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Abstract

The creative research “Kheun Sai Bunleng for Electric Guitar” was supported by the
National Research Council of Thailand (NRCT) in the 2023 fiscal year. The objective of this
research is to develop an educational media set designed to enhance improvisational skills
for electric guitar performance. The project features ten original compositions intended for
learners from the basic to intermediate levels. Each piece is instrumental, emphasizing the
development of electric guitar performance techniques through five popular music styles: (1)
Blues, (2) Jazz, (3) Funk, (4) Fusion Jazz, and (5) Rock—two compositions for each style. All
pieces are arranged for a small ensemble consisting of electric guitar, piano (or electric
piano/keyboard in some pieces), bass (electric or double bass), and drum set. The saxophone
was featured exclusively in the fusion jazz compositions.

The research methodology was based on establishing conceptual and technical
frameworks suitable for each musical style, serving as the foundation for guiding the
composition process in accordance with artistic objectives and ensuring stylistic unity across
all works. The composer created the pieces by focusing on musical characteristics consistent
with the research goals, drafting original compositions, and preparing musical scores for the
performers. The selection of musicians emphasized their stylistic expertise, as this directly
affected the expressive and interpretative quality of each performance. After selecting
appropriate musicians, the process continued with rehearsals of the original compositions,
followed by studio recording sessions to produce both the master tracks and backing tracks
for electric guitar practice. These recordings were compiled and produced as a CD for listening
and educational purposes.

In addition, a complete score book with analytical commentary was prepared for
academic dissemination. For public presentation, the composer organized a live performance
to convey the compositions in a concrete artistic form, which was documented and published
as a DVD to reach both professional and general audiences. A seminar was also held to present
the concepts, creative processes, and outcomes of the project comprehensively. The creative
research concluded with a final report summarizing the overall process, content, and artistic

results.
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The results of this research consist of ten original compositions, each with a supporting
backing track in which the main electric guitar part is removed to facilitate use as educational
material. All compositions share unity through a contemporary music concept emphasizing
the expressive and technical role of the electric guitar. The total duration of the ten pieces is
approximately forty-eight minutes. Each composition is instrumental, focusing on developing
electric guitar performance skills across five contemporary styles. In the blues style, Akhara
Blues features Mixolydian mode improvisation, and Khuu Salue Ramphan applies the Dorian
mode. In the jazz style, Wan Tawa uses the Mixolydian mode, while Bang Hern combines
Mixolydian and Phrygian modes. For the funk style, Krasae Samut explores the Dorian mode,
and Sabad Cho combines Dorian and lonian modes. In the fusion jazz style, Mad Ruam applies
the Mixolydian mode, and Boek Fa introduces the Locrian mode. Finally, in the rock style,
Kho. Lat Krabang employs the Aeolian mode, and Sai Rit Yok Kamlang features the Phrygian
mode. Overall, these ten compositions form a unified creative work that demonstrates the
practical use of modal improvisation in electric guitar performance. The study contributes to
music education by providing effective materials for developing technical and expressive skills
in contemporary electric guitar playing.

The compositional approach for the blues style is based on the standard 12-bar blues
chord progression. Jazz pieces are characterized by swing rhythms and modal jazz concepts,
with improvisation adding variety through alternating four-bar exchanges between electric
guitar and drum set. In funk, the composer employs double-stopped notes on the electric
guitar combined with muted notes to drive the rhythmic and stylistic patterns of the music.
Fusion jazz distinguishes itself by featuring the electric guitar and saxophone performing in
unison, using similar rhythmic patterns with different pitches. In rock, the primary concept
centers on the use of power chords to support and generate the main melodic lines of the

compositions.

