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Abstract

The Drop 2 voicing is a type of chord voicing that is widely used among jazz musicians,
particularly suitarists from the bebop era such as Wes Montgomery Barney Kessel and Joe Pass.
This is because of the Drop 2 voicing is well-suited to the guitar's range and is easy to play. In this
article will systematically discuss the concept of the Drop 2 voicing for guitar, which includes the
theory of creating Drop 2 voicings, adding color to the voicings by incorporating various tensions
and the important topic of this article is how to apply Drop 2 voicings in different contexts. It will
also provide specific examples from legend jazz guitarists.

The Drop 2 voicing involves relocating the second highest note of four-way close voicing
down by one octave. There are 4 basic chords used in the Drop 2 voicing include Major seventh
chords, Dominant seventh chords, Minor seventh chords, and Half-Diminished seventh chord. Each
chord has 4 voicings: root position first inversion second inversion and third inversion. Each voicing
on the guitar has a different chord shape, which can be categorized into three groups based on
the guitar strings set: the top set (strings 1, 2, 3, 4) the middle set (strings 2, 3, 4, 5) and the bottom
set (strings 3, 4, 5, 6). The top set and middle set are used most frequently because they are in
practical rang for guitar, while the bottom set is rarely used due to its lower rang and less clarity.
But this also depends on the situation and context of the performance. After understanding
standard Drop 2 voicings, various embellishments will be added to the chords, considering the
available tensions for each chord. The Major seventh chord has available tensions including
tension 9 and £11. Minor seventh chord, the available tensions are tension 9 and 11. The Half-
Diminished seventh chord has available tensions, which are tensions 9 and 11. Dominant seventh
chord has available tensions include tension 9, b9, 9, #11, b13 and 13. To create color and

complexity by adding tensions to the Drop 2 voicing, certain notes in the voicing must be omitted.
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Adding a tension 9 (9, b9, #9) to a Drop 2 voicing requires removing the root note (9 for 1) or adding
tensions 11, 13 (11, #11, b13, 13) requires removing the 5th note. (11, 13 for 5). However, tensions
9 and 11, 13 can coexist within the same voicing. Adding various tensions not only makes the
chords more colorful and versatile for different applications but also transforms the chords into
enharmonic chords.

Adding the tension 9 to the chords CMaj7, C7, C-7, and C-7b5 results in the enharmonic
chords E-7 E-7b5 EbMaj7 and Eb-Maj7. In the case of adding the tensions b9 and #9 to altered
dominant chords, the enharmonic chords E°7 and E°Maj7 are obtained. Adding the tension
11 to the chords C-7 and C-7b5 to get the enharmonic chords F7sus4 and F§Maj7b5. Adding
the #11 tension to the CMaj7 and C7 chords giving the enharmonic chord F§-7b5(11) and
F#7b5. Adding the 13 and b13 tensions to the C7 chord giving the F§7(49,811) and F#7(9,411)
enharmonic chords. In the case of altered dominant chords, it is common to use two tensions
together as follows: C7(b9,#11) has a enharmonic chord as F#7, C7(b9,b13) has a enharmonic
chord as Bb-7b5, C7(b9,13) has a enharmonic chord as Bb°Maj7, C7(#9,411) has a enharmonic
chord as F#7(13) and C7(49,b13). has a enharmonic chord as EMaj7b5.

In the application of Drop 2 voicings, particular emphasis is the top note of the voicing
together with the available tensions of each chord. In this article will focus on demonstrating the
use of the Drop 2 voicing in three different ways: using it to harmonize the melody on the guitar,
where the top note must be the main melody; using it for improvisation in a block chord style,
where the top note must be the melody used for improvisation; and using it for accompaniment,
where the top note of the voicing can move freely but must provide a good voice leading, that
supports the improviser. The approach to voice lead can take several forms, including common
notes stepwise motion chromatic movement or the use of patterns. In all three cases, available
tensions must be chosen according to the context of the song. The author provided example of
harmonizing a melody by using the Drop 2 voicings on the tune "There Will Never Be Another
You" performed by Joe Pass, a jazz guitarist from the bebop era. And also demonstrated the use
of Drop 2 voicing to harmonize the song "Prelude to a Kiss" composed by Duke Ellington. Examples
were given of using the Drop 2 voicing technique to create an improvisation in the style of block

chords on the song "Gone with the Wind" performed by jazz cuitarist Wes Montgomery. In the
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accompanying performance, the author provided an example of a blues in the key of F,
demonstrating the use of the Drop 2 voicing technique for accompanying and employing various
voice leading techniques, including common notes stepwise motion the use of patterns and

chromatic movement.

Keywords: Drop 2 Voicing / Voicing for Guitar / Voice Leading
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' Bret Willmott, Mel Bay’s Complete Book of Harmony, Theory & Voicing (Pacific, MO: Mel Bay, 1994), 8-9.
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Figure 1

Figure 2

Figure 3

Major 7" Chord Forms on Top 4 Strings of the Guitar
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Major 7™ Chord Forms on Middle 4 Strings of the Guitar
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Major 7" Chord Forms on Bottom 4 Strings of the Guitar
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Figure 4 Dominant 7 Chord Forms on 3 Difference Strings Set of the Guitar
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Minor 7 Chord Forms on 3 Difference Strings Set of the Guitar
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Figure 6 Half-Diminished Chord Forms on 3 Difference Strings Set of the Guitar
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drSunasanuldnuiaes town wudu 9 waz #11 wudunwuizavd msurasanuidaluwes lawn
WUTY 9 waz 11 wuduimunzaud nsuaosanulinmaden lown tmudu 9 wag 11 mutun

WNZAUANSUADSANULIRLATITLN Town Wt 9 b9 £9 #11 b13 way 132 Asnukanslu Table 1

Table 1 Available Tensions for all 4 Types of Chords

Chord Types Available Tensions
Major 7th 9, #11
Minor 7th 9,11
Half-Diminished 9, 11
Dominant 7th 9, b9, 89, #11, b13, 13

Example 3 Jusegransidunutu 9 adlulumesans 4 Ussian nednldafiunusanudn
wnusgldamudu 9 (9 unu 1 wagasmiuliiresanunuliniuduiemudy 9 awasugdluduy

AesaTaaEne feil CMaj7(9) = E-7, CT(9) = E-7b5, C-7(9) = EbMaj7 waz C-7h5(9) = Eb-Maj7

Example 3  Adding Tension 9 on all 4 Types of Chords

CMaj7(9)=E-7 r3 =E- r 3

. 19)-E; - . CTO)=E-Ti5 be
s 8 = ¥ p; 5 < F

¢ @ . = o . =

C-7(9)=EbMaj7 C-7b5(9)=Eb-Maj7
.J II)-._ 1 Ir); T Ir)! T b. ? | b-._ ll)lb;
||%’“ - b e bog bLS—'L"‘ s be
U d 4 A 4

PI) [ J

? Ted Pease and Ken Pulling, Modern Jazz Voicings: Arranging for Small Band and Medium Ensembles

(Boston, MA: Berklee Press, 2001), 13-15.
3 Bret Willmott, 29.
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Example 4 Tunsalaasaladitdun 1ulaiitdunulas (Altered Dominant) agunuliniuau
memutu b9 vie #9 Aesanunuliniusumiemudy b9 uay $9 azlisusllvdunesaiendss
el C7(h9) = E°T waz CT(89) = E°Maj7 Fanasn C7(#9) azlirpagniunldivinls lesainlunesa

Ao a ¥ 1 I o 1 U v A = L ! L4 I
Ndsnszane dulugasilusiudumududu o Feaglananlumdens ¢ U

Example 4  Adding Tensions b9 or #9 on Dominant 7™ Chord

C7(b9)=E°7 C7#9=E°Maj7
N L ® Ib.'_ b"_ o [)_'_ #"‘
= | e  — " ] i
2 C—— | B —— . e I
4 ’ v

Y 1

Example 5 {uiegransifiumudu 11 waz 411 lnglunesanuidauiaesuayiniitun azld

WU 811 wnultad1adui 5 (11 wnu 5)* druresanusinliiuasuaznasaianiduiasiumutu 11

wAdInSUPBSANIRNTY AxTTaunNA1anTes A NSIEWUTY 11 wnuldndidud 3 (11 wnu 3)
s A Y o o A P o a &, ¢ v = .

