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Cultural Fingerprints: An Evolving Curriculum in

Contemporary Music Composition

Chinary Ung, DMA'

Abstract

The western conservatory tradition requires substantial study in European
music history, theory, counterpoint, and orchestration in order to provide the
necessary qualifications to pursue composition. This process favors imitation
as a means of gaining a practical understanding of historical forms. Because
it is rooted in the practice of European music, this course of study excludes
a serious investigation of other traditions that may play a central role in
one’s cultural identity. The degree to which this forms barriers for young
composers from Asia is a particular concern of mine. | advocate for a shift
in priorities that raises the profile of Asian cultural practices as a vital part
of becoming a composer. My paper refers to writings by Chou Wen-chung,
who wrote persuasively on this topic, and by José Maceda, whose inquiries
into Southeast Asian music unc'overed a rich terrain. | use my own work as
an example of how the study of one’s particular heritage can help inform
a personal creative voice. My intent is not to suggest models, but rather to
suggest possible paths that better suit those of us from Asian backgrounds

so that we can take advantage of the richness this provides.

Keywords: music composition; education; intercultural research; Southeast Asia

" Distinguished Professor, University of California, San Diego and Presidential Fellow: Senior Composer in Residence,

Chapman University
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Introduction

| have spent over 50 years in the United States, and | have taught composition for
almost 40 years. The appearance of voices from Asia in the context of the
western concert tradition is perhaps the most important development in music
over the last 60 years. The order of events is no doubt familiar to you: Japanese
and Korean composers coming to prominence in the 1950s and 60s, followed
by Chinese composers in the 70s and 80s. It is my view that the next great
wave of composers will come from Southeast Asia, where it is clear there is a great

deal of interest and a deep reservoir of talent.

The project of inclusion of new voices in music is not a matter of extending the
reach of western classical music, but rather of seeking out something new that has not
been heard before. People from different cultures are armed with a repository of experiences
and traditions that inform a truly unique cultural identity, and from this foundation a
composer’s individual voice will reflect both her own personality and a broader cultural
character. When we teach in the United States, we tend to be chiefly concerned with
developing a composer’s individual voice, or what | call a musical fingerprint. | make the
proposition that the process of developing this musical fingerprint is not merely a matter
of looking inward, or even of obtaining a practical skill-set, but, rather, it involves obtaining
a sort of cultural literacy so that a composer’s creative musical instinct resonates
more broadly. In a sense, this is part of knowing oneself—where one comes from.

Part of the challenge with this objective is the compressed timeframe of the
average composer’s education. The western conservatory tradition requires substantial
study in European music history, theory, counterpoint, and orchestration in order to
provide the necessary qualifications to pursue composition. This is, for all intents, an
immersive process of study and practice that favors imitation as a means of gaining a practical

understanding of historical forms. Imitation, though, has its risks. A composer can be
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consumed with it as she develops her craft. This technical concern can drift into an
aesthetic principle, eventually producing a composer who has a command of the
conventions of classical music but whose voice has never been allowed to sound clearly.

It seems crucial then to discover means of identifying interest and talent in
composition in students at an earlier age—before they reach University. Not only could
they extend their years in training but they could also be encouraged to engage in
intercultural studies, beginning with their own and extending to other regions in turn.
In other art forms besides music we notice that students at the pre-college level are
encouraged to engage in the creation of new work. Students in writing and painting make new
poems and artworks while simultaneously studying literature and art history. By contrast,
composition is almost never pursued by young people at similar stages in their studies.

While we contemplate the question of when to pursue composition let us discuss
what a study in cultural practices might entail, from the perspective of a composer. In
order to do this, | will refer to some ideas presened by José Maceda and Chou Wen-chung,
who were part of the first generation of Asian composers and educators within the
field of contemporary music.

Maceda (1995) notes that the “search for new ideas in music composition lies not
only in modern technology but also in concepts that can be gathered from the past, as
a basis of what this past can do for the presented.” In other words, one should seek
out elements from the past in order to produce a living artistic heritage that
can extend into the future.

An example of how this might work comes from Maceda himself, who developed
a fascinating hypothesis that derives a proportional scheme from the terraced structure
of the Candi Borobudur in order to elucidate the musical structures that govern the

Indonesian gamelan. Maceda simplifies the Borobudur into a series of graduated,



MU
11PH

nested squares, indicating how the different levels of beat lengths correspond to the levels

of this important temple.

Example la: Borobudur
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Fxample 1b: Map of Borobudur as a structural model for music®

Top Perspective of Borobudar: § squere terraces and thelr
equivalents in Muosic
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1
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&
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Leval 01z 4 aldas X 2 bpabs pur shle = 128 beais = | gosgsn
Level 22 4 gides X 16 Bewbi per glde = B Bials = | gumgan
Lawel 3z d sides X X heain per gl = A1 Be@ls = | goBEER
Lewel 42 4 abden X 4 braks per sde = 16 Brais = | pompsn
Lewel S 4 shdes N I Beats per ibde = B besbi = 1 gompsn

C. N cirtulsr 16FTaces

In this example, as one moves up each level (or layer), the value of the
corresponding beat structure is halved. Note that the number of musical levels
corresponds exactly to the number of levels on the temple itself. To quote Maceda
(2001), “a search for a square as a principle of structure in music or architecture may find

initial leads in mathematical problems in antiquity.”

? From Maceda, J. (2001). The Structure of Principal Court Musics of East and Southeast Asia.
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Chou Wen-chung, in a 2001 address titled “Music—What Is Its Future?”spoke on the

merging of cultures:

3

What | have been speaking of is not “new” culture but a “merger” or
“re-merger” of legacies; not cultural “influence” but a “confluence.” In
contrast to “borrowing” by the West from the East in the past, or the East
from the West today, “merger” means coming together, sharing each other’s

heritage, complementing and revitalizing legacies.
He went on to consider the possibility of “a new era, not of globalization, but of
global partnership.”

By advocating for a thorough investigation of not only cultural practices but also
for the capacity to move across borders, Chou and Maceda proposed an interesting and
vital way forward. When Maceda addressed composition, there was a clear connection
between field research he had carried out in traditional music and theoretical inquiries he
had pursued. His work tended to favor the notion of communal expression, rather than the
strictly personal or abstract.

Chou Wen-chung (2013) asserts that “it is the creative artist’s responsibility to
demand crossing of conventionalities to reach the inevitable future.” His use of the word
“responsibility” here is crucial. He invokes a moral imperative in this search. This is
not merely a situation in which one is mining territory for potential compositional
materials—the issues run far deeper. In 1981, he proposed a list of 10 principles that might
constitute an Asian aesthetic theory for music:

1. Assimilation of foreign musical cultures

. Interpretation of music for the people and for the elite
. Timbre as complement to pitch

. Language as progenitor of esthetics

. Allusiveness in expression

2
3
a
5. The triad of poetry, painting, and music
6
7. Terseness in structure

8

. Harmony with the universe



14 atiGsuaznsuaan

9. Beyond imitation of nature

10. Emphasis on spiritual cultivation

Each of these topics is sufficiently rich to deserve its own study. Chou ties spirituality to
musical analysis in his reference to “oneness.” He sees no disparity between the two, as he
makes clear in the following statement: “Spiritual cultivation and material analysis do not

have to belong to two different worlds—because we have one world to share!”

1. The Creative Fingerprint

Having offered something of an introduction to the principles of intercultural
studies and some of their proposed outcomes, | would like to turn now to
composition itself, and how these principles merge with individual creative energy to
produce a musical fingerprint. One must strive for a balance between the acquisition of
knowledge and skills from a confluence of cultures while reaching inward to a
deeper inner self.

Carl Jung (1933) suggests creativity taps into a collective consciousness that is
otherwise dormant. A similar notion is associated with Taoist meditation and
described in The Secret of the Golden Flower, which describes the process of
turning inward, transcending the cultural plane and accessing a primordial,
spiritual plane. Of course, we can address creativity on less metaphysical grounds, too.

My own journey as a composer has involved a variety of turns, the most significant of
which came after completing my formal studies. | had initialy been concerned with pursuing
an integration of cultures, blending ideas from different sources into what might be heard
as a coherent identity. | then moved beyond this to consider the notion of coexistence
of diverse cultures. For the past decade or so | have viewed my approach as running
in parallel, where materials are asserted independent from their cultural associations

while maintaining a respect for their legacies.
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As a means of illustrating some directions that emerge from a consideration of
the principles | have introduced thus far, | will use three examples, two of them from my
own work.

2.1. Neak Pean project

The first example begins with the mystical water mandala, Neak Pean. The term
Neak Pean refers to the intertwining Nagas, or serpents, that surround the central island.
The complex was built as a sort of hospital, and the four main pools represent the four
elements of Water, Earth, Fire, and Wind. Bathing in the pools restored the individual’s
balance, thereby healing disease.

Example 2: Map of Neak Pean with aerial view of the complex

Interconnectedness: Imagery, Architecture, and

Language in Music
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The intertwining Nagas have actually played a part in several pieces thus far, but
my current thinking is to ascribe to the several pools in the complex a separate
ensemble. If you notice the map, there are actually five pools—the four on the sides
that represent the elements and the central pool that surrounds the island. This central
pool could be associated with the cosmic realm by adding a fifth element to the mix.

My project will have four pinpeat ensembles from different regions in Cambodia
(representing the four elements), plus a mixture of winds, strings, and voices that will represent
the celestial realm. Surrounding them at 12 stations will be pairs of barrel drums representing the
positions of the Khmer zodiac. This is a multimedia project that will involve a mixture of
youth and expert performers, along with a team of six performers on the Khleng Ek, also
known as the “singing kite.” In addition, there will be five laptop performers, each one

aligned with one of the five ensembles.

Example 3: Map of Neak Pean with zodiac superimposed

o Cambodian: Zﬁdl__ﬂ P Past
i SR Do P
KauTig

Tt/ Hnt

Miother gl Clilly S pace
MsagnSnake Rrtwern Heoven and Rarti
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2.2 Khek Mon.

The next example comes from the living musical traditions of Southeast Asia. There is a
principle of time expansion that is well understood by performers of the percussion-dominated
pinpeat tradition but that somehow has escaped the notice of composers of western
concert music.

The Khek Mon is a set of interdependent pieces constructed along three distinct
levels (or chuan) in which each successive level is twice as long as the previous one. One
can think of the first level (mouy chuan) as a model that provides source material. It is 12
measures long and features a melodic line derived from a traditional folk tune. Level 2
(pe chuan) is twice as long as the first level, and level 3 is twice as long as level 2,
representing a time expansion from 12 to 24 to 48 measures as we traverse each level

(see Example 4).
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Fxample 4: Khek Mon®

Level 3

L T T DT
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Lewel 1

® From Bophany, M. (1969). Université Royale des Beaux-Arts (URBA). Musique Khmere, Phnom-Penh: Imprimerie
Sangkum Reastr Niyum, 128-132.
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Interestingly, the surface of this music is similar at each level, maintaining the same
tempo and consisting mostly of eighth note figuration. There are, however, structural
pitches that are marked by strikes on the sampho, the two-sided drum. The above example
shows excerpts from each level, with structural pitches indicated by circles. As one might
expect, the two-measure span between structural notes on the first level is doubled when
encountered in the second level, finally becoming an eight-measure span between structural
notes on the third level. Again, these moments feature a strike of the sampho.

Itis useful to view these pieces together in order to appreciate the idea of proportional
expansion. However, it must be understood that, in practice, each level represents a separate
piece of music. Each piece has a different social function in society. For example, Khek Mon Pe
Chuan (or a level 2 piece) might be played as a warm-up piece for court dancers. Each level
indicates a different stage on a formal hierarchy. Level 1 is associated with folk traditions and
refers to everyday tangible elements: people, animals, and mortality. Level 2 (again, twice as
long) is of a higher order, more formal, and would primarily be heard in court music.
Level 3 is the highest order, appealing to a spiritual dimension. This cosmological stratification
is a common feature in a variety of traditional Cambodian artistic practices, such as

our elaborate tapestries and other textile arts.
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Example 5: Cambodian tapestry showing three different planes (analogous to different chuan)

Of course, there are many other features one can comment about regarding the
Khek Mon, including the very beautiful surface-level figuration and ornamentation.
This is all grounded in a highly elegant structure, which seems to me to be a very
interesting and unique model one might follow as a composer.

2.3. Rain of Tears

The final example comes from my work, Rain of Tears. When | was asked to write a
piece for the Saint Paul Chamber Orchestra | was struggling with an image that had
occurred to me during a dream. In this dream, a huge wave developed and loomed
over me, suspended. It was shortly thereafter that the tsunami ravaged Southeast Asia,
making the image from my dream even more disturbing. By the time of the
SPCO commission, Hurricane Katrina had struck the southern United States. Waves,
then, were not only fixed in my own thoughts but were part of a global consciousness,

as people contemplated the horrific loss endured by inhabitants of such
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disparate places as Banda Aceh and New Orleans. | determined that my music would be
a gesture of healing and compassion.

One idea that became very important during the composition of the piece was
the Buddhist concept of shunyata. Sometimes referred to as a “bubble” or “void,” the
shunyata concerns the positive attributes of emptiness. A principal tenet of Buddhist
teaching is that clinging to objects, materials, even to ideas, leads to suffering; thus, when one
realizes that the essential nature of things is emptiness, one locates a path toward eliminating
suffering. Emptiness is also a way of referring to impermanence. The Buddha said, “form is
emptiness, emptiness is form,” as a means of describing the impermanence of physical states.

My thinking is that the shunyata can be a device, for lack of a better word, with which
one can achieve the sort of emptiness that can alleviate suffering. From a composer’s point
of view, it presents a rich set of possibilities that cannot be exhausted by a single image;

it seems to call out for multiple interpretations.

Example 6: Rain of Tears (mm. 178-180)

e - = I I
PR I - T W | — Y
W S—— — TP = e e
gy I T pro par g tipseed o ) .
2! R r--r '-\.-'p — ‘:E,:""' = ._".u
1 . 1 =
) fE-'i - q- o - :I'-..-‘
..... 1‘5;’ - 3 1} e ¥
1-;&.1 - 1 = $ 1 LR
o s
[y - 1- B s B
« [EY - 3 1 = [l i .
-
£ | - 0 == F
9§ ¢ - - = [ =
-
oy - : 1- P

“ The discussion here of shunyata and Rain of Tears is adapted from an article | co-authored with Adam Greene, titled
“Singing Inside Aura” in Music of the Spirit: Asian-Pacific Musical Identity. Bruce Crossman and Michael Atherton, eds.,
Australian Music Center, 2008, pp. 33-42.
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In Rain of Tears, | decided to express shunyata primarily through register, where
a broad space is opened between high and low notes. As you can see by the above
example, this is not exactly a static situation. The flute and piccolo play throughout
this section in a highly figurative manner, but, generally speaking, much of the material
is quite restrained. In this score example, the shunyata idea is expressed by the flute,
piccolo, and crotales in the high register and by the drone-like bass drum in the low register.
The compassionate texture is represented by the percussive attacks in the strings and piano.

Although I will show only this example, in Rain of Tears, | present four different versions
of a shunyata situation; each passage (which lasts only a few bars) creates this compassionate
texture. In these passages, the principle of emptiness emits a sort of signal that invites
a specific act of compassion. With each new texture, | wanted to articulate a distinctive
sound world, although each is quite delicate. Indeed, the success of the shunyata passage
depends upon the listener’s capacity to differentiate it from the surrounding moments—to
hear it as a representation of openness, regardless of the degree of distinction from one

texture to the next.

Conclusion

The above examples should not be viewed as models to be emulated. Rather,
| have tried to show some ideas for creative work that emerge from an informed and
passionate review of Asian cultural resources. In my own work, this represents
a lifetime of study and contemplation. The process was certainly not linear.

When we think about teaching composition, there are so many details to
consider. Earlier, | mentioned the problems imposed by the limited period of time for

compositional instruction, in which the student is forced to consume the entire repertoire
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of western compositional techniques within a few years of study. If we are stuck with this
timeframe, are we also stuck with the techniques these students are learning?