Keywords: Music Composition / Popular Music / Electric Guitar / Educational Media
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! Natchar Pancharoen, Dictionary of Music, 3" ed. (Bangkok: Ketkarat, 2009), 294. (in Thai)

2 Barry Kernfeld, What to Listen For in Jazz (New Haven, CT: Yale University Press, 1995), 119.
? Barry Kernfeld, 120.

* Denny Euprasert, “Jazz Structure,” Rangsit Music Journal 5, 1 (2010): 31. (in Thai)
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Table 1  The Song Titles, Improvisation Modes, and Musical Styles
Song Titles Modes Musical Style | Guitar Techniques
Akhara Blues Mixolydian Mode Blues Bending, Vibrato
Hammer-on, Pull-off
Khuu Salua Ramphan Dorian Mode Blues Double Stop
Wan Tawa Mixolydian Mode Jazz Chord Melody
Bang Hern Lydian & Phrygian Modes Jazz String Skipping
Krasae Samut Dorian Mode Funk Double Stop
Sabad Cho Dorian & lonian Modes Funk Staccato, Mute Strings
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Table 1  The Song Titles, Improvisation Modes, and Musical Styles (cont.)

Song Titles Modes Musical Style | Guitar Techniques
Mad Ruam Lydian Mode Fusion Jazz Slide, Mute Strings
Boek Fa Locrian Mode Fusion Jazz Mute Strings, Octave
Kho. Lat Krabang Aeolian Mode Rock Bending, Vibrato

Hammer-on, Pull-off

Sai Rit Yok Kamlang Phrygian Mode Rock Alternate Picking
Sweep Picking
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Example 1  The 12-bar Basic Blues Chord Progression and The Concept of Mixolydian Mode
Improvisation in Akhara Blues
Blues J=120
AT A7 A7 A7
(4 4
HL& . yd yd . v . i yi ri . yd i rd Vi . . rd
l\_ﬂ'\y il I/ 14 4 .4 4 4 .4 .4 F 4 4 .4 r 4 4 r rd 4 .
Y | A Mixolydian Mode |
5 D7 D’ A7 A7
4 2
o = LT
7 Th V. V. V. 7 ri 4 V. V. V. ri
@ it Fd rd Fd 7 4 Fd F 4 4 r 4 Fd
o | A Mixolydian Mode
9 E’ D’ A7 E’
O« 4
o = 1T7
VAW Vi Vi V. Vi v yd yd Vi V. Vi yd
@ il Fd r 4 rd Fd rd 4 4 4 4 4
[y 1 A Mixolydian Mode
Example 2 The 12-bar Basic Minor Blues Chord Progression and The Concept of Dorian
Mode Improvisation in Khuu Salua Ramphan
Slow Blues /=60
Cm’ Cm’ Cm’ Cm’
0 1
Mf_& . 7 7 yd 7 7 7 7 .l ri
‘9 v r q O 4 Fd r 4 rd Fd 7 F.d 4 F 4
D) 1 C Dorian Mode
5 Fm’ Fm’ Cm’ Cm’
o ‘F)
Fi | 4 . 4 yd . yd yd 7 yd
Lﬂ\yl’ Fr— 7 rd 7 rd 7 rd rd . 7
) | C Dorian Mode
9 Ab7 G’ Cm’ G’
O |
o 1
F AN 7 yJ yd V. 7 7 4 7 yl yd
l\ﬁ.‘\y" ¥y 7 r.d .4 rd .4 r.d .4 F.d rd
D) C Dorian Mode
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Example 3  The Concept of Mixolydian Mode Improvisation in Wan Tawa

Swing /=120
Bb’ Eb7 Ab7 Bb? B
f) 4
H_& g J 77 g g 7/ g J J/ s J J 7 g J J 7 g J 7/ g g J)J s J J /7
(9”4'/” P A 4 & 4 r A 4 4 4 P A A & 4 P A A & 4 P A 4 & 4 P A 4 4 4 P A A AW 4
D) Bb Mixolydian Eb Mixolydian Ab Mixolydian Bb Mixolydian B Mixolydian
Mode | Mode | Mode I Mode I Mode |

