana Ag-a Viagn TAva —F- A2 na-f A
L hand — — —_— — -a-8 -1 - v

The solo compaosition of Khoneg Wone Lek (Indian style)

Rhand [-a -m |-# --|-0-9F |-d--|-@8-m|[-A--|-9-m|-7-a
Lhand [- 4 -W |-9--|-m-8 |[-%--|-u-W]|-9--]|-a-" [«4-u
The solo composition of RanadThum (Indian style)

Rhand |- - @@ [-n-a |--30 |[-9-/ |---@ |--wd |-5-m|-d-a
Lhand |- --u |-¥-9% |---w|[-a-9 [---u|---9 [@ -W |=-u

The main melody was played evenly from the 1% to the 4" bar, with the
mediumpitched notes in the 5" bar. The solo compositions of Khong Wong Lek and
RanadThum corresponded to the melodies of the main melody. When considering the solo
composition of Khong Wong Lek and RanadThum, it is found that Indian style was used

throughout the line and corresponded to the melodies of the main melody in all eight bars.

Conclusion and Discussion

The conclusion of "The Creation of a Solo Song from the Combination of Melodies" is
as follows:

1. The melodic combination of Khong Wong Lek and RanadThum - The rhyming scheme
of the solo composition of Khong Wong Lek and RanadThum consisted of similar notation. For
example, the solo composition of Khong Wong Lek and RanadThum in line 2 (1°! repetition) in
the first four bars consisted of low-pitched notes, while the flicking technique was used in
every bar from the 5" to the 8th bar. The composition was created using low-pitched notes
in both instruments. When considering the solo composition of Khong Wong Lek and
RanadThum in line 10 (later repetition), it is found that the solo composition of Khong Wong

Lek was played with crossed hands technique from the 5" to the 8" bar, while the solo
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composition of RanadThum consisted of its own rhyming scheme but flicking technique and
alternated hands technique were inserted. However, both instruments were played with the
high-pitched notes. Therefore, it can be concluded that the rhyming scheme of Khong Wong
Lek and RanadThum is related in the similar notation. It can be seen that the
relationship of the notation of Khong Wong Lek and RanadThum corresponded with
DutsadeeMeepom (2018), "The solo style of Khong Wong Lek and RanadThum that goes in the
same direction is a good thing. It is a creative idea. Playing RanadThum alone would not be as
fun as playing with Khong Wong Lek. Both can be fun playing together. Being together makes
it more fun in playing. Like playing in the band that must go together in the same way."

2. The solo composition - The composer must be more creative and more specific than
that of a general instrumental song to show the wisdom of the music composer in a certain
type of instrument and the precision of the player. The composer will compose the first
repetition and the following repetition with different techniques and styles. In other words,
the composition in the first and following repetitions are not the same. This is also the meaning
of the solo composition: to present the author's style and to show the precision and
showmanship of the player.

It can be seen that the creation of the solo composition of Khong Wong Lek and
RanadThum corresponded to Songsak Seneephong (2018), "Khong Wong Lek can be played
with RanadThum in a solo, but the creation or the rhyming is not the same.

Khong Wong Lek and RanadThum should play in its own style but goes in the same
direction. The creation must be more unique than those of Rueang songs or Tao songs, and
make it beautiful in a harmonious way. The style of the solo song is unique in which the first
and following repetitions are not the same. This means the first repetition and the following
repetitions were created differently. But there is also a principle for the composition, which is
to play only 2 times, each with no name, not like those of Saw that have names for each
repetition, such as Wan and Keb (Od-Phan). Lately, the solo combination between Khong Wong
Lek and RanadThum are rarely done, found only in some schools that still practice this

combination."
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3. The main melody used in the creation of the solo combination - It is found that the
main melody of Phaya Naga (triple meter) song was originally extended from the single-versed
Nakaraj (single meter) song, using Na ThubProb Kai beat. This song was widely used in both an
ensemble and a solo for various musical instruments. It can be played by every type of musical
band, such as Pi Phat Mai Khaeng ensemble, Pi Phat Mai Nuam ensemble, Pi Phat Mai Nuam
with string instruments, Thai orchestra band, and Pi Phat Mon ensemble. Moreover, this melody
can be used in a solo composition of every musical instrument, including Pi Phat and string
instruments. Therefore, it can be considered that the main melody of Phaya Naga song is
appropriate for every occasion, both in an ensemble or a solo.

As mentioned above, it can be seen thatthe use of the main melody for this solo
combination corresponded with ChamnanKaewsawang (2018) that,"l received the main melody
of Phaya Naga song from KhruNarongchaiPidokrajt when | studied a master's degree in 2015. |
asked his permission to use the main melody in a solo composition of RanadThum because
the melody has only one verse, not too long and not too short.

The main melody of this song is a single verse like PhayaSok, PhramKhao Bot, and Sud
Sa-nguan song. When creating a solo composition for RanadThum, each repetition has no same
(Od-Phan) like that of string instruments. But in the solo composition, both repetitions are
played differently, especially on the second repetition.There are some changes in some
rhythms. | personally think that Phaya Naga song is elegant in its characteristic, so Tee Dud and
flicking technique (Tee Sabad) are used. Sometimes the flicking technique is used in the first
phrase, sometimes in the later phrases, just like the unique flicking manners of the Naga's tail
and body. In this way, Phaya Naga song has also been recorded as a solo composition created
in the reign of King Rama IX."

4. The solo composition in various national styles- It is found that the melody may not
clearly indicate its nationality. But Na Thubbeat and percussion instruments are considered to
be a valuable supplement that helps identify the melody and make the listeners recognize
the national style of the music. The national style can be inserted in many ways, just like the
integration in the solo combination of Khong Wong Lek and RanadThum. When considering

the creation in details, it is found that the 1°! repetition was played in Thai style. The 2"
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repetition of the solo composition, from the 1% to the 34 Na Thub beat, is played in Lao style,
accompanying by Klongkhaek combined with Lao Na Thub beat. The 4" Na Thub beat was
played in Thai style, accompanied by Klong Song Na. The 3™ repetition of the solo composition,
from the 1% to the 3'@ Na Thub beat was played in Chinese style, accompanied by Ching and
Ma Lo (Chinese gong) including Chinese drum combined with Chinese Na Thub beat. The 4"
Na Thub beat was played in Thai style, accompanied by Klong Song Na. The 4" repetition of
the solo composition, from the 1% to the 3 Na Thub beat was played in Indian style,
accompanied by Klongkhaek combined with Indian Na Thub beat. The 4th Na Thub beat was
played in Thai style, accompanied by Klong Song Na. Considering all 4 repetitions, there are 4
national styles in the composition: Thai, Lao, Chinese, and Indian.

As mentioned above, it can be seen thatthe solo composition in national style
corresponded to ThiraphonNoinit (2018), "The solo combination between Khong Wong Lek and
RanadThum as presented here is simultaneously played throughout the song. It can be
considered as an extension of the old idea, developing into a new dimension of the solo
combination. KhruMontriTramote said that the traditional solo song will use Prob Kai beat and
two sticks as a pattern. Then the solo song in national style will follow, which can be inserted
in certain parts of the song. Another characteristic of the song with national style can be found
in Hang Khrueang (additional songs at the end of the performance), in which the musicians still
have fun and want to play a little more. Therefore it's called Hang Khrueang. Hang Khrueang
can be vocal music or the solo performance of each instrument in the ensemble, in Thai style
and other national styles.

For the main melody of Phaya Naga song, | see that it was appropriate to use it to
create a solo combination. When looking at the combination of Khong Wong Lek and
RanadThum, it is found that the Thai style was played in the first repetition. The second, the
third, and the fourth were played in other national styles, but with Thai style as a link. The
solo composition in four repetitions for Khong Wong Lek and RanadThum is a new thing for a
solo performance. The solo composition of the two musical instruments is related. There is a

relation in the rhyming scheme, using percussion instruments to make the style more clear.
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Another thing is, at the end of each style, it is found that the melody returned to Thai style,

which may be used as the link. | think it is the creativity of the composer.
Suggestions

For this creative research, the suggestions are as follows:

1. According to the study, the researcher found that the solo combination between
Khong Wong Lek and RanadThum is a case study that showed the melodic combination in the
same direction. In order to apply this approach to other instruments, the differences in the
playing style of each instrument should be studied thoroughly, to create a varied, harmonious,
and graceful combination.

2. from this research, the researcherconsidered that the current academic documents
are not enough to be able to be used effectively with creative works. The vital information
today is mostly found from individuals. If there is a record of knowledge from professionals
and experts in Thai music, by making complete documents, it should be more useful as

information sources for other researchers.
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The musical exercise for enhancing the Pi Nai (Thai oboe) performance practice.

Boonsek Banjongjud*

Abstract

The purposes of this research are to 1) develop the musical exercise for enhancing the
Pi Nai performance practice and 2) enhance the capacity of Pi Nai performance practice for
students of Bunditpatanasilpa Institute. The research has been done based on the qualitative
research method. Research data were collected from related documents, interview, and focus
group done by professional Pi Nai players and Pi Nai teachers in undergraduate degree. Then,
all data were used to develop the Pi Nai exercise to try out on students (who study the Pi Nai
as the major instrument) of Faculty of Music and Drama, Bunditpatannasilpa Institute.

The result of the research shows that the musical exercise for enhancing the Pi Nai
performance practice is created based on the oral transmission of Pi Nai performance practice;
researcher has collected information of Pi Nai performance practices from Pi Nai masters to
develop this exercise to approach the best skills of Pi Nai performance practice. The musical
exercise for enhancing the Pi Nai performance practice contains a number of pieces: 1) Phleng
Muiong Chan Diao, 2) Phieng Khao Man and 3) Phieng Surintharahu Sam Chan. The musical
exercise can improve the essential skills of playing the Pi Nai as follows: 1) the strength of the
body related to blowing skills, 2) fingers controlling the air flowing, 3) controlling the air flowing,
4) the collaboration of controlling the air flowing, tongue, and fingers for playing the Pi Nai, 5)
particular skills for playing the Pi Nai in the pieces which have lower group of pitches within
the scale, and 6) particular skills for playing the Pi Nai in the pieces which have higher group

of pitches within the scale.
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Researcher tried out this exercise with four students for four weeks: the first week is for
preparation, the second week is for improving basic skills of Pi Nai, the third week is for
improving intermediate skills of Pi Nai, and the forth week is for improving advance skills of Pi
Nai. It was found that all students have been improved dramatically which Faculty of Music
and Drama, Bunditpatanasilpa Institute confirms that the exercise developed from this research

is effective for enhancing Pi Nai performance practices in higher education.

Keywords: The musical exercise for enhancing the Pi Nai performance practice, The Pi Nai

realization, Bunditpatanasilpa Institute.

* Faculty of Music and Drama, Bunditpatanasilpa Institute
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Introduction

"Pi Nai" is a musical instrument of the dryer. Which is a unique piece of Thai
nationality.Characteristics that are unique Pattern play and the exquisite method of blowing
making it difficult to blow in the melody. The Pi Nai practitioner must have a passionate heart,
try to be patient and practice the knowledge from the teacher. Cultural inheritance in this
instrument at present, Thai youths still have access to and experience this instrument very
little. Based on information in the Thai music competition in high schools nationwide Found
that the clarinet in it was hardly being raised in the contest because it was hard to find a blow.
In addition, the textbook, the manual for practicing the clarinet in which to study, learn is not
much. Including training to get good results various exercises are scarce. Causing the blow in
the Thai youth to not develop as they should by bringing knowledge and service to the youth
And Thai musicians in the country As well as being able to lead to further expansion in the
Thai music profession. Banditpatanasilpa Institute Is an institution that aims to produce
professional graduates in the arts. Classical dance and has the main duty to provide academic
knowledge in dance, Thai music to youth of the country in the culture. Ut nowadays, getting
students to study in higher education has faced problems. Students who come to study at the
undergraduate level Who came to study later from the 2 most common parts is 1) Productivity
from institutions At the College of Dramatic Arts all over the country 2) Production from third
parties Various ordinary school groups In which both of these sections have different
knowledge When coming to study together especially Faculty of Dramatic Arts With a large
number of students from ordinary schools Both in dance and Thai music, therefore, led to the
creation of a training kit to enhance the potential of the training for students in the Graduate
Institute of Arts. With the institute, there are many experts in pi who are very experienced and
knowledgeable. There are also experts from the Department of Fine Arts in providing guidelines
and providing information. To create this research To be a learning resource database And
disseminated in academic services to students interested in youth Development of blowing in
In various educational institutions, there are guidelines and methods for practicing skills so that
Thai music students have the potential to gain access to skills and skills in blueprints.Therefore,
the research creates a training kit to enhance the potential of training in this area. Will help
strengthen the learners, build concentration, skill, know the system to perform the melody It

also creates incentives for learners. Build confidence and have the courage to practice and
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develop self-learning which is an important base for the development of new generation youth
in the Thai music career path including professional progress strengthen the Pandit Pattanasil

Institute.
Research objectives

1. Creating a training kit to enhance the potential the Pi Nai performance practice

2. To enhance the potential of the student's bladder
Scope of Research

The creation of a training kit to enhance the potential of training in bagpipes for
students who have graduated into higher education at the first year of bachelor's degree
Hypothesis theory (if any) and the conceptual framework of research How to blow in to

develop quickly
Expected benefits

1) 1*! year undergraduate students in the field of Thai music, practical instruments, Pi
Nai in Banditpatanasilpa Institute.

2) Training kit to practice blowing skills in to develop in a systematic way with the goal
of training more skills.

3) Is academic information in explaining the physical skills of practicing the Pi Nai in

4) Know the process of practicing pi skills in to create a base in the blown-up power
and control of the mechanism of the order of the fingers and the tongue.

5) Develop concentration, endurance, rhythm

6) It is a guide for students who are interested in studying at the Bunditpatanasilp
Institute. But there is still lack of knowledge information in training, skill training sets will be a
good practice guid

7) Used as a training set to enhance the skill of playing bassoon in Of the Faculty of
Dramatic Arts Banditpatanasilpa Institute

8) Is a training set for those who are interested in developing themselves in the blown-

9) It is a continuation, conservation, development and extension of the art of blowing

in How to conduct research this creative work conducts research using qualitative.
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Methodology

Research methods and lecture presentation by conducting research from October 2017

- September 2018 with the following research procedures
1. Preparation

Consultation expert, Boonchuay Sowat teacher, Pee Kong Lai Thong, for advice In
conducting research on training kits to enhance the potential of practicing the Pi Nai Initial
contact with the interviewer By clarifying the objectives of the research and interviewing

information.
2. Research tools

2.1 Data interview questions

2.2 Devices used to collect data such as notebooks, voice recorders, flutes, computers.
3. Data collection process

Collect data from academic documents, textbooks, research papers from various
sources including the National Library. Love Art Center, Bundit Patanasil Institute Research
Department, Office of the Sangkhon Department of Fine Arts, Chulalongkorn University Central
Library Faculty of Fine Arts Library Chulalongkorn University Faculty of Education Library
Chulalongkorn University Chulalongkorn University Art and Culture Center College of Music
Library Mahidol University Interviews with experts who set the widow target group who
provided information in the research as follows. 1) Expert group in Pi Nai 2) Professional clusters
in Pi Nai 3) The group of teachers who teach the clarinet in Tertiary level Along with determining
questions and criteria for data interviews Expert group meeting Group of teachers and
professors In the research project on the training set for enhancing the potential of training in
the meeting room 1, the Director of the Institute of Graduate Studies, Pattanasilp on August
13, 2018, the list of participants, the group of critiques, the training set for the development

of potential for training Pi Nai
1) Professor Boonchuay Sawat, an expert in clarinet in Chulalongkorn University

2) Professor Peeb Kong Konglai Thong, an expert in clarinet in the Office of Fine Arts

Department
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3) Professor Singha Sangchui, an expert in clarinet in the Department of Fine Arts

4) professor Anan Sopruek, an expert in Master of Arts in Music Culture, Institute of

Language and Rural Development Mahidol University

5) Assistant Professor Dr. Phatara Khom Khum, Faculty of Fine and Applied Arts

Chulalongkorn University

6) Teacher Phonsak Sap Bangyang, teacher, expert in Silpakorn Lopburi College of

Dramatic Arts Banditpatanasilpa Institute

7) Teacher Samnao premdontree instruments, master teachers, Suphanburi College of

Dance Banditpatanasilpa Institute
8) Teacher Tharathip Sittichai, Faculty of Art Education, Bunditpatanasilp Institute
4. The process of synthesizing information from documents and interviews

The information obtained from the documents and the data from the interview were
synthesized. The issues that are important to the development of the Pi Nai Which will be an
enhancement to students' potential in Of young generation to develop rapidly Based on the
principles of practice and the reality that has been in the past That is broadcasted from a
generation to generation Used to create a training set to develop the potential of blown in
and then used to experiment with students studying in year 1 Faculty of Dramatic Arts

Banditpatanasilpa Institute And interested students
5. Check data examine

The data for the training set to develop the potential for training in bagpipes. By
organizing a group meeting of experts, professors and professionals By taking the results from
the practice of the first year students of the Faculty of Dramatic Arts Banditpatanasilpa Institute
And interested students To present at the group meeting Follow the steps and practices to
consider and recommend guidance. Improve the training set to be complete then the

researcher then introduced the suggestion to improve and correct it to be completely correct.
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6. Information presentation process

The researcher presented the research results. Subject: Training Kit for Developing
Potentials in Practice as a 5-Part Document By writing descriptive lectures And to use the
supplementary training set to develop the potential of the clarinet in the record, making a

manual for practice
7. Summarize, save and publish creative work to the public

The researcher used the results of the research and development training kit to
develop the potential of training in bagpipes. Used as a training set to enhance the ability to
practice oboe in For 1st year students of the Faculty of Dramatic Arts Banditpatanasilpa

Institute And made a manual set for those interested in bringing this training set to practice
Research period

Start date 1 October 2660 End date 30 September 2018 Terminology.

Pi Nai The clarinet means the way that the clarinet is used to perform the melody. Is
a play that is created to be suitable for training for the Pi Nai.

Lower group of pitches within the scale the music that descends from the volume in
the way down. 1 The sound plays at the sound level.

Higher group of pitches within the scale Means the music that the volume group
performs in the melody is higher than the way in 1 sound.

Scale Pi Nai The instrument in which the clarinet can perform the melody according to
the mechanical system of the instrument is most convenient to force the finger force.

Data analysis

The researcher has taken information from documents and interviews. Used to define
the characteristics of the training set to develop the potential of the clarinet in According to
the research objectives.

1. The creation of a training kit to enhance the potential for training in clarinet The
inheritance of Thai music that has been in the past is in the form of teaching and learning
without wording notes There will be a method of seeking tactics in order to lead the musical.
"The sound is good." Because the music is good at sound the researcher therefore has adopted
the principles and methods obtained from searching for information. Interview with an expert

in clarinet in In order to find ways for students to practice in order to develop the potential of
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blowing in To achieve maximum efficiency With short cut times In order to solve the basic
problems of blowing in Of students with different skills To have basic skills at the same level
To be suitable for the tertiary level By what would be the supporting factor in the matter of
Practice.Based on data that has been studied in the past Will focus on the sound of good The
first thing that controls the sound is the power or strength that will be used as the sound.
Control the music to be effective which must be related to the system of closure Open the
correct finger. And forced wind forced the correct tongue, which is the primary principle In
basic learning in Pi NaiWill be the cost of knowledge that will be the foundation To step into
higher education In the musical profession Which tertiary level is learning and applying science
and art to cover the whole system According to the standard of the artist course Determined
By interviewing information about the characteristics of a Thai musician Must have the potential
to play At the sound level of the instrument itself, at least 3 levels of sound, ie, direct sound,
noise reduction and additional sound Which is the norm of people learning Thai music
Establishing a training set to develop the potential of the trainer in the following
1) Determination of the characteristics of the training set to develop the potential of
training in bagpipes
2) Determination of the form of the training set to enhance the potential for training in
bagpipes
3) Determination of melodies, training sets for development to enhance the ability to
practice oboe in
4) Determination of evaluation guidelines
1.1 Determination of the characteristics of the supplementary training set to
develop the potential for training in bagpipes
The researcher has determined what will improve the potential of learners in the
tertiary level of the Pi
1) Strength development in strength
2) Development of finger force potential
3) Development of wind force potential
4) Develop the fluency of using the wind, tongue and fingers to relate
5) Develop the blown melody in the melody, add sound.

6) Development of sound blown in music melodies
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Training to improve the skills of the students in order to cover and develop the
potential of blown in for students Music group, melody, sound reduction Including 3 levels of
Surinarahu songs and songs in the melody, adding sounds to the curtains It very good By this
practice, Boonchuay Sawatat teacher Determination of music for use as a training set to
enhance the potential of training in the following

1) Phieng Muiong Chan Diao 2) Phieng Khao Man 3) Phieng Surintharahu Sam Chan.

Table showing the relationship of the music and the development of the potential of

the trainer.
Song Qualification Capacity
Mulong Chan |Is a song used to practice 1) Strength development in strength
Diao strength, practice fluency in 2) Development of finger force
finger force Straight melody potential
Which corresponds to the 3) Development of wind force
staircase in the way botential
4) Develop the fluency of using the
wind, tongue and fingers to relate 5)
Improve the skills of blowing in
Straight melody
Khao Man Is a song used to practice 1) Development of finger force

fluency in the force of the
finger force, wind, melody,

straight sound And then

potential
2) Development of wind force

potential

relieved to add a melody to
the sound In order to make the
learning of verse rhymes in a
melody style, adding sound

\Which corresponds to the

3) Develop the fluency of using
wind and fingers to relate

4) Improve the skill of blowing in the

melody, adding sound.
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Surintharahu  |Is a song used to practice 1) Development of finger force
Sam Chan fluency To force the finger to potential
force the wind to achieve the 2) Development of wind force
learning experience of the potential
poem rhetoric in In a melody 3) Develop the fluency of using the

style Which corresponds to the  jwind, tongue and fingers to relate
ladder, just below 4) Develop the skills of blowing in

the melody, reducing the sound.

The researcher has determined the basic qualifications of the students in order to apply
the training set to use this skill to practice. Professional clusters in Thai music professional
standards Higher education assessment criteria and the entrance examination criteria for higher
education at the undergraduate level Faculty of Dramatic Arts Banditpatanasilpa Institute
Together to be used as a basis for determining the following properties

1) Must be a person who blows in through the basic level.

2) Ventilation

3) Select the quality of the lychee that is suitable for blowing in.

4) Blowing in basic music such as music, turtles, eating vegetables, bungs,
swinging music, zeppelin etc.

1.2 Determination of the form of the training set to enhance the potential of
training in bagpipes

The researcher used the same melody melody from the original blown base. Used to

be defined as idioms, verse, clarinet and universal notes then bring the universal note that is
recorded as a poem in the bag to send to the expert to check. For the 3-layer Surin songa
song and curtain music and recorded as a universal note the framework of the training set for
developing the potential for training in bagpipes.

1. Preparing to clean Pi Nai

2. Practice basic sound.
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Phleng Mulong Chan Diao

Set the ultimate goal of each training at 5 rounds. Practice the sound clarity, Patient,
Sound quality, Diaphragmatic force and fingers fluency,speed control the average is 8-9 Na per
round. Which will receive an average of 5 consecutive rounds at approximately 40-45 minutes.
Stop for about 1-3 minutes before starting the Phleng Khao Man.

Phleng Khao Man

Set the maximum goal at 2 rounds.

Round 1 Stop for about 1-3 minutes before starting the round 2 Practice the sound
clarity, Patient, Sound quality, Diaphragmatic force and fingers fluency, speed control the
average, 10 Minutes per round.

Stop for about 1-3 minutes before starting the Phleng Surintharahu Sam Chan
Phleng Surintharahu Sam Chan

Set the ultimate goal of each training at 2 rounds,round 1 Stop for about 1 -3 minutes
before starting the round 2 Practice the sound clarity, Patient, Sound quality, Diaphragmatic
force and fingers fluency,speed control the average, 6 Minutes per round.

1.3 Determining the melody of the training set for the development of the
potential to practice the Pi Na.

The researcher has determined the melody by using Thai melodic principles. In
Thai music professional standards Translating the melody of the clarinet will use the main
melody as the base for the melody in the way of the clarinetThis translation will lead to many
ways of obtaining directions. (Except for compulsory songs) The translation of the melody can
be divided into General way And the way for a single way Combined with the experience of
teaching and learning in which the researcher learned Therefore compiled and created the
way to play in Phleng Mulong Chan Diao To use for training for this training set For the 3 layers
of Surintharuju songs and curtains

1.4 Determination of guidelines for evaluation

Evaluation can be done in 2 ways: 1) Self-evaluation 2) Evaluation by evaluating
teachers Or experts And evaluation by teachers or experts, determining the success criteria for

practicing the training kit to develop the potential of practicing the clarinet in The researcher
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has determined the level of success to 3 levels. As follows: the initial completion level
Intermediate completion level And the level of completion The initial level of success is Able
to blow in all 3 songs according to the constant rhythm of 2 floors and 3 floors but may not
be able to complete the number of rounds By blowing music continuously for 2 - 3 rounds,
music can be blown in 1 curtain The tongue is still not clear, some are light, some are loud,
some may be able to control the wind and close the fingers. Or low distortion

The level of intermediate achievement is Able to blow the music in all 3 songs
according to the constant rhythm of 2 layers and 3 layers Can continue to blow music 4 - 5
rounds, using 2 fixed rhythm levels No less than 1 trip can control the wind. Forced the sound
of the wind, but the sound is not smooth There is some distortion. Turn the finger correctly.
The sound of the clarinet that blows out is of good quality, but still finds some errors, such as
hitting the fingers, flinging the tongue, but the sound is rarely heard.

The level of completion is complete.

Able to blow in all 3 songs in a constant rhythm of 2 layers and 3 layers, which
can continuously blow the music in 5 rounds And can increase the speed and clarity in the
blowing cycle. Round 5 shows the relationship of the forced wind force to force the fingers to
be uninterrupted. The music Phleng Khao Man can be blown no less than 2 trips clearly, not
mistaken or distorted. The 3-layer Surin song is able to blow no less than 2 rounds clearly.

2. Empowering the students' blow blowing skills at the Institute of Graduate Studies
The researcher conducted the experiment in a sequence of steps. By using the time after
school at 16.00 hrs. To 18.30 hrs. Time to practice 2 hours and a half per day for a total of 4
weeks Students majoring in pi Department of Music Dancers Bunditpatanasilpa Institute, 4
people, which follow the steps as follows 2.1 Procedures for experimentation of the training
set to enhance the potential of training in bagpipes Step 1 Preparation Step 1) Prepare
equipment for recording still images, motion pictures, music notes, notebooks. 2) Check the
qualification of students in the pre-training session Enhancement training set to develop the
potential of the Pi Nai in the following.

Article 1 Basic basic features 1) Blowing in through basic lessons 2) Ventilation

3) Select the quality of the lychee that is suitable for blowing in. 4) Blowing in basic music
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Article 2 Examine the student's readiness for the melody for the Pi Nai 1) Phieng Muiong Chan
Diao 2) Phieng Khao Man 3) Phieng Surintharahu Sam Chan In receiving training to improve the
potential of the blown-in students In this research Have trained As follows 1) Mr. Phamin Pi
because 2) Mr. Pakan Plailmul 3) Mr. Wirat Khamnate 4) Miss Chinnaphat Chantarasueng.

Check all 2 qualifications. If you find that there are any flaws, proceed to that
point before entering the training system.

The first step, the readiness before training, build up to develop the potential
for training in clarinet 1) sitting position, holding the instrument 2) The availability of flattened
lychee 3) Lychee test with basic sound.

The second step, the sequence of songs in the supplementary training to
develop the potential of the Pi Nai.

1) Phieng Muiong Chan Diao 2) Phieng Khao Man 3) Phieng Surintharahu Sam
Chan The researcher concluded from the experiment to create a training kit to develop the
potential of training in bagpipes. The results of the developmental development are as follows:

Week 1 Adjustment of readiness The initial distance cannot keep the wind, the
wind leaks, the lips keep the wind away. The solution must be practiced by blowing music to
control the rhythm of training regularly. Every day to strengthen the muscles, lips, tongue,
bulge, cheeks, respiratory system and physical mechanisms to control saliva. Squatting, pushing
the back straight, not stooping, will help slow the drooling while blowing After being corrected
Can keep the wind, the wind does not leak, the lips keep the wind better

Week 2: Initial development

1. Improved physical control system

2. Improved sound control system

3. Improved melody system
Initially, this lack of integrity has to be resolved.

Week 3: Develop middle level development Concluded as follows The result
of editing into the middle level according to the criteria.

Week 4 High level development
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Concluded as follows The Piper has developed in order to compel the wind,
force, tongue, melody precision. And the relationship of forced wind forced fingers in relation

to the melody tones and clear the sound according to the target.
Research result

1. The creation of a training kit to enhance the potential for training in Pi Nai The result
of the creation of a training kit to develop the potential for training in bagpipes It was found
that it was created according to the pattern and direction inherited from the past in the form
of oral cavity. The researcher has adopted the principles and methods From searching
information Interview with an expert in clarinet in To create a training kit for students to practice
in order to develop the potential of blowing in To achieve maximum efficiency With a short
cut time to solve problems for students coming to study at the undergraduate level,
Department of Music Faculty of Dramatic Arts Pandit Pattanasilpa Institute, both ordinary And
the College of Dramatic Arts Has a comprehensive skill base for blowing in the course And is
suitable for the tertiary level The researcher therefore has established guidelines for creating
training sets to improve the potential of the practitioners in

2. Enhance the potential of blowing in the students of the Institute of Graduate Studies.

From the first year students of the Faculty of Dramatic Arts Banditpatanasilpa
Institute Has practiced and practiced to improve the ability to practice the Pi Nai in 4 weeks. It
was found that blowing music continuously By controlling the constant rhythm of two layers,
giving the trainer more power to blow in After the second week, observed by the development
of the blowers By blowing music Phleng Mulong Chan Diao Blowing music for 5 rounds
continuously In week 3 and 4, the wind leaked, the lips kept the wind away. Blowers can
control the saliva in the mouth to flow slowly. Better ventilation, not constantly jamming
Clearer voice Can use the tongue to nibble the tongue Has developed the ability to control
the finger, control the wind to relate faster, more fluently, with more skills and expertise from
continuous practice It can be concluded that this training set can enhance the potential of the
blister in achieving the objectives. Is to create and develop the potential of blowing in as
follows 1) Strengthen the development of the potential of strength 2) Promote the

development of the potential of using the wind 3) Promote the development of the capacity
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of the tongue. 4) Develop the fluency of using the wind, tongue and finger to relate Which
makes the trainer base on strength Have experience and expertise in the force of the wind
force to have a relationship It also has the benefit of being used as a knowledge base in order
to effectively enhance the learning of pi in higher learning levels and increase fluency skills in
blowing up. Is a learning supplement that is appropriate for the level of education in higher
education.

The evaluation of the supplementary training package to develop the potential
of the training in the researcher was evaluated individually by scoring according to the criteria
and requirements in the assessment.

Summary table of evaluation results

Student list score
Rating level | Former school
Get evaluation evaluation

Mr. Wirat Khamnate a3 Good General
education

Miss Chinnaphat a1 Gooed General

Chantarasak education

Mr. Phumin Pi Prao a5 Excellent Studying college
dance

Mr. Thanit Plailamul 41 Good Non Formal,
Infaormal
Education

Based on the evaluation of the effectiveness of the training kit to develop the potential
of students with different basic costs Effective in increasing development efficiency Which the
data shows a good level of development And excellent level Summary of the criticism of the
supplementary training set to develop the potential of the Pi Nai.

According to the conclusion of the meeting, the criticism concluded that Agree with
the guidelines of the training set to develop the potential for training in bagpipes. To be able
to develop the potential of students according to the goals set And suitable for students who

step into the study of Thai music in vocational education at the Graduate School of Patanasilp
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According to the criteria set by the course Is an effective problem-solving mechanism Get the
accuracy of the training set performance Discussion of results.

The researcher has brought the problems that existed in the past and the current
problems encountered in the development of the potential of the Piper in From the evolution
of the pi in which it comes with a mouth-watering relay Transferring each office And tips for
training to be skilled Used as information in determining the characteristics of the promotion
in order to develop the potential of blowing in In order for the piping in the base of strength
Have experience and expertise in the force of the wind force to have a relationship It also has
benefits for using as a knowledge base in order to enhance the learning in the higher level of
education with efficiency and appropriate to the level of higher education. Which is consistent
with the research on The practice of chasing a large hand of Gong Wong in accordance with
the guidelines of the teacher Prasit Thaworn of Mr. Theerawat Noppatsat, Master of Arts
Program Bundit Patanasilp Institute (2015) Which has adopted the concept of practicing chasing
large gongs As a guideline to be used as a basic practice to develop strength, agility, and
concentration to be used as a base for connecting solo songs for large gongs The researcher
therefore used these information to create a training kit to enhance students' potential
development. And Thai youths or those interested in training in this training set to develop

their own blister.



The 2" International Conference on Research and
&
128 The 23 Asia-Pacific Society for Ethnomusicology Annual Conference 2019 (&f‘g&;
~<

S
AN

“Music, Performing Arts and Culture through Sustainable Success for Humanity”
13 — 14" June 2019 Petcharat Garden Hotel, Roi-Et, Thailand

Reference

. Faculty of Dramatic Arts. (2560). Bachelor of Arts Program. Thai Music
Department. Bangkok. Bunditpatanasilp Institute.

. Research and research on the frequency of Thai music. PSU, 2000. (1938).
Lecture on Thai musical instruments. Bangkok: satisfy Printing.

Subcommittee on Thai Music Promotion Program Bureau of Higher Education Ministry of
University Affairs. (1995). Thai music standard criteria. Bangkok: Photo Print
Partnership Limited.

Narong Chaipakarat. (1999). Thai Music Encyclopedia. Bangkok: Ruen Kaew Printing Factory
Printing.

Thirawat Nop. Sat (2015). The practice of chasing the hand of Kong Wong Yai according to the
guidelines of teacher Prasitthavorn. Institute Bundit Patanasilp

Boonchuay Soawat. How to blow a pip. (2525). The Memorial Book in His
Highness Royal Cremation Ceremony, Mr.Thiap Khong Lai Thong, MPT, Bangkok:
Liang Chiang Printing Factory.

Prasit Thawon. (1988). The memorial in the occasion of showing the spirit

Beep Kong Lai Thong. (2538). Phleng Pi Glide. Mahidol University.

Royal Academy. (2007). Thai Music Encyclopedia Region - Orchestra. Bangkok:
Mahachulalongkornrajavidyalaya University.

Samnao premdontree. (2009). Pi in: Process of transferring the teachers' office to compare Lai
Thong. Mahidol University

Suchit Wongthet and Anan Sopruek. (1990). History and development of Thai pi.
research institute Language and culture for rural development, Mahidol University.
Printing Partnership Limited Partnership P.Samphanpanich.

Uthit Nakasawat. (1979). Theory and practice of Thai music, Part 1 on principles and theories
Thai Music. Bangkok: Thep Nimit Printing.



P The 2™ International Conference on Research and
‘%\-\ﬁi The 23" Asia-Pacific Society for Ethnomusicology Annual Conference 2019 129
R
““1& “Music, Performing Arts and Culture through Sustainable Success for Humanity”

13t - 14" June 2019 Petcharat Garden Hotel, Roi-Et, Thailand

Gaohu Performance in Cantonese Music

Liu Meng*

Abstract

"Cantonese Music" is a popular form of folk instrumental ensemble in the Guangdong
dialect area of the Zhujiang River Delta in China. It originated from local opera and folk music.
The sound of Cantonese Music is gorgeous and bright, and the melody style is light and lively.
It is very popular among Chinese people and spreads overseas.

Before the 1920s, there was no such instrument as gaohu in Cantonese Music. In the
1920s, Cantonese Music composer and performer Lv Wencheng made bold reforms to the
erhu. He changed the traditional erhu's string into steel string, raised the tone, and played on
both sides of the drum with two legs. The new instrument which sound of the bright and high-
pitched was called gaohu, and soon became the lead instrument and soul of Cantonese Music.

As a representative instrument of Cantonese Music, gaohu determines whether the
performance style of the whole music is pure. This article will explore the influence of gaohu
performance on Cantonese music ensemble by discussing the history of gaohu's birth, playing

skills and the band combination reforms.

Keywords: Cantonese Music, Gaohu, Soft bow combination
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Introduction

Cantonese Music is an instrumental ensemble produced in the Cantonese dialect area
of Guangdong province. It originated in Guangzhou and the Pearl River Delta in the early 20th
century. Through a hundred years of development, Cantonese Music has become the most
popular folk music in China. There has been a lot of controversy about the origin of Cantonese
Music. One of the arguments is that Cantonese Music originated from the music of Cantonese
opera, which evolved from the accompaniment music of Cantonese opera; one is that
Cantonese Music was developed from local folk songs; The investigation and traceability of
history and culture is now widely recognized in the academic world: Cantonese Music is a
fusion of music from other provinces such as the Central Plains Ancient Music and Jiangnan
Xiaoqu, which are introduced to the Guangdong region, and the local music culture in the
Pearl River Delta. It draws on the customs and language features of the Cantonese people and
has been developed through hundreds of years.

The early Cantonese Music used Cantonese opera instrumental accompaniment,
composed of five instruments erxian, zhutigin (bamboo violin), di (flute), yueqin, sanxian,
known as the "hard bow combination. The “hard bow combination” instrument has unique
and penetrating sound, and is good at expressing the cheerful and sturdy music style, which
laid the foundation for the establishment of the “Cantonese Music” initial style.

The "hard bow combination" was a popular instrument combination of Cantonese
music before the 1920s. But with the changes in performance occasions and appreciation
needs, the traditional combination of musical instruments has produced limitations of fewer
tracks, smaller songs, and narrower ranges. Cantonese Music actively seeks breakthroughs and
innovations, forming a “soft bow combination” with gaohu as its core, replacing the traditional
“hard bow combination” playing form.

1. The innovation of Gaohu
1.1 History of Gaohu
Gaohu is a member of the erhu family. It is based on the erhu and belongs to
the high-pitched erhu. The first gaohu comes from the development of Cantonese
Music. Before the 1920s, there was no such instrument called gaohu in Cantonese Music. In
the 1920s, the performance of Cantonese Music gradually turned from the outside to the

house or some small places. The "hard bow combination" was rough and high-pitched, that
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gradually separated from the aesthetic needs of the audience, and the light and lively style
has become a new direction pursued by the people.
In this case, Cantonese Music composer and performer Lv Wencheng has made bold

reforms to the erhu and created a new stringed instrument called gaohu.

Lv Wencheng is playing gaochu

In the early years, Lu Wencheng was deeply influenced by folk music in Jiangnan area,
especially Jiangnan Sizhu. He is good at playing erhu and other musical instruments. When he
was 16 years old, he studied Western music theory and violin performances with the famous
Chinese violin maker and performer Situ Mengyan . Under the exchange of Chinese folk music
culture and Western culture, Lv Wencheng was inspired by the violins gorgeous and bright
tone and part of the playing technique .He change the traditional erhu's string into a steel
string, which improved the pitch of the chord and held it into his legs to playing. This new
instrument, gaohu, has a clear and bright sound and soon became a soul instrument in
Cantonese Music.

1.2 Improvement of Gaohu

1.2.1 Playing Posture

Different from the "flat-legged" playing style of erhu, gaohu is a "clip-legged"
performance. During the performance, gaohu's box is placed in the middle of two legs.It is
easier to control the tone and volume, eliminate unnecessary noise, and make the sound

brighter and purer.
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Different way to play gaohu (left) and erhu(right)

1.2.2 Construction and Tuning

Gaohu was reformed on the basis of the erhu. Therefore, the structure,
production and materials of gaohu are basically the same as the erhu. Gaohu's box is smaller
than erhu, and its shape is round, which is different from the hexagon box of erhu. The pole
is slightly shorter, the wire string is changed to a steel string, and the tuning is four or five
degrees higher than erhu. Gaohu has two methods of chording, a'-e? or g*-d? and the range

reaches three octaves. We usually use the range a'-b’ or g*-a°.
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The structure of Gaohu

1.2.3 Style

Because of the special way for holding the box in two legs, gaohu effectively
reduces the noise and creates a pure and bright sound quality. The string is replaced by a
steel string, the pitch of the chord is higher, and a gorgeous, lyrical sound is obtained. The
bright and colorful sound features are good at shaping beautiful, lyrical and lively tunes, which
promote the transformation and establishment of Cantonese Music style. Gaohu gradually
integrated into the performance of Cantonese Music, effectively improving the sound quality
of other instruments in Cantonese Music, and has been widely used.
2. Gaohu's Performance Characteristics

2.1 Beautiful Sound

2.1.1 Control the Sound by the Bow

Gaohu’s performance use “tong, tou, tang, liang” as the aesthetic standards,
which means the good sound should be smooth and bright.If you want to get good sound
from gaohu playing, you should adjust the position and tightness between the box and legs,
control the speed and strength of the bow, use the appropriate bow strength matched with
the corresponding bow speed to make the string vibrate fully. When you playing, the bow
can't be rigid, and it needs to be flexibly adjusted according to the emotional changes of the
music. Different types of bowing methods can produce different timbre changes and express
different emotions. Generally speaking:

(1) The gentle, smooth long bow is suitable for melodious, sweet sounds and
emotions.

(2) An eager and powerful bow is suitable for expressing the timbre and
emotions of generosity and anger.

(3) The lively toughness fast bow and the bow are suitable for expressing light

and agile sounds and emotions.
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(4) The extremely fast double-bow is suitable for expressing warm and intense
tone and emotion.

2.1.2 Control the Sound by Vibrato

A good skill to control the bow is the basis for gaohu's sound, and the rich
vibrato skill is a powerful guarantee . According to different playing methods, gaohu's vibrato
can be divided into three types: rolling, pressing and empty string.

Rolling vibrato means use fingers roll in the string to make vibrato, this kind of
vibrato its speed is not very fast, the sound is loose and round. Pressing vibrato is use finger
to change the vertical pressure to control the tension of the stringthis kind of vibrato its
pressure is larger, the speed is faster, and the timbre is intense. The empty string vibrato is
unique vibrato method specifically for gaohu. The index finger is up and down or rolled at the
junction of the gianjin and the string, to overcome the dryness and dullness of the empty
string sound, and maintain the uniform sound with fingers on the string.

Due to the gaohu’s high pitch, the strings are relatively harder than erhu, so the
vibrato is generally combined with rolling and pressing. In addition to the influence of the
vibrato method, gaohu's timbre is closely related to the speed and strength of the chord.
Generally, the uniform and slightly slower rolling vibrato is suitable for the sweet tone; the fast
vibrato is suitable for the expressive and warm tone; powerful pressing vibrato is suitable for
deep and depressed tone.

2.2 Flexible Improvisation

Cantonese Music, including gaohu performance, has a simple rhythm and a simple
melody in the notation, but the performance is complex and active. Even for the same piece,
in different performances, facing different audiences, the playing was in different version.It is
always in change. How to turn simple music score into beautiful and complex notes? This is
due to the flexible and superb improvisation skill.

Gaohu's impromptu performance techniques include jiahua (add notes), jianzi (reduce
notes), internal and external string conversion, high and low octave conversion.
Jiahua is an impromptu method of increasing the expressive power of music by encrypting

notes in a simple original spectrum, changing the time-scale rhythm of the original spectrum.
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After jiahua, the music is dense and gorgeous, complex and changeable. Jiahua is not only
enriches the content of music, but also reflects the local style. Jianzi is reverse of jiahua.

Too much jiahua will make the music complicated and unattractive.When jiahua and
jianzi are mixed and used in appropriate places, the tunes will be flexible, dense and colorful.

In addition to jiahua and jianzi, the internal and external string conversion and high and
low octave conversion are also very important for gaohu improvisation. The former forms the
contrast of the timbre through the conversion of the inner and outer strings, and the latter
forms the undulation of the melody through the conversion of the octave, both of which are
important means for enriching the sound and expressive power of the music.

2.3 Unique Charm

Cantonese Music is implicit and euphemistic, has a distinct and unige style and charm.
Whether it is traditional Cantonese Music or modern gaohu concerto, it always contains a
unique charm. To show the unique charm of Cantonese Music in gaohu performance,
portamento and grace note are two essential skills. The portamento technique is rich, and it
can enhance the style and render the atmosphere. The portamento with Cantonese style has
a slower sliding speed with a lighter bow. It uses a “slow and light pull” method.

Grace note are as typical and important in style as portamento. The "three-echo grace
note" is a special grace note unique to gaohu. Generally, it starts from the lower note to the
high note, than returns to the main note. For example, 5 can be played (4565), and can be
simplified to (45) or (465). The three-echo grace note simulates sound similar to portamento
by highlighting the lower note. This unique method of playing grace note originate from the
characteristics of “one tone with more rhyme” in the language of Guangdong, which makes
the music have a style similar to that of the Cantonese language.

3. "Soft Bow Combination" with Gaohu as the Core

In the early Cantonese Music, the ensemble was composed of five instruments erxian,
zhutigin (bamboo violin), di (flute), yueqjin, sanxian. As the main instrument, erxian’s string is
very hard and the sound is high and coarse, so the ensemble of performances is called the

“hard bow combination”. Before the invention of Lv's gaohu, the "hard bow combination" was
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one of the most important forms of early Cantonese Music, and it was famous for its passion

and rough.

Hard bow combination
From the left: di, sanxian, zhutiqin, erxian, yueqjin.

After the 1920s, Lv Wencheng’s gaohu gradually popularized, and gaohu replaced
erxian to become the new core instrument in Cantonese Music. Because gaohu's dexterous,
soft and lively sounds are completely different from erxian, the playing style of Cantonese
Music has changed. On this basis,Cantonese Music absorbed gingin and yanggin(dulcimer),
and formed a ensemble of the new style of Cantonese Music——“San Jiatou” . Later, on the
basis of San lJiatou, they added dongxiao and yehu, and became “Wu Jiatou”. The new
ensemble "soft bow combination"which corresponding to the "hard bow combination"has

established.

Soft bow combination



e The 2™ International Conference on Research and
%‘l The 23™ Asia-Pacific Society for Ethnomusicology Annual Conference 2019 137
\{ “Music, Performing Arts and Culture through Sustainable Success for Humanity”
13t - 14" June 2019 Petcharat Garden Hotel, Roi-Et, Thailand

From the left, the upper row is yehu and yanggin,
And the lower row is gaohu, dongxiao and gingjin.

The successful creation of g¢aohu and the innovation of other new instruments
symbolize the establishment of the new Cantonese Musical ensemble. The soft bow
combination sounds gorgeous and smooth, which makes the performance between the
ensemble instruments more harmonious, and better shows the delicate, soft and lively new
style of Cantonese Music. The "soft bow combination" gradually replaced the "hard bow
combination” and became the most important form of Cantonese Music performance after

the 1920s and 1930s.

A soft bow combination instrument ensemble

Conclusion

As a new musical instrument that was born less than a hundred years ago, Gao Hu
played an important role in the development of Cantonese Music. The absorption and
innovation of the folk customs and inclusive attributes of the Guangdong region made the
birth of Gaohu inevitable. The appearance of Gaohu promoted the innovation of Cantonese
Music skills, styles and forms, and promoted the positive transformation of Cantonese Music
from “hard bow combination” to “soft bow combination”. The "soft bow combination”

playing form with Gaohu as the core is closer to the people than “hard bow combination” ,

and the gorgeous style is more vivid. So Cantonese Music has won wide acclaim from audience,
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and has entered the golden age of development. It can be said that the heyday of Cantonese

Music was opened by Gaohu.
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The development of multimedia in the traditional Pong Lang Ensembles

Yothin Phonkhet*

Abstract

Research the development of multimedia in the traditional Pong Lang traditional style.
Quantitative and qualitative research 1) to study the multimedia elements of the traditional
Pong Lang genre; 2) to develop the multimedia of the traditional Pong Lang genre; 3) to study
the effects of the traditional Pong Lang genre.

The sample used in this study twelve instructors and 30 students from the Northeastern

Drama College of Dramatic Arts received a cluster random sampling.
The instrument used in the research was Media Needs Questionnaire, Questionnaire of opinion
of experts, Traditional multimedia Pong Lang traditional play, Multimedia Quality Assessment,
Information Technology and Communication Test, Practical Skills Assessment, Questionnaire
on attitudes toward multimedia use, Satisfaction Questionnaire on Multimedia Formats.

Percentage analysis, Mean (Arithmetic Mean), Standard Deviation (Standard Division)
The quality of multimedia is 80/80 based on the E1 / E2 formula, Performance Index of
Multimedia, Accuracy Find the average of all expert assessments using the IOC formula The
research found that

1. Multimedia elements The traditional Pong orchestra consists of text or text, including
folk music notes, still images, animations, sound, video, and video. 1) the type of video playing
the folk music of the Northeast, but melting the music of 7, the music is divided into
instruments such as Pong Lang, cannabis, drums, small platelets and hymen. Video Dance
Band playing traditional polka music 7.

2. Multimedia Development The traditional Pong Lang traditional play consists of two
aspects: content, image, language, practice, and multimedia, including the design, layout,
screen, font, sound and technique. The multimedia developed is 85.50 / 87.60 efficiency, which

meets the 80/80 set criteria.
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3. The use of multimedia in the traditional Pong Lang style. The students' multimedia test
scores were significantly higher at the .05 level after learning multimedia than the pre-test

scores. This is based on the research hypothesis.

Keywords: The development, Multimedia, Traditional Pong Lang Ensembles

* Roi Et College of Dramatic Arts, Banditpatanasilpa Institure.
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Introduction

The development of multimedia computer lessons for teaching and learning is another
option for students to study their knowledge on their own. Is considered to improve the quality
of teaching and learning that emphasizes the benefits of learners By developing computer
multimedia lessons via a computer network system To publicize with interested people And
to facilitate teaching and learning to more students and teachers Because the internet
currently plays a very important role in learning and being in the interest of the learner
(Kanchana Yatimi, 2009: 56-59)

Teaching design In particular, the design of computer lessons, the instructor must have
guidelines for designing according to the learning theory. Which the theory of learning has
many theories Each theory has a different concept, both in the design orientation, may be
combined with many theories together. And the lessons designed must have stimuli for the
learner to be interested in learning, which may create questions for the students to answer or
think during the course And have appropriate content and opportunities for learners to study
according to the content of interest (Pisuth Areerat, 2012: 41)

Local wisdom is important and necessary for organizing student-focused learning
activities because it is a learning style that focuses on students to practice thinking process
skills, analyzing, managing learning from real experiences. Practice to do Learn from various
media and resource sources. Local love Help to conserve and disseminate local wisdom

This type of media will work together to make the media that is learning. Showing a
variety of concepts Able to communicate ideas to learners effectively (Sirirom Manathaya,
2011: 14) to increase learning efficiency And this educational media The researcher has
developed educational media for playing Isan folk music. By demonstrating each tool step by
step Starting from the basic skills of wooden bats, bows, wind, gestures, playing notes, notes,
demonstrations, playing notes slowly Demonstrations of various rhythms Applied to students
in the fields of art, music and folk performances To be able to access the knowledge of Isan
folk music At any time without limiting the location and time Helps to solve the problem of
teaching in a classroom that has a limited time or the teacher has an urgent mission. The
results of this research Education and interested people Able to use the media to develop

learner’s skills in playing Isan folk music as well.
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For such reasons and importance the researcher therefore developed the teaching
media to play Isan folk music. To enhance the performance of Isan folk music For students in
the fields of art, music and folk performances Banditpatanasilpa Institute And those interested
in general By introducing information technology To be a tool for organizing the activities of
Isan folk music to be effective Which the findings were Will lead to the development of student
quality along with the 21st century to be useful in bringing knowledge gained to develop

themselves and the profession of folk music
Research objectives

1. To develop educational media, to play Isan folk music For students in the fields
of art, music and folk performances Banditpatanasilpa Institute

2. To compare learning achievement before and after When studying with
educational media, the pattern of playing Isan folk music For students in the fields of art, music
and folk performances Banditpatanasilpa Institute

3. To study the effect of Isan folk music Of students in the fields of art, music and

folk performances Banditpatanasilpa Institute
The significance of research

1. Get educational materials, playing Isaan folk music. For students in the fields of art,
music and folk performances Banditpatanasilpa Institute

2. To be a guideline to enhance the performance of Isan folk music For students in the
fields of art, music and folk performances Banditpatanasilpa Institute Can learn the media of
Isan folk music as needed without limiting time and place To develop into lifelong learning

3. To be a guideline for developing learning with educational media In order to improve
the quality of education that focuses on students Play an important role in learning Participate

in learning activities and apply the learning process to learning in real life.
Research hypothesis

1. Get educational materials, playing Isaan folk music. For students in the fields of art,
music and folk performances Banditpatanasilpa Institute With efficiency according to criteria

70/70.
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2. Learners who study with educational media, playing Isaan folk music For students in
the fields of art, music and folk performances Banditpatanasilpa Institute Having higher learning

achievement after studyins.
Research scope

For this study to meet the objectives set the researcher has defined the scope of
research as follows. The researcher studied documents, concepts, principles, theory and
research related to educational media both domestically and internationally from textbooks,
documents, research reports. Academic documents published on the website by 2 steps as
follows

Step 1: Study documents, principles, concepts, theories and related research. About
educational media Enhancing the potential of music playing To apply the principles The
corresponding concept is defined as the basic information of the educational media.