My focus is to make sure we have clear objectives for the sorts of outcomes we
would like to see. When | teach composers, | hope to help them develop their
individual voices. Thinking more broadly, my concern is that | do not hear Asian
voices coming through as clearly as they should.

José Maceda remarked that one of the problems with western musical
composition is that it is overly concerned with craft, often leading young composers
to confuse technique with art. What we need to reconsider is a system of
values that has been adopted from European traditions. When we accept the
system tacitly, we find ourselves in a situation where we have to give up aspects of
our own cultural heritage that do not conform to these borrowed standards.

As Chou Wen-chung writes, “If one is blessed with a cross-cultural
heritage, one must then regard it as a privilege and obligation to commit
oneself to the search in both practices.”” | emphasize the word “blessed”; it is of vital
importance that we recognize and honor the richness that is available to us. We have every
reason to have confidence in the vitality and viability of carrying these traditions into
the concert hall, transformed by our imaginations. As educators, we must encourage

this exploration, so that new Asian voices will sound as clearly as they possibly can.

® See http://www.chouwenchung.org/
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Abstract

In this paper, the author shares his views on music composition and the
teaching of composition, stating, first and foremost, his firm belief that
“composers cannot be taught.” A person has to be born with a passion
for musical expressions as a prerequisite for potential to become an
effective composer. “Exposure,” “skills,” and “insight” are the key factors
for compositional success. Since creativity does not arise from a vacuum,
maximizing exposure is a must before any creative action can take place.
Skills are required to bring forth an artist’s internal inspiration. The third, and
perhaps most important aspect of all, is insight into life and the complex
relationships at work in one’s surrounding world. Without such insight, the
music will have no meaning. An artist serves as a prism to reflect and enhance
the often undetected wonders of life and creation. Only through art (including
music) are these connections experienced and felt by the audience at large.
Finally, the author shares his approach to teaching composition: to set free

the artist within, as if one is improvising, albeit in frozen time.

Keywords: composing; composition pedagogy; musicking; artistic inspiration

Improvising in Frozen Time: Approaches to Freeing the “Artist Within”

"Professor, The Education University of Hong Kong
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Introduction

| would like to share some of my views regarding approaches to the teaching of
composition. First of all, | don’t think a person becomes a composer solely by being taught
composition. A person has to be born with a passion and motivation for wanting to express
in sound in the first place before he or she can produce touching and meaningful music.
Such a person does not need a systematic education in composition but, rather, proper
guidance in engaging fully with both outer and inner environments. Nurturing a composer’s
ability to internalize and engage with the environment out of which he or she arises

should play a central role in educators’ efforts to mold and bring forth the “artist within.”

Academic curriculum to encourage and train people to “compose” is most effective
when educators take a comprehensive approach to instilling in students a holistic understanding
of the practice and phenomenon of music. With that as a given, how best do we engage gifted
and motivated individuals in ways that will enable them to become effective composers?
In Hong Kong, the Hong Kong Composers (of which | am the Founding Chairman) recently
received a substantial commission from the Education Bureau to design a training
course in composition for secondary school students. As a result, we have been having
numerous meetings to consider the best ways forward in terms of pedagogy, content,
approaches, etc. There have been extensive arguments about whether students need
to model masterworks and do exercises in different techniques or receive a more direct
introduction to the basic ingredients of music—pitch, rhythm, texture, etc.—and be shown
how to manipulate these elements within the contexts of different established musical
styles. In the debate, the question of adequate exposure has been emphasized, as has the

need to free students from the straightjacket of a traditional “work”-centered concept of
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music and the supremacy of tonal treatments in music. Given the committee’s ongoing
efforts to develop effective curriculum, it is fortuitous that the current forum is focusing on
these topics, and | look forward to hearing others’ thoughts on these issues in our discussion.

In my opinion, even with the best methods and curriculum, we cannot expect to
turn out “real” composers if they don’t already have the “right stuff,” so to speak. In this
session, rather than talking about teaching technicalities or pedagogical approaches,
| would like to share my views on composition, in general, and how one can develop
one’s creative potential as a composer, in particular.

| think that there are three important aspects of (or prerequisites for) “becoming”
an effective composer: 1) exposure; 2) skills; and 3) insight. | will elaborate on these three

aspects one by one.

1. Exposure

All composers arise out of the environment of their upbringing and the cultural
and musical ambience in which they develop. Although people have instinctive
physiological and emotional reactions to different sounds (i.e., a quick tempo usually
evokes excitement, danger, happiness, urgency, etc., while a slow tempo arouses the
opposite feelings), much of our individual musical preferences are formed largely through
“nurture”—that is, the music, cultures, aesthetics, and social norms we’ve been exposed
to. We think a is great, not simply because it is great in itself, but because we have been
exposed to a for such a long time that we have grown “used to” a—hence, we like a.

With this understanding, it would seem important for a budding composer to grasp
both the limitations and boundless potential inherent in the “nurture” effect, in order to try

to make the most of it. Aspiring composers must expose themselves to as many different
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musical styles, cultures, and aesthetics as possible. In our youth, we are like sponges that naturally
absorb the world around us, and it’s important to try to extend that as much as possible into
adulthood—to broaden our horizons to cover as many varieties and diversities as possible. This
isn’t limited to musical experiences. All other experiences will eventually contribute to one’s
personality and will help mold the perspective and outlook eventually reflected in one’s music.

There are, of course, natural limits to how well we maximize opportunities for
perpetual exposure to new things. At some point, a tendency to prefer one thing over another
emerges and a person begins to select what she or he likes, thereby creating, then reinforcing,
a cycle that cultivates a particular musical persona (or pathos), which might guide one’s
development throughout the rest of a lifetime. | do not see this emergence of restrictive
persona as something to be afraid of. Sooner or later, we all create an identity or persona
as unigue as a fingerprint, which directs our inner “self”—the artist within. And that’s what
makes art so invaluable. It is the unique expression of individual experience. Although, in
reality, we always make choices and filter out things, composers should aspire to expand the
perimeters of their experiences and to keep their borders open. The wonders of life and of
everything will not stop taking place just because you have stopped looking or trying to be
surprised. An effective composer will endeavor to infuse a sense of discovery and adventure
into each work. Try not to shut out anything that is not to your liking so soon.

To incorporate this notion into teaching practice, we must encourage students to
listen to as many different styles of music as possible. If one’s genre is written (scored)
music, try to listen to music with scores, so as to develop the subtle link between visual
(scoring) and audio (musical) impacts. Creativity does not mean inventing something from

nothing “out of the blue.” A creative mind is one that can re-associate, re-assemble, and
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re-link different seemingly unrelated past experiences/ideas/concepts/memes into new ones.
In music, it’s the same: the more diverse experiences you have stored in your brain, the more

creative you’ll be, as you will be able to link and remix from a larger pool of experiences.

2. Skills

As in all human endeavors, practice makes perfect. If one has been tremendously
exposed and is full of inspiration and innovation but has developed no facility to express her
or his inner feelings, all of the experience and inspiration will lead to little. The “skills” I'm
referring to must include performance as well as compositional skills, as music is primarily an
art of sounds in time. Through practice, trial and error, repeated execution and refinement,
etc., one will be able to polish and refine one’s skills, making extension of the musical
self—from within to without—second nature. In notational composition, understanding and
practice in different compositional techniques, forms, instrumentation, scoring, extended
techniques, manipulation, and theories of pitch, rhythmic, or textural parameters, etc., are
all important and significant, depending on what type(s) of music you are aiming at creating.
In improvisatory music, your abilities as a musician—your control and understanding of
rhythm, pitch-related materials (scales, runs, etc.) and your control of subtle changes in
your instruments’ colours, sonority, and nuances—are also important. Without possessing
skillful means of expression, you will not be able to adequately represent your inner artistic
feelings, no matter how inspired you may feel. | always like to quote a poem by Chinese
poet Yu Kwong-chung to represent the inner angst of artists who feel that, no matter how
hard they try, they are always handicapped in their ability to represent the full extent of

the inner beauty they perceive. Here is a rough translation:
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Inspiration

Such a beautifully enchanting bluebird!

I’d love to take it home and show it to the world.

Alas, when | tried to grasp it - it slipped away from my fingers
Leaving only a lovely blue feather.......

Reluctantly | put it on my hat - for all to see when | walk the street.
They throw envious and admiring looks on me ...But alas....

They never ever know

The full beauty which | had the luck to glimpse.

With enough experience and the right skills, may we expect that a good composer will
emerge? What is good music? How do we define a “good” composer? Of course there is

no answer. The third aspect of becoming an effective composer is perhaps the most difficult.

3. Insight

This last element is fundamentally philosophical. But here we are dealing with
art, with music. Isn’t music the most abstract and philosophical of all human endeavors?
| am using “insight” here to mean “true understanding”—a kind of internalization
of knowledge or concepts into a pseudo-belief. An artist must havevision and
belief; without these, she or he might as well just be a craftsman. An artist’s
belief springs from an inner self—a most personal conviction and understanding
of one’s surrounding world. Only with a truly inquisitive mind and the consistent

pursuit of life’s answers—albeit answers that satisfy only you—may a true artist emerge.
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By this | am talking about more than aesthetics, more than stylistic preferences.
An effective composer must develop an inquisitive mind toward life, the world, and his
or her environment—not so much as a philosopher approaches the world, but in the
manner of an explorer—to try to communicate,engage, and interact with one’s surroundings,
be they concepts, knowledge, scenarios, mountains, rocks, trees, people, etc. Interconnectedness
between one’s inner self and the universe of outer things that surrounds the self is
what truly generates fuel for the creative engine. Only when one is in contact with
the rest of the world can one reflect what is there in some kind of artistic creation.

To me, an artist’s prime function is to reflect the subliminal wonders of our world
and our existence, like a prism reflecting and deflecting beautiful unseen colors of light
so that all of us can see them. People have different sensitivities, and different artists
are usually more sensitive to particular kinds of stimuli. A composer (or musician) must
be more sensitive to and expressive of sound media, just as a painter is more sensitive
to visual colors and shapes. Most of us have, at one time or another, experienced this feeling
of humility and admiration when encountering a great work of art—whether a painting,
a symphony, a sculpture. The feeling is not so much one of being impressed by the technical
refinements and qualities of the artwork itself, but of being awestruck by an encounter
with the subliminal—the ineffable beauty of artistic insight entering us through our
senses. An effective artist, through hard work, experiences this strong impact through
sensitive senses and natural talents and is able to translate the experience through
art (much as the above “Bluebird” poem describes), delivering to audiences some
awe-inspiring remnant. Through her or his work (performances), the artist helps to amplify such
subliminal feelings in all of us (audience members), inspiring us to see, to perceive, to feel.

That’s the mission of a true artist.
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4. Pedagogy of Musicking

If 1 had to summarize my approach to teaching composition, | would say the key is to
first endeavor to set the student free—free in the sense of transcending environmental limitations
and pre-conditions. With music education nowadays so influenced by millennia of
western academic influences and cultural presumptions, we tend to treat the practices
and norms of western classical music as givens. We introduce to students first the
stylized and “etiquette-ed” norms of notation, scales, and harmonies, without caring to
explain how these came about. We tend to emphasize more the transfer of knowledge
(“know-how”) than the importance of understanding through direct experience and
internalization. In music education, there is a lack of actually making music or, as Christopher
Small puts it, musicking—treating music as an action-based event.”

| think composing should be a tool to enable one to express in sound as an individual.
Composing is meaningless if it is just paperwork. The traditional definition of composing (as a
composer) assumes a tripartite relationship of creator-executioner-receptor (i.e., composer-
performer-audience) in which the score takes on a dominating role as an “unchangeable”
artwork. A post-modern approach to music creation could take on more diverse paths: from
improvising to sonic sculptures to interactive co-creations. With this approach, young composers
may be encouraged to take on whatever paths they naturally incline to—while being reminded

of the need to immerse themselves in diverse musical experiences as much as possible.

% Small, C. (1998). Musicking—the Meaning of Performance and Listening. Connecticut: Wesleyan University Press.
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In teaching composition, we tend to ask students to learn how Mozart or Beethoven
or Brahms wrote—to learn the “rules” of harmony or counterpoint, set-theory, tone-rows,
etc.—without helping them to internalize or formulate for themselves a basic understanding
of how music works. To this end, my approach has been to introduce aspiring composers
first to the basic elements of sound/music—how pitch, rhythm, colors, and textures come
about—and then to show them what makes music work, through an understanding of
the eternal conflict and synergy between repetition (similarity) and change (surprise) in all
communication and understanding. Once they understand such concepts and practices,
they are better equipped to select and make use of different building materials from various

musical styles and cultural heritages to construct their “musical arts.”
Conclusion

Creating a musical work (in any format) requires giving up as much as taking in: to allow
the mind the freedom to improvise. We cannot remind students often enough that there
is no right or wrong in “music”—your creative flow should not be hampered by guessing
what is “right” or “wrong” in the next utterance of your creation. That’s probably the most
common mental fallacy of composition students when confronted with a deadlock. They tend
to try very hard to “perfect” the music by continuing with what has been written, mentally
guessing what the “right” next note should be. The essential trick is to free one’s mind and
take charge. You are not a slave to the music you have written! On the contrary, you are
master and creator of your own music. Write (or continue) whatever you like as if you are
performing in real-time, improvising. The essence of the composing act is to spontaneously

and conscientiously improvise your own performance—albeit in frozen time.
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Evoking Common Emotions through Scale Degrees and Intervals:

A Comparative Example of Western and Asian Compositional Patterns'

Shyhji Pan, DMA?

Abstract

Taiwan is an island with a beautiful name, Formosa, and a culture
that blends several cultures, ranging from Taiwanese, Chinese, and
Japanese to western. The first wave of new music occurred in 1959 when
the late Professor Hsu Tsang-Houei returned from Paris. In 1981,
Professor Ma Shui long, a composer with a longtime passion for
merging eastern and western music traditions, founded the Music
Department at Taipei National University of the Arts (TNUA), after which
a diversity of approaches to composition teaching started to find a place
at our university. This paper explores some of the approaches | have taken

to teaching composition at TNUA over the past 25 years.

Keywords: Asian music composition; music and sentiment; cross-cultural music
composition; scale/modal degree; stable and unstable tones; key-defining progression,
tension, and resolution; musical intervals; homophonic and heterophonic textures;
nanguan; Fengluowutong; Pyong-Sijo;, pyong-jo, Sujecheon; Futaiken Reibo; changgo

patterns; shakuhachi.

" would like to thank Mr. Lin Yuan for his assistance with the English text.
2 professor, Taipei National University of the Arts
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Introduction

Our goals, strategies, and approaches at Taipei National University
reflect the cross-cultural approach our program takes to composition teaching:
The Goals of Composition Teaching at the Undergraduate Level :

® possible fusion of two cultural elements into a personal style;

® representation of the outside world through communion with nature by means

of artistic expression on the part of creative individuals;

® Qaesthetic response to musical disposition across time and space.

The Strategies:

®* to learn and benefit from the best of different music cultures;

® to build a knowledge bank from a diversity of music repertoires from different

cultures;

® to view the aesthetic choices in a music culture as a matter of preference and

begin to grasp how this choice affects human sentiment in general.

The Approaches:

* learn a diversity of music repertoires, ranging from both the traditional and the
contemporary, from the East and the West, for instruments and styles, including
Taiwanese nanguan, Chinese gin and luogu, Japanese gagaku and shakuhachi,
Korean A-ak, sijo, and sanjo, Indonesian gamelan, traditional European and
contemporary western mainstream music, and contemporary Taiwanese and

Asian music;
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® learn the aesthetic choices in two musical cultures, preferably traditional,

one in western and one in Asian music;

® learn the relationship between music and sentiment in different cultures.

Comparing Musical Structures across Cultures: Two Examples

The challenges inherent in desiging composition curriculum that integrates
two music cultural elements are multifold. From a historical point of view, a new
music culture often results from a lengthy period of acculturation, and finding both
similarities and differences in the fundamental concepts of music composition across
two cultures is complex. Among the many issues affecting composition teaching and
curricula,l will focus on two fundamental interrelated concepts in this paper:
1) tension and resolution; and 2) music and sentiment.