Example 4  Alternating Performance Between Guitar and Drums

Guitar Improvisation 4 Bars Drums Improvisation 4 Bars
Em® Eb®  Dmajo Em® Eb° Dmajo D° Gmaj7 (7 Fmaj7
‘? #
w7
ARk 3 | Sy i R S R R S S S - - - - - -
e
Guitar Improvisation 4 Bars Drums Improvisation 4 Bars
Bb7 Eb? Ab7 Ab7 Bb’ B’
0 u
p I
A1 7 7 7 7 77 7 7 77 7 7 77 7 71 = - - -
7777 77 7 7 77 7 7 77/ 7 7
o)
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J=140 a¥9assranunanaunilusaudaiaudenlssfusevnindvuauarnsendunosaiionad

% 3 a

ANNENIBENNBY 4 Wee® JuseiusiwnAnaussludawdanaunauluiuldaiendnualuanate
InuadfsulazlyuansidsundunusiuassadenunnasluiuLuyueIvan s1udsA1MuAnToU
wurAngeAns i dulnshdlianuddyiuldaendnuallvuadifsulaz a3 duusiueieg

s

Tnsuuviuevan A assassAanluug G Aleuduiusiuaesn Gmadn lupendnyaldAyfe
Tus C# Tnun Bb Alfpuduiusiunasa Bbmaj7d#n Tdatonanwald1Agmslin E uanainiuuivinusy
nan B laas1sassaannlnum E Wsifoudunusnuaesa E7Gos) Tdponanwaldingyfelin F

6 o [

(Example 5-6 1a3asnue * Lansdalunenanwalluiaidunusiuaosn)

Example 5 Melody A Based on the Lydian Mode, Measures 9-16

Modal Jazz J=140

maj7(211)
9 G e, * * *
 {) te @ - * _
e oL | w7V | ol m [@ & Fie o
(S P S P Y S ‘ | @t |
AT ) —— | 4 —— —
) 4 —r— | ——
mf | G Lydian Mode |
T b 4 [+] 5 o =B B
I ' b b 4 £ i hd & A LB
A & ] O O i - 7
a 7
| =]
N
13 Bbmajr(s1n —
N - * * *
& ﬁ — : \; — I r— — : —
\!ji "  I— | I I #—L I I-_-_ I
| Bb Lydian Mode
o
T 10 14 bl 44 Q Q
I . A — o — yr
A 10
R
| =]
~

5 Lewis Porter, Michael Ullman, and Ed Hazell, Jazz: From lts Origins to the Present (Englewood Cliffs, NJ:

Prentice Hall, 1993), 463.
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Example 6 Melody B Based on the Phrygian Mode, Measures 21-24
2] E7(bosusd)
) * * =3 o ® * o -
P IL " ] [ ] N 1y > - | — - -
F AN 3 X I P & & & & 17 I et T e | | ™ P
[ I an & 1 I ™ I I v o P = A 1 [ | = | |*T =1
\;_j/ x " I I & — bt - - [ - o L 1
~ -3 . L3~ -3-153— T3
| E Phrygian Mode |
P
- | < Q9 4N O Q 10
I bl 5 4 | - | hlhid 0 e J 40 7 hr 4 hd e 4 i
A 4 - 5 _" e 5 Ca T LA AN e ? 9 T 9 T
R 7 £ o - o 7
B 7 5 8 7 8 7
h_

nsUsEUSAaAUAIHaAlAL Uninas nszuaayys (Krasae Samut) WagUnNGe axUnYo
(Sabad Cho) Amslniinlamsiuannldmadnassiu Tnsunmas NIzuaaYNT T88IaUTEUIN 4.30
Ui ie3emnneUTEidne 4/d §nAmiEa 0=80 Wiuussiasinelinnasstunauldndoswen
(Mute Strings) 91nnaslifn 3 # Example 7 wansunumanslwiussiasuuiviiuemén A e