Step 2: Study basic information on the need to use educational materials by using
questionnaires to explore basic information as follows.

2.1 Study the need for educational media To inquire about the need for media
use Set the framework of 4 questions: 1) Activities 2) Objectives 3) Content 4) Educational
media By doing the following

2.1.1 Population and sample group

2.1.1.1 The population used in this study is students of art, music and
folk performances. Banditpatanasilpa Institute 2 Northeastern region, total of 80 people

2.1.1.2 Sample groups in the research are students of art, music and folk
performances. Banditpatanasilpa Institute 2 North East, 10 people each, 20 people using
Cluster Random Sampling by selecting each representative institution Therefore determining
the proportion of sample groups in each location By using a proportional stratified random
sampling method to get 20 students from a population
of 80 people According to the sample size from the opening table of Crazy and Morgan (Krejcie
and Morgan) (1970:607-610)

2.2 Study variables

2.2.1 Independent Variables: learning by using educational media on Isan

folk music For students in art, music and folk performances Banditpatanasilpa Institute The

North East
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2.2.2 Dependent Variables are the learning achievement from the study
of the media of Isan folk music. For students in art, music and folk performances
Banditpatanasilpa Institute Northeastern region, the performance of Isan folk music For
students in art, music and folk performances Banditpatanasilpa Institute The North East And
opinions of students in art, music and folk performances Banditpatanasilpa Institute The North
East

2.2.3 The instrument used in the research is the questionnaire on the

needs of using educational media.
Result of research

From the study of guidelines for the development of educational media, the
performance of Isan folk music For students of Bunditpatanasilp Institute Can summarize the
research results as follows.

1. The results of the study of educational media elements, the performance of Isan
folk music The need for using multimedia Study of traditional Pong Lang performance and
information and communication technology Study the elements of multimedia, traditional
Pong Lang style For students of Bunditpatanasilp Institute

1.1 Studying the needs of the instructor And students who have a study of the
Isan folk music instrument can conclude that the instructors and students are in need of media
to play Isan folk music. For students of Bunditpatanasilp Institute All aspects are at a high level.
When considering the instructor Sort the average from descending to the content designation.
Objective setting Resources In the cooperative learning process And how to practice playing
As for the need for multimedia, the traditional Pong Lang style of the students Sort the average
value from descending to the cooperative learning process. Training methods Content
designation Objective setting Resources And the need for training activities

1.2 Study of traditional performance of Pong Lang band can be concluded that
the current performance in traditional Pong band playing and information and communication
technology Overall at a moderate level Sorting the average value from descending to the
following: knowledge, attitude and skills and competencies that require traditional Pong band
playing and information and communication technology Overall at a high level Sort the
average from descending to the following. The average value is equal to two aspects: skills

and attitude. Followed by knowledge
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1.3 Results of the study of characteristics and elements of multimedia In
conclusion, the elements of the training system that each educator has studied There are 6
important elements that are consistent: analyze needs Determining the purpose of multimedia
media Multimedia content creation Selection of techniques and design of multimedia media
The implementation of multimedia development and Evaluation of multimedia development
Analysis and synthesis of elements related to multimedia In conclusion, the multimedia
elements have two important elements: In terms of presentation and content Analysis and
synthesis of elements related to multimedia Consistent, defined as a component of
multimedia It can be concluded that there are 5 important elements that are consistent: the
alphabet, animation, sound, content and presentation style Analysis and synthesis of the
multimedia development process can be concluded.That the process of making multimedia
media that each educator has studied The 3 important consistency is preparation, operation
and evaluation.
1.3.5 Analyze and synthesize cooperative learning activities Therefore, it can be
concluded that the cooperative learning activities that each educator has studied have 5
important elements:
1.3.5.1 Preparation
1.3.5.2 Instrumental training from multimedia
1.3.5.3 Group activities
1.3.5.4 Check the results and test
1.3.5.5 Summary of lessons
2. The development of multimedia media, traditional Pong Lang style For students of
Bunditpatanasilp Institute
2.1 The experts have assessed the appropriateness of the multimedia elements,
the traditional Pong Lang band playing for the graduates of the Pandanpatanasilp Institute
developed. Overall, the most appropriate
2.2 Experts have confirmed the multimedia media model, the traditional Pong
Lang pattern. In order to enhance the traditional performance of the Pong Lang band and
information and communication technology For the students of the Graduate Institute of
Developmental Arts, which are developed in the most appropriate manner And can be used
for teaching and learning With components of the model including Training elements Training

procedure And training activities The details are as follows
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2.2.1 Elements of multimedia model, traditional Pong Lang style,
consisting of 3 elements as follows

2.2.1.1 Training elements consist of

1) Analyze needs and competencies of learners

2) Set objectives

3) Create a training course

4) Selection of techniques and designs

5) Practice

6) Evaluation

2.2.1.2 The traditional practice of Pong Lang consists of

1) Multimedia presentation

2) Interaction

3) Web-based learning tools

2.2.1.3 Collaborative learning components consist of

1) Helping each other

2) Interaction

3) Responsibility of the person

4) Interpersonal skills and small group work skills

5) Group process

2.2.2 The training process consists of

2.2.2.1 Training preparation

2.2.2.2 Practice

2.2.2.3 Evaluation

2.2.3 Training activities consist of
2.2.3.1 Preparation
2.2.3.2 Training
2.2.3.3 Group activities
2.2.3.4 Check the results and test
2.2.3.5 Summary of lessons
2.3 The efficiency of the multimedia media, traditional Pong Lang pattern, found

that the efficiency was 85.50 / 87.60 according to 80/80 criteria.
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2.4 Effectiveness of multimedia media, traditional Pong Lang style In order to
enhance the traditional performance of the Pong Lang band and the information and
communication technology, it was found that the effectiveness index was 0.5582, indicating
that the participants had increased knowledge by 0.5582, 55.82 percent.

3. The result of using multimedia media, traditional Pong Lang style For students of
Bunditpatanasilpa Institute

3.1 The students have the ability to play traditional Pong Lang and information
technology and communication in knowledge and attitude towards using information and
communication technology. After the training was significantly higher than before training at
the level of .05

3.2 Participants have traditional Pong Lang skills and information and
communication technology. Students have practical skills at the operational level.

3.3 Students have a cooperative learning feature. Sort by percentage, total, each
side, from descending to the aspect of group process characteristics Aspects of the person's
responsibility And aspects of mutual support As for the use of skills between individuals, the
highest mean is counseling.

3.4 Students are satisfied with the multimedia media, traditional Pong Lang

style. At a high level.
Discussions

From research on the development of multimedia, traditional Pong Lang style In order
to enhance the traditional performance of the Pong Lang band and information and
communication technology For students of Bunditpatanasilp Institute The results of the
research are as follows:

1. Study of multimedia media needs Study the traditional performance of traditional
Pong Lang band and information and communication technology And multimedia elements

1.1 Studying the needs of the instructor And students with multimedia media,
traditional Pong Lang style Instructors and students have a need for multimedia, traditional
Pong Lang style. All aspects are at a high level. In accordance with Vorarit's research Kop Siripat
(2012: 181) studied the subject The development of web-based training model using self-
directed learning process For students Computer Education Which has studied the needs of

students on the web-based training model in the training system based on the web-based
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training framework Adult learning And in the process of self-directed learning, it was found that
all aspects were at a high level. In accordance with the research of Charat Sri Rattamaman
(2009: 131), the study of the development of web- based training model by studying the needs
of trainees on web-based training on needs for activities Web-based training In determining
training objectives In the form of training content Training resources And tactical training The
study indicated that Participants have a high level of overall web-based training needs.
However, the need for web-based collaborative training to enhance information and
communication technology competencies There is a high level of demand. May be due to the
current conditions that advances in information and communication technology Including
inexpensive computer and communication equipment prices And the spread of the internet
signal network is wider Resulting in increased demand for information and communication
technology, the use of various devices, more convenient and looking for additional knowledge
To develop skills in using information and communication technology

1.2 Assessment of traditional performance of Pong Lang band and information
and communication technology For students of Bunditpatanasilp Institute Current
competencies in traditional Pong Lang play and information and communication technology
are at a moderate level. May be due to insufficient availability and support of materials, or
students do not have the opportunity to develop themselves from a course of study or
practice affecting current performance As for the performance that requires traditional Pong
Lang and the information and communication technology is at a high level Probably because
students have adapted to the progress of information and communication technology. As well
as research from information that is present in the information age Including daily use that is
related to information and communication technology Therefore needs to develop
information and communication technology competencies Knowledge, skills And creating a
good attitude towards the use of information and communication technology In accordance
with Warat Pruesakunanan (2009: 222). Development of models for developing information
and communication technology competencies Of the personnel of the Office of the
Permanent Secretary for Education by Individual factor analysis of personnel found that the
current competency of personnel under the Office of the Permanent Secretary for Education
Information and communication technology is at a moderate level. As for the needs of people
in knowledge And technology practice skills Information and communication are at a high

level. And comparing the differences between needs and current conditions for development
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to show the importance of development. Should develop information and communication
technology skills first In addition, from the analysis of factors supporting the organization in
supporting the development of personnel performance, it was found that There is a need for
development in information and communication technology at the highest level.
2. Multimedia media development, traditional Pong Lang style for Graduate Institute of
Graduate Studies
2.1 Multimedia media The traditional Pong Lang pattern for institutional
students BunditPatanasilOpa Which the researcher developed according to the needs of
multimedia, traditional Pong style and current performance studies And the competencies
needed for traditional Pong Lang play, information and communication technology By the
developed model, the qualified person sees that it is appropriate at the highest level And a
cooperative training web site built according to the multimedia model With the effectiveness
index of 0.5582, with the knowledge gained by 0.5582 or 55.82%. This is due to the multimedia
media, traditional Pong Lang style Through the process, procedure and method of creating
systematic and appropriate methods, ie studying the principles, theories and relevant research
papers Including studying the training context Web-based cooperative training To analyze and
synthesize elements, procedures and activities that are appropriate for multimedia media,
traditional Pong Lang style Training content Training activities Including being checked Improve
model From the experts in various fields until getting the multimedia model, the traditional
style of playing the traditional Pong Lang Causing the participants to have knowledge Good
practical skills and attitudes towards the use of information and communication technology In
accordance with the concept of North America (2008: 16) Phong Prasert Hoksu (2009: 6) that
training is a process that uses activities and methods to change behavior for trainees Know the
understanding, have a proper view Skill According to the stated objectives Classified as human
development In order to achieve effective work development In accordance with the research
of Pichai Thongdert (2004: 156). Presentation of learning styles together on computer networks
For undergraduate students with different learning styles, Supanida Poon Surinkam (2006: 263)
studied the subject Development of knowledge sharing in information and communication
technology with cooperative learning methods To develop as a community of teachers in
schools participating in the One District One Dream School Project in Bangkok and Napaporn
Yodsin (2009: 296). Developing a web-based cooperative training model to develop thinking

skills into a comprehensive system For educational technology professionals in public higher
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education institutions The research found that The training model developed by qualified
experts consists of 3 parts: elements, procedures and activities. However, the development of
a web-based cooperative training model to develop information and communication
technology competencies also has factors that promote the effectiveness of models such as
Determining the content of the training in accordance with the current conditions of
technological progress to Make the model that is more efficient In addition, the advancement
of technology that develops quickly and constantly And countries around the world are
stepping into the information age As can be seen from the education industry, interested in
providing knowledge on computers and promoting the use of information and communication
technology to apply more applications such as education management. Business management
of companies, department stores, government agencies and state enterprises have developed
information systems for use in organizations. With data collection Processing and analyzing
data and bringing results to help in planning and decision making Therefore, information and
communication technology is a tool to move towards the information age to develop society
into a society of wisdom and learning that responds directly to quality of life.
3. The use of multimedia media, traditional Pong Lang style

3.1 The learners have the ability to play traditional Pong Lang and information
technology and knowledge communication. And attitude towards using multimedia, traditional
Pong Lang style and information and communication technology after training higher than
before training With statistical significance at the level of Searching for information, discussing,
offering opinions Through the web that has been designed and organized as a step There is a
process like training in the room, but connects the trainees with the training manager by the
internet system. By which the training website can change the information to be up to date
quickly And the interaction from such characteristics has resulted in the participants having
knowledge and competency And attitude towards the use of information and communication
technology Consistent with the research of Warat Pruesakunanan (2009: 222). Development of
models for developing information and communication technology competencies of
personnel, Office of the Permanent Secretary, Ministry of Education The model consists of 5
steps:
Performance analysis step, design stage, developmental capability Procedures and pushing
changes and assessment steps the research found that Personnel with training, knowledge and

qualifications with different scores before training and after training, with statistical significance
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at .05 level, consistent with the research of Dranaphop Pienkorn (2008: 308) that studied the
subject The development of a web- based teaching and learning model in Thai language
subject to mutual learning and learning with case studies to create a rational value based on
the economic principles of Sufficiency Economy. The sample group studied with the web-
based teaching and learning model in Thai language by learning together and learning with
case studies to create values In terms of reasoning according to the economic situation of the
Sufficiency Economy, the students' academic achievement scores were significantly higher than
before learning at the level of : 143) research on the study of learning achievement of learners
through the web By means of high-level cooperative learning and low-level cooperative
learning The researcher compared the learning achievement of learners who learned through
web-based lessons by using high-level cooperative learning and low- level cooperative
learning. Statistical significance at 0.01 level, with post-learning achievement having higher
mean scores Lookups

3.2 Students have the skills to play traditional Pong Lang and practical skills in
information technology and knowledge communication. At the operational level In accordance
with Warat Pruesakunanan (2009: 222). Development of models for developing information
and communication technology competencies Of the personnel of the Office of the
Permanent Secretary for Education found that The average value from the assessment of the
skills of the sample in the use of computers Internet usage And website design and
development with higher post-training skills than before training Which assumes that
participants have practical skills in information and communication technology to be able to
practice However, in practice of practical skills There may be restrictions on learning or
presentations. Equivalent to training in the training room Therefore, the trainers need to set
up a training environment to facilitate the most training, such as preparing interesting
multimedia materials so that the participants can understand the production process. Preparing
web-based learning tools to be able to connect, communicate in a variety of time and time
synchronization. Preparation of learning resources on the web In order for skills training to be
able to show results And evaluation of work according to the purpose, in which this research
has designed a web- based collaborative training for participants to use multimedia in the
presentation of content, practice steps Enabling trainees to practice practical skills

3.3 Students have a cooperative learning feature on the web, sorted by

percentage from Much less is the group process characteristics Aspects of personal
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responsibility and characteristics Mutual support This is due to the design of cooperative
learning activities on most websites.Will have a different design from cooperative learning in
normal classes because Learning with the media has limitations in terms of time and place
and the opportunity that teachers and students will have the opportunity to meet in the face
of each other. Less Therefore, techniques and methods must be used to support learning
activities. Cooperative form to be true and effective Techniques that help encourage students
to carry out cooperative learning activities between members within the group, such as
motivating students.Promoting social learning Development of learners to have learning skills
together Using group process techniques Supporting the relationship

3.4 The learners are satisfied with the multimedia media, traditional Pong Lang
style, at a high level. Because multimedia media, traditional Pong Lang style, can meet the
needs can communicate with teachers and learners together more according to the
communication channel provided Students are excited, fun and eager to participate in the
training. A lot of information and information is provided to learners. Build skills in creating
knowledge in a systematic way Support communication and cooperative learning Which makes
the atmosphere and learning environment well in line with the concept of Relan & Gillani
(1997: 43), said that web-based learning promotes the concept of methods for social
communication Users can communicate Exchange ideas to find answers to what you find. In
addition, in accordance with the research of Charat Sri Rattamaman (2008: 145), the study on
the development of web-based training model by organizing training for personnel of GIS
organizations in both public and private sectors. Earth With geographic information work from
analyzing the satisfaction of trainees in web- based training, it was found that web-based
trainers were satisfied with the overall web- based training at a high level. In accordance with
the research of Prawit Simatun (2009: 132), the study of the development of cooperative
teaching model on computer networks For undergraduate students Based on the constructivist
theory From learning by teaching and learning on a computer network, it was found that the
satisfaction with teaching and learning activities developed by learning on computer networks
was at a high level. And in accordance with the research of Sittichai Bussan (2012: 214) studied
the development of a web-based training system To develop core competencies of Rajabhat
Maha Sarakham University personnel The results of the satisfaction study of personnel towards
training with web training To develop core competencies of personnel Mahasarakham Rajabhat

University found that by combining academic personnel And support personnel Were satisfied
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with the training with the developed web training system in 4 aspects, namely, content, training

activities Media and equipment And the results obtained from training At a high level.
Suggestion

1. Suggestions for use

1.1 Research at this time, the researcher has designed and created educational media,
playing folk music Isan. The content should be consistent with the progress of information and
communication technology that changes over time. Which the trainer can update the content
on the web to be up-to-date at all times.

1.2 The instructor and learner must understand the process of training with educational
media, playing Isan folk music. Because they must follow the training procedure Students must
study according to the procedures specified by self-study and must do group activities
Exchange opinions through the chat Chanel. Which will result in cooperative learning.

1.3 Students must have skills in using computers. Should have teaching skills Computer
for students to prepare and prepare the computer with a network Internet that is convenient
for both time and off-school use

1.4 Creating motivation in learning before learning is important to help learning
succeed. The instructor should have the motivation to create Awareness of the importance of
learning to students In order to enhance the traditional performance of the Pong Lang band
and information and communication technology
2. Suggestions for further research

2.1 should study the development of musical instrument in various forms during the
study on the web and blended learning In order to create better interaction between learners
and instructors.

2.2 should study the results of the experiment using educational media, playing Isan
folk music by comparing the learning characteristics of the experimental group and the control
group studied in the classroom.

2.3 should study and compare the level of cooperation and interaction in the use of
multimedia, traditional Pong Lang style To enhance the capacity of information and
communication technology Due to different levels of cooperation and interaction May affect

student achievement and performance.
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2.4 should study the effectiveness of educational media, playing the Northeast folk
music Based on the calculation of E1 / E2 values, in addition to calculated from the score of
the performance of Isan folk music, knowledge should be scored from the assessment of

practical skills Or attitude towards using educational media Used to calculate E1 / E2 as well.
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The Theoretical and Creation of Individual Singing Style of “Phaya Truk Tao’
(The Three Different Variation)

Nopphakoon Sudprasert*

Abstract

The Theoretical and Creation of Individual Singing Style of “Phaya Truk Thao” (The
Three Different Variation), is a qualitative research with the purpose to study the basis of singing
“Phaya Truk Thao” and the creation of a new singing style from the former “Phaya Truk Thao”.
The research has been conducted from documented data and interviews; the data is later
analyzed to conclude the research.

The results demonstrate that the method of singing “Phaya Truk Thao”, the singer
must keep in mind about the variations of melodies and rhythms for precise singing and the
singer must have special singing techniques to create aesthetics for the creativity of singing
“Phaya Truk Thao”. The researcher has created new methods of singing, which are; 1) ‘Prob
Kai Rhythm’. 2) Traditional Thai Orchestra as instruments. 2) Composed a 3-way vocal, but with
slight change in rhythm, from the former 2-way vocal adding a backing track with lyrics, which
also added an extra stroke from 8 strokes to 9 strokes. 3) New lyrics to commemorate His
Majesty the Late King Bhumibol Adulyadej. 4) Using the special 8 singing methods, which are;
11 trembling beats, 11 percussion beats, 3 yodels, a snap of the twang, 9 echoes, 2 crescendos

and 2 tweets.

Keywords: Theoretical and Creation, Singing, Phaya Truk Thao

* Faculty of Music and Drama, Banditpatanasilpa Institute
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Introduction

Thai traditional music is considered to be a national cultural heritage. It is the wisdom
of past masters in art of music, including vocal music. It demonstrates beauty of language that
has been arranged and created into lyrics and melodies harmoniously. With meter specification
in singing, accompanied by small cymbals and percussion instruments, it accurately reflects
the rhythm of each type of music. These also are the knowledge and skills of the masters who
can harmoniously create and integrate this field of art and passed it down to the present.

The meter specification is also found in Thai traditional vocal music, as in other field
of the art of music. The meter can be divided into 3 types, namely, triple meter, duple meter,
and single meter. In the Ayutthaya period, the duple meter and single meter were in favor.
Later in the Rattanakosin period, the triple meter was created by the skilled music masters.
When combining it to the duple and single meter, it is called "Tao" song, which has been
popular until present. Today, there are many new Thai traditional music composers who have
developed the former duple meter songs by combining it with triple and single meter parts
and creating the Tao song. New lyrics are also composed as appropriate to the opportunity.
This new creation is the demonstration of the wisdom of the composers whose works appear
to the public.

"Phaya Truk (duple meter)" is a song that is included in "Phaya Sok." It is an old song of the
Ayutthaya period, using Na Thab Prob Kai rhythm. It consists of a single verse and also appears

in "Thab" song accompanied the story of "Thao Saen Pom:"

“lanssuvinlilutanau AssuInsauinilvinadas
nszhwminlaslilas uuamaadaarhumdy”
(Moneut Klao Chao Yu Hua, 2012)

"Phaya Truk (duple meter)" is rarely used in today’s drama performances. Although it
has beautiful melodies, few people have inherited its composition. The singing composition of
the song has been passed down by Kru Tuam Prasidhikul, the national artist in performing art
(Thai vocal music) to some students in the College of Dramatic Arts, such as Kru Thatsani Khun

Thong, Kru Watthana Kosinanont, Kru Prakhong Chalanuphap, Kru Phathanee Phromsombat,
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Kru Amphon Sowat, Kru Phit Yasinkaew, and many other students. The song has beautiful
melodies and unique characteristics.

The researcher was the one who inherited "Phaya Truk (duple meter)" from Kru Amphon
Sowat. She explained the importance of lyrics composition, the suitability to the rhythm; the
drawing out of the note technique, the building of emotion, and many techniques to create
pleasing melodies. The researcher has inherited both the theory and practice of this vocal
music, and observed that “Phaya Sok” and “Phaya Khruan” song only composed with the
duple meter. So the researcher was interested in studying and developing “Phaya Truk” vocal
music from the duple meter to triple meter and combine with single meter in order to create
“Phaya Truk Tao” song. It can also be considered as the conservation, succession, and
development of Thai traditional music. The lyric used in this song was newly composed by
the researcher, with the commemoration to His Majesty the late King Bhumibol Adulyadej in
mind. This study is the presentation of Thai traditional music art for conservation, succession,

creation, and development to benefit further studies in this field.
Objectives

The research objectives are determined as follows:
1. To study principles and knowledge in singing composition of "Tao" song;
2. To develop singing composition of "Phaya Truk Tao" song;

3. To synthesize the creation of the singing composition of "Phaya Truk Tao" song.
Methodology

For the development of the singing composition of "Phaya Truk Tao," the researcher
has studied the important conceptual framework, such as process of singing composition,
concepts and theories of music compositions, Na Thab rhythm and rhythm control, and singing
composition of "Phaya Truk (duple meter)." Small group seminars were also held in this regard.
In addition, the researcher also interviewed 9 Thai traditional music experts and 9 Thai vocal
music experts. Their names are listed below:

Thai traditional music: 1) Dr.Sirichaichan Fakjamroon, national artist in Thai Music 2)

Assistant Professor Dr. Dutsadee Meepom, qualified Thai music expert, Banditpatanasilpa
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Institute 3) Ajarn Natthaphong Sowat 4) Ajarn Boonchuay Sowat 5) Ajarn Chaiya Thangmeesri
6) Ajarn Peeb Khonglaithong 7) Ajarn Thiraphon Noinit 8) Ajarn Saman Noinit 9) Assistant
Professor Sahawat Pluempreecha

Thai vocal music: 1) Ajarn Thatsani Khun Thong, national artist 2) Ajarn Watthana
Kosinanont 3) Ajarn Supatcharintara Watanapan 4) Ajarn Prakhong Chalanuphap 5) Ajarn
Manthana Yuyangyuen 6) Ajarn Somchai Thabphon 7) Assistant Professor Bussaya Chittom 8)
Assistant Professor Dr. Sudarat Chanlekha 9) Ajarn Phathanee Phromsombat

The information obtained was studied, analyzed, and categorized by taking into
account the principles and theories of Tao song singing composition: characteristics, rhythm,
singing composition with instruments, vocal level, Na Thab rhythm, lyrics, the precision of the
melody, and special techniques. Then the song was created by combining “Phaya Truk (duple
meter)” with the triple and single meter parts, respectively, in order to complete the Tao song.
Various creative principles were applied, namely the lyric composition, singing composition,
the analysis of the singing composition of “Phaya Truk Tao”, and the analysis of special
techniques in the singing composition of “Phaya Truk Tao.”

The lyric was newly composed by the researcher to commemorate His Majesty the
late King Bhumibol Adulyadej, with the addition of an extra beat from 8 beats to 9 beats
according to the principles of music composition.

Moreover, the experts in Thai traditional music and Thai vocal music were invited to examine

and adjust the lyric to make the song as complete as possible.
Results

In order to create “Phaya Truk Tao” singing composition, the song “Phaya Truk (duple

)

meter),” an old song in Ayutthaya period with only one verse and 8-beat Na Thab Prob Kai
rhythm was developed by expanding it with triple and single meter parts. Refrain verses were
added along with the increase of beat to 9-beat. The lyric was composed to express the
appreciation of the grace of His Majesty the late King Bhumibol Adulyadej. The lyric of “Phaya

Truk” was used as the commemoration to King Bhumibol's grace towards Thai people for over

70 years of reign. The process of creating “Phaya Truk Tao” song is as follows:
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1. Lyric Composition The lyric was composed in Klon, a poetry format. There are 4
Waks (phrase) in a Klon, namely, Sadab, Rab, Rong, and Song. The last syllable of the Rab
phrase will rhyme with the last syllable of the Rong phrase, and the last syllable of the Rong
phrase will rhyme with the third syllable of the Song phrase; this rhyming scheme is called
inner rhyme. If the poem has more than 2 stanzas, the last syllable of the Song phrase must
rhyme with the last syllable of the Rab phrase in the next stanza; this rhyming scheme is called
inter-rhyme. The only 2 prosodic rules are the number of syllables in a phrase and the rhyming
scheme.

The Rhyming Scheme of Klon Suphap (Klon Paed - eight-syllable poem)

00000000 = - ooéoooo?
00000000 = - 00000000

00000000 == = ooooooo?]
00000000 = - 00000000

Picture 1: The rhyming scheme of Klon Suphap (Klon Paed - eight-syllable poem)
Source: Kamchai Thonglor, 2002, page 419-420

The lyric of “Phaya Truk Tao” was composed using the prosody mentioned above. The
content of the lyric is the expression of the appreciation of the grace of King Bhumibol
Adulyadej, and the feeling of loss of the Thai people. The refrain phrase was added to make
it into the 9-beat rhythm, representing the reign of King Rama IX. The lyric of “Phaya Truk Tao”
is as follows:

For the lyric of the first repetition of the triple meter part, Sadab, Rab, Rong, and Song

phrases were adopted with the addition of a refrain verse as follows:

Triple meter part, 1 repetition

it . I 5 B = & o
(17 repetition) Tanadlne asagast S nnvaulen uawilea witlandad
famaFau nziudu dulanndu waulandad Jofiu Suhan

. F i ) [
(refrain) Tanszsulnsvas vastumies
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The first repetition of the triple meter part emphasizes the rhyming scheme of Sadab,
Rab, Rong, Song phrases, with the addition of a refrain verse in the ninth beat to represent a

novelty in music composition.

nd

L . i i i v [ T T W s w
(2" repetition) wizviewad ga139A Asilauad sulnsum dunan Ineviawan
wszAsadla Inamesegd viilse n3vinw Ugu ususeleaans

(refrain) Tawszsudpsuia duuaiulveey

The melody was inserted into the lyric with the additional refrain phrase and the correct

rhyming scheme following the prosody of the poem.

st

.
(1% repetition) nseuUnases waudu Taesssun Tudndu wizaa Tannanu

(refrain) Towszsulnsvay vesdrumiay
This part consists of Sadab and Rab phrase. with the additional refrain phrase to

complete the 9-beat rhythm.

nd
Duple meter part, 2 repetition

I'Ij o o |:“I (= o l:ul n' 1o
(2 repetition) AsEgNa wallies @l gudsy iynou wiuulne
(refrain) Tawszvonany vanhilneias
This part consists of Rong and Song phrase. With the additional refrain phrase to
complete the 9-beat rhythm.
(1 repetition) Fmszymstd luum tramesend  eneeiinm Fudesussias maanuld

(refrain) driinlunszamnsaniam

This part consists of Sadab and Rab phrase, with the additional refrain phrase to
complete the 9-beat rhythm.
(2™ repetition) nay1#in $1dnds wezgal Sowmnila adalu Inedifund
(refrain) vasaanszumynAallies
This part consists of Rong and Song phrase. With the additional refrain phrase to
complete the 9-beat rhythm.
2. The Singing Composition of “Phaya Truk Tao”: The original “Phaya Truk (duple

meter)” with 8-beat Na Thab Prob Kai rhythm was developed by extending it with the triple
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and single meter parts. adding an additional beat to the Na Thab Prob Kai rhythm along with
additional refrain phrases to make it into 9-beat rhythm. The original singing composition was

adopted as a guideline for the composition. The melody was composed by Thiraphon Noinit.

an expert level teacher. The results are as follows:
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Picture 2: Singing composition of “Phaya Truk (triple meter),” an extended composition (1!

repetition)
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Picture 4: Singing composition of the duple meter part
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Picture 5: Singing composition of the single meter part
Conclusion and Discussion

The following is the conclusion of the synthesis of the creation of “Phaya Truk Tao”
singing composition. “Phaya Truk Tao” is a conservative creative composition. The singing
composition and lyric are composed by Assistant Professor Dr. Nopphakoon Sudprasert. The
melody is composed by Thiraphon Noinit, the expert level teacher. The lyric is formerly one
duple meter verse with 8-beat Na Thab Prob Kai rhythm. An extra beat was added along with
a refrain lyric phrase to make it into 9-beat rhythm. The composition is expanded from the
duple meter with the single meter parts to complete the 9-beat Tao song. The composition
is the representation of the commemoration of His Majesty the late King Bhumibol Adulyadej,
who possessed the ten virtues of the ruler and the great king of Thai people. The singing
composition of “Phaya Truk Tao” was composed using the principles of Thai traditional music
as follows: 1. Extend from the original; 2. Truncate from the original; 3. Compose new melodies
based on the original; 4. Compose using the creativity of the author; 5. Compose new lyric
with refrain phrases to complete the ninth-beat rhythm.

For the process of inserting the lyric in the melody of “Phaya Truk Tao,” the lyric was
divided into phrases and insert them as appropriate with the overall compositions, in triple,
duple, and single meter, respectively. The drawn out note and the final syllable were extended
to accompany the gong rhythm in each phrase through the end of the song. The researcher
received the favor from Ajarn Thiraphon Noinit who is the composer of the melody of “Phaya
Truk Tao,” which was to be used as a guideline for the singing composition of the song. The

meaning of each beat of the composition is given as follows:
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1% Beat

"Bhumibol" means the earth, or the land filled with citizens of the country, who singing
King Bhumibol’s praise and loyalty.

2" Beat

King Bhumibol's first royal command: to reign with righteousness to improve the welfare
and well-being of Thai people, for the benefit of the country; the king who reigns with the 10
virtues of the ruler.

3" Beat

King Bhumibol's preservation of religion and his graceful conducts in all royal duties.

4" Beat

King Bhumibol’s excellency in initiating four thousand royal projects, including sufficient
economy, Chaipattana Aerator, Chang Hua Man royal project, Kaem Ling royal project, Royal
Rainmaking Project, vetiver system, and more.

5% Beat

King Bhumibol's speech to Thai people, expressing his determination to convey the
good to his people.

6™ Beat

King Bhumibol as the developer king, father of water resource management, and the
award he received for human development success.

7" Beat

The 5™ of December is King Bhumibol's birthday anniversary, which UNESCO listed as
the "World Soil Day."

8" Beat

The 13" of October is the anniversary of King Bhumibol’s death. Citizens shared their
condolences to His Majesty the late King.

9™ Beat

My deepest condolences and farewell to our beloved King. The composer: Assistant

Professor Dr. Nopphakoon Sudprasert, Bunditpatanasilpa Institute, Ministry of Culture.

Refrains
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Refrains are the phrases that are intended as the 9" beat, representing the condolences

and appreciation of Thai people to the greatest grace of His Majesty the late King;

wizsulndves wasthumies (Oh, ereat suardian of ours)
lanwsziudniuia Auuadulneias (Oh, crystal crown of Thailand)
Tawszsulnsvas wastumies (Oh, great protector of ours)
Tawszvianads wemhalneies (Oh, royal father of Thailand)
driinlumszumningaunBacn (With our deepest condolences)

ﬁlﬂﬁﬂdﬁﬁﬁﬂﬂﬂﬂﬂ‘ﬁﬁﬁlﬂmﬂ (May we can serve your grace once again)

“Phaya Truk Tao” consists only a single verse with a rewind. The ensembles
used is Pi Phat Sepha ensemble, with the addition of "refrain" melody in the 9th beat.
To accentuate the musical aesthetic, 1 piece of treble metal instrument (similar to
Ranat Ek Lek), and 1 piece of bass instrument (similar to Ranat Thum Lek) are
inserted, tuned with "Thang Nai" tone and played as background music for the
"refrain” phrases (9th beat). The refrain phrases are fixed as the 9th beat in the triple
and duple meter part, but at the 7th-9th beat in the single meter part. The creation of
“Phaya Truk Tao” singing composition is processed with the form, meaning, and
identity according to the principles of Thai music composition, with the intention to
make it as a model for other music compositions in  the future.

In addition, 8 special singing methods were used for listening aesthetic, which
are 11 trembling vocal, 11 percussion vocal, 3 yodels, 1 snap of the twang, 9 echoes,

2 crescendos, and 2 tweets.
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2

Suggestions
There are 2 types of suggestions for this creative research:

1. General suggestions: From the study of principles and creation of “Phaya
Truk Tao,” the researchers realized the importance of Thai traditional music, in which
few people have inherited the art, and it is also in the process of being the lost art.
In addition to “Phaya Truk (duple meter)” that has been used for this research, there

are also many ancient Thai traditional songs that are still waiting to put into practice or to

make them public.

2. Suggestions for further research: From the study of the principles and
creation of “Phaya Truk Tao” song, it is suggested that other researchers should try
and create other singing composition, especially the ancient duple meter songs with
Na Thab Prob Kai rhythm which is going to be lost. They can be developed by
combining with triple meter and single meter part to complete the Tao song, for
example, “Phaya Fan (duple meter),” “Chon Thaen (duple meter),” and “Phaya

Khruan (triple meter).”
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On Artistic Beauty of Miao Nationality's Ge Teng from the Perspective of

Music Aesthetics

Xia Yu*

Abstract

The Miao Nationality's Ge Teng, popular in the area of Qiaoli in Jingzhou Miao and

Dong Nationalities Autonomous County of southwestern Hunan Province, is a kind of mult
voice folk song.

The beautiful melody, harmony voice, unique singing and natural and simple settings
with national characteristics have provided people with the beautiful enjoyment.This kind of

artistic beauty has permeated in the component elements of the Miao Nationality's Ge
Teng,and the art form has attached great importance to the beauty of melody, rhythm,

harmony, and mode. The lyrics have reflected the people's inner beauty, the aria has
given full play to the beauty of singing rhyme, and the language has highlighted the national

character.  Combined with these elements of artistic beauty, the Miao Nationality’s Ge Teng

has become an embodiment of beauty.

Keywords: Music aesthetics, The Miao Nationality’s Ge Teng; artistic beauty
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Introduction

The Miao songs are mainly circulated in the Yuli area of Jingzhou Miao and Dong
Autonomous County in the southwestern part of Hunan Province. They are mainly composed
of multi-voices in local folk activities such as banquets, marriages, festive festivals and daily
life. Unaccompanied folk chorus. The word "Teng" in the Miao songs is meant to be the sound
of the drums. However, here is the meaning of "level". One level is a glimpse, and one "Teng"
is a sound in local music. The superposition of the multi-voices constitutes the Miao songs of
the voice of "GeTeng". As a national treasure that has been handed down from generation to
generation by the Miao people, the Miao songs have been praised by famous musicians such
as He Luting, Wu Zongze and Bai Chengren as “the folk songs”, “the deep mountain treasures”
and “the voice of the heavens”. The year was included in the national intangible cultural
heritage list.

The Miao nationality melody is beautiful, the song is melodious, and the content and
emotion expressed are derived from the beauty of life and nature. They are also divided into
various song types due to factors such as music style, expression content, singing form, ethnic
customs, etc. , water songs, tea songs, wine songs, three songs, rice songs, songs, wedding
songs and so on. Although the style of songs is rich, its complete singing system, mature
creative techniques and unique ethnic temperament all reflect that it is an inexhaustible
aesthetic treasure. The author will analyze the artistic beauty of the Miao folk songs from the

perspective of music aesthetics.
Methodology
1. Formal beauty of music scores

The form of music mainly includes melody, rhythm, harmony, tone, polyphony,
orchestration. From the perspective of music aesthetics, the basic principle of the beauty of
music form is to maintain the natural harmony, organizational order, symmetrical balance and
diversity of various elements. The music of the Miao nationality is simple and natural, and it is
melodious. From the overall perspective, its melodic lines are beautiful and smooth, the
rhythm is soothing, the harmony is clear, the structure is balanced and symmetrical, and the

tone is contrasted and unified, which fully reflects the form beauty of its music ontology.
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1.1 Melody line beauty

Chinese folk music is a line art based on melody, and the Miao songs also pursue this
feature. The melody of the Miao songs is soft, soft, and varied, and is closely related.
Sometimes a word carries a long drag, and the beauty of the melody is vividly reflected. The
beauty of the lines of the Miao songs is mainly reflected in the melody and the perfect use of
decorative sounds.

The melody of the Miao songs is relatively peaceful, with the same degree, the second
degree, the third degree, the pure four, and the pure five degrees. The hops are rarely used in
the sixth, the seventh or the octave. Ups and downs, continuous. This form of melody is
related to the environment in which the Miao people live. Surrounded by mountains, the Miao
and Dong Autonomous County is surrounded by mountains, with high mountains and deep
forests. The Miao people turn these rolling hills into beautiful melodic lines, which is the
confirmation of their living environment. For example, the male chorus by Wu Yuting is sung

"The Wine Song" (free beat, see the spectrum 1):
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The song is sung by one person singing and singing. The spectrum 1 belongs to the
melody of the melody. The melody is not large, showing obvious curved lines, which is very
consistent with the natural tone. Most of them are first. After the descending arc structure, the
C accent is used as the sound, and finally returns to the C sound to create a balanced and
evenly balanced effect. This kind of upper arc-shaped melody line that goes up and down and
then descends fully demonstrates a sense of euphemism. In the "Singing" part of the first work,
another melody line is shown, which is twisted and twisted in a word (see Genesis 2), giving
the listener a beautiful and beautiful enjoyment. This kind of swaying is like shouting in the
valleys of the mountains, like echoes in the forest, hundreds of thousands of times, and

dreams.
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Another embodiment of the Miao nationality singing melody beauty lies in the
decorative nature of its melody. The decorative sounds of the Miao songs are used very much,
and the decorative sounds are often added to the melody sounds to make the melody more
beautiful and the tone is more intense. There are three main decorative sounds, namely
Boeing, Glide, and Echo. These decorative sounds are mainly decorated with a moist cavity,
like a mountain bird, fresh and simple. For example, the sound of the accent often makes the
main tone play a slight retouching effect, and the sliding sound often appears at the end of
the sentence to form a characteristic tone-downing cavity. Generic Example 3 is the fragment
of "Song of the Mountain" by Wu Sanlin and Yimin's scores. The song uses a single-tone and
complex-receiving sound, and uses the accent of the glide in the ending sound, adding a
change in the melody line. The music is more dynamic and beautiful, giving people a sense of

beauty around the beam, while highlighting the beauty of the national charm.
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1.2 Rhythmic rhythm

The rhythm is the skeleton of music, and the rhythm plays a very important role in the
songs of the Miao people. The rhythm of the Miao songs is not a regular homogenous rhythm.
It often uses the liberalization of the homogenous rhythm, making the whole rhythm feel free
and rhythmic. First of all, the rhythmic beauty of the Miao folk songs is expressed in the use
of short-length rhythms and their variations, and the combination of intensive rhythm and
loose rhythm. This kind of rhythm shifts the accent, which makes the rhythm not seem so

rigid, strengthens the rhythm of music, pushes the melody forward, and the rhythm of change
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makes the rhythm richer, instability and inclination. Appropriate and dense, giving people a

dynamic beauty. Such as Tan Wei's "The Wine Songs" fragment (Spectrum 4).

This spectrum not only uses the rhythm pattern of the attached point, but also uses
many different rhythms, triplets and its changing rhythm. From the spectrum, it can be seen
that this rhythm is not a mechanical rhythm. It is a combination of sparseness and denseness,
and there is a degree of relaxation. It seems that a wave of waves constantly promotes the
development of music.

Secondly, the rhythm of the rhythm of the Miao people's songs is also reflected in the
fact that most of its rhythmic choices are close to life, close to nature, revealing a natural and
pure beauty. For example, the song of the water, "Mother's Water", is mainly used for the songs
that the bride sang the next day to fight the water. This song not only reflects the joy of the
bride, but also hides the complex mood that parents can't bear. Therefore, the rhythm sound
pattern is not very jumping. It uses the two short shots before and after the long beats. The
front short refers to the joy, and the long length implies the sadness. This rhythmic type
chooses to marry this regional characteristic bride. The customs and complex emotions of
marrying are particularly profound. In addition, songs often use rhythm types such as dotted
points, cut points, long sounds, etc., in many cases, by imitating the sounds of nature, such as
water, insects, birds, etc., so close to the rhythm of nature Make the Miao songs with a fresh

and simple natural beauty, can be described as "deep mountain treasures."
1.3 Modular layout beauty

The Miao nationality sings its tone scales with distinct five-sound characteristics. It is
different from other Miao nationality folk songs. It is based on the feather tone, ie "la - do - re
- mi - sol "Composition, of course, there are partial fa and si. Because the feather tone has a

small tone, this makes the feather-style music more simple and pure. Most of the chanting of
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the feathers are five-voiced, but there are also six, seven-tone, and even neutral features,
which makes the style of the layout a unique beauty. In particular, the sliding tail cavity, core
tone and neutral tone make it a special case in folk songs, which can be regarded as "a folk
song."

First of all, in terms of five-tone temperament, the Miao songs are not satisfied with
the traditional regular five-tone style. It often arranges the sliding tail cavity at the end of the
mode to change its stability. For example, "Tea Song" and "Taste of Rice" are all five-angled. At
the end of the song, a fixed sliding tail is used, which ends the sound on the corner and is not
stable. This kind of tonal arrangement makes the song break away from the formal orbit of the
tonality, breaking the routine, especially the sliding tail, giving people an unappealing beauty.

Secondly, the Miao songs like to use the "core tone", the whole work is centered around
the "core tone", and the arrangement is compact and orderly. The "core tone" of the song is
often composed of "la - do - re - mi", in which each sound is in an important position, that is
to say, the four sounds are equal in the music, while the other sounds are equal. It is in a
subordinate position and plays a role in color tone or sound. The most distinctive feature is
that the ending sound of the Miao songs is not suitable for the traditional tone analysis
method, because the ending sound of some songs does not fall on the main sound of the
song, and the ending sound of some songs is not a feather, but it has a feather tone.
Characteristics. This is the unique use of its "core tone", which balances the status of each
tone, so that there is a harmony between the tone.

Finally, the Miao songs are good at using "neutral sounds" to form a neutral
characteristic tone and increase the tone color. Neutral tone is a special application of the
Miao songs, that is, it is slightly raised or lowered on the basis of the sound to form a rich local
character. Neutral sounds are often used as decorative recognizable sounds, such as micro-
sounding gongs, micro-sounds, etc., but sometimes they stay on neutral sounds and form a
neutral tone. For example, "Song of the Mountain" is the end of the sound of the micro-up,
and at the end of the final sound tone, the form of the sound is short, the stability is not
strong. Another example is the end of the "Liquor Tune" is on the low feathers, slightly lower
feathers. This kind of adjustment arrangement not only makes the song have a strong local
flavor, but also highlights the characteristics of the Miao nationality, and adds a touch of color

to the sons.
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2. The beauty of the voice

The biggest feature of the Miao songs is that it is a multi-voice folk song chorus without
command and without accompaniment. The Miao songs are mainly composed of multiple
voices. Although there are single voices, they are generally not melodic, close to the tone of
speech, short in length, regular in rhythm, and have the function of "speaking by song". There
is no harmony phenomenon. However, the multi-voice Miao songs are different, using a layered
progressive, GeTeng superimposed way, from bass to treble, from light to accent, through a

layer of paving, and finally form a rich voice organization.
2.1 Harmony of the voice

The songs of the multi-voice Miao songs are basically the multi-voice branches derived
from the second part or the second part. Among them, the three songs of the mountain song
and the three songs belong to the pure second part because of the participation of only two
people; the number of participants in the water songs, tea songs and wine songs is more than
four to five to more than ten people. Therefore, when an individual plays, a large number of
supporting voice parts are often generated due to personal differences, and an auditory effect
of a multi-voice part is generated.

The harmony of the Miao songs in the multi-voice is mainly based on the five-sound
natural interval. The degree of the interval is mostly intensive in five degrees, especially the
same degree, the second degree, the small third degree, and the pure fourth degree. Most
frequently, occasionally small sixth, small seventh or pure octave. Such voices and sounds are
arranged in accordance with the Chinese national temperament. Among them, in the Chinese
five-sense aesthetic concept, it is close to the language accent, natural and fluid, and is a kind
of voice that the Miao and surrounding ethnic groups love to use. Sound mode. For example,

Luo Ruilong's "When the soldiers want to be my Red Army" (Spectacle 5).

e

s

S T LI N ¢ S




The 2" International Conference on Research and
174 The 23 Asia-Pacific Society for Ethnomusicology Annual Conference 2019 {&\%&
“Music, Performing Arts and Culture through Sustainable Success for Humanity” :g“

13 — 14" June 2019 Petcharat Garden Hotel, Roi-Et, Thailand

In this spectrum, the widest interval between the two parts is purely five degrees, and
more of the same degree and the second degree are used, and the same degree is used to
start, and then after the second degree, through the third degree and the fourth degree. The
bridge, finally gathered again, reflects the aesthetic concept of China's "harmony." In addition,
the Miao songs pay great attention to the balance of beauty in the structure of the voice
department. The local Miao people have a clear concept of the voice in their consciousness.
They call the low voice part a flat sound or a low sound, and the high voice part is called a
pull cavity or Gao Yin, they think that "it is not good to listen to the squats, to have a high
point and a low point is good to listen to", that is, the voice can not always go up, or has been
going down, this is not good, must be ascending In the future, it is necessary to carry on the
descending order, and it is necessary to carry out the squatting, so that the heights and
undulations have always been symmetrical. It is also the characteristic of the Miao songs that
creates a harmonious, fresh, natural and harmonious harmony. The layers of the voices are
like the mountains of the mountains. The harmony of the Concord is more beautiful, like a

scorpio. The sound.
2.2 The harmonious beauty of the voice

There are two main forms of singing of the Miao songs in the multi-voice department.
One is the low-pitched lead singer, the high-pitched part is followed by the "collar"
combination of singing styles (such as the mountain song); the other is one person speaking
Singing, one person lead sing, everyone chorus, set "speak, lead, and combine" as one form of
singing (such as water songs, tea songs, rice songs, etc. ). Among them, the "speaking" is
performed by a veteran old artist, using the voice of the recitation to "sing"; the lead singer is
in the backbone, the voice is generally rich, mainly plays the role of the tone; the chorus is
the help, can In the high-pitched part, you can also make continuous sounds in the low-

pitched part, and use the circulation to keep the sound continuous.

In the process of multi-voice singing, the singing of the middle and low voices is the
main melody, while the singing of the high voice part mainly belongs to the “pull cavity” or
“help cavity” . It can be seen from the spectrum example 5 that the multi-voice part of the
Miao songs tends to start from the synchronization, after which the high-pitched part is

gradually pulled up, the low-pitched part becomes the main part, and the high-pitched singer
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can perform some impromptu additions, and Due to the different voice conditions of the
various singers, a lot of voices will be extended, and a lot of "side branches" will be extended
for the "trunk" of the melody. The Miao singers do not understand the harmony of the
profession, nor do they understand the polyphony. Only by virtue of the aesthetic habits of

music, the harmonious effect of time and time, time and time is formed.
3. The inner beauty of the lyrics

On the surface, the Miao songs are just a folk singing method that Miao people love,
but in the hearts of the Miao people who "support themselves with food and raise their hearts
with songs", the meaning of Miao songs is not limited to "singing". ", it has a deeper ideological
connotation. The Miao people do not have words, often borrowing "folk songs" for
communication, documentary and cultural inheritance. Therefore, they also carry national
culture and national spirit in their songs. Miaomin’s life is lingering in beautiful songs. They are
blessing songs on festive festivals. When men and women fall in love, they use songs as a
medium. When they produce labor, they use songs to help each other. Funeral sacrifices are
used as songs to cry. When narratives are described, they are told by songs. . Local culture is
closely related to singing.

The linguistic beauty of the lyrics is the basis of the beauty of vocal art. The local
culture in the songs is also reflected in the lyrics. Most of the lyrics of the Miao songs are seven
words and four sentences, and rhymes are used in every double sentence, and some rhetoric,
exaggeration, anthropomorphic and other rhetorical methods are often used to make the lyrics
more vivid. The content is very broad and has a wide range. Historical legends, customs and
etiquette, festival blessings, production labor, marriage and love, singing and swearing, and
feelings.

There are two main forms of lyrics for the Miao songs. One is a poetic seven-legged
poem, and the second is a seven-legged poem with strong colloquialism. For example, the
lyrics of "Fengjiao Lidan": "The jade girl is the next nine days, and the peach will be married.
The dragon is dreaming of Zhusha, and the phoenix is with Feng Chenglong." The whole lyric
is a historical legend, a seven-legged poem. The poetic "condensing beauty" clearly shows the
legendary scenes portrayed by the poet, and is a poetic embodiment of historical legends.
Another example is the "Sai Pazi" lyrics "Pushing the boat on the beach, hitting the beach, both
sides are Taozhushan. Cutting the bamboo to do the hook, knowing that the yin is the yang,"
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is the poetic embodiment of the living situation, sing this song The lyrics immediately gave a
vivid picture of "green water, bamboo leaves fluttering, boatman pushing the river, cutting
bamboo to make hooks", bringing people to a beautiful working life, giving people a beautiful
picture. . Another example is the lyrics of "Deep Love Song". "The lamp does not light the oil
lamp, the spring water does not flow. The silk is not spinning, and the silk is not spinning. |
want to connect with the emotions." This lyrics uses a series of things to finally lead to "jiaowo"
Feelings, like a scene slide that is played, deep in layers, quietly expresses the author's inner
feelings from the hidden scenes of things.

The seven-sentence poems with strong colloquialism focus on the pursuit of its
colloquialism. Such as "Where is the song sing first, then where to start," such lyrics are very
close to the Miao people's speaking habits, these lyrics are not literary, not gorgeous rhetoric,
but in daily life The various emotional experiences are free to blurt out in the form of singing,
and tend to create the beauty of oral English , depicting the natural images of Miao people's
free chat and free speech, expressing the ambition and yearning of the Miao people for a
better life.