Music, as an art form, evokes emotion and sentiment. It has been argued that
the emotion elicited by a piece of music is a multiplicative function of structural
features of the piece. Other issues not directly related to composition teaching
include performance, contextual, and listener features. Structural features include
tempo, scale/mode, loudness, melodic direction, contrapuntal movement, and rhythm.

Here, | will examine one particular structural aspect: scale degrees and intervals.
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1. Tension and Resolution

1.1. Western structure

In the common practice period of western music, the idea of tension and
resolution is rooted in the linear movements of scale degrees, which depend solely on
the principle that unstable tone(s) must move toward stable tone(s). The stable tones
are scale degrees 1, 3, 5 and unstable tones are 4 and 7. Scale tones 6 and 2 are free to
move in either direction. When superimposing two lines, one establishes interval. There
are two types of intervals: dissonance and consonance. There are three categories of
tension (dissonance) and resolution (consonance) that form so-called key-defining

progression” according to the scale degree movements:
Example 1: Three categories of key-defining progression:

First category: d5-M3, Ad-mé; 4-3, 7-8

i : X
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Second category: d7-p5, A2-p4; 6-5, 7-8
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> Among the three categories, the first two are more important than the third. The resolution of the first two
intervals (augmented 4th or diminished 5th and diminished 7th or augmented 2nd) points to the tonic.

The augmented 6th or diminished 3rd is the product of chromaticism.
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Dissonance provides activity while consonance yields the impression of stability; that is,
dissonance produces tension that seeks its resolution in consonance. This dualism of activity
(dissonance-tension) and stability (consonance-resolution) has dominated the tonal theory

of western music from the time of Bach to the end of the 19th century.

1.2. Asian approach

Does a similar dualism of activity and stability appear in Asian music? Can we
find tension and resolution in Asian music like that associated with western music?
To compare western and Asian approaches to creating tension and resolution, | will provide
four examples for discussion: Korean Sijo music (Examples 2a & 2b); Korean court music
Sujecheon (Examples 3a & 3b); the Taiwanese Nanguan piece Fengluowutong (Examples
da & 4b); and Japanese Shakuhachi music (Examples 5a & 5b). Two types of scores are
shown below for each of these examples: one in its original notation and one transcribed

in western notation.

Example 2a: Korean Pyong-Sijo score:
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Example 2b: Korean Pyong-Sijo, transcription in western notation:

- ub
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nfa

Source: Survey of Korean Arts Traditional Music by the National Academy of Arts
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Example 3a: Korean court music, Sujecheon, in original notation:
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Example 3b: Sujecheon (Soojecheon) transcription in western notation:




Sujecheon (continued)
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Example 4a: Taiwanese nanguan music, Fengluowutong, in original notation:
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Example 4b: Taiwanese nanguan music, Fengluowutong, transcription in western notation:
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Source: score of Yodo Kurahashi Sensei (first published in 1974)
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Example 5b: Japanese shakuhachi music, Futaiken Reibo, in western notation:

BAER/N ML #45

TARESHIRABRE

Ml
47PH




48 aliGsnazmsiaan

| will use Korean Pyong-Sijo to show the use of vibrato with a modal degree for the
identification of the mode. The mode for Pyong-Sijo uses pyong-jo, which consists of D, E, G, A,
and B (see Example 6). In Korean music, the tone receiving the most prominent vibrato is normally
the central tone of a mode. For Pyong-Sijo, the D, as the modal degree 1 or central tone, requires
wide vocal vibrato (or falsetto ornaments) to perform. The G, as the modal degree 3, is executed
without vibrato. The position of the vibrato in Pyong-Sijo plays a crucial role in determining the mode.
The vibrato is assigned to the modal degree 1, in contrast to modal degree 3, which does

not require any vibrato.

Example 6: modal tones of Pyong-Sijo
é ¥ - = = °

Another important aspect of Asian music is the concept of “single tones as musical
entities.”* A musical entity consists of the elaboration of a deviation from one tone moving
into a main single tone through subtle inflections in pitch, specific portamentos from
one position to another, and various levels of vibrato, timbre, and loudness.
These so-called “ornamentations” are integrated into the musical structure.
For example, Korean Sujecheon music consists of the instrumental ensemble with
changgo drum patterns of kidug kung, kidug, kung, and dung dururu. Each changgo
structure consists of these four drum patterns in six measures. The fourth drum pattern
is regarded as the structural point.

Let us now examine the elaboration of deviation in the fourth drum pattern of the
first two changdan. The structural tone for the first changdan is the note F and that for
the second changdan is the note Bb (see Example 7). For each of these structural notes it

takes two measures in length to elaborate the deviation away from and back to the main

* See Chou Wen-chung. “Single Tones as Musical Entities.”
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note (F in the first and Bb in the second). Several auditory features are worth noting. First,
one hears the competition between the daegeum and the sogeum during the execution
of the deviation away from and back to the note F of the first changdan and Bb of the
second changdan (measures 5-6 and 11-12). Second, the ending note for the first
changdan is the note C, which can be viewed as the anticipation of the first important note (C)
of the next changdan section. The fourth drum pattern consists of two subgroups, the first
marking the end of the deviation from the note F and the second anticipating the initial
structural note (C) of the next changdan section. Third, the tecniques of deviation
include the descending vibratos (t’oesong), wide vibratos, slides, accented

embellishments, and florid coloraturas figures.

Example 7: the mode, namryo kyemyunjo (F8 & StE &), Sujecheon
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It is interesting to note that G is regarded as the deviation from F and always ap-
pears after the note F in the first changdan. This linear elaboration of deviation between
instruments approaching and moving away from F creates tension. The resolution in
arriving at F is expected when all of the instruments rest on the note F without any
coloraturas, for instance, from the latter part of measure 3 to the first part of measure
4. After the note F receives a brief moment of no coloraturas, it starts to deviate away
from F, starting from the latter part of measure 4 to measure 5, which ends the first
changdan. The execution of deviation away from the main note through the above-described
techniques provokes the sense of tension, and the arrival at the main note, often
accompanied without deviation, creates the sense of resolution. The duality of tension and

resolution is established with the proper application of deviation.
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The music for Taiwanese nanguan reflects a similar approach in dealing with its
tonal tension and resolution. The “single tones” theory views the deviation
away from and back to the main note as a musical entity. A “musical entity”
is completed in its linear elaboration by way of voicing competitions among
instruments, which results in tension and resolution. It, therefore, offers another
perspective through which to view tonal tension and resolution as compared to its
counterpart in western music.

The concept of tension and resolution in the West is realized by the vertical
juxtaposition of two scale degrees to form a dissonant interval, which establishes
an increase in tension and requires a release to a consonant interval for its
resolution. In Pyong-Sijo, the vibrato is assigned to the central tone (modal degree 1),
and yet the fourth tone (modal degree 3) above the central tone receives no vibrato.
In Sujechoen, the deviation away from and approaching the main modal degree
note increases tension, while the arrival at the main modal degree note with
liquidation from deviation and ornaments provides a sense of resolution.

The deviation techniques include vibratos, ornaments, slissandi, dynamics, and coloraturas.
2. Music and Sentiment

Now, we come to touch on our second issue of music and sentiment for composition
teaching and curricular design. Music, as an art form, evokes emotion and sentiment. The power
of music to awaken emotion and sentiment is well documented in both western and
Asian music literatures. For instance, the sijo, which uses pyong jo, as discussed earlier,
is associated with a brightness of mood expressing refined, calm, and peaceful feelings.

The sujecheon uses kyemyun jo, which expresses a mood of sorrowfulness.
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In the West, the philosopher Plato is regarded as one of the first to recognize the
power of music on emotion. Later, the 20" century scholar Deryck Cooke, in his Language
of Music, argued certain diatonic intervals and scale patterns signify particular

emotional content. Minor thirds, for instance, represent grief.

2.1. Comparing the structures of Verdi’s Lacrymosa and Ung’s Rain of Tears
Listening to Lacrymosa, from Verdi’s Requiem (1874), and Ung’s Rain of Tears (2006),
one immediately feels grief. Both use slow tempo to express that emotion. But,
when we further examine how Verdi and Ung fill the musical time and space, we discover

a significant difference in their musical presentations.
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Example 8: Lacrymosa, from Verdi’s Requiem
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Example 9: Ung’s Rain of Tears
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Table 1: Comparing Verdi and Ung

pace
cell/pattern

melody

periodicity
space
speed

theme

linear motion

voice presentation

Verdi
slow
unified

unified

regular/repetitive

triadic

single

appearance in one voice part

contrary motion

independent from each other
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Ung
slow
diversified

embroidered and dissolved

in florid coloraturas
irregular/non-repetitive
pentatonic

variable

simultaneous appearance in

more than one voice part

parallel motion with small

curves in different directions

competing with each other

In Table 1, we can see how homophonic and heterophonic textures distinguish the works

of Verdi and Ung. However, these differences do not lessen our feelings of grief when listening to

either’s composition. The use of minor third intervals in the music of both Verdi and Ung convey

a sense of sadness. But, in the case of Verdi, the minor third is part of the Bb minor mode;

in Ung’s, the minor third is part of his modal scale.

Conclusion

As shown in the above examples, when rethinking teaching methods and curricula

for music composition in Asia, one must consider 1) music as a product of the confluence

of music cultures; 2) the power of music to awaken sentiment through proper employment

of intervals; 3) cultural perspectives underlying concepts of tension and resolution; and

4) textural aspects of presentation.
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Dance Education: A Pedagogy for Empowerment

Joseph Gonzales, Ph.D.!

Abstract

This paper investigates pedagogical approaches to teaching dance, beyond
the traditional delivery of codified dance techniques. The paper reports on
the system of dance education being employed at the National Academy
of Arts, Culture and Heritage Malaysia, which has produced graduates
of exceptional ability whose success is benchmarked against national
and international awards and scholarships. For the most part, students in
the program come from underprivileged and disenfranchised backgrounds.
Framed by two influential pedagogical theories, Paolo Friere’s “Pedagogy of
the Oppressed” and Howard Gardner’s theory of “multiple intelligences,”
the following approach and case studies of two students who have benefitted
from it reveal the transformative and empowering potential of dance

education.

Keywords: dance education; dance pedagogy; Malaysian dance; pedagogy of the oppressed;

multiple intelligences; multi-cultural dance; dance theatre

'Head of Academic Affairs & Contextual Studies, Hong Kong Academy of Performing Arts, Hong Kong
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Introduction

The pedagogy for teaching performing arts in Malaysia (and perhaps globally) has
most often been thought of as the methodology for delivering a certain body of knowledge
in the arts—theatre, dance, music, etc.—at specific levels. This is normally implemented
through several channels, including school curriculum, specific organizations or societies,
independent private schools, and dedicated professional academies, up to those conferring
the highest professional or tertiary qualifications.

This paper presents a pedagogical concept for dance education from a very particular
point of view, though it may be applied more broadly to common practices of career
educators and academics working in the arts and elsewhere. The approach draws from two
important theories of education in general. The first is Paolo Freire’s 1970 Pedagogy of the
Oppressed, and the second is Howard Gardner’s work on “multiple intelligences,” introduced
in 1983. Freire challenged traditional approaches to education (which he called “banking,”
while referring to the standard teacher-student relationship as one between colonizer and
colonized). He describes his banking concept of education as

an act of depositing, in which the students are the depositories and the teacher

is the depositor. Instead of communicating, the teacher issues communiqués and

makes deposits which the students patiently receive, memorize, and repeat. This
is the banking concept of education, in which the scope of action allowed to the

students extends only as far as receiving, filing, and storing the deposits. (2000: 72)
Freire offered an alternative vision in which the student acts as a co-creator of knowledge,
and knowledge arises out of dialogue in “[t]he encounter between men, mediated by the
world, in order to name the world.” He argued that “dialogue cannot occur between those

who want to name the world and those who do not wish this naming—between those who
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deny others the right to speak their word and those whose right to speak has been denied
them” (2000: 88).

While it is often suggested that children who are denied arts education are in some
way oppressed, disenfranchised, or victimized, this does not paint an entirely accurate
picture of the situation the world over. This paper postulates that, in the Malaysian context
(which I hope will resonate on a global platform) and in the personal approach to dance
education that | am interested in, the truth lies somewhere in between, or, rather, along a
continuum of strategies, models, and people.

This paper recognizes and celebrates that dance (and all arts) education at a
professional and tertiary level aims for artistic excellence, ideally leading to professional
careers, but posits that it could play a more holistic and significant role. | will refer to this
as the “Pedagogy for Empowerment” and hypothesize that, beyond delivering technique
and form, performance quality, musicality and so on, dance education (and arts education
more generally) is about empowering the human being. This is especially true when applied
to students who might not necessarily acquire self-worth in the course of regular schooling,
where, too often, insufficient value is placed on artistic intelligence, while the focus remains
on, mathematical, scientific, and linguistic intelligence. This paper suggests that dance/
arts education steer the child toward empowerment and be a tool for transformation, the
highest level of attainment—and the ultimate height of human development in the creative

space and beyond.
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1. Education at ASWARA

Akademi Seni Kebangsaan (ASK) or the National Arts Academy was established in
1994, under the auspices of the Ministry of Culture, Arts and Tourism.” This was Malaysia’s
first institution of higher learning to focus on providing full-time training, initially a four-year
program in the arts, leading to a Diploma in Dance, Theatre, Music, and/or Creative Writing.”
This blueprint for arts education in Malaysia at the tertiary level was initiated through the
efforts of the Ministry of Culture, with contributions from academics, artists, and practitioners,
both local and international, who formulated the syllabus of study. Mohd Anis Md Nor
and the late Krishen Jit, both of the University of Malaya, Zakaria Ariffin, and Hanafie Imam
were appointed on a part-time basis to the helm of the departments of Dance, Theatre,
Creative Writing and Music.” The programs at the institution are intended to reflect its role
as custodian of national cultural heritage and identity, to produce skilled practitioners, and

to develop creative and knowledgeable artists.

 The Ministry has undergone several reincarnations: Ministry of Culture, Arts and Heritage, then Unity, Culture and
Arts, and currently Information, Communications and Culture, while the Ministry of Tourism is a separate entity.
The tuition fees for each program are only approximately RM 6,000.00, making it the lowest-priced college of
higher learning for the arts. The government provides funding of up to RM 3 million a year for salaries, and utilities.
’ The Faculties are constantly being restructured. Cinematography, which was launched in 2002, was changed
to Film, Television and Video, and is now known as Film and Video, and new Faculties of Animation, and Fine Arts
were introduced in 2008 and Management in 2012.

 Mohd Anis, who possesses a doctorate from the University of Michigan Ann Arbor,is Malaysia’s leading dance scholar.
The late Krishen Jit was an icon in the industry, known throughout the region as an educator, critic, founder of the
collective Five Arts Centre, and director with a wealth of knowledge of theatrical forms. Zakaria Ariffin is a prolific
playwright, winner of the prestigious SEA (South East Asia) Write Award 2002 for literary achievement, and theatre
director and actor, while Hanafie Imam is a leading jazz musician and an academic with a Masters degree from
Berklee College of Music, in the U.S. In 1998, Mohd Anis left ASK, initiated the post-graduate program at University
of Malaya, and launched Malaysia’s first undergraduate degree program in dance at the end of 2005. Hanafie Imam
moved on to various institutions of higher learning, including serving as Head of Music at University Malaysia Sabah,
Kota Kinabalu. Krishen Jit entered one of the most prolific periods of theatre directing in his life, commuting

between Kuala Lumpur and Singapore with regularity, until his passing in 2005 at the age of 65.
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In 1999, under new direction, a modular system was implemented, and the Diploma
course was shortened to three years. The dance program was restructured into three
major modules of study, namely traditional arts, contemporary arts and choreography,
emphasizing multiculturalism and plurality, with a module of theory and history. Following the
parliament’s approval of Act 653 in 2006, the name of the institution was changed to Akademi
Seni Budaya dan Warisan Kebangsaan (National Academy of Arts, Culture and Heritage),
known by its acronym ASWARA. The Bachelors program commenced in January 2008.