AasAunUlREAUN 5 et 11, 411 aswdeuslilunesaisadss CMaj7(811) = F47b5(11),

C7(811) = F#7b5, C-7(11) = F7susd wag C-7b5(11) = GbMaj7h5

Example 5  Adding Tensions 11 or #11 on all 4 Types of Chords

CMaj7811=F#-7b5(11) - CT78#11=F#7b5 I) o

) 4 o - 4 g TN s 4 g
|| 174 [ ) v @ ro® @ T @ g L“‘:—ﬂ
= o s = e I

C-T11)=FTsusd | o

ko
0 | @ Ir) e | -
| s be* e |hg— see s e [
o - [ ) v [ ] VA i |
L &

Wudy 13 wag b13 drulngasienlduvunoialadiui lnsunulinaiaun 5 (13 unu 5)°

4 Example 6

¢ Bret Willmott, 45.
> Bret Willmott, 56.
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Example 6  Adding Tensions 13 or b13 on Dominant 7™ Chord

C7(13)=F#7(49,811) C7(b13)=F#7(9,411)
- be : 3 be - %
1 T & 1 & T 1T & il |
I , re |
o 1 | - 1 |
o & e - b

Example 7 1usneognanisifunudu 9 way 13 vumpssaladtdun lnednldniiuduoenuan
LNUASTUANUTY 9 LAFALUASIAUN 5 99NWAILNUMIBNUTY 13 LHaLdunutunaaadnty

ﬂaﬁmzmﬁaugﬂlﬂLﬂuﬂaémﬁauﬁm Fal C7(9,13) = BbMaj7b5

Example 7 Adding Combination of Tensions 9 and 13 on Dominant 7" Chord

C7(9,13)=BbMaj7h5
ko

’ ] o
FE '3 :

N
Sheh

Example 8 1Hufeag19n15tanudu 9 squiu wudu $11 uag b13 vuassalafituriulas
TAUARUANUAUDDNLAILNUAIBLLANUTY 9 LATAALUAFINUN 5 DBNLAILNUAILNUTUY §11 way
b13 Wednmudunsaeudily resnasldousUluilunesaiondes fall C7(9,811) = FATE5 way C7

(9,b13) = Bb7b5 mua1nu

Example 8  Adding Combination of Tensions 9 and Tension #11 or b13 on Altered
Dominant 7" Chord

C7(9,11)=F#745 C7(9,h13)=Bb7b5
4 be # ; be be I):
|| e 1%
- ﬁ- ) - - ) )

Example 9 Wuiegrenislamudu b9 sauivu wudu $11, b13 waz 13 vunosalafitun

LUad 1ngfnlunNUAUD D NWAILNUABTUMNUTY b9 WAZAALUAAIAUN 5 8DNLAILNUAILLNUTUY
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#11, 13 wag 13 Wafunutuisaendily resaazsiuasusuluidunesaiondes el C7(9,411) =

F#7, C7 (b9,b13) = Bb-7b5 taz C7 (b9,13) = Bb°Maj7 fuaIau

Adding Combination of Tensions b9 and Tension #11, b13, 13 on Altered

Example 9
Dominant 7™ Chord
CT09,411)=F47 e C7(:9,h13)=Bb-7b5 e
- b ﬂi—'pl),:— fae - LI)' ; e b -
be %5 be ' :b'.o—”b‘—b"- be
C7(b9,13)=Bb°Maj7 be
0 L Ll’_.: s n
| &= = = Z I

LY L3

Example 10 1Jufagrenslamnudu 9 sauiu mudu £11, b13 uay 13 vunosaladiduy

LUad LA lUANUAUDDNLAILNUABIUMNUTY B9 LATAALUAGIAUN 5 DDNLAILNUAILLNUTUY
#11, b13 waz 13 Woinmuduiiaeadily resnasiudsuulyilunesaiondes dadl C7(89,411) =

F£7(13) waw C7 (89,p13) = EMaj7h5

Example 10  Adding Combination of Tensions 9 and 11, b13, 13 on Altered Dominant 7" Chord

C17(49,13)=EMaj7b5

C7(%9,811)=F#7(13)

o, m be »#; he be b .
|| — hee—ths—frs——1s
. e ﬁ, .

C7($9,13) - be fe
== s tes 52

fe o

wwndsanseunuuinisannsatlivldauldnateguuuy Adnfansdeunsie nsinluldly

= ° o [ a s < LY 1 =
N192194 889U @UENSUTIIUBUNAIUUANIS RSt Example 11 Wudepgransnadesusyauly
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Was undanidesiesungesy taela una Unfnsuialugatuey dunaiulainldnismauwuandes

aseuydudinlvg

Example 11  “There Will Never Be Another You” by Joe Pass

Bb-7(11)
c71 G069 CT  her D FU9) E70411) B-TO) he |
Do) e i bg g b z b £'2
: e s S v Ix , I
I I ! ! 1] { l I - {D l’IP }
) > o o 14 ' I [ -
Eb7(9,13) bAYED  AMaTEVION a6 Dy7co $11) Db6(9) 26 gy60)
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Example 12 Juvhussuazmeiandnvesnas wignyesAa Museiuslaena oadiadiu fleu
IolduuadsemseuylunisnadesUssanu swdunsiunutunng q lnensiumutudilulunede
wan 9efiansannann Table 1 wagdmsumudulunesanuidalafituy Wldduresalafitwiwlade

[ s awv eaa % s 6 A a v v s Y I3 a
Jumedaladiduvindnsinandmeesatmne® Wedumududilduunesandn aesaazildsusy
lulupesaioadeanunasaluradunu Example 13 Tudiuveanisiiansanldnguansuuinis

anusaldnguansuuswiunguananan wieldnguanenansiasnuafaiunsaviila

Example 12 “Prelude to a Kiss” Melody

D7 b G7 Cc7 Fmaj7 B7 E7 A7 D-7
p 2 be o be e ® e fte 44 1o .
A2 i I ] ] I i I i I i i = —er
ROR A o~ e
D) R S— I

¢ Changton Kunjara, Jazz Theory and Improvisation 3 (MUS 351) (Prathumthani: Rangsit University Press,
2013), 21. (in Thai)
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Example 13 Harmonizing “Prelude to a Kiss” Melody by Drop 2 Voicing on the Guitar