Regardless of the type of lyrics, the Miao songs always reproduce the life scenes and
thoughts and feelings of the Miao people. It is an important carrier for the Miao culture to be
passed down today. It is an important link between the Miao people and the Miao people.
The intrinsic expression of material culture and spiritual culture is the conciseness of inner

beauty.
4. Singing beauty

The songs of the Miao songs don't know how to practice the atmosphere. They follow
the requirements of the older generation and try to "sing easy" in the singing. Therefore, the
singing process has always been very natural and relaxed, whether standing or singing. When
you sing, you can see its extremely natural calm breathing, and the sound coming out is crisp
and bright, which makes the audience feel a sense of self-satisfaction.

The singing method of the Miao songs is based on the natural sound singing method,
which is assisted by partial false sound singing. The true sound is a natural sounding method,
and the sound is often powerful, which is related to the simple and determined character of
the Miao people. This kind of singing is the most common in the folk songs and the folk songs.

The singing method uses the "singing" method to make the sound chamber bright and
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powerful. The use of false sounds is relatively small, generally appearing in the tea songs, rice
songs, and three-tone songs, requiring the singer to have a long breath and control the small

s

volume. Such as Tan Wei's "tea songs" fragment (Spectrum 6):

The first three tones of the spectrum are sung with real sound. After the last three
tones, the sound zone is converted and sung with a false sound. Here, the false sound
spectrum has an "o0" symbol, indicating that the singer needs to sing. Similar to the overtones
played when the strings are emptied, that is, the "pan-cavity" with good resonance. When the
"pan-cavity" sounds, the airflow becomes thinner, and the throat hole needs to be narrower
than the true sound, so that it can be contrasted with the real sound, so that the sound color
suddenly changes, enriching the sound effect, and thus has a certain charm.

The beauty of the Miao songs is not only reflected in its natural breathing and true
singing, but also in its unique skills. The Miao songs are very rich in boring techniques. The
main methods are the portamento, free sound, leaning sound, nasal sound, etc. It can be said
that in the songs, it is almost "no sound, no cavity, no cavity." Among them, the following is
the most common type of portamento (especially the sliding of mi and fa), the down tone
requires the breath to sink quickly, the vocal cords relax, the sounds are coherent, and the
beautiful sound lines are formed; the free sound is slightly or slightly lowered (most The
common one is the micro-sounding gong sound), which makes the vocal more varied and
colorful. The use of the yin makes the aria more twirling and produces more straight changes.
The nasal sound sings the singer of the vowel as early as possible, so that after the nasal sound
The sound chamber stays in the nasal cavity humming, thus decorating the sound cavity with
a decorative color. The use of such a variety of moisturizing techniques not only makes the

Miao songs more beautiful, but also makes them have their own unique local charm, just like

the sky.
Conclusion

The Miao songs are excellent national music culture and a unique cultural

phenomenon of the Miao people. It permeates all aspects of the Miao people's life and is the
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epitome of Miao people's ideological culture and fine traditions in music. The Miao songs are
hailed as "the folk songs", "the mountains treasures" and "the voice of the sky", which shows a
strong artistic beauty. This artistic beauty permeates the various elements of the Miao songs,
especially in the art form, which pays gereat attention to the beauty of melody, rhythm,
harmony, tone, etc., in order to express the emotions of the characters and reveal the life and
emotions of the Miao people, thus The song has a touching artistic effect. The lyrics closely
related to the art form fully portrays the spirit and inner world of the Miao people, reflecting
the inner beauty of the Miao people; the vocals fully play the rhythm of the singing, twists
and turns, intriguing; the language is more prominent The true color of the nation. The
combination of these artistic elements makes the Miao songs become an embodiment of
beauty. | believe that with the development and excavation of the Miao songs, the artistic

beauty will be more and more concerned, and the Miao songs will develop into Chinese

nationalities. A bright pearl in folk art.
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A Study of Music Culture through 18th-Century Paintings

Je, Saet-byeol*

Abstract

It was the reign of King Yeongjo and King Jeongjo in the 18th century that was the so-
called “cultural renaissance” during the Joseon Dynasty (1392-1910). At that time, King Jeongjo
and King Yeongjo focused on policies to strengthen the royal authority, along with various
cultural activities. In particular, King Jeongjo reorganized the military system in order to
strengthen his authority, and the changing military system that change the appearance of
musicians belonging to the military.

The change of musicians belonging to the military of King Jeongjo at that time is also
seen in iconographies along with the records of the literature. The material includes a variety
of things such as playing situations, musicians' clothes, and musical instruments. The
performance features a palace where the king lived at the time, outdoor government office
receptions for envoys, and regular feasts. They differ in musical composition depending on the
circumstances of their performances. This difference is a changed aappearance that did not
appear before the 18th century.

This paper will focus on the pictorial material of the music culture of the 18th century.
Each material is to distinguish clothes from musical instruments according to the circumstances
and discuss their characteristics. Through this survey, | will try to exhibit the characteristics of

musicians and discuss their music culture in the 18th-century Joseon court.

Keywords: Musical culture, Musical iconographies

* Ph.D. Candidate, Chonnam National University, Korea
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Introduction

The 18th century was the reign of King Yeongjo (1724-1776) and King Jeongjo (1776-
1800). Yeongjo and Jeongjo made by various policies for cultural promotion. In addition, King
Jeongjo reshuffled the military system to strengthen his royal authority. The reorganization of
the military system has also influenced military music.

Since then, changed uniform of musicians appear in the paintings. The military music
was playing Go (ﬁ, large double-headed drum), Bara [uéuﬁ, cymbals], Jing [ﬂ, large gongl,
Piri [’E%ﬁ, cylindrical double-reed bamboo oboe], Haegeum (%g, two-stringed fiddle), and
Daegeum (j(":éf‘r, transverse bamboo flute). The performance practice was varied in the court,
the public, and the private sector. Especially, in the 18th century painting (% ZQH%E&}E

1—%‘@1) of royal procession, you can see the band wearing the military uniform playing various
instruments.

In the 18th century the military band included melodious instruments such as fiddle,
Flute and so on. The military musicians' presence in these marching bands exhibits a change
from that of musicians belonging to the Ministry of Culture before the 18th century. This is
believed to have been a part of the military regrouping during the reign of King Jeongjo in the
late 18th century.

I will explore changing musical performance in the royal court, and the changes in
music between court and private sectors through 18th century paintings. | will discover the
performance context, instrumentation and color of musician’s clothes by each data. The 18th
century graphic material is divided into court, public, and private, taking into consideration the
musical performance, performance context, and complexity. | would like to study the

characteristics of the musicians of the 18th century and their musical culture.
Methodology

1. Court

In the 18" century, The pictorial datas of the royal event include Royal feast, King
Yeongio dlyears (BRfHIH+—FEZEE, 1765), Royal feast (KFTTE[E], 1743)
Royal feast (EP@EH%?@EE%E 18™), Royal feast (;.T%%EJT‘TE\%E 1744), Royal
feast (:-%E&EQ;‘EE, 1710), Royal feast (%*i%@'llﬁ, 1720), Royal feast (%*i p %*
mﬁ, 1744), Royal feast (EEEH E%SFE%;E;E%, 18™), Royal feast of King Yeongjo (
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y&*ﬂﬁ&ﬁ%’ﬁ, 1766), Royal feast of Prince Munhyo (K%ﬁ?ﬂﬂ'ﬁ%,ﬁ,
1784), Royal feast(C 3 &= £ M, 1719-1720).

Most of the musicians in the above material wear red clothes of the Ministry of Culture.

The bands consist of Idiophones, Aerophones, Chordophones, and Membranophones. First,
Idiophones are Pyeon-gyeong (ﬁ‘ﬁ% stone chimes), Pyeonjong (ff‘ﬁﬁ bell chimes), and

Bak (:]:E wooden clappers). Second, Aerophones are Piri [’E%ﬁ cylindrical double-reed

bamboo oboe], Daegeum (j(%:, transverse bamboo flute), and Tungso [)\H%, Large
notched bamboo oboe]. Third Chordophones are Bipa (JE:EE, lute, two kinds according to
the origin of the instrument) and Haegeum (;“%g two-stringed  fiddle). The last,
Membranophones are Janggu [*I%Z hourglass drum], Geongo (Eﬁ large barrel drum) and
Gyobanggo (ﬂiﬁﬁ large barrel drum for dance). Sometimes Geomun-go [Z*E—%E* Six-
stringed plucked zither], Gayageum (ﬂ]l] 1HB?§~ twelve-stringed plucked zither), Agang (Hzé
bowed zither), Donggo (ﬂﬂﬁ{, Bronze durm), and Jeng (ﬁg, large gong) are added.

The instruments of court feasts are usually large in size. And the instrumentation varies,
and many musician play diverse instruments. And all their clothes imply their status in Ministry
of culture. And the performers outside the court banquet wear army uniforms and usually
play drum.

Royal feast of King Yeongjo (i*ﬂﬁﬂ?ﬁﬁﬁ 1766) of court documents only
shows that musicians play bell chimes and stone chimes only, and other performers wear red
clothes. | can be seen that wind and string instruments, mainly used in the court, through the

graphic data of other periods describing similar contexts.
2. Local government

In the 18" century, The pictorial datas of the government office event include

Government feast, (EFfE%.E_lgkﬂ, 1745), Government feast, (%ﬁﬁiﬁi%%
, 18™M), Government feast, CEIEEL T %E), 18™M), Government feast, (ﬁﬁ%ﬁ'\ﬂﬁ?ﬁ
1§1§ 18™M), Government feast (il‘;%ﬁﬂ, 1786).

Most of the musicians of local government wear red clothes and military uniforms.

Drum, Daegeum, and Haegeum are mainly used for performances. In dance accompaniment,
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Bak, Jabara (cybals), Nagak(conch shell), and Nabal(metal oboe) are used, and,
Sanghwang(mouth organ), Taepyeongso(double reed oboe) and Jing are added.

Musicians in the local government use instruments such as Taepyeongso, Jabara, and
Nabal, which have a loud sound in marching band. Small drums are used. The use of small

drums is different from the court’s use of large drums.

ooy | 1
R

Figure 3 r:FiiEE_JEkJﬂ.J 1745
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3. Folk performance

In the 18" century, The pictorial data of the folk performance event include Folk feast,

FUEIE BTN, 1730), Folk feast, (HLFE KRR, 1702), Folk feast, ((FIRE L E

%"l’ﬁ 1724), Folk feast, (E1§E§g§ 1789), Folk feast, (/E%E 1724), Folk
feast, BUERE B EE, 1730, Folk feast, GR B BETE LB 18"), Folk feast, (5
ﬁiﬁEﬁZFi, 1781), Folk feast, (@yﬁﬁl%, 18™), Folk feast, (7&$Lﬁ|"ﬁ
& 158™), Folk feast, (?&ﬁﬁ, 18™M), Folk feast, (ﬁ:ﬁ, 18™M), Folk feast, (Iﬁltﬁﬁ%lllﬂj,
18", Folk feast, (TR 2 R, 1800), Folk feast, (B8 BRI 3EE B, 18™), Folk feast, (34 5= 5
, 1747), Folk feast, (*ﬁﬁ@iﬁ 18™M), Folk feast, (%kﬁq:billz. 18™M), Folk feast, (
o= RSB E R, 187,

Most folk musicians wear nomal overcoat and military uniforms. The band consists of
Drum, Piri, Daegeum, Haegeum, and Yonggo, and sometimes plays a Gyobango. The Bak are
used in dance accompaniment, while in marching band, Nabal, and Degak (large trumpet) are
used.

The instruments of the folk band is similar to that of the local eovernment various sizes

of drums such as Gyobanggo and Yonggo are used. And the number of musician is smaller in

size, of drums.

b Jrose

Figure 4 [ 6 LK i 2P AR [ | 18 Figure 5 [EEEE ] 18"
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Figure 7 TEEAE B ] 1724
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Figure 6 [ e B BHFEF AR 1781
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Conclusion

In this study, | focused on paints of 18th century. | looked at the performance contexts,
instrumentation, and musician’s clothing that appeared in each data, focusing on the musical
instruments of the unit. Based on the analysis data, the characteristics of musicians in the 18th
century and their music culture are as follows.

First, most of the court musicians wear Red robes belonging to Ministry of Culture.
Musical instruments include Pyeongyeong, Pyeonjong, Piri, Haegeum, Daegeum, Tungso, Bipa,
Janggu, Gungo, Gyobango, and so on. Geomungo, Gayageum, Ajaeng, Donggo, and Jaeng are
often added. The musical instruments of the court are usually large in size, such as
Pyeongyeong, Pyeonjong, Geunggo and Gyobanggo. And the instrumentation varies, and many
people play them.

Secondly, most of the musicians of local government wear red clothes and military
uniforms. Drum, Daegeum, and Haegeum are mainly used for performances. In dance
accompaniment, Bak, Jabara (cybals), Nagak(conch shell), and Nabal(metal oboe) are used,
and, Sanghwang(mouth organ), Taepyeongso(double reed oboe) and Jing are added. Musicians
in the local government use instruments such as Taepyeongso, Jabara, and Nabal, which have
a loud sound in marching band. Small drums are used. The use of small drums is different
from the court’s use of large drums.

Third, most folk musicians wear normal overcoat and military uniforms. The band
consists of Drum, Piri, Daegeum, Haegeum, and Yonggo, and sometimes plays a Gyobango. The
Bak are used in dance accompaniment, while in marching band, Nabal, and Degak (large
trumpet) are used. The Instruments of the folk band is similar to that of the local government
various sizes of drums such as Gyobanggo and Yonggo are used. And the number of musician
is smaller in size, of drums.

From 18th century paintings, | found their membership through clothes and musical
instrumentation. At that time, musicians of Ministry of Culture were active in all places, mainly
playing melody instruments. Military musicians usually work in the local government, and the
folk playing the melody and percussion instruments. The military musicians, usually play
drums. In addition, the composition of musical instruments in the private sector is the same

as that of the local government.
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It shows that musicians of Ministry of Culture and the military musicians can play music
together. The military musicians did not play melodic instruments with court musicians. But,
there is no doubt that they were accustomed to court music. Therefore, musical exchange of
the Ministry of Culture and military in the 18th century is prominent in the music performance,

but it can be seen that the division is clear in performance context.
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The psychological Control Training During Erhu Performance: A Brief Analysis

Yu Yao*

Abstract

For the performance-major students, superb performing skills are essential to the
accomplishment of music performance. At the meantime, good psychological control ability
is a powerful guarantee of the success of a show. As such, for the Erhu teaching and learning
in university, besides the emphasis on the performing technique and skill training, the
psychological control training is also a crucial link which can never be ignored. In summary,

this thesis is on the purpose of a brief analysis on the topic above.

Keywords: Erhu performance, Psychological control, Ability training
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Introduction

After thousands of years of inheritance and development, Erhu performance art in
China has been perfected day by day. Nowadays, Erhu art talents trained by music academies
are steadily moving from schools to society. They shoulder the important task of further
development of Erhu art in China and become the hope of the future of Erhu art in China.
However, not everyone can quickly adapt to the needs of the work after the generation of
new people trained by art colleges and universities move to art groups or other jobs. Some
people even lose their chains at critical moments, even if they have all their abilities, they will
not be able to exert themselves. The reason is often related to the psychological quality.
Therefore, as a college Erhu talent training, besides paying close attention to the training of
basic skills and performing skills, the training and control of playing psychological state is also
a project that can not be ignored.

It is well known that in the state of psychological tension, the heart beats faster, the
fingers are stiff, and the pitch, rhythm and timbre of the lighter players are deviated; the heavier
players are busy, have blurred memories, make frequent mistakes, and even are difficult to
complete music performance, let alone artistic performance. Experience has proved that the
emergence of the above situation, in addition to the technical level of performers, is often
related to the performance experience, poor psychological state. Therefore, in order to solve

this problem, we should generally start from the following aspects:
Methodology

1. Emphasizing the Training of Basic Abilities

Erhu has two strings inside and outside, bow hair between the two strings, and the
strings hang in the air. It does not have fingerboards like violin, nor does it have harmony like
pipa, which makes it more difficult to perform various bowing techniques and to control the
pitch in Erhu performance. But it is precisely because Erhu has such characteristics that it also
provides a full play space for the implementation of techniques with rich artistic expression,
such as kneading strings and sliding sounds. Practice has proved that strengthening basic
training, mastering the basic skills of Erhu performance and all kinds of playing skills, and
controlling musical instruments freely are essential prerequisites to ensure the smooth
performance of music. Only with these conditions, can it be possible to successfully complete

the performance of music, and express the style of music, reveal the connotation of music,
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delight the hearts and infect the audience. About the cultivation of basic ability in Erhu

teaching, we can start from the following aspects roughly:
(1) Scientific Spectrum Recognition and Accurate Memory Spectrum

Good reading habits are the precondition for effective training of techniques, correct
understanding of works and successful performance of works. They are also the basis of Erhu
teaching, which has been neglected by many students. The carelessness, carelessness and
carelessness of the score reading will not only greatly reduce the performance effect, but also
seriously violate the original intention, let alone talk about the teaching and learning of
excellence. In Erhu performance or training, scientific and effective scoring generally includes
accurate and fixed position, fingering, bowing, rhythm, strength changes, and various expression
terms, etc. Accurate recitation means that through careful analysis of the phrases, passages,
harmony texture, tonality and musical structure of the music, the performers can achieve the
goal of performing the music accurately and excellently through coordination of the brain,
visual, auditory, left and right hands, etc. In the process of playing, especially in the moment
of technical difficulty, performers need to associate with the signal which is consistent with
their usual memory, which is stored in their memory through their good habit of reading music

and hard technical training.
(2) Technical exercises of right and left hands

As the saying goes, "A great artist is bold"; "a poor artist is weak in spirit". That is to say,
in order to relieve the tension in the process of Erhu performance, solid basic skills and good
technical level are indispensable prerequisites. In Erhu performance, only the perfect
cooperation of left and right hands can give full play to the artistic level of performers and
show the unique charm of Erhu.

In Erhu performance, we should pay attention to the state of relaxation. Right-hand
bowing techniques, such as long bow, short bow, fast bow, slow bow, tremor bow, sudden
bow, jump bow and bow throwing, are all important means of expression in Erhu performance.
Only when these bowing techniques are relaxed, can they be properly controlled, can they
play well and achieve good results. In Erhu performance, the use of free bowing should run

through all the time, because only in this way can the performance be relaxed and smooth,
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the sound can be mellow and graceful, the performance can have rich artistic expression, and
the connotation of the work can be fully expressed.

Left-handed skills in Erhu performance, such as chord pressing, handlebars changing, and
various kinds of rubbing, sliding, decorative tones, overtone, etc., can play an important role
in decorating and polishing the performance of music like the painter's palette. If Erhu
performers can relax their performance and use these artistic means appropriately, they will

greatly enhance the artistic appeal of their performance.
(3) Basic methods of Erhu basic training

Difficulties in Key Exercises

For more mature Erhu performers, in general, the common difficulties of Erhu music
are not many. But nowadays, some new erhu works often use some different expressive
techniques, which make some erhu performers feel strange, and some of them are more likely
to become technical difficulties of the performers. In the process of practice, it is necessary to
take out the difficulties separately, strengthen the exercises from slow to fast, and finally
overcome the difficulties, embark on a smooth road, and let the overcoming of technical
difficulties become the correct playing habits in the subconscious. Facts have proved that
overcoming technical difficulties and enhancing self-confidence is an important step to
overcome tension and ensure the quality of performance.

From slow to fast, step by step.

During the practice of Erhu, we should learn to practice step by step. At the beginning
of the exercise, we should try to slow down the speed, then accelerate gradually until the
normal speed that meets the requirements of the work. In slow practice, students should be
guided to apply the skills they have learned to performance, and attention should also be
paid to the pitch, timbre, rhythm, rhythm, speed, intensity and musical sense of the work.
Slow practice is more conducive to the performance of musical style and charm. When
practicing piano, we should pay special attention to the faulty clappers in music, such as dense
notes, complex rhythm, big jump handles, strange interval relations, etc. The fingers should
be firmly pressed on the strings, and every note should be played clearly, which can make

the brain and hands remember the works played synchronously.

(4) Enhancing the Analytical Ability of Musical Works
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If Erhu performers want to perform their works well, they need not only the skill reserve
for performing music, but also the ability to analyze and deal with works in depth. Because
only in this way can we understand and grasp the connotation of the works and enhance the
ability of psychological control. The so-called "ability of in-depth analysis and treatment of
works" mainly refers to the grasp of the overall style of Erhu works and the analysis of music
connotation. It is necessary to understand the mode, tonality, musical structure of the work,
the author of the music, and the background of the times in which it was created. In this way,
not only the erhu playing skills can be expanded, but also the emotional performance can be
sublimated to the level of music aesthetic shaping, which is greatly conducive to the

expression of music emotion, charm and connotation.
2. Create more objective environment for performance scene reproduction

Erhu performance is an artistic activity with strong practicality, so we should try our
best to participate in some artistic practice activities, participate in competitions as much as
possible, participate in various concerts as much as possible, strive for exercise opportunities
in different occasions, experience the process of performance, and finally achieve the
mentality of performance and practice in peacetime, as well as relax and relax naturally.

(1) Focus on the cultivation of the ability of regulation and control in peacetime
exercises

In the course of playing exercises in peacetime, we should encourage ourselves more,
relax our minds, discuss and solve the difficult problems in playing in time, concentrate on
mobilizing our brains for effective psychological control and regulation, cultivate moderate
psychological tension and excitement to eliminate unnecessary psychological obstacles, have
an objective and accurate evaluation of our abilities, and completely immerse in playing and
psychological tune. Control ability will be improved qualitatively. Usually, we can also use
modern equipment such as teacher's demonstration in class and multimedia network to
appreciate works and their interpretation and analysis more intuitively, so that we can deeply
and fully understand the beautiful feelings contained in works and broaden our own artistic
horizons. Effective psychological control should be adopted to overcome psychological
obstacles and participate in various kinds of performances. It is necessary to increase the

opportunities of artistic practice, experience the performance process and constantly
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summarize and communicate in order to obtain the best mentality in the actual performance
process and better stage display.

(2) Familiarity with the playing environment before performance

Erhu is a vibration instrument of solid wood and skin film. It shrinks or expands due to
dry or wet weather and other environmental influences, which leads to deviations in timbre
and intonation. If the performer lacks experience and preparation, it is easy to cause emotional
fluctuations. The lighter one affects the performance effect, and the heavier one even causes
complete failure due to depression and annoyance. Therefore, every performance, we should
know the environment and conditions of the performance venue beforehand, strive for on-
the-spot stage, according to the problems exposed during the stage, formulate solutions, and
make full ideological preparation for the formal performance.

(3) Self-emotion regulation during performance

The key to successful performance is to maintain a good psychological state in the
process of performance. Sometimes when playing on stage, the brain will encounter memory
failure and instantaneous "short circuit" phenomenon, which is very possible for performers to
perform on the stage. Because people are emotional and will be affected by the environment.
When tension activates the body's proper energy, it is necessary for the body to maintain a
moderate level of tension, which may help the performer to perform exceptionally well.
However, if the player's spirit is too tense, the performance will be in a sluggish state. At this
time, the performer should be as calm as possible, and strive to recover the feeling at the
fastest speed and in the shortest time, so as to minimize the impact of mistakes, and continue
to play the music behind with full enthusiasm. It should be recognized that anyone can make
mistakes, and short-term mistakes, the audience will understand, generally speaking, will not
seriously affect the emotional expression of the whole music. If the performer pays too much
attention to minor mistakes and fails to adjust his mood in time, the pitch, rhythm and strength
of the subsequent performances will be difficult to control until the performance fails. On the
contrary, it will cause unforgettable regret for a long time, and even cause the psychological
shadow that is difficult to solve. On the contrary, extroverted Erhu performers are more likely
to be involved, more enthusiastic and exciting in the process of playing, and more likely to be
integrated into the interpretation of Erhu works. Therefore, the performance is more likely to
be successful. This phenomenon is quite interesting and worth remembering by Erhu

performers.
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3. Active Control of Player's Psychology

The cultivation of active psychological control ability is the key and guarantee for the
success of Erhu performance. In Erhu teaching, it is necessary to cultivate the performer‘s
psychological quality.

(1) To fully understand the influence of psychological factors on skill exertion

Learning and mastering Erhu performance skills and techniques is the necessary
condition for reserving and completing the performance of works. Psychological factors are the
key to the full development of these skills and techniques. Therefore, the author thinks that
the students majoring in playing in music colleges should consciously create a stage
atmosphere when practicing the piano in peacetime, imagine the piano room as a stage, and
pay attention to the sense of stage and lens. It is necessary to overcome some psychological
factors which are unfavorable to performance caused by different visual and auditory
environments. Like theatre performers, it is necessary to "enter the theatre" and fully integrate
the self in the stage into the "characters" described in the musical works or the emotions
expressed in the works. The performers create themselves into the characters they want to
express and the psychological emotions in the performance. It's the emotion that the work is
about to express. All playing skills, hands and instruments, bows and strings, etc. should serve
the central purpose of emotional expression of "entering opera", so as to "forget oneself" and
create "characters”, "landscapes" and "landscapes” purely through Erhu music. In addition, it is
necessary for schools to offer psychological courses for students majoring in performance,
disseminate relevant knowledge, let students master basic psychological knowledge through
learning, and integrate theory with practice, and strive to overcome the excessive tension in
stage performance, so as to achieve better performance results.

(2) Confidence is a necessary condition for a successful performance

Nowadays, Erhu performance art is in a new era of rapid development. New works, new
technologies and new expressive techniques are constantly emerging. In order to meet the
needs of the new situation and keep pace with the times, any Erhu performers, especially
young students, must strive to improve their artistic accomplishment and performance level,
learn from others modestly, accept new things in time, learn from others'strengths and make
up for their weaknesses. Not only that, but also to have a proper understanding of the

performance skills they have mastered through years of learning and honing. They are neither
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proud nor complacent. For any students majoring in art performance, the cultivation of self-
confidence is very important. Only with enough self-confidence, can the performance possibly
bring its true level into full play, so that it can devote itself to the performance of the music
with no hesitation and all-out efforts, so as to express the feelings of the music and interpret
the connotation of the work in a state of self-forgetfulness. In all kinds of artistic practice
activities, performers should also be good at finding problems, accumulating experience and
enhancing confidence from performance practice. As long as this is done, in time, on the stage

of performance, there will be perfect performance.
Conclusion

From the psycholosgical point of view, the tension of the performer in the performance
process is a special psychological experience. It is true that if the playing process always
maintains a very calm, excessive calm mentality to play, the playing process will inevitably
lack of passion, it is difficult to play the effect of infecting others. However, if the playing
process is too exciting, it will lead to the phenomenon that it is difficult to control oneself in
playing, thus reducing the effect of playing. In the process of psychological analysis of Erhu
performers, it is found that if the performers want to achieve satisfactory performance results,
the cultivation of basic abilities plays an important role. The performers are already familiar
with their works and are naturally confident in the performance process. At the same time,
familiarity with the live environment before playing helps to enhance the confidence of the
performers and play a better supporting role in the performance process. The most important
thing is the active control of the performer's own heart. Overcoming some psychological factors
and cultivating the performer's self-confidence are the key links to achieve better performance.
Therefore, to strengthen the training and regulation of performers in these aspects will help

to achieve better results.
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Research on the Inheritance and Innovation of Sichuan Folk Songs

Sun Jian*

Abstract

Sichuan folk song has its unique folk characteristics due to its special geographical
environment and the different ways of people's working life.Because sichuan is a multi-ethnic
gathering area, folk songs can be divided into the folk songs of the han nationality and the folk
songs of the ethnic minorities, among which the folk songs of the han nationality include
mountain folk songs, river folk songs and flat land folk songs Ethnic folk songs are divided into
Tibetan folk songs, giang folk songs, yi folk songs and so on. The development of sichuan folk
songs in the contemporary era can be rapid, but it should be noted that the inheritance of
these ballads in the contemporary era is facing great challenges, which is mainly due to its
intangible cultural heritage, in the process of inheritance, protection and innovation there are
many problems. "On the one hand, the state has increased efforts to protect intangible cultural
heritage and actively invested in it, thus ensuring the survival of some precious cultural
heritage; On the other hand, how many of these preserved heritage projects can be self-saved
productively? Even if they are preserved, the strong artificial intervention completely runs
counter to the purpose of original ecological art preservation.How to let more people enjoy
sichuan folk songs, we must continue to carry out innovative research.This depends on the
reality of the protection of intangible cultural heritage, which is also the only way for the

inheritance and protection of sichuan folk songs.
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As an important part of traditional Chinese folk songs, sichuan folk songs have a long
history and unique artistic charm. After thousands of years of development, in today's music
situation, there are many practical problems between the inheritance and development of
sichuan folk songs: works, inheritors, and cultural environment. This paper makes a preliminary
analysis and research, in order to provide some theoretical reference for the inheritance,

protection and innovation of sichuan folk songs.
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Introduction

Early Sichuan folk songs were created by people in their lives. They were spread by
word of mouth. Most of them were solo or lead singers. The form was single, the rhythm was
free, and the voice was simple, reflecting the original ecology of Sichuan folk songs. For
example, the Sichuan Xiushan Lantern Folk Song "Brother Facing the Gate Makes a Flower
Lantern", which describes the lively scene of people going out to watch and make a scene of
lanterns on the 15th day of the first lunar month, contains the name of young men and women
borrowing to watch lanterns to express their love for each other. "Brother's Flower Lantern”
combines folk customs, singing and dancing, rap and other forms, drawing lessons from a large
number of music elements of the lantern, the melody intervals are mostly large two degrees,
small three degrees, narrative strong, smooth and smooth, interspersed with four degrees, five
degrees intervals, so that the music increases color, lively, the use of a large number of up-
stroke, down-slide. Sound, jump and so on, make the music full of dynamic.

In terms of lyrics, the works use a large number of Sichuan dialect modifiers, linings,
interjections, reduplications and so on, such as "Ouch one son yo", so that the songs have a
strong Sichuan regional characteristics. When singing, we should use Sichuan dialect to sing. All
of them use plain tongue. After special words such as "Zi" and "Men", we should add Erhua
pronunciation and intonation of Sichuan dialect into the song. In addition to fluent singing, we
should also adopt the singing form of Xiushan folk songs, which repeatedly appear in the song
"ah ah a son yo", which is a modifier sentence without specific meaning. On the basis of
melody, we use rap, half-talk and half-sing to express the emotion of this sentence. The song
is short and concise, the lyrics are witty and friendly, and the tune is melodic. Humor and wit,
very good mouth, has a strong singing.

From the above examples, we can find that Sichuan folk songs have unique artistic
charm. Each Sichuan folk song has its own unique creative background, which can be roughly
divided into folk songs, chants and minors from the basic form. Sichuan folk songs are created
by local people when they work in the mountains. Their melodies are melodious and
melodious, and their rhythms are relatively free. Their representative works include "Selecting
Mountain Tunes" and "The Sun Comes Out in Pleasure", which mainly reflect the industrious
and happy mood of the people when they work. They are full of emotions when singing and

have profound meanings. Folk songs have certain differences. They originate from the
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shipworkers in Sichuan Province who need to pull boats during the transportation of the
Yangtze River. In order to improve labor efficiency and unify the rhythm of the shipworkers,
they sing in the form of shouting slogans. Over time, they form chants, such as "Chuanjiang
Chant" and "Playing Pai Chant". Strong, concise and bright, the lyrics often use mood auxiliary
words, such as "yo-ho, hi-ho" and so on, the rhythm is short and strong. Sichuan minor can
best reflect the life of Sichuan people, mainly singing at rest and festivals, singing about the
beauty of love, happiness of life, plain lyrics, life-like language, singing like a family routine as
cordial and lovely, witty and funny, such as "Flower Lantern" and "Embroidered Incense Bag"
and so on. According to the region and national culture of the songs, besides the Han folk
songs, the folk songs of the minority nationalities in Sichuan also have strong national color,

such as "Huaer Naji", "Bright Liquor", "Kangding Love Song", "Gesang Blossom", "Lucky Ruyi" and

so on, regardless of language, and so on. It is unique in subject matter, content and form.
Methodology
1. The Dilemma of the Inheritance of Sichuan Folk Songs

The development of Sichuan folk songs in the contemporary era can be rapid, but it
should be noted that the inheritance of these songs in the contemporary era is facing great
challenges, mainly as intangible cultural heritage, in the work of inheritance, protection and
innovation in the paradox situation. "On the one hand, the non-material cultural heritage
countries have increased their efforts to protect and actively invest, which has ensured the
survival of some precious cultural heritage; on the other hand, how many of these protected
heritage projects can be productive and self-saving, even if they are protected, because of
strong human intervention in the original ecological art completely Protected purposes run
counter to each other.

The development of Sichuan folk songs has such a situation: if no one sings Sichuan
folk songs, then the works such as "The Sun Comes Out and Joys the Ocean", "When the
Flowers of Sophora Blossom" and "Kangding Love Song" have been widely sung at home and
abroad; if Sichuan folk songs have been well inherited and innovated, more works have been
created in reality. Either they have long been lost, or they have become over-stage and lost
the artistic quality of the original ballads. The author believes that the reasons for the
difficulties in the inheritance of Sichuan folk songs in the contemporary era are mainly due to

the disconnection of the concept of the times and aesthetic ideas, the impact of foreign
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cultures, the disorderly inheritance mechanism and the impatient developmental destruction,
which are embodied in the works, inheritors, audiences and cultural development. The
exhibition environment and other places eventually had a negative impact on Sichuan folk
Songs.

Sichuan folk songs have been greatly impacted by foreign cultures. The ideological and
aesthetic characteristics of traditional works are out of touch with the times, and the audience
is getting fewer and fewer. Although new works have excellent works, their development
situation is relatively single, which ultimately leads to the development of Sichuan folk songs
"green and yellow do not connect". In ancient times, Sichuan was "the difficulty of Shudao,
difficult to go to Qingtian", and a large number of native folk songs were retained in the closed
geographic environment. However, with the development of the times, the developed
transportation and information network broke the geographic barrier in Sichuan, and the local
traditional culture was greatly impacted. In the actual investigation, we can find that the vast
majority of the audience know little about other folk songs except Kangding Love Song and
other famous works. Most groups (especially young people) are more likely to accept pop
songs. Even remote minority areas such as Tibet have been greatly affected, such as
Gesangmedo. It has been mentioned in the book that "the violent impact of foreign culture
on Tibetan local culture and the influence of strong culture on the culture of vulnerable ethnic
groups have brought about a quiet change in people's way of life." In addition, a large number
of new Sichuan folk songs have been produced, and there are many excellent works. However,
many works are too single in composition, composition, Lyric creation and singing, which makes
the artistic spirit of most folk songs not only not inherited, but also more confused. Under the
impact of foreign cultural environment, it seems that the original valuable artistic character of
Sichuan folk songs is becoming less and less, and cultural characteristics are gradually being
eroded, which ultimately leads to these folk songs "vanishing everybody" and becoming victims
of the consumer era. In addition, the imperfect inheritor's inheritance system and the
destruction of the development environment also have a very negative impact on Sichuan
folk songs. For example, the national intangible cultural heritage "Xiushan Flower Lantern"
mentioned above, many small non-governmental organizations have regarded it as a "vassal"
of tourism performances and folk performances, and many of them are stage-oriented.

Formulaic performances are divorced from the original cultural environment. Those folk songs
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gradually lose their vitality in the vicissitudes of the cultural environment, and there are fewer

learners and fewer new works, so the inheritance is facing difficulties.
2. The Innovation of Sichuan Folk Songs

How to make more people like to appreciate Sichuan folk songs, we must carry out
continuous innovative research. This depends on the reality of non-heritage protection, and is
also the only way to inherit and protect Sichuan folk songs.

The so-called innovation refers to the multi-faceted second creation on the basis of
maintaining the overall style and characteristics of Sichuan folk songs, so as to preserve the
essence and make them more colorful. The early Sichuan folk songs were mostly created for
the local people in their lives. Everyone could sing and everyone could sing. This resulted in
the simple singing voice and single timbre. In today's singing, more scientific singing methods
and techniques can be added, deep breathing and high-position cavity can be used to make
the voice more rounded and full, resonance cavity more unified and far-reaching. Through
standardizing scientific singing methods, different timbres can be processed, reflecting the
different style and characteristics of each song. Express the different artistic conception of the
song. In rhythm, the earliest folk songs have no music, the rhythm is relatively loose and free,
different people sing the same song will also cause different rhythm, in today's collation,
should be recorded with a standard rhythm, can be freely extended and shortened rhythm,
but generally the rhythm is the standard. Such a standardized notation is conducive to future
generations of singing.

In the singing form of Sichuan folk songs, the early Sichuan folk songs were mostly
unaccompanied singing or single accompaniment form. In today's singing, we can use modern
musical means, according to the different styles of songs, to add multi-element musical
instruments and electronic music, such as Western musical instruments: piano, double-row
keys, violin, flute. Ethnic instruments: zither, sheng, erhu, etc., even adapted to large-scale
western symphony, national symphony, etc. It can also use advanced electronic music
equipment to compile songs, making Sichuan folk songs more epochal, popular and stylistic.
In the stage performance form of Sichuan folk songs, it can also break the early style of solo
and chorus, inject more fresh blood into it, and integrate it into the round singing, chorus and
multi-voice chorus. It can also add dances, dramas and musicals, so as to restore the singing

background to the greatest extent and make Sichuan folk songs more fresh. Appreciation and
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singing make art come from life and higher than life. In addition to the preservation and
development of traditional folk songs, contemporary composers draw lessons from and use
folk music elements and themes, integrate modern music forms and aesthetics, and create a
large number of folk songs, which is one of the important and meaningful ways of inheritance
of folk songs under the development of the times. In the stage performance of the song, it is
not restricted to solo singing. It can use many forms of singing, such as duet singing, rotation
singing, etc. Adding body language such as dancing will make the singing richer. The
accompaniment forms of songs can also be diversified, such as piano, folk music, MIDI music,
etc., to maximize the enrichment of musical limbs, making folk songs in today's music
aesthetics with the times and unique.

No matter what kind of music style and type, it is the treasure handed down by the people of
Sichuan for thousands of years, and it is worthy of our inheritance and development. For the
precious Sichuan folk songs handed down from generation to generation, we should constantly
collect and collate them, and carry them forward, so that more people can understand and
love them. In the collection of folk songs, many grassroots, into the field, listen to the local
people's singing; many songs do not have music, which requires the use of modern notation
to record the songs. In the singing of folk songs, understand the background and era of each
folk song, understand the deep meaning of the song to express; master the use of Sichuan
dialect, apply the tone, voice and intonation of Sichuan dialect to the song, deduce a specific
and unique style; in the dissemination of folk songs, sing more and perform more. With various
cultural and artistic activities, more Sichuan folk songs are promoted, so that Sichuan folk songs

can be based in Sichuan, go to the whole society and enter people's hearts.
Conclusion

Music has no borders. In appreciating, studying, researching and disseminating music,
we should not only master the music of our own nation, region and country, but also accept
the music of other nations, regions and other countries. We should not only master the
traditional music, but also join the popular and new music. With the collision of various
elements and styles, our music can be constantly enriched, full and strong. However, in the
current society, the popular aesthetics tends to pop music and Western music, and has little
involvement in the traditional music of our country. Our national folk music tends to gradually

withdraw from the mainstream music culture. Although our country has done a lot of work in
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preserving folk music in recent years, it is far from enough in professional music education and
popular popularization. How to orientate the value of Chinese folk music, how to appreciate
and sing folk music, how to determine the path of development and innovation of folk music,
this is what our music educators should do.

As a music educator, Sichuan local folk songs are an important part of Chinese folk
music. We should spread and teach them widely and professionally to students. We should
inherit excellent Sichuan local folk songs from generation to generation so that Sichuan
students, especially non-Sichuan students, can understand and master Sichuan. Fang's folk

songs should be based on themselves, the world, the world and the future.
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Abstract

Lam toei, meaning courting song, is sung in lively tempo. Although lam toei is sung in
a sad mode, the same mode used in lam thang nyao singing, it gives a very happy expression.
There are two types of toei melodies, toei with Isan dialect text and toei with Central Thai
dialect text. A toei with Isan dialect text is written in klon yoen form, while a toei with Central
Thai dialect text is written in a loosely poetic form. Actually, there are four toei melodies---
toei khong, toei phama, toei thammada, and toei hua non tan. Toei khong and toei phama
texts are written in Central Thai dialect, while toei thammada and toei hua nontan texts are
written in Isan dialect. The most well known pieces of the molam culture include Toei Khong,

Toei Phama, and Toei Thammada.
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Introduction

Lam Phaya, a traditional performance, is the origin of many types of Lao
performing arts. To perform, male and female performers respond each other through a lyric.
These responsive lyrics are developed to many kinds of lyrics for singing in Lam
performances. At present, some branches of Lam Phaya are called Lam Maha Xai,
Lam Ban Sok, Lam Khon Savan and others.

Lam Phaya is the origin of many types of Lao performing arts. It is traditional
in Lam Phaya performance, a male performer sings a lyric to ask a female performer
and the female performer also answers him through a lyric. These responsive lyrics
are developed to many kinds of lyrics for singing in Lam performances. At present,
some branches of Lam Phaya were called in the names of Lam Maha Xai, Lam Ban
Sok, Lam Khon Savan and others. Each kind of Lam performance needs khaens
accompaniment for enhancing an entertaining atmosphere so singing voice plays a role
as a swimmer and khaens accompaniment plays a role as water. In a Lam performance,
the audience can exchange a jok called Soi with the performer in order to make a
friend with each other.

The distinct differences between an lIsan Lam performance of northeastern
people of Thailand and a Lao Lam performance are lyrics used for singing, melodies
of khaens accompaniments, musical arrangement, and movement of the Khaen player.
Generally, the Lao khaens Players and the Lao - folk singers usually perform on the
stage in the posture of sitting but the Thai khaens players and the Thai - folk singers
only perform on the stage in the posture of standing and move around the stage
freely (Duangchampi Wuttisuk, 2008, p.11)

The distinct differences between an Isan Lam performance of northeastern
people of Thailand and a Lao Lam performance are lyrics used for singing, melodies
of khaens accompaniments, musical arrangement, and movement of the Khaen player.
Generally, the Lao khaens players and the Lao - folk singers usually perform on the
stage in the posture of sitting but the Thai khaens players and the Thai - folk singers
often perform on the stage in the posture of standing and move around on the stage

freely (Duangchampi Wuttisuk, 2008, p.11)



The 2" International Conference on Research and
206 The 23 Asia-Pacific Society for Ethnomusicology Annual Conference 2019 {&\%&
“Music, Performing Arts and Culture through Sustainable Success for Humanity” 3
13 — 14" June 2019 Petcharat Garden Hotel, Roi-Et, Thailand

2

Three aims of this research involve the study of the element of klonlam texts, the
investigation of the watlam singing styles of the national artists and the study of guidelines for
preservation, transmission of the klonlam texts and watlam singing styles of the national artists.
Similar research are found namely Lao Poetics (Compton, 1992), Tradition Music of the Lao
(Miller and Chonpairot, 1985. Moreover, the finding of this research may be useful for

researchers who prefer to conduct similar research like in depth.
Aims of the study

To examine the Lam toei Tammada, toei Kong and toei phama in Roi-Et College of

Dramatic Arts
Methodology

A methodology of qualitative research was used for this investigation. The elements of
the research were as follows:
1. Research contents:
1.1 The instruction in lam toei performances
2. Research areas:
2.1 Roi-et Province
3. Research sample:
3.1 4 key — informants
3.2 8 casual informants
3.3 6 general informants
4. Research instruments:
4.1 observation
4.2 interviews

5. Research period: One year
STUDY the results of the study

1. Lam toei in Roi-Et College of Dramatic Arts

There are two types of toei melodies, toei with Isan dialect text and toei with Central
Thai dialect text. A toei with Isan dialect text is written in klon yoen form,
Klonyern - limited the number of phrases (4 phrases per stanza)

- Usually consisted of 7-12 syllables per phrases
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- specified the falling tone

- The final word of the first phrases is rhythmic with the first word of the next

- used in “lam thang yao” performances
Lam thang yao melody including:

- long vocalization (homesick, brokenhearted)

- conveyed sad emotions

- slow melody (express sadness)

- ended with the word “oh la na euey”

3) Context of klonlam was separated into 2 parts:
- Secular part (love, knowledge, entertainment, traditions)
- Religious part (dharma lessons)
Lam toei, meaning courting song, is sung in lively tempo. Although lam toei is

sung in a sad mode, the same mode used in lam thang nyao singing, it gives a very happy
expression. There are two types of toei melodies, toei with Isan dialect text and toei with
Central Thai dialect text. A toei with Isan dialect text is written in klon yoen form, while a toei
with Central Thai dialect text is written in a loosely poetic form. Actually, there are four toei
melodies---toei khong, toei phama, toei thammada, and toei hua non tan. Toei khong and
toei phama texts are written in Central Thai dialect, while toei thammada and toei hua nontan
texts are written in Isan dialect. The most well known pieces of the molam culture include

Toei Thammada,Toei Khong, Toei Phama, and Toei Huanontan:

Melody of Toei Thammada

Lam Toei Thammada

—--A -ACD | -EDC | -A-- oA ACD | -EDC
-A-A | -GEG |EG-C | -CDE | ---- A-E |GACA |GEDE
-EGD |-CAC | -C-D | -DEG |-G-C |-CDE | -EGD | -CAC
---C -CDE | -EGD | -CAC | ---G EGD | -DEC | -A-G
-A-E | -G-D |EDCA |CD-C
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Melody of Lam Toei Khong
oA .-G “E-A | ---G SC-A .-G |-E-A

—--A .-G “E-A | ---G SC-A -G |-E-A
-G-E | ---D -C-E | ---D “G-E | ---D SC-A
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Lam Toei Khong
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Hak dai  Pai Kho Kong Suk Som Hak Dai Chom Kho Kong Suk Jai
Melody of Lam Toei Phama
A-B | -A-B |-A-G |-A-G |-B-A |-G-C |-D-E
A-B | -A-B |-A-G |-A-G |-B-A |-G-C |-D-E
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Lam Toei Phama
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Conclusion

Lam toei in Roiet College of Dramatic Arts used Central Thai dialect text is written in a
loosely poetic form. Actually, there are four toei melodies---toei khong, toei phama, toei
thammada, and toei hua non tan. Toei khong and toei phama texts are written in Central Thai

dialect, while toei thammada and toei hua nontan texts are written in Isan dialect. The most
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well known pieces of the molam culture include Toei Thammada,Toei Khong, Toei Phama,
and Toei hua nontan.

The research entitled the ways to develop the ways to the guidelines for
preservation, transmission of the lam toie singing styles of the national artists in Roiet College
of Dramatic Arts, Roi-Et Province in Thailand suggest appropriate ways to develop instruction
process on Molam Performances. It is not only suitable for Roiet Province but it also
suitable for neighboring countries where have Molam performing arts. These findings
benefit both state and private organizations concerned in case of they can adapt

some ideas from this research to their affairs.
Suggestion

1. There should be more cultural centres that focus on preserving and promoting Thai
and local culture. These will bring a lot of benefits to communities, schools, universities and
provincial art and cultural offices.

2. Folk music preservation is not an easy task and cannot be done by anyone solely.
But there should be more cooperation from both government and private sectors as well as
from local communities. Besides, there should be more studies on neighboring countries’
culture as well, in order to strengthen the region’s culture and to meet the changing of the

world.
Significance of the study

1. To raise the awareness of Thai people especially for Thai youths to see the values
and help preserve Esan folk

2. To preserve the uniqueness and the civilization of Thai arts and culture
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Musical Characteristics in Central Thai Poetry and Isan Poetry:

Similarities and Differences

Mingkwan Chonpairot*

Abstract

Since Thai language, Central or Isan, is tonal language, consisting of 6 tones—mid, low,
mid-falling, high, high falling, and rising. Thai language by itself is already contains musical
characteristics in terms of pitches and duration of vowel sounds, short and long.

In this paper the author will investigate and analyze the tonal structures of klon suphap, khlong

sisuphap poetry, and klon Nyoen poetry in terms of their similarities and differences.

Keywords: Musical characteristics, Poetry, Central Thai, Isan
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Introduction

In Central Thai language words consist of alphabets and vowels. There are 44
alphabets, classifying into three groups called akson sung (high-tone alphabet), akson klang

(mid-tone alphabet), and akson tam (low-tone alphabet). Alphabets of akson sung group are

pronounced as rising tones, akson klang as mid tones, and akson tam as mid tones.

Central Thai Tones

There are 6 tones in Central Thai language: mid tone, low tone, mid falling tone, high

tone, high-falling tone, and rising tone; these tones can be written into music notation as

shown in the diagram below:
pitch E 7 % E m % remark
E #
word | kha | kha kha kha kha kha 11-?;::1-51
AN 1 A1 Ax A 11
meani | get | galanga | value/ | Ok/yes | trade leg
ng stuck servant
Tone | mid low | mid-fall | high | high-fall | rising
level
First consonant Vowel Tone Mark Final Consonant
Alphabet Short Long Mai ek tone | Mai tho tone Live Dead
Eroup vowel vowel mark mark NE.N.m k.Lp
Akson Sung Low Rising Low mid-fall Rising Low
High tone e e t £ thy 2L,
group fly dorm cut cloth rain splash
Akson Klang, Low Mid Low mid-fall Mid Low
Mid tone group ne iy 1l 3 Fiu AEN
estimate | crow forest yes s0il flower
Akson Tam High Mid mid-fall high-fall Mid mid-fall
Low tone group [ A1 A1 A [T AT
ok/yes | getting value trade human | Holdin the
stuck mouth
Isan Tones

There are also 6 tones in Isan language: mid tone, low tone, mid falling tone, high tone,

high-falling tone, and rising tone; these tones can be written into music notation as shown:
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e E B (| FE (¥ |
word i i ty 01 im n Long tone
khao khao khao khao khao khao
meaning Going rice sign knee Masal Amimal
along rope hom
Tone level mid low mudfall high highfall rising
Isan Word Tone System
First cansonant Vowel Tone Mark Final Consonant
Alphabet Short Long Malek | Maithotone | Live final Dead final | Dead final
group vowel vowel tone mark mark {long/short) {short] (long)
Akson sung Rising Rising High Low Rising Rising Low
High tone f b ta fin f4 £ BN
group ' .
erode | ravine cut cloth powder | vegetable
Akson klang Rising Mid High Mid-fall Mid Rising Low
Mid tone o P re fin 4 nn ny
group .
estimate crow build roll circle trunk bark
Akson tam Mid High-fall Mid Mid-fall High-fall Mid Low
Low tone T ne L A Ay A AR
group beat neck wrist trade man bent estimate|

Central Thai Poetry

There are five formal designs of Central Thai poetries: khlong, chant, kap, klon and rai.

But in this paper only klon suphap and khlong si suphap will be analyzed.

The aesthetic value of klon suphap or klonpaet is based on its content, its internal

rhyming, its external rhyming, its vowel rhyming and its tonal rhyming and contrast. In klon

suphap tone marks don’t play important roles like khlong si suphap. However, tonal level of

the last word of each line can be generalize; they are: 1) last word of the first line can be in

any tone level—mid, low, hihg or falling; 2) last word of the second line is always in rising

tone; 3) last word of the third line is in mid tone; and 4) last word of the fourth line is in mid

tone.

Research Methodology

This is a qualitative research. Central Thai poems and Isan poem are collected and

selected few of the most popular poems of both regions and they were analyzed.
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Research Objectives

The research aimed at: finding the similarities and differences between Central poems

and Isan poems; and 2) finding the difference of musical characteristics between Central Thai

poems and Isan poems.
Results of the Research

This is the formal structure of klon suphap or klon paet poetry.