The Faculty of Dance of ASWARA mapped distinct goals for each of its programs. Freire
wrote that “[t]he starting point for organizing the program content of education or political
action must be the present, existential, concrete situation, reflecting the aspirations of the
people” (2000: 95). What is unique at ASWARA is that major traditional dances of the Malay,
Chinese, and Indian ethnicities together, in addition to ballet and contemporary dance, are all
compulsory courses for dance majors and are taught for the entire duration of the program.
Some Malay folk forms as well as basic dances of the indigenous communities of Malaysia
are taught for just one semester each. It is a very ambitious program. The Diploma in Dance
is geared toward training the performer, enabling the body and mind of the dancer to be
responsive to the multiple genres of dance in Malaysia, while maintaining a global perspective.
The Bachelor of Dance program, which is also three years long, allows the undergraduate
to achieve excellence in one major area of dance technique or choreography, with a great
emphasis on theory and history, including research and writing. Visiting artists, both local
and international, workshops, and exchange programs form an integral component of the

syllabus, which enables greater stimulation and interaction between faculty and students.
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The diploma and degree courses are approved by the National Accreditation Board®
and recognized by the Civil Services Department, which is responsible for all employment
by government, though the schemes into which graduates can be absorbed are still limited
and not always commensurate with qualifications and experience.

The Faculty of Dance has taken great effort in excavating and reviving dances of the
indigenous communities of Malaysia that were and still are, despite valiant attempts, slowly
fading into oblivion. The process involved the identifying of traditional dances and dance
masters, who primarily practiced their art in the villages. These masters have been invited
to conduct master classes at the institution. During their residencies, their work is recorded
and documented. In addition to this strategy, there is a compulsory industrial training of
practicum or research project, depending on the interest of the individual student, which runs
four weeks for the Diploma and three months for the Bachelor program. Undergraduates are
encouraged to immerse themselves in local communities and to understand the significance
of dance within a particular society. Although these research projects take place at a fairly
introductory level, as research methodologies have not yet been mastered by the young
students, some of the results have been encouraging. Among the successful research
projects were Hazlami Harun’s work on zapin dances from Kelantan. Al Jabar Laura also
investigated that form’s development in the Tidong community in Tawau, Sabah. Also of
note was Zamzuriah Zahari’s research into Tari Inai from Kelantan. Norsafini Jafar was able
to reconstruct many of the Joget Gamelan dances with teachers Zaharah Hamid and Wan

Salmah Sulaiman, both dancers with SUKTRA® in Terengganu, and the repertoire has been

*Lembaga Akreditasi Negara (LAN) works with the Ministry of Education to approve courses that are offered by private and
public institutions of higher learning. The basic guidelines are referred to as the Standard Minimum Criteria, which governs
the qualifications of the faculty, facilities, entry requirements, and implementation and requirements of credits hours and
so on. In 2006, this body is known as the Malaysian Qualifications Agency (MQA).

®This is the famed group from the 1960s that received royal patronage and mastered the repertoire of the joget gamelan

for palace presentations, including the historic 1969 presentation at the University of Malaya, Kuala Lumpur.
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built up to 11 dances from only two in the past. Dancer-scholar Zamin Haroon, also known
as Chandrabhanu, who resides in Australia, was invited to ASWARA to conduct master classes
in the classical court dance Terinai for several weeks over a three-year period. While here,
he organized the visit of members of the arts group known as Terseri from the state of Perlis,
well-known in this form, in order to make DVD and audio recordings. This remains some of
the best documentation of the dance. All of these dances have now been included in the
dance syllabus of ASWARA and are performed whenever possible, keeping them alive while
attempting to reach out to new audiences. Thus, one of the areas of emphasis of education
is @ comprehensive and contextual learning of dance forms that are facing extinction.

In addition to these courses, from the inception of the institution, traditional Malay
theatre makyung,” bangsawan® and the shadow play wayang kulit have been compulsory
core courses for all undergraduates at ASWARA. These traditional theatre forms incorporate
music, dance, and acting. Multi-disciplinary training in Malaysia as in Asian theatre began
centuries ago!

2. Admissions at ASWARA

At all Malaysian universities that offer tertiary studies in the arts (including dance),
the audition process, if there is one, is completely different from what one may encounter
for acceptance into the world’s best conservatories, such as School of the American Ballet,
Royal Ballet School, Beijing Dance Academy, Vaganova Academy, or the Paris Opera Ballet.
At these institutions, the audition itself is often a space for heightened drama. Because it

makes great theatre, the process has been food for the imagination behind such films as

" Variously spelled “Ma’ Yang,” “Mak Yong,” “Ma’yong,” or “Ma’ Yong.”
® Also known as Malay Opera, incorporating acting, singing, and dancing. “The extra-turn” is a song and/or dance interlude that

occurs when the curtain is lowered for a scene change. It generally has no relevance to the development of the plot of the play.
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Fame, Flashdance, and Centrestage, wherein masses of lithe, flexible bodies line corridors in
pink tights or leotards, practicing multiple pirouettes and battus at national or international
competitions. This could not be farther from the ASWARA experience.

As head of the selection panel, | often quip that as long as there are no visible
disabilities, we are willing to accept a candidate. Most students who come to ASWARA arrive
at the age of 17 or 18 with minimal experience in dance. In most countries, this would be
considered relatively late. Although there is an audition process, it is more of a formality
than a stringent review. The program currently attracts those whose previous experience is
limited to participating in their schools’ co-curriculum or cultural societies. Generally, the
applicants possess only a few passes or credits in the high school certificate examination
and, more often than not, have failed subjects such as mathematics, science, and English
language. These candidates often have literally nowhere to go, given their poor academic
qualifications and histories of having been classified as “failures” within the examination
system or culture. Their grades would not enable them to pursue higher education in any
of Malaysia’s public universities or colleges, despite policies in Malaysia that privilege one
ethnicity before all others.” Private higher education is usually not an option for these
students, as parent/household incomes are normally less than RM 1,000.00 per month. In a
typical account from one of ASWARA’s recent success stories, Raziman Sarbini, who comes
from a town called Limbang, in Sarawak on the island of Borneo, explains that his options
were limited.

I am the youngest in a family of eight, and none of my older siblings continued their

education post secondary school. Although, my results were poor, | chose to enter 6"

form because there were no real options after my high school certificate. | actually

° New Economic Policy was implemented in 1970 after the infamous racial riots of 1969. For further information
regarding its specific goals or outlines, visit http://www.epu.gov.my/en/dasarekonomibaru; see also,
Article 153 of the Federal Constitution of Malaysia.
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did not know what | wanted to do with my life since | was academically weak,
with poor reading and writing skills. | was without a clue and there was no proper
career guidance at school. No one spoke about dreams or aspirations or potential.
My parents are farmers who tapped rubber with a monthly income of about RM
800.00. | thought perhaps that | might become a cook (now they are called chefs) as
| enjoyed cooking a lot and worked part time in the school cafeteria or just helped
where and when | could to earn extra money. | also excelled in athletics and thus
enjoyed physical activity. In my 3 form, | participated in aerobics competitions for
fun, and it opened a new horizon for me. | struggled through my year in 6" form,
finding the academic subjects too challenging, and really began to feel very lost—
like a sinking ship. At that time, a high school friend of mine, Siti Fatin Nadzirah Pedi,
who was very active in the high school cultural club, had applied, was accepted, and
had begun her studies in ASWARA for a year, and thus | thought | could apply, too.
| heard that the college was good, but | had no idea about the curriculum. I assumed
that there would be a lot of traditional dances. | had to travel to the capital city,
which was very far away (about 1,000 kilometres). My journey was filled with many
incidents, such as losing my wallet, and when | arrived at the audition, | was tense
and fraught. | had to perform a few dances to music that | had never heard and did
not know at all. | just improvised to the music, and it was a difficult experience, but
| did it with all my passion and energy. | did not think that | would be accepted. But
| was, and | joined ASWARA in 2010. My only idea for my future was to work as a
cultural dancer in one of the government agencies once | completed my Diploma.
This was all | knew. (Personal communication, Dec. 30, 2014)

Later in this paper, | document the journey of this dancer, who provides just one example

of the kind of personal transformation the study of dance can inspire.
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3. Pedagogy of Empowerment

All of the factors or strategies discussed below together make up what this paper
posits as the “pedagogy of empowerment” and exemplify what it entails. Everything begins
with teachers and the teaching. The “best practices”™ in any learning institution or college
involve retaining the best teachers to deliver the required knowledge to graduate, at best,
the superlative graduate who excels beyond all others and, at the very least, to garner
an acceptable minimum standard performance, so that even the “weakest” graduate has
something to offer and is employable.

Judith Lynne Hanna lists the five core ideals for teacher competency in dance as
follows:

1. Show commitment to students and their learning;

2. Know the subject of dance in all its aspects and how to teach it to students;

3. Manage and monitor student learning;

4. Think systematically about teaching and assessment practices;

5. Participate in learning communities. (1999: 760-777)
As the head of the Faculty of Dance at ASWARA, | have held onto these principles fiercely.
Empowerment depends on these fundamentals, and the faculty is very privileged in that it
is able to employ 10 full-time lecturers as well as 10 part-time lecturers on an annual basis
to cater to approximately 80 dance majors. This is a luxury that is unique in a world where
budgets in arts education continue to be slashed. The specialists are employed in every
field possible, including classical and folk dance of each ethnicity, ballet, contemporary
dance, choreography, and theory. Four full-time lecturers are age 55 and older, and four
are under 30 years of age, with two falling somewhere in between. This provides us with

a great mixture of experience and youth. There are complexities involved in this specific

' See Bardach, E. (2000). A practical suide for policy analysis: the eightfold path to more effective problem solving.
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ecosystem, in that it could allow the hierarchy of age and teacher-student relationships, or
the Asian sense of deep filial piety, to prevail, thus preventing healthy exchanges of ideas
from taking place, but this has gradually been overcome. It is important that everyone
has a voice. The faculty, which is carefully screened, brings together committed educators
who are willing to spend time to develop relationships with and invest their time in the
students.

For the dance majors, concentrated learning and contact hours are essential.
Dance is not knowledge that you can receive from a textbook. Rather, it is incremental,
developmental, and progressive. Therefore, the student learning time is extensive—generally
up to six hours of practical classes per day, five days a week, 14 weeks per semester,
two semesters per year. Since dance (the arts) is not something from which we can take
extended breaks, especially if introduced to it at a fairly late age, a portion of the semester
break is dedicated to rehearsals or special projects that will keep the students in shape and
develop different skills, including management and marketing the arts or speaking, writing,
or presenting on them. Learning beyond the classroom and being exposed to a variety of
styles or choreographic approaches is essential, especially for the ultra-enthusiastic students.

Many extra and unrecorded hours are spent giving feedback promptly so that the
dancers may retain and process the information efficiently, and not develop bad habits.
The process of feedback includes that provided by lecturers from all members of faculty,
even those who do not teach the specific class or technique, but have experience and
understanding, serving as in-house external assessors. In this way, the student dancer is
viewed through fresh lenses at least once a semester, in the studio situation. This has to be

constant and requires a serious commitment and stamina, especially when the cohort is big.
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Most of our classes have about 15-25 students in them. As described by several
lecturers, at this point in arts education in Malaysia, and most certainly at the Faculty of
Dance, we cannot “drop the ball.” We therefore spend a great amount of man hours
counselling, nurturing, cajoling, threatening, and rewarding the students. The environment
that we have fostered at the Faculty is one of close interaction, camaraderie, and familial
feelings, which is especially meaningful to students who come from smaller towns or villages
across the country.

One of the focal points of pedagogy for empowerment or transformation involves
inspiration and motivation. This sounds simple enough but cannot be over-emphasized.
The pedagogy is designed to realize potential, to open minds to the vastness of the world
of the arts, to discover the magic, to raise the bar, to set high standards, and to teach the
power of big dreams. The faculty of arts educators is generally a student’s first point of
contact with the dance profession. We must therefore strive to invoke feelings of awe or
inspiration—by our achievements, creativity, and the many forms of recognition we receive
from our local and global fraternity, so as to be great role models for young dancers.
Inspirational storytelling, teaching good classes, being enthusiastic and passionate about
movement, art, music and life, challenging the students and, having a sense of humor, all
make a world of difference in a classroom or studio setting. This is a daily ritual.

This pedagogy stresses the value of careful repetition and the necessity to develop
the required stamina—not just in students, but also in faculty. Passions come and ¢o, the
flame may burn bright, but it may not last very long. This approach thus places emphasis on
a dogged, robotic, machine-like efficiency of practice. Nothing motivates like actually seeing
the results—being able to do what you could not before. This pedagogy of empowerment

stresses the importance of understanding that it is not about being another Kazuo Ohno,
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Sylvie Guillem, or Mikhail Baryshnikov; while it is imperative to coommunicate high expectations,
ultimately learning dance and performing in the arts (and in life) is about being the best
that each one of us can be, striving every day to be better than the day before—that is,
to be better than you, yourself, have been. This is an extremely difficult challenge, as it is
human nature to compare, especially with dance being so visual. It wants to leave us either,
arrogant when we are better or frustrated when we fall short."" Dance and performing arts
have been riddled with stories of how frustration pushes artists over the edge, as egos can
be so fragile. The nightmare stories of abuse, drugs, starvation, and other forms of deprivation
are rampant. This is well documented in prima ballerina Gelsey Kirkland’s book Dancing on
my Grave' and displayed in the fictional movie Black Swan." Therefore, it is imperative to
make the students understand the importance of healthy competition, and, at the same
time, that acceptance and balance is critical. It requires infinite wisdom and maturity to
know the difference between the things that are within our power to change and those we
have to live with. This pedagogy of empowerment is not interested in creating clones but
in facilitating the blossoming of each arts practitioner into the best model of themselves.
For students who believe in higher powers, through religion, spirituality, or divinity, then it is
about being what they are meant or destined to be. This process and system of education
insists on understanding the multiplicity of talents that are present in each undergraduate.
The emphasis of the pedagogy of empowerment is on asking all students to challenge
themselves; for each to ask the question “Why can’t I?” Or, to put it more positively and

paraphrasing from Barack Obama’s 2008 presidential campaign in the USA, “Yes, | can!”™

" See the poem “Desiderata” by Max Ehrmann.
' Kirkland, Gelsey G. (1987). Dancing on my Grave. New York: Jove.

* http://www.imdb.com/title/tt0947798/
' http://www.nytimes.com/2008/01/08/us/politics/08text-obama.html(?pagewanted=all& r=0
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Linked to the motivation described above, is the task of creating a healthy atmosphere
of competition, challenge, benchmarking, and exposure. It is imperative that, at whatever
level the arts are being taught, teachers communicate high expectations while broadening
their students’ horizons and expanding their world views. It may come as a surprise, but
many of those who choose to come to train in professional schools in Malaysia possess
very limited knowledge and scant understanding of the world of performing arts; often even
those who make their living working in these environments have had limited exposure.

Since, the specialization and unique strength of ASWARA lies in its multicultural
syllabus, our dancers are encouraged to benchmark against the best in each field.
In order to participate in Malay folk dance competitions, to complete the highest levels of
bharatanatyam, which is the arangetram, or participate in the national ballet competition,
which is the only one available in the country, our undergraduates are taught to challenge
themselves against the best in the various genres—that is, against those who only practice in
those genres. With this approach, ASWARA has had some astounding results, with champions
in the National Chinese Dance Competition in 2006, where the group performed Zhou Gui
Xin’s Journey, based on the technique of the Xinjiang tribe of China, and the students
comprised the only 12 non-Chinese dancers in an event with about 1,000 performers.
The faculty has also presented five graduates in the arangetram, all of whom were of
non-Indian ethnicity. This constant benchmarking is essential to creating a healthy learning
environment.

Beside the physical, feeding the imagination is vital and extends beyond the studio
at ASWARA. The faculty organizes talks by successful graduates and established artists, who
are often called on to give talks and share their experiences with the students who are
just beginning their journey. Trips to the theatre on a regular basis form an integral aspect

of learning, working out special discounted rates where possible, so that students are
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able to watch all of the major shows in town. This requires much negotiation with theatre
producers, as ticket prices are sometimes too exorbitant, and it becomes unaffordable to
go to performances two or three times a month. The logistics seem mundane, but this
needs to be mentioned, as it is really an indication of the constant effort that is needed to
facilitate these programs. Such activities are especially important because most students
come from towns where there were no opportunities to have witnessed performances live.
Some places even lack Internet access. The benefits of watching live performances are
unimaginable; there is much to be learned from even the less successful productions, and
post-performance dialogue is always encouraged, either formally or otherwise. Since the
late-20" century, technology has allowed the world to enter the classroom through the
Internet. Today, free WiFi should be made available to all and assignments may include
compulsory viewing of iconic productions of the world’s greatest artists, accessed without
incurring any expense, via Vimeo, YouTube, and social media sites.