D7(9,13) ~ D7(9,13) G7(9,13)  G7(b9,h13) C7(9) C7(b9,13) FMaj7(9)
(CMaJ7b5)|7(C-7l>5) (FMaj7b5 ), (F-7b5) (E-7b5) (Bb°Maj7) (A-7)

[} | L | | °
TOE VR M R T
) r UV‘L I
r—3
B7(9,13)  B7(G:9513) E7(9,13)  E7(:9,13) A7(9,13) A769,13)
(AMajTh) (A-7o5)  (DMaj7h5) (D-7b5) (Ci-mhs) (G-T5)  pg

Tuviewdulnslidmas newdmmedu tnfnsuda va veulnwe3 Tuuissaziinislduien
AB3A (Block Chord) un3aulunsdulnshid lnvdrulngaesanldiuazidunisuundensely

#4 Example 14
Example 14 “Gone with the Wind” by Wes Montgomery

F-7(9) F7 g Bb7(9) EbMaj7(9) C7(:9,h13)

b —

be. -
g b‘bEEE :
P I)vl !

l ro

nsnudssnsely duivselevdunndieinluldlunisussiasdseneu Tnenisiiansand
v = Y Y a z:l' % o A

glini1sIaunuidesdulug wananavdesiansasesmstdinudulivanzauniy Table 1 uag
a a v q' d‘ o w d‘ A o = d‘d . . d‘
TN NNUTUNVRANAE FNdAtgn Ao Mstuuldesiid (Voice Leading) Inenisiwasles
vaaltndiuuantuwuidedwsiazdu nswenlesweddninlivaleuuuuds Example 15 lute 1
Tinsuuarveausiazwuidesaslulingu (Common Tone) U8 2 linfuugnIzAiouynueIwuy
M1udY (Stepwise Motion) 4 3 wndsuviueadulasunfin wazde 4 wwdeuriusuduwnmiiisy

(Pattern) AUAGU
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CMaj7(9)=E-7 A7(9,b13)=G-7b5 D-7(9,11) G76:13)
o o )
A —2 b ng
A3V — =
Jf | |
[2] CMaj79)=E-7 A7(b9,613)=G-7b5 D-7(9)=FMaj7 G7(:19)=B%7
N o |
S—2 I I
@ | v )]
J o = =
@ CMaj7(9)=E-7 A7(9,13)=GMaj7bh5 D-7 G7(9,13)=FMaj7b5
N o #
)’ 4 -
= =
~ i
) fe -
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- BT o 2
B >
SV — 15 = =)
o [’ < I

Example 16 tUude8g19n159uuidesnseuyluinaugda
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g F laeldldndivuanves

wundes tuundosluguuuusing o ol Tusesd 1-4 1Wunisihuundesuuuliing sead 5-7
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Example 16 Drop 2 Voicing on the “F Blues”

Bb7(9)

F7(13) F7(13) C-7(11) F7(:13)
= o b2 % —
b ‘v © b i ~—
Bb7(9) Bb7(9,13) Bo7 F713)  F709,13) A-T , D793
-~ ®- -g g Py P . 2
= : g Ee 7
d < . VF V
G-7(11) G.7(g) bC7("9 mlicm,g g) T, 13)|7D7(#9ﬁ11) G709,13)  CT(49413)
e ———ce - i b5
ea— e b8 . e " he~
7] v h v D
J | | ° ? Ve — pv
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d3Una (Conclusion)
= [ o Aa °o v w o s A [ =

mIndewmsedy Wunsnuwwidsifoundvivininsilendunmsnuuaidss
A (% 1 =) a s a wval v o 14 14 1 1 U a ey
Inawmnzivyindssesions ansaufialiieuazanunsailuldauldegeadesitlununsuia
a Ay o ¢ =% 2 Y =~ i s Y =~ 1y o A
denseemidedislumsidenlduuindsensiazaosn Ae lunduuanvauRds wasnsldmudun
wingay luunanuilavidulansiegsvesmstiwuadssnseuyivldlu 3 suuuunieiu Al

1. Tlunsnadesszauvasyhusanasuuins lneldasuuanazdesduviusunaman
wazhUILAEII AR UFN IO MUTUNMIN T AUAUUSUNURANAY

2. Mlunsdulnshdludnvazudennesn Wesuugnazdoaluiusanlddulnslhd uay
AoAARN AN UTUNMINZEUAUUTUNTDUNAS

3. [lun1sussiasuseneu ldafvugavesiuiideazinioudilandass wiagaaedin1suiw

deoadnuwazatuayudussiadulnsbhd dumutudesdenliinuduimuzaumuuiunvesnas
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Abstract

Due to the similar resemblance of their ranges, Johannes Brahms’ Scherzo from the
FAE Sonata can be performed on both violin and viola. While the differences between the
sounds of two string instruments may be hardly noticeable to the untrained ears, piano
accompanists must remain adaptable to changes in timbre and other technical aspects when
the viola assumes the solo role. This article demonstrates that the shift in instrumentation
results in a significantly altered creative outcome, especially when appropriately supported
by insightful perspectives on a comprehensive rendition of the piano collaborator.

According to music scholars, the viola produces a mellower timbre compared to the
violin. Furthermore, the factors such as bow weight, fingerboard spacing, and fingering choices
clearly influence how the accompanists would interpret the piece. The historical reviews, of
Scherzo from the FAE Sonata, highlight criticisms of Brahms’ writing. The critic has noted that
Brahms often placed excessive technical demand on the violin soloist and the instrument
itself leading to abrasive effect. The use of viola as an alternative instrument solves this issue
due to its resistance to heavy bowing and extreme dynamic contrasts. Moreover, the viola’s
rich middle and lower registers enhance the darker tonality of the Scherzo in C minor, offering
a more balanced interpretation. The methodology developed from this notion includes

exploration of analyses found in key components such as structure, tonality, harmonic activity,

* Corresponding author, email: kaew.raja@gmail.com
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motific development, time, and meter among others. The following paragraphs are listed
outcomes of such finding.

Firstly, the viola line, positioned as an inner voice within the surrounded chordal
accompaniment, is being compared to a female Alto voice. The pianist must emphasize this
inner line by highlighting the chord tones that are closest to the Alto range making the passage
more resonant and attractive. The violin alternative, when play the same opening, is to
emphasize the top voice that is closer to the Soprano range instead.

Secondly, the issue of fingering can significantly influence how the pianists navigate
and accommodates the passages filled with successive intervallic leaps. Since the distances
between pitches are greater on the viola due to its longer fingerboard compared to the violin
counterpart, players may take more time when shifting positions. In such cases, the pianist
must apply acute listening skills to maintain alignment with the soloist, mostly in terms of
timing that grants the soloist a form of freedom to express their desired musicality without
the restraint of gritty rhythmic units.

Thirdly, specific piano techniques play some crucial roles in shaping the piece’s
transitions and contrasting melodic models. Absorbed staccato helps smoothen the transitions
to avoid any abrupt formal changes that would result in fragmentation of the sections. Applying
subtle touches allows for refined control, preventing delicate lyrical passages—rich with
harmonic subtleties—from progressing too quickly. These piano techniques encourage prudent
pacing that preserves every moment of tranquility, ultimately enhancing the contrast and
dramatic impact of the louder sections.