Each line is grouped into three units or musically three steady beats, as shown in the

diagrams below:

Poem 1
Line 1
wiz Two waa | ATI  INAY | % e el
0O O O | 0 O l O O D|

Phra hoi huan I khruan ;:rl.'l.lre.-ngI wang weng jit|

(The King put his lonely feeling into his oboe music)
Line 2

- (1t 1A | . S
o o olo ol o ool

Hai khon khitr thueng thin | tha win wang |
(Causing the people felt homesick)
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Line 3
f1ovn dow | miow wn | @ w50 |
0O O O I O 0 | O O O |
Wa jak ruean | mueannok | thi jak rang |
(The music tells that leaving home like birds leaving their nests

Line 4

hands | fozua | v ol poo |

o
=

0O O O | 00 O | 0O O O |
Yu khang lang | ko ja lae I cha ngae khoi |
(The ones who left behind are waiting attentively)

Poem 2
Line 1

wdr ol emnl s 5 |
o oloool o ol
Lacowa | a nit ja | khwam rak |
{Oh. Unfortunate love)
Line 2
e sz dnd | & me | sh e |
o oo!o olo ol
Phoeng pra jak [ dang sai | nam lai |

(Its like the flows of a stream)
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Line 3
ioud | ez dos | i nden o |
oolooloool
Mitae | ja chiao | pen klio pai !

(It always flowing downward)

Line 4
o | etwalduw an |
ooo loolo ol
Mai mi wan | ja lai | khuen ma |

(No way to wait for its return)
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Poem 3

Line 1
fn W 1% we i o i |
O 0] I0 0 IO O O I
Khit pai | jai hai | mai waisok |
(I feel lonely and sorrowful)

Line 2

wmilou wou au | dulan ' ua wiul

O OOIOOIOOO|

Muean duean dap | lap lok | mai lae hen

(We cannot see, like the moon has disappeared from the world)

Line 3

s ua mden | waer war | wdh mane b |
oo ol o olo o ol
Ja lae liao ! pliao plao | sao suang yen l

(Looking around to feel only loneliness)

Line 4
i vz dul o m | ouew o 93 |
o ooloolo ool
Nai jawen I so ka I saen ahdun|

(No one can avoid sorrow)
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Melodic Patterns Derived from Speech Tones of a Khlong Sisupap Poem.

Poem 1

Line 1

AL
i

 — ———t
© ——

niz  Ing WU PIIY WA W N an
Phra hoi huan khruan phleng wang weng jit
(The King played his music, making the audience felt lonely)
Line 2
7 - — —
 — = F — —
[ 1] —— .I [ #
i PU AR D4 iy o A wia
Hai khon khit thueng thin tha win wang
(The music made the listeners felt homesick)
Line 3
Esse === ——c————
¥ | o
1 AN Feu  wiau W N A 54
Wa jak ruean muean not thi  jak rang
(They felt the same as the birds leaving their nests)
Line 4
L § = = .
SEE=====—=— :
Gi b:::j ; : |
ot de wed A AT AT At
Yu khang lang ko ja lae cha ngae  khoi

(The ones they left at home were being waiting for)



P The 2™ International Conference on Research and
‘%. The 23™ Asia-Pacific Society for Ethnomusicology Annual Conference 2019
b “Music, Performing Arts and Culture through Sustainable Success for Humanity”

13t — 14" June 2019 Petcharat Garden Hotel, Roi-Et, Thailand

221

Isan Poem

Melodic Pattern Derived from Isan Klon Yoen Poetry

Poem 1
Line 1
Ly ) _ﬁ
%ﬁ:br:p = q_ e —— - i
© —— s — = ———
al’ & - w - . -
Wone 9A8u %9 RS I Y lﬂ-.lﬂ\ 1.” i i) |
Ni ka khon si jaeng yam muea kai  khan huai
(It was nearly dawn, the time of the continuing cock crows)
Line 2
% — e
AR s e =
v E Kﬁ —_ v
an wdeesn N 4 @ g W eu i

Jak noi ma ka si suai uvai thang pai khon kam

(The sun will be rising in a few moment; then we will depart for different
destinations)

Line 3

e, =
A R S . I

a1 vuedn 3 &9 B lna nw AW A gy
Sao molam si long han kai kan khonla bon
(I will leave the stage, being far away from each other )
Linee 4
=4 —— a
' E—a—7
la 7 qou Amaem 8w § s ule ey o i
Jai wi won khithot ai si tai laeo yu bo pen

(My mind 1s shivering; I almost dying of missing you)
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Melodic Pattern Derived from Klon Yoen.

Poem 2.

Line 1

Ly £ L £ 4o £ = | =
s — IH.
8 W wdwo e Reu A9

AU tiey AR gem 1w
Khan nong khit hot  ai hai liao boeng duean  dao
(When you miss me, please look up to the moon)

W o um e @ @ onden fueg Wi W
An wa saeng fa hao si kom kanyu thoeng fa
(Our eye sights will meet there in the sky)

---ﬂb@—

w =
99 Wy W @ NIV VAR Vb
Kho hai bun pha la sang naen nam nao j-:mg

(Oh our merit, please lead us and help two of us to be successful)

= === =—-:——-—

1 | 1] i B i
el upr tes 14 uau Geu naeau fand

o
Pha hai ai lae nong dai non son kom song

(Please bring us to be together)

Melodic Pattern Derived from Klon Yoen.



o The 2™ International Conference on Research and
%. The 23™ Asia-Pacific Society for Ethnomusicology Annual Conference 2019 223
b “Music, Performing Arts and Culture through Sustainable Success for Humanity”
13t — 14" June 2019 Petcharat Garden Hotel, Roi-Et, Thailand

Poem 3
Line 1
ﬁ e - r e 0"
3 =1 E====
ﬂr = = I L
U onz feu 9 wis ewe 1 du gt
Ni  ka khon si jaeng yam muea kai khan huai
{Time is almost near dawn, the time of the last cock crows)
Line 2
% ———
N wdew w1 N d dw dow v W eu nn

Jak noi ma ka si suai  uai thang pai khon kam
(The sun will be rising soon, and two of us will depart
for different destinations)

Line 3
il
@ === — P
anuvna a1 3 a9 dw e nu Ay Az vay
Sag_mo lam si  long han kai kan khon la bon
(I will leave the stage and being apart to different places)
Line 4
—4
F 2 ==: —
! '
la 7 29udn gen Bwd me ula e9g U lu

Jai wi won khit hot ai si tai laeso yu bo pen
(I miss you so much, I am almost dead of loving you)

Khlong Sisuphap of Central Thai

Line 1
 E— E— . p
= » » <~ — — E
- - ay . - al
e AE AR 0 809 g @ W 8

Siang lve gsiapng. lag ang an dai phi oel
(What are those rumors all about?)

2]



The 2" International Conference on Research and
224 The 23" Asia-Pacific Society for Ethnomusicology Annual Conference 2019 ﬁ
“Music, Performing Arts and Culture through Sustainable Success for Humanity” N v
13t — 14" June 2019 Petcharat Garden Hotel, Roi-Et, Thailand

Line 2
[_—l——
!
e dau g W3 Wi
Slang yom  yo yot  khrai  thua la
(The rumors of praising some ones were heard all over)
Line 3
I 4 ; .~ i
doe Wo W Wau  1via i oW
Song khuea phi lap lai luem  tuen lue phi
(Problably. You, two elder sisters, had been in long dept sleeps)
Line 4
S - J LA d_‘lkn_..,ﬁa;tziﬁ
u T
asy N Am s 4 a0 15 gt o
Song phi khit eng ah va dal tham phuea

(Please find the answer by yourselves)

Tone Mark Positions

Poem 1

Line 1

dor Ao | dos e | sula | G we)
o olo goelool o o
Siang lue | siang laoang lan dai | (phi_gei)
(What are the news all about?)

Line 2
dos dow ool om las | s wd |
o o olo o | o ol

siang yom yo |yot khrai | hua |la |

(The news of praising some ones were heard all over)
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Line 3
&4 = [ & & =
aoy W W lwdulwal dw dul (0 W)
o o olool o ol © o
Song khuea phi | lap lai | Juem tuen | (lue phi)
(Problably. You, two elder sisters, had been in dept sleeps)
Line 4
gos W an lwe 1l ed 14 [ aw e |
o o0olooloolo o
Song phi khit leng ah ! ya dai | tham phuea!
(Please find the answer by yourselves)

Poem 2
Line 1
Ga | dusadon ! au ey |
oo |oool oo

Jet wan | wen _dit som | don tree |
(When you stop practicing music for seven days)
Line 2

aw dw lonowm 3 ldwdw |

o ol ooolo ol

Sam wan | jak _pa ree | pen uen |

(If you left your girlfriend for three days,
she will belong to someone else)

Line 3

sn viz | W du wil Lilu 4 |

o oloo olo ol
Aka ra | hawan ni | noenchal

(I you don’t read your book for five days,
you will loose your knowledge)
Line 4

fu wie dul deowh | suweh |6 vueal

o o olo ol oo !lool

Wan nueng wen | lang na | ap sao | sri m:}ngl
{Wheﬁ you do not wash your face, even for one day, it will be dirty)

Conclusion

In terms of numbers of line of each stanza, both Central Thai poem and Isan poem,
each stanza has four lines. However, in Central Thai poem each line has three beats, except
four beats on the fourth line of a khlong si suphap; whereas in Isan poem each line has four

beats. Word tone system of Isan is different from word tone system of Central Thai, especially
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in akson sung and akson tam group, Isan word is pronounced one level lower than Central

Thai word.
Discussion

Speech and music in tonal language is very close, especially when the speech is derived
from poetry. A stanza of a poem contains word tones for certain positions, each line has certain
numbers of beat; the poem becomes a full melody of music. Besides, in case of an Isan poem,

one poem can be sung in many styles of lam singing.
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Popular Folk Culture in Thailand: A case Study of Prajnaparamita Song

Derek Songkalayanawat*

Abstract

The region of Thailand abounds with rich folk culture include folktales, chant and
legend related to the worships and religions. These oral traditions have been a source of value
education as well as entertainment in our tradition rural societies, and they hold the essence
of our unique culture and traditions. However, unless we act today, our invaluable oral
traditions are in danger of extinction soon due to the sweeping forces of globalization and
commercial entertainment that have already reached even the remote area of Thailand.

With the help of examples, this paper provided a brief analysis of the traditional values
transmitted by our folk cultures. Finally, this paper offers Prajnaparamita Songs are in the
worshipping Guanyin (goddess of mercy) and Prajnaparamita (goddess of intelligence). A genre
of shamanism or religious performance to be practices mostly through the culture bearers to
meet their own spiritual requirements, not for show. Sometimes sneakily as it was considered
to be a superstitious practice. Now currently many Prajnaparamita Songs show up in the public,

theatricalize their performance to put on the stage and reach to the new media.

Keywords: Prajnaparamita, Folk Culture, Thailand
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Introduction

The most important and enduring modern effort to make the concept of folk culture
relevant to anthropology remains the work of the U.S. anthropologist Robert Redfield, who
saw folk society as including not only primitive groups but also peasant peoples whose
operations entailed some degree of dependence on the city. Although criticized for this
interpretation of peasant life, as well as for underrating the impersonal and economic values
and relations that may obtain in folk societies, Redfield’s construction of the ideal folk culture
continues to be the authoritative ideal type. Especially significant characteristics of folk society,
as Redfield saw it, are its self-conception as the vessel of the sacred (this conception endowing
the morale order with absolute authority and rendering the life-styles rigidly conventionalized)
and its quality of being the whole of social and spiritual reality, with functions satisfying all the
needs of an individual from birth, through all his life crises and transitions, to death.

Situated in the central region of Thailand, Lopburi is an ancient city with long history
dating back to the prehistoric time. It is a mesmerizing city with hundreds of archeological sites
and places which attract millions of tourists to visit each year. Lopburi is also well known for
its folktales orally transmitted from generation to generation, and many of them have not
been written down. There are many chants in Lopburi folktales, so that it is interesting to see
how these folk cultures can survive in the modern world, particularly in the digital era.
Folktales can be defined as a traditional story or legend that's common to a specific culture
and often passed along orally. Folktales often contain a lesson to be learned, and can take
many forms, like fables, tall tales, legends, and even supernatural phenomena. Since they're
handed down from generation to generation, many folktales aren't set in a specific time and
place. Other particulars are changeable, too. That way, whoever is telling the tale can add or
change details to make the story more relevant to his or her culture (Prakhong 2000; Wichien
2005; Literature Glossary, 2018).

Kingkaew (1996) defined the term “folktale” as a traditional story or legend which is
orally passed on from generation to generation, using simple or colloquial words to tell simple
stories which are easy to understand. Since the stories are handed down from generation to
generation, it is not possible to identify who’s the first one to start telling the story. Sometimes,

folktales are written down but not all of them.
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The aims of folktales are mainly for entertainment and giving moral and ethics lessons to the
audience. The moral and ethics lessons which are handed down through folktales are various
such as the consequences of doing good or bad deeds, honesty, gratitude, obedience,
kindness, patience, respect, to name a few (Uaemphorn, 2013).

Wichien (2005) said that the characters as appeared in folktales can be in any forms ranging
from humans, wild beasts, mythical creatures, princes, princesses, witches, angels, to deities.
As folktales are repeatedly narrated by different story tellers or narrators on various occasions,
each narrator has his or her own techniques to deliver the story. Although the theme of each
story will tend to be the same, details of other elements like characters or scene setting can
be adjusted to suit the context where the story is being told (e.g., audience, local culture,
beliefs, values, attitudes, current situations). In folktale, audience can be divided into 2 groups:
active and passive audience. As active audience, a person will help spread the words of the
folktale story to other people together with some personal opinions or comments. Passive
audience, on the other hand, just enjoy listening to the story.

Folktales also play important roles on people’s lives and their community. According
to Sukanya (1996), folktales are regarded as an important cultural heritage which portrays
people’s lives in many aspects: feelings, emotion, thinking process, opinions, perception
towards the world outside, beliefs, values, and even attitudes. Folktales do not only entertain
people but build up their imagination and creativity. Besides these, folktales can lead to
people’s hometown pride because they can learn more about the important places, things,

or persons which only exist in their hometown through local folktales (Thassanee, 1979).
Purpose of Study

The aim of this article; to study how Prajnaparamita Songs are handed down from

one person to others.

Research Methodology

The research design is qualitative. The data used in this study are Songs in which are
the worshipping of Guanyin and Prajnaparamita were collected by documentary study. Now
currently many Prajnaparamita Songs show up in the public, theatricalize their performance to

put on the stage and reach to the new media. Based on the qualitative research approach,
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each chant was investigated in terms of their content and presentation. Additionally, the

researcher looked into more details regarding how each song was handed down to audience.
Result

The story of Prajnaparamita in this section is divided into 6 parts: Prajnaparamita
Goddess of Intelligence, Origin of the Prajnaparamita Sutras, The Perfection of Wisdom,
Significance of the Prajnaparamita Sutras, Overview of the Vajracchedika and Prajnaparamita

Sutras, and The Bodhisattva and Prajnaparamita

1. Prajnaparamita Goddess of Intelligence. The Prajnaparamita is among the oldest
of the Mahayana Sutras and are the foundation of Mahayana Buddhist philosophy. These
venerable texts are found in both the Chinese Canon and Tibetan Canon of Buddhist
Scriptures.Prajnaparamita means "perfection of wisdom," and the sutras counted as
Prajnaparamita Sutras present the perfection of wisdom as the realization or direct experience
of sunyata (emptiness).The several sutras of the Prajnaparamita Sutras vary from very long to
very short and are often named according to the number of lines it takes to write them. So,
one is the Perfection of Wisdom in 25,000 Lines. Another is the Perfection of Wisdom in 20,000
Lines, and then 8,000 lines, and so on. The longest is the Satasahasrika Prajnaparamita Sutra,
composed of 100,000 lines. The most well known of the wisdom sutras are the Diamond

Sutra (also called "The Perfection of Wisdom in 300 Lines" and the Heart Sutra.

2. Origin of the Prajnaparamita Sutras. Mahayana Buddhist legend says that the
Prajnaparamita Sutras were dictated by the historical Buddha to various disciples. But because
the world was not ready for them, they were hidden until Nagarjuna (2" century) discovered
them in an underwater cave guarded by nagas. The "discovery" of the Prajnaparamita Sutras is
considered the second of the Three Turnings of the Dharma Wheel. However, scholars believe
the oldest of the Prajnaparamita Sutras were written about 100 BCE, and some may date to
as late as the 5™ century CE. For the most part, the oldest surviving versions of these texts are
Chinese translations that date from the early first millennium CE. It is often taught within
Buddhism that the longer Prajnaparamita sutras are the older ones, and the much briefer
Diamond and Heart sutras were distilled from the longer texts. For some time historical

scholars partly supported a "distillation" view, although recently this view has been challenged.
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3. The Perfection of Wisdom. It has been thought the oldest of the wisdom sutras is
the Astasahasrika Prajnaparamita Sutra, also called The Perfection of Wisdom in 8,000 Lines. A
partial manuscript of the Astasahasrika was discovered that was radiocarbon dated to 75 CE,
which speaks to its antiquity. And it was thought the Heart and Diamond sutras were composed
between 300 and 500 CE, although more recent scholarship places the composition of the
Heart and Diamond in the 2" century CE. These dates are mostly based on the dates of

translations and when citations of these sutras appeared in Buddhist scholarship.

However, there is another school of thought that the Diamond Sutra is older than the
Astasahasrika Prajnaparamita Sutra. This is based on an analysis of contents of the two sutras.
The Diamond seems to reflect an oral recitation tradition and describes the disciple Subhuti
receiving teachings from the Buddha. Subhuti is the teacher in the Astasahasrika, however, and
the text reflects a written, more literary tradition. Plus, some doctrines appear to be more
developed in the Astasahasrika.

Bottom ling, it's not settled exactly when these sutras were written, and the authors
themselves are unknown. And while it was assumed for a long time they originally were written
in India, more recent scholarship suggests that some of them may have originated in Gandhara.
There is evidence an early school of Buddhism called Mahasanghika, a forerunner of
Mahayana, possessed early versions of some of these sutras and may have developed them.
But others may have originated with the Sthaviravadin School, a forerunner of today's
Theravada Buddhism. Barring some invaluable archaeological discovery, the precise origins of

the Prajnaparamita Sutras may never be known.

4. Significance of the Prajnaparamita Sutras. Nagarjuna, who is the founder of a
school of philosophy called Madhyamika is clearly developed from the Prajnaparamita Sutras
and might be understood as the Buddha's doctrine of Anatta or Anatman or "no self," taken to
an unavoidable conclusion. In brief: all phenomena and beings are empty of self-nature and
inter-exist, they are neither one nor many, neither individual nor indistinguishable. Because
phenomena are empty of inherent characteristics, they are neither born nor destroyed; neither
pure nor defiled; neither coming nor going. Because of all beings inter - exist, we are not truly

separate from each other. Truly realizing this is enlishtenment and liberation from suffering.
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Today the Prajnaparamita Sutras remain a visible part of Zen, much of Tibetan Buddhism, and
other Mahayana schools.

Western scholars have traditionally considered the earliest sutra in the Prajnaparamita
class to be the Astasahasrika Prajnaparamita sutra or "Perfection of Wisdom in 8,000 Lines",
which was probably put in writing in the 1st century BCE. This chronology is based on the views
of Edward Conze (1973). who largely considered dates of translation into other languages. This
text also has a corresponding version in verse format, called the Ratnagunasamcaya gatha,
which some believe to be slightly older because it is not written in standard literary Sanskrit.
However, these findings rely on late-dating Indian texts, in which verses and mantras are often
kept in more archaic forms. Additionally, a number of scholars have proposed that the
Mahayana Prajnaparamita teachings were first developed by the Caitika subsect of
the Mahasamghikas.

They believe that the Astasahasrika Prajnaparamita sutra originated among the
southern Mahasamghikas schools of the Andhra region, along the Krishna River. These
Mahasamghikas had two famous monasteries near Amaravati and the Dhanyakataka, which
gave their names to the Purvasaila and Aparasaila schools. Each of these schools had a copy
of the Astasahasrika Prajnaparamita sutra in Prakrit. Guang Xing (2004) also assesses the view
of the Buddha given in the Astasahasrika Prajnaparamita sutra as being that of the
Mahasamghikas.

Harry Falk and Seishi Karashima (2012) published a damaged and partial Kharosthi
manuscript of the Astasahasrika Prajnaparamita sutra in 2012. It is radiocarbon dated to ca. 75
CE, making it one of the oldest Buddhist texts in existence. It is very similar to the first Chinese
translation of the Astasahasrika by Lokaksema (ca. 179 CE) whose source text is assumed to
be in the Gandhari language; Lokaksema's translation is also the first extant translation of the
Prajnaparamita sutra genre into a non-Indic language. Comparison with the standard Sanskrit
text shows that it is also likely to be a translation from Gandhari as it expands on many phrases
and provides glosses for words that are not present in the Gandhari. This points to the text
being composed in Gandhari, the language of Gandhara (the region now called the Northwest
Frontier of Pakistan, including Peshawar, Taxila and Swat Valley). The "Split" manuscript is
evidently a copy of an earlier text, confirming that the text may date before the 1st century

CE.
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5. Overview of the Vajracchedika and Prajnaparamita sutra. In contrast to western,
Japanese scholars have traditionally considered the Diamond sutra (Vajracchedika
Prajnaparamita sutra) to be from a very early date in the development of Prajnaparamita
literature. The usual reason for this relative chronology which places the Vajracchedika earlier
is not its date of translation, but rather a comparison of the contents and themes. Some
western scholars also believe that the Astasahasrika Prajnaparamita sutra was adapted from
the earlier Vajracchedika Prajnaparamita sutra. Examining the language and phrases used in
both the Astasahasrika and the Vajracchedika, Gregory Schopen (2005) also sees the
Vajracchedika as being earlier than the Astasahasrika. This view is taken in part by examining
parallels between the two works, in which the Astasahasrika seems to represent the later or
more developed position. According to Schopen, these works also show a shift in emphasis
from an oral tradition Vajracchedika to a written tradition Astasahasrika.

In addition to these, there are also other Prajnaparamita sutras such as the Heart
Sutra (Prajnaparamita Hrdaya sutra), which exists in a shorter and longer versions. Regarding
the shorter texts, Edward Conze (1973) writes, "Two of these, the Diamond sutra and the Heart
sutra are in a class by themselves and deservedly renowned throughout the world of Northern
Buddhism. Both have been translated into many languages and have often been commented
upon. Some scholars consider the Diamond Sutra to be much earlier than Conze does. Scholar
Jan Nattier (1992) argues the Heart Sutra to be an apocryphal text composed in China from
extracts of the Paficavimsat Sahasrika and other texts CA.7th century. Red Pine, however, does
not support Nattiers argument and believes the Prajnaparamita Hridaya Sutra to be of Indian
origin. Tantric versions of the Prajnaparamita literature were produced from the year 500 CE
on and include sutras such as the Adhyardhasatika Prajnaparamita sutras (150 lines).
Additionally, Prajnaparamita Terma teachings are held by some Tibetan Buddhists to have
been conferred upon Nagarjuna by the Nagarjuna Nagaraja "King of the Nagas", who had been
guarding them at the bottom of the sea.

By the middle of the 3rd century CE, it appears that some Prajnaparamita texts were
known in Central Asia, as reported by the Chinese monk Zhu Shixing, who brought back a
manuscript of the Prajnaparamita of 25,000 lines. When in 260 AD, the Chinese monk Zhu
Shixing chose to go to Khotan in an attempt to find original Sanskrit sutras, he succeeded in
locating the Sanskrit Prajnaparamita in 25,000 verses, and tried to send it to China. In Khotan,

however, there were numerous Hinayanists who attempted to prevent it because they
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recarded the text as heterodox. Eventually, Zhu Shixing stayed in Khotan, but sent the
manuscript to Luoyang where it was translated by a Khotanese monk named Moksala. In
296, the Khotanese monk Gitamitra came to Chang'an with another copy of the same text.

In China, there was extensive translation of many Prajnaparamita texts beginning in the
second century CE. Xuanzang (fl. c. 602-664) was a Chinese scholar who traveled to India and
returned to China with three copies of the Maha Prajnaparamita Sutra which he had secured
from his extensive travels. Xuanzang, with a team of disciple translators, commenced
translating the voluminous work in 660 CE using the three versions to ensure the integrity of
the source documentation. Xuanzang was being encouraged by a number of the disciple
translators to render an abridged version. After a suite of dreams quickened his decision,
Xuanzang determined to render an unabridged, complete volume, faithful to the original of

600 fascicles.

6. The Bodhisattva and Prajnaparamita. A key theme of the Prajnaparamita sutras is
the figure of the Bodhisattva (literally: awakening-being) which is defined in the 8,000 line
Prajnaparamita sutra as: "One who trains in all dharmas (phenomena) without obstruction
(asakti, asaktata), and also knows all dharmas as they really are. A Bodhisattva is then a being
that experiences everything "without attachment" (Asakti) and sees reality or suchness (Tathata)
as it is. The Bodhisattva is the main ideal in Mahayana (Great Vehicle), which sees the goal of
the Buddhist path as becoming a_Buddha. A central quality of the Bodhisattva is their practice
of Prajnaparamita, a most deep state of knowledge which is an understanding of reality arising
from analysis as well as meditative insight.

Another quality of the Bodhisattva is their freedom from fear in the face of the
seemingly shocking doctrine of the emptiness of all dharmas which includes their own
existence. A good friend (kalyanamitra) is useful in the path to fearlessness. Bodhisattvas also
have no pride or self-conception of their own stature as Bodhisattvas. These are important
features of the mind of a bodhisattva, called bodhicitta. The Prajnaparamita sutras also
mention that bodhicitta is a middle way, it is neither apprehended as existent or non-existent
and it is "immutable" and "free from conceptualization" (avikalpa).-The Bodhisattva is said to
generate "great compassion" (maha-karuna) for all beings on their path to liberation and yet
also maintain a sense of equanimity (upeksa) and distance from them through their

understanding of emptiness, due to which, the Bodhisattva knows that even after bringing



The 2" International Conference on Research and
236 The 23 Asia-Pacific Society for Ethnomusicology Annual Conference 2019 {&\%&
“Music, Performing Arts and Culture through Sustainable Success for Humanity” :g“

13 — 14" June 2019 Petcharat Garden Hotel, Roi-Et, Thailand

n

countless beings to nirvana, "no living being whatsoever has been brought to nirvana."
Bodhisattvas and Mahasattvas are also willing to give up all of their meritorious deeds for
sentient beings and develop skillful means (upaya) in order to help abandon false views and
teach them the Dharma. The practice of Prajnaparamita allows a Bodhisattva to become: "a
saviour of the helpless, a defender of the defenseless, a refuge to those without refuge, a
place to rest to those without resting place, the final relief of those who are without it, an
island to those without one, a light to the blind, a guide to the guideless, a resort to those
without one and guide to the path those who have lost it, and you shall become a support
to those who are without support.”

The Prajnaparamita is often personified as a bodhisattva devi (female bodhisattva).
Artifacts from Nalanda depict the Prajnaparamita personified as a deity. The depiction of
Prajnaparamita as a Yidam deity can also be found in ancient Java and Cambodian art.

Prajnaparamita of Java (in Ancient Indonesia) Mahayana Buddhism took root in
ancient Java Sailendra court in the 8th century CE. The Mahayana reverence of female
Buddhist deity started with the cult of Tara enshrined in the 8th century Kalasan temple in
Central Java. Some of Prajnaparamita's important functions and attributes can be traced to
those of the goddess Tara. Tara and Prajnaparamita are both referred to as mothers of all
Buddha’s since Buddhas are born from wisdom. The Sailendra dynasty was also the ruling
family of Srivijaya in Sumatra. During the reign of the third Pala king Devapala (815-854) in India,
Srivijaya Maharaja Balaputra of Sailendra also constructed one of Nalanda’s main monasteries
in India itself. Thereafter manuscript editions of the Astasahasrika Prajnaparamita
Sutra circulating in Sumatra and Java instigated the cult of the Goddess of Transcendent
Wisdom.

In the 13th century, the tantric Buddhism gained royal patronage of king Kertanegara
of Singhasari, and thereafter some of Prajnaparamita statues were produced in the region, such
as the Prajnaparamita of Singhasari in East Java and Prajnaparamita of Muaro Jambi
Regency, Sumatra. Both of East Java and Jambi Prajnaparamitas bear resemblance in style as
they were produced in same period, however unfortunately Prajnaparamita of Jambi is

headless and discovered in poor condition.

The statue of Prajnaparamita of East Java is probably the most famous depiction of the

goddess of transcendental wisdom, and is considered the masterpiece of classical ancient Java
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Hindu-Buddhist art in Indonesia. It was discovered in the Cungkup Putri ruins near Singhasari
temple, Malang, East Java. Today the beautiful and serene statue is displayed on 2" floor

Gedung Arca, National Museum of Indonesia, Jakarta.
Conclusion

The Prajnaparamita is an exploration of the Buddhist teaching on the perfection of
wisdom. The wisdom that go beyond to beyond. The wisdom that is the embodiment of the
truth of our interbeing, and flied in the face of all concept, especially duality and otherness.
The ultimate reminder that we are not separated and that our work in this world is to serve
all being with love, compassion, kindness, and wise action.

Lopburi city is an ancient city situated in the central part of Thailand with long history.
Lopburi is also well known Prajnaparamita story for its folktales and chant orally transmitted
from generation to generation, and many of them have not been written down. There are
many chants in Lopburi folktales, so that it is interesting to see how these folk cultures can

survive in the modern world, particularly in the digital era.
Discussion

The Prajnaparamita song was inspired on Buddhist goddesses including Guanyin
goddess of mercy and Prajnaparamita goddess of intelligence. Prajnaparamita is a spiritual guide
for all who come along to find freedom in themselves. She tells us that nothing needs to be
understood, done or solved to realize the supreme reality, the Self of all that exists. It is the
dedication to truth that yields awakening, an dawn of peace and unconditional love. According
to Sukanya (1996), folktales are regarded as an important cultural heritage which portrays
people’s lives in many aspects: feelings, emotion, thinking process, opinions, perception
towards the world outside, beliefs, values, and even attitudes. Folktales do not only entertain
people but build up their imagination and creativity. Besides these, folktales can lead to
people’s hometown pride because they can learn more about the important places, things,
or persons which only exist in their hometown through local folktales (Thassanee, 1979).

Prajnaparamita Songs can communicate face-to-face with their audience. Both parties
can share ideas at once at the end of the story songs. Some audiences become active because
they would spread the chant orally to others probably with some adjustment. The aims of

Prajnaparamita Songs are mainly for entertainment and giving moral and ethics lessons to the
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audience. The moral and ethics lessons which are handed down through folktales are various
such as the consequences of doing good or bad deeds, honesty, gratitude, obedience,

kindness, patience, respect, to name a few (Uaemphorn, 2013).

Suggestion

1. Suggestion to apply in the field. More comparative studies on folk cultures should
be carried out for more understanding among the ASEAN nations.

2. Suggestion to apply in future study. With the advanced information and technology
in the digital era, more traditional folk cultures should be transformed into digital format, so

audience can gain an easy access.
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Music Ending of Thai Classical Music Culture

Sutapat Puasawasdeethep*

Abstract

Thailand is the country of traditional diversity that causes the varieties of Thai classical
songs which are used in the difference of events. Because of the varieties of songs, there are
individual ending melodies. For example, Naphat songs, end with the “Rua song”, Homrong
songs, end with the ending melody entitled “Wah song”, Rueang songs, end with the “La

song” and Mahori songs can be ending with the “Luk Mot” and “Thot”.

Keywords: Music Ending, Thai Classical Music, Culture

* Department of Music, Chanthaburi College of Dramatic Arts
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Introduction

The cultural tradition of paying respect when beginning and leaving (Pai-Ma-La-
Wai) is the character of regarding habits that represent the root of Thai culture. According to
the Thai classical music expert, Master Bunchuay Sowat, said that Thai cultural music also
features on music performance from beginning to ending, as well as the paying respect when
beginning and leaving. For example, when the Thai music performance start anywhere, they
always play the Homrong songs to inform that they are going to perform there. While the
perform will end, it will end with the ending melody entitled “Wah song” that slowing the
tempo until the end that we call “Thot”.
Bunchuay Sowat (Interviewed, 29th December 2018)
The diversity of Thai tradition to causes varieties of Thai classical songs which use in
the difference of events that clearly show is at the end of songs were different.
The ending of Thai classical songs has evolved to develop from the past to the present.
Some ending is fixed but some ending has many forms of variations even if it is just a short of
piece, but filled with deep meaning and demonstrate the creativity of composers. Therefore,
the researcher has chosen to examine specifically music ending of Thai classical music culture
for entering in both the dimensions of musicology and cultural society by using knowledge,
experience of music education, as well as interviews with Thai classical music teachers and
experts to bring awareness of study distribute to those interested.

Tirapol Noinith (Interviewed, 19th January 2019)

Purpose of study

The objective of this research to study kind of Thai classical songs and music ending of

Thai classical music culture.
Methodology

This research is the study of kind of Thai classical songs and music ending of Thai
classical music culture from performance in the context of Thai music circles. The qualitative
research methodology was used in this study, by collecting data from document, audio
recording, cassette tape, audio CD, in conjunction with the interview of Thai classical music

expert, using theory which related with the qualified standard of music ending of Thai classical
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music culture as the primary factor in operations, analysis and presentation of research results
with the writing style of ethnography, which is descriptive narration about social and cultural
life in social systems that have unique characteristics, using databases from observed details
about the daily activities of human beings, to explain the importance of the music ending of
Thai classical music culture.
1. Population and sampling
Researcher has defined selection criteria research participants. It should be the
individuals who gained experience in instrumental music, have the knowledge and experience
in the field of Thai music circle, such as the subcommittee of national standards qualification
for Thai music, in control of the Commission on Higher Education, Specialist in Thai music
institutions, etc., and able to transmitted in the music ending of Thai classical music culture as
well. The list of participants in this study as the following:
1. Mr.Nattaphang Sowat Thai classical music expert,
Bunditpatanasilpa Institute,
Ministry of Culture.
2. Mr.Bunchuay Sowat Thai classical music expert,
Chulalongkorn University.
3. Mr.Tirapol Noinith Thai classical music expert,
Faculty of Music and Drama,
Bunditpatanasilpa Institute,
Ministry of Culture
4. Mr.Dussadee Meepom Thai classical music expert,
Faculty of Art Education,
Bunditpatanasilpa Institute,
Ministry of Culture.
2. Instrumentation
2.1 The observation tools, researcher chooses the non-participative and notes
Thai classical music performance in many events, for example, the name of pieces, what kind

of pieces and how the pieces ending
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2.2 For Interviewing, researcher plans to interview about background

Information of participants, the kind of Thai classical songs and Thai classical music ending.
3. Data Collection and Analysis

3.1 collecting the data that involve music ending of Thai classical music culture
via document, audio recording, cassette tape, audio CD.

3.2 Selecting the data which met the selection criteria by reading the topic and
abstract.

3.3 Reviewing full text of literature and listening all data research studies.

3.4 Analyzing the data by using theory which related with the qualified standard
of music ending of Thai classical music culture as the primary factor in operations and
descriptive narration about social and cultural life in social systems that have unique

characteristics, to explain the importance of the music ending of Thai classical music culture.
Result

The results of this study was found that there are five types of music ending in Thai
classical music culture from four kinds of Thai classical songs which use in the difference of
events as the following:

1. Naphat songs

Naphat songs is the music piece which accompany the actions of human beings,
animals and nature, these being both real and assumed actions which occur in the present
and in the past. Generally the ending of Naphat song is end with the “Rua song”.

Rua song is the Thai song characterized by a single note being held for a long
period of time, whilst other notes are added in rapid succession. As a result of the unchanging
sound emanating from the prolonged note, there is no rhythm to control.

Rua song is the compositions entitled Naphat songs in order to convey the

meaning of success. (Tramote. M., 1996)
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2. Homrong Songs
Homrong songs are generally played as an introduction to another, in Thai
classical songs mean to inform the audiences that the show is going to perform right away

after this. The ending of Homrong songs is the ending melody entitled “Wah song” such as
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3. Rueang Songs
Rueang songs are many pieces of music which combined and performed

together on a continuous basis. The full title of pieces suite is usually derived from either the
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first or most important piece to be performed. The ending of Rueang songs is the “La song”.

(Tramote. M., 1997)

La song is the song uses to signify the conclusion of a particular section or song

within a performance.

La song
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4. Mahori Song

Mahori Songs are the songs for the Mahori ensemble performed with singing

and can be divided into two types as follows:

4.1 Tap songs are suited containing many pieces which flow together. The

ending of Tap songs is the “Thot” that is slowing down of tempo. This usually occurs either

before the end of a particular section or before the end of song, when the whole ensemble

slows down together as one.

4.2 Kred songs are the song it isn’t in Tap songs, although, the song in Tap songs

but performed only one, we call Kred song. The ending of Kred songs can be either ending

with the “Luk Mot” and “Thot”.

Dussadee Meepom (Interviewed, 25th March 2019)

Luk Mot is performed in a short melody with a fast tempo, which is played to

signify the end. (Tramote. M., 1996)
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Luk Mot have the variety of the melody themes: Thai as the common variation,
“Khmer” (Cambodian), “Kheak” (Javanese, Indian and Persian), “Chin” (Chinese), “Burma”
(Burmese), “Yuan” (Vietnamese), “Mon”, and “Laos.” Composers have thought out Luk Mot
in accordance with the same alteration as a music master pieces. Generally, the music piece
in any specific themes, it is usually ending up with the similar theme. Whether Luk Mot plays

on any themes, it always finishes on the note of D called “Rong-Yod.”

Discussion

Music ending of Thai classical music culture is indicated the song is going to end up
like tradition of praying respect when greeting and leaving (Pai-Ma-La-Wai) among Thais, later
on, the music has become a culture. According to the Thai classical music expert, Master
Natapong Sowat, said that Thai cultural music also features on music performance from
beginning to ending, as well as the paying respect when beginning and leaving.

Nattaphang Sowat (Interviewed, 16th February 2019)

Some music ending has format to finishing on the note of D, In Thai classical music we
called this sound Rong-Yod. In addition to the role of signify the end song completely, music
ending is not only the traditional method, but also giving a sound guide for singing. Thai
classical singer will need to knocks the bar below the top-right side of Ranad-ek that the Rong-
Yod bar, which compared with western music matches the sound of D. When the Thai classical
singer listen to that sound, they can sing without conversion to knock Ranad-ek. (Tramote. M.,

1995)

Conclusions

The results of this research have found that there are five types of music ending in Thai
classical music culture from four kinds of Thai classical songs which use in the difference of
events as the following:

1. Naphat songs are end with the “Rua song”.
2. Homrong songs are end with the ending melody entitled “Wah song”
3. Rueang songs are end with the “La song”.
4. Mahori Songs can be either ending with the “Luk Mot” and “Thot”.
For this study, researcher divided music ending of Thai classical music culture into two

types as follows:
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1. Ending by melody included the Rua song, the La song, the ending melody
entitled Wah song and the Luk Mot.
2. Ending by tactics is the Thot.

Suggestions

1. Occasionally, some pieces can be ending more than one format, the musicians also
have to decide what next appropriately song to perform.

2. This study was found in this the currently information (2019), in the future, the
researcher recommends studying more music ending of Thai classical music culture so should

continue to study in this matter.
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Music and Belief: A Case Study of Areak Music at Kompot Province, Cambodia.

Va Bophary*

Abstract

Music is one of performing arts form which play significant role in the daily life of Khmer
people. The musical forms known as Pin Peat, Mahory, Phleng kar, Chhay yum, Areak...etc. are
particularly accompany the wedding, funeral, religious ceremonies and many others. Areak
music is one of musical form for accompanying spirit worship ritual. Areak refers to the name
of music ensemble and the ritual. Nowadays, some people who live in the countryside still
believe in praying the spirit of their ancestor when someone in the family gets sick. They
believe that the spirit must be angry with them for some reasons. So they pray and promise
to offer music if patient get well. They celebrate Areak ritual as soon as patient recovered. The
musicians play music to please the spirit while the singer tries to sing a song to persuade the
spirit to come into the medium. Sometime the spirit doesn’t come into the medium if s/he
doesn’t satisfy with the music.

The purpose of the study is to find 1/ How Areak music can cure somebody who is ill?
What is the situation of Areak music ensemble now?

Interviewing, taking photo, and video, observing and recording music were the method
of data collection. Kompot province was selected to be my site study.

Areak music is very important for the ritual. Without music, the spirit won’t happy. The
medium smile when h/she hears favorite songs. However, the young generations don’t want
to learn arak music. They think it is for old people. Areak ensemble is getting smaller and
smaller. Some instruments no longer use and some instruments nobody can play. Areak
musicians are getting older. They really want to transfer their knowledge to others, but it is

difficult to find pupils.
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Areak ensemble is the oldest music ensemble and it must be safeguard. Especially,

Areak melody should be transcribed for cultural benefit and for academic study.

Keywords: Music, Belief, Areak music, Kompot province, Cambodia

* Cultural research center, The Royal university of Fine Arts
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Introduction

Before Buddhism and Brahmanism introduced to Cambodia, Khmers believed in
ancestors’ spirits, local spirits...etc. Whenever natural disasters happen or someone has an
accident, she or he always prays to the ancestor’s spirit for help. If someone in the family gets
sick, it is believed that someone has made a mistake which makes the ancestors’ spirit
unhappy. So they must ask for forgiveness by praying and offering foods to spirits. The belief
is still practicing in some provinces until present. They believe that showing gratefulness to
the spirit, will get happiness in return. First they pray and promise to offer something in return
if the patient recover from illness. This kind of ritual is called Lieng mé mot.

The word Lieng in Khmer means to feast or to entertain, Mé means mother or female
while Mot perhaps derived from Bali word means dead. Based on the definition, the ritual is
the occasion to please and to offer food to spirit. The purpose of the ritual not only asking for
forgiveness but also for gathering relatives and to reunited if two people in the family had an
argument and didn’t talk to each other for long time.

The ritual accompany by mé mot ensemble. Without music, the ritual would not be
completed. The spirit is not happy if the ritual doesn’t have music. Despite mé mot music is
very important for the ritual but the young generations doesn’t want to learn mé mot music.
They think it is for old people and they cannot earn much money from being a musician.
Therefore some mé mot songs has gone with the musicians who passed away. They had no
chance to transfer their knowledge to the young learners. Like other kind of Khmer music, mé
mot have been orally transmitted from one generation to others, there is no music
transcriptions of mé mot melodies. If the young generations have no desire to learn mé mot

music, in the future it might be get lost.
Methodology

The research’s objective is to find 1/ How mé mot song can cure someone who is ill?
2/ how is the situation of mé mot music ensemble nowadays?

The in-depth interview, observation, and recording music were methods for data
collection. Most of the information in this research came from my interviewing with villagers,
musicians, singers and mediums. There are 8 districts in Kompot province. Angkor chey district
was selected to be site study. Because among those 8 districts, only Angkor chey has 3 meé

mot music ensemble.
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The process of the ritual

After the patient recover from illness, the family have to ask predictor to predict a good
day for conducting ritual. They avoid to perform ritual on Tuesday and Wednesday since they
believe that the spirit won't come on that day. The family of the patient invite their relatives,
neighbors and musicians to join the ritual. They have to prepare some food and drink to offer
to spirit. There are 3 main steps in the ritual. First, the master of ceremony announces to invite
ancestor's spirit to come. He also asks permission from house's spirit to let ancestor's spirit to
come. Then he asks everyone to sit in circle to perform rite. The first step of ritual is to looking
for someone in the family who angry with each other and have them talk to each other again.

They believe that if someone in the family has an argument make the spirit get angry.

Figure 1: Master of ceremony perform ritual

The second step of the ritual is offering food to ancestor’s spirit. There are many
offerings such as: a pair of Bai Sei (made of banana tree and leaf), raw rice, banana, white cloth,
rice wine and boiled chicken. This rite accompany by music. Firstly, musicians play a song for
inviting kru. Kru in Khmer means teacher. But the word kru here refer to spirit who look after
us as soon as we were born. They regard kru is a protector. So they have to be grateful to
kru’s spirit. After finish playing first song, they start to play music for medium. In the ritual,
there are 2 or 4 mediums. The mé mot music repertoire is depend on difference spirit’s name.

AWl mediums have their own songs list. So musicians have to follow songs list of each medium.
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The drummers play louder and louder to please the medium. If spirit still not enter medium’s
body, they have to play another song until spirit satisfy.

When the spirit satisfy with the music, medium starts to dance. The patient who just
recover from illness sits near medium. The medium applies white egg on patient’s legs to heal
illness. The patient apology to spirit and ask for good health. Then musicians keep playing
other 3 songs. The last one song is for spirit leaving the medium’s body. After that, master of
ceremony have someone to take a plate made of banana leave which filled with rice, food
and fruit to put somewhere far away from home. This offerings is for spirit of the forest. Some

they believe to leave offerings to the north while some leave the offerings to the south. But

it is allowed to leave offering to the west since the west in Khmer means to sink or to set.

Figure 2: The offering for spirit

After the first medium finished, second medium come and musicians start to play music
for him. The musicians keep playing music until the last medium.

The last step of ritual is calling soul. The people believed that if someone has serious
illness, their soul leaves the body. Therefore, they have to conduct calling soul ritual. They
have to prepare offering such as steamed rice is wrapped in banana leaf, money and a gold
ring. The singer starts to sing a song for calling soul. The master of ceremony feeds patient

steamed rice and give the rest to patient to keep for another 3 days.
Mé mot ensemble

Mé mot or Areak is an ancient kind of music ensemble (some provinces in Cambodia,
the Mé mot ensemble known as Areak ensemble). Traditionally, there are many musical

instruments such as: Tro Khmer (three-stringed fiddle) Khse muoy (one-stringed instrument),



o The 2™ International Conference on Research and
‘%ﬁi The 23™ Asia-Pacific Society for Ethnomusicology Annual Conference 2019 255
a3 “Music, Performing Arts and Culture through Sustainable Success for Humanity”
13t — 14" June 2019 Petcharat Garden Hotel, Roi-Et, Thailand

bai bobos (reed aerophone), Chapey dong veng (long neck lute), and from two to twelve Skor
areak (hand drum). But nowadays, at the Kompot province, the ensemble getting smaller and
smaller. It composed only Tro Sau (a kind of two-stringed fiddle). Tro Khmer is replaced with
Tro Sau, four Areak drums and a singer. Some instruments like: Tro Khmer, long neck lute and
bai bobos were no longer use. Head of music ensemble said that some instruments were lost
during the Khmer rouge from 1975 to 1979 and no one can play those instruments that’s why
their ensemble get smaller. Nowadays, the villager doesn’t want pay much money for the
music ensemble. They need only a few instruments for the ritual.

In the past, snake or lizard skin is used to cover the drum’s head but nowadays, they
use plastic bottle to cover the drum instead. The plastic bottle doesn’t produce good sound
as snake skin but the musicians like to use it because it could last longer than snake skin.
Before playing, they have to pour hot water into drum to make the head drum get tight. All
the instruments which play in mé mot ritual will not use in the wedding ceremony. They have
to use another ensemble. Traditionally, before starting to perform music, they have to pray
for their late teacher and offer fruit, raw rice, cigarette, joss stick, money and rice wine.

Otherwise, they couldn’t perform well at the ritual.
o v 4 :\ ) D i B
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Figure 3: Mé mot ensemble Figure 4: Drums cover with plastic bottle
Mé mot song

There is no written lyrics of mé mot song. The singer must be able to think of words
to sing as soon as the ritual starts. S/he must be good at improvisation on singing. Most of

singers are men. The lyrics were change depend on the spirit’s name. Therefore some melodies
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got two title. The singer have to know each spirit’s name. The first song always a song for
inviting Kru (teachers) to come and bless the family. The song lyrics are about praising, joking,
persuade and worship spirit. It is difficult to find young talented singers who are able to sing
mé mot song, since the lyrics must to flirt, to tease or to insult spirit.

During the ritual, the musicians is playing music depend on the different step of ritual
such as:

1. music for inviting kru
. music for ancestors’ spirit
. music for offering food

. music for spirit leaving the medium

o A~ VWD

. music for calling patient’s soul

6. Most of the mé mot

The melodies are short and easy to remember. The research found that there are 24
song titles but there are only 17 melodies. Because the singer keep singing the same melody
but he changed the lyrics. The below musical notations are transcribed from recording during

conducting ritual at Kompot province.
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Conclusion

Mé mot ritual shows how to heal people with music of Khmer people in the old time.
Music is very important for the ritual. Spirit doesn’t enter medium if there is no music
accompany the ritual. Some Khmer people still believing in spirit. They think their ancestors
spirit still look after them even they passed away long time ago. However, the belief is not
practice among some people in some villages. There is ritual, there is music. No more ritual,
No more music. Therefore, the first thing to do is to keep ritual alive and transfer music
knowledge to young learners. Mé mot music is in safe guarding case. We have to encourage

young learners to know how important to learn and to preserve Mé mot music.
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Inheritance and development of Sichuan Folk Song “Huai hua ji shi kai”

Zheng Ying*

Abstract

The song, "When the Flower Blossoms", is a folk song widely circulated in Sichuan
Provence. It used to be a Sichuan folk song called "God Song". Later it was adapted by Yu Zu
rong into the "When the Flower Blossoms" that everyone is familiar with now, and Spread to
the country. This article will discuss and analyze the types, geographical locations, musical
styles and language characteristics of Sichuan folk songs belonging to the song "When the
flower Blossoms". From the author's personal singing of the song "When the flower Blossoms",
the characteristics of the song language, the lyrics, the melody features, and the singer's
psychological expressions and techniques are analyzed in more details. From the song "When

the Flower Blossoms" will be alyzed its development and inheritance of minority music.

Keywords: Sichuan folk songs, Types, Characteristics, Singing

* College of Music, Mahasarakham University
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Introduction

The song “huai hua ji shi kai” (“When the flower is opened") is a folk song in Yibin,
Sichuan Province, China. Yibin is located in the southern part of the Sichuan Basin. It has

many mountains, beautiful natural environment and rich vegetation.
“*ETI:_,” refers to the flowers and flower buds of the legume plant (Sophora japonica L.).

The open flower is generally called “*ET-”, also known as “*E,’J‘,’C\”, both white and pink,
with a fragrance The taste is edible and has a heat-clearing effect.
This folk song has a distinct geographical and Tujia music characteristics. It consists of four

musical passages from the beginning, the inheritance, the turn and the combination.
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The first sentence is "start"

1>

w5 gl k L) — s L] L2

This sentence expresses the grandeur of the mountains and the beauty of the scenery from

the meaning of music and meaning.
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The second sentence is "bearing"
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This sentence reflects the subtlety and inner expectation of a beautiful girl from the meaning
of music and meaning.

The third sentence is "turn"
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This music from the first and second sentences of the shouting to the bass of the
inquiry, and then back to the bright and high-pitched tone, before and after the contrast, and
finally by a bass of the second degree of smooth transition

The fourth sentence is "combined"
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This sentence is the ending sentence of the whole song, and the music ends in a
long sound. The first and second sentences of the whole song are in contrast with the third
and fourth sentences; the lyrics reflect that the natural tranquility of a banyan tree on the
mountain contrasts with the complex mood of the girl’s flower, which is used to achieve the

sensation of borrowing purpose.

Methodology
Language features in the song

This is a local folk song with distinctive features in Sichuan Province. It is closely related
to the local people's life, environment and language. The lining used in the song also fully

reflects the customary words and words of the Tujia people in Yibin. In the Tujia folk songs,
there is also a large frequency of appearance. For example, the lyrics " HZ"‘] l]%" is often used as
a sigh. Appeared at the end of the daily routine of the Tujia people. And " UZ"‘] ”" has appeared

in the song four times, and for the world-famous folk song "Long chuan diao", ué/\] ulE_‘%" has

appeared in the first sentence and the last sentence with exclamation tone, which proves
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again. The style of the Tujia music “Huai hua ji shi kai” In addition, the rational use of the
intricately changed sounds in the song is another feature of it. Each sentence in the four
sentences of the whole song has a changing sound, which makes the structure of the music
convey the literary consciousness of the song and the emotional connotation of the music
itself, and conveys people's feelings about real life. As the pianist and composer of Hungary -
Franz. Liszt believes: "Music can be called the universal language of human beings. People's
feelings can be used in any language to understand and be understood by everyone. Although
various ethnic groups have created various dialects, which one is needed The method of

expression best fits the mind of one of them."

The melody characteristics of "Huai hua ji shi kai"

“Huai hua ji shi kai”it uses four sentences and seven words, which is very brief. It is
through this kind of music that the girl's expectation of the return of the sweetheart is fully
expressed, and it also provides a basis for the further development of the music melody. For
the four-sentence structure of the tune, it has a concise structure and is therefore easier to
sing, and also has a more sincere emotional expression, such a tune shows a unified and
variable characteristics.