21-28 1ATDIVUNY X WARINISUITIANASIUDN kuAndulnshidunmwas NILUAAYNT UTIA9IELUA

Fi aelssuoulesiunsaiiunese FEmi uazgaasn GEml ag1saz 2 #es (Example 8)

Example 7  Guitar Part in Melody A, Measures 21-28
Funk J=80
21 Glsus4) G Dm’/F Cadd9) /E
T 2 2 2 Y 2 2 2 Y ¥ 2 2 2 Y 2 2 2 N Y 2 2 2 Y 2 2 2 ¥ ¥ 2 2 2 Y 2 2 2 Y Y
T 333 %3 33 XN 3 33 %3 3 3 %N 3 33%X3F 3 IXNX[3 3 3%3F 33NN
5565 X5 55 XX| 444X 44 4 XX 5 55X5 5 5XX| 55 5Xb5 5 b5XX
A 5 5 B Y & E E Y Y A B B Y B 5 K Y Y 2 2 2 Y 2 2 _ 2 Y Y L TR, T, T, " AN, 29 Y Y
2 5 5 5 X5 55 XX| 555X b5 5 5 XX 3 33X3 3 3XX| 2 22X%X2 2 2XX
| =J
~
25 Ebmaj7 CYE F(sus4) F(sus4)
() |
1 | I |
\Q_j/ b‘ e L & gy ™ ::E:FH il <y 1}
T 2 2 2 Yy 1 2 2 Y Y b 2 2 Y 2 2 2 Y Y 4 4 4 Y 4 4 4 Y Y 4
T 333 %3 33 X X|3—33X3 33X X|4+—+—1X—1 14— XX —1
X 3 33 %3 3 3 % X% 333 X3 3 3% X[ 3 3 3 X 3 3 3 X %13
1 4 4 Y 4 4 4 Y Y L] 2 9 Y 9 2 92 Y Y 2 2 2 ¥ 2 2 2 Y ¥ 2
A —+ 1 X4 4 %X X1 2 22 %3 2 2 X X1 3 3 3 %3 33 X %13
=)
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Example 8  The Concept of Dorian Mode Improvisation in Krasae Samut
F#m!! G#m!! F4m!! Gom!!
Hutt,
H_ﬂ_‘& VA4 V VA4 2 777 VAW VAN VA VAN VAN
l\‘fyr\'ﬂ"_’i r A 4 r 4 P A A 4 P A A 4% 4 r 4 4 &Y 4 P A AY 4 4 r A 4 4 4 V A 4 4 4 P A 4 4 4
© Dorian Mode

ANUUNNAY F¥UAYE TAINE1IUSEUI 3.40 U9 LAS 9INUN8UTEINTINIE 4/4 DASN

< J L = ' o/ < & 1 al v ° [y 1 o/
ANUL5T @=120 FeasiunumlaaauanluauinaesgultuLAe i IﬂﬂgﬂUWNWNﬁNNﬁWUﬂUﬂQNIUG]

3 fuardamzdn Example 9 wansiulIAnn1sussiasimsinirdrsindrunnasioan 3-10 1Wunis

UIThAIUUANEAMISAIRUN 2-4 naunauluiun1sussiaudssdu (Staccato) AuULUIARNITUINS A

AMNUANTOULUIAANEIMUA E ADLS oY auledanUNITAIEUABSA EMO-Dmo-EbmO USSLadIuen hay

Tuue G lolawllsudenlesiunisaiiunesa Gmaj-Emo-Amd-D? (Ha5aunsamniu Example 10)

Example 9 Guitar Part in Introduction, Measures 3-10
Funk J=120
3 Em® Dm? EbmY? Em’
/ - . . . . - * - - . .
Dby g% 48 B8 85
14
[ = = = =
mf
T 77 77 77 77—5 5 77 77 77 775 6
=]
L
N
Dm? Ebm?
s
] bt h; 7]
o < L i
i i L
2 7