A key element in empowering youth in dance perhaps particularly relevant to Asia is
changing the colonized mindsets of those who come into dance to work with students to
persuade them that they and their dance forms are not inferior to their western counterparts.
The aesthetics and athleticism that are embodied in ballet and contemporary dance forms
have much more bravura and thus appear much more difficult and impressive than local
Malaysian arts. Consciously or otherwise, these become the only legitimate yardsticks or
benchmarks of excellence. It is true that several Chinese, Japanese, Korean, Taiwanese,
and Philippine ballet or contemporary dancers have excelled on the world stage—artists
like Miyako Yoshida, Li Cunxin, Darshan Singh Bhuller, Tetsuya Kumikawa, and Akram Khan.
Teachers and practitioners need to understand, communicate, and champion the fact that,
because dance is universal, we cannot be colonized in our art. It is vital that recognition is

given to those who excel in local forms.
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The situation is such that, generally, non-western or Asian forms often do not possess
the movement vocabulary of spectacle or grandeur that causes the hearts of the audience
to leap up into the mouths, leaving them gasping and breathless. The obvious exceptions
would be classical or highly stylized, intricate or acrobatic Chinese, Indian, Indonesian, or
Thai forms, to mention a few. The Internet and the economics of the arts have served to
glamorize, and promote popular art forms, such as hip hop and others, to a degree that those
in education or local arts practitioners sometimes feel like they are swimming upstream.
The emergence of television reality programs such as SYTYCD and others have packaged
dance into these very tight neat 1.5-2 minute sequence-capsules designed to impress
judges or viewers who are required to vote for their favorites. Dance is colonized by this
fast-food, instant-gratification mindset. The pedagogy of empowerment stresses the need for
art students/dancers to be taught the value of competence in these dance languages, and
knowledge of these traditional forms. It is precisely the uniqueness that gives agency and
empowers the dancer when on a global stage or in an international collaborative platform
or laboratory. It most definitely contributes to building of self-esteem, as well as personal
and national identity. The success of Japan’s Kasuo Ohno, Taiwan’s Lin Hwai Min, the older
work of Thailand’s Pichet Klunchun, Indonesia’s Eko Supriyanto, and Cambodia’s Amrita
Performing Arts are examples of Asian artists or companies that have shown that there is
an international market for art that is rooted in tradition. In this aspect, Malaysia has much
to learn, but the successes of several graduates have served to further inspire.

Civilization, modernity, and commerce have placed greater value on some
vocations over others. For obvious reasons, medicine, engineering, and law have risen to
the apex of choice professions. Despite the ability of the arts to feed the soul and nourish
the spirit, this value is hard to quantify, relegating the arts to positions farther down the

economic ladder. Thus, another strategy in this pedagogy is introducing the artists/dancers to
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Howard Gardner’s theory of “multiple intelligences” and empowering them through new
understanding. This paper reiterates the point that 11 years being side-lined in regular primary
and secondary schooling due to “weak academic backgrounds” and told that they would
not amount to anything in their lives is damaging. Gardner suggests that “[t]he problem lies
less in the technology of testing than in the ways in which we customarily think about the
intellect and in our ingrained views of intelligence” (2011: 4):
A description of use of the body as a form of intelligence may at first jar. There
has been a radical disjunction in our recent cultural tradition between the activities
of reasoning, on the one hand, and the activities of the manifestly physical
part of our nature, as epitomized by our bodies, on the other. This divorce
between the “mental” and the “physical” has not infrequently been coupled
with a notion that what we do with our bodies is somehow less privileged, less
special, than those problem-solving routines carried out chiefly through the use
of language, logic, or some other relatively abstract symbolic system. (2011: 10)
Below is a diagrammiatic interpretation of this theory.
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It is vital that much time is spent to make the students understand that their gift of
dance or kinesthetic intelligence is valuable and rare while explaining the meaning of the
different intelligences. Teachers wish that all students will ideally achieve high competencies
in every area, even though such a wish is unrealistic. Therefore, the pedagogy is intended
to set each student off on a journey, to discovering and realizing his or her strengths and
weaknesses, with the understanding that it is eventually up to all individuals to work on
themselves.

The pedagogy of empowerment must include the development of 21* century skills
of problem solving, management, and entrepreneurship. This will hopefully equip students
with the ability to negotiate and advocate for themselves in the world, and in the arts.
By and large, many graduates will go on to become independent artists, and, until they get
a manager or producer whom they trust and who will do all the work for them, they need
to learn how to do it for themselves. We attempt through our system of education to allow
the students to participate in productions and learn from experienced practitioners. Several
graduates have started their own small enterprises or project-based companies that are
primarily serving the commercial dance/arts industry, a reflection of the fact that students
are making their livings through and using the education they received.

4. Other Key Factors

Two other factors should ideally be taken into account in the ecosystem of dance/
arts education and in the pedagogy of empowerment. The first is the importance of
providing programs for performance and exchange beyond the classroom. The pedagogy
of empowerment seeks to place emphasis on performance practice of the performing art.
At ASWARA, we have managed thus far to create a healthy calendar of events and productions,
which is unusual in regular tertiary institutions. The funding that has been made available

through the Ministry of Tourism and Culture has been generous. This has allowed several
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productions to become staples in the Kuala Lumpur arts calendar, creating a brand name
that is well known in the industry. In 2014, a windfall allocation of up to RM 700,000 from
the Ministry, as part of its Visit Malaysia Year 2014 fund, allowed for two major projects to
be undertaken. One was the production of five different performances of traditional dance
in five nights, with each evening a different theme, under the umbrella of Dancing Under
the Moonlight. Another was the Tari 14 international dance festival, the 9" in a series that
began in 1994, which gathered artists from 14 international arts institutions for four days
of performances, talks, workshops, and a gala night. Students were placed in charge of, or
scheduled to assist in, every aspect of the implementation of the program, from technical
teams and front-of-house to liaison officers. Every single one of the participants found this
an invigorating experience and, most certainly, one of the highlights of their student life.
Many reported that it opened up a new world to them—making valuable contacts and new
friends and appreciating their shared journeys even more.

One of the loudest bees in my bonnet is the existing chasm between academia and
practice. These productions have served a very useful role in closing this gap. Other successful
productions performed annually include a students’ choreographic project Gelombang
Baru, an evening of traditional dance called Tapestry, and even one for the lecturers called
Jamu. The concept is that even the lecturers have to keep creating new work—at least a
short new work of 10 minutes every year—challenging themselves constantly and opening
them to criticism and thus keeping them honest. It is one thing to teach but quite another
to produce the goods onstage.

In Malaysia, private sponsorship from the Sime Darby Foundation has provided
approximately RM 500,000.00 per year for the last four years to the Faculty of Dance
to run a company of outstanding graduates. It is uncertain how long this phenomenal

support will continue, but, while it does, we intend to make hay. The company tours, conducts
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workshops and performances, and in many ways has changed the climate of dance in Malaysia.
The company has a unique multicultural repertoire that includes genres as diverse as
makyung, bharatanatyam, and abstract western contemporary dance. Several graduates
from the company have been further inspired to seek competitive scholarships that have
taken them to foreign shores to obtain post-graduate education. There are currently about 10
of these dancers doing just this—at the University of Limerick in Ireland, Korea National University
of Arts in Seoul, South Korea, Folkwang University of the Arts in Essen, Germany, the Hong Kong
Academy of Performing Arts, Hong Kong, Taipei University of the Arts in Taiwan, and Western
Australia Academy of Performing Arts in Perth, Australia, to name a few—a true testimony
to this ideology.

5. The Empowerment

These strategies feed the imagination of the students who are most hungry. Once
they realize that they are special, not in a precious or precocious way, but simply beginning
to believe in themselves, the empowerment becomes palpable. They grow in confidence
as people and are able to connect with others, whether within the industry, audiences, or
important figures who could be helpful in their careers. Even if a child does not choose
to pursue a career in dance, it is a powerful tool to develop confidence, musicality, and
appreciation of art, as well as a great healthy lifestyle choice.

Ironically, despite conscious efforts to and success with excavating as well as reviving
traditional dance, two of the greatest areas of achievement at ASWARA have been classical
ballet and contemporary dance. While most of our dancers never studied these forms before
their entry into the institution, the achievements have been admirable, even astounding.
One of the reasons for this success is possibly that it is so physically challenging and exciting,
while making room for freedom to explore and express (especially in contemporary dance),

which appeals to young dancers.
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6. Two Case Studies

The pedagogy of empowerment has borne fruit right before my eyes. Two of our
students have particularly remarkable stories I’d like to share.

A Kedayan by ethnicity, Raziman Sarbini, who described his beginnings earlier in this
paper, was born in Limbang, Sarawak. He now holds a Diploma in Dance, graduating in 2013,
and, at this writing, is in his final year of his Bachelor of Dance studies. He has evolved into
one of the finest dancers of his generation through many productions at ASWARA, as well
as at festivals in choreography by Malaysia’s leading choreographers, from traditional dance
to modern ballet. Although choreography is not his main focus at present, his work on
The Hunger entered the finals for the Short+Sweet Dance Festival”® 2012 in KLPAC. At the
World Championship of Performing Arts'® in Los Angeles in that same year, he won several
gold medals. He danced in the ensemble in classical ballet productions of The White Bat
and Coppelia at the Istana Budaya, produced by Danceworks Production and choreographed
by one of Malaysia’s leading ballet choreographers, Choong Wan Chin, and Panchali
Sabatam, the bharatanatyam dance drama by Shankar Kandasamy. He was one of the
principal dancers in several contemporary works, such as Eclectic Shift and lklim by Suhaili
Ahmad Kamil, WiRama by Joseph Gonzales (which is performed extensively both locally
and internationally), as well as the neo-classical work Enter/Exit by the same choreographer.

Raziman received the National Department for Arts and Culture Apprentice Grant
in 2013, which enabled him to be absorbed into the professional company ADC, where
he had an even greater opportunity to hone his talents. In 2014, he was the main talent in
two Nestle television commercials and, later, at the 17th Solo Classical Ballet Competition

organized by The Dance Society of Malaysia, Raziman won Best Modern Dancer and Overall

" http://www.shortandsweet.org/

' http://www.wcopa.org
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2nd Prize with the Le Corsaire solo. He participated at the World Dance Movement'’
Workshops in Catelleno Grotte, Italy, in 2014 where he won three scholarships to attend
programs by Teddy Forance (his idol) in New York and Desmond Richardson in Los Angeles in
the future. In the Short+Sweet Competition by KLPAC, he was judged the Best Male Dancer
2014. In January 2015, he performed in Short Stories, an evening of works by American
artist-scholar Patrick Suzeau to mark the end of Suzeau’s Fulbright residency in Malaysia.
Another of our renowned students, Muhammad Fairul Azreen Mohd Zahid, completed
his Diploma in Dance and Bachelor of Dance (Performance) Honours from ASWARA in 2012.
He came to us with experience only in the traditional dance genre of zapin, which he
learned as a student in high school. His learning curve at ASWARA was incredible, and his
work to date includes innumerable productions in Malaysia and performances in Los Angeles,
Philippines, Yogyakarta and Jakarta in Indonesia, and in Korea with the Sime Darby project.
Fairul won the Sansha Best Modern Dancer Award at the National Ballet Competition in
2010 and performed in the ballets Carmen, Don Quixote, and Cinderella by Danceworks
Productions at Istana Budaya and The White Bat in Nara City, Japan. He represented
Malaysia at the World Championship of Performing Arts in Los Angeles and won five gold
medals. He won 3rd Prize at the 13th National Ballet Competition and a scholarship to the
Ena Ballet Studio to further train in ballet in 2011. He enjoys choreography and presents
his work whenever possible. In 2012, Two won the Best Production and Best Choreography
prizes at the Short+Sweet Dance Festival and, in the following year, Fairul presented it
as a full-length work produced Theatre. In 2013, his choreography of The King and | won
the MyDance Alliance and Goethe-Institut Dance Escalator Project, which included a prize

to witness the Tanz Festival in Germany. In 2014, he was selected to be the choreographer

" http://vww.wdm.org
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for The Royal Arts Gala organized by My Performing Arts Agency where the musical Mimpi
Artilla was staged. He was also thrilled to be the choreographer for his idol, Malaysia’s No. 1
Artiste, Siti Norhaliza, for her concerts. He staged his second full-length work Transcendence
with Naim Syahrazad and JS Wong in 2014.

Today, Fairul is enrolled at Tisch School of the Arts, New York University, USA, pursuing
an MFA in Choreography and Performance. He received the Star Scholarship Award 2014
from the Sime Darby Foundation, which was worth approximately RM 520,000 to support
his education for the two-year duration of this course. He has performed with 2nd Avenue
Dance Company of New York University, as well as Lane Gifford’s The Space Between, which
is a part of the Boston Arts Centre’s Arts Residency Program 2015.

The above two artists represent but the tip of the iceberg when it comes to the
incredible journeys that begin for young dance students at ASWARA. It is extremely exciting
to be a part of and to be witnessing this phenomenon thus far and to see the path unfold

for various individuals, in particular, and for Malaysian arts, in general.
Conclusion

The pedagogy of empowerment described in this paper is about making each child
believe in him or herself, enabling every student to dream big dreams and achieve what
even they might not have thought about or imagined was possible. It is about teaching
them to rise above themselves, to mine their potential, and live a glorious, grand life, which
is their right and the right of each and every child. As the character Joan Clarke says in the

18 «

movie The Imitation Game,” “Sometimes it is the people whom no one imagines anything

of who do the things that no one can imagine.”

*® http://theimitationgamemovie.com/
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Constructs from Living Cultures:

Creating and (Re)sourcing Composition on the Cloud

Maria Christine Muyco, Ph.D."
Abstract

Composing entails sourcing and resourcing the endless stream of creative ideas
that provide us with a base. The modern day techno-icon for this process is
the so-called “Cloud”—a place where we can now conveniently archive and
retrieve sounds and ideas without limit. In Asia, while much of the discipline
of composition is rooted in western music theory, local structures, specifically
those arising out of local rural and urban living cultures, form a foundation for
composers’ conceptual and structural creations. Although composers benefit
from hi-tech innovations like the Cloud, constructing from living cultures
continues to involve the direct experience of belonging to and being rooted
in living culture, as work arising out of living culture imbues us with a sense
of creative fulfillment in having achieved something original and distinct.
Connecting to one’s living culture should thus be encouraged as a component
of today’s composition pedagogy. Revisiting this process of local sourcing and
compositional application is key to motivating emerging composers to keenly
observe their environments and think of ways to encode living culture into
structural and aesthetic musical relationships. When composers strengthen their
relationships to local culture in both thought and action, a cyclical flow occurs
in which the act of collecting and composing in turn expands the composer’s
creative consciousness and results in expanded original contributions to living

culture.

Keywords: archiving music composition; Cloud technology for music; local music

theory; urban culture and music; Philippines composers; musical instrument inventions
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Introduction

In music composition, we acquire ideas to create our work, and so we need “sources.”
By adding the prefix “re” to the word “source,” we come up with the term “resource”—an
endless stream of creative ideas from which we cull concepts to aid in the creative process.
The prefix “re” means to go back over a source, keeping it alive, enriched, and available,
so that we and others can keep getting ideas from it.

With technological advances, the manner in which we store and access sources is
changing. Today, the “Cloud” is fast becoming the place where we cache and retrieve ideas,
audio and video files, and other digital materials. Apple’s data storage platform iCloud resides
alongside other vendors’ storage sites like Google Drive and Microsoft Cloud. For composers,
this type of tool is a resource of ever-increasing value. Once constrained by the data-storage
capability of our computers, composers can now store virtually limitless quantities of data
on the Cloud, allowing extensive recording, accessing, and sharing of music and other sounds
and images of living cultures.