The rhythm of the rhythm is based on the dense and loose short-length rhythm. For
the combination of the songs and songs, it also shows the characteristics of the words and the
words, and the words are more relaxed. This makes it easier for the singer to sing. Self-emotion
comes out. On the whole, the songs are freely scalable through the standard two beats. The
melody lines of the whole song are consistent with the tone lines of this local dialect.

For the music organization, it is generally a softer third degree, and also has the fluency
of the second degree and the pure four degrees with ethereal fullness, so that a simple and
kind girl Huai Chun vivid The portrayal came out. For the scale adjustment, the song uses the

D feather five-tone, which is also a commonly used mode of Chinese folk songs.
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The singing characteristics and skills of "Huai hua ji shi kai"

The song "Huai hua ji shi kai" is a Chinese folk song with a very strong local style. Due
to the large number of Chinese people and the vast territory, the music and art styles and
local languages of different ethnic groups are very different. Although in the national singing
method, we mostly divide it into three kinds according to the form of singing, drama, folk art,
folk songs, but the original intention of singing is the same, that is, singing means that the
artistic aesthetic and national style of the nation can be fully expressed. Features, and
experience and enjoy the natural, simple, bright, smooth singing psychology. To do it during
the singing, the tone is bright, pure and crisp, emphasizing the national style and rhythm cavity,
paying attention to the combination of body language during singing, and the charm in singing
is real and moving. In other words, "being thinking before singing can be sentimental" is a basic
feature of national vocal music.

How to grasp the "flavor" of Sichuan national songs. People praised the actors and
actresses who often said this - "What is it like?", then the singer sings well, we can also say -
"What to sing like", this is the song's "taste" grasp Prevail. What is "taste"? This word comes from
taste, which is a kind of “fun” and “judgment” in philosophy. There is a word for "taste", and
the "taste" is high to see the level. The "taste" of the song in the singing is a standard for the
singer's skill evaluation and appreciation. Singing music is based on sound. However, singing
(music) is more than just sound. She also expresses people's thoughts and emotions. In the
past, we said, "There is love in the voice, and the voice is full of emotions." Now we talk about
the "taste" of singing. It is necessary to have "sound in the voice" (sentimental thinking), and
the feeling in the voice (sense), that is, the singer should g¢o deep into the soul and
characteristics of the song, and through the medium of beautiful sound, the song is properly
and perfectly presented to the audience, only In this way, the listener can resonate, the
audience will never forget, and the taste will be long, and the song will have a "flavor”.

China is a multi-ethnic country. From the reform and opening up to the present, it has
already presented a pattern of great prosperity and development. From the perspective of the

development of Sichuan folk song art, it has been adhering to the "scientific", "nationality" and

noon

"culture”. "Sex" and "fashion" have been radiated to all major universities in the country.
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"Scientific" is the premise of vocal music learning. The "scientific" of singing means that our
vocal state should conform to the natural laws of human physiological structure. How to make
it Students g¢o to be a thoughtful learner. It is more appropriate to use the words of Ma
Qiuhua’s teacher to "make thinking in the forefront of singing". Our throat, vocal cords, the use
of resonance chambers, etc., all pass through us. Thinking, we have to use the brain to direct
the body's vocal organs. The tradition of national singing focuses on the words, the sound and

the fullness of language accuracy.

Conclusion

Sichuan folk songs - "Huai hua ji shi kai" is not only a representative local folk song, but
also a short and emotional little comedy, regardless of music structure, musical plot, or overall
music language and melody. Both reflect the beauty of the song's melody and its dramatic
beauty. "Huai hua ji shi kai" is a combination of the environment of the region, the living
conditions and the social status of the people at that time. The song uses some humorous
and contradictory techniques to express each person's psychology, expressions, and
movements, giving people a sense of immersiveness. The description is also very real, mainly
The character of the protagonist is very vivid.

As a singer, not only need emotional accumulation and life experience, but also need
to change the diversity of singing skills with the needs of artistic content and style. This requires
singers not only to inherit traditional singing art, but also to sing new nationalities. Constant
tempering and development. There are many ethnic groups in China, and the regions are vast.
The music and art styles of different ethnic groups are very different. Therefore, in order to
accurately interpret Sichuan folk songs, you must have deep professional skills and rich
thoughts and emotions. In this way, folk songs with Chinese local characteristics such as the

Sichuan folk song "Huai hua ji shi kai" can be passed down and developed.



. The 2™ International Conference on Research and
%‘; The 23™ Asia-Pacific Society for Ethnomusicology Annual Conference 2019
N “Music, Performing Arts and Culture through Sustainable Success for Humanity”
13t - 14" June 2019 Petcharat Garden Hotel, Roi-Et, Thailand

265

References
Jiangxiao Qiu. (n.d.). Analysis of Sichuan Folk Song "Sophora japonica blooms". (n.p.)

Liu Lei. (n.d.). Sichuan Folk Song "Sophora japonica blooms" of music features Analysis.

(n.p.).

Yao Jing. (n.d.). Sichuan Folk Song "Sophora japonica blooms" of language features. (n.p.).

Zhang Anfei. (n.d.). parsing of Sichuan folk song "Sophora japonica blooms". (n.p.).



The 2" International Conference on Research and
266 The 23 Asia-Pacific Society for Ethnomusicology Annual Conference 2019 {&\%&
“Music, Performing Arts and Culture through Sustainable Success for Humanity” 3
13 — 14" June 2019 Petcharat Garden Hotel, Roi-Et, Thailand

N

Development of Marching Bands in Isan: Fromm Contemporary Long Drums to Motorized

Ensembles

Montree Namin*

Abstract

The motorized marching band is a popular new culture in music entertainment in Isan
(Northeast Thailand) communities. The combination of motor vehicles decorated with lighting
and live music performances is the current trend in contemporary marching bands that can be
found during festival events throughout the region. The new format has been favored in place
of the original long drum marching bands. The purpose of the research is to study the
development of marching bands in Isan from contemporary long drums to the era of motorized
marching bands. The research sampling group included the Chok Khwang Kham group and the
Rot Hae Audio group which are popular and commercially successful motorized marching
bands in Wapi Pathum District in Maha Sarakham Province. Qualitative research methodology
was applied and the research data was analyzed from document analysis and field data
recorded from interviews and observations. The research was conducted from March 2019 to
May 2019 and yielded the following results.

The development of marching bands in Isan consists of 3 important advancements.
The 1st is the format of the ensemble which progressed from contemporary long drums and
the integration of modern instruments which changed to exclusively using only modern
instruments and the addition of live singing. The 2nd development are the advancements to
the tools and materials, which changed from using traditional long drums, Chap hand cymbals
and Rammana tambourines, to the utilization of audio ampilifiers, trolley carts, loudspeakers,
mixers, tone control preamplifiers, drum sets, electronic keyboards, electric guitars, motor

vehicles installed with electric generators and light-sound effects.
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The 3rd is the melody of contemporary marching bands which changed from a combination
of traditional Lam Phloen melody interchanged with traditional songs to popular contemporary

songs with live singing in the form of a mobile concert and stage.

Keywords: Development, Isan, Motorized Marching Band
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Introduction

Various traditions in Isan (Northeast Thailand) have parades led by long drum marching
bands which are followed by large group of people dancing along, following the procession.
Long drum marching bands in Isan have developed and modernized based on the popularity
of the new generations of Thai’s. Thai, folk and western musical instruments have been
adapted into parade songs which include traditional classics and also adaptations of modern
pop culture. At present there is a new phenomena which has recently gained traction and
replacing the contemporary long drum marching bands, that is the insurgence of motorized
marching bands filled with electronics and electrical instruments. The motorized marching
band ensembles and mobile concerts have become very popular in Isan and has become an
inseparable part of traditional festivities and merit making events in the region. The change
from using long drums to lead parades and processions to using motorized marching bands
has widely been accepted and has become the current musical trend for marching bands in
Isan and is the reason that the researcher has taken up the research with the aims to study
the development of motorized marching bands in Isan which developed from contemporary

long drum.

Purpose of the Study
Study the development of contemporary marching bands in Isan from the era of long

drums to the era of motorized marching bands.

Methodology

1. Research data was primarily from the observation and study of contemporary long
drum marching bands and motorized marching bands in Maha Sarakham province.

2. The research period was from March — May 20109.

3. The research applied qualitative methodology and analysis of research data from
document analysis and field data.

4. The research area include contemporary long drum marching bands and motorized
marching bands in Maha Sarakham province.

5. Research informants include members of contemporary long drum marching bands
that received awards and honors of their performance at the Wapi Pathum annual festival in

Maha Sarakham province. The bands include the Chok Khwang Kham group and Team Rot Hae
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Audio group. The total number of informants include 18 individuals form both groups which
were musicians and band members.
6. Research tools include unstructured interview forms, observation forms and focus

group discussion recordings and notes.

Results

Contemporary long drum marching bands

1. History of contemporary long drum marching bands The music instruments in a
traditional long drum marching band consists of traditional long drums, ching (small hand
cymbals) and the chap (large hand
cymbals) and the performance followed traditional rhythms.

2. (Thongnam. 2006) Isan communities prefer the long drums to lead the progression
of festival parades in their communities and is a localized form of a marching band which is
very popular and is continuously being developed. Long drum marching bands can be seen
during candle processions, Buddhist lent festivals and various merit making ceremonies
throughout the year. In the past, the drummers were usually relatives that participated in the
event. The long drums used were also sometimes accompanied by Klong Tum. The usual
instruments included at least 3 long drums and 1 pair of chap cymbals. Many long drum groups
choose a selection of 5-10 long drums, 1-2 Rammana, 1 pair of ching cymbals and 1 pair of
chap cymbals. (Chonpairot. 1983) Traditional long drum marching bands have continuously
been updated and improved upon which has also modified and changed the rhythm and
traditional melodies. Songs and performances are based on popular Thai country music and
pop music, and the songs are arranged to create a joyful and active atmosphere. The
adaptation of long drum marching bands in Isan from the era of using only long drums and
traditional folk songs, to the era of contemporary long drum marching bands which integrated

western music instruments and popular songs and rhythm was for survival.
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Figure 1. Chok Khwang Kham contemporary long drum marching band

group format and structure.

The Chok Khwang Kham marching band is a contemporary type of long drum marching
band that integrates western music instruments. The group is actively contracted to provide
music entertainment for festival events and parades in Wapi Pathum province. Music
instrument used in the group include 5 long drums, 2 chap cymbals, 1 bass guitar, 1 solo drum

and 1 electronic keyboard.

Figure 2. Music Instruments of the Chok Khwang Kham group

3. Tools and Equipment
The Chok Khwang Kham group utilize audio ampilifiers, carts, trolleys, loudspeakers,

audio mixer console and portable electric generators.
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Figure 3. Tools and equipment of the Chok Khwang Kham group

4. Chok Khwang Kham group performance style and format.

Contemporary long drum marching bands have integrated traditional and western
instruments together in their performance. The electronic keyboard and electric guitars are
very popular in contemporary long drum marching bands. The integration has also affected
the types of songs that they play which has changed from just traditional folk songs to include
popular Thai country songs, Thai pop music, Mo Lam music and popular classics. The chosen
songs are then later adapted and modified with verses in long drum rhythms The structure of
the performance of contemporary long drum marching bands can be separated into 2
categories below.

4.1 The rhythm of the songs performed by the Chok Khwang Kham marching
band is primarily a Lam Phloen rhythm with transitions and followed by the chosen song as in

fisure 4 and 5.
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Figure 4. Lam Phloen melody for long drums played by the Chok Khwang Kham marching
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Figure 5. Overture of Bua Loi sons.

4.2 The structure of the melody played by the Chok Khwang Kham group
utilizes the electronic keyboard and the main instrument during the Lam Phloen overtures
with the long drums providing the transition and rhythm of the selected songs which are
usually chosen by the participants of the parade or guests of the hosts. Each song will end
with a transition and followed with another overture of Lam Phloen melody then the next

song chosen will be performed as in figure 6

Lam Phloen overture Transition Song #1

Transition Song #2 Lam Phloen overture

Figure 6. Structure of contemporary long drum marching band melodies

The Chok Khwang Kham long drum marching band developed from traditional
long drums, integrated western music instruments, Lam Phloen melody and traditional folk,
country and popular pop music according to the needs of the host. The combination of
traditional music, instruments and melodies blended with modern culture creating a
contemporary style of long drum marching bands today that lead parades in festival events.
Motorized marching bands

1. Origin of motorized marching bands in Isan

The motorized marching bands in Isan used to be called "Maw Lum mobile

concerts" and have been transformed and adapted to local parades and festival events

throughout the region. Motorized marching bands come in many  sizes and uses many
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different size of motor vehicles. The largest groups use 6- wheel trucks equipped with racks of
audio equipment, lisht and sound effects, singers and some even have a mini stage
resembling that of a mobile concert  truck or mobile discotheque. The motorized marching
bands are heavily dependent on electrical equipment and instruments but have become
widely popular during Buddhist ordainment celebrations. The bands have become an integral

part and spectacle of Isan festivals and parades.

Figure 7. Motorized marching band "Team Audio" group

2. Team Audio group format and structure.
The Team Audio group uses only modern electric instruments and a lead singer
providing live vocals in their performances. Music instruments include 1 set of drums, 1 lead

guitar, 1 bass guitar, 2 electronic keyboards, 1 beat box and 1 female singer.

Figure 8. Music instruments, musicians and singers of motorized marching bands
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3. Tools and Equipment
The Team Audio group uses a medium 6 wheel truck equipped with additional
electric generator, electrical instruments, audio amplifiers, audio mixers, equalizers,

compressors, digital signal processors, audio racks and light and sound effect equipment.

Figure 10. Audio equipment and rack of motorized marching bands
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Figure 12. Electrical generator

Figure 13. Audio mixer

4. Team Audio group performance style and format
The Team Audio group uses the format of a mobile concert, with live music
and songs. The songs performed are popular song hits that have been requested by the host

and guests, which will be mixed and played together with a preselected script of songs that
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they have prepared on their own. It is often to hear the same song being repeated over and
over which is according to the needs and request of the audience and guests. The structure
of the melody which follows the rhythms and songs of popular pop culture in which the songs
are played followed by a drum transition and then another song is followed. There is no

primary format or style to follow, but the transitions are performed by the drum set.

Song #1 Drum Transition Song #2

Drum Transition Song #3 Drum Transition

Figure 14. Structure of the melody of Team Audio motorized marching band

Discussion

The development of marching bands in Isan change from the era of contemporary long
drum marching bands which integrated western music instruments with the majority of folk
music. This changed to using all western musical instruments and to using motorized vehicles
with stage and sound in leading parades and guide the procession of festival activities in their
community. This is consistent with (Nuthong. 2002) in which local folk culture and music will
always definitely change, adapt or adopt the music and arts of other ethnic groups. The
development of marching bands can be divided into 2 groups. The 1st group are developments
towards the musical instruments, in which during the era of contemporary long drums
consisted of the long drums, chap (large hand cymbals), Rammana, Klong Solo and a
percussion instrument to lead the melody. Assisting musical instruments included carts and
trolleys holding audio amplifiers, loudspeakers, mixer consoles and portable electric
generators. The 2nd group is the development within the motorized marching bands which
comprised only of western musical instruments such as a drum set, electric guitars, electronic
keyboards, electric percussions and also a dedicated singer or singers. The tools and materials
for the 2nd group also change from trolleys and walking to using motor vehicles modified with

a small stage and seating for the musicians and singers. The modified vehicles also held shelves
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and compartment racks for audio equipment and also lighting effects. This is consistent with
(Satsanguan 1995) in which the phenomena of cultural replacement or adaptation or adoption
of culture is a continuous process and is a process that has happened in the past and will
continue to occur in the future. The development to Isan marching bands is also consistent
with creativity which is consistent with (Prakarn. 1998) in which creativity is the creation of new
ideas, activities or inventions that have been expanded upon in communities and between
communities. The innovative process begins with the import of new knowledge into the
community and the discovery with the adapting that culture into their own with modifications.

The performance format of contemporary long drum marching bands that utilizes the
Lam Phloen rhythm of long drums as the primary tempo while using the electronic keyboard
and guitars for the melody. Lam Phloen is always the standard rhythm and songs can be
requested by the participants of the parade and festival. Folk culture and art performances is
a shared culture heritage of the village community which have a part in the creation,
involvement and the inheritance. The second category is the performance of motorized
marching bands which is in the format of a mobile concert with live singing. The songs
performed are mostly popular pop-music and scripted music that have been prepared in

advance and also requested songs.

Conclusion

The development of marching bands in Isan from contemporary long drum marching
bands to the era of motorized marching bands can be summarized into 3 aspects. 1) the format
changed from the actually marching along the procession of the parade in contemporary long
drum marching bands to sitting on mobile stages and arrangements on vehicles leading the
parade. 2) Tools and materials such as the instruments in contemporary long drum marching
bands consisted of a combination of long drums and western instruments which changed to
the era of motorized marching bands that only used western and electrical instruments.
Portable electric generators and audio amplifiers mounted on carts and trolleys used in long
drum marching bands also changed to motor vehicles equipped with stage and sound

equipment. 3) Contemporary long drum marching bands used a combination of Lam Phloen
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melody alternating with traditional songs while in the era of motorized marching bands used
music performances with live singing in the form of a mini motorized concert. Marching bands
in Isan region continue to develop through cultural diffusion which is a regular phenomena in
societies that communicate with one another and is part of the exploration and creation of
knowledge and culture. The development was derived from adaptation for survival which is
consistent with (Chumsri.20060 which stated that humans change, improve, produce and
create for survival and can learn together and from each other and can be inherited from

generation to generation.
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Piphat Se-pha ensemble of Thai classical Music

Pitsanu Boonsrianan*

Abstract

The Piphat ensemble may have started in Sukhothai period. These ensembles have
been played using melodic and rhythmic percussion called the Piphat. The ‘Pi” means wind
instrument and it has a double reed instrument and the ‘Phat’ means the instrument that can
be stricken or ‘Khruong Ti” which was devised originally to accompany the stage performances.
Originally the Piphat ensemble was employed only to supply music for theatrical
performances: ‘Shadow Plays’, ‘Khon’, ‘Lakhon’, etc, or, for making music of a rather
vehement nature. When the second Sovereign of the Dynasty adapted the Piphat to the Se-
pha, it became a melodious band sufficient in itself. This ensemble consists mainly of
percussion instruments and have been in existence since Sukhothai period (1238- 1378 A.D.).
Piphat ensemble was performed for the royal ceremony and for entertainments in the royal
courts and palaces. Besides the palaces, Piphat ensemble was used in the temples for religious
purposes and by the common people more as folk music. In the Piphat ensemble, the passage
involved necessitates more instruments capable of playing melodies. The division of Piphat
ensemble could have appropriately added and changed the instrument and anything to do
with its element. Piphat ensemble underwent changes through different period by the addition
or replacement of new instrument in the ensemble.

In Sukhothai period Piphat ensemble consisted of Kong-wong-Yai, Ta-pon, Pinai, Klong-
Tat and Ching.Ra-nad Ek was added to the existing instruments during Ayudtaya period (1351-
1767 A.D.) after that, Rattanakosin period the reign of King Rama Il (1809-1824 A.D.), the second
monarch of Siam has been considered to be the golden period of Thai classical music because

the King himself had a keen interest in the improvement and promotion of music.
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A distinctive innovation of this time was the fusion of Piphat ensemble with the Se-pha

recitation. The reign of King Rama Il is hence credited with the Piphat Se-pha ensemble.

Keywords: Piphat Se-pha ensemble
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Introduction

Pi-phat ensemble consists mainly of percussion instruments and have been in existence
since Sukhothai period (1238-1378 A.D.). Piphat ensemble was performed for the royal
ceremony and for entertainments in the royal courts and palaces. Besides the palaces, Piphat
ensemble was used in the temples for religious purposes and by the common people more
as folk music.

In the Piphat ensemble, the passage involved necessitates more instruments capable
of playing melodies. The division of Piphat ensemble could have appropriately added and
changed the instrument and anything to do with its element. Piphat ensemble underwent
changes through different period by the addition or replacement of new instrument in the
ensemble. In Sukhothai period Piphat ensemble consisted of Kong-wong-Yai, Ta-pon, Pinai,
Klong-Tat and Ching. Ra-nad Ek was added to the existing instruments during Ayudtaya period
(1351-1767 A.D.).

In Rattanakosin period, at the time of King Rama | another Klong-Tat was added thereby
making the Piphat ensemble to have a pair of Klong-Tat. It was during the reign of King Rama
II'a replacement was made without any new addition. Ta-phon was replaced by Sawng-na.
Since Ta-phon produce loud sound, Sawng-na was used for its milder sound and perfect
resonance.

The accompaniment of Royal Se-pha recitation by the Piphat ensemble during the
reign of King Rama Il led to the fusion of the  two unique medium of expression resulting in
a new innovation-the Piphat Se-pha ensemble. Later, it became a custom to have Piphat
ensemble along with Se-pha recitation. This pattern allowed Se-pha performer to have a break
during the show, besides it also increased the enjoyment for the audience.

Piphat Se-pha ensemble during the reign of King Rama Il consisted of instruments
namely Pinai, Ra-nad Ek, Kong waung-Yai, Ching and Sawng-na drum. It was originally called
“Piphat Kluang Ha ensemble”. Ta-phon was used as a percussion instrument to keep up
the rhythm and when Piphat Kluang Ha ensemble was used in Se- pha recitation, it was called
Piphat Se-pha enesmble. The Sawng-na drum replaced Ta-phon. Since Taphon produced loud

sound, Sawng- na drum was used instead.
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Later on during the third Reign the ‘Se-pha’ accompanied by Piphat became popular;
the Piphat was enlarged by doubling the number of each instrument. His Majesty the King
Rama Il (1824- 1851 A.D.) of Rattanakosin period, added Ra-nat Thum and Khong wong Lhek
thereby creating the Piphat Khruong Khu ensemble. After that Ra-nat Ek Lhek and Ra-nat thum
Lhek were added during the reign of His Majesty the King Rama IV (1851-1868 A.D.) as a result
it formed the Piphat Khruong Yai ensemble. All the three ensembles — the Piphat Khruong Ha,
the Piphat Khruong khu and the Piphat Khruong Yai-consists mainly of percussion instruments

and can also  be used to accompany the Se-pha recitation.

These Piphat-Sepha ensembles are as follows;
Piphat Se-pha Khruong Ha Ensemble
The Piphat Se-pha Khruong Ha ensemble consist of the musical instruments which are

as follow; Pi-nai, Ra-nad Ek,Ching and Khong wong Yai, Klong Sawng-na.

Figure.1 Instruments of Piphat Se-pha Khruong Ha Ensemble
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Piphat Se-pha Khruong Khu Ensemble

In the Piphat Se-pha Khruong Khu ensemble, the musical instruments consist of; Pi-nai,

Ra-nad Ek, Ra-nad Thum, Khong wong Yai, Khong wong Lek, Ching and Klong Sawng-na

Figure. 2 Instruments of Piphat Se-pha Khruong Khu Ensemble

Piphat Se-pha Khruong Yai Ensemble
In the Piphat Se-pha Khruong Yai (The large-sized) ensemble, the musical instruments
consist of; Pi-nai, Ra-nad Ek, Ra-nad Thum, Khong wong Yai, Khong wong Lek, Ra-nad ek Lhek,

Ra-nad Thum Lhek, Ching and Klong Sawng-na.
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Figure. 3 Instruments of Piphat Se-pha Khruong Yai Ensemble

Musical role of Piphat Se-pha Ensemble in Thai Classical Music

In the book titled, “Pra-chun Piphat Se-pha” (2011 A.D.) by Kromsinlapakorn (Fine Arts
Department, Ministry of Culture Thailand), a reference is made to Piphat Se-pha ensemble
as described according to Guru Montri Tramot in his book titled, “Basics of Thai academic
musical instrument sciences” where it is mentioned that in Piphat Se-pha ensemble an
overture is performed before Se-pha recitation. Overture performance in Se-pha recitation is
similar to overture performance in Thai drama. In the past overture  was of various songs
were played, they were named as, PhlengTra homrong, Phleng Rua sam la, Phleng Khao mhan,
Phleng Prathom, Phleng La, Phleng Sa-mer, Phleng Cherd, Phleng Khlom, Phleng Chom-nan,
Phleng Kraw-nai, Phleng Chup, Phleng La and Phleng Wa. Later on overture performance was
viewed to be lengthy as it takes a long time to complete, so it has been replaced by the song
of Thai Mahori style consisting of Sawng chun song in which the tradition of singing various
songs in rotation with Se-pha recitation is performed continuously. The consequence of
removing Ta-phon and Klong-Tat from Piphat Se-pha ensemble for their loud sound caused

problem in performing and singing because there were no percussion instruments to keep the
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rhythm in Piphat Se-pha ensemble. Sawng-na drum was therefore employed as a replacement
either by adapting the Perng Mang of Piphat-Mon ensemble or the Ta-phon by removing its
stand and placing it variably on the lap of the performer. Sawng-na as a percussion instrument
in Piphat Se-pha ensemble has been included in the ensemble since then till now.

Overture, when it is not performed as original, is shorten and reduced to Phleng Rua

song and Phleng Wa song by using only the Sawng-na drum as percussion instrument. In Phleng
Rua song, the part performed by Sawng-na resemble Klong-tad drum in terms of playing while,
Phleng Wa song is played in Natap Probkai Sawng chan pattern. Later on, experts of that time
have improved Phleng Rua song to make it suitable with using of Sawng-na drum and gradually
developed to be in the present form. Phleng Wa song instead of its  lone performance has
been changed as well with the addition of other Sawng chan songs using Na-tap Probkai pattern
to perform though the performance should be ended by the melody of Phleng Wa sons.
Performance like this has been used as tradition until today.
In the reign of the king Rama Il (1824-1851 A.D.) of Thailand, the Thai composer named
Phrapraditpairua (Guru Mee-khaeg 1802-1878 A.D.) Created instrumental music and song from
Sawng chan rhythm to Sam chan rhythm and it became quite famous. Thai music was more
developed during the reign of the king Rama IV (1851-1868 A.D.). All wealthy persons in royal
court had their own Piphat Se-pha ensemble and ‘Pra-chun’ competition was held. The
popularity of song composition was expanded from Sawng chan rhythm to Sam chan rhythm
and became famous all over the country. Different groups composed Phleng Sam chan rhythm
song, hence performing and singing together with Se-pha recitation in Piphat Se- pha ensemble
developed into Phleng Sam chan rhythm song. Even overtures were composed as part of
Phleng Sam chan rhythm song. The performance consisted of Se-pha recitation in melody
with the overture and the song must be ended by the last melody of ‘Phleng Wa’ song.
Moreover, skill in playing instrumental music and singing must be displayed "Luk mhod" is
another feature in Piphat ensemble  of the Phleng Sam Chan song played at the last part of
the song signifying the end of the performance and also signals the end of the song.

Earlier, Se-pha recitation in Piphat Se-pha ensemble was popular, but later on musical

singing and instrumental performance in Piphat Sepha ensemble became more famous than
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Se-pha recitation, because it made a better sense of merry and interesting listening of the
whole Piphat Se-pha ensemble. Simultaneously, with the advent  of Thai musical singing and
instrumental performance gaining prominence in the Piphat Se-pha ensemble, Se-pha
recitation gradually begin to decline though it has not been totally vanished. At present, only
singing and performance have become the subject of focus and interest, but the word "Se-pha
"or “Thai Verse” is still used by most of the Thai people. Consequently, it is still called Piphat

Se- pha ensemble which continues till today although with slight changes and variations.

Songs of Piphat Se-pha Ensemble

The underlying principle of performing Piphat Se-pha ensemble since the past had
been explained by Guru Montri Tramot. According to him, the formal procedure of performing
the Piphat Se-pha ensemble usually begins with the Phleng Rua song and then by the Se-pha
overture followed by Se-pha recitation and salutation to the respective teachers together in
the same part, it is continued with performing the Phleng Pa-ma ha-ton song by the Piphat Se-
pha ensemble to allow some rest for the Se-pha performer. Se-pha recitation will continue
again when the song ends this will be alternated till the end of the performance. Later on,
with the passage of time it was not sure whether because of the decline in the popularity of
Se-pha listening or the difficulty to find a good performer Se-pha recitation disappeared from
musical scene. Only singing and performing of Se-pha remained in Piphat Se-pha ensemble
without Se-pha recitation. The different forms of song that still remains are Phleng Pa-ma ha-
thon song, Phleng Jo-ra-khe-hangyaw song, Phleng Si-bot song and Phleng Bu- lun song besides
the Phleng Rua Se-pha and Phleng Se-pha overture song respectively.

The hierarchy of songs in Piphat Se-pha ensemble according to the formal tradition

have been shown as follows;

Se-pha Overture
The Se-pha overture performing consists of two parts, one for performing melodies of

Phleng Rua Pra-long Se-pha song and the other for the Phleng Se-pha overture.
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Phleng Rua Pra-long Se-pha song is performed basically to check the quality of sounds
of the musical instruments and their clarity and to make sure that it will not cause problems
while performing, on the other hand it aims to show the skills and display  the expertise of
each performer.

Phleng Sepa overture is developed from Phleng Wa song performed while showing
‘Khon’ or drama. The song indicates viewers and audiences that the show is about to begin.
Usually, most  of the songs is played in Na-tap Probkai pattern though some song is played

in Na-tap Sawng-mai pattern.

Phleng Pa-ma Ha-thon

Phleng Pa-ma ha-thon consists of five specific type of verse. The identity, especially of
the first verse or first ‘Thon’ is distinct from the second, third, fourth and the fifth verse. This
style is attributed to the fact that in the past, Thai classical music was numerous and famous
in royal courts. There was Piphat Se-pha ensemble in each royal court and Pra-chun
(competition) was organized and held to display the skills of the musician of each royal court,
for all these reasons, there were renowned teachers with in-depth knowledge and excellent
ability both in performing and composing Thai classical music in each royal court. Hence, the
first verse or first “Thon’ of each court is composed in different style adapting the melody

form various idiom such as Burmese idiom, Mon idiom, Lao idiom and Western idiom etc.
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Phleng Jo-ra-khe Hang-yao

Melody of Phleng Jo-ra-khe Hang-yao consists of three sections or three Thon and is
repeated twice. In order to avoid repetition and to enhance the aesthetic sense of the listener,
maestro of Thai classical music have composed and produced new melody to be played after

the third Thon.

Phleng Si-bot
This song consists of two sections and is repeated again though there is a change in

the melody, which makes the whole song fun and sweet.

Phleng Bu-lun

This song is same as the Phleng Si-bot, which consists of two sections or two Thon and
is repeated again with a changed melody.

The tradition to perform the four different form of song of Piphat Se-pha ensemble in
order of their hierarchy has been followed

since the past till the present day. Earlier, it was a very popular way of performing
in the rhythmic beat called ‘Sam chan’ but now the popular way of performing is in the
rhythmic beat known as Sam chan, Sawng chan, and Chan deaw which is combined as
“Thao” song and at the completion of each song, the last melody will be ended by “Luk
Mhod” melody.

Besides the Phleng Pa-ma Ha-thon, Phleng Jo-ra-khe Hang- yao, Phleng Si-bot and
Phleng Bu-lun which are the traditional songs in Piphat Se-pha ensemble, there is also the
“Phleng Ta-yoy” such as Phleng Ta-yoy Nok, Phleng Ta-yoy Nai, Phleng Ta-yoy Ka-mhen,
Phleng Kheag Lop-buri, Phleng Kheag Od etc., which are performed by the Piphat Se-pha
ensemble to the night till the morning. After completing Phleng Ta-yoy, in case if there is no
end to the performance it will be continued with “Phleng Dhew” or solo song  and “Phleng

La”
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Conclusion

Piphat Se-pha ensemble was started during the period of King Rama 11.(1809-1824 A.D.),
the second monarch of Siam, has been considered to be the golden period of Thai classical
music because the King himself had a keen interest in the improvement and promotion of
music. Later on around the time of King Rama Il and IV (1824- 1868 A.D.), Thai classical music
in a royal palace had been developed and a competition was put up called ‘Pra Chan’. The
poet and musicians in a royal palace, each style had been developed continuously and ended

up as a present standard we have seen at present.
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When the Villagers Experience the Communal Catharsis.

The Notion of Sinmyeong in a Village Ritual Music.

Yong-Shik Lee*

Abstract

In Korea, we have a saying that "a mother-in-law does not go to a ritual place because
she does not want to see her daughter-in-law's dance." Tradiotionally, women were not
allowed to dance in public in the male-dominated Confucian society; the shaman ritual was
the only space women could dance in front of the people.

The Korean shaman ritual is not only a solemn ritual but also an enjoyable party where
a family and community members have a merry get-together. The villagers, especially ladies
of the town, come to see a shaman's song and dance. They laugh and weep with the shaman's
story-telling. They sing to the shaman's joyful songs.

The shaman ritual | showed in the video clip was held a couple of months ago in a
small coastal village. The village ritual last for three days. The younger generation of the village
did not willing to host the ritual because it costs a lot, more than thirty thousand US dollars.
However, the elders persisted to have the ritual, regardless of the huge amount of money,

because they believe that the village's happiness totally depends on the successful ritual.

Keywords: Musical significance, Asia-Pacific, Research, Publishing

* Chonnam National University, Korea
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Introduction
The Notion of Sinmyeong in a Village Ritual Music.

The first day of the ritual began with the solemn singing of the shaman to cast away
evil spirits and usher in the various deities to the ritual site. The shaman's song and dance last
a whole day to please the deities. In a way, it was a holy space filled with gods who would
guarantee villagers' mundane wishes; the happiness and fertility of the village people. After
dinner, however, the atmosphere of the space was changed drastically. The shamans sang
many popular songs and the villagers came to dance together. It was surely a large chaotic
karaoke where the shamans and villagers sing and dance together. It was at this moment the
villagers felt the communal catharsis, called sinmyeong.

Since the 1960s, Korean shamanism has been revived by two oppositional powers:
government and anti-government forces. The government has promoted shamanic performing
arts as one representative of traditional culture. The aim of such governmental manipulation
is to legitimize and increase its authoritative power over the people through the inspiration of
people’s historical consciousness. In opposition to the government’s nationalism stands the
social activists' popular mass movement, or minjumg movement, which attempts to heal the
nation’s wounded history by reconstructing a popular culture common to all. One of the most
crucial factors that distinguishes one from the other is the existence of the collective catharsis,
called sinmyeong.

The most crucial element that popular culture borrowed from shamanism is
sinmyeong. As community members experience shared sinmyeong during a shaman ritual,
cultural activists achieve not only a sense of communal solidarity but also gain the energy to
struggle together against the exploitative ruling class through collective sinmyeong. It is through
collective activity and unity that the popular culture movement can achieve the national
reunification and national unity that are the ultimate goals of the movement.

The term sinmyeong is a compound word of sin (meaning “god” or “spirit”) and
myeong (meaning “brightness”). A Korean-English dictionary gives a definition of this term as
“get enthusiastic; get excited; have fun; and enter into the spirit.” However, this definition is
misleading. Sinmyeong is related to sin’gi or spirit energy, a spiritual activity or mana-like energy

latent in the human mind. Sinmyeong is a moment of catharsis when one emanates the
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internalized sin’gi. Ch’ae Hee-wan, a Korean dance critique, explains the experience of
sinmyeong in exorcism salpuri dance:

Salpuri, the act of dispersing or repulsing sal [evil spirits] or misfortune, and also a dance
of symbolic spiritual cleansing, is a means of survival. It is a way of preserving and maintaining
life. . . . At the climax of the salp’uri process, superhuman abilities are within the reach of
ordinary people. At this moment, artistic experience culminates in song and dance. This
experience is called shinmyong, a dynamic, transcendental state of emotion realized most
often within a community. Shinmyong is a new creative experience that, in one stroke, releases
oppressed life forces to enhance vitality (end of quote).

Sinmyeong is closely related to spiritual experience and to transcendental emanation
or liberation of one’s internalized life energy. Sinmyeong is usually achieved by collective
activities. When community members experience sinmyeong together, they enter an ecstatic
and cathartic state. It is the emanation of sin’gi, that is, sinmyeong, in shamanism that cultural
activists attempt to incorporate in their activities

The minjung movement aims to achieve a national reunification that includes both
class and human liberation. The term minjung denotes four classes: laborers (as the basic
component), farmers, small-scale commercial operators and the urban poor, and progressive
intellectuals. The last categories of minjung, intellectuals and college students who have
fought against social injustice caused by the absolute authoritative power, have revived
shamanism under the banner of popular or folk culture. Those who opposite state authority
have embraced folk culture, especially religious elements drawn from shamanism, as a
counter-hegemonic reaction to elite culture based on Confucian ideology.

College students initiated popular culture. In 1963, several college students staged a drama
called Ritual to Invoke Native Land Consciousness that satirized the impoverished rural
communities in a westernizing Korean society. Employing the structure of shaman ritual and
incorporating the style of masked dance drama, this ritual was performed annually until 1965
when students protest against the normalization of Korea-Japan diplomatic ties were

legitimized.
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Since the 1970s, folk cultural properties, including the shaman ritual, masked dance
drama, farmers’ band music and folk song, have come to dominate the cultural programs of
college festivals. In addition, college students called their festivals "communal shaman ritual"
to indicate solidarity both with the community and with cultural tradition as a counter-
hegemonic response to the political use of folk culture by the authorities. At the same time,
the adoption of folk rituals in the public protests of an anti-government movement has
become, an invented tradition of the 1980s. For instance, the two important incidents
stimulated the June People’s Uprising in 1987 that resulted in a general election for the
presidency for the first time in eighteen years—the séance ritual for Park Chong-ch’eol and
the funeral of Yi Han-yeol. Both were college students killed by police torture (the former) and
during the anti-governmental protest (the latter). College students sponsored shamanistic
rituals with percussion bands performed by students and a shamanistic dance by a professional
dancer to pacify the two students’ lingering grieving souls.

There were two reasons for the adoption of shamanistic elements in people’s
“ritualization of resistance.” First, shamanism is regarded as a native religion in contrast to
foreign “major” religions such as Christianity, Confucianism, and Buddhism, and thus is chosen
as a symbol of pure Korean cultural tradition. Second, since shamanism is regarded as a
superstition and not a “proper” religion by the state, it is identified with the alienated space
that is negated by the official discourse of the state. Furthermore, the nature of shamanic ritual
as open to everyone, regardless of gender, age, and social status inspires “equality and
fraternity” among participants in a ritual of resistance and supports their struggle for a new
polity in which fair distribution of political resources and opportunities is realized.

During the Third Republic, that is from 1962 to 1972, the government pursued
nationalism in order to gain popular recognition of the regime’s legitimacy after the military
coup in 1961, exploiting the term "nationalism" as a way to legitimize absolute state power.
The flaws of the government were excused in the name of nationalism, and any criticism of
the regime was itself criticized as a naive conclusion based on Western theory and lacking any
concrete understanding of the Korean reality. Those who voiced such criticisms were accused

of being puppets of Western imperialism.
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The most effective means of reviving cultural nationalism was to efface its emergent
nature by invoking the past. This process of invoking the past becomes a matter of
empowerment in creating national self. The government emphasized the importance of
traditional culture and redefined the Confucian ethics which have governed Korean life and
ideology for more than six hundred years.

The government’s exertion in establishing traditional culture resulted in the system of
Intangible Cultural Heritage. With a view to appoint people to preserve the heritage, the
government passed a law in 1962 to investigate Korea’s cultural roots. After three years of
investigation, many marginalized folk performing arts, including shamanism, annual folk
contests and local folk festivals, were designated as Intangible Cultural Heritage, and the
experts of the properties were regarded as so-called "Human Treasure". Most of the Human
Treasures won prizes in government-sponsored National Folk Performing Arts Competition.
Since then, many famous shamans have been recognized as Human Treasure and have
consequently presented public performances throughout Korea as “keeper of tradition” and
abroad as “cultural ambassador.”

The Human Treasures have an obligation to hold an annual public presentation
because they must “promote” their properties. One of the most famous shamans and Human
Treasure, Kim Keum-hwa holds annual presentations of her ritual follows the same sequence
year by year; that sequence cannot be altered. Kim believes that these performances are not
“real” ritual but merely “mimic” the real. During a Boat Ritual held on a ship, she told me:

| don’t think it’s a ritual. There is nobody who wishes his/her prayer on this ship; only
foreign spectators, photographers and researchers board on it. | cannot feel sinmyeong
because there is no reaction from clients. It is just an artistic performance for those spectators.
| just do it to accomplish my obligation. It is the worst occasion | have to perform a ritual.

This ritual does not generate meaning; there is no active discourse between shaman
and client. For this reason, the shaman does not feel sinmyeong. The performer’s feeling of
sinmyeong is central in shaman rituals. Without shamans’ and participants’ sinmyeong, the
ritual is nothing but an “airport art” for spectators. The ultimate goal of this presentation is

merely the preservation of dying tradition; it is thus, what | call, “ritualization of fossilization.”
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Koreans have experienced, what we call, democratic governments for almost three
decades since the mid-1980s. The social activists have become to turn their eyes more toward
social welfare. However, they still use shamanism as the weapon for their activities because it
pertains communal catharsis of the Korean people. Koreans recognize shamanism as the only
"living" tradition, and thus the representative traditional heritage. Many Koreans still come to a
shaman ritual to seek the happiness from the god through the song of a shaman and the

liberated catharsis with singing and dancing in the ritual.
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The creation and disappearance of the female percussion band music

in the 1960s and 1970s in Korea

Kang, Dahyeon*

Abstract

This paper will cover the life span and the activities of the female Nongak
entertainment in the 1960s and 1970s. The history of the Nongak entertainment will be
inquired through the researches and be considered into three parts of production, activities,
and distinction. In the phase of the production, how the traditional shamanism culture had
developed into the popular Nongak performances will be covered. In the working period, the
backeround of the female Nongak performances will be considered to observe the purpose of
the national wide performances that gained popularity at that time. Lastly, why the band
distinction had happened will be explored.

Keywords: The female percussion band music

* Chonnam National University, Korea
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Introduction

The female percussion band music in the 1960s and 1970s in Korea refers to a stage
performance of Nongak (literally meaning “farmers’ music”) which is performed by expert
female musicians. In South Korea in the 1950s to 1970s, the Western culture spread
enormously along with rapid economic growth and urbanization.

The female percussion band showed their performances actively participating national
wide performances and competitions equipped with professional skills and arranged stage
performances within the spreading Western culture. Then, they became disappeared in the
late 1970s, because the mass culture industry and media had been spreading rapidly
throughout the society and affected the infrastructure of the culture industry, which made the
process of production, distribution, and consumption easier. In particular, TV, one of the most
powerful mass media, was to give a fatal blow of the disappearance of the traditional popular
performances such as the circus and Nongak. Therefore, the female band music was left behind
in the competition with other popular culture and it eventually disappeared in the late 1970s.

In this study, | will explore the history of the female percussion band music in Korea. |
will discuss how the Korean traditional Nongak had transformed into the professional female
percussion band music in the middle of the 20th century and what was the major reason for

the band music to be disappeared within two decades.

The Production of the Female Percussion Band.

In old days, Nongak had a religious function in villages. Nongak was a religious worship
to pray for a good harvest and to prevent the misfortune of the villagers. This traditional
Nongak had developed as one of the entertaining performances to make money and did
national wide performances making professional Nongak bands in the first half of the 20th
century. They were consisted as the expert musicians who were different from the
conventional farmers who played Nongak for the religious purpose. The itinerant musicians
used the portable stages to perform music because they traveled from region to region. This
entertaining Nongak band was popular before the Female Nongak Percussion appeared in the

late 1950s.
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After the Independence from Japan in 1945, there were many Nongak competitions
hold nation-wide to congratulate the newly established state. These competitions required
expert skill of the music. Many professional musicians, therefore, emerged and this turned out
the development of the modernized professional Nongak performance.

Female musicains were able to participate in the Nongak performances thanks to the
modernization in Nongak world. Because male adults had been the center of the religious
ceremony in the old days, women were not allowed to participate in the religious activities
and performancs. Female musicians made Nongak bands and actively showed their music
when the society approved for the women to participate in the nongak performances due to
the lack of the musicians. The female music bands were organized mainly from the traditional
music academies, called kwonbeon, which worked as a school for female entertainers to
become an expert in those days.

There were two different perspectives to see the female musicians. Many people
thought that the female musicians were a kind of prostitutes or shamans. so they were against
to become the musicians. Others considered that the female musicians took the opportunities
to shift their socio-economic status. Although there were diverse perspectives for the
kwonbeon, it took important roles to form a modernized performing art of Nongak and train

the expert musicians.

The Activities of the Female Percussion Band

After the entertaining Nongak performances had appeared from 1960s, female bands
arised and the skills of performing arts and the performance formation were considered to be
important. Female Nongak Band changed the formal Nongak performance along with its
popularity. There are some remarks concerning female bands:

1. Did you see the Arirang Nongak band? They were good with the new ways of playing.

I'm sure they are the best.
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2. The original melody has faded. This is because the natural form of Nongak music is
decayed and the corrupted entertaining function leads to changing the music arbitrarily.
Besides, few inheritors are left and there is no alternative for them.

3. For the female Nongak band targeted earning money, | was not able to find the real
melody. The original melody couldn't be kept in the process of reducing ten-hour running
ritual into one-hour stage performance, The music band couldn't have time to learn the original
sound because they were made so rapidly.

As the examples above shows, the female Nongak band transformed the origianl
Nongak into new formats no matter the changes were good or bad. According to the examples
2 and 3, the new formats of Nongak performance was to gain popularity and to meet the
entertaining purpose. The change was exhibited its music itself and performance duration. For
the religious functions were meaningless to the female band, the bands were playing light and
joyful music to gain popularity which leads to more money. The band also was different in
appearance that the members wore fancy costume and accessaries to meet modernized
public tastes.

The female Nongak bands were succeed to meet the public tastes and they became

popular. The news script as in this side shows the activities of the female Nongak bands.
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The above example demonstrates that the Nongak bands from all over the country
had participated in the Nongak competition in 1960 at the Seoul baseball stadium. Female

bands were involved in the competition, too. The point is that the female band had not
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"participated" in the competition but "performed" for the audience as guest musicians during
the competition. It means that the band consisted of only females was a big issue, and shows
that the performing arts can be a valuable product in the culture industry. The example below

indicates the popularity of the female Nongak band in the 1960s.
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The above example informs that the Seoul Female Nongak Band played music in the
German Culture Center. Since the female band music was attractive for foreigners, it was

selected to perform for foreigners in Korea.

The Disappearance of the Female Percussion Band

In 1978 to 1979, the female Nongak band started to break up as the number of
competent musicians was declined. To manage this problem, the band recruited male
performers. To make it worse, the management of the bands became harder day by day. To
cope with this difficulty, the different kind of bands or the circus shows were joined together.
However, the female Nongak band couldn't overcome the problems and disappeared in the
late 1970s.

Many female performers' working period was shorter than that of male performers. This
was because they had to stop performing due to the physical constraints after their marriage
and giving birth and for child care. In addition, the negative social awareness about the female
performers made them to quit the music especially when they get married because of their

family members' opposition.
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Another internal reason for the disappearance of female bands was that the way of
band organization had lost their compassion of performing. The band started to bring people
who are already active in other groups by giving money than by training a competent
performer. This was an easier way to compose a music band within a short period of time and
with a low cost, but it had led to the decreasing number of skillful female performers and
eventually the female Nongak band had vanished.

Other social and cultural factors had affected the disappearance of female music
bands. The public culture industry and the mass media such as TV or radio had rapidly spread
in the 1970s and affected the performing arts. Nongak could be easily heard in TV or radio
shows, and it increasingly replaced by pop music. The interview below demonstrates this
situation obviously.

People tend to watch Nongak performances on TV more than to come and see the
Nongak in situ. | would perform the Nongak music if people still came and saw my
performances.

Because the mass media rapidly taking place and internal hardships in the female
bands, the female Nongak bands had extinguished with other performing arts such as circus,
and drug merchant performers. In 1977, the Honam Female Nongak band had disbanded, and
the Arirang Female Nongak Band and the Baekgu Female Nongak Band also had broken up and
vanished in 1979 when the government had forbidden private performing activities. And, it was

at this time the female bands had lost their life.

Conclusion
There are two big examples of Nongak such as the itinerant bands and the female
bands. They were developed from the traditional Nongak basically played for ritual purpose.
This paper had investigated the history of the female Nongak band in the 1960s and 1970s.
Nongak performances for public entertainment had been developed after the Korean
independence from Japan in 1945. The Nongak had been played by the expert performers
who were traveling and performing with itinerant commercial groups. In the late 1950s, the

female Nongak bands were produced and had their prime time from 1960s to 1970s. Because
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of economical growth and modernization, the traditional way of Nongak performance had
changed. Along with the 1970s the New Village Movements, the traditional Nongak for ritual
had disappeared. Then the Nongak performers made their chances to play on stage in 1946,
and this event led the perfomers to develop and organize Nongak performances for public
entertainment. The 'Gwon-bun' played an important role to train the expert female musicians
and organize performing bands.

The entertaining Nongak had a free formation, which was disjunct from the religious
ceremonies and traditional Nongak. The new way of performing Nongak was played anywhere
and anytime. Considering the audiences, the Nongak players made the performance easy and
short. In addition, they did the commercial performances. The show was looked modernized
and fancy to meet the public taste of the time.

The female Nongak band, however, started to decline in the 1970s. Due to the
introduction of mass media, people did not come to see the perfomances anymore but
enjoyed TV and radio shows. The lack of skillful performers was another reason for the bands
to become disappearance. The female performers could not last longer in a group because of
their marriage and giving birth, which made their working condition harder and made them quit
their job. Moreover, the training system for musicians had collapsed because the new players
were recruited from the existing performing bands. In these reasons, the female Nongak bands,
which were not able to meet the contemporary consumers’ needs, were destined to be

disappeared.
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A Field Research of Korean Shaman Ritual Music

Focusing of the Ritual on the East Coastal Area Shaman Ritual

Seo, Jihye*

Abstract

Korean shamanism is the oldest religious tradition in Korea. It is a composite of song
and dance of the shaman and the accompanying music of the shaman-musicians. The shaman
ritual on the East coast of Korea is preserved by the hereditary shaman family. The female
shaman, usually the housewife of the family, resides the ritual with song and dance and the
male musicians, usually the husband of the family, accompanies the ritual with the jangsu
(hourglass drum). Other male family members join the music with the kkwenggwari (small
gong), jing (large gong), and jegeum (cymbals). The four-instrument performance has influenced
the formation of the famous samul nori (“four instruments playing”) since the 1970s. The
complex and diversity rhythms have also become the base of the music of the samul nori
performance. In this regard, the shaman ritual on the East coastal area is one of the “authentic”
and the “living tradition” since it has preserved the ancient musical form of the Korean
Shamanism.

| have researched the village shaman ritual on the East coastal area for years. In this
paper, | will focus on a ritual held in February 2018 at a village near Busan city. The ritual
exhibits the authentic form of the shaman music since it was performed by the hereditary
shaman family who has preserved the tradition for generations. | will analyze the musical traits
of the shaman music of the area; the performers, the rhythm, and the melody. In this way, |
will illuminate the musical characteristics of the shaman music and discover the deep structure
of the “cultural performance” of the shamanism in a wider sense. | believe this study will lead

the deep understanding of the Korean shaman ritual music as a whole.

Keywords: Korean Shaman Ritual Music, Shaman Ritual

* Chonnam National University, Korea
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Introduction
Background of Gijang Pyolshingut

The village shaman ritual called Pyolshingut was held in Duho village, a fishing-village
located at seashore of Easter coast. Because the village is located nearby the seashore, most
of the villagers’ life depend on fishing, and their main fishery products are seaweed, kelp, eel,
octopus, and anchovy. Recently, the place became a tourist site due to increased number of
fish markets and restaurants.

The village ritual in Duho is held every six years starting from the lunar New Year’s Day
and continues for five to six days. Villagers set a huge temporary tent which can house more
than one hundred people for the ritual. There are village shrines which enshrine village tutelary
deities, that is, the Grandfather, the Grandmother, and Golmaegi (literally “town keeper”). The
shrine for the Grandfather God, located on the top of the village mountain, was founded in
1933. There is a century-old pine tree, which is also regarded as a “sacred place” by the village
people. The villagers tell that the God came from the sea and landed at the place where the
shrine was built. The shrine for the Grandmother God, located at the mouth of the mountain,
was rebuilt in 1989. There is a pair of wooden sculpture for the God of Heaven and Goddess

of Earth at the mouth of the village who protect enter of the evil spirits.