N
N

NN

N

Qg

B ®

N
N

NN
N

wduagn

D
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Example 10 The Concept of Dorian and lonian Mode Improvisation in Sabad Cho

Em® Dm? Ebm® Em* Dm® Ebm® Em® Dm® Ebm® Em® Dm® Ebm?
f) &
y A 3 | A A A A S A S 2 1 A A A AN 2 Sy 2 1 A A A R A7 S 2 IS A A A iR A S A A
'\:’D ‘_""I F A AR A 4 r A A A 4 r A A A 4 F A A A 4 A A A 4 F A A A 4 r A AR A A
(Y 1 E Dorian Mode I

Gmajo Em® Am® DY

)&
F . g 7 J 7 g 7 7 7 7 J 7 7 g J 77 g 7 77 g 7 7 7 g 7 J 7 g 7 7 J -
oy {7/ /A
)

| G lonian Mode |

N5UsENUSAaAURSTITULIALALN Unae 9598 (Mad Ruam) wasuninad 007 (Boek
Fa) 4 2 UMNaalasaus 18 UnNUINLAs 89aun331nAns ilwazudnlalvy lnguninas Jnsay

o w

fiAue1UsEIN 4.00 U7 WweaineUsEa e 4/4 Sa51ANE ¢4=100 WWuuTmasEanusS

Thdusdanaunaudmnzaiu wnaedAguseiusimualiuviuemanadulngjussia wiae

M3y ETU (Unison) 5291719705 WA T AURE n1a Y L a3 19AULANAIIIINNITUTTAINUD

° ) ' v L P = & °

MUDIANUMINAINDUNTNTAUTTIa9n 8RS IHNANYITY Example 11 L@AIAISUTI@LIIIUDY

wangfduiuseninafmsinihsnduudnlelnuiod 9-16 aunwiRansdulnsliddmsufiansli
v L3

AMuUANSaULWIARMIElnUARIAEU Example 12 uansuwulAaluun C alnsudunusiuaosn Cmaj

wazluua D ARsuduiusiuaesa Dmaj

Example 11  Unison Passage for Guitar and Saxophone, Measures 9-16

Latin J=100

Saxophone

Guitar
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Example 11 Unison Passage for Guitar and Saxophone, Measures 9-16 (cont.)

—

Saxophone

pmajo

}
i

P
O

Guitar

e

Wk
®
-4
®
©
©

"

®
q

)

N

®

Example 12 The Concept of Lydian Mode Improvisation in Mad Ruam

Cmajo Dmajo Cmajo Dmajo Cmajo Dmajo (Cmajo Dmajo
v i
y - F I 77T 777 777 P27 77777 P27 2T 7771 7777~
{5 2 I/ /T TS ST
'Y

| C Lydian Mode |1 D Lydian Mode | C Lydian Mode |1 D Lydian Mode | C Lydian Mode |1 D Lydian Mode | C Lydian Mode |1 D Lydian Mode |

Auunmad (J0917 TANeUTENIN 4.40 U9 LASEININEYUTEIITIE 4/4 RT1ANULS)
/=90 uninasiudnnilsuminasiifussiuiiiauswnAnunumiatesaunissindnnsiniuay
wFnlelnuioas1endnuallyAuunnas TagAINSIUAIMUA LAUIIYIUTTLAILUIVINUDINENAE

[y

AnslaiuFeudnlalviuunstasussiassndu Jadunisussaauiuemdni IgUuuudnvme
Famzmidoutuwildansiu Weadeifdduliiusuyiuvewdnveafiondlnfuasudnlal
WANGINANLUIAA UGS TR TIU 17‘{Lﬂumimimqﬁ%’uﬂdnﬁamuaqLLu’Mmaqmﬁauﬁ’uﬁ%
anvazdansuazldnnileuii Example 13 WaRWIAATULUUTIMIRMITBUAUYIUUIIUR AN
Woedl 33-36 sewineinsliiuazudnlalnu nseudindeutiasi 34-35 wanafiemsuuavhuesdiemig
wasuTisnety wuphuesiandliiamsuedsufit vsaruwavhuswdnlelnuedouiias el
uninas 1 fuseiusimvualiiinseuuuiinnisdulnshidmelvun D laissuuunsaniunasa