The final performance guideline focuses on timbral effects that align with the work’s
structure—especially when the viola assumes the role of solo instrument. Performers are
advised to refrain from employing exageerated rubato or abrupt dynamic shift or subito in the
retransition or immediately before the main theme’s return in the recapitulation. In this
position, the retransition shall not serve as a formal cue but rather an effectuation of timbral
changes, thereby enriches the audience’s auditory experience. Subsequently, in the closing
five bars of the movement, the rhythmic continuity of tied notes is deliberately interrupted.

The severed connection of the chord tones is an adaptation calibrated to the technical



Article No. A0202 (20 Pages), ISSN 3027-7094 (Online) Msansaus¥ean U7 20 atiufl 2 nsnges-Sunau 2568
https://doi.org/10.59796/rmj.V20N2.2025.A0202 Rangsit Music Journal Vol.20 No.2 July-December 2025

requirements of the viola optimizing the instrument’s resonance and coloristic potential at
the conclusion.

Overall, the primary objective of this article is to emphasize that a well-informed
interpretation must be grounded in a thorough understanding of historical and formal
contexts—most importantly, a strong grasp of music theory and performance practice. The
essential steps for achieving a successful performance, as outlined in this research, encourage
musicians and readers to explore alternative interpretations of this work and others of a similar
nature. These considerations are made on the notion that performers must remain mindful of
their practical constraints that are inherent in unconventional instrumentation, but also
explore their unbounded creative possibilities simultaneously. Such an analeptic and
reflective approach contributes to development of pedagogical frameworks, offering a flexible
process for learning and performing that can be readily applied to comparable works, while

fostering critical thinking and listening skills essential for collaborative musicians.

Keywords: FAE Sonata / Johannes Brahms / Chamber Music / String Sonata / Viola Sonata

Timbral differences of violin and viola evoke the issues of the ability for the audience
to distinguish between two instruments. A research paper title, “Is it Violin or Viola? Classifying
the Instruments’ Music Pieces using Descriptive Statistics”—features the discussion of how the
two string instruments are not easily distinguishable, especially to the untrained ears, the
general audience. Hence, the contrasting components in terms of the sound body and
production process of each instrument are not typically recognized as immediate topic of

»1

interest due to “insufficient annotated violin and viola dataset.”” The sole cause of inaccuracy,

when compared, significantly reflective of the lack of success in retrieving wide variety of

' Chong Hong Tan and others, “Is It Violin or Viola? Classifying the Instruments’ Music Pieces Using Descriptive
Statistics,” ACM Transactions on Multimedia Computing, Communications, and Applications 19, 2s (2023): 2,

https://doi.org/10.1145/3563218.
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repertoires for both string types ranging from the Baroque to the Modern period — rendering
insufficient data for comprehensive study.’

The integral role of piano accompaniment is among some of the focuses in this
discussion. The comparison of a piece that can be played both ways—interchangeably
between the two string instruments: violin and viola, given that either instrument has the
capability of fulfilling the range and aesthetic of the piece. The criterial concerns fall on
physicality, technicality, characteristic, and timbre in relation to the reaction of the
accompanying entity rendering suggestions to advanced technical applications in the form of
a performance guide. This guide helps establish how accompanist achieves fluidity and
flexibility in chamber music playing—drawing on a treasured classical music movement from
the Romantic period by Johannes Brahms (1833-1897), known for his reputation for the
mastery of the Scherzo as in musical form.?

The comical but rather sarcastically tense movement of Scherzo for the Violin WoO 2
(1853) by Brahms was composed as part of a special occasion, which Robert Schumann (1810-
1856) proposed to his intimate friend group in the fashion called pasticcio or joint composition
meaning that the movements are allocated to different musician friends to complete. FAE
Sonata, which is the product of the group’s pasticcio, was a heartfelt dedication to the famous
violinist and a good friend, Josheph Joachim (1831-1907).% Albert H. Dietrich (1829-1908)
completed the first movement (Allegro in A minor) while Schumann composed the Intermezzo
in F major and Finale in A minor (ending in A major). The third movement of the sonata or
Scherzo in C minor (ending in C major), partly based on the motif of Dietrich’s first movement,
was allocated to Brahms.”

The initials present in the title, F-A-E, become the encrypted motif in the sonata. The
eccentric belief of Joachim, “Frei aber einsam” or “free but lonely,” has become the romantic

phrase that all three composers abided as part of their intimate gesture toward the friend.

? Chong Hong Tan and others, 2.

? Karl Geiringer, Brahms: His Life and Work, 3 ed. (New York: Da Capo, 1982), 224.

¢ Joel Lester, Brahms’s Violin Sonatas: Style, Structure, Performance (New York: Oxford University Press,
2020), 9.

> Walter Niemann, Brahms, trans. Catherine A. Phillips (New York: Cooper Square Publishers, Inc., 1969), 42.
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Brahms, who is famously known for his masterful art of allusion,® elevates the complexity of
the movement by employing the theme from elsewhere, for example, the motif of his own
composition from the first movement of the String Quartet in A minor, op. 51, no. 2.’

Even though the movement was composed roughly forty-five years prior to Brahms’
death in 1897, Joachim only released the third movement, or the Scherzo afore others to be
published in 1935.% Joachim held complete ownership over the manuscript and kept the piece
as a personal property not knowing that the piece would yield much interest in the field of
Romantic String Sonati.’ Brahms’ Scherzo for the Violin WoO 2 (1853) is frequently performed
with either instrument from string family: violin or viola.

Studying the differences between viola and violin as solo instruments in romantic
repertoire allows the musicians to unveil and understand the timbral contrasts proved to be
a fascinating phenomenon, especially the versatility of the concerned category. The rich
context of this violin sonata’s movement by Brahms is a study model for the effectiveness of
interaction between the string soloists and their accompanists. The interpretation of the
accompaniment counterpart remains largely a focal appeal for the professional piano players

to continue determining and experimenting further.

Analysis

An issue of instrumentation in a violin sonata movement by Brahms is highlighted in a
volume of American Record Guide, America’s oldest classical music review magazine founded
in 1935. In his review of a performance at Champs Hill, January 2016, music critic and writer,

Joseph Magil comments on this matter:

¢ Paul Berry, Brahms Among Friends: Listening, Performance, and the Rhetoric of Allusion (New York: Oxford
University Press, 2014), 19-20.

" Peter F. Ostwald, “Johannes Brahms, Solitary Altruist,” in Brahms and His Word, ed. Walter Frisch (Princeton,
NJ: Princeton University Press, 1990), 29.

® Karl Geiringer, 224.

? Walter Niemann, 41-42.
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The Scherzo from the FAE Sonata is included, and this is the best recording of
it that I’ve heard because of Jeremy Young. | usually find the piece overblown,
but Young doesn’t blast through it like most pianists. He carefully reins in his
part and puts the piano through its paces like a master horseman on highly
disciplined mount in a dressage arena. Young’s piano is very clearly recorded
and balanced perfectly with Sadie Fields’s violin. Fields is a fine violinist who
could use a better instrument. She gets a good range of colors from her violin
and can produce a very full tone appropriate to Brahms, but her violin often

shows the strain of putting out so much sound and produces a gritty sound.™

At first glance, violin and viola can be a close resemblance of the other instrument.
Humans’ perception can be challenged when asked to distinguish the timbres of the two
instruments. According to “Is it Violin or Viola,” the article in music education, the viola has a
“mellow” sound while a violin has a “sharper” sound, but these descriptions are not
compelling nor applicable to situations.!!