Performing group of Duho Pyolshingut

A number of shamans and musicians presided the ritual. They are a family descended
from a so-called “Human Treasure,” Kim Suk-chul (1922-2005). Kim is a legendary shaman-
musician who was featured a Australian-made documentary film “Intangible Cultural Heritage
No. 82” a few years ago. The title of the movie was taken because the village shrine on the
Easter coast was designated as the National Intangible Cultural Heritage No. 82 in 1985. Kim
was such an excellent musician that he was designated as the holder of the Heritage at that
time and, hence, is called “Human Treasure.” It is said that Kim’s family has inherited the
shaman vocation for more than ten generations.

Three of Kim’s daughters became shamans in their youth and they got married to
shaman-musicians. It is a custom that shamans marry within themselves. In this regard, they
inherit their shaman vocation from father to son and daughter. There are not many
descendants who inherit their family profession these days because the shamans have long

been regarded as “outcaste” by the people. However, many young percussionists and vocalists
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have adored the shaman ritual music of the area and have devoted themselves to the music
for years. Many of them have become the step-children of the Kim’s family and inherit the

family vocation today.

Composition of Duho Pyolshingut

The ritual began on February 17th, 2018 and continued six days. It was the lunar New
Year’s Day celebration. In most villages on East coast, including Duho Village, the New Year’s
Day celebration is held every three to ten years depending on the scale of the budget of the
town. The duration of the ritual also depends on the budget.

The ritual is composed of many segments. It is said that a ritual consists of “12”
segments. However, the real ritual usually is made up of more than 12 segments. In fact, the
ritual in Duho village consists of 30 segments. In other words, the number “12” is a symbolic

number in accordance with the 12 zodiacs, months, and hours.

Musical characteristic of Gijang Pyolshingut.

A female shaman is the singer and dancer. She sings songs to invite the deities to the
ritual site and to send off the deities. She also sings many popular songs in order to entertain
the deities and the audience as well. She is also a competent dancer who accomplishes
elaborate and dynamic movements.

As | referred earlier the shaman ritual on Eastern coast is accompanied by percussion
instruments of hourglass drum, large and small gongs, and cymbals. The hourglass drum is the
leader who plays the main role of the music. The large gong punctuates the main beats of the
rhythmic cycle. There are more than three small gong players who exhibits their musical
competence. The cymbals is usually played by one of the female shamans; it means that it is
not an important instrument. The musicians also sing the refrain in call-and-response songs
and add some fillers to support the shaman’s performance.

One of the major musical characteristics of the shaman ritual music is the diverse and
complicated rhythm of the music. There are tens of kinds of rhythmic cycles, called jangdan,
that cannot be found in any other regional shaman music. The musical skill of the

instrumentalists cannot be compared to any other musicians in Korea.
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For example, cheongbo jangdan, one of the most important rhythmic cycle which
accompanies the ushering song, is made up of five chapters. The 1st chapter is composed of
four rhythmic cycles. A cycle is a five set of 3+2+3 beats. In short, the rhythmic cycle is
(3+2+3)X5. The shaman sings a verse of text for four rhythmic cycle and the musicians plays
for the following four cycles. The large gong punctuates on every the sixth and the sixteenth
beats (Example 1). The 2nd chapter is the reduction of the 1st chapter; the 3+2+3 beats are
substituted by 1+1+1 beats. The 3rd chapter is another reduction of the 2nd chapter by the
substitution of 1+1 beats. The 4th chapter is a mixture of triple and duple beats as 2+3+2+3.
The 5th chapter is a four beat rhythm made up of triple small beats. In short, the rhythmic
structure of the cheongbo jangdan is a gradual reduction as the tempo increases as shown as
follows.

Table 1 Cheongbo 1 Rhythm Structure
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Table 2 Cheongbo 2 Rhythm Structure
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Table 3 Cheongbo 3 Rhythm Structure
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Table 4 Cheongbo 4 Rhythm Structure
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Table 5 Cheongbo 5 Rhythm Structure
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The songs normally have a pentatonic scale of mi, sol, la, do’, and re’. Among five
tones, the tone la is usually is the final tone and the tonal center. There is a unique descending
melodic movement of la-sol-mi. The tones in the high range such as re’ and do’ are breaking
sounds and the tone in the low range such as mi is a vibrating sound. This tonal structure is
usually found in the folk music of the Eastern region of the Korean peninsula and is called

menari tori.
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Conclusion

The shaman ritual on Eastern coast is a large-scale ceremony held every few years to
pray for the abundant fishing and the peace of villagers. The ritual in Duho village held on the
lunar New Year’s Day in 2018 was held for six days. The ritual was held by the shaman family
whose vocation is inherited from their ancestors for generations. The hereditary shaman family
usually is composed of female shaman (wife) and male shaman-musician (husband). The
number of the hereditary shaman has been rapidly reduced due to their low social status.
However, young musicians and singers who adore the shaman music of the region so much
have dedicated their lives to the music. Hence, a new family group made up of stepparents
and stepchildren preserves the family tradition these days.

The shaman music, played by the percussion instruments of drum, gongs, and cymbals,
exhibits diverse and complex rhythm music. The rhythmic cycle, called jangdan, is made up
of many chapters, and each chapter is composed of complex asymmetric rhythms of 3+2+3
beats or 2+3+2+3 beats. The elaborated musical technique of the musicians cannot be
compared to another regional shaman music. The tonal structure of the anhemitonic

pentatonic scale preserves the basic musical idiom of the region.
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The Scientific Process of Chinese National Musical Instrument Erhu

Lei Ye*

Abstract

Erhu in China is the king of national musical instruments with a long tradition of culture.
From the Tang Dynasty to the present, the development of accompaniment instruments to
solo instruments is inseparable from the reform of the erhu musical instrument itself. With the
advancement of science and technology and the rapid development of instrumental music,
more musicians are engaged in the creation of erhu music and the production of musical
instruments. The performers have also carried out meticulous and extensive research on the
reform of musical instruments.

The modern erhu musical instrument reform is an example. From the advent of Mr.
Liu Tianhua, Qin Pai Erhu, Shaogin, Wengin to electric erhu, the change of the shape of the
erhu to the shape of the erhu is of great significance to the comprehensive development of

the erhu.

Keywords: Erhu, Musical instrument production, Reform, Liu Tianhua, Qin Pai Erhu, Shaogin,

Wengijin, Electric erhu
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Introduction

Throughout the history of the development of the erhu, although Hugin to Erhu has a
history of more than a thousand years, but various reasons constrain the maturity of this
national stringed instrument. Until nearly a hundred years, no matter in the reference and
enrichment of playing skills, the gradual improvement of the theory of teaching, the
improvement of teaching quality, the increasing appearance of teaching achievements, and
the richness of the number and subject matter of excellent works, etc.

The changes have made the development and transformation of the erhu beyond the
accumulation of history. These are the inevitable social developments. It also embodies the
strength of the erhu, the king of traditional folk instruments, and it needs to be added to the
success of the latecomers. The erhu business continues to advance only by insisting on
inheritance, drawing on modern vocabulary, and telling the story of the descendants of the
ancestors in the language of our contemporary erhu, so that the erhu business will continue

to develop in a healthy and sustainable manner.

Objective
1. ErHu and ShaoQin’s pitch range
2. What is the difference in style

3. The similarities and differences between the shape and the superiority of shaogin

1. Zhou Shaomei

Zhou Shaomei (1885 - 1938) China's famous national music pioneer. He first divided
the position of the erhu into the upper, middle and lower parts, and was called the initiator
of the "Zhou Shaomei Santou Hugin" playing method. As an educator, Zhou Shaomei's artistic
achievements are immeasurable. He organizes the collection of predecessors' music and
traditional music, and writes a large number of erhu Etudes, music, and erhu textbooks. In
order to support Liu Tianhua in exploring ethnic music reform, Zhou Shaomei set up the
“National Music Research Association” in Jiangyin.
At the end of the 19th century and the beginning of the 20th century, Chinese folk musician

Zhou Shaomei increased the erhu's length to 90 centimeters in the joint efforts and
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cooperation of Zhou Wanxing Hugindian and colleagues, and extended the length of the erhu;
At the same time, the size of the cylinder is increased; the strings are replaced, and the inner
and outer strings are bolded; the pitch of the fixed string is also corrected by three to four
degrees; the bow is improved, the soft bow is configured, etc., so that the volume of the erhu
And the sound has been greatly improved. And the erhu from the previous use of only one
position, developed into the upper, middle and lower positions, increased the scope of the
erhu's range, but also greatly enriched the performance of the erhu. This traditional musical
instrument of Erhu is deeply loved by the people and is a pure folk accompaniment

instrument.

2. Liu Tianhua

Liu Tianhua's series of improvements to the erhu promoted the erhu to a more
standardized, advanced, scientific, and modern development stage. It can be said that without
Liu Tianhua's scientific standards and modern instrument reforms formulated by the erhu,
there will be no ambiguity of the erhu. Liu Tianhua chose Erhu as a breakthrough in the reform
of the national music. He believes that although the erhu is not as rich and profound as the
sage, the pipa and the gugin, it is a precious wealth left by the ancestors of the erhu, and it
has been widely circulated among the people. A very broad mass base. As early as 1928, Mr.
Liu Tianhua’s "Explanation of Night Singing (Monthly Night)" discussed and criticized the erhu,
which was called "Hugin" at the time, and the traditional old concept of ignoring the erhu in
society: "Discussing Hu Qin, the instrument, used to be Hu Le in the prevailing era of national
music, and despised it; today people mistakenly believe that the national music, generally
despise the national music, is also involved. Some people think that the music on Hu Qin is
mostly rough and sensual. Insufficient and elegant. This is an unclear theory of music. It is
necessary to know the rough and elegant music, all the players' thoughts and techniques, and
the organization of the music, so on the same instrument, the seven emotions can be
expressed, what is Hu Qin Can be exceptional." Liu Tianhua not only hugged the folk music
of Erhu, but also made it more important to suggest that the values of music and the meaning

of music cannot be attributed to the instrument itself. Instead, he should pay attention to
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music works and performances. Mr. Liu Tianhua pushed the erhu to the society and the
university, and carried out a series of modernization reforms on the erhu. He first reformed the
manufacturing specifications of the erhu, which made a great contribution to the artistic road
of Erhu, mainly in:

2.1 Reformed the structure of the erhu and changed the original circular cylinder to
the current hexagonal cylinder; the distance between the piano and the kilogram was
determined to be approximately 46-48 cm.

2.2 In order to further improve the performance of the erhu instrument, Liu Tianhua
also changed his chord to steel chord and adjusted the pitch and pitch of the erhu and outer
strings through his own repeated research, exploration and experimentation. For D, the outer
string is A, which is convenient for unifying the erhu chord so that the erhu can be better
integrated into the band.

2.3 Created a multi-position performance mode for the erhu history, greatly increasing
the instrument range, and the three octaves provided conditions for the development of the
erhu music. On the basis of the predecessors, low, medium and high were formed. Up to four
zones, he also extended the erhu playing range to the fifth position in his work, which has
reached the highest limit of the erhu range.

2.4 fully absorbed some of the skills of the Western musical instrument violin, not only
draws on the violin's portamento and vibrating bow techniques, but also combines the pipa
and gugin overtone performance techniques in the erhu technique to improve the traditional
erhu's notation. Enriched the erhu's fingering and bowing methods, greatly improving the
expressiveness of erhu performance.

2.5 The effective use of the transfer method has increased the performance of the
erhu and enriched the performance of the erhu. For example, in "Guangmingxing", D turns G
to D and so on.

2.6 Created ten erhu solo pieces and forty-seven targeted erhu Etudes, which laid a
solid foundation for the development of erhu's scientific research theory. For example, "Single
Strings" is Liu Tianhua's historical record based on the historical records of "Jigin's Strings"

mentioned in the "Meng Xi Bi Tan" by the scientist of the Song Dynasty.
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2.7 The erhu folk instrument is promoted as a member of a professional music school,
and a large number of professional erhu students are trained. It not only composes the new
historical chapter of Erhu, but also promotes the development direction of the national
musical instrument of Erhu. The systematic system of teaching has laid a solid foundation, so
that more people accept and love the erhu, and incorporate the erhu into the professional
music teaching of higher music institutions. This not only won the erhu folk instrument in the
higher music school, but also made it a solo instrument for professional concerts. Liu Tianhua
has trained a large number of outstanding erhu students, and has taught the scientific erhu
playing method in the professional team, which has taken solid steps for the systematic and
scientific teaching of erhu teaching.

3. jacks, shaft and fine-tuning

3.1. The different positions of the upper and lower parts of the erhu determine the
tension of the strings and the different pressures of the strings on the suede. The closer the
kilogram is to the piano code, the smaller the tension of the string and the softer the finger
pressure. The greater the tension of the string, the harder the finger pressure. There are also
big differences in the performance of the sound. Since the development to the present, it is
necessary to unify the size of the kilogram. Many experts and scholars have obtained the most
satisfactory results by the golden section method.

Specific algorithm:

(1) The height of the erhu is 820 mm.

(2) The low end of the distance is 820 x = 506.76 mm.

(3) The top end of the head is separated from the axis: (820 - 506.76) x = 193.58 mm.

(4) The distance between the two pegs is 75 mm, and the distance between the outer
peg and the jack is:

820 - 506.76 - 193.58 - 75 = 44.66 mm.

Since the kilogram is the decision point of the effective chord length of the erhu, the
position of the jin plays a key role in the timbre and the vocal range of the erhu. The other
height is the distance from the piano. It is suitable for people. Conditions and performance are

different in height. In order to change the vocal range of the erhu, there is also the use of
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double jin. The double kilogram is installed in the lower position of the erhu fixed kilogram
and then another movable kilometer. Therefore, there are two different effective chord lengths
of the piano code to the fixed kilogram and the movement kilogram. In the control of the
switch, the player can open according to the needs of the player. By closing the exercise, you
can use the effective range of the erhu according to the needs of the music, which enhances
the dual expression of the erhu's work and performance. The material of the kilogram is also
divided into two kinds of metal and soft rope. At present, the soft rope is widely used.

3.2 Now the erhu's piano shaft is divided into two kinds: the mechanical shaft and the
wooden shaft. The mechanical shaft will have a visual impact due to the material and the
material of the piano itself. The sound of the piano will be slightly worse due to the mechanical
shaft; The material of the metal also causes the unbalance of the overall appearance, and the
resonance of the sound and the sound effect is not soft. On the contrary, the wooden axis is
often accompanied by fine adjustment, which is convenient for adjusting the pitch, and the
appearance is coordinated with the overall simple and elegant style of the erhu. Unification,
and due to the friction caused by the wooden shaft body and the shaft hole, the erhu is not
conducive to quickly and extensively adjust the strings and pitch level, so the adjustment of
the small range of pitch can be solved by fine adjustment. This makes the two shafts each
have their own strengths, and further testing, practice and improvement are needed. Players
who use the wooden shaft will be fine-tuned to solve the subtle pitch adjustment. The card
and coil are the two-existing fine-tuning. The card-type fine-tuning uses the principle of rotating
gear, and the operation is strong, but the metal texture will be somewhat Affecting the erhu's
tone, a large part of the player chooses to use the self-tie coil to solve the small-range pitch
adjustment by the player's adjustment of the coil height. The method of self-binding the coil
is convenient and affordable, and the influence on the timbre is also small. The manner of
self-binding the coil lacks stability, and a more scientific way is expected to solve the fine
adjustment problem.

4. Shao gin
Shaogin was conceived, reformed and developed by Gao Shaogjing. His love of music,

and the maximum from the perspective of the player, Gao Shao Qing teacher developed the
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excellent operation of the shaoqin, the high teacher in the piano head and the piano shaft,
the jack, the piano and the piano have made meticulous The practical, concrete reforms are
to make the shao Qin have a better performance on the basis of the original, and have a
profound and far-reaching impact on the improvement and production of the erhu.

4.1 shaoqjin's jack: alloy type head, precise adjustment, durable. A movable jack with a
track is mounted on the piano to instantly change the empty string tones, which can instantly
become a two-spring or a Great Wall. The effective range of the movable kilometer is at least
one octave wider than the traditional piano, and the chord sound of the piano is thicker and
more magnetic with the upward sliding of the piano.

4.2 the reflection tube: the flexibility of the reflection tube brings changes in tone and
volume. Shaoqin's reflector tube uses a traditional sounding cavity and uses computer sound
field simulation technology and advanced technology designed by the computer industry.
Replace expensive moisture-deformed wood with cavities with expensive polymer materials.
From the traditional one of the sounding cylinders, the composite cavity is connected to the
front and rear magnets. Multi-tone changes can be achieved by replacing different reflective
cavities. The entire barrel is manufactured using computer technology and sound field
simulation technology. The front part is the sounding body, and the back part is the sounding
body. The up and down changes in the exit of the rear damper lead to changes in tone and
volume distribution. Replacing different dynamometers can simulate completely different
sound effects. This is unmatched by ordinary electroacoustic simulation technology.

4.3 saoqin's piano skin: the piano skin is a polymer composite material, the tone is
bright and soft, more magnetic. The shao piano uses a violin made of polymer composite
material to transform the traditional hand-made suede into a fully automatic mechanized
suede process controlled by a computer. The volume has been greatly increased, making the
erhu and symphony band's microphone-free cooperation easier and more integrated. It also
enriches the sound range and tone of the piano, making the sound brighter and more magnetic.
The main body of the front of the drum is made of high-tech composite material as the piano
skin, which is manufactured by a computer with precise control of the tensioning equipment.

The piano skin with precise control of the tension can change the tone with the change of the



The 2" International Conference on Research and
318 The 23 Asia-Pacific Society for Ethnomusicology Annual Conference 2019 {&\%&
“Music, Performing Arts and Culture through Sustainable Success for Humanity” :g“

13 — 14" June 2019 Petcharat Garden Hotel, Roi-Et, Thailand

tension, and the change of the tone of the piano component also brings about the change of
the tone. The range of the piano is widened to the lowest sound is G, D, and GD is close to
the middle and low range of the male. The piano of the piano can be moved up, down and
behind, and can be adapted to local conditions. Most of them are upright. When the cylinder
is up, the sound is transmitted upwards. On the top of the concert hall there is a reflector or
a slanted reflection area, so that the sound on the stage can reach all corners of the concert
hall.

The emergence of contemporary erhu reform is not accidental, but is the stage and
process that China's erhu must undergo in its development. The reform of musical instruments
is imperative. As an important cultural and artistic undertaking, the reform of musical
instruments involves not only the construction and development of related disciplines, but
also the social environment to a large extent in development. The mainstream art of a period
of time will be influenced by people's demand for musical instruments and the public's
understanding of musical instrument reform, and also deeply affect the party's reform of erhu
instruments. The reform of musical instruments is a necessary way for the growth of national

instrumental music.
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Abstract

Erhu teaching is an important part of the teaching of national instrumental music in
colleges and universities. The reform of teaching has gradually become one of the important
contents of college education reform. In order to further improve the quality of erhu teaching,
it is necessary to explore new teaching models and seek new teaching methods to form a

more scientific teaching theory system.
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Introduction

Erhu is one of the most representative bow-stringed instruments in China's traditional
national musical instruments. It has a long history of development and contains profound
Chinese cultural heritage. Its tone is pure and elegant, with a variety of tunes and unique
artistic charm. Erhu is not only liked by the masses, but also plays an important role in music
education in colleges and universities. Moreover, the teaching reform of the erhu has gradually

become a problem for the professional erhu teachers in major universities.

An Overview of the History of Erhu Modern Education

In the first millennium of its development, the erhu can be said to have been circulating
among the people at the bottom of society. Since the playing technique at that time was very
simple, it was not difficult to learn, so there was no teaching in the modern sense. At that
time, the folk inheritance method was that the master took the apprentice, there was no
teaching material, no music score, no teaching method, most of them were taught by the
master; there was no scale. Therefore, the erhu is circulated from generation to generation in
the state of non-teaching, and development is extremely slow.

First, the career started, laid the foundation (1924-1949) Erhu entered the professional
teaching of higher art colleges, from 1924 Liu Tianhua was hired by Peking University, and was
appointed as the erhu teacher of Peking University Music Institute. On the one hand, Liu
Tianhua created 10 erhu songs and 47 erhu Etudes as teaching materials. He also selected a
number of songs for teaching in folk music. On the other hand, he vigorously improved the
national music and further standardized and enriched the performance skills of the erhu. There
are rules to follow the erhu performance. There are many important definitions that are still
being used in the erhu professional mind. In the initial stage of erhu professional music
education (1924-1949), under the efforts of Liu Tianhua and other older music educators, the
erhu was initially regarded as a college. The major has made basic curriculum and textbook
construction. As the erhu went on professional teaching as a short fashion, it has not yet
reached a consensus on the teaching norms, and the scale is relatively scattered. Therefore,

this period is the initial stage of the regularization and scientific education of the erhu.
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Second, rapid development, has scale (1949 - 1978) After the founding of New China in
1949, nine independent music colleges were established in the country. In addition, there are
many art colleges everywhere, and music is the main subject. After the Central Conservatory
of Music officially established the folk music department in 1956, other music art colleges later
established the folk music department. Since it takes into account the need to play a major
in training, most of these institutions have established affiliated secondary schools, and the
two central colleges and two music colleges have also established affiliated primary schools.
Erhu is one of the most important majors in the folk music disciplines of various music and art
colleges. In the setting of the curriculum, various art colleges have opened a common course
on Chinese and foreign music history, vocal and ear training, introduction to national music,
folk songs, opera, basic theory of music, harmony and polyphony, so that erhu students can
obtain comprehensive Music knowledge is no longer a craftsman who can only play the piano.
The opening of an erhu major in so many music and art colleges requires a large number of
teachers to teach. Therefore, in addition to the original performers and teachers who grew up
in the 1930s and 1940s, most of the folk artists who have influence have also applied to the
college to teach. There are also outstanding graduates and young performers who have stood
out in previous national competitions. They combine performance, creation and teaching, and
they play an important role in the educational history of Erhu. 1. A large number of young
erhu performers emerged. These people became the backbone of the erhu teaching of major
music and art colleges in the next 30 or 40 years. 2. They showed a number of outstanding
works, which not only prospered and promoted The creation of the erhu, and broadening the
expressive power of the erhu in the technique, has become a compulsory track in the erhu
textbook, and still occupies a very important position in teaching. On September 21, 1964, the
China Conservatory of Music was established. In the past 30 years, it has trained a large number
of erhu artists. During the "Cultural Revolution" period from 1966 to 1976, the formal erhu
education of major art colleges was greatly affected. Until the late 1970s, some political erhu
works emerged, some of which were excellent. His works still play a certain role in teaching.
During the “Cultural Revolution”, the erhu teachings of major music and art colleges across

the country were affected, but the number of erhus learning from the folks has increased.
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Some young people who love erhu are fully engaged in the study of erhu performance, thus
becoming The potential power of erhu art development after the Cultural Revolution. Many
of them have played an important role in the great erhu art leaps since the 1980s. 1 In the
development stage of Erhu modern education (1949-1978), the erhu education basically
changed the traditional paradigm of the folk masters with apprentices. The erhu talents have
now developed from the “point” of the initial stage to the “face” and also improved the erhu.
The status in people's minds paved the way for the development of erhu education to
maturity.

Third, the system is getting better and more mature (1978-present) In 1978, the major music
and art colleges in the country also resumed the enrollment and education of erhu
undergraduate and postgraduate students, and cultivated many high-level erhu talents for the
country. After the "Cultural Revolution", all aspects of the erhu business, such as creation,
competition, and establishment of the society, began to recover, which also greatly promoted
the development of teaching. In the early 1980s, the creation of Erhu entered a period of
prosperity, and many excellent works emerged, especially the emergence of large and modern
works and some violin transplants. To some extent, it promoted and changed the teaching of
erhu in music art colleges. The mode, the difficult performance skills training gradually
occupied most of the course content.

Although the development of erhu education has been rapid in recent years, there are still

shortcomings.

Specific problems and measures in erhu education in colleges and universities
First of all, about the teaching model.

In the teaching of erhu in colleges and universities, due to the differences in the
actual performance level of students, teachers are unable to arrange a unified teaching plan,
teaching content and teaching progress. Therefore, in the current erhu teaching, most of the
"one-on-one" teaching mode is adopted, that is, each erhu professional student has a separate
class with the instructor every week. However, each teacher has advantages and disadvantages
in performance and teaching. They often pass on the most profound performance skills of

their own research to students, while relatively neglecting other playing techniques. For
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example, some teachers pay attention to the explanation and training of right-handed bows;
some teachers pay attention to the explanation and training of left-hand techniques; some
teachers pay attention to the explanation and training of traditional music, while some
teachers pay attention to the explanation and training of modern works. In this way, a student
who only learns from a teacher will make the content of the teaching relatively singular and
repetitive. | think that if the school has a number of erhu teachers, students can take one of
the teachers in class, and follow the other teachers alternately. If there is only one erhu
teacher in the school, teachers of similar institutions can be invited to teach, and resources
can be fully utilized to form a "multi-to-one" teaching mode. The students are taught and
taught in the classroom to a variety of teachers, so that the teaching is diverse and
comprehensive.
Secondly, the discussion on the teaching materials of Erhu.

Erhu textbook is the main basis for the teaching of Erhu teachers, and also the main
basis for students to learn and practice. Therefore, the choice of erhu textbooks is particularly
important. Most of the existing erhu textbooks are written according to the difficulty level of
the songs, while the textbooks for erhu playing techniques are less written. Most teachers
teach techniques through the performance of the tracks during the teaching process. In this
way, the teaching method of Qu Daigong will make the performance technique lack a separate
targeted exercise and can not grasp the actual performance. | believe that a separate
systematic textbook can be written based on a single technical project. For example, the slow
long bow transport bow technique textbook, the fast bow transport bow technique textbook,
the sound path mold technique textbook, the chord technique textbook, the change
technique textbook, the slippery technique textbook and so on. In this way, special individual
exercises of different techniques can be carried out, from shallow to deep, step by step, and
avoid the learning process. At the same time, you can also teach students in accordance with
their aptitudes, check for missing laps, and develop a learning plan and content that suits each

student.
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Again, on the discussion of erhu teaching practice.

The erhu teaching in colleges and universities tends to focus on teaching and
training. Of course, the teacher's teaching and the student's training are important links in
teaching. Many students listened carefully to class and practiced hard under the class.
However, it is difficult to play to the actual performance level when playing on stage. Students
in general colleges and colleges are more prone to such situations. Relatively speaking,
students of professional music colleges tend to play more stable when they perform on stage.
This is because the students of the professional music school have more teaching practice,
often participate in concert performances and watching, and exercise a strong stage resistance
and skillful stage performance. | believe that the college can organize teaching practice
activities every Monday or once a month, or regularly organize students to go to similar
colleges to exchange performances. Some of the more advanced institutions have specialized
music weeks, and students with the same or similar professional performances are performing.
In this way, students will have more performance opportunities and exercise platforms, and
they will be more than happy when performing on stage. <br> Again, on the innovation of

techniques in erhu teaching.

Again, discussion on the innovation of techniques in erhu teaching.

The erhu playing technique is rich and varied, and with the creation of modern
music and the reference to other musical instruments, it has continuously innovated some
playing techniques. In the teaching, teachers often only focus on teaching, but ignore their
own learning of new playing techniques. For example, the double-string performance
technique, the quick-changing bow-changing technique, etc. are all innovative performance
techniques in recent years. For another example, the concept of Yunzhu is also constantly
innovating, which requires teachers to continue to study and study while teaching. | think that
by watching erhu concerts or communicating with other teachers, | can improve my
understanding and understanding of the erhu. Therefore, in the same school, regular erhu
performance seminars can be held, or teachers and students can be regularly organized to
attend erhu performance seminars to provide more exchange opportunities and platforms for

teachers and students.
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Again, a discussion on the choice of works in erhu teaching.

With the rapid development of erhu playing techniques, the types of playing tracks
also show a diversified trend. In addition to the traditional repertoire, the erhu's modern works
and transplanted works are endless, and the selection of tracks is wide. In the teaching, the
old teachers pay attention to the treatment of traditional music, and deal with the modern
works less. Relatively speaking, young teachers focus on the treatment of modern music and
less on traditional music. And | believe that the modern erhu teaching should adopt the
"bilingual" teaching method. Both the choice of traditional music and the choice of modern
works. Because the traditional repertoire emphasizes the performance of the erhu, the modern
works emphasize the erhu's difficult playing techniques. Only when the two are combined can
we better improve the erhu performance.

Finally, the discussion on the emotions in the erhu teaching.

In the erhu teaching in colleges and universities, it tends to focus on the training
of students' skills and techniques, but lacks the training of playing emotions. Erhu performance
is a very fascinating form of artistic expression. Only when the voice is full of emotions will the
performance of the music art have profound connotations, making the shaping of the music
image vivid and vivid. The erhu performance is to pursue the performance state of "sounding
through emotions, feelings with sound, and feelings of love". Therefore, in teaching, we must
pay attention to the training of techniques, as well as the performance of body language and
the cultivation of emotional emotions.

Exploration of the erhu teaching reform has a long way to go. We should
constantly improve the teaching model and teaching methods, improve the teaching quality
and teaching achievements, in order to adapt to the current new situation of higher education
teaching reform. In the erhu teaching, the unity of tradition and modernity is unified, the
inheritance and innovation are unified, and the uniqueness and compatibility are unified. Make

contributions to the development of the erhu business.
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Talking about the popularization and development
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Abstract

This paper takes the perspective of the protection of the campus zither culture as an
entry point, analyzes the current situation of the development of zither education, and puts
forward suggestions on the popularization and promotion of zither education in combination

with the modern internet, so as to better the zither. Folk music is protected.
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Introduction

As a national music in China, Guzheng has been widely concerned and protected since
ancient times: In the face of the cultural impact brought by the network information age to
traditional folk music, how to promote and popularize the guzheng with the help of the
network. Protection has become a key issue for the current guzheng teaching workers.

About "Guzheng"

The zither has been called Qin Zheng, Yao Zheng or Yin Zheng since ancient times. It
is a typical plucked instrument developed in China from ancient times. The naming method
of the zither has been named since the ancient times. Habits are also different: and the origin
of the kite can be roughly divided into three types:

First, originated from the se.

The guzheng originated from Sey, originally 50 strings. It is said that the Yellow Emperor
cut the scorpion into two sections, which are 25 strings, named Zheng, and gradually
developed into 21 strings of modern zheng.

Second.

The guzheng originated from the zhu. This kind of statement is said to be the earliest known
in the Eastern Han Dynasty. The book considers that the Zheng originated from an ancient
instrument that used bamboo to strike five strings called zhu.

Third, created by MengShi.

In the Qin Dynasty, he was not only possessing excellent military talents, but also
acquainted with ancient music, thus creating a zither.

No matter which origin or origin, it is said that the ancient Chinese folk music began to be
widely promoted and popularized in ancient times, which shows that a distinctive feature of
oriental aesthetics is that it is heavy and not revealing, and it is like It does not resemble the
shape, but rather the sentimental rhyme rather than the rationality. Therefore, the
performance of the guzheng pays attention to the sentiment, not the technique. Through this
rich sentiment, the connotation of the music itself is expressed. It is euphemistic and implicit.

At the same time, it is the charm of this culture of Guzheng, which gives its typical

musical form, and also creates and enriches the guzheng culture of different regional colors,
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such as Shandong School, Fujian School, Shaanxi School, Zhejiang School, etc. The love: the
development of the zither also represents the endless evolution of the Chinese nation.
Analysis of the Status Quo of Guzheng Culture Development.

With the development of network information technology, various kinds of information are
full of society. At the same time, it also affects the development of guzheng folk music. Taking
the campus guzheng teaching as an example, the traditional master with apprentice and oral
communication is the spread of guzheng culture. The main way, and this way has become the
mainstream of current communication. Through the teacher's understanding of the zither
culture, it is passed on to the students. Through this status and active and passive relationship,
on the one hand, it is beneficial for learners to master knowledge quickly and efficiently. At
the same time, from another angle, the courage of the learners to question the guzheng is
weakened, which leads to the lack of innovation and motivation for the development of the
guzheng culture, which cannot satisfy the promotion of the modern guzheng culture.

At the same time, newspapers, networks, and television, which are the main media of
modern times, have played a significant role in promoting the development and inheritance
of Chinese national culture. However, there is still a lack of understanding of the development
of national musical instruments, and the commercial driving force behind them is far greater.
In the driving force of cultural protection, the protection of the zither culture has become
shallow and straightforward: the report on the zither. They pay attention to the fast-food hype
to gain commercial benefits.

So how can more people understand the guzheng? This is a revolution in the protection of
modern music, which enables the traditional suzheng to adapt to the rapid development of
modern information technology, and through more information channels, deepen the
impression of guzheng in people's minds, and better do a good job of glorious. The
popularization and promotion of certificates.

The development opportunity provided by the network era for the development
of guzheng.
Do a good job of popularizing and popularizing the guzheng culture. It must grasp

the development of the network era from the internal and external ways, which is an impact
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on the tradition. At the same time, it is also an opportunity. It is a kind of tradition. The impact
is because the rapid development of the network has impacted the original way of thinking
and behavior, and this change of thinking has also changed the thinking of another generation
on the protection of the guzheng culture. Therefore, it has spawned the opportunity of its
development--the network age the cultural protection and promotion of Guzheng.

On the one hand, the broadness of China's culture breeds different cultures and
breeds Chinese descendants from generation to generation. Therefore, the diversified cultural
pursuits bring about a huge pursuit of the guzheng; at the same time, a large number of What
the pursuer brings is the asymmetry of information or the lack of information, so that to a large
extent, the teacher's teaching has become the main way of studying the guzheng at this stage.
Therefore, the advent of the Internet era has brought more opportunities for the protection
and learning of the guzheng culture.

The reason is that the network has become the main way for people to obtain
information at this stage. The network is becoming the main means and method to meet the
guzheng culture learning at the present stage with its unique two-way, interactive and fast
communication characteristics. The demand for guzheng at different levels lays a foundation
for cultivating a broader hobby.

It is also the development of the network that makes the main source of
information for people at this stage. Through the online learning of the guzheng, it is not only
a simple passive reception, but an active request for relevant information. From the passive
to the original, through the initiative of their own hobbies, and provide a variety of ways to
expand their information on the guzheng, and strengthen the judgment and pertinence of the
study of the guzheng.

Analysis of the measures for the development and promotion of ancient events in
the era of network

Since ancient times, it has been "the power of gathering a family is not as good as the

one that collects a family." The same is true for the development and popularization of the

guzheng. In the face of the impact of the Guzheng culture in the era of the Internet, this paper

combines its own work: it proposes the development of the foundation by the masses. The
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professional development of the characteristics of the development, so as to enhance the
future foundation of the development of the guzheng through its hierarchical development,
its specific Development initiatives.

First of all, through the network to build a variety of different zither cultural information
promotion channels. The main purpose of the development of the zither culture, its
connotation and its form of performance as the main promotion method, while using the
current stage of celebrity microblogging, WeChat and other means to strengthen The
propaganda and promotion of China's guzheng culture, only through the window of the
network, so that more people can understand the interest of the guzheng culture after learning
the guzheng, which is more conducive to the promotion of the guzheng culture.

Secondly, to construct the commercialization of the guzheng learners, the
commercialization promotion not only includes the guzheng instruments, but also the
cultivation of hobbies such as the guzheng learning, thus screening the preliminary hobby for
the development of the guzheng culture in China, from another From the point of view, it is
also the improvement of the overall quality of students. It enhances the overall skills of
Chinese students as a whole. The network promotion of this level is mainly based on the
business learning of Guzheng, including the study of musical instruments and the learning of
knowledge points.

Thirdly, it is to build a training institution based on music academies and so on, and to
assist learners in professional learning through the network, so as to form the internal and
external learning communication of teachers + network, and provide professional employment
and internship channels. To provide students with a more professional guzheng learning
platform, through the construction of the atmosphere of the guzheng learning through the
network, so that the guzheng is continuously innovated through discussion in the study.

At the same time, in addition to the above-mentioned construction methods, with the
help of modern Internet technology, the development and promotion of specialized mobile
learning platforms and guzheng distance education platforms will be strengthened, thus
forming a professional dialect interest and interest in laying a dialectical channel for the future

development of guzheng talents. Development thinking, such as the current 3G network and
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smart phone platform, combined with the characteristics of modern people's life, let modern
people listen to the high-sounding music features brought by the guzheng in the busy life.

Through the above construction, the foundation of the hobby of the guzheng hobby,
the basis of amateur development and the basis of professional development are formed,
which is better for the promotion of the zither culture and reflects the emphasis on the
development of different zither cultures.

Prospects for the future development of "Zheng"

As a "treasure of national musical instruments, the wonders of the elegance and the
common taste", in the long river of this historical development, it began to gradually reduce,
and in the face of the sharp decline in the number of people who face the national kite, began
to face the risk of loss, therefore: In the network age, the development of guzheng will have
more atmosphere of the times: the reason why the promotion of the network development
of guzheng learning is proposed in this article is because the promotion of guzheng culture in
the future is mainly dominated by this level, and this development The method will also be
the main means to protect the future development of Guzheng: constructing the information
foundation through the network, and constructing the specialized Guzheng culture successor
on the information technology, and this method is also the best protection for the current

Chinese zither culture. the way.
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Performance Form of GuangXi WenChang of GuangXi Province

Jiang Baolong*

Abstract

Guangxi Wenchang is a form of folk music performance that existed since the Qing
Dynasty. Guangxi Wenchang has a history of more than 200 years. The main aim of the research
is: firstly, to collect the information of Guangxi Wenchang; secondly, to understand the
performance form, singing tune and instruments' accompaniment tune of Guangxi Wenchang;
and finally, to put forward suggestions on the protection and inheritance of the Guangxi
Wenchang. This study adopts qualitative research methods, through 1) data collection, 2) data
analysis, and the resource presenting. This paper analyses 1) the historical background of
Guangxi Wenchang, 2) the performance form, singing tune and instruments' accompaniment

tune of Guangxi Wenchang, 3) inheritance of Guangxi Wenchans.

Keywords: Guangxi Wenchang, Performance Form, Historical Background, Singing Tune,

Instruments' Accompaniment Tune, Analyses
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Introduction

During the Daoguang period of the Qing Dynasty, the folk music from Jiangsu province
and Zhejiang province was introduced to Guangxi Province, and gradually merged with Guilin
local dialect in circulation, influenced by local folk songs and operas. By the end of the Qing
Dynasty, a folk music performance form with Guilin dialect singing and local characteristics of
northern Guilin was gradually formed, which is called Guangxi Wenchang. The number of
performers in Guangxi Wenchang is determined by the characters in the script, each performer
of whom assumes a role. The performance of Guangxi Wenchang is mainly singing, with the
talking part sometimes appearing. The performances of Guangxi Wenchang include "Zuo Chang
(Sitting Singing)", "Li Chang (Standing Singing)", "Zou Chang (Walking Singing)’, "WenchangXi
(Wenchang Opera)". The tunes sung by Guangxi Wenchang are "Da Diao (Big Tune)" and "Xiao
Diao (Little Tune)". "Da Diao (Big Tune)" is the basic tune of Guangxi Wenchang. It is used to
sing stories, plots, characters, complete scripts. "Xiao Diao (Little Tune)" is mostly popular folk
musics of Ming dynasty and Qing dynasty, mostly used to sing short songs describing a scene,
a person, an event and a thing. The instruments of Guangxi Wenchang are Yanggin (Dulcimer,
the main instrument of Guangxi Wenchang), Pipa (Lute), San Xian [San means three. Xian means
string), Erhu(urheen) and bamboo flute. Later, Gaohu (High pitched Erhu) and Cello were added,
and then Zhongruan was used instead of Yuegin and Qingin. The percussion rhythm
instruments include drum, San(board), DieZi(dish) and JiuZhong (wine cup). There are more
than 20 tunes accompanied by instruments in Guangxi Wenchang. These tunes are melodic

and expressive, and can set off various performance scenes.
Research Objectives

1. To collect the information of Guangxi Wenchans.

2. To understand the performance form, singing tune and instruments' accompaniment
tune of Guangxi Wenchang.

3. To put forward suggestions on the protection and inheritance of the Guangxi

Wenchang.
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Research Methods

This study adopts qualitative research methods.
1) Data collection.
2) Data analysis.

3) Resource presenting.

Result
1. Origin

Guangxi Wenchang is based on court music with beautiful melody and words.
It used to be a skill for blind artists to survive, usually consisting of 4-7 people.

At the end of Chongzhen period of the Ming Dynasty (1644), the country was
about to perish. Many imperial clans fled to the north and south of the Yangtze River and
brought a large number of court music, music scores and movements to the folk common
people.In the early Qing Dynasty (1644-1735), some Guangxi people went to Jiangsu and
Zhejiang to work as government officials and businessmen. And then they brought these music
back to Guangxi. Later, these tunes merged with the dialects of Guilin. During the Daoguang
period of the Qing Dynasty (1820-1850), a local performing form, was gradually formed—
Guangxi Wenchang.

2. Performance Form of Guangxi Wenchang

(1) Sect of Guangxi Wenchang

There are two genres in Wenchang of Guangxi, one is the "Xia Pai (Blind Sect)",
and the other is the “Guang Pai (Light Sect). The repertoire is the same between the two sects,

but their singing styles are also different. The difference between the two is shown in the
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following table:

Sects of "Xia Pai (Blind Sect)". "Guang Pai (Light
Guangxi Sect)".
Wenchang
Actors/Actress The poor person and the People with affluent
Status poor blind person. families, noble children
with certain cultural
accomplishments,
officials with certain
social status.
Purpose of In order to survive, they as Out of their interests,
Performance position professional hobbies and
performers to perform entertainment, they
Guangxi Wenchang. formed a team to
perform Guangxi
Wenchang.
Performance "Zuo Chang(Sitting Singing)" Most of them perform
Form (the main form of in the form of

performance for blind

performers), "Li

"Wenchang

Xi(Wenchang Opera)".

Chang(Standing Singing)"
and "Zou Chang(Walking
Singing)". Professional

performers can sing and

play musical instruments.
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Singing The male performer 's The performer 's timbre

Characteristics timbre is thick and the is soft and their singing
whole timbre is relatively skills are not very
uniform. The female difficult.

performer's timbre is
delicate, bright and
high-pitched. The singing
skills are difficult.

Accompaniment Yanggin(Dulcimer, the main Instruments are very all

Instrument instrument of Guangxi in readiness and good,
Wenchang), Pipa(Lute), San even more complete
Xian(San means 'three', Xian and meticulous than
means 'string’), professional teams. For
Erhu(urheen) and bamboo example, "Pipa" has
flute and so on. never been used in the

accompaniment

instruments of blind

(2) Classification of Performing Forms
The performance of Guangxi Wenchang is mainly composed of singing,
in which there will be a part of speaking, which is a folk rap art.

Over the past more than two hundred years, Guangxi Wenchang has been widely pread
among the common people, most of which are handed down through professional performers
telling. The number of performers is determined according to the characters in the song book,
and each person assumes a role.

1) "Zuo Chang (Sitting Singing)"

Previously, most of the performers in Guangxi Wenchang were blind people.
Because of their physical defects, they could only "Sitting Singing", that is, sit to sing and
perform. Each performer plays a role, each performer plays an instrument. "Zuo Chang (Sitting

Singing)" attaches great importance to performers' singing skills. For a performer, if he (she) has
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a high-level singing skill, than he (she) even can perform a play just by himself (herself). (As
shown in Figure 1)

2) "Li Chang (Standing Singing)"

The performers mainly to sing and merge simple body movements to perform,
it's called "Li Chang (Standing Singing)". One type is that several people play musical
instruments and only one people singing. Another type is that several people playing musical
instruments, two or three people singing. After the 1950s and 1960s, as Guangxi Wenchang
entered the theatre to perform, the form of performance began to change. The performers
performed with play Yun Ban (cloud board) or DieZi (dish) rhythmically and sing, and
accompanied by small bands, and dancing. (As shown in Figure 2)

3) "Zou Chang (Walking Singing)"

"Zou Chang (Walking Singing)" is a form of performance in which performers
wear costumes to perform, and accompany and dance while singing, i.e. "Zou Chang (Walking
Singing)" is a combination of singing and doing (singing and moving). "Zou Chang (Walking
Singing)" requires not only good singing skills, but also good body movements. This form greatly
enriches the performance of Guangxi Wenchang and lays the foundation for the later
"Wenchang Xi (Wenchang Opera)". (As shown in Figure 3)

4) "Wenchang Xi (Wenchang Opera)"

"Wenchang Xi (Wenchang Opera)" is based on the characteristics of the
characters to make up and wear costumes to perform. It is also called "Wenchang Gua Vi
(Wenchang hanging costume)". "Wenchang Xi (Wenchang Opera)" is developed on the basis of
"Zuo Chang (Sitting Singing)". Previously, the accompaniment instruments of Wenchang
Opera did not use percussion instruments. Later, cause of imitated "Gui Ju (Gui Opera)" (another
opera in Guangxi), then gongs and drums percussion instruments were added. It was formed
between the end of Guangxu period and Xuantong period in the Qing Dynasty (1908-1911). (As

shown in Figure 4)
3. Tunes

The tune scale is mainly pentatonic scale, "do re mi sol la". As shown in the

following figure.

&

- T
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The Guangxi Wenchang scales
(1) Singing Tunes

The singing tunes of Guangxi Wenchang can be divided into two categories: "Da
Diao (Big Tune)" and "Xiao Diao (Little Tune)".

1) Characteristics of "Da Diao (Big Tune)"

"Da Diao (Big Tune)" is the basic tune of Guangxi Wenchang, which can delicately
express the characters' feelings of joy, anger, sadness and happy. Mainly used for perform
scripts, which isan include stories, plots, characters, a combination of singing and speaking. "Da
Diao (Big Tune)" includes four categories: "Yue Diao (Yue Tune)", "Tanhuang", "Si Xian (Silk
String)", "Nan Ci (South Word)".

"Yue Diao (Yue Tune)" is usual set in F major, G major and A major, with a rhythm
of 4/4 beats. The speed of "Yue Diao (Yue Tune)" is relatively slow, and it is often used to
express feelings of missing, sighing and melancholy. In order to enrich the story of the script,
the rhythm of the script was changed on the basis of the original "Yue Diao (Yue Tune)", and
then three tunes were derived: "Yue Diao Duo Zi (Yue Tune Stack Word)", "Shuang Qiang Yue
Diao (Double-Sound Yue Tune)" and "Hua Yue Diao (Flower Yue Tune". Their mode tonality is
the same as "Yue Diao (Yue Tune)". The difference lies in the rhythm. The rhythm of "Yue Diao
Duo Zi (Yue Tune Stack Word)" is 2/4 beats, sometimes even 1/4 beats. The rhythm of "Yue
Diao Duo Zi (Yue Tune Stack Word)" is not strong and it is more colloquial. The rhythm of
"Shuang Qiang Yue Diao (Double-Sound Yue Tune)" is that the first sentence is 4/4 beats and
the second sentence is 2/4 beats. Using this rhythm change in singing can better show the
character's inner state of anxiety. Actually, the rhythm of "Hua Yue Diao (Flower Yue Tune)" is
the same as the "Yue Diao (Yue Tune)". The difference between them is that the melody of
"Hua Yue Diao (Flower Yue Tune)" is fancier.

"Si Xian (Silk String)" is usual set in C major or D major with a rhythm of 4/4
beats. The melody of "Si Xian (Silk String)" is soft and often used to express sadness. It has a
derivative tune "Si Xian Duo Zi (Silk String Stack Word)", "Si Xian Duo Zi (Silk String Stack Word)"
has the same function as "Yue Diao Duo Zi (Yue Tune Stack Word)" in "Yue Diao (Yue Tune)".
Its rhythm is 4/4 beats at the beginning and the end, and 2/4 beats in the middle.

"Tanhuang" is often set in C major or D major with a rhythm of 4/4 beats.

"Tanhuang" melody is gorgeous, the melody fluctuates greatly, expressive, can express not
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only joy and sadness, but also anger and sadness. "Tanhuang" has two derivative tunes:
"Tanhuang Duo Zi (Tanhuang Stack Word)" and "Hua Qiang Tanhuang (Flower Cavity Tanhuang)".

"Nan Ci (South Word)" is often set in C major or D major with a rhythm of 4/4
beats. "Nan Ci (South Word)" is often used as a crying tone because its melody is sad and
melodious. Its derivative tunes did not appear until the 1960s: "Nan Ci Su Ban (South Word
Tell Board)" and "Nan Ci Diao Ban (South Word Hanging Board)".

2) Characteristics of "Xiao Diao (Little Tune)"

"Xiao Diao (Little Tune)" is mostly popular music of Ming and Qing dynasties.
The melody of "Xiao Diao (Little Tune)" is rich in color. It is mostly used to sing short songs,
and describing a scene, a person, an event and a thing.

"Xiao Diao (Little Tune)" include "MaTou Diao(Wharf Tune)", "DaSao Jie(Sweep
Streets)", "Ma YulLang (Scold Yulang)", "JiSheng Cao (Parasitic Grass)", "Die Duan Qiao (Fall Break
Bridge)", "Yu MeiRen (Yu Beauty)", "Die Luo Jin Qian(Stack and Fall Money)", "Yin NUSi (Silver
Silk)", "Ku WuGeng (Cry WuGeng)", "Dao Chun Lai (Tell the Spring Comes)", "Yi Pi Chou(A Piece
of Silk)", "Si Chun (Miss about Spring)", "ShilLi Dun (Ten mile land)", "BuBuliao", "Man Jiang Hong
(The Whole River Red)", "Qia CaiTai (Picking Vegetable Moss)", "Jian Jian Hua(Scissors Cut
Flower)", "Xiu HeBao (Embroidering Pouch)" and "PiPa Yu (Pipa Jade)", "Tao Yao Ge (Peach
Song)", "Bing Di Ge(BingDi means two flowers grow on the same stem. Ge means song.)", Heqji
Ge (Gentle Song)", "DuiKou Diao (DuiKou Tune)", "Che Jia Sha (Pull the Kasaya)", "Ye ShenChen
(Deep Night)", "Hua Gu Diao(Flower Drum Tune)", "Bao Xin Diao (Bao Xin Tune)", "Da QiuQian
(Get On A Swing)", "Yi Ban (Yi Board)", "Yu LianHuan (Jade Connecting Ring)", "Bi Yun Cao (Blue
Cloud Grass)", "Qin Qiang (Qin Sound)", "Lu Qiang (Lu Sound)", "XianHua Diao (Flower Tune)",
"Jiu LianHuan (Nine Connecting Ring)", "Da Huang Quan (Hit Yellow Dog)", "GuaZi Ren (Melon
Seed Kernel)", "FengYang Ge (Fengyang Song)", "Si Da Jing (Four Great Views)", "Si Xiao Jing (Four
Small Views)" , "Si Ping Diao (Four Flat Tune)" etc. There is a total of 72 tunes. It is said that
there were more than one hundred tunes before. The rhythm of "Xiao Diao (Little Tune)" is
4/4 beats and 2/4 beats.

(2) Instruments' Accompaniment Tune

The accompaniment instruments of Guangxi Wenchang are Yangg/'n (Dulcimer,
the main instrument of Guangxi Wenchang), Pipa (Lute), San Xian (San means three, Xian means
string), Erhu (urheen) and bamboo flute, which are called”Wu Jian Tou (Five Pieces of Heads)".

Later, Gaohu (High pitched Erhu) and Cello were added, and then Zhongruan was used instead
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of Yuegin and Qingin. The percussion rhythm instruments include drum, Ban (board), DieZi
(dish) and Jiu Zhong (wine cup).

The tunes accompanied by instruments in Guangxi Wenchang include "Ba Da
Ban(Big Eight Boards)" (also known as "Eight Boards"), "Liu Qing Niang(Lady Liu Ching)", "YiZhi
Hua(One Flower)", "Lan ShuZhuang(Lazy Make Up)", "Shui Long Ying(Water Dragon Chant)", "Ye
Xing Chuan(Night Boating)", "Lang Tao Sha(Wave and Clean Sand)", "Yang Qi Ling(Flag Raising
Order)", "Jielie Gao(Steadily High)", "LianHuan Tao(Concatenate Springe)", "Yu RenEr(Jade
People)" and "Chuan Zhulian(Braiding Pearl Curtain)" and so on, totally more than 20. These
tunes are melodious and expressive. The rhythm of "Jielie Gao (Steadily High)" is 3/4 beats or
1/4 beats, the rhythm of other instrumental tunes is 4/4 beats. Some of them are used as
preludes. Some are used to present the characters to debut. And some are used to express
changes in time and place in the play or the passage of time and place. Some are used to
cooperate with speaking part, performance, figure and dance to perform. Some are used to
set off a happy atmosphere. Some are used to show lazy, eavesdropping, describing, writing
and other situations.