DmM7$9-Ebmaj7-Dm7(9-Abmaj7 (19150U139UAU Example 14)
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Example 13 Rhythmic Pattern Between Guitar and Saxophone, Measures 33-36

Saxophone

Guitar

Example 14 The Concept of Locrian Mode Improvisation in Boek Fa

Dm’b3»  Epmaj7 Dm7b Abmaj7 Dm7b5  Epmaj7 Dm7b Abmaj7

- J I 47 L2 J 77 L2 J 47 2 7 77 L 7 47 L2 477 L2 I 77 2 J 47 -
DI A A A 4 V A A A 4 V A A A 4 V A A A 4 V A A A 4 r A A A 4 V A AN A 4 VA A A A
L

2 D

| ocrian Mode |

NsUsERUSaaIAUASS NI LI 2 Wnadlaun Uniwas 2.879n35U5 (Kho. Lat Krabang) uay
UNLWAS @18gn5ennI1ad (Sai Rit Yok Kamlang) fusgiuslduuiaaniiiesaasa (Power Chord)
1nas1unumlERuAns i Tnswudaninesaesalunisdnlandin 3 vesresaanlulasiasi

G|

Usznoaun8lunnuauwazluneii 5 1iesanluidludneii 3 39l9unuaasaulansnIoluuasia®

% [y

UBNANUNINIDIADIAINONANAUAIBLAY 5 LTU G, G Judu euninas 1.87903U9 @Juéﬂmuﬁm

Y

s v <

pguuNaadss A luueslidnsnnusiAeudetn «=56 nesnesalaasaunumativayuwud
viueandn Example 15 wanuwrAnnnineinosaussiasaliuayuuuiueandniiosi 1-5 fansan
SfuinsAesa (Rhythm Guitar) Haunanuwadingeiiovinaluvuaeinns (Palm Mute wansme
\3esvng P.M.) funuadnnisaslnshiddmsuanslidinluunnas 2.81905005 fusziudimun

nspULWIARRgUULIA A elaiduunduiusluiumsaiiiunesa (WansanTuiu Example 16)

¢ Paul Hanson, Shred Guitar (Van Nuys, CA: Alfred Music, 1996), 87.
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Example 15 Power Chord Concept, Measures 1-5

Ballad Rock J=56

~ N\
/In Sple P
- ——1 A
Melody ) 4 — ] Ny
y b_¢7+,i_;~l O -
. (o )
Guitar ANRY AL -
o -~
f full
H 4 full
T 42 18 4:/ 19 T
I 3104 15 J
14 /5 5
A 7
B
AS AS G5 AS
Rhythm
yt -,
Guitar K j jj Bt et Bt j B B |
P.M.-4 PM.---I PM.------ | PM.--- PM.----- { PM.---I PM.---4 PM.--1 PM.
-
I s} L] 2 99 n La } L T, I, . ) L T L I, L I, T L L, Ls T, T, T, I, T, T, . T, I, |
A = C = L3 - e e - A - . e e L EES
s o N 29 5 £ & & & s Ls L, T, . T, L T, T T, L T, T, T T, Y E B E B Ls T, T, T, T, T, T, T, T, T |
D = = R R AT = = = e A - e [ R I R R B R [N EEEE A EES
=] 6—0—0—0-055555—0—10-06-0000000 0—6-0-0-6-5—5555—0000000000
2 2.9 9 9 2 2.9 9 9
N 3 3333 3 3333