From this performance review, Magil points out that the violin is absorbing too much
tension causing audible strain during the performance. A substituting viola, in this case, would
easily solve the mechanical flaws perceived in the case of the violin. The radical consonance
of the violin in the higher register, even with the theoretical assumption above, may not be
exempted either because of the broad progression of this sonata movement. Each instrument
is merely identical because of the physical attribute of three overlapping strings, whereas the
viola has a C3 string, a lower range that is not achievable on a violin. The authors, then,
proposes that the only approach to distinguish their sounds must be done statistically by
counting the pitches that are not achievable on each instrument’s range.'? This article,
however, focuses on timbral and technical differences because the pitches are entirely within

the ranges for the movement.

1% Joseph Magil, “Brahms: Violin Sonatas; Scherzo,” American Record Guide 79, 1 (2016): 76.
' Chong Hong Tan and others, 2.
12 Chong Hong Tan and others, 2-3.
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The first consideration in conjunction to the choice of solo instrument for the Scherzo
particularly concerns the tone or ‘timbre” of the viola, which yields more suitable characteristic
than its treble counterpart. According to the same study aiming to distinguish between the
sound of the violin and viola, C. H. Tan and others specify that the vibrations from the strings
of these instruments are transmitted to the top plate and bottom plate through the bridge,
when bowed. This process creates reverberate within the hollow body of the instruments
producing desirable sounds. The typical description of viola’s sound as “mellow” or “deep”
is because “it generally has a slower sound than the violin due to its thicker strings. As the
viola is larger instrument with thicker strings and larger sound box, it requires a heavier bow
with a firmer technique to produce rich sounds.”*® The viola, then, is a better choice for the
movement which solely bases on the physical strength of the instrument, the type of tone
that it can produced, and the physics behinds time, force, and matter, which all contribute to
the sound production of the viola.

The Scherzo starts with emphasizing a darker opening in part of the string, repeated notes
in the lower register — within the octave below the middle C while the piano accompaniment
awaits its joining turn after the anacrusis and first two beats of the movement. The chordal gestures
on the piano, distinguishable by its top note melody in the first phrase in the Scherzo, also
conveniently described as successive microscopic rises toward the final phrasal summit in mm. 9
(Example 1) becomes the crucial point of interpretation on the piano in terms of voicing or
supporting touches that suits the characteristic of the composition and the selected solo string.
The forcing tension of the louder dynamics on the string of the violin in the range that is lower
than the middle C, precisely G3 with occasional emphases, rendering a rhetorical question of
whether this piece is more suitable for the viola or, in the least, appropriate both ways.

Metaphorically, there are drastic differences in technicality of playing the piano as
opposed to the harpsichord namely the tempo adjustment and fingering in scales, the notions
which scholars and players had uncoded as part of keyboard performance study, the violin
and viola deserve the same treatment regarding careful observations of their different

applications. The mechanism of the two string instruments is undeniably similar with three

13 Chong Hong Tan and others, 6.
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overlapping strings, some accompanist may argue that there is little or no difference in the
ways pianist interacts with the violin or viola, especially if plays the same pieces of music. The
effectiveness of the opening of Brahms’ Scherzo, in terms of sonic projection, lies in the
collaborator’s ability to present ideas that enable the string performers to harness each
instrument’s harmonic essence. Such collaboration allows harmonic contents of both strings
to shine through as early as in the thematic statement.

The expression in the viola simply takes more time than the violin, heavier, but more
expressive and warmer due to the thickness of the strings. In mm. 1-11, the accompanist must
assert the Soprano line or the top note melody as the melodic gesture that is shifted
harmonically in case of the violin. In turn, the pianist must instinctively emphasize the
harmonic inner connection of the tones in the opening to be a reminiscence of a female Alto
singer, therefore, bringing more attention to the inner voices when the piece is played by the
viola counterpart. In Example 1, the inner voices are indicated in the parentheses in the left
hand of the piano accompaniment starting in the treble clef from mm. 2-5. The weight must
be applied to the indicated notes in order to help accentuate the viola melody by highlighting
the Alto line of the piano creating a desirable balance specifically tailored for the viola
adaptation of the piece.

When the piano’s bass line assumes a more dominant role in the piece, the heaviness
of the double root foundation—expressed through harmonic or melodic octaves is both
effective and desirable. In Example 2, mm. 12-18, this is evident in the static Bb melodic
octaves, which convey a sense of constancy and dominance. The line should be played with
a firm, grounded touch to emphasize their structural importance. A similar effect occurs in
mm. 19-22 in a form of meandering bassline: Ab-Gb-F-Gb. The same approach can be

consistently applied to similar gestures throughout the sonata.
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Example 1  The Opening of the Scherzo Movement with Emphases on the Alto Voice'*
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4 Johannes Brahms, “Scherzo,” in Sonaten fiir Klavier und Violine, ed. Hans Otto Hieke (Munich: G. Henle

Verlag, 1995), 94.
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Example 2 Emphases on Melodic Octaves and Meandering Notes of the Piano Bassline®
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> Johannes Brahms, 94-95.
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The issue of fingering on the violin and viola affects how the accompanists organize
their timings. The second established theme, starting from mm. 28-69, supports the proposed
perspective. Specifically, the intervals larger than the fourth such as those of major sixth,
perfect fifth, and octave present in Example 3, embedded also in the chordal accompaniment
of the piano, require more preparation time when played considering the leaping gesture of
the passage. In other words, not only that the piano part should remain in static steady beat
but pulled back without any rushing tendencies. The pianists are expected to be sensitive to
the shifts in intervals or leaping distances—sonically and physically while acknowledging the
differences between the passing tones and the major leaps within the woven melody and
harmony in both instrumental parts. The accompaniment must not be displaying metronomic
stylistic but adjustable to the nature of the soloist’s choice of tempo fluctuations and rubati.
All the components come together to create a deep and supportive framework for the string
players to express themselves freely without unnecessary interruption from the piano
accompaniment.

As the first section draws to a close, the repeat sign marks a clear transitional gesture,
leading into the second section, which presents a variety of challenges and alternative
interpretations in the accompanying part. In mm. 26, where the string part ends on a cadence
prior, as the piano is the only instrument sounded, the playing can become strictly
metronomic as a result. No sharp staccatos are required here since the character of the
passage shall not be jittery but deep, full, and driven forward. The same principle applies to
the piano transition in mm. 48-49. The piece soon leads to a striking shift of a soft lyrical part
starting in mm. 50 (Example 4). The legato indication of the tremolo-like passage in the
accompaniment must be followed meticulously by avoiding any detached or overly
articulated tones that would result in disruptions of the harmony and failure to support the
horizontal melodic progression in the string part. Melodic harmonies must be observed and
blended out judiciously until this transitional section reaches its end by slowing down

gradually in mm. 67-un poco rit.
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Example 3  Reflections of Large Intervallic Shifts on Both Instruments'®
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'8 Johannes Brahms, 95.
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Example 4 A Small Detached Piano Transition Before the Arrival of the Lyrical Passage

Characterized by Tremolo-Like Gestures in the Right Hand"’
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After the decisive slowing down of the tempo preceding the subsequent section, the
transition is marked a tempo, appropriate for a driven and enthusiastic buildup of a new
theme. Although the whole section leads up to the Trio—Pit Moderato—the performers must
strictly adhere to the rigid steady pace asserting dominance with little or no rubato, avoiding
uncontrolled expression that would not contribute to the effect of elevation in terms of key
change from the darker tone of C minor to brightness and warmness of G major in mm. 99.