For example, "Ba Da Ban (Big Eight Boards)" is usually used as a prelude. "Liu
Qing Niang (Lady Liu Ching)" is usually used as a prelude, and also used to present the
characters to debut. " Yi Zhi Hua(One Flower)", "Lan ShuZhuang(Lazy Make Up)", "Shui Long
Ying(Water Dragon Chant)" are usually used to express changes in time and place in the play
or the passage of time and place, and also used to cooperate with speaking part, performance,
figure and dance to perform. "Lang Tao Sha (Wave and Clean Sand)" and "Yang Qi Ling (Flag
Raising Order)" are used to set off the happy atmosphere, and when playing, they need to be
accompanied by suona, gongs and cymbals, which makes them lively. "JieJie Gao (Steadily
High)" is used to show lazy, eavesdropping, describing, writing and other situations, usually at

medium speed or fast.
Conclusion

This paper analyses the origin, performance form, singing tunes and instrumental
accompaniment of Guangxi Wenchang. With a history of more than 200 years, Guangxi
Wenchang is one of the most distinctive traditional folk music performances in Guangxi. The
performance forms of Guangxi Wenchang are various, with its own specific singing style and

instrumental music playing style. It has artistic and historical value in music research. But with
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the development of economy and modern science and technology, all kinds of modern music
are full of everybody's life. For the common people, in order to relax, they are usually more
willing to contact modern music, so less and less people like Guangxi Wenchang.

The Guilin Municipal Government of Guangxi Province has been advocating the
protection and inheritance of intangible cultural heritage. The government has invested in the
establishment of the protection base of Guangxi Wenchang in Guilin, the construction of the
ecological protection area of Guangxi Wenchang, the training of Guangxi Wenchang and the
performance of Guangxi Wenchang. However, in the education system, there are no relevant
professional courses in Guangxi Wenchang. Now the older generation of professional
performers in Guangzhou Wenchang have died one after another, and the number of young
professional performers is too small. Therefore, | think we should add the curriculum of
Guangxi Wenchang to the education, which is more conducive to the protection and

inheritance of Guangxi Wenchang.
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Abstract

Kingkala on Toe Dance is a performance to express art and cultural by music and dance
in occasional of professional achievement in Dance-music of secondary school student year 6
which performed on 15 February 2019 at National Theater.

Inspiration of this performance is from Kingkala bird dancing of Tai Yai people which have lot
of values in native cultural. For example, costume with local characteristic especially on
kingkala bird wing and dancing style.

Kingkala on Toe Dance is a performance integrated with modern and classical ballet on toe.
Krisdapiniharn is a music which used in Kingkala on Toe Dance and performed by orchestra
band.

Interpretation of creator in Kingkala on Toe Dance can be divided into 3 parts; part 1
was opening which perform to present respect and greeting to Budha. Part 2 was performed
joyful of Kingkala bird and part 3 was shown unity of Kingkalabird.

Creation idea of Kingkala wing bring to new costume with more convenience for dancer and
beautiful. Wing combined with 3 layer which stick behind the suite, flower hair dress, classical

ballet with decoration, and point shoes which changing color to gold and decorate with crystal.

Keywords: Kingkala, Toe Dance

* College of Dramatic Arts



P The 2™ International Conference on Research and
%\ﬁ%& The 23" Asia-Pacific Society for Ethnomusicology Annual Conference 2019
*\‘& “Music, Performing Arts and Culture through Sustainable Success for Humanity”

" 13% - 14™ June 2019 Petcharat Garden Hotel, Roi-Et, Thailand

347

Introduction

Background of the study

Kingkala on Toe Dance is a performance to express art and cultural by music and dance
in occasional of professional achievement in Dance-music of secondary school student year 6
which performed on 15 February 2019 at National Theater. Total period of time for practicing
since November 2018 until February 2019.

Inspiration of this performance is from Kingkala bird dancing of Tai Yai people which
have lot of values in native cultural. For example, costume with local characteristic especially
on kingkala bird wing and dancing style.

Kingkala on Toe Dance is a performance integrated with modern and classical ballet
on toe. Krisdapiniharn is a music which used in Kingkala on Toe Dance and performed by
orchestra band. The meaning of this music is a dancing of fairies who come to greeting which
is part of Kiatisak Thai. Characteristic of the music will convey emotion of fun and powerful so
this music is chose to use in Kingkala on Toe Dance.

From study found that Kingkala bird dancing of Tai Yai people is performance to express
pleasure of animal in Himmapan forest. According to the Buddhist legend once the Buddha
came down to please the world. Animal in Himmapan including with Kingkala bird or Kinnaree
(a bird with human head) will come out and dancing to offering to Budha and pay respect with
greet. Meaning of Kingkala dance is congratulation and used in auspicious event.

Originally, Kingkala dance is only perform of male bird. After that female bird was
included. And changing from full face mask to none of mask to show face of the dancer with
makeup and decorate head with Chada, crown, and bird head. Costume will imitate as
peacock. The charm of gestures is the movement of the wings and fly follow rhytym of the
music.

As the reason above, Kingkala dance was chosen to apply and create to new dance
that combine modern and classical ballet on toe dance together. Appropriate with the
meaning of music. Creator adjust style and costume from traditional to modern ballet dance
proper with professional achievement in Dance and Musinc student who had knowledge in

level of Advanced Foundation.
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The objectives of the study

1. To study concept, history and costume of Kingkala (Thai folk dance)
2. To study history and meaning of Krisdapiniharn music

3. To create modern ballet dance of Kingkala on Toe Dance
Methodology

1. Dance

Interpretation of creator in Kingkala on Toe Dance can be divided into 3 parts:

Part 1: Opening, the performance will represent of respect and greeting to Budha who
came down to please the world. Kingkala birds dance together to show joyfulness. Dance style
will combine with moderate tempo. The meaning of dance is represent to worship to the Lord

Buddha.

Figure 1: Opening

Part 2: The perform will show about joyful of Kingkala bird. The rhythm of music will
combine between fast and low alternatively. The music used will have fast rhythm (Allegretto)
altering with slow rhythm (Adagio). So dancing in fast speed (allegro) and slow speed (adage)

are decided to use in performance.
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Figure 2: The joyful

Part 3: Coda, the last period of music which perform with pulsating rhythm combine
with great dance style. Music has fast of rhythm (Allegro), Grand allegro is used to dance in

this part.

Figure 3: Great dance style
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Figure 4: Group dance of Kingkala Bird

2. Costume for the actor
Kingkala bird

From the study, costume of Kingkala on Toe Dance will use wing which has 3 beautiful
layer. Choosing of colorful and shiny will reflect the light to audient. The material used was
lisht net fabric. The creator got the idea of the bird's wing and create a new style of work such
as using gold color to represent the sun. Gold is refer to value, taste, prosperity, and powerful
of male. Gold color makes everything around bright. Help increase warmth and attract wealth.
It also brings happiness and success in life. Costume element can be categorized as below 1.3
layers of wing. But reduce the size of wing and stick behind the suite. No front waist strap.
Structure use ligament with width size 0.5 inch, length 15 inch with high flexibility like spring

cause the movement of wing like bird
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Figure 5: Wing of traditional Kingkala

Figure 6: Wing of the new creative wing of Kingkala
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Head dress is made from metal and design to flower shape

Figure 7: Flower hair accessory

Classical ballet suite with softy look. Combined with 6 layers of soft net. Top layer

was gold lace fabric and also decorate lace on body range. Body with long-sleeved bodysuit.

Figure 8: Classical ballet suite



The 2™ International Conference on Research and 353
The 23" Asia-Pacific Society for Ethnomusicology Annual Conference 2019
“Music, Performing Arts and Culture through Sustainable Success for Humanity”

13t - 14" June 2019 Petcharat Garden Hotel, Roi-Et, Thailand

Nude color tights

Figure 9: Tights

Pointe shoes was point shoes with design to change the color to gold and decorate

with crystal to create shiny.

Figure 10: Point shoes
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Figure 11: Costume for Dancer

3. Musician Krisdapiniharn was performed by Thai and Philharmonic Orchestra, The

OngKhaPhaYop band, Mahidol University.

Figure 12: Music of Krisdapiniharn
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Discussion

1. From study Kingkala dance history found that the dance is simulate the movement
of bird like jumping, walking. The dance will show the wing of Kingkala by turning. Normally,
Kingkala will dance in pairs.

2. Krisdapiniharn will with prelude. From studying the song in the first part of music will
convey greatness with the rhythm of the Allegro. The middle will be a faster Allegro. Alternating
with the slow music that is Adage and the last part will be the Grand allegro.

3. When bringing elements of music and the choreograph combined to express as
follows

a) The first phase will be the launch that show Himmapan Forest with consist
of Kingkala bird appear and dance one by one. Then dance together to greet for the return of
the Lord Buddha. The main choreography was Half straight fondo to convey worship.

b) Middle part of the music will be shuffled with slow and fast music. The
perform will show grouping and separating to freedom of Kingkala bird. In the
rhythm of slow music, adage posture was assembled by providing a pair of dance and singles.

) The last part of the song, the music will have Allegro rhythm, which will bring
the jumping posture, rotate the body, and peck the foot into the assembly. When music was

in period of Grand allegro, dance in Grand allegro was designed to combine with.
Suggestion

From the study of tradition Kingkala dance and create to new performance Kingkala on
Toe Dance, found that classical ballet can be integrated with traditional dance of Tai Yai.
Kingkala dance and Orchestra music; Krisdapiniharn can be completely combined and create
to new lively dance.

The obstruction of this work was too short of time for practicing. The recommend of
practicing period should be 3 months before performing. Skill and strength of the dancer will
synergize the confident of the dancer.

At last, the integration between traditional Thai dance and Western dance will lead to diversity

of performance in modern style.
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Abstract

The creation of music for the show of I-san Lai Mung Korn in order to study the concept
of creating a show of Isan dragon pattern and to create a show of the Isan dragon pattern. Roi-
Et College of Dramatic Arts, Banditpatanasilpa Institute

The results of the creation I-san Lai Mung Korn comes from the inspiration that Chinese
people travel from overseas, traveling in a junk boat that has gone through the monsoon
waves with great difficulty. In order to assemble the life of the Siamese with the mat of the
pillow when he arrived in the land of Siam, he showed respect to the land and the King to ask
himself and his family to work with success. When moving to trade in Roi Et Province until he
became wealthy Chinese people do not forget the homeland and the land of Siam. By showing
gratitude to the patron Return grace to the land of Siam And Roi Et Province to make a living
until prosperity from generation to generation until today consists of Act 1, Dragon Kingdom,
Act 2, Remains in the Sea, Act 3, New Life in Siam Country Act 4, build up a fortune, create the

body and act 5, the dragon of the northeast.

Keywords: Creation, I-san, Lai Mung Korn

* Roi Et Collegy of Dramatic Arts
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Introduction

Isan is a region with a variety of cultures and traditions. Partly as a result of migration
of people in neighboring countries, causing cultural exchanges. The relocation of Chinese
residents causes cultural diversity, such as language, communication, singing, dressing, and
food, all of which are a miracle in the culture of origin. A perfect blend of lifestyle By a large
group of Chinese people traveling through a lot of hardships and difficulties on the cargo deck
To change the destiny of life Embedding the foundation in the land of Thailand, creating meat,
creating a variety of Thai regions.

There is a presumption that Chinese immigrants came to live in Roi Et province for at
least 100 years ago, with evidence of the first Chinese name in China, in the chronicles of Roi
Et in 1846. Later, there were Chinese. More settlers Assumed that these Chinese people came
from the central region Through Dong Phaya Yen Nakhon Ratchasima Province Surin came to
Roi Et Province Which often comes into the trade profession Which is a profession that has an
aptitude Both buying and selling rice from the native people and then reselling it And supply
various products that are not available in the local area to sell Later, these Chinese people
who came to be Chaozhou Permanently settled in Roi Et Province Many people are married
to native women descended from the family. Expand the business of trading to heirs, children,
and grandchildren respectively there are well-known families such as KasemSap Ithirat Ratwut,
WutiChamnong, Nukunkan, Chutangkul etc.

As a result of the expertise in business and continuous commercial succession, many Thai and
Chinese descent have become extremely stable in Roi Et province. In addition, some children
still have the opportunity to serve the country. Making benefits for the nation to the present.

Roi-Et College of Dramatic Arts has taken the culture of living from the beginning of the
journey from the mother land to Siam Country. Living down to settle in Northeastern Therefore
being rich and wealthy, having a comfortable life, therefore being used as a concept for creating
a show By giving the name set that "Isan Lai Mung Korn "

Characteristics and elements of this performance In addition to having a local aesthetic
appearance Also makes sense of the concepts and development of creative performances

that are of cultural value. To guide the study The identity of the creative show continues.
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For such reasons and importance Roi Et College of Dramatic Arts, Banditpatanasilpa
Institute, Ministry of Culture.Therefore conducted the study collect field data and enter
participatory observation areas and do not participate in such issues. And used the information
to develop the model to create of I-san Lai Mung Korn in order to increase the potential to
promote tourism in the arts and culture and to disseminate and exchange art and culture both

domestically and internationally for future generations to study.
The Objectives

1. To study the concept of creating the I-San Lai Mung Korn

2. To create a show of I-San Lai Mung Korn
The Method

Take information from documents and field data from interviews and observations.
Come to classify the information according to the purpose Inductive data analysis Present the

results of descriptive analysis.
Conclusion

1. The concept of creating a show of I-San Lai Mung Korn

From the study of Chinese people, traveling from overseas, traveling aboard
the junk that had gone through the monsoon winds with great difficulty. In order to assemble
the life of the Siamese with the mat of the pillow when he arrived in the land of Siam, he
showed respect to the land and the King to ask himself and his family to work with success.
When moving to trade in Roi Et Province until he became wealthy Chinese people do not
forget the homeland and the land of Siam. by showing gratitude to the patron return grace to
the land of Siam and Roi Et province to make a living until prosperity from generation to
generation until today.

Living together in the society of Chinese and Isan people Brought to be an
inspiration for the creation of the North-East Dragon series By studying data collection Social
context Trace culture The well-being of Chinese people in Roi Et province in the past Is a
creative show that shows the well-being of Chinese people in the northeast As well as showing

the good relations of Chinese and Isan people who meet Causing solidarity in society Model
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showing "Northeast of the Dragon" shows the life of the journey from the motherland to the
Chinese land of Siam.

Until coming to life in the northeast until being wealthy, prosperous to the
present. There are 5 types of performances as follows:

Act 1 “Dragon Land" The concept of creation comes from Chinese identity with
various dances such as Chinese opera, Chinese boxing, dance fanatics, cloth dance, Chinese

style walking. Showing the beauty of the style and the melody that shows the Chinese identity
S T 2]

=k

Figure 1 Dragon Land

Act 2 "Remains in the Sea" shows the backcountry. Difficult to migrate Chinese
residents who travel from their mother land. The Develop the dance style To have a process
that reflects the difficulties and patience of the Chinese people With a lot of passengers and

immigrants There is only a piece of pillow and living to survive in order to endure a new life.

Figure 2 Remains in the Sea Source: Roi Et College of Dramatic Arts
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Act 3 “New Life in Siam" represents a new life when entering Siam country. The
land that has both happiness and hope for many people traveling from China. The happiness
that lies under the umbrella of the King of Thailand and faith in Buddhism.

Figure 3 "New Life in Siam" Source: Roi Et College of Dramatic Arts

Act 4 "build up a fortune" reflects the occupation of the Chinese people
when they settle down in Roi Et province. Dedicated to working hard having patience with

suffering, showing new life when entering Siam country.

Figure 4 build up a fortune Source: Roi Et College of Dramatic Arts
Act 5 The Dragon of the Isan" reflects the richness of the knowledge of the land
and diligence. Perseverance and integrity in the profession.The Chinese then draw out the

dance with happiness, like a dragon that draws a beautiful leap over the air.



362 The 2" International Conference on Research and o
The 23" Asia-Pacific Society for Ethnomusicology Annual Conference 2019 \F}:‘?‘
“Music, Performing Arts and Culture through Sustainable Success for Humanity”
13t - 14" June 2019 Petcharat Garden Hotel, Roi-Et, Thailand

iV

S5

AN

o

o

Figure 5 The Dragon of the Isan Source: Roi Et College of Dramatic Arts

2. Creation of music for performances of Isan Lai Mung Korn. There are guidelines as
follows:

2.1 The concept of music playing in the performance of Isan Lai Mung Korn.

2.2 Concept of music composition in the show of Isan Lai Mung Korn

2.3 The structure of the musical performances of Isan Lai Mung Korn

2.1 The concept of music playing in the performance of Isan Lai Mung Korn.

The Creation of the show of Isan dragon pattern occurred in Roi Et
Province.Therefore has the concept of bringing Thai musical instruments Chinese musical
instruments And Isan musical instruments.

Thai musical instruments include
Type of operator, such as Khong wong yai, lower gong circle; comprises many

small tuned bossed gongs mounted in a rattan frame.

Figure 6 Khong wong yai
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Figure 7 Klui Peang Or

Type of rhythm, including Glong khaek. barrel drum; played with the hands and
generally played in pairs.

Figure 8 Glong Khaek

Chinese musical instruments include.The type of the melody is Er-Hu.

Figure 9 Er-Hu
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Figure 10 Hulusi

Type of rhythm, including Lue Kow and Gong without buttons.
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Figure 11 Lue Kow Figure 12 Gong without buttons

Isan musical instrument consists of the type of melody is Ponglang and Phin. Pong-lang
is a type of wooden xylophone, consisting of 13 slabs or keys.The arrangement of the key is in
pentatonic scale-E GACDE GA CD E F G APong-lang music is also derived from khaen
music.

Phin is a three stringed plucked lute; it is tuned as A- D- A. Two strings are used as
melodic strings while the third string is used as a drone string. The drone string is normally

plucked along the melodic strings. The music is based on the khaen music.

=
“_ "
Figure 13 Ponglang(xylophone) Figure 14 Phin
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Types of musical instruments, including the main melody, are instruments that play

melodies, inserted in each paragraph and each bar, music, including vode.

Figure 15 Vode (panpipes) and sound position
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The vode a bamboo panpipe, consists of 13 pipes; these pipes are arranged as E G A C

DEGACDEGorACDFGACDFGAC. The vode’s music is also derived from khaen

music.
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Types of musical instruments, harmonic melodies (Drone) is a musical instrument that

has sound all the time. Which sounds that will act as the main harmonization is khaen.
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Figure 15 khaen
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Rhythmic type Functions to determine the rhythm, speed of the music.

Figure 16 Long Drum It is a long one - face drum (see Central - Klong yao)

Figure 17 chap larger hand.
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Figure 18 Mak kap-kaep

Mak kap-kaep, called krap in central Thai, is a kind of wooden clappers. It is
called mak kap-kaep because of its sounding when played. Although a mak kap-kaep is a
simple instrument, in order to satisty the audience it demands high techniques of performing.
There are two types of mak kapkaep-—-a short and a long ones; the short one is considered
female, while The long one is considered male. A pair of mak kap-kaep is used for
accompanying a lam singing, substituting for a khaen; the mak kap-kaep is used for

accompanying oneself by singing a story, entertaining the audience in various festivals.

Figure 19 Rummana Drum

This is similar to the Ramana drum of the central but it is larger. The player
beats drum with his hands. It is used in Klong — yao ensemble in the merit making procession

especially the Bun phra Wate and also at entertainment occasions.



. The 2™ International Conference on Research and
ﬁ%\t‘%’?& The 23" Asia-Pacific Society for Ethnomusicology Annual Conference 2019 361
t\‘,‘ “Music, Performing Arts and Culture through Sustainable Success for Humanity”
13t - 14" June 2019 Petcharat Garden Hotel, Roi-Et, Thailand

Suggestion

1. The researchers should study about problems in I-san Lai Mung Korn.
2. The researchers should preserve I-san Lai Mung Korn

3. The researchers should improve this folk show to more contemporary.
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Performance Form of CaiDiao Opera of GuangXi Province of China

Liao Shasha*

Abstract

CaiDiao opera is a local opera popular in southern China, especially in Guilin, Guangxi
province. The main aim of the research is: first, to collect the information of the CaiDiao opera;
second, to understand the performance form of the CaiDiao opera; and third, to put forward
opinions in order to popularize CaiDiao Opera. This research adopts qualitative research
methods, through 1) information collection, 2) information analysis, and the resource
presenting. In this paper | will analyze: 1) the historical background of CaiDiao opera, 2) the

performance form of CaiDiao opera, 3) popularize CaiDiao Opera.

Keywords: CaiDiao Opera, Performance Form, GuangXi Province, Analyze, Popularize
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Introduction

CaiDiao opera originated in the late Ming Dynasty (1644), which evolved and developed
on the basis of CaiDiao song and dance in ancient "Folk SheHuo Activity(traditional collective
recreational activities held by the people in festivals, traditional celebration ceremony)".
CaiDiao opera absorbs the music characteristics of Jiangnan Folk Songs, Xiao Diao(Little Tune),
Hunan Xiao Diao(Hunan Little Tune), Hunan "Hua Gu"(Hunan "Flower Drum"), Yunnan "Hua
Deng"(Yunnan "Flower Lanterns"), Guizhou "Hua Deng"(Guizhou "Flower Lanterns") and so on,
after that combining with the local language of Guilin area, then CaiDiao opera was born. The
performance forms of CaiDiao opera are as follows: "Du Jiao Xi(Monodrama, Single-role Opera)"
, "Er Xiao Xi(Double-role Opera)", "San Xiao Xi(Three-role Opera)", "Duo lJiao Xi(Multi-role
Opera)". The performances of CaiDiao opera are lively, interesting and easy to understand. The
contents of the operas are very close to the people's lives, and have strong national style and

local characteristics.
Research Objectives

1. Collect the information of the CaiDiao opera.
2. Understand the performance form of CaiDiao opera.

3. Put forward opinions in order to popularize CaiDiao Opera.
Research Methods

This study adopts qualitative research methods.
1) Data collection.
2) Data analysis.

3) Resource presenting.
1. Historical Background

CaiDiao opera is also known as "DiaoZi(Tune)’, "Cai Cha(Pick Tea-leaves)', "Hua
Gu(Flower Drum)", "Hua Deng(Flower Lantern)", "Shua MuDan(Play Peony)", "NaHeHai" and so
on. It is popular in the northern, central, northwestern and southwestern regions of Guangxi
Province, as well as towns and villages in Hunan, Yunnan and Guizhou provinces near Guangxi
Province. CaiDiao opera originated in the late Ming Dynasty (1644), which evolved from the
CaiDiao song and dance in ancient "Folk SheHuo Activity(traditional collective recreational

activities held by the people in festivals, traditional celebration ceremony)". Due to social
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turbulence, class contradictions and intensification of national contradictions, in the mid-Qing
Dynasty (around 1670), the CaiDiao songs and dances in "Folk SheHuo Activity" gradually
developed into a contradictory and conflicting form of opera. In the process of development,
CaiDiao opera has absorbed the music characteristics of Jiangnan Folk Songs, Xiao Diao(Little
Tune), Hunan Xiao Diao(Hunan Little Tune), Hunan "Hua Gu"(Hunan "Flower Drum"), Yunnan
"Hua Deng"(Yunnan "Flower Lanterns"), Guizhou "Hua Deng"(Guizhou "Flower Lanterns") and so
on, and combining with the local language of Guilin area, so the CaiDiao opera was born. In
ancient China, the status of women was low, so both male and female roles were played by
male actors. It was not until 1906 that the first batch of female characters in CaiDiao operas
appeared. CaiDiao opera mostly reflect family ethics, love and folk stories of the middle and
lower classes of society. Most of the plots are comedies with songs and dances. In 1955, after
watching amateur music and dance performances, the Chinese people unified the name of

"CaiDiao opera".
2. Performance Form of CaiDiao Opera

The performance of CaiDiao opera is a comprehensive art including: Singing, Speaking,
Doing and Dancing, among which the performance of Doing and Dancing is the most prominent.
The main props used by the performers on the stage are hand fan (It is the most
important props in CaiDiao opera, used when playing "Shan Hua (Hand Fan Flower"),
handkerchiefs and ribbons (long waistbands tied to the waist by the Sheng or the Chou). These
three props are called the "Three Treasures" of the CaiDiao opera.
(1) Role Types of CaiDiao Opera
The main roles of CaiDiao opera are Sheng, Dan, and Chou.
1) Sheng (male role)
"Xiaosheng" plays a wise, brave, lively and lovely young person with lofty ideals.
He pays equal attention to singing, doing, speaking and dancing in his performances.
"WawaSheng" plays a minor child.
"Laosheng" plays a positive character with old age, attached beard, and has very

good singing skill.
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2) Dan (female role)

"Huadan" plays a girl, pays attention to singing, doing and dancing in her
performances, with agile and graceful movements and lively, warm and lovely characters.
"Zhengdan" plays a woman with steady words and deeds and dignified manners, paying
attention to singing and doing. Sometimes she plays a cheerful and shrewd character, whose
performance is close to that of "Yaodan".

"LaoDan" plays an old woman with crutches white hairs. She has diverse
personalities and different identities, and pays attention to singing and doing.

"Yaodan", also known as "ChouDan", plays such characters as the shrewd shop
female owner, female matchmaker and witch. The performance pays attention to speaking
and doing.

3) Chou (male role)

"ZhengChou" plays peasants and workers of various professions, with different
ages and personalities. He is decent characters in comedy. His performance is humorous and
funny, movement is lively and generous, and pays attention to singing, doing, speaking and
dancins.

"Lanchou" plays a Lazy not to work person, with walk "Ai Zhuang (Short Zhuang)"
as the main footwork, facial muscles are flexible, moody, funny words and deeds, pays
attention to speaking and doing.

"Zhezichou" is also called "Changshanchou". He plays a person with good social
status. He takes "Gao Zhuang (High Zhuang)", "Zhong Zhuang (Middle Zhuang)" and "Ai

Zhuang (Short Zhuang)" as its basic footwork. He pays attention to speaking and doing,
and with more "Shan Hua (Hand Fan Flower)" skills.

(2) The Body Style (Performing Actions) of CaiDiao Opera

1) "Footwork"

The Footwork is based on the "Ai Bu (Short Steps)". "Ai Bu(Short Steps)" is also known
as "AiZi Gong(Short Man Style)", commonly known as "Zou AiZi(Walking Like Short Man)" and
"Ai Shen Fa(Short Body Method)". Walking "Ai Bu (Short Steps)". "Ai Bu (Short Steps)" can be
divided into four categories.

"Gao Zhuang(High Zhuang)", requires the male performer that he needs to hold up his
right hand to wave "Shan Hua(Hand Fan Flower)" or only hold up his right hand, and then make
the left arm on left side with a bit bend, and he needs to stand upright.
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"Zhong Zhuang (Middle Zhuang)", requires the male performer that, when he is walking, he
needs to half squat, and he needs to wave "Shan Hua(Hand Fan Flower)" on the side of the
waist or below the side of the waist.

"Ai Zhuang (Short Zhuang)", requires the male performer to bend his knees and walk,
and he needs to carry his hands behind his back, at the same time to stretche and retract his
neck likes a cock walking, in order to present funny character characteristics. Or requires the
male performer to bend his knees and walk, at the same time do some performing actions by
his hands. lt supported by strong waist strength and leg strength of the actor.

"Gao Di Zhuang(High Low Zhuang)", requires the male performer to make a "Gao
Zhuang(High Zhuang)" pause pose behind the female performer, and then the female
performer makes a half squat pause position with one foot in front and one foot in back, and
her hands need to make a special pose. This action needs two opposite sex performers to do.

Above is a special pace only for the male performers. It is used on different characters
to highlight the personality characteristics of different characters. Female roles often use "Yi
Bu (Elegant Pace of Movement)" and "Sui Bu (Quick Little Steps)" and so on.

2) "Shan Hua (Hand Fan Flower)"

"Shan Hua (Hand Fan Flower)" is a kind of hand fan dance, which expresses the
inner feelings of the characters. At the same time, it is also a prop used by actors to imitate
trays, pots, brooms, dustpan and other daily necessities.

3) "LiangXiang"

"LiangXiang" is the "Pause Action" in each dance of the opera, which is used to
reflect the "inner" thoughts and feelings and present thinking of the characters.

4) "Zhuan Shen (Turn Around)"

"Zhuan Shen (Turn Around)" is the link between the various movements of the
performers in the dance performance.

(3) Classification of Performance Forms of CaiDiao Opera

The performance forms of CaiDiao opera are as follows: "Du Jiao Xi (Monodrama,

Single-role Opera)" , "Er Xiao Xi (Double-role Opera)", "San Xiao Xi(Three-role Opera)

non

, "Duo Jiao
Xi(Multi-role Opera)".

1) "Du Jiao Xi (Monodrama, Single-role Opera)"

"'Du Jiao Xi" takes the form of an actor playing a whole opera, or an actor

performing two or more roles. "Du Jiao Xi" requires the actor to have excellent singing skills,
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speaking skills, body movement’s performance skills, dancing skills. When an actor performs
two roles of a man and a woman, the actor wears special clothes: the right half is male and
the left half is female. He always face the audience by sideways of his body during the
performance. When performing a male role, the actor's right side of his body faces the
audience, and danced the "Shan Hua (Hand Fan Flower)" with his right hand and walk "Ai
Zhuang (Short Zhuang)". When performing a female role, the actor's left side of his body faces
the audience, and waves his handkerchief with his left hand and take "Sui Bu (Quick Little
Steps)" or "Tiao Bu (Jump Steps)". In singing, the male and female roles should also be
performed in different voices. The coarse voice is biased towards the true voice and the fine
voice is biased towards the falsetto. The representative productions are "Langzi Kaihuang
(Prodigal Son Reclaim Wasteland)" and "ShuangHuang Dan (Double Role)". (As shown in Figure
1)

2) "Er Xiao Xi (Double-role Opera)"

The performance form of "Er Xiao Xi(Double-role Opera)" is based on "Du lJiao
Xi(Monodrama, Single-role Opera)", which transforms one actor performs two roles become
two performers perform two roles. That is, a male performer and a female performer perform
on the same stage. The role types are Chou (male role) and Dan (female role). When male
role and female role sing in pairs, Chou (male role) turn around with "Ai Bu(Short Steps)" and
play "Shan Hua(Hand Fan Flower)" with his right hand. Dan (female role) dance handkerchiefs
with her left hand by "Yi Bu (Elegant Pace of Movement)" and "Sui Bu(Quick Little Steps)". This
form of performance is more abundant than "Du Jiao Xi (Monodrama, Single-role Opera)".
During the performance, the two performers sing and dance on the stage. The atmosphere is
cheerful and the atmosphere of life is strong. The representative productions are "Song Hua
(Sending Flowers)" and "Tan GanMei (Visit a Female Friend)". (As shown in Figure 2)

3)"San Xiao Xi (Three-role Opera)"

The performance form of "San Xiao Xi (Three-role Opera)" is based on "Er Xiao Xi (Double-role
Opera)" and then add one role. Three performers perform on the stage. The types of roles
include the combination of "two Dan and one Chou", the combination of "two Chou and one
Dan" and the combination of "Sheng, Dan, and Chou". "San Xiao Xi (Three-role Opera)" adds
character and story content, and is more abundant in performance form than "Du Jiao Xi
(Monodrama, Single-role Opera)" and "Er Xiao Xi (Double-role Opera)". The performance style

of paying equal attention to singing and dancing is particularly prominent in the "San Xiao Xi
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(Three-role Opera)". The representative productions is "Wang San da Niao (Wang San Hit Birds)".
(As shown in Figure 3)

4) "Duo Jiao Xi (Multi-role Opera)"

The performance form of "Duo Jiao Xi (Multi-role Opera)" is that there are more
than three performers to perform on the stage. At this stage, in order to meet the needs of
the plot, it is necessary to create a more distinct personality in the character characteristics
and images. Therefore, the roles of the opera began to be subdivided. As shown following

table:

The Main Roles of | Chou(Male role) Sheng(Male role) Dan(Female role)
CaiDiao Opera

Role Names After | Zhengchou, XiaoSheng, Huadan, Zhengdan,
Subdivision Lanchou, LaoSheng, Laodan, Yaodan
Zhezichou WawaSheng

In CaiDiao opera, the roles after these subdivisions have been used to this day.

The representative productions is "Huan Zi Ji (Exchange Son)". (As shown in Figure 4)
(4) The accompaniment instruments to CaiDiao opera

The accompaniment instruments to CaiDiao opera are: Orchestral instruments
include Diaohu (which belongs to a medium-pitch musical instrument, similar in shape to Erhu,
but louder in sound than Erhu.), Yanggin (Dulcimer), Pipa (Lute), San Xian (San means three,
Xian means string), Suona (similar to Thailand's oboe "Pi"), Bamboo Flute. Diaohu is the main
accompaniment instrument. And percussion instruments include Gong, Drum and other
instruments.

The instruments' accompaniment form of CaiDiao opera is that the orchestral
instruments are in "Zuo Chang (From the performers' point of view, left side of the stage)" and
percussion instruments are in "You Chang (From the performers' point of view, right side of the
stage)". But now the performance basically does not divide the "Zuo Chang" and the "You
Chang", all the instruments are playing together, most of them are on the left field of the

stage, because there are audio equipment on the right side.
Conclusion

This paper analyses the historical background, performance form and instrumental

accompaniment form of CaiDiao opera. With a history of more than 300 years, CaiDiao opera
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has absorbed many characteristics of foreign folk music, and combined with local folk music
and language characteristics, it is one of the most distinctive traditional operas in Guangxi. The
performances of CaiDiao opera are various and have artistic and historical value in music
research. From the development of CaiDiao opera, we can find that the development of art
needs to be both inclusive and innovative, so that the art can survive for a long time. Therefore,
the basic knowledge of CaiDiao opera needs more popularization. For example, local TV
stations can arrange special programs about CaiDiao opera and create some new plays
according to the life of the contemporary people. In this way, the general public will be willing

to understand the CaiDiao opera, and eventually love the CaiDiao opera.
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"Phra Pirap Dance", from Ritual to Drama,

and the Rise of Shaivism in the Siamese Royal Court, the New Hypothesis
Akarin Pongpandecha

Abstract

Artists of the Thai classical performing arts have long been discussing over the subject
of the most sacred figure in their circle, the celestial demon guru, "Phra Pirap", not only over
his original Hindu based identity, but also the meaning and purpose of the most revered sacred
"Ong Phra Pirap Dance" performance.

Regarding his identity, the most cerebrated paradigm tends to lean on "Mattani
Mojdara Rutnin" theory that "Phra Phirap" is indeed, "Bhairava", the wrathful form of Supreme
God "Shiva" who beheaded the fifth head of the God of creation, Lord "Brahma"

Siripoj Laomanacharoen, suggested otherwise that "Pirap" is more likely to be
"Tumburu" a 'Gandharva' a celestial musician king and a reincarnated life of Shiva who was
then cursed by Lord "Gubera" to be born as a 'Rakshasa’ known as "Viradha"s in the "Ramayana”
story.

Nevertheless, the author's recent study suggests that Phra Pirap may indeed represent
"Virabhadra" another wrathful form of Shiva, born of Shiva's rage over the loss of his first
beloved wife, "Sati" in the "Daksha Yujna"8 incident.

The analysis of Virabhadra's story provides number of traces to the mysteries of Phra
Phirap subject that may be listed as:

1. the origin and concept behind the performing of the sacred Phra Pirap dance.

2. the connection of Phra Phirap to 'Shaivist'9 (La2g) Hinduism and its race against
Vaishanava' (Lawtun) Hindu sects in Siamese royal court, vice versa.

3. the role of Phra Pirap in the traditional Thai music and dramatic arts teachers homage
paying ceremony or "Wai Khru"10 (ning).

4. the conjunction of Animism, Hinduism and Buddhism as context of the sacred Phra

Pirap dance.
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Understanding of "Virabhadra - Phra Pirap" connection, although in this preliminary
stage, may lead to potential keys for unlocking secrets to one of the most revered celestial

gurus worshipped by traditional Thai performing artists.

Keywords: Shiva, Phra Pirap, Virabhadra, Bhairava, Viradha
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Introduction

“Kalarudra Rushihi Jagadhee Chandaha Veerabhadra Devata Vam Beejam Hoom
Shakthihi “(Akasha-Veerabhadra Mantra)
Vira=Valor, Bhadra = Virtue, Virabhadra (Sanskrit) = The Valorously Virtuous One

The Subject of "Phra Pirap", the mythical fierce and fearful celestial Asura Guru of Thai
classical performing artists has long been the most forbidden subject in the circle of Thai
classical dance and music artists due to the sacredness of the character and the trict rules in
choosing disciples to inherit the sacred "Ong Phra Pirap" dance. Since the most significant and
thorough work of "Mattani Rattanin" in 1973, there has not been any ntegral studies that
combines both of the academic and artistic contents of the dance that may bring about new
knowledge and better understanding of this mysterious guru and his sacred dance form.

Nevertheless, by basing on additional supporting information through the use of
information technology that is largely available in the global level and was not available in
1973, the author found some significant information that provides traces to thorough
understanding of the character along with his sacred dance in a broad picture that, in a way,
inevitably launches both a challenge and support to the dominant paradigm and beliefs that:

- Phra Pirap's identity and Phra Pirap dance may have been in fact, based on the story
of Virabhadra who is also known as Bhairava in Suvarnabhumi region

- The dance may have been created for spiritual, ritual and ceremonial purposes and
not for entertainment in Lakhon (Thai classical play) or Khon (Thai classical masked play)
performances.

- The creation of the dance could have been an attempt by the Siamese Shaivists to
compete with their rival Vaishanavists in the late Ayutthaya period.

Having mentioned this, the author intentionally omitted the aesthetic side of study
involving the sophisticate dance forms and songs due to several limitations but hopefully, will

be able to conduct a full integral research in the future should opportunity permits.
“Phra Pirap”, who is he?

In the royal play script of “Ramakien”composed by King Rama the first of Rattanokosin
period, the name “Pirap” appears as a 'Yaksha' (may be interpreted as an ogre), born as a
forest dweller and devotee of God Shiva. He was gifted with powerful divine might of “Phra

Plerng” (wisiwaV Agni, God of Fire)14 and “Phra Samut” (wissirni/ Samudra, God of Ocean) by
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Shiva only to live in a forest. All of his life activities were spent mostly on creating a forest
park, planting trees with "Chompu Pawatong" fruit as his favourite, hunting wild animals,
bullying and sexually harassing fairies, robbing divines and finally, pitifully and easily defeated
and slain by royals in exile.

Obviously, his existing in Ramakien is rather ridiculously justified with hardly any
necessity to have been presented in the story after all of celestial gift he was given by gods.
The Dominating theory

Cited in "Pramate Boonyachai" "The history of Ong Phra Pirap Dance Forms", Mattani
Rattanin (1973) suggested that Phra Pirap identity are based on two Hindu based characters,
Viradha and Bhairava. Due to the information that Viradha was son of the God of Death "Yama",
whose previously life was "Tumburu", a 'Gandharva yaksha whose connection with Thai
classical dance and music was based on the Gandharva's skill is singing and music.

As per Bhairava, he is a form of Shiva, the "Nataraja" or the celestial king of dance,
widely worshipped by Indian classical dance artists and the originator of "Vichitra Thandava',
which may refer to "Vichiptham Thandavam" in 108 Siva Thandavam. Over In Nepal,
"Kalabhairava" is also worshipped as god of death and war. He is usually offered with blood
and raw meat as offerings.

Nevertheless, according to the author's opinion, the attempt to relate Viradha, as
Tumburu the celestial singer and musician with Shiva the King of Dance (Nataraja) and dancing
only lightly justify the relationship and at this stage, the author still cannot retrieve the sources
mentioning Viradha as son of Yama (Lord of death) and Bhairava's involvement in the creation
of Vichitra Thandava, although it may provides firmer justification of Bhairava's connection with
Shiva and became Phra Pirap in Thailand.

"Viradha", not just a gardener Yaksha, but the ruler of the world, a counter hypothesis.

"Siripoj Laomanacharoen”, on the other hand, believed that Phra Pirap, the celestial
guru of Thai classical performing artists, is in fact Viradha himself and unlikely to be Bhairava.
As previously mentioned by Mattani, Siripoj believed that Tumburu is a Gandharva king famous
in singing and music according to Hinduism. By referencing the "Garden of Eden", "Lord Jesus"
as a gardener who tends this earth as his own garden and so on, Siripoj believes that Pirap's
garden as mentioned in King Rama I's Ramakien play script is indeed the world we live in. In

the regard of "Chompu Pawatong" fruit, he pointed out its coordination with the term
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"Jambudvipa" as both of 'Chompu' and 'Pawatong' equally represent the continent of Jambu
(Indian Black bery) trees which is also known in Thai as "Wa" which is as same as Pawa
represents the world. This is the reason why the marble poetic explanatory plates depicting
the Ramakien story in the "Temple of Emerald Buddha Image" mentioned only "Pawatong".
"Chompu" or rose apple had only been purposely added in King Rama II's Ramakien playscript
to involve Jambudvipa, reflecting the King's intention to create an "ldeal World". Siripoj also
referred to the planting of 'Wa', Indian blackberry trees, as the initial plant grown in the creation
of European style garden/park "Saranrom Park" by King Rama V, that represents another
attempt (by the ruling monarch) to create another "Ideal (European style) World" indifferent
from Chompu Pawatong in King Rama II's reign. For this reasons, Pirap, therefore represents the
great Yaksha who rules the World, not merely an insignificant ogre who tends a garden as
generally misled. Nevertheless, the author has made an observation to Siripoj's suggestion as
followings:-

1. There are a few other suggestions over the identity of "Chompu Pawatong" identity
such as Chompu Namdokmai" or Syzysium jambos, and 'Pawa'.

2. Chompu (Rose apple) had already been mentioned in King Rama I's Ramakien and
King Rama Il version of Ramakien playscript does not contain the episode of Pirap. However,
there is a Khon playscript written by King Rama Il refered the fruit as 'Pawatong’, not 'Chompu
Pawatong'.

3. The marble poetic explanatory plates were only created in the reign of King
Rama V not in the reign of King Rama .

From Virabhadra the Brave to Phra Pirap the Celestial Guru, the new hypothesis. Kitti
Wattanamahatama mentioned that in 1975, Mattani Rattanin (presumably) created (another)
hypothesis that Phra Pirap derived from two wrathful forms of God Shiva, Bhairava and
Virabhadra because there is a term known as "Pirappa" which coincidently matches the name
"Birappa" which refers to either Bhairava or Virabhadra in Tamil region of Southern India.
Additionally, he also referred to a significant Hindu sanctuary in the City of Varanasi known as
"Vishawanath" temple (Kashi Vishawanath Temple) where the guardian angel of the temple is
"Kasilinga Birappa" whose worshippers offer him with raw meat and liquor just like those offered

to Phra Pirap in Thailand.
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In addition to Kitti's statement over the common identity of Bhairava and Virabhadra,
David Smith wrote in his book "The Dance of Siva: Religion, Art, and Poetry in South India" in
the chapter "Bhairava the Terrible and other forms of Siva" that

"... In the North Bhairava is often a dancer; or rather Dancing Siva, when mentioned is
likely to be called Bhairava, the dance being a destructive dance.ln Tamilnadu the destructive
power of Siva is conveniently summed up in the Eight Heroic Deeds. these actions are 1. The
killing of Andhaka. 2. The beheading of Daksa and the substitution of a goat's head. 3. The
cutting of of one of Brahma's heads and the draining of Visnu'blood into his skull. 4. The
beheading of Jalandhara with a discuss marked out on the ground. 5. The destruction by an
arrow of fire of the Triple Cities of the demons. 6. The skinning alive of the elephant demon.
7. Rescruing the boy Markandeya by banishing Death with yogic fire. 8. Burning up Kama, the

God of Love. Three of these deeds involve decapitation."

With the support of above statements, the would like to concentrate on the story of
Virabhadra with his role in Daksha Yugna by setting aside Viradha's involvement. Virabhadra's

relation to Lord Shiva

Virabhadra's relation to Lord Shiva is slightly different from that of Bhairava and only
differed by causes. As briefly described by Kitti above, the Asura (demon) was born of God
Shiva's rage. Whereas Bhairava was an extract of Shiva's anger over Brahma's eagerness to
appoint himself as the supreme god, Virabhadra was born of far greater grieved anger of Shiva
over the loss of his Goddess consort, Sati, after her argument with her father, Lord Daksha,
that Sati committed suicide in front of her father and all of his celestial distinctive guests by
self immolation. Amongst these guests were God Brahma the creator and father to Daksha
himself, God "Vishnu" the saviour of the universe as well as God Yama, God "Indra" and so on.

Having learnt about the death of his beloved wife, Lord Shiva's grief was extremely
unbearable, he got up from his seat and performed the "Rudra Tandava" dance which was so
powerful and destructive that it created turmoil to the earth by shaking the world with storming
sea, volcano eruption and earthquake. Having finished his dance, he plucked a lock of hair out
of his head, threw it away, and Virabhadra emerged from it. Shiva then ordered Virabhadra to
lead his Bhuta ganas army to destroy Daksha's Yajna and Virabhadra did just what he had been
summoned for with the addition of beheading Daksha. In the attack, Virabhadra battled
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numbers of famous celestial figures that tried to stop him and his men. Amongst these deities
were Indra, Yama, Surya, Candra and so on. All of them were completely defeated.

God Vishnu finally stepped in as the last hope of Daksha. Both of them exchanged
mighty weapons against each other until Vishnu eventually threw his famous celestial discus,
"Sudrassana" to Virabhadra who, in one gulp, swallowed the discuss into his stomach with no
harm against the Asura. With admiration to the brave Virabhadra, Vishnu stepped aside giving
away opportunity for Virabhadra to proceed his decapitation of Daksha.

The story continued with Virabhadra and his army returned to Mount "Kailash". Vishnu
and Brahma then approached grieving Shiva on Krailash to comfort him from his grief then
asked him to returned to the ritual scene where Shiva pardoned Daksha then gave back Daksha
life by attaching a ram's head on the decapitated body instead of Daksha's head which had
been burnt in the ritual fire. Shiva continued moaning by carrying Sati's corpse and wandered
around universe until Vishnu helped to disperse the body marking the end of Shiva's moanins.
From the story of Virabhadra, it is noticeable that there are numbers of relation between him
and Phra Pirap that may be able to list these observations as followings:

1. Shiva's hair and hair curls all over Pirap's body

The unique characteristic of Pirap in Thai classical arts which portrayed Pirap as a hairy
Yaksha with hair curls. Considering the birth of Virabhadra from God Shiva's plucked hair, this
may answer the lost physical connection between Shiva hair and Pirap's body hair curls.

2. The sacred "Phra Pirap Tem Ong" Napat suite songs and sequence of Virabhadra's stories

There are 5 major sacred songs that Phra Pirap Tem Ong suite is incorporated of;
"Rampan Pirap", "Ong Phra Pirap", "Pirap Ron", "Pathom" and "La". These songs and their meaning
and usage in Thai classical performing arts are possibly matched with the sequence in
Virabhadra's story and the Daksha Yujna:

a. "Rampan Pirap" may be interpreted as "grieving Pirap" which matches the
moment when Shiva learnt of Sati's death and performed "Rudra Tandava" dance caused the
Volcano to erupt (Agni/fire) and storming ocean (Samudra/ocean).

b. "Ong Phra Pirap" is the main and the most important song of the suite. As
described by "Ekpasith Pajarakusalapong”, researcher and musician specialised in Napat songs,
that it is categorized as a "Sa-Mer" (t&@u®) type of Napat song which represents arrival and

departure of characters to and from the scene in short travelling distance. The song may
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represent the emergence of Virabhadra or arrival of Virabhadra to the ceremonial scene. It
could also represents both scenarios.

c. "Pirap Ron" has vague meanings. The word "Ron" may be either interpreted
as 'cut' or 'shorten' in Thai as well as 'battling' in Sanskrit. Therefore, Pirap Ron may be
translated as the 'Shorten Pirap song" (from the full Phra Pirap Tem Ong suite) or "The Cutting/
Decapitating/ Battling Pirap" song. Nevertheless, although his name is mentioned in the song's
name, the playscritpt composer of King Rama | Ramakien did not specify the song to be danced
by Pirap for some reason. This observation could hint that the the Ramakien playwright may
have been well aware the distinctiveness between Phra Pirap as Bhairava and Pirap as Viradh,
for this reason, to avoid confusion, the music guru may have exempted Viradha Pirap from
performing Pirap Ron.

d. "Pathom" (Ugu) means 'the first' or ‘the beginning'. This Napat song is may
represent the after match scene when Virabhadra readied his troops to march back to Krailash
or it may refer to the moment when Virabhadra, as Shiva, who had triumphed over the older
Brahmanism and the rival Vaishnavism, marked the rise of the new Hindu order and gave back
life to Daksha.

e. "La" (@1) is the farewell song which could represent either the moment
Virabhadra left the ceremony after completed his mission or depicting Shiva himself who left

Daksha's Yujna after he had pacified with all of the deitie.

Phra Pirap Dance, contesting sacred dance of Shaivism against the Vaishanavist "Pad Sha"
Sacred Dance in Siamese royal court

History of the Brahmins' influence in Siamese royal court indicates that there were two
distinctive kind of Brahmins (Hindu priests) that dominated Siamese royal court; "Horadajariya"
and "Pruedhipasa" Brahmins.

Horadajairya, the Shaivist sect brahmins who may have made their way to Siamese
court from the southern region of Thailand, are responsible mostly for most of the Hindu
ceremonies in Siamese royal court whereas the Pruedhipasa Brahmins the Vaishanavists, as
suggested by "Chantika Manapi" were most possibly originated in ancient Khmer Empire
involved mainly with the royal ceremonies in relation to royal auspicious elephants. However,

the interesting element of the royal auspicious elephant ceremony is the fact that a crucial
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part of the ceremony involved sacred dance known as "Pad Sha" Dance in which the dance
forms can be closer identified with the Indian classic dance of "Bharatanatyam".

From King Rama V's description of the Pad Sha dance, he specifically mentioned it as
a very sacred dance, completely forbidden to those who are not involved with ceremony
including all women of the royal court. During the ceremony, the dance stage or space
perimetre will be entirely rounded with white clothes in order to prevent outsiders, even the
musicians, to see the dance. The rule was set to prevent outsiders from memorising the dance
forms then casually imitating the dance without proper cause, which is considered as a gravely
dangerous omen. This belief of forbidden subject of the Pad Sha dance is coincidently match
that of Phra Pirap dance (in the context of Virabhadra and Bhairava). To add more complexity
to the relationship of these two dances. A note should be made here that the Khon
grandmaster and a Khon national artist, the late "Nai Rong Paktl, Jian Jarujarana" also inherit
Pad Sha dance, according to information given by Ekpasith Pajarakusalapong.

From these similarities, one cannot help but imagine that one of them may have
influenced the creation of the other. However, by considering the period of their origins,
chanting mantra and dance forms, it is more likely that Phra Pirap dance may have been a
much later creation in the late Ayutthaya period, to furnish the Shaivist Bhrahmin with a sacred
dance that would become as equally sacred dance as the Vaishavanist Pad Sha dance. In this
case, Virabhadra/Bhairava, Shiva's fierce form who subdued Vishnu in Daksha Yujna incident,
was chosen as he had already been recognised in the Suvarnabhumi (Indochina) region by
Brahmins from both sects for over a millennia.

Along with the dance choreographing which was created on Khon platform, the
character costume design may have also been conducted in the same time by basing on story
of Virabhadra and Bhairava which may also explain the uniqueness of Pirap's appearance with
hair curls from Shiva's plucked hair, Asura's nature of dark skin, star gooseberry which represents
approaching death of Daksha, and his spear that refers to
Shiva's trident which he carried with him to the battle.