In Asia, as much as the discipline of composition is rooted in western music theories,
local structures, specifically those arising out of rural and urban living cultures, form a foundation
for composers’ conceptual creations. But, beyond the idea of storage and retrieval that we
experience using the iCloud or another remote storage site, constructing from living culture
involves direct experience—belonging to and being rooted in living culture—which feeds
into one’s self a sense of creative fulfillment and distinctness. The nurturance of this kind
of connection, and instruction in effective use of new data storage technologies to archive
and share artifacts of living culture, represents a relevant component in today’s pedagogy

of composition.
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1. The Techno-Icon

The Cloud, as a techno-icon, is an apt metaphor for (re)sourcing. It both gathers
from the environment and feeds back into it. On it, we can set up archives to keep drafts,
concepts, a journal of musical motives, and artifacts and observations of musical cultures.
We can teach our students to develop a habit of using this tool and to incorporate the
opportunities it presents into the serious discipline of composition. Composers have
historically practiced archiving; this has been part of our lives, particularly among organized
composers. However, precedent to archiving cultural artifacts has always been the
development of our visceral awareness of the sounds in and around our environment.

What creates a context for archiving? One important aspect is attentiveness—
developing a keen sense of awareness, where we listen well. In the act of listening, we detect
a lot of things in our environment. We are able to observe, for instance, ecological changes.

A recent example of the relationships among awareness, archiving, and composition
can be found in the University of the Philippines’ Bakawan Project of 2015, which involved
documentation and archiving of sounds, composing, and inviting the community to interact
with the work physically (e.g., through dance/movement) and digitally (via sensors).
The project demonstrates how the Cloud icon motivates us to think about context and process.
We can connect with the icon of the Cloud as an “interface” that both receives and delivers
knowledge. We can upload onto it, download from it, and track existing archives shared on it.
2. Interface Considerations

Composition students benefit by learning how to use the Cloud as a system for storage
and retrieval of materials. It is a tool that is available to be used at any time. It has the
advantage of mobility; when traveling, you can access materials wherever there is electricity

and an Internet connection.
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To make effective use of Cloud technology, issues concerning interface and access
have to be addressed:

e \What is the best format for exchange and interchange of files?
e \What is the appropriate sound fidelity standard?

e Will the file be stored for personal access, for sharing with selected groups or

individuals, or to be made universally available?
e \What is the best menu design?

e \What keywords will best accommodate searching?

3. Technology Shapes Process

The content and quality of a musical artifact may be influenced by how it is
documented and retrieved. How is sound affected when collected for planned or spontaneous
documentation? What does one listen for in this process? How is attentiveness to the sound
itself balanced with considerations regarding how the documentation will fit into an archived
body or how it will be shared? Will the process be selective, or will the sounds be archived
for more ubiquitous distribution?

Composers expand our options for extending language by maintaining and accessing
archives of sound. Having extensive data available helps us to deepen our language and
syntax. But the primary means of assimilating living culture continues to be through direct

involvement in culture.
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4. Composing from Living Cultures

Composers create works from living cultures by applying both theory and praxis:

Theory: structural and conceptual foundations of certain forms of actions
(e.g., playing musical instruments)

Praxis: application and embodiment of theory. Praxis involves communication
and interaction and is experiential.

5. In the Philippines, Research on Local Theories and Composition Work Together

A tonal language specific to the music is created when the composer selects specific
timbres,time, pitch, and dynamics; some may refer to this as the composition’s
(and, often, composer’s) identity or voice.

Creation takes off from the basics—for instance, the innovation of a scale system
or extension of traditional scales to include other types of tone combinations,
e.g. from pentatonic to quasi- or extra-pentatonic.

Notation, or the visual representation of sound, instructs performers on proper
execution of his or her music; the composer creates symbols to control time
and interpretation.

By experimentation and exploration, a composer creates additional sounds in
terms of timbre, time, intensity, and tone—for example, by using rhythmic/
arrhythmic groups of notes.

Expression of a concept. Meaning is subjective; it does not have to be common for
everyone. A listener makes his or her personal meaning of a work. Sometimes, music
can be representational (programmatic); sometimes not.

Structuration of a musical language may be drawn from systemic ideas, such as linguistics,
music theory of cultures, even from philosophy. Some of my work for strings uses
linguistic affixations: prefix, root, infix, and suffix. Groups of notes are organized in
licht of this affixation model—for example, with the word Pag-[aral]-an.
My composition uses the syllabic structure of this word.

6. Composing from Indigenous Living Culture in the Philippines: Four Examples

To exemplify the points made earlier about local theory and applied composition,

examples of composers’ works are given below, with brief explanations:
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6.1. Jose Maceda

Maceda’s compositions allow performers and audience to experience a sense of
community, collectivity, and mass participation. He works on structural/functional/and
ideological ordinates. This results in layered compositions that apply the theory of “Drone and
Melody”: the foundations of most Asian musics.

One example of Maceda’s work, Pagsamba (Worship), is built on ritual music and
played in a circular auditorium. A Catholic liturgy is sung in Tagalog by 100 mixed voices and
25 male voices, accompanied by a vast array of indigenous instruments: eight suspended
agung; eight suspended gandingan; 100 balingbing (bamboo buzzers), 100 palakpak (bamboo
clappers), 100 bangibang (yoke-shaped wooden bars played with beaters), and 100 ongiyong

(whistle flutes).

Figure 1. Maceda’s Pagsamba player arrangement.

Source: http://www.amazon.com/Gongs-Bamboos-Jose-Maceda/dp/B00005LN54



6.2. Ramon Santos

In his TI--NIG O da sa Di-Pagkakaisa (Vo-i-ce, Ode to Dis-Unity) for trombone and
percussion, Ramon Santos treats voice as a vehicle for social construction and deconstruction,
unity and its opposite, disunity. Fluid vocals, like the drones and slides found in indigenous
vocal expressions serve to extend oneself to others. Santos carries these aesthetics of voice

over into musical instruments such as trombone and percussion.

Figure 2. Santos’ Ti-i-nig. Source: University of the Philippines Diliman Library
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6.3. Jonas Baes

Communality, or the concept of “Imagined Communities” (as inspired by Benedict
Anderson) and ritual participation, find expression in the works of Jonas Baes, as in
IBOh-IBON (Birdwoman), composed for a dancer wearing small bells, two large wind chimes
to be passed around the audience, four animator-callers, and iron nail chimes played by
the audience. Baes’ work treats singing and playing of musical instruments as a social act,

which is experienced in this piece.

Figure 3. Baes’ IBOh-IBON.
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6.4. My own work with indigenous sounds and structures

Like Maceda, Santos, and Baes, my compositions often build on indigenous sounds
and structures; in particular | have drawn ideas from the music of the Panay Bukidnon
highlanders. Based on my research, these people use vocables as means of heightening a music
or dance event. Synchronizing the elements of music with social acts (dance in communal
gatherings, playing music together) is part of their realization of sibod, a local ideology of
achieving wholeness among common and differing elements of change. This ideology is
process-oriented: from the use of linguistic structure to its animation by the performers’
play on “words,” a sense of flow is created through creative expression. Similarly, in
PagBagkas-Bigkas (Deconstruction-Construction), | treat expression in performance (including

movement) as a manifestation of thought.

Figure 4. Muyco’s PagBagkas-Bigkas
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In another composition, Pagpipiko (Game-Play), | take the alternation and interlock
of rhythms from the theory of Philippine Northern music—for instance, in their flat gong
instruments, called gangsa. The playing of these gongs uses rhythmic interlock and alternation

that results in melodic patterns. I incorporate these elements into the rondalla, an ensemble of



90 atigsuazmsueaan

string instruments that are played using a plectrum. The piece also provides for improvisation, a
practice that is part of tradition among the natives (Cordilleran people) in Northern Philippines.
Thus, in this piece, musicians have the freedom to choose their patterns.

Figure 5. Muyco’s Pagpipiko
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The above examples of music are digitally stored and can be accessed or sourced
through Cloud technologies. These serve as resources for understanding Philippine composers’
works, performances, and, to a certain extent, theoretical analyses. In the succeeding paragraphs,
| explain other types of re-sourcing, using my works to illustrate various concepts discussed

earlier.

7. An Example of Composing from Philippines Urban Living Culture

In addition to working with indigenous traditions, my compositions of living culture also
derive sounds from urban life, as in my piece Jeepney sa Kalye (Jeep on the Road), based on
sounds and images of the jeepney, the public vehicle of the Philippine metropolis. The work
incorporates city traffic and the nuances of a jeepney’s routes. This piano piece uses additive

meter, with the score serving as a map the pianist follows to explore road traffic and sounds.
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Figure 6. In Muyco’s living composition, Jeepney sa Kalye, the score maps jeepney routes

and ambient urban sounds.

Itis interesting to draw ideas from the environment, particularly the sound characteristics
of public jeeps. In recent years, | have been listening to city sounds and the ways they connect
with public jeeps that ply busy streets. Along with jeeps running, there are the concaves
of sound/noise—all of the ambient expressions of urban space. When composing, | form
musical structures from these combinations, as in the case of the lkot and Toki jeepneys on
our campus at University of the Philippines Diliman. As the jeep labeled IKOT (clockwise) goes
around, the TOKI (counter clockwise) goes in the opposite direction. The piece follows this
formal structure, capturing the many aspects of these observations in an orchestral piece.
| also employ instruments made of jeepney body parts and incorporate spoken poetry into

the piece.

Figure 7. Muyco’s composition lkot and Toki follows the patterns of the jeepneys’ routes

on her campus: lkot travels clockwise and Toki travels counterclockwise
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7.1. Origins of the Jeepney Orchestra Project

During my master’s study at the University of British Columbia (MMus, Composition),
| met R. Murray Schafer during the launching of his work SOUNDSCAPE, which features
Vancouver’s environmental sounds. After corresponding for some time, he introduced me
to his colleague and fellow composer Barry Truax. Truax teaches acoustic technology and
maintains a sound laboratory at Simon Fraser University, which is also in Vancouver. Their
initiatives have inspired my project, which involves documenting sounds around the campus,
composing, as well as involving other individuals in the objective of creating awareness and
concern for those that produce life in our sonic world. My focus was on the producers of
sounds, their particular soundings/audiations, not just the capture of a general environmental
sound as found in most soundscapes. Thus, | see the concept of “audiation” as an interesting
framing of sound producers, rather than the more generalized macrocosmic representation
of soundscape.

7.2. Materials

In 2013, | received a grant from the University of the Philippines’ Office of the
Vice-President for Academic Affairs (UP-OVPAA) to realize my vision of a composition using
musical instruments made from jeepney parts. Collected from junkyards around Quezon City,
| assigned these scraps to instrument makers. Brake drums and scraps were fashioned into flutes,
drums, and other musical instruments. Specific names were given to the instruments, such as
the paihip (flute), tambudoy (side-blown flute), tatot (trumpet), and bakagong (tongue metal
drum); the tubophones (tube xylophone); tatsulok (triangle percussion). These instruments
took the range of jeepney-associated sounds into new territory, even for the makers and

the composer.
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Figure 8. Jeepney parts were fashioned into instruments for Muyco’s jeepney project.

| also incorporated string instruments made from metal scraps by Lirio Salvador with Jonjie Ayson |Il.
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Figure 9. Examples of string instruments made of metal scraps.
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Another inventor, Cris Garcimo, created the jeepnilamella, a kalimba-like instrument, out of

jeepney plates.

Figure 10. Inventor Cris Carcimo with his jeepnilamella.

7.3. Environmental sounds

As the jeeps are the highlights of this concert, there were actual jeeps en route
around the circular venue of performance, the amphitheater of the campus, during the event.

In addition to mechanical and man-made sounds, the concert featured natural sounds
recorded around the UP campus through campus-wide sound installations. Frog-songs,
bird-songs, insect noises, wind sounds, speech, and other sounds were woven into the musical
fabric of compositions introduced by student composers. It was a collaborative effort as I involved
the College of Fine Arts, the College of Arts and Letters, Biology students, and the College of
Science. As such, the project featured sounds collected from the campus that became the
source for student compositions.

7.4. Archiving the project on the Cloud

After the performance of the Jeepney Orchestra, a follow-on work involved the making
the sound files available online for download as ringtones, elements that can be used in other

musical pieces, and other reworked sounds. With the aid of Cloud storage technology, it has
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thus become possible for audience members, especially those with a close affiliation
with our university, to better understand and experience the campus environment and its
soundings. While modifying the elements for greatest use and meaning, they may now
connect them more deeply with their personal daily lives.
8. Composing Living History

The Community creates value in the sounds it makes. The sense of loss | feel when
a living cultural icon is relegated to history gets worked out in my composition and music
making. Last year, upon learning of my university administration’s plan to eradicate our local
IKOT and TOKI jeepneys and replace them with a monorail train, | composed the orchestra
piece to pay tribute to these icons and the sounds they have contributed to the campus

experience.

Figure 11. Photo on the left is a jeepney, which may be replaced by a monorail,

as shown in the photo on the right.

| erieved what may be eventually lost in the everyday humdrum of our lives. Recalling
Chinary Ung’s sentiment on young composers’ needing spiritual depth in their works (personal
conversation, April 15, 2011), | too am concerned about composers who lack sensitivity to
sounds in their environment and the impact of these sounds. | therefore created this project,
whereby young composers could contribute recorded and archived sounds from around

campus for their own and others’ compositions.
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Conclusion

Revisiting the process of sourcing and resourcing for composing is key to educating
composers, motivating students to engage fully with and keenly observe their environment
and think of ways to encode the structural and aesthetic relationships that exist between
themselves and their world while becoming involved in certain ways of thought or, extensively,
in action.

Inasmuch as we still enjoy the established theoretical canons of the classics, we also
are in a quest for the ones yet unexplored. In Asian countries, there is a wealth of information
that we can discover, know, and creatively bring into our creation of new works. Our ability
to do this has been greatly enhanced by Cloud technology. It is challenging in these times
to bring fresh theories from living cultures into music composition. Thus, let us teach and
use all available means to share with composition students all we know—including what we
have created and performed—through a fully integrated pedagogy.

In the iconic Cloud, we see the cyclical flow of archiving into composing and back into
archiving. Through this process, we allow our creative consciousness to grow and become

increasingly connected to our world.
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Comparing Material, Performance, Transmission, and PreservationTraditions

in Three Nose Flute Cultures

Kohei Nishikawa
Abstract

Nose flute cultures are strugsling to survive in different parts of the world,
and variations among regions’ materials, performance, and transmission
conventions may affect the instruments’ local preservation. For this study, the
researcher traveled to Malaysia, Taiwan, and Hawaii and spoke with makers
and players of three nose flutes: the pensol (peninsular Malaysia), the paringet
(Taiwan), and the Ohe Hano lhu (Hawaii). The study identifies differences and
similarities in the studied nose flute cultures, including materials, performance, and
transmission, and discusses how these are affecting preservation efforts,
especially in ethnic minority cultures on the brink of rapid cultural change.
In each location, the researcher gathered qualitative data by interviewing
local experts regarding their flutes, including their instruments’ construction,
performance methods, and approaches to transmission. With urbanization and
other global forces affecting younger generations in indigenous communities
where traditional musical forms once flourished, nose flutes are being played less
frequently today. To help ensure the continuance of nose flute culture, some
are advocating for nose flute performance to be transmitted to young people as
part of their formal education. But, as this research shows, regional beliefs and
taboos sometimes stand in the way of incorporating new methods of
transmission. Taken together with modern educators’ lack of interest in including
traditional musical practices in today’s curriculum, the preservation of nose flute
culture beyond the generations of players interviewed in this study is far from
ensured. The research seeks to deepen scholars’ understanding of nose flute
cultures and underline the importance of working with the people of the studied

cultures to find ways to preserve nose flute performance traditions.

Keywords: ethnomusicology; nose flute; pensol; paringet; Ohe Hano lhu; Malaysian tradition

music; Taiwanese traditional music; Hawaiian traditional music; endangered musical forms
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Introduction

Nose flutes can be found today in different parts of the world, including Oceania,
East Asia, Southeast Asia, and Africa. This paper describes three types of nose flutes: the
pensol of peninsular Malaysia, the paringet of Taiwan, and the Ohe Hano lhu of Hawaii.
The study compares the differences and similarities in nose flute cultures and identifies
variations in the three examples, including issues regarding materials, performance, and
transmission traditions and how these relate to preservation of the nose flute, especially in
ethnic minority cultures on the brink of rapid cultural change.