Example 5 shows the gradual modulation of a darker tonality to a brighter one with several

" Johannes Brahms, 96.
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accidental changes concerning the sixth and the seventh degrees of the original key, which

are canceled out by the natural signs as seen in mm. 92-94.

Example 5  Modulation from C Minor to G Major Achieved through Accidental Usages™
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Continueing trhough Pit Moderato, the piece progresses quickly toward the recapitulation—
the return of the first main idea in m. 136. This lyrical passage, therefore, acts as a transitional
section with a few subtle tonal shifts in mm. 113-121 as observed through accidentals: F

natural, Bb, Eb, and Ab (Example 6). These accidentals create an allusion of Eb major harmony,

'8 Johannes Brahms, 97-98.
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the relative major key to the original tonality of C minor. The Eb major harmony quickly
undergoes a chromatic modulation back to the strong reestablishment of G major as seen in
mm. 122-135 (Example 7) serving as a dominant function that later plays a big role in bringing

back the main theme.

Example 6 A Brief Harmonic Allusion of Eb Major, A Relative Major Key to C Minor®
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Legato playing in the string part is crucial for acquiring sufficient tone quality and
maintaining a well-balanced ensemble sound. Connected tones require not only appropriate
bow lengths to accommodate both short and extended phrases, but also effective use of

Vibrato to preserve distinctive tone colors—especially when the string part is featured

¥ Johannes Brahms, 98.
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primarily. For violists, the amount and intensity of Vibrato must be carefully considered and
adjusted according to the role or importance of their part or phrases at any given moment of
chamber playing.?® For instance, in mm. 113-116, the viola introduces a Legato melodic line
that serves as a primary gesture in this transitional section. The phrase is subsequently imitated
by the piano a measure later, transposed a fifth lower. In this passage, the viola should employ
prominent Vibrato at the beginning of the phrase to highlight its initial melodic idea. However,
when the piano takes over in a call-and-response fashion and reach its own climatic point
later in mm. 120, a consistently strong Vibrato in the viola part will be deemed inappropriate.
Instead, the violist should gradually lessen the Vibrato to allow the piano’s imitation to come
to the fore.

Another notable performance choice in this section, for the piano, adheres to the
previous interpretation of controlled expression: dynamics and timings. If not follow properly,
the sonic juxtaposing of rapid harmonic activities would deter the radical effect of the
transition with unnecessary harmonic fluctuations. In other words, the shift should remain
relatively transient and undisruptive. Especially for viola, the inner voices must be brought out
in the same fashion as Example 1 to accommodate for the special resonant Alto range whereas
violin would mostly be more resonant in the Soprano’s top notes.

Approaching the restatement of the main theme in the recapitulation, the G major
lyrical phrases or the retransition must be done in an intimate and mature manner, namely
unexaggerated in terms of rubati, dynamic contrasts, and tone changes. The section remains
on the softer side of piano and a half-voice playing of sostenuto. Only the small climax in
mm. 132 gets its spotlight from an organic crescendo buildup to forte as indicated on the
score and according to the fluctuation of the melodic contour. The exact representation of
the main theme in compound meter in mm. 136 brings back stronger, more satirical
characteristic that renders stark contrast to previously heard materials closing of the piece

with a purposeful dramatization.

0 Kulisara Sangchan and Noraath Chanklum, “The Analysis of Sonata for Piano and Violin No. 2 Opus 100 for a
Violin Recital,” Rangsit Music Journal 18, 2 (2023): 28, https://so06.tcithaijo.org/index.php/rmj/article/view/2487
07/182917. (in Thai)
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2 Johannes Brahms, 98-99.
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The recapitulation, when presented itself in the exact form, calls for alternative sonic
experiences. In tempo marking must be made organically. In other words, changes in speeds
shall not be abrupt; rather, the preceding section and the recapitulation must be connected
by only a subtle shift in tempi. The aforementioned performance choice to seamlessly bridge
the two parts proves effective—not in terms of formal realization, but in its ability to further
shift the tone colors, marking a distinct turn in the main theme upon its restatement.

To expand upon the shift in tone colors, the pianist may apply more tension to the
inner voices in the form of ‘voicing’ technique toward the pitches that would be occupied by
the thumbs in both hands in order to develop a markedly darker statement for the gesture in
the original tonality. This is achievable solely because of the placements of the inner voices
that lie closely or are within the Alto range, intensify the ‘somber’ nature of the viola’s tone.
Nevertheless, the interpretation of the returning theme may vary as there are endless
techniques and styles that accompanists are accustomed to. The same principle goes to the

very final measures of the movement.

Example 8 A Guideline to Separate the Tied Chord Tones to Accommodate Viola®
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The droning gesture of repetitive chordal playing in C major harmony is realized through

tied dotted half notes, as demonstrated in mm. 250-255, or the final six measures of the

2 Johannes Brahms, 103.
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movement (Example 8). When the viola assumes the solo role, however, the harmonic support
in these concluding measures may function more effectively without the use of ties. This is due
to several factors, including the viola’s natural timbral characteristics, the heightened interpretive
tension in the recapitulation, and the physical demands of bowing for the soloist. In the excerpt,

the deliberate separation of the identical harmony is marked with Xs.

Conclusion

The ability to distinguish the sounds of the violin and viola may not be important at
all from the view point of the performers, especially in the perception of the piano
accompanist. The most important aspect, however, lies upon the adjustability to specific
timbres, articulated musical ideas, and some technical limitations that the string soloist face
while delivering the piece to the best of their ability. The critical thinking steps have been
examined here as a performing guide for those who are interested in the arts of advanced
chamber accompaniment. Some slight changes in the way the pianists interpret the sonata
must be, not only being vaguely considered, rather strictly followed if aiming for the most

desirable sonic collaboration.
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Abstract

Doctoral Music Composition From Coals to Golds was created with the objective of
composing a program music inspired by the Lanna folktale Maeng Si Hu Ha Ta (The Four-
Eared, Five-Eyed Monster) and performing to the public. Despite the diverse beliefs recorded
in different versions of this folktale across various regions, the core narrative remains
consistent. Therefore, the composer conducted an in-depth study to identify common
elements suitable for incorporation into the composition.

The composer selected the version of Maeng Si Hu Ha Ta from Wat Phra That Doi

Khao Khwai Kaew in Chiang Rai as the primary narrative framework due to its engaging
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storyline and presence of multiple events that could be effectively linked to compositional
concepts and techniques. The story follows an impoverished orphan who drags his father’s
head up a mountain, where it becomes stuck at the entrance of a cave—an event that leads
him to discover a large bear-like creature with four ears and five eyes. This mystical being
consumes burning coals and excretes gold. The orphan buries the gold daily until King
Bandumati declares that any man who can construct a golden waterway from his home to
the palace of the king’s daughter will be granted her hand in marriage. The orphan
successfully completes the golden waterway. Later, upon learning about the Four-Eared,
Five-Eyed Creature, King Bandumati orders it to be brought to the palace. However, as it is
led through the city, a crowd gathers, startling the creature and causing it to flee into the
mountains. The king chases it into a cave, where a sudden rockslide traps him inside.
Although he is eventually rescued, the creature is never seen again.