With the above information, we may assume that Pirap dance could have been created
as a Shaivist representative in the form of sacred dance to compete with the Vaishanavist
sacred dance that had long been performed for Siamese royal court, particularly, in Ayutthaya

period.
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"Veerabhadra na Kunita", the Shaivist Indian Virabhandra dance, possible inspiration of
the Phra Pirap Dance creation

"Veera Bhadreshawara", a Bangalore based scholar, wrote in his internet blog
"Veeragase, Veerabhadra na Kunita" that there is a sacred dance in "Veera Shaiva" sect ritual
founded by a Saint Poet "Basvanna" in 12th century, known as "Veerabhadra kunita" or
Virabhadra dance. This ritual dance is usually performed in the occasions of both community
and familial celebrations of South "Karnataka" and based on the story of Daksha Yujna incident.
The dance characteristic can be described as a combination of religious, mythological and
militant elements.44 Moreover, another observable point is that, apart from containing sacred
process in adorning of costume, involved rituals in the dance, powerful narrating of the story
and arrogant dancing gestures, there is a significant part when the dancer who performed as
Virabhadra, uses his sword to "cut" fruits thrown towards him. These fruits represent both
obstructing deities in Daksha Yajna as well as obstacles or bad omen in the ceremony being
undertaken. Cutting these fruit signifies the elimination of evilness and obstruction to
successful rituals. This very cutting gesture can easily be identified with the name of the third
Napat song in "Phra Pirap Tem Ong" suite, "Pirap Ron" (Pirap the Cutter/Decapitator).

Over in Nepal, the possible counterpart of Veerabhadra na Kunita can be observed as
"Bhairava Kali" dance. "Surat Jongda", a Khon master and well known expert in Thai classical
dance, explained to the author that the Napalese Bhairava Kali dance represents the merging
of two deities, Bhairava and "Kali", the wrathful forms of Shiva and his goddess consort, to
create abundance to the earth.

Therefore, it is obvious that the suggested paradigm, which rejects Virabhadra/Bhairavas'
involvement with dance, may be debatable in this sense. With the addition of Shiva's Rudra
Thandav dance in the story of Daksha Yujna, it has increased more
credibility, at this stage, to the hypothesis that sometime in the late Ayutthaya period, Phra
Pirap character may have been created out of Virabhadra or Bhairava in Shaivism and his sacred
dance could also have been initially inspired by the Virabhadra Kunita to serve the same ritual
purpose in the Ayutthayan royal court.

From Daksha Yujna to "Wai Krue" (teacher homage paying ceremony), the recreation of

the legendary yujna through integration of Hinduism, Buddhism and Animism.



386 The 2" International Conference on Research and P
The 23" Asia-Pacific Society for Ethnomusicology Annual Conference 2019 \?\%‘?&
“Music, Performing Arts and Culture through Sustainable Success for Humanity” N
13t — 14" June 2019 Petcharat Garden Hotel, Roi-Et, Thailand

3

It is undeniable that the Thai classical performing arts circle's 'Wai Krue' or teacher
homage paying ceremony may be the major platform for the same kind of ceremonies
organised by another circles of professions.

"Chedha Tingsanchali" Thailand's current renowned expert and significant researcher in
Art history explained to the author that, in metaphor, the translation of the Sanskrit name
"Sati" represents 'consciousness' whereas that of "Daksha" represents "Wisdom". In this case,
one may interpret the Daksha Yujna incident as the situation when a task/ceremony being
undertaken but Daksha (Wisdom) has lost its way, it will bring about 'ignorance' in rejecting
concern over the presence of Shiva (balance of all elements in the world), then Sati
(consciousness) will be lost, giving way to the emergence of Shiva Rudra (grief and rage) that
will accordingly create Virabhadra (turmoil and chaos) which will eventually eliminate Daksha
(wisdom) forever, bringing doom to whichever supposed activity.

Considering whole context of Daksha Yujna and this metaphor in comparison with the
sequence of celestial gurus summoning in Wai Krue ceremony, Wai Kru ceremony is possibly
an attempt to resemble Daksha Yujna in which Virabhadra, as Lord Shiva the chairman of all
gods and celestial party himself, must be invited in order to ensure success of the undertaking
ceremony by the elimination of all evildoings, ignorance, and bad omens that may obstruct
the ceremonial procession then, with his blessing, restoring "Daksha" (wisdom) for the
accomplishment of the ceremony. In addition, "Daksha" or wisdom also directly associates with
knowledge, teaching and teachers.

For this particular reason, it may also explain why the sacred "Phra Pirap Tem Ong"
dance, as same as Virabhadra Kunita in India, was strictly performed only in the Wai Kru
ceremony as well as in other auspicious occasions such as the royal cerebration of the royal

auspicious white elephant in the reign of King Ram VIl in 1928.

From Vira-Bhairava Pirap of Shaivism to Vaishanava Viradha Pirap in Ramakien, the hint
of retaliation from the Vaishavist sect through the creation of Ramakien play.

After the fall of Ayutthaya, risen the Kingdom of Thonburi then Rattanakosin periods.
Both of the King of Thonburi and King Rama | of Rattanakosin period attempted to recreate
the glorious civilisation of Ayutthaya in all possible ways they were capable of. One of the
empirical evidence of their attempts was to commission a Ramakien play scripts recreation for

the royal plays or Lakon performance. However, whereas the King of Thonburi's Ramakien did
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not include the episode of Viradha Pirap, King Rama I's version, revered as the most complete
version of Ramakien did.

From these points of difference, we may somewhat see a hint of an attempt to
associate Virabhadra/Bhairava with Viradha through the creation of Ramakien. By integrating
Virabhadra/Bhairava with Viradha in Ramayana, inevitably, Shiva would be seen as a devotee
of Lakshmi in Shaktismd7 and Vaishnavism, worshipper of Brahma, and a Rakshasa who was
killed by Vishnu Rama.

Adding to this assumption, the elimination of Viradha was not just random or happened
by chance, explained "Desiraju Hanumanta Rao & K.M.K. Murthy", the creator of the website
"Valmiki Ramayan", that: "..The killing of this Viradha is the first act of Rama in eliminating
negative forces in his empire to establish Rama Raajya...Those that always listen or let listen
this episode of Viradha, all their sins are absolved, undoubtedly..."

This may be the reason that Ramakien playwright intentionally chose to include Shiva's
presence in the Pirap episode of Ramakien and omitting the resurrection of Tumburu and relief
of the curse in the aftermath from the original Ramayana story to convince the readers or the
audiences that Pirap was indeed Virabhadra/Bhairava who also reincarnated as Viradha, This
twist of Ramayana in Ramakien elaborated Rama/Vishnu status, hence, Rama became the
slayer of Virabhadra/Bhairava, his rival from Daksha Yajna incident.

Adding to this hypothesis, the late "Seri Wangnaitham" a national Khon artist and one
of the most revered Khon performance director/playwright, once informed his audience prior
to a Khon performance at the National Theatred9 that in an occasion, he had been informed
by a senior figure that the story of Pirap involved an oath Shiva gave to Vishnu after he lost in

a competition against Vishnu which he bet his life on it.
Conclusion

With all of the above observations, one may conclude that the initial purpose of the
creation of Pra Pirap Tem Ong dance and Napat in the late Ayutthaya period by the Shaivist
Horadajariya Brahmins was to serve the Ayutthayan royal court through demonstration of a
Shiva sacred dance in various auspicious occasions. However, the hidden agenda of its creation
may have been an attempt to launch a direct challenge to the Vaishnavist Pruedhipasa

Brahmin cohort's Pad Sha dance which had been being performed for over a millennia.
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The dance initiator chose Virabhadra, a wrathful form of Shiva from the Daksha Yajna
incident, whose presence as Bhairava had also long been recognised in Suvarnabhumi region
since the period of Khmer Empire. The dance was also possibly inspired by the Shaivists'
Virabhadra na Kunita dance in India. However, due to the lack of communication with the
Indian shaivists and to suit Thai social context at the time when Khon performance and
Ramakien play were at their height of popularity, the choreography of the dance and the
character design as well as costume and props, was created on Khon platform in coordination
of Virabhadra's story which associates with the success of sacrificial rites under authority and
blessing of the Supreme God Shiva.

When the performance was still purely a spiritual ceremonial in the late Ayutthaya
period, it may have been plainly known as "Phra Pirap" dance. However, due to the split of its
Napat suite in early Rattanakosin period for royal entertaining purposes in the form of Lakon
and Khon, it was eventually refereed as "Phra Pirap Tem Ong" to differentiate it from its
counterpart in entertaining. Meanwhile, Viradha, whose name was also coincidently translated
into "Pirap" in Ramakien, as were Bhairava's and Virabhadra's, may have been purposedly or
coincidently identified with Virabhadra/Bhairava during the reintroduction process of
Vaishnavist influence over the newly establhised Chakri dynastry. By asserting
Virabhadra/Bhairava story in relation to Shiva into Ramakien, the assimilation inevitably became
the beginning of confusion over Pirap's original Hindu identities as well as his role until present.
The merge of characters and being distributed to the entertaining side of function may also be
the cause of Phra Pirap's and Phra Pirap sacred dance diversion from its original function as a
ritual dance and disappeared from royal ritual ceremonies. Nevertheless, its sacred Napat song
suite still remains as crucial part of Wai Krue ceremony whereas the spiritual ceremonial dance
is extremely scarcely available for witnessing in the present.

In conclusion, the author would like to suggest that, there should be a clear identity
border beween "Phra Pirap" (W5¢i31W) as "Virabhadra/Bhairava/Birappa" or Shiva in Asura form
who is a form of Shiva the Nataraja and worshipped by the Thai classical performing artists,
and "Pirap" (W) or "Pirappa” (Pirap who dwells in the forest) as "Viradha', the cursed Rakshasa
whose previous life was "Tumburu" the Ghandarva because, although Tumburu is claimed to
be a reincarnation of Shiva, he is rather a celestial singer and musician than a dancer.

Last but not least, the author's suggestions and hypothesises still require additional

significant supporting information, particularly, in terms of the establishment, development
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and competition of both Shaivism and Vaishnavism in Suvarnabhumim, in relation to Siamese
royal court in particular, to understand the timeline of the sacred dance. In order to bring
about adequate credibility to justify these hypothesizes the author has already mentioned so
far in this article, there is as well, a need for further studies and data collection via integrated
study fashion of various involving fields such as; iconology, theology, art history, comparative

religion studies, music and dance, and so on, in both Thai and Indian contexts.
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Creative traditional Thai dance "O-Chao of Krung Sri"

Jintana Saitongkum* and Supachai Chansuwan*

Abstract

Creative traditional Thai dance "O-Chao of Krung Sri" aims to create a new performance
which integrates historical concepts into creative traditional dance. It presents the concept of
women in Ayutthaya period who possess great beauty and gentle manner, adorn with precious
garments and accessories. The performance represents the aesthetic life of Ayutthaya ladies
accompanied by beautiful and nostalgic music. This performance is an innovative creation
based on the government's policy vision of Thailand 4.0 for economic development,
emphasizing the cultural and economic value of works of art. And Thai traditional dance also
has an important role in propelling the country to stability, prosperity, and sustainability.

The creation process is as follows: 1) Development of performance's concepts using
historical data; 2) Creation of tunes and music, adding Krachab Pi (four-stringed lute) as tonal
instrument; 3) Selection of 10 female performers; 4) Creation of choreography using Thai
traditional dance postures and designing stage usage; 5) Design of costumes and headdresses
that convey the dressing manner of young women in Ayutthaya period, with lanterns as stage
props; 6) Presentation of the creative work to experts; 7) Publicize the performance. The
performance is divided into 3 acts: Act 1: New Dawn - presenting women’s activities in the
morning. Act 2: Attire - presenting the clothing of the period and dressing manner of the

women. Act 3: Twilight - presenting the travel in the night using lanterns as navigation light.

Keywords: creative traditional, Thai dance, O-Chao of Krung Sri

* Faculty of Music and Drama Bunditpatanasilpa Bangkok

Introduction
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Ayutthaya was one of the great capital cities in Southeast Asia, flourishes with beautiful
art and culture, including sculptures, paintings, artworks, as well as various forms of dance
performances which were worth conserving as national heritages. Since the early Ayutthaya
period, in the reign of King Ramathibodi | (King Uthong) (1350) until the 1°* defeat of Ayutthaya
Kingdom, there are evidences of music and dancing art creation in this period, such as dance
performances and traditional recreation activities. Although no details is found about those
performances, names and practices have been passed down until Rattanakosin period, for
example, Rabam (stage dance), Nang (shadow puppet), Chak Nag Duekdamban, royal
recreations, puppet theaters, musical performances and sports, as well as tactical weaponry
dances and Wai Khru (master worship dance). But in the end, Ayutthaya has lost to Burma
because of people’s disunity in 1569. This is mentioned in the Ayutthaya Chronicle, "...In the
year 931 of minor era (1569), the year of snake, Sunday, the 11" of the waning moon, 9™
month, about 3 o'clock in the morning, Kingdom of Ayutthaya was defeated by King of
Hanthawaddy..." (Bureau of Academic Affairs. 1983, p. 154) The royal court and people of
Ayutthaya were forcibly brought to Burma, along with dancing art, recreations, and sports.

When King Naresuan declared independence, Ayutthaya resurrected again. Since the
reign of King Ekathotsarot, his younger brother, until the 2" defeat of Ayutthaya in 17 67, the
kingdom was peaceful for about 170 years. Socioculture of the late Ayutthaya period has been
passed down from the early Ayutthaya period. There are evidences of dancing art, Khon,
Lakhon (dance drama), including the foreign culture that has been spread into the kingdom,
such as Javanese shadow puppet show, Javanese Khon, Lao puppet show, Mon puppet show,
Chinese puppet show, Chinese opera, etc. The peace and prosperity of the late Ayutthaya
Kingdom encouraged the flourishing of art and culture, with abundant manpower, materials,
and craftsmanship of all types. There were about 400 beautiful temples and countless Buddha
images. The royal palaces were exquisitely built on the waterfront. But the glory of the late
Ayutthaya period came to an end in 176 7, when Ayutthaya lost to Burma. The city, the
palaces, the temples, all were perished. Art and culture was lost. Royal families, nobles, and

citizen were forcibly brought to Burma. The priceless wealth was swept, burned, and
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completely destroyed. The 417 year of Ayutthaya’s glory has lost forever in the blink of an
eye, including literature, musical art, and dancing art.

The evidences of the beautiful past that were left to the future generations appeared
in many historical records, such as the Royal Chronicles of Ayutthaya Kingdom (Luang Prasert
version), Testimony of the Inhabitants of the Old Capital, Testimony of the King Who Entered
a Wat, Du Royaume de Siam by Simon de la Loubere that described the Kingdom of Siam in
the reign of King Narai the Great, as well as drawings of the landscape and people in Ayutthaya
(17 20, the reign of King Thai Sa) by Dutch cartographer, Henri Abraham Sterling.

Today, the history of Ayutthaya era has been presented in many entertainment
formats, such as novels, movies, stage plays, and TV dramas. They present the Thai way of life,
the happiness, and the beauty of the court ladies, the nobles, and the court officials. They
bring the audiences back to the glorious past. This kind of content has been very popular,
especially in 2018, when a TV series, Love Destiny (Bupphesanniwat), an adaptation of the
novel by Romphaeng, was aired on Channel 3. The story is about the lives of people in
Ayutthaya period, in the reign of King Narai the Great. The series gained popularity nationwide,
contributing to the retro historical trend and the awakened pride in Thai national history, which
encouraged the sense of nationalism, and the realization of Thai traditional art and culture.

In this regard, the creators have integrated historical concepts of Ayutthaya period with
the popularity of this historical TV series to create a new dance performance. The aims were
to awaken and inspire the audiences to be proud of being Thai, encourage the realization to
conserve and preserve art and culture as the national identity, as if it is a beautiful garment of
the country. This is also a declaration to be a nation with long-standing civilization by showing
the graceful manner of Thai ladies through Thai traditional dancing art, combining the creation
of dance postures, various rows formations, and beautiful garments in the dancing

performance, "O-Chao of Krung Sri."
Methodology

1. Study and analyze documentation related to concepts and processes of creation,
including history of Ayutthaya period and dancing art of that time, concepts and theories of

dancing art creation, as well as research papers and related creative works from various
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academic resource centers, such as Rak Silpa Center, National Library of Thailand, National
Archives of Thailand, etc.
2. Conduct the creation of "O-Chao of Krung Sri." The procedures are as follows:
Step 1: Developing performing concepts by analyzing data from historical
documents and related theories.
Step 2: Composing the music for the performance.
Step 3: Selecting performers.
Step 4: Designing dance postures, stage usage, and rows formations.
Step 5: Designing and producing costumes, accessories, and lantern props.
Step 6: Presenting the creative work to experts, qualified professionals, and
members of Faculty of Music and Drama for suggestions. Names of the experts and
professionals are list below.
Classical dancing art professionals:
1) Rattiya Vikasitphongse (National artist)
2) Prasit Pinkaew (National artist)
3) Wenika Bunnag (National artist)
4) Assoc. Prof. Dr. Supachai Chansuwan (National artist)
5) Narumai Tritongyoo (Thai classical dance expert)
6) Ratiwan Kalayanamit (Thai classical dance expert)
Classical music art professionals:
1) Thatsani Khun Thong (National artist)
2) Natthaphong Sowat (Thai classical music expert)
Step 7: Presenting the performance to the public.
3. Prepare documents and video recording for publication.

4. Patent the performance as intellectual property of Bunditpatanasilpa Institute.

Results

The creative dance, "O-Chao of Krung Sri," aimed to create an innovative dance
performance based on the government's policy vision of Thailand 4.0 for economic

development, emphasizing the cultural and economic value of art and culture. The publication
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of "O-Chao of Krung Sri" may stimulate national income by promoting tourism in Ayutthaya
Historical Park, the World Heritage Site. The performance represents the beauty of art and
culture as if it is the glorious garment of Thailand. Moreover, glass lanterns will also be
promoted as substantial product both in Thailand and abroad. In this regard, Thai classical
dance might be an important part in propelling the country to stability, prosperity, and
sustainability. The results of the study are as follows:

1. From the conceptual study of the history of Ayutthaya period and the dancing art
of that time, it is found that Ayutthaya was the kingdom of Thai people in the Chao Phraya
River Basin, which was an international trade center. The era was divided into 2 periods. The
early Ayutthaya period started when King Ramathibodi | (King Uthong) established Ayutthaya
as a capital city in 1350 and ended when Ayutthaya lost to Burma in 1569. In this period, the
kingdom was prosperous. Citizens were classified into classes, governed in the style of military-
state society. Governors and officials in command were directly affiliated with the King. As for
the royal court, it was divided into officials of the court (males) and ladies of the court
(females). The late Ayutthaya period started from 1569 and ended with the 2nd defeat of
Ayutthaya to Burma in 1767. It was an era with the prosperity in dancing art, Khon, dance
dramas, as well as flourishing national culture, all types of crafts, and elegant temples.
Ayutthaya was the kingdom of Siam for 417 years, with 33 kings and 5 dynasties, namely,
Uthong dynasty, Suphannaphum dynasty, Sukhothai dynasty, Prasat Thong dynasty, and Ban
Phlu Luang dynasty.

The role of women in the Ayutthaya period was based on the characteristics of 2
classes of families: the noble class and the common class. Women'’s status was divided into
3 roles: as daughter, as wife, and as mother. The women g¢arment was divided into 4 periods:

1° period (1350- 1488): Women wore Sin (wrap-around skirt), straight long-sleeved and

round-necked shirt, hair put up in a bun.
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Picture 1: Apparel in Ayutthaya period (1° period)
Source: Reproduction drawing by Phuangphaka Kurowat (1992: 55)
2" period (1491- 1628): Women wore loincloth, straight long-sleeved and round-

necked shirt with a shawl, short hair parted in the center.

Picture 2: Apparel in Ayutthaya period (2™ period)
Source: Reproduction drawing by Phuangphaka Kurowat (1992: 56)

3" period (1630- 1732): Women of the court wore Sin (wrap-around skirt), straight long-
sleeved shirt, hair put up in a bun. Commoner women wore pleated cloth and breast cloth,

shoulder- length hair parted in the center.
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Picture 3: Apparel in Ayutthaya period (3" period)
Source: Reproduction drawing by Phuangphaka Kurowat (1992: 58, 60)

4™ period (1732- 1767): Women wore Sin (wrap-around skirt) with pleats at the front
along with brocades and breast cloth. There were 2 hairstyles: the middle bun, side bun, and
center-parted hair with sideburns. The apparel of the women in this period emphasized

femininity, but can be adapted in war time for ease of movement.

Picture 4: Apparel in Ayutthaya period (4™ period)
Source: Reproduction drawing by Phuangphaka Kurowat (1992: 62)

In the early Ayutthaya period, it is found that there were many kinds of Thai dancing
art and recreations. There were evidences of dance dramas in the reign of King
Borommatrailokkanat, as well as Rabam (stage dance), Nang (shadow puppet show), Chak Nag
Duekdamban, royal recreations, puppet shows, dance dramas, music, sports, and weaponry

dances. The evidences found in the late Ayutthaya period were Khon performance in the reign
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of King Narai the Great, dance dramas in the reign of King Borommakot, including weaponry
dances, lantern dances, and other performances from foreign culture such as Javanese shadow
puppet show, Javanese Khon, Lao puppet, Mon puppet, Chinese puppet, and Chinese opera.

2. The creation of the dance performance "O-Chao of Krung Sri" were conducted with
the following steps:

Step 1: Developing the performance concepts from the history of the late Ayutthaya
period, when fine arts was prosperous. With this concept, the dance performance was created
to represent ladies of the past, who possessed great beauty and lived the aesthetic life. In
addition, the performance aimed to create cultural and economic value to promote tourism
in the World Heritage Site, Ayutthaya Historical Park.

Step 2: Composing music for the performance by using Thai musical instruments as the
main instruments, with the addition of Krachab Pi, a musical instrument that represents the
past era, combining with rhythmic instruments and inserting the drawn-out vocal music at the

beginning of the song.

Picture 5: Musical instruments for the performance Source: The working group
The instruments included:
1) Melodic instruments: consist of flute, Saw U, Krachab Pi, Ranat Ek, Khong
Wong Yai, Khong Hui.
2) Percussion instruments: consist of Taphon and Klong Khaek.
3) Rhythmic instruments: of Ching, Krap, Chap Lek, cymbal, tubular bells, and
moonshaped bells.

The music accompanies the 3 acts as follows:
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Act 1: Slow melody conveying the dawn atmosphere, the beginning of the day.
Act 2: The tempo is increased, conveying happiness and appreciation of
women’s beauty.
Act 3: The tempo becomes faster to the climax of the song and stops abruptly,
returning to the slow melody to convey the night life.
Step 3: Selecting performers from Thai Classical Dance program, Faculty of Music and
Drama.
Ten skilled female performers were selected, who had graceful and gentle personality,
suitable for the role of ladies of the court.
Step 4: Designing dance postures based on Thai classical dance principles in all the 3

acts:

Act 1: New Dawn - presenting the way of life of women at dawn.

Picture 6: The dance conveying the act of  Picture 7: The dance conveying the act of
opening the residence. telling the time of day by looking at the
morning light.

Source: The working group Source: The working group
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Act 2: Attire - presenting the act of dressing with various attires.

Picture 8: The dance conveying the act of  Picture 9: The dance conveying the act of
examining one's own clothing while covering the opening part of the garment.
walking.

Source: The working group Source: The working group

Act 3: Twilight - presenting the travel in the night using lanterns as navigation

light.

Picture 10: The dance conveying the act of Picture 11: The dance conveying the act of
carrying the lanterns to navigate the path at covering the opening part of the garment.
night.

Source: The working group Source: The working group
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Picture 12: The dance conveying the act of = picture 13: The dance conveying the act of
carefully putting down the lantemns. examining one's own garment and feeling
the night chill.

Source: The working group Source: The working group

Picture 14: The dance conveying the act Picture 15: The dance conveying the act of
of bowing down to pick up the lanterns. walking in procession, carrying lanterns in
hand to return to residence at night.
Source: The working group Source: The working group

The row formations were based on the concept of using the stage space in various

styles, both balanced and unbalanced format. The row formations patterns are as follows:

Symbol for a performer .
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Row Formation Description
Separate oroups, different forms, different
balance
@ o e
o o0
o o
Table 1: balanced row formation
Row Farmation Description
Acute-angled triangle shape format to draw the
® © @ o o o : e
@ @ audience's attention, highlighting the perfarmer
@ @ stationed at the front angle.
<
Table 2: Triangle row formation
Row Formation Description
Unbalanced mix between diagonal rows and
o <@ @ O .
horizontal rows
o @
@
o
o @
Table 3: Mixed diagonal and horizontal row formation
Row Formation Description
4 pairs of rows with 2 separated sinole point to
o0 o0 @ balance the stage area.
oo oo (]

Table & Pairing rows with single highlighted point
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Row Formation Description

: Single wertical row to draw the audience's
O attention to a single point

@

@

o

o

<@

@

O

Table 5: single vertical row formation

Step 5: Designing costumes based on the garment of women in the royal court and
high-class women in the late Ayutthaya period, around 1630-1732.

Women in this class wore long hair, dressed in pleated wrap-around skirt and breast
cloth. There were 3 styles of wearing breast cloth: wearing only the breast part when staying
at residence, draping cloth over one shoulder for important occasions, and wearing cloth in
Tabengman style (wearing cloth over the breast and tying the ends at the back of the neck)
when fighting. The performers in this performance will wear their hair in Mahad Thai style
(short hair parting at the center) with spreading long hair in the back, dressed with forest green
breast cloth draped over one shoulder, pleated wrap-around skirt with modern printed fabrics,

adorned with gold accessories, carrying a lantern.

Picture 13: The costume of "O-Chao of Krung Sri" Picture 14: The lantern

Source: The working group Source: The working group

Step 6: Presenting the creative work to experts and qualified professionals. Suggestions

received were as follows:
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1) Additional cloth around the body part should be added to cover the skin
around the waist when the performer raises her arms while dancins.

2) Practice the unison of the dance postures during the fast-paced music,
especially the fast and continuous changing posture from Cheeb to open- palmed posture.
The working group has made improvement according to the suggestions, which made "O- Chao
of Krung Si" more complete.

Step 7: Presenting the performance to the public in the national fairs and seminars, for
example:

- Art and Culture Fair "Bunditpatanasilpa, with Unity, with Heart" at the city stage,
Nakhon Sri Thammarat

- 39 National Creative Presentation Seminar at Wangna Theater

The performance will be video-recorded. Related documents will be produced

and the performance will be patented as intellectual property of Bunditpatanasilpa Institute.
Conclusion

The creative dance, "O-Chao of Krung Sri," aimed to create an innovative dance
performance based on the government's policy that emphasized cultural and economic value
of art and culture, which might be an important part in propelling the country to stability,
prosperity, and sustainability.

With the realization of this vision, Faculty of Music and Drama, Banditpatanasilpa
Institute has created a dance performance to present Siamese women of the past who
possessed great beauty and lived an aesthetic way of life. The performance also aimed to
create economic value by promoting tourism at the World Heritage Site, Ayutthaya Historical
Park. The performance adopted innovative dance postures and music, combining graceful body
movements of dance postures according to the Thai classical dance tradition, along with
varieties of row formation design and stage usage. Antique lanterns were used as stage prop.
The creation procedures divided into 7 steps: 1) Developing concepts; 2) Composing music; 3)
Selecting performers; 4) Designing dance postures, row formations, and stage usage; 5)
Designing costumes, accessories, and lantern prop; 6) Presenting work to experts and qualified

professionals in traditional dance and music art field; 7) Presenting to the public. Important
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elements in the performance included 1 0 female performers dressed in the garment of the
late Ayutthaya period, carrying lantern props. Music was newly composed by adding Krachab
Pi to the ensemble and integrating the drawn-out vocal music to convey the happy
atmosphere of the past.
The performance was divided into 3 acts:

Act 1: New Dawn - presenting the activities of the women in the morning.

Act 2: Attire - presenting the clothing of the period and dressing manner of the women.

Act 3: Twilight - presenting the travel in the night using a lantern as navigation light.
Discussions

The creation process of "O-Chao of Krung Sri" started from developing the performance
concepts, composing music for the performance, selecting the performers, creating dance
postures and row formations, designing costumes, accessories, and stage props, and presenting
the performance. This creative work was consistent with dance choreography study of
Peerapong Sensai (2003), which revealed that the inspiration in dancing art design came from
imagination and creativity, consisting of the creation of dance postures, row formations, music,
costumes, and other important components that will complete a performance.

In addition, the dance postures in "O-Chao of Krung Sri" performance are the innovative
combination of graceful Thai traditional dance with natural human gestures. This is
corresponded with Savaparr Vechsuruck's study (2 0 0 4 ) , Choreographic principle of
Thanpuying Paew Sanithwongseni, which described that the designing concepts in each
performance was studied before designing the layout, major components, and minor
components based on Thai classical dance principles. Details of the dance postures were
added by integrating subtle body movements based on principal dance postures, foreign
dances, and natural gestures. A combination of various styles of dance postures makes the

dancing art more innovative.
Suggestions

The concepts for the creation of dancing art usually come from beliefs, rituals, or stories

related to the traditions of each locality, including historical-based creation. It is suggested that
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the creation concepts should be expanded to show respect to the monarchy, to express the
appreciation to the royal families. It can be published in special occasions in order to honor

the royal grace of monarchy who rules Thai people with great virtues.
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RUM TONE ON THAI ETIQUETTE

Suksanti Wangwan

Abstract

The creative research of Thai performance: “Rum Tone on Thai Etiquette Dance” is a
qualitative research. The purpose of this research were (1) to utilize the knowledge of Thai
traditional folk song to create the new repertoire which aims to teach Thai manners and ethics,
(2) to create an educational media of Thai traditional folk song in academic institutes and to
introduce and promote Thai Tom-tom dance to public widely, (3) to create and develop
academic Thai Tomtom dance knowledge as a cultural preservation.

The invention uses the Thai Tom-tom dance and postures style in Samko district, Ang
Thong province as a main composition with integrated information of standard Thai etiquette
from the Department of Cultural Promotion which included 10 good practices in Thai’s
everyday life; listening, speaking, dressing for Buddhists’ service, following the elderly, paying
respect to monks, greetings, walking past the elderly, five points prostration, receiving from the
elderly, and curtsying, to create the piece. The lyric was also designed to use simple and clear
meaning words and required to match well with melody played by Thai or western
instruments. The dance and postures was invented using the Thai performance arts theory as
a main principle called “Ram-tam-bot”. It is the interpretation to create a series of dance and
postures for performance. The style of dance was consisted of simple moves and was easy to
understand for the audiences. The costumes tone set in gray. The actor wears a Thai Raj
pattern shirt, a Thai classical loincloth, long socks, and dress shoes. The actress wears a braided

lacework shirt which is popular nowadays.
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The Thai Tom-tom dance was presented to experts and savants more than 3 times and
improved following their suggestions. Moreover, it also was tested performing in 20 Basic
Education Commission’s academic institutes before concluding evaluation results and
publishing. It can be said that it is completed and acceptable to utilize as a teaching materials

of Thai etiquette for Thai people and those who interested.

Keywords: Rum tone, Thai manners, Ram-tam-bot

* Corresponding Author: kruoor.w@gmail.com
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Introduction

According to Thai history, the transition from absolute monarchy to democracy has
changed the livelihoods of Thai society and the need to develop the country into a modern
nation. The cultural revolution under the government of Field Marshall Phibunsongkhram has
authority over mass media and utilized it to broadcast patriotic songs and plays. In addition,
the government has imposed additional duties and behaviours in the framework of Thai social
order, such as, saluting/respecting the flag, buying Thai products, being generous to children,
the elderly and women, how to dress in public, occupations and including the daily routines
(Suraphon Virulrak, 2006: 4-5).

Field Marshall Phibunsongkhram has established the Chamber of Culture and also
issued the Royal Decree on the the Culture of the Fine Arts, which heavily regulated Thai
entertainment, both the performing arts and Thai traditional music.The effect gave society a
sense of desolation, devoid of entertainment, people began to relieve the desolation by
dancing ‘Rum Tone’. Field Marshall Phibunsongkhram assigned the Fine Arts Department to
remodel Rum Tone as a dance with lyrics. In the effort to develop ‘Thainess’ into the modern
world and the indoctrination of patriotism to the public, to uphold Thainess, which made Rum
Tone a popular performing folk art that is greatly encouraged by the state.

At the time, the Rum Tone dance is popular in Ang Thong province. The Rum Tone
style, especially the Ang Thong Rum Tone style. This style originated after soldiers and
policemen returned from duty during the Second World War. After their service in 1939, they
returned to their hometown and settled down at Wat Ket Thong, Samko district, Ang Thong
province and started the dance there. Most of the lyrics are about war, love and departures.
The Rum Tone lyrics of Ang Thong are numbered in the hundreds. Some of the dances didn’t
require the whole song to be sung (Document Processing and Archives Committee, 2009: 164).
After the second world war, some of the lyrics of Rum Tone are songs that the government
used to propagate to the general public for them to abide state policy, by blending in with
the Rum Tone of the common people, such as, the Thai Tri-colour song, 8 o’clock song, We
Support Field Marshall Phibunsongkhram song, etc. (Amara Klamcharoen, 2010: 173). This
demonstrated that the Rum Tone dancehas influence over the ideas and adjusted the local
peoples’ attitude. With the blend of playing mixed in to enhance the entertainment, which

the people complied to the lyrics and danced to it. When considering the guidelines for the
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use of Rum Tone, also including the use of lyrics that were composed for making people to
abide with the government guidelines during the era of Field Marshall Phibunsongkhram. Rum
Tone dance could instruct and persuade the performers and dancers of the song to follow
the details in the lyrics, which gave entertainment that could develop the thinking process,
self-practice and social expression. To use cultural identity, especially the etiquette of Thai
culture as the focus to foster the youth for the purpose of turning the youth into polite,
humble and to prepare them to be responsible adults accordingly. Thai etiquette are blended
in the Rum Tone dance with lyrics teaching Thai etiquette, which is considered a method to
fulfill the intentions of the government and society, but still held on to the identity of the
original Rum Tone dance. Also, as an improvement and development of style on a
conservative basis that blended together perfectly. The research team considered that the
knowledge of Rum Tone on Thai Etiquette Dance should be collected. From researching local
Rum Tone lyrics in Samko district, Ang Thong province, as a case study and also as a model of
new lyrics and performances of Rum Tone.

The research team gives the following; First, the research team suggests the compiling
of knowledge of the original Rum Tone dance of Ang Thong and to further improve and to
perform, to demonstrate the dimensions of conservation and development. With the blending
of Thai etiquette in the Rum Tone lyrics. The research team considered to further improve the
idea and to relay the knowledge to ‘the youth’, in cooperation with the networks of the
College of Dramatic Arts Ang Thong as the people to relay the knowledge, which is considered
as the expansion of knowledge that will be used with practical results. Second, to encourage
the Rum Tone dance, which was very popular in the past, especially in Ang Thong province.
As well as the distribution of knowledge in the development of the Rum Tone lyrics that
included details about Thai etiquette by the College of Dramatic Arts Ang Thong. This is
considered as an opportunity to encourage the Rum Tone dance of Ang Thong and the
continuation of cultural expression of Thai etiquette. Third, the collecting of knowledge is
considered as an instrument of conserving and developing Thai art and culture, which occurred
in the academic field of the fine arts, cultural studies and sociology and humanity studies, also

as a recorder of the development of the performing arts.

The Purpose of Knowledge Management
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1. To utilize the knowledge of traditional Rum Tone and improve it into “Rum Tone on
Thai Etiquette Dance”, which is newly written with the instructions of Thai etiquette in the
song.

2. To be used as data and sguideline to study and teach for educational institutions,
also to promote the knowledge of Rum Tone dance to the general public. 3. To establish the
knowledge of performance and to develop Rum Tone in the academic and cultural

conservation framework.
Limitations of Knowledge Management

In this research, the team will study the style of performance and the lyrics of the local
Rum Tone artists by using the songs written by the local artists of Samko district, Ang Thong.
The compiling of data and the constructive knowledge of this research will serve as a study
model. Since the songs of the artists has a traditional framework of Rum Tone in the lyrics and
the rhythm of Ang Thong and the framework is still passed on. The team will not compare the
data of the music by artists of different areas. The research will be processed from documents,
interviews and the deconstruction of the lyrics, later then will create new lyrics and dance
postures. Benefits

1. Composition of new Rum Tone songs, with lyrics instructing on Thai etiquette.

2. This research could be used as an academic paper in the context of ‘developmental
information’ in the performance of Thai Rum Tone.

3. This research could be used for educational purposes in the curriculums associated

with “Traditional Flok Arts of Central Thailand (Rum Tone) and/or Thai Etiquette”
Methodology

The creative process of Rum Tone on Thai Etiquette has limitations for creative research
procedures respectively, the following;
3.1. Research Procedure and Frameworks
3.1.1. Content
3.1.2. Research method
3.1.3. Duration

3.1.4. Population and example groups
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3.2. Creativity
3.2.1. Analysis and composition of lyrics
3.2.2. The creation of dance postures
3.2.3. Costume design

3.2.4. Conclusion
Research Procedures and Framework

In this research, the research team has assigned the research concept framework into
4 parts. Each part is significant to the reflection of a clearer illustration of Rum Tone dance.
Which are the following;
1. Content
The research study consisted of 2 subjects that are, research from documents

and research from local artists

1.1. Research from Documents

Research from academic sources that are, text books, documents and research
studies. With the emphasis on the history of Rum Tone dance, the usage of ‘Rum Tone’ and
‘Rum Wong’ for attitude adjustment during the period of Field Marshall Phibunsongkhram. The
style of Ang Thong Rum Tone dance, the creativity of the performing arts and the expression
of various forms of Thai etiquette, which were all researched from documents of different
organizations and institutions, including information of knowledge management (KM) on
‘Samko Rum Tone’ style by the College of Dramatic Arts Ang Thong will be used in this
research.

1.2. Research from Local Artists

Research from documents and the lyrics types of Rum Tone and the melodies
of the local artists of the ‘Nah Wat Bot Rum Tone Dance Troupe’, Samko district, Ang Thong,
specifically. Later on, the song structure will be analyzed, then the structure itself will be used
to create new Rum Tone songs, with the lyrics describing about Thai etiquette, with sources
specifically from the ‘Book of Thai Etiquette’ by the Department of Cultural Promotion,
Ministry of Culture.

2. Research Method
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This research will be a qualitative research, by analyzing the data from
documents collected from books, textbooks, documents, research papers, cassette recordings,
photographs and VCD media from other sources. For the field data, will be collected by
observation and interviews. Later, the data will be categorized into different groups and the
dataorganized as a guide for creating artistic works and the summary will be printed in book
form and will be arranged into 4 procedures. Which are;

2.1. Data Collecting

The creative research team has compiled the Rum Tone songs of Rum Tone
artists of Ban Nah Wat Bot, Samko district, Ang Thong. Then, study the style of singing, dancing,
including the melody of each stanza. With the collected data, all of it shall be used as a model
for the creation of Rum Tone on Thai Etiquette Dance. By gathering data from documents that
are related to the research, including data from books, documents, textbooks, articles, research
papaers, theses, VCD media, photographs and the internet. Moreover, media devices and other
advanced media devices were also used to record the data during the interview, with the
following details;

Observation - To attend the Rum Tone performance in different occasions, to
familiarize with the artists to acquire accurate, definite and effective insight that will coincide
with the purpose of the research.

Interviews — Having conversation with the associated people, such as, artists, musicians,
singers and audiences, in order to acquire the necessary answers and opinions to coincide with
this research. The method of interview that was used was the ‘non-structure interview’, which
the research team did not prepare questions beforehand, but an oral conversation to obtain
information that could benefit the content directly or indirectly.

2.2. Data Analysis

Research the songs, analyze the lyrics of each verse, especially the structure,
so it could serve as a model for new song compositions.

2.3. The Study on the Elements of Creative Performance

After the research team has collected the data, the data will be used as the
structure to create a new song. Later, the creativity for the dance posture and costume design.
Then the song will be composed and the dance postures will be photographed and recorded.
Finally, copies will be created for distribution.

2.4. The Distribution of Rum Tone on Thai Etiquette Dance
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When the Rum Tone on Thai Etiquette Dance lyrics were composed, including
the dance postures, an experimental project was put into practice. The song is distributed to
school that are part of the College of Dramatic Arts Ang Thong network. The project is in a
form of a volunteer camp activity, which teaches the lyrics and dance postures of Rum Tone
on Thai Etiquette Dance to the students of the network.

3. Duration

The duration of this research was conducted since September 2016 -
September 2017.

4. Population and Example Groups

In this research, the research team has selected the example groups, which are,
the data provider group and the creative user group. 1. The data provider group, were assigned
to study the Rum Tone artists of Ban Nah Wat Bot, Samko district, Ang Thong and interviewed
Mrs. Jumrat Yusuk, traditional folk teacher of the College of Dramatic Arts Ang Thong. 2. The
creative user group, students associated with the College of Dramatic Arts Ang Thong network.

Ranging from primary level 1 to Secondary level 3 (ages 7-15).
Data Analysis

Analysis and song composition, creation of dance postures, costume design,
presentation of the analyzed data, respectively.

1. Analysis and Song Composition

The procedure process to compose a song to convey the message clearly to

the targeted audience is divided into lyric and melody analysis for creating the model and the
song writing of Rum Tone on Thai Etiquette Dance must be used for teaching etiquette through
the dramatic arts and music. Therefore, questions should be raised to use as a guide for the
hypothesis in song composition, such as, 1. How to use the melody? 2.What kind of
composition should be used? In this section, there will be an experiment on which verse is
easy to remember and is not too complex. The research team selected the songs and melodies
from the local Rum Tone dance of Samko district, Ang Thong. Rum Tone is a commoner’s
dance and the versification is not strict, some lyrics or verses are just improvised on the fly for
entertainment and relaxation only (interview, Jamrat Yusuk, 2017).

From the questions that were used in the research, indicated that up to 84% of the

targeted audiences gave emphasis on the melody more than the lyrics. The research team will
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use this as a guideline to compose the melody that will ¢o along with the lyrics. Most
importantly, the composition of a new melody to go along with the lyrics. However, the
research team must consider the content of this Rum Tone dance is an instruction on Thai
etiquette throught the dramatic arts and music. The lyrics and melodies will give emphasis on
Thainess, while other instruments will support the music to make the melody interesting.

Therefore, Thai instruments are assigned to be played as main instruments and western
instruments will help support the melody, such as, the bass guitar and drum set, to create a
contemporary feeling to it. This was assigned to Mr. Kampanat Nonsri, temporary teacher from
Satri Ang Thong School to assist in composing the melodies, according to the concepts of the
research team. The melody structure is divided into 2 categories, that are, 1. The melody, in
this case meant the intro before the singing, the middle part and the outro. And 2. The melody
that goes along with the lyrics.

The process of recording each instrument will record the rhythm. This process will put
the tempo into consideration and will compare with the original Rum Tone dance, to maintain
a steady tempo and most importantly, The tempo must be consistent with the lyrics, for easy
singing and distinct poetic rhythm. To ensure the understanding of the lyrics for an effective
performance. When the appropriate tempo is found and would coincide with the lyrics, more
instruments will be added to the song. First, starting with cymbals and wooden rhythm
clappers, after that the team added the sounds of the xylophone, Thai fiddle and Thai flute
as the main instruments. Finally, vocals will be added by assigning men with soft and deep
voices as vocals. When all the recording is done, the research team will listen and discuss
about the pronounciation of the lyrics and the rhythm. Besides the correct use of language
and accent, the lyrics also must harmonize with the melody and tempo too. This process has
been revised multiple times, until the research team has reached to a point of satisfaction and
will pass the song on to the dance design team.

2. Creation of Dance Postures

Dance posture or the dance, the creative team created the concept to coincide with
the selected targeted audiences. For the purpose of promoting the youth about the
characteristics of Thainess by the method of dramatic arts and music as an innovation for Rum
Tone on Thai Etiquette Dance.

The design of the dance postures put 2 subject matters into consideration that are, the

dance postures and the direction of the dance. With creative consideration on the use of
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hands, feet and body posture as the basis for creating the dance postures for the targeted
audiences to use this creative performance. Many questions were raised during the creation of
the dance, such as, what posture should be used? How many postures? What part do the
dancers dance to the lyrics and how far apart do they have to be in each verse? About the
use of feet, to trample or other postures, like stepping or trampling? Switching dance partners
or switching the position of the dance partners? Should the dance be in a form of a circle like
the traditional Rum Tone dance or just in a single row? Therefore, the dance are divided into
2 categories that are, dance with the background music and dance with the lyrics.
1). Dance with Backround Music

Dance with background music is separated into 3 parts, which are, the dance
with the intro, middle part and outro background music. These dance postures were compiled
and analyzed from field observation and the experiences of those who performed the dance,
which the research team observed from festivals and merry making. The team observed that
when there is a Rum Wong dance or just dancing in the background, most people without a
dramatic arts or dancing background would make similar Rum dances, like, ‘Rum Sod Sai Mala
Plang’ style in the ‘Rum Wong Marththan Plang Kuen Dueon Nagi’” dance comprised with the
crimping of the hands and bending arms into arcs and switching the arms from left to right

simultaneously.
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Picture 1 ‘Rum Wong Marththan Plang Kuen Dueon Nagi’.
Source: Author, 2017.

Because the dance is not complex, simply holding an arm up in a shape of an arc
and the other hand crimping and pointing at the torso of the dancer, and simply swithch the
hand posture continuously, thses are simple steps for the dance. Therefore utilizing this style
as a standard for the background dance for Rum Tone on Thai Etiquette would be very
effective to teach, due to its simplicity and could be adapted to normal daily, coinciding

with the research team’s purpose for adaptive creativity.
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Picture 2 ‘Rum Tone on Thai Etiquette’, ‘Sod Soi Mala Plang’ style.
Source: Author, 2017.

2.) Dance with Lyrics

Dance with the lyrics, is dancing to the postures that are described in the lyrics. This
concept came from the Rum Tone dance by the local people of Nah Wat Bot. Both men
and women sing the lyrics and dance accordingly to the lyrics, but the dance doesn’t have a
certain structure, but dancing according to the lyrics are different from person to person,
depending on the style of the individual, wether the local artists or performers, also included
improvisation, These concepts are used as the basis for dancing with lyrics for Rum Tone on
Thai Etiquette Dance.

Dance with the lyrics are separated into 2 types, that are, dance with the lyrics
procedure and dance according to the Thai etiquette procedure. The dance with the lyrics
procedure, has a term according to the ‘Royal Court Dance Troupe’ which is called ‘Rum
Tum Bot’ (repeat of the dance posture without the lyrics). This procedure is also used with
‘Khon’ and other performances, according to the ‘Royal Court Dance Troupe’. But the dance
with lyrics in Rum Tone on Thai Etiquette Dance does not have complex dance postures and

is easy to follow, it conveys the message easily and understandibaly.
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Picture 3 From the ‘Phanom Meua’ lyrics.

Source: Author, 2017.

Picture 4 From the ‘Speaking’ lyrics.

Source: Author, 2017.

3.) Dance Posture according to Thai Etiquette

These dance postures were created from the guidelines of different forms of Thai
etiquette. The design of the dance postures are very crucial, because the research team must
conside or claim that the dance postures could be compared with the Book of Thai Etiquette
by the Department of Cultural Promotion, Ministry of Culture, which the book described about

guidelines on Thai etiquette. The creation of Thai dance postures ran into some difficulty, due
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to some of the postures described in the bookcouldn’t be conveyed into a dance form. The
research team has selected the lyrics and created dance postures for only 10 songs.

4.) The Direction of the Dance

Normally in Rum Tone dance, the performers would dance in a circle and move
counter-clockwise, but in Rum Tone on Thai Etiquette Dance and for the purpose of promoting
Thai etiquette through the dramatic arts and music, meant that the teaching, demonstrations
and normal performers are separated into 2 directions by the creative team, which are, dancing
in a single row and dancing in a circle.

Dancing in a single row

The direction of this dance is suited for teaching or conveying. The teacher

could teach the postures upfront, and switching steps to the left and right and switching dance
partners.

Dancing in a circle

This direction of this dance is in a form of a circle. The performers are able to

dance the Department of Fine Arts’ standard Rum Wong, but the direction of the dance
posture in each song will follow the original model. The only thing to keep in mind is that the
circle dance must move counter-clockwise only.

3.) Costume Design

From the research to design the costumes, the research team found that in the present
day, women would wear braided lace shirts and Nah Nang pleated skirts, which is not part of
various Royal Thai dresses. But with a blend of northern sytle lace shirt, which was influenced
from the west and wear the Nah Nang pleated skirt, which is part of various Royal Thai dresses.
When both are combined, it projects the image of a prim and proper Thai lady. Moreover, the
colour tone is grey, which is an elegant colour and another reason was the commemoration
during the mourning for H.M. the late King Rama IX (2017). The men’s costume will be worn
in the ‘Raj Pattern’ (Royal Pattern) style, which consisted of a Nehru-style jacket with five
buttons, a Chong Kraben (lower body cloth), knee-length socks and dress shoes. The colour
of the shirt is grey, to match the clours of the ladies clothing. For the purpose of

commemorating the late King.
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Picture 5 Men’s and women’s costume.

Source: Author, 2017.

Creative Research on Rum Tone on Thai Etiquette Dance
The research team studied the guidelines for Thai etiquette from the document Book
of Thai Etiquette by the Department of Cultural Promotion, Ministry of Culture as the main
source of information. Then, the lyrics are composed, melody composed, dance postures
created and costumes designed, respectively.
The team has experimented the dance with students from 20 schools, totaling arounf
2,000 students. The experimentation has been evaluated in forms of documents, interviews
and observation. In the experimentation process, the team has made some corrections or
compiled the suggestions of the interviewees, people who participated and performed in this
experiment. The team has details with the following;
1. Rum Tone on Thai Etiquette Dance has 10 songs that are;
1.1. ‘The Etiquette of Listening’ song
1.2. ‘The Etiquette of Talking’ song
1.3. ‘The Etiquette of Dressing for Buddhist Service’ song
1.4. “The Etiquette of Following the Elders’ song
1.5. “The Etiquette of Paying Respect to the Clergy’ song
1.6. ‘The Etiquette of Greeting’ song
1.7. ‘The Etiquette of Walking Pass the Elders’ song
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1.8. ‘The Etiquette of the Five Points Prostration’ song
1.9. ‘The Etiquette of Receiving from the Elders’ song
1.10. ‘The Etiquette of Curtsying’ song
These 10 Rum Tone on Thai Etiquette Dance songs were created from information in
the Book of Thai Etiquette by the Department of Cultural Promotion as the main source. The
data analyzed and integrated with the song, selecting words that are clear and concise. For
the composition of the 10 songs, that are, The Etiquette of Listening, The Etiquette of Talking,
Dressing for Buddhist Service, Following the Elders, The Etiquette of Paying Respect to the
Clergy, The Etiquette of Greeting, The Etiquette of Walking Pass the Elders, The Etiquette of
the Five Points Prostration, The Etiquette of Receiving from the Elders and The Etiquette of
Curtsying. Then the creative research team has studied and created dance postures by using
the dancing to the background music method, by interpreting the lyrics and dance accordingly,
as to the principle of Thai dramatic arts. The dance is not complex, the colour tone of the
costumes will be grey, in commemoration of the passing of the beloved late King Rama IX in
2017. Men’s costume will be the Nehru-style jacket with five buttons, a Chong Kraben (lower
body cloth), knee-length socks and dress shoes. For the ladies’ costume will be the braided
lace shirt with some jewelry. The dance consisted of lyrics that are led by the sound of the
‘Thon’ (hand drums), sounds of Thai instruments and western instruments blended in together.

Which achieved the purpose of teaching the song and dance to the youth.
Conclusion

The studying, compiling and analyzing of various information on Rum Tone on Thai
Etiquette Dance in Ang Thong province, demonstrated that Rum Tone dance is a local dance
that has a simplistic, enjoyable and exhilarating model. Later then, the local people changed
from using the Thon to the ‘Rebana’ (Malay tambourine) instead. Because the Rebana is louder
than the Thon, the performance and rhythm became much more entertaining and Rum Tone
could act as a connection between villages. From the team’s research from the interviews
with the local artists, described that during the second world war, Rum Tone were mostly
performed at night by men and women of all ages who came to relax and enjoy some merry

making after a hard day’s work. They would gather in a yard or a temple courtyard, using the
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