Example 16 The Concept of Aeolian Mode Improvisation in Kho. Lat Krabang

1 A Aeolian Mode I

UTANRY §199n5en71a9 AT 0anineUsedndanig 4/4 Y9usneauaviedn 1-63 18nT1
AIE7 9=100 wazdnsnnuS sty J=200 lutrmdsdausied 64 nsstiauinas wanes
AosadinudunwiIAndIAygNIas19asAlUULLLYIUBINEA N0 NTALIL WANAINIINUNLINAS

1.87905¢ U7 MuwIAan1lesaesagninunatuayuiudviiueman Example 17 Uanalulfin
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W1105ARIANLEI19dT5AT I IUAULUIIIUDINA N 0N 64-71 (WA1T0UNBT 65-67 Lazion
69-71) uenanffUssiusladninauundsannnesresalilindimgaduldndi 5 vewneiaie
asafiadeslinanuans Funnainnsevdundey Example 17) aunuiannisaulnshiddmsuinng

Tnfunnas a1ggndeniias ivueansaukwiIRnmelnue E WSy (We15a159uiu Example 18)

Example 17 Melody Combined with Power Chords, Measures 64-71

Rock «=200

64 ES FS /G DS/A

() 4 .

7 i T y t Y O ©
[ FanY F A I | 1 | 7 > [ & ]
[y, — — o 1 - . = © 3

f e - % hg = O ©
P.M.- P.M.-

=
' 5 7
A 2 2 2 3 5 7
(=] 2 2 2 2 2 E
B 3 3 2 3 3 5

0—1 0—1 o 4 3 5

.

68 ES Fs C5/G DS5/A

() 4
o - L Y o>
F A0 ) 1 | [ (@) ~F
| fanY | 1 | 7 Py [® ]
3 ; - — S S

= = * T - % \_«% h=a =
K 4 h-‘ v * . ﬁ —
PM.- P.M.—

=
1 5 =
A 0 n 2 : '[’

[ r3 r3 J . T

B 3 3 2 3 3 5

0 4 0n 4 0 4 2 4
\ A" T A" L A" T . .

Example 18 The Concept of Phrygian Mode Improvisation in Sai Rit Yok Kamlang

E5S F5 ES FS ES5 F5 Cs D5 E5 F5 ES FS E5 FS

= g J J / gz J 7 /7 g J J J gz J J J g J J /S g J J /7

'9 q-ll// 7 7 F r A A A 4 r A A A A s 7 F 7 P A A A 4

‘ E Phrygian Mode |

Cs D5 F5 ES ES FS ES D5 F5 ES ES FS BS D5

P A A A 4 yr 7 rFr 7 y 7 7 F £ F 7F y 7 7 7 7 75 F

‘}H-
o
'm'IIII g J J 7 g J J 7 gz J J J g J J 7 g 7 J J
AN 74
(Y]

| E Phrygian Mode |
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wurAan1TBuInsldd1nsuans i dunislduurfandnanlvualolawisu InuaneiSau
InuensRey undiey Wuelinledmeu uaeleideu waglnualansey nnganiuiasinding
rudnlaFesduladsaaesianunsamauduiusiulnuamails 3Bnsiengadmsunisd
= ’~ \ v a ' A ° ~ = YY) a & v & o A
Foluuanaziasanqultnaunfnuiazlununde Uiluiisufssivduladsauiaesniaunidnve
LA IANNAINUNDU-NEY TISN15AINA1EV NI IUieauduRusTusernaduladesuaes
Aulnuedanuduiusiunisaniunesagieiaisiuidulnshdnusinguuluisasunnas ogals
AnUNISARNUNISUTTEEUmNGUTTaliUszaunalgs o1alduuifndunannsathuadassale

a a

a a s L% a fa § Y a a (% Y 6 v s
nsgnsdulnslhiduninas UM MawuIRana1sulnshdnleluun E NSideudunusiuaesa