Building on my experience as a mouth flute player, | traveled to Malaysia, Taiwan,
and Hawaii to gather qualitative data in interviews with experts on the instruments and their
construction, performance methods, and approaches to transmission. The results of the
interviews are reported in detail here. | have been conducting research in Malaysia since
September of 2011—in peninsular Malaysia, Sabah, and Sarawak—on nine research trips
so far. For this research, | visited Taiwan in August of 2010 and Hawaii in November of 2011.

In general, nose flute culture is on the decline. Many researchers are advocating
for nose flute performance to be transmitted to the younger generation or to be included
in the education of school children. However, as regional taboos and the beliefs behind
them clash with modernization, preservation of cultural practices is not always of primary
concern to the people involved.

| offer this paper as part of my effort to deepen scholarly understanding of the
importance of nose flute culture and to encourage others to work with the people of the

studied cultures to find ways to preserve nose flute performance traditions.
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1. The Malaysian Pensol'

1.1. Cultural and Historical Setting

The pensolis a transverse bamboo flute (about 43-48 cm long) played on the central
Malaysian peninsula by the Semai people of the Senoi culture. Sound is produced by the
structure of the free air reed-form, with a 6 mm breath hole for the nose. In the interviews,
| recorded and transcribed songs with deep spiritual connections, having been received in
dreams from the “holy spirit” of a departed person.

1.1.1. Central Malaysia’s indigenous minorities

Orang Asli (or “OA”), the general term for indigenous minorities living on the Malayan
peninsula, are classified into three groups distinguished by language, occupation, and
administrative customs: Negrito, Senoi, and Proto-Malays. At the time of the 2000 census,
the population of the Orang Asli was about 133,775, thus comprising a very small minority
of about 0.5% of the entire Malaysian population.

The Senoi population is divided into three ethnic groups: Temiar, Semai, and other
Senoi. The 2000 census counted 73,166 Senoi of whom 23,074 were Temiar, 38,574 Semai,
and 11,518 other Senoi. The Semai are further classified into 44 smaller ethnic groups, with
different transmitted traditions and speaking many different dialects of the Semai language
in the various villages. There is a theory that these dialects originated in Cambodia (Salleh
2006: 20-21).

1.1.2. Halag: Shaman of Semai

A shaman, who carries out communication between God and persons, in this region
is called a Halag. A Halag casts spells and tells fortunes and, accessing methods of treating
diseases caused by the anger of God in a special ceremony, grants medical treatment.

A Halag sives advice regarding good places for hunting or how to achieve success in love

' This section is revised and updated from my 2013 publication A Study on the Nose Flute of the Semai People of
Malaysia.
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and also protects against foreign enemies by bringing them illness and death. All Halag
can talk to spirits. One or more spirits will appear in a Halag’s dreams to grant and perform
healing. The life of the Orang Asli is strongly interwoven with the holy spirit, healing, and
ritual. The spirits inform people about problems in the area and forecast disasters in dreams.

The Semai people maintain several temporary farmlands among which they move
every few years. A Halag will divine which direction they should move in next. The shaman
must interpret a divine message received in a dream and perform it without a mistake. Halag
are people of desirable character, selected carefully.

1.2. Interviewees

1.2.1. Raman Bah Tuin (43 years of age)

l interviewed Raman in Bukit Kala, a village in the Gombak district, Selangor, about 40
minutes by bus from Kuala Lumpur. He is an excellent Semai flute maker who works with
Gerai OA (Orang Asli), a volunteer group that supports the indigenous minorities of Malaysia.
In addition to his flute-making craft, he is also a nose flute player. He is left-handed and

holds the nose flute to the left.

Photo 1.1. Raman Bah Tuin Photo 1.2. Bah Muda
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Raman (shown in Photo 1.1) learned nose flute manufacturing and performance
traditions from his uncle, Bah Muda (Photo 1.2), who is now in his 60s. Bah Muda and his
wife have converted to Islam from the traditional religion. Raman has retained his traditional
Senoi beliefs, even though, in his society, one’s social treatment varies according to one’s
chosen religion. He learned traditional dancing, healing culture, etc., from his grandmother
and has seen the rare Sewang divine spiritual dance.

1.2.2. Bek Terus (54 years of age)

Bek Terus, (Photo 1.3) a renowned shaman, lives in a comparatively large house
in the village of Chang Kuar, Perak state, with his wife, four sons (two sets of twins), and
two daughters. This family was introduced in the book Orang Asli Women and the Forest
(Nicholas 2010: 117-123), produced by Colin Nicholas as coordinator for the Center for Orang
Asli Concerns (COAQ). As a shaman, Bek Terus has earned the respect of villagers living in

the traditional culture of the Orang Asli.

Photo 1.3. Bek Terus Photo 1.4. Bah Sali
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1.3. Materials and Construction

1.3.1. Holy bamboo

The nose flute shall be made from holy bamboo, which translates as bamboo that
has been recognized by a holy spirit. Holy bamboo should be used not only for making
pensols, but also for blow pipes for hunting and for building houses. A shaman has the
ability to identify holy bamboo. According to Bek Terus, “Faith is most important. Only a
shaman knows where to find holy bamboo. When you play a pensol during free time in the
woods, you do not need to play a pensol made from holy bamboo, but for use in healing
or at the festival of Sewang, you must play an instrument which has been made from holy
bamboo.” Bek Terus also told me, “I do not expect to make a good sound when the moon
is not out. Going to find holy bamboo is restricted to the time of the full moon. It is the

law of the forest.”

Figure 1.1. Measurements of Raman’s pensol

Figure 1.2. Measurements of Bek Terus’ pensol
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Photo 1.5. From the top, pensols of Raman, Bek Terus, and Bah Sali

1.4. Performance

1.4.1. The nose flute player and the holy spirit

Bek Terus explained, “When you play pensol in the evening or at night, spirits will
descend. You have to exert all your power when you play pensol,” he said, adding “when
| see people playing pensol for fun, | become anxious that the holy spirit will come down.”

As shown in Score 1.1, in pensol performances by Bek Terus, the D below the staff

is consistently low.
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Score 1.1. Scale and transcription: pensol melodies played by Bek Terus

Bek Terus played an old song for me that he had “learned from my predecessor. The holy
spirit appeared and taught it to me in a dream.” Later, | asked Raman Bah Tuin about the
meaning of this song. He told me that he could not understand it, since the words were
sung in an ancient traditional language. He also noted that Bek Terus’ intonation is different

than his.

Score 1.2. Transcription of a song sung by Bek Terus
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1.4.2. Taboos

It is taboo to play a nose flute when someone has died or gone into mourning. This
is to respect the dead, since the pensol is played for enjoyment.

The time of sunset is the most dangerous time in Semai society. It is said that at
sunset the spiritual power rises to its highest, and it is when spirits appear. One does not play
after sunset, because playing the pensol is an act that summons a tiger. People should not
break this ban, especially those who were selected by the holy spirit. The forest at night is
especially dangerous. It is said that, even if a tiger is seven hills away from a Semai village,
the sound of the nose flute will be audible to that tiger.

1.4.3. Expressions of love between men and women

Raman told us that, in relations between men and women, a holy spirit appears
in a dream to speak about love. It is said that this comes to a person at a certain psychic
level. At such times, there are no prohibitions against men and women playing nose flutes
or making musical instruments.

1.4.4. Commercial pensol performance

There are several examples of people who have connected the nose flute to
business, including Bah Sali (shown in Photo 1.4), who lives in Gombak village, and receives
payment to appear in shows or events. This is one example of nose flute performance
having commercial value. Cases of people who perform for pleasure are likely to decrease
as the urbanization of villages progresses and the desire to play and opportunities to perform
decrease. However, commercial nose flute performance is not endowed with traditional

meaning. This is a dilemma.
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1.5. Transmission

1.5.1. Appearance of holy spirit in dreams

At one time, a person could not simply choose to be a nose flute player, but had
to be selected by a holy spirit of Semai who appeared in the player’s dream. According to
Bek Terus, “A holy spirit appears in a dream. It is said that a holy princess appears in a dream
and teaches a song. There are some people who have permission from the holy princess
to play nose flutes” (see,e.¢., Score 1.2). A selected person has to sing correctly the song
thus learned. Only people who have received this teaching can play this melody, which is
then transferred to the nose flute. Based on this process, the grant from the holy spirit will
then be complete.

1.5.2. Teaching pensol to children disfavored today

One member who accompanied me in this fieldwork asked Bek Terus, “The music of
pensol is in the crisis of a decline. What do you think about teaching pensol to the children
of the village as part of their education?” He seemed to have a very negative attitude about
this idea. He is opposed to teaching pensol to children because of its religious significance.
As Raman told us, “To know the pensol is to know the Halag. And to teach about Halag,
we must teach what heaven is. . . . Most of all, playing pensol communicates songs that
were received in divine messages from a holy spirit. Since the song has high spiritualism,
people listen to it and are cured.”

Though both of these speakers disfavor teaching pensol to children, they note that the
presence of the shaman, the customs, and the spirit of dialog still operate strongly. People
of Semai recognize the need to explain their traditions to children. The music of pensol is
indispensable to the festival of Sewang and the belief in holy spirits, which everyone in the

village recognizes as important.
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2. The Taiwanese Paringet

2.1. Cultural and Historical Setting

The people of Paiwan play both mouth flute and nose flute, and both are called
paringet. Many stories are told about the origin of the paringet, several of which relate that
the breath from the nose has a magical power that can contact the soul. Similar stories
are told in the Melanesian and Polynesian islands (Tjuvelevem 1998: 221). To this day, to
have the nose paringet played in one’s funeral procession is considered an expression of
high honor.

The Paiwan tribe has a strict social class system, which is strongly connected to
paringet culture. After the second World War, the system of government changed, and the
noble class, which had played an important role in the education system, was abolished.
The system that replaced it is incompatible with the traditional social class structure. The
racial culture has also changed dramatically, as well; however, | saw the musical culture
of the Paiwan people still being transmitted. People take pride in their daily lives being
rooted in tradition.

2.2. Interviewee

Pavavalung Pailang (78 years of age):

Pavavalung Pailang (Photo 2.1), who also uses the Chinese name Hsu Kun-Chung
Zrififh, belongs to the Paiwan tribe, a minority group in the South of Taiwan. According to
statistics of the Administrative Aborigine Organization, in June 2007, the population of the
Paiwan tribe was approximately 82,000, making it second in size only to the Ami. Pailang
studied the craft of carving and the technique of nose flute playing spontaneously from
his grandfather. His family belongs to the nobles of Paiwan; thus, | understand he has been

a leader of an organization for, and has had the opportunity to become skilled in, martial
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arts. Pailang accepts orders not only to craft nose flutes, but also to make scabbards for

swords, grips for bows, and so on.

Photo 2.1: Pavavalung Pailang (right) with author

2.3. Materials and Construction

Both the mouth and nose paringets are made up of two pipes tied up in a bundle
(see Figure 2.1 and Photo 2.2). In the type played by mouth, there is no gap between the
two pipes, while in the type played by nose, a small block of wood is placed between the

two pipes and sized individually to match the nose hole distance of the player (Photo 2.3).

Figure 2.1. Paringet measurements

right pipe
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Photo 2.2. Two paringets: above, for mouth playing; Photo2.3. Blowing

below, for nose playing holesnose paringet

2.4. Performance

Sound is produced by a fipple flute system, in which the air is directed to the sounding
edge by blowing into a fixed channel (Tjuvelevem: 1998). The left pipe has no finger holes
and thus can play a continuous drone note. For the right pipe, there are five finger holes.

Melodies are played on the right pipe using both hands (see Score 2.1).

Score 2.1: Transcription of paringet played by Pavavalung Pailang
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2.4.1. Paringet in courtship ritual

The paringet is sometimes used in courtship rituals. The man plays a paringet quietly
outside his lover’s window to express his feelings (Tjuvelevem 1998: 225).

2.5. Transmission

The culture surrounding the use of the paringet is changing. In the past, the paringet
was traditionally played only by men; however, at the present time, it is being taught to

men and women. Pailang has opened his paringet class to both boys and girls.

3. Hawaiian Ohe Hano lhu

3.1. Cultural and Historical Setting

The Ohe Hano lhu is a nose flute traditionally played in the Pacific, most notably
on the Hawaiian islands. Traditionally, its sound was thought to convey romantic emotions.
Today, the Ohe Hano Ihu is primarily played by men, though there is no prohibition on
women playing or making it. Some players are taught by others, while others pick up its
sounds from their natural surroundings without an intermediary like the holy spirit that plays
such an integral role in nose flute culture on the Malaysia peninsula. Compared to the nose
flute cultures of the other studied regions, the manufacturing, performing, and transmission
of Ohe Hano lhu is relatively unconstrained.

3.2. Interviewee

Anthony Natividad (1964 - 2012)

Anthony Natividad (shown in Photo 3.2), who passed away a few years ago at only
48 years of age, started making his own original musical instruments as early as in his
school days. He started his musical career in music therapy, which, for him, was related to
his interests in Hawaiian nature sounds and in the music of Polynesia. Musically, he was

self-educated and conducted his own ethnomusicological research across the Polynesian
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islands, including Tahiti, Tonga, and New Zealand. On October 9, 2012, his life was cut short
by a heart attack in his home on the island of Maui.

3.3. Materials and Construction

Anthony made instruments casually, allowing the material to shape the design of
each instrument. He made both of the Ohe Hano lhu pictured below for me, which took
only about 20 minutes for each instrument (see Photo 3.1). He worked the bamboo with
a kind of playfulness, deciding on the placement of the finger holes with a nonchalant
attitude. He was likewise flexible with respect to the number of finger holes, making flutes
sometimes with three or sometimes with four holes and occasionally placing an additional
finger hole near to the blowing hole, to be reached with the left hand (while still holding
closed the left nostril). He said, “It will be fun to use the left hand for playing, if the left
hand is resting.” His attitude was not to require any theory about the tuning or the resulting

scale: “To be free in mind is our tradition,” he said.

Figure 3.1. Measurements of Ohe Hano lhu
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On the last day of my stay in Anthony’s home, he presented me a nose flute while
smiling; he had made it out of a cola can. This was his symbolic joke, made to illustrate for

me the flexible way of thinking the Hawaiians have toward transmission of traditional ideas.

Photo 3.1. Two Ohe Hano Ihu made by Anthony Natividad

3.4. Performance

Ohe Hano lhu is played by holding the instrument to the right nostril and closing
the left nostril with the left hand to direct all of one’s breath out of the right nostril. It is
held perpendicular to the body, angled slightly to one side, as shown in Photo 3.2. In Ohe
Hano lhu, much use is made of vibrato, mordent-like grace notes, and trills. When playing
for the Hula dance, people sing by the guide of the melody from Ohe Hano Ihu, as if the

singers and flutist are making a conversation with each other (Uchizaki 2003: 86-89).

Photo 3.2. Anthony Natividad playing Ohe Hano lhu
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Some think that the long and low melodies of the Ohe Hano |hu convey an
expression of mutual love. When a man or woman starts to play this phrase, it is carried
to the beloved. It is said that the partners entrust the Ohe Hano Ihu to convey the phrase
that only the two of them can understand.

Anthony related to me that both men and women are allowed to play the Ohe
Hano lhu, but that he had not seen any women other than researchers play the instrument.

3.5. Transmission

At the time we spoke with him, Anthony was practically the only nose flute player
in Hawaii who played professionally. His playing was not transmitted to him from teachers.
He told me he loved to play in the forest and created musical experiences inspired by the
sounds of nature. The roar of waterfalls, songs of birds, cries of animals, and so on taught
him the essence of the Ohe Hano Ihu. (Score 3.1). Thus, Anthony explained to me, “each
player is free to find their own way of playing; this is the tradition on the Ohe Hano lhu.”
Another nose flute maker on Maui, Calvin Hoe, said something similar—that the people

of Hawaii expect nose flute players to be able to freely grasp musical ideas from the past

rather than receiving them through specific musical transmission.