In addition, the composer explored various compositional approaches, concepts, and
techniques, including contemporary musical styles, to develop the composition. These
include modal and scale-based concepts, melodic extraction techniques, tritone and
clustered harmonies, principal melody transformations, polyphonic writing, sonata-rondo
form structures, the use of pedal tones and gradual dynamic markings, as well as extended
string techniques. These elements were integrated into the composition to align with the
narrative structure and the established scope of the work. The composition From Coals to
Golds consists of Five Movements:

The Father’s Final Words: Depicts the orphan fulfilling his dying father’s wish by
dragging his father’s head up a mountain, where it becomes lodged at the entrance of a
cave, leading to the discovery of the Four-Eared, Five-Eyed Monster. The composition
employs whole-tone scales, transposition, and polyphonic texture writing to evoke sorrow
and loss. The use of pedal tones and crescendo symbolizes the dragging of the father’s head
up the mountain.

The Four-Eared, Five-Eyed Monster: Inspired by the monster’s description as a large
bear-like beast with four ears and five eyes, this movement also reflects its paradoxical
nature—though fearsome in appearance, it is gentle and harmless. The composition

incorporates the numbers four and five through tritone intervals and the Lydian mode.
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Clusters represent the monster’s defining characteristic of consuming burning coals, while
pizzicato string techniques capture its unique personality.

The Burned Charcoals and Golden Poops: Depicts the monster consuming burning
coals and excreting gold. The composition uses clusters from the previous movement to
construct melodies through motif development techniques. The sound of flying embers is
represented by handclaps and syncopated rhythms, while the Phrygian dominant mode is
used to depict the shimmering quality of the golden poops.

The Golden Gutter: Illustrates the construction of a golden canal connecting the
orphan’s home to the palace of King Bandumati’s daughter. The Phrygian dominant mode
from the previous movement is reintroduced and adapted, while the primary melody
transformation technique serves as the main compositional approach.

The Lord Bandumati: Portrays the grandeur of Bandumati’s kingdom, imagined as a
land of peace and simplicity, ruled by a dignified and authoritative king. It also includes the
dramatic chase scene in which the king pursues the Four-Eared, Five-Eyed Monster. The
sonata-rondo form is used, a structure commonly found in the final movement of Western
classical compositions.

Each of the five movements lasts approximately 5-6 minutes, with a total
performance duration of around 30 minutes. The composition features diverse structural
approaches, integrating contemporary compositional techniques to evoke emotions,
atmosphere, character personalities, and key events from the Maeng Si Hu Ha Ta folktale.
Some sections contain complex rhythmic patterns, particularly in the second movement’s
The Burned Charcoals and Golden Poops sections, requiring musicians with advanced
technical proficiency for precise ensemble performance. The composition From Coals to
Golds was publicly performed on March 18, 2025, at the Performing Arts Building, Chiang Rai
Rajabhat University.

Keywords: Music Composition / The Four-Eared, Five-Eyed Monster / Piano Quintet
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(DFA diss., Chulalongkorn University, 2019), 2-3. (in Thai)
¢ Lanna Magazine on Cloud, “The Four-Eared, Five-Eyed Monster,” accessed November 18, 2024, https://accl.

cmu.ac.th/Knowledge/details/2681. (in Thai)
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v

wmzlaruduoeiudifiesundaud 7 whduisdndilanszesdeendadingslig sulatudfon
suszlild Feszdamuszeanuyihlindilinesn uasnszesdisananaulaludias
dmiunisuseitudings 99n07ulngness Snuiududuundmiviadeluaiuda
UsgiusiulneinguszasdifioadsunmasUssnnauninssandléyuussiuaalamnnaniniy
futhuduunides “undyinn” Sushimssunssuussdyinasdinsiufinlinainvansanuie
pruanufinng q wiidleFosinsdfifinnuedrendaty dudu fussiudinasdsiosfinudoyaneie

azdgatiangasIuiazanansadnlgdmiunisuseiusunnas

LUIAALAZNTZUIUNSES19ETTAUNINGS (Composition Concept and Approach)
' | o & = =& v v s P ¢
UMW @mmuZWgwmm LUuquwaQUszmmumwsimwaQﬂizwumwaﬂmLaaﬂmeim

° o = a i A a % 44' a v v
d1fny wavyAdnuesiiaras INeEweine 4 Nusingluliniuduuiseswusdyvioni unldidu

Fogavlunsusziusunnas lnsnvaduuninasges $1uu 5 uniwas Al

1. uniwas A1auFeveddng
usseeimaunmeimiilavimumdndevesin Inensandsuevresinvuluvugiunau
AsweluRnegnminawimisalumgnisaitmniaildnuiuwusdyin unmasdinislduuadn

LY

Tulandedlealny wiadansnades wnfnnsdaiues sudnisidmaialdnmiauaziaiomune
Fiufiaztion FaunimasiiideRndnvalanumeu (Terary Form) fio ABA

Taoaau A Uausiuifatulaldeslaalnu (Whole Tone Scale) wazinalinn1snaLdss
(Transposition) fusiusnadldliintnasstu 6 nesddeusasinenduiniasans TneFuanngy
Tulaides C laalnu ussiaslagiloawazivala sumenguiduladss C# laalnu vssiatlaungy
ledu Mé’ﬁmﬂﬁ?ﬂi’ﬁmﬂﬁﬂmsmLﬁaﬁ‘ﬁqﬁw’%aﬁwammmmmmsauimdi’fﬂduﬁﬂmﬁsm E, F#
wa A lealnu uazimuslinduiuladsavdiiussamieusududud 5 moswaiilelihussdia
Foefinetu (Example 1)

% s

mou B 1fuuiAnn1sAnyinues (Quotation) Huseiudinaniwieunas Usiamlna dudu

a

aa ¥ 1 2w Y P v
wiasneuldussiaslusuanassviraiuuinnduingaulunisuszius (Example 2) tiioasng

q

o a v & Ao o a [ A Ay A
Ussgmavesnugadeinduduinsn lnglduuiAnnsussiusiuulndlndmedanaonussau

wwhueIrden1sUsERUSTULUUTIN (Fugue)
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Example 1  Whole Tone Scale and Transposition in Section A
C# whole-tone scale
15 PP .
. o
ViolinI |Has% = 1 —
% T ——
Perfect 5th F¥ whole-tone scale
#tﬂ.n_’-\/- =
o"rfs
n et ZElE 2
Violin II |53 = e —
by
.) hu
6 3 S |—|p<Sf
E whole-tone scale
' ﬂ:o— {-\/ 57 .
O e f
Viola E A
3
Perfect 5th Va——a
A whole-tone scale
6 . :{\ - \/.A\ i
. o) ) E i |gi?ﬁr_ 1 f g f
Violoncello |- "g —in
D 3 S = p<f
Example 2  Quotation in Section B
Theme of Prasath Wai
H ‘ pr—— e s | ——

{ ’_‘ I % ij } I | I | ! | | | | | — ]
%&ﬁﬁi—‘_‘_‘w o I I o u -ZI EEI
5

J— X : T — — .
ey I I — I — o P E— p—— 1
o . | .‘l. | I 1 I 1]
Quotation
D f fr— fe—  — I T i
| I I | I | I "I » ‘ [® ]
.J 1 I 1|

v
I 4

dviumalialinnifauazinsosmneiuiasdesusngegniluluunmas efis Waudaly
& = Y A v = o a = N P a4 v o § v a
1 vuneds Wendiaenlddeisendiuniensandseevesinn Ingldinnuieitedladulinlnin