Ly

F7bosusd) grglaunanvuladesndfaninunas1sddulviianunainvaie ety dauifntuleids

Lo

'
6

anfduidununAeninaunsuiaioudanldiuedrwnsvate Juinduasedienisdulnshdndday

al o o

a ey v & 1 a a @ f & a o 6V = 122 CY '8 1 <
1u@um5LLﬂﬁVJﬂQﬂﬁN8@QLL®Qﬂﬁ’)\‘i JUoU g15ateU Wduuia aududaadelng ’e]EJNiiﬂ(ﬂﬁ'Wﬁ‘U

;:ISMTu-igéﬁ’UﬂaNmimiLmmimﬁaﬂiauLLmﬁmemﬁﬁmumiiﬁuummwé’ﬂ LNOABAARDINU
% 6 a o v a‘a’lj
TagUszaernsideadassail

U ¥

uanNUTELAULUIARUSEIANEIAIAIUN1TUSERUS KAz LIRS Beluuad 1S U A S Tain

o a

dulnslad fuspiiusdnihuwiAndanaiininsininyivaivayunisussaediedionaoniu

'
a

flovrudundisatuayuinuznisusaadifiddud iy wadefm sl diuasisassd sl
funvhuemdndanuvainvateiaiewedoou (Hammer-on) ngoeu (Pull-off) N1sAuane
(Bending) Asvidesdu (Vibrato) N15USSLadaea18AIU (Double Stop) @las (Slide) N15UTTLAS
Foedu drunisusnasiiorndussiusiuuaanisiianeiinady (Altemate Picking) wagfinnam
(Sweep Picking) #iflimmanisantunideasiisiegraoisedoniu Wunademumannnangliiu
fiansnisinvesiiorn favedawagnsfedovndreiugfnduinislaiiosldfnduuuAnmand
mugluduiuhuemdnumnas dsanunsailndusinldfvunimasiuatunioumnassondes
GG ﬁm%"u;3‘5']ﬂNumﬂUisLmLLuwT’]uamé’ﬂwmelﬁuﬁammmﬁmimﬁwLwﬂﬁﬂmmﬂfﬁ
Usinguuuiuesanansatluldsinussiasafasinidulnshidudavunmasls vseaunsald
wadladuiidsoonlUldmunuimnanisusnasesauies Snvisdsannsaldgunsaiutandosiong

e as19dfdeananslvrainranenseas1elndedl s auiukuIN NS UIIAIUDIA UL

" Wiboon Trakulhun, Western Music Theory (Pathumthani: Anantanak, 2021), 147. (in Thai)
8 Changton Kunjara, “Diminished Scale Concepts for Jazz Improvisation,” Rangsit Music Journal 18, 1 (2023): 1.

(in Thai)
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NTSHANIASILIN (World Premiere)

AUTEIUS iy d033n3

NTLARIATILTN Tueing? 23 fguey 2567 13a1 14.00 U.

9

Facebook Live: Jetnipith Sungwijit Official
YouTube: Jetnipith Sungwijit

MsHELNsUTIRInISlag 1) aselynyens winum 2) YA LURYARNYEUNS
3) Usiue Aiaiugnsal 4) Wity sz
5) ngaaly Bunsuy 6) Unsalsan ynseu

7) 98 UUNNILYSUY

UnaunITeRdssatiuayy 1) el 903305 ANNSABSA

2) Anditiun ygylne Welu

3) 95589 ALSD4 Welu

= o &

4) 53U AUYAT Lud

5) a1y gula NABIYA
6) saoutl dadyy NavIYn
7) 590 AsENslng NABIYA

AN11505UTUTUNNATHELNTIIUITULALTUNIUNNAIAURTUNADAIULAZ UNLINAIT B ILEES

atuayulaain Figure 2

Figure 2 QR Code for Research Presentation, Original Compositions, and Backing Tracks
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