Score 3.1. Scale and transcription: melody of Ohe Hano lhu by Anthony Natividad
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Table 1. Comparing the Nose Flutes of Peninsular Malaysia, Taiwan, and Hawaii Natividad

Nose Flute

Materials & Construction

Performance

Transmission

Pensol of Raman
peninsular

Malaysia

The major axis
=48cm, blowing hole
=19mm, played in a

transverse position.

Festival, healing, courting,
and pleasure. Not to be
played when someone has
died, out of respect for
the deceased. Not to be
played at sunset or at full
moon. A tiger will come if
this taboo is ignored. Men
and women may play or

make.

Traditionally, the ability to play
the pensol was conferred on

a person by a holy spirit in a
dream. The recipient of the song
must learn to sing the piece,
then play it on the pensol to

complete the received ritual.

Pensol of Terus
peninsular

Malaysia

The major axis
=43cm, blowing hole
=19mm played in a
transverse position. Made

from holy bamboo.

Healing by conduct of

the holy spirit. Not to be
played unless the moon is
out. If played when one is
lost in the forest, the holy
spirit will come down and

teach the way.

It is still believed songs should
only be received from a holy
spirit. Because pensol playing
carries such power, teaching the
art of pensol to young students

is discouraged.

Paringet of

Taiwan

Two pipes are tied up in a
bundle, right for melody,
and left for drone. Both
pipes around 48cm; sound

production via fipple.

For funerals, for pleasure
and for courting. When
courting, a man will play
beneath the window of his

lover.

Once the province of privileged
men, after the caste system
ceased to be predominant, men,
women, and children began to

be taught paringet.

Ohe Hano lhu of

Hawaii

The major axis

= 25cm-30cm, width

= 30mm, blowing hole

= 6-8mm, played in a vertical

position.

Mainly for pleasure. There
was a tradition of use for
courting in the past. Still
primarily played by men.

Transmission is traditionally
loose, with many self-taught.
Few accomplished Ohe Hano

lhu players are still living today.
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4. Related Question: Why Do People Play Flutes through the Nose?

Though not a central subject of this paper, many observers have made efforts to
deal with the philosophical question “Why do people play flutes through the nose?” and
have achieved some success. The following points summarize this work.

In ancient India, Brahmins represented the uppermost class of the priestly caste.
Since there was a custom for lower class people to play flutes through the mouth, and since
the higher class people disliked being associated with them, they developed the practice
of playing flutes through the nose (Uchizaki 2003: 90).

Among the Botocudosno race in the eastern part of Brazil there was a custom known
as tembeitera, in which the lower lip was greatly extended by insertion of a wooden disk,
rendering playing flutes with the mouth impossible (Uchizaki 2003: 90).

There is also a text that considers ideas on the origin of the human nose. According
to people living in the islands of Southeast Asia, Melanesia, and Polynesia, the concept
of breathing through the nose is regarded as more important to consciousness than the
sense of smell. Moreover, breathing through the nose is said to have greater supernatural
powers and magic than breathing through the mouth. With that way of thinking in mind, in
these cultures it is said that the musical act of playing a flute when a person dies is not an

expression for an audience, but will be a dialog between self and God (Nishioka 1992: 67-70).

Conclusion and Subjects for Future Research

In the course of conducting interviews for this research, many differences were
observed among the studied cultures, instruments, and players: 1) transverse or vertical
structure; 2) single or double pipes; 3) free air reed-form system; 4) cultural norms about
when playing the instrument is and is not appropriate, especially regarding funerals; and

5) restrictions on a performer’s gender.
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However, we also uncovered important similarities among the studied nose flutes:
1) all are connected in some way with spiritual power; 2) they are played for healing people
or for personal acts; and 3) they are played while courting to express one’s love.

It is possible to say that the culture of nose flutes varied as it moved from culture
to culture and as cultural groups themselves changed or relocated. However, some beliefs
regarding the nose flute, including the similarities listed above, have endured, even in
disparate countries.

Study results reveal an overall decline in nose flute culture, and native cultural life
more broadly, in countries and locales like those discussed in this paper. It would seem
that the main reason for the decline is the modernization of cultures in which the nose
flute has traditionally played a significant role in ritual and religion. While this may be so,
on-site researchers interested in preserving aspects of other cultures must be careful to
consider the position of the people they are visiting. For example, among the Orang Asli, the
mouth-blown whistle used to report a successful catch while hunting has been replaced
these days by the cell phone. But when | asked these hunters why they used cell phones
now instead of their own traditional whistle, they laughed at the question; to them, the cell
phone is obviously much more useful and can send more precise information. Preservation
of their traditional culture was not their primary concern in that situation, and researchers
from abroad must remember that these kinds of situations occur.

Many researchers are reaching out and making efforts to preserve the cultural
inheritances of traditions they recognize as endangered. As future goals, | would recommmend
examination of education, transmission, and dissemination systems, especially with respect to

whether the systems in place will aid the preservation of the cultural traditions concerned.
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| would like to consider this research as a starting point, and have gotten to know people
from several nose flute cultures with the goal in mind of continuing research into the

preservation of their traditions.
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Abstract

During the reign of King Rama V, music for ballroom dancing spread
throughout Thailand, and it continued to gain popularity during the late reign
of King Rama VI, a period when music and dance thrived. But it was the state
policy of the government of Prime Minister Plaek Phibunsongkhram that marked
a turning point for this musical form. During his regime, he encouraged people
to learn Western musical forms and western entertainment, which led to an
increase in dance bands and ballroom dance music compositions.

Luan Kwantam started to compose music with taloong rhythm in 1961
by imitating the rhythm of the music shadow of the South. He collaborated
with the Association of Ballroom Dance to create taloong dance steps for
competition. Later, other composers would compose many songs using taloong
tempo. In particular, a song sung by Lerd Prasomsup became very popular.

The first taloong tempo song Luan Kwantam composed was titled
“Taloong Tempo.” He was inspired by the rhythmic pattern of taloong song
(the traditional song of Thailand) together with the Thai traditional song melody

Sri Thammarat Thao. His song embodied the traditional identity of Thai culture.

Keywords: ballroom dance music; Luan Kwantam; Taloong rhythm
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Abstract

The purpose of this research is to design costumes inspired by the configuration,
color, and decoration of the Thai royal yacht. The researcher investigated the
importance of the Thai Royal Water-Course Procession, and the configuration
and decoration techniques used on four historical royal yachts. Moreover, the
researcher investigated contemporary architecture and incorporated it into
four costumes with patterns that followed the physical configuration of the
Thai royal yacht combined with fold techniques that create the geometric
pattern used in both royal yacht decoration and contemporary architecture.
The researcher incorporated each color identified with a Thai royal yacht into
each costume, together with the original patterns, adjusting and resizing them
until, finally, the new attractive patterns appeared. Nevertheless, the beauty
of Thai traditional craft is maintained by using Thai figures painted in black and

white, a popular design in contemporary architecture.

Keywords: costume; inspiration; Thai royal yacht
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Nontuk: The Creation of Traditional Dance Theatre

for Contemporary Audience
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Abstract

This paper discusses selected scenes, including direction and choreography, from
my production of the script of Ramakien-Khon where Naraya fights with Nontuk.
The new script shows Nontuk’s background, including his conflict and crisis,
to share his predestination with audiences. | created my production for
Lakorn (dance theatre), based on the Kohn (Thai traditional mask dance) version.
The paper reviews the methods | used when directing dancers for the Lakorn
production, including encouraging each dancer to develop an intimate
understanding of the motives and objectives of her or his character and to find
and express that meaning in movement and body language. | also describe how
| adapted Khon performance traditions for the production, using new music and
choreography developed through acting exercises. In closing, | contemplate how
the production explores new possibilities for using Thai classical dance and music
rooted in the traditional forms as a new tool for communicating with today’s

audiences.

MY
PH

Keywords: Thai dance theater; Naraya fights with Nontuk; Ramakien; contemporary

Thai dance
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Abstract

This article provides guidance for contemporary audiences to watch and
understand Khon performance. A Thai classical mask dance, Khon will be
performed for some scenes of the Ramayana story. This story tells
of the struggles of human against demon, as Rama battles Ravana.
Historically, Khon performance represented Thai art and culture,
symbolizing the goodness, honor, and power of the King. Nowadays, Khon is being
modernized by adding laser light and digital sounds designed to attract
contemporary audiences, but the addition of these elements has taken
a toll on the form’s values and aesthetics. In this paper, | discuss how Khon
performance tells a story with a specific language and how the
mannerisms of highest royalty influenced the acting, singing, and
movements. | will also discuss how Thai audiences in the present have
lost an appreciation for Khon’s beauty and history. In closing, | present
my own views on how to conserve the traditional dance form for the

next generation.

Keywords: Khon performance: Thai classical mask dance; Ramayana story
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Picture Performed by Pichet Klunchun Dance Company (Thailand) Stories from the Ramakien
during the da:cs Festival :15 Oct, 2011 at the Esplanade Outdoor Theatre.






Ml
183K

PANLNANNITENTYUUNAIMNAURUULNDANUNW MIINTEITAUAS BAZNITHERNS

1. foaduunanumainnis/unanuide/unanuuinssaml/uninsainlidenasnau
funupIuaznIsuanavdeauiiedtos asmuingUsrasduazuouunveInTans unawids
wauedfuiAesliineffiaianilaniney wazlinsogluszninamsdaaueiiiofionsandnunily
SAEEAEOUR

2. fanusazdousFomdomduaty fawenlifiu 15 udnszay Ad Tyauuudns
11755119 INEATUIIN (TH SarabunPSK) maesiiaunaay uagiidausznauresunadiu

(%

GRGRTRHGRIT et

2.1 Foides (Title) Wenwsimun aunm 18 pt Sansnanavtinsyane nanmwilneuas
awdanguiifianilag Sanuenneauaisiuntiinsgans Suliiu 15 A1 wesnndudeses
Mnudtemsuiulinsyiusasnssiuionesunany uaznanidsenstishusdedudumidwes
GRIBY

2.2 Foffiwus (Author) T8nwsaun 16 pt dadeandeFesdinv ssyteya
Po - uwanasts vesiinus mndfinusimazdosssylviasuiudandedinusvdnynmens

2.3 unAnga (Abstract) [48n®IUNR Y110 16 pt FAUWIRUARUULALLLIS DNTEANEY
us3rta meliiunseunsdnasuneluiiuiininssae As uazaumely 1 donth anw

Inguaznrwdange (ennwilng 1wl wazn1wdangy 1 i) 91iad1uIuA1eg 200 A1

—

2.4 Neguazdainveadiinus (Affiliation) 1ddnwsvun 12 pt luglveudsessald

Qe

[V

AfuAIenIBmIenandu (*) Ingseun1sAnyIduganns ol unian1alvInig (G18) wardainvas

WU NI lneuazn1w18ingy

a

eXe

2.5 ilam (Content) Wenwsund vunn 16 pt MssauwaRuimuAImNEauTy
nitld wagmnduuneunnnenuisenioinerinug msfidomiaseuaquluiaderi q
loun unir Tmguszasd IBn1sfny wamsfnw nsedusena ajuuasterausiuy n1surlulyd
fouanavomsaaudsuanindeutafidaiuionin me uwuifs Tamas 18+ Taeszyunasiian
Triasudau wazmnduunauildsunuatuayunside Wssydeveundwuludiuvesinings
Usgmamuioulunisiunu

2.6 18Na1591484 (Reference) legnwsauin 16 pt IauuRunLULTAG18 lneussia
fewoaenniyafutziestodily 8 Tasiadnus (1 Tab) fienséreddluidompsatusents
81989 71NEUNANUATUAIUNNTIENTT LAgiTeedIdunILYAnYITIUNTUN B INELAZAISINgY
(B1uswazidenizesnssnsdaiiuif)



184 atiasua-msuaan

LNE9INISNANSAUINAUNTDIUNAY (Peer-review)

1. nesussadnsasdudfinnsanauninisasduiuaniuursaeusIenisenans
Usznounmsiauedsunanuduatiusmenuies (Manuscript Submission Self-Checklist) Agdnusle
WUUNINSBUVANGIUAS 9

2. unearwiuatuikiunInTagULUULAagliFUNse i sandunselagnsin
(Peer-review) AifiUszaunsaimsidenssmuauiiieates daluddanlddmdoduginug Sruou
2 yiuse 1 unany

3. unenudilasudundAnndvanandiuds wldsunstuiinaniuguasiiusausiuduaty

'
a

flawysalifioffiniineuns nesussandnisezSoundeiinussunsudunisdonsusumsifius 39
wsryUiluazatuiffu
4. fanusesldsunsansatuanysaidonssussansnsidiafadunmanmafigaisnuauasd
nsmeunsluguresnsa1sdidnnselind (e-Journal) w3ensansatufifiun (Hard Print) Tuuisaty
5. lunsaififinusfinnuussasddosnisonidnmsifu desudernuuszasdiduansdnual
SNYITIUNY “UTIAUTNITUIMITNTANIAUATUALNITWARS W INEIFYIHT” Wity
6. umanuiilsisiunsfinnsan nesussaBmsasSeuudsinusfunsuduaednuaidnuslae

Y

raa Q‘d %

Lidsfiusiuatu visilnansiiansandeidududuan dinusezlifidansisonsomsognssal la 9 vivdu
aile lunsalgdnusgnuiasn1siansanunaiuiiodaInaTIanunITAnaenuNaAINL
(Plagiarism) Inglaidin159198 sunasinan 2z llaunsaaueunanuduladn LagnesusTusnITIeaIu

a

ansnisdsunanuvesinusluadudaly aundiaziinsuTuunnmunmunANumLNsiAmue



MU
185196

ANSEIUNAITY

1. Jinusazdesdaunanuluzuuuuredlid Word lngdndineussansnisnsarsauns
LATNNSULANY ARZALATUATNITUANY UNINEIdyTNT 1ToTl E-mail: aummupa@gmail.com
15 038-102566 fie 104

2. lunsdffuunanunmenuideniolasanuin q asdesdinidesusesnindudada
yioUszsumdngns viiee191sdnuInwlasanis lunsuiwanuaue

3 lunsdififuunaaide wdesdivilsdosusesnnenansdiivinuinednusudnlunini
uaauedfini Ingliidodnanginusdiuusnlugiuzginusvan (Corresponding Author)

4 Tunsdliduunenuidginusiinnit 1 au sxdesdesiilufusesnnginussiunnau lng
TvszyTo-uwanaats & uaziieg Tuddudnanddwusvanynmens

5. lunsfiduunemuniwisnssema wiefimsssdatomanenasnwidsssnail

A 4

Mwdangu Fesdindsdoiusesmugndesainaniiunuviedidumaiunnidaadlisnni
izéfw%fgcgﬂwLLuumwﬁ”amﬁ’uwmm%’m’lsﬁawmmiﬁaﬁu

6. lunsalifiliidlenansuuuuszneufuunanuigy sUnw v3egunatfin azdosszydelid
Tidmauuazi3ssddumneavielnldnseiuguluunany Tagldguifvuamnzan aunmduas
auagidenaniun1siiun (Idguviia TIFF 3e JPEG Auazidealiitiosndn 300 dpi vwinlilday

T3 2 MB)

AVANSHAZNTSUFNTVDIUNAY

a a £ <, % Ay vo Aa A & o Y
AUANTUBIUNAMULTUVDIRIUBIUNAIY UV]ﬂ’J’]ﬂJV]i@ﬁUﬂ']i@WllWﬂ@L‘Uumﬂugsﬂ@ﬂaLGU‘EJ‘L!

nesussansnshusndudssiumenaz lisuRaveuUNAMLLY


mailto:aummupa@gmail.com%20<0E42><0E17><0E23>
mailto:aummupa@gmail.com%20<0E42><0E17><0E23>

AL AUATLLAZ NI LA wﬁmmé’ﬂyﬂm
l?l 169 D.AINALIULEY AUAUED B.1d89 9. 5813 20131
Tn3fwii 038-102566 9815 038-745807



	Front_Cover
	MUPA MUSIC
	Back_Cover