(Tonic) vi5e Waladiun (Dominant) TuaupIsyuudeneuaidss (Example 3)
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Example 3  Pedal Note and Crescendo in Section A

31
Violi IQ 'h[r, 3 7 2 T T J T T T T Y 2
1011n 4
ry ry 1 7 | ] 1 ry
S —— -~ — —~
i mf r S
| ]
Viola ﬁ% | s = 2 Z L
mf P S

2. UMW a0 IUsEVaIngyiim
Ussgneiadnuazvasusdyinwasnsiuaulnieou lnglduuifnwasinatinnisuseiug

rala 1

adg v o v fv W 1 Y 1 a [ = Id & 13 1
AUASTITAINUAUNUSAUAILAY 4 LAy 5 LY ﬂ']SEL%QLﬁEJQVIiEJIVl‘L! GZIQLUUGUUQWiJiSEJSMWQLUUQ 4

Y

sonuumawaze 5 At uwavnisliluedideu [Wusu suddinnsldwwafnnguidesin (Clusters)
iiededanshudulnfouvosuusdnine venainiu Ssaieddusenislimeaianisldtfiaves
nguATesas uazuIARIdBIsrauedeuiitu-asuuulasinfin Seunwasdidedndnuaiseuls
(Rondo Form) Usznausesau A nou B uaznou C lnenau A Yiuesazinauaewmaiinnisléin
finvoenguiainsans (Normal Pizzicato) titedefisynaniiuninvesussdyvinn druleluvssiawing

WNAALERIUTTEULARDUNTU-auUULATINFN (Example 4)

Example 4  Pizzicato and Harmonic Lines Move Up and Down Chromatically in Section A

3 pizz.
g o
4 =
Violinlﬁ'iiil- P sy frrEer =
#d#,- i === —
pizz. 1'-:: >
PPt
Violin 11 |54 ¥ 2 r— AFFH ! e mm
Q) & :ﬁb
44 E E D Cim C C° D B E
) | N N N N oo |
< 2 < - 2 ! 2 ! < ,—un 2 gl < r’1 o < !
A L / 1 | yAN h / g Vi Vi g'ﬂv
[ Y y " % Y (2 :
Piano
R T PP te @
ﬁﬁ:ﬁ;:,_ﬁ_ . e i
| | el 1 | Il |
J*g\’ | —— — | T

Chromatic Chromatic
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a v

nou B dnausinuamldauduiusvesiiig 4 uag 5 iededegudnualrauasdyim

Y

a

Juseiusinadlduwifnlundfiow insizuenaniduluaviiauaes (Major Mode) dufl 4 uan

= { [

au3nlusluluadddiszozriaduduansolnuy F971U999900U B 22U55489 2 AT 1agASalsn

Y

6 =]

iueseglulun C SRy Rndudegudnaradesaglulun D Aieu (Example 5) uananiu

Y

(%
Ya

wuidssUsganudadnisldmelinnisletannnesnvesnguiaiesaiy (Pizzicato Chord) Litoas1adia

@esliunaula (Example 6)

Example 5  Lydian Mode in Section B

C Lydian
Tritone Tritone Tritone Tritone
20 > .[o . [
- = ==
! L1 !
|

O lug
o [ | | | IF
|

Ecs e s e
1 i 1 i .

J

HECSS
L)
I

1

[

I

A

| 108
| 1IN
N

||
( YAN
| 180

Example 6  Pizzicato Chord in Section B

Violin I % e e
=

CH|
CHL Y

Violin II o

- .
. !
a Ik
N e
- T
e e
s

I M
h (YA

Ne|
3
)

CHLY

qe

e

qe

: o
Viola %ﬁzﬁj "
o | ' | 4

|
Violoncello { Lo, li

i%
%

| 10N
| JHES
, EE

V4
o
s
¢
o
e
It
o
It
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Example 7 Clusters in Section C

Tiger, Henry Cowell

Piano

WL
R
EST
Ly

o
9
pin

vV

1

yhussnaswmou C Usngifissadaierluunnas Safussiusmadliuufanguissiniode
feorfunisnisiudulndouresussdyiem Taswnfnnguidssini fussiusmaslduseiuniala
NUNLNAY Tiger ¥a3 Henry Cowell’ ?fwwLwaaﬁﬁmsﬁmdmLﬁmﬁ’mmﬂﬁﬁuwLwaﬂaﬁ’wmumm uag
na1nnans viliuninasdindauaziiauls viell fuszRusinasliiingudostnvesummnasi

eaLUacazUTuUayUeIAUIZNaUNISAUATAILANUANTEN (Example 7)

3. UM ulnTouLAzYaYaIA)

lowsstuaalauinainuuedpmanlafuaiulnioudueimsuarareyasenuidunesdd

o [ 1 k% [ o ! « ! 1% M v a 1
unimasiauednuazvesnulniou axfalil uazyavesdn Inevieu “alnou” aglduufiangy
= Y = & v a 1% o % a ) = | « I3 "
Headnanunmnasd 2 yndudngavlunisasrisiiesmemaiianisiaunluiin veu “aziialu
azlimAlAN1IA U TINAULLIARTINIZTR (Syncopation) Tau89nslduuIAnn1sitluans sy

1dliuyi (Phrygian Dominant) Us38188aAIuTeduTeduvaIviay “yanadm” Faunnaeilll

" PML-CA Server, “Henry Cowell, Tiger,” accessed November 18, 2024, https://petruccimusiclibrary.ca/files/
imglnks/caimg/3/3a/IMSLP405182-PMLP656159-Cowell_Tiger.pdf.
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lassasiamasiuy ABC lnenau A dnauaanwuzues “a1ulnioun” guseiusimasldmaiinnig
W ludin lawn n1sveneanwasdaniy (Augmentation) N158ednwurdsme (Diminution) Lay
NMsUSUABUANYUZ IO UR U LALANAISINLAN (Example 8)

Example 8  Motivic Development in Section A “The Charcoals”

The Four-Eared, Five-Eyed Monster

Section C

T A4 —— T
) ——]
.) [ [ [ 1
Augmentation
) #() |q(’ o go T < T T i
GA : : i Lo : o 3o :
_?_4 I I I I L I I 11

Diminution and Deleting Some Notes

g fg EE He
oo

Adjusting the Rhythm 1

- /)
#ﬁf—bﬁ e : <
I | I i 7 @ <
1 I 7 I 7
14

1R

e

[Y)

Adjusting the Rhythm 2

ELnsl

‘r”'ll

N
Ne|
HBL )
e
Ne|

1
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° | « I3 y ¥ Y a = I a 1 o
nou B Uaueviow “asiialil” fussiusinasiunuinisivasiialiiunnesnuiegials

a oA o v v a o o U a = q v a A o
VlﬂVl']\‘ﬁ%VifJ'NV]ﬂ']uvaﬂ']a\‘ﬁalﬁgq LLagLﬂﬂLﬁEN@QLU']gLL'Uﬁ‘lU‘Vl’J‘UﬁL'Jm QQELGULV]ﬂuﬂﬂ']iﬁUNaTJNﬂU
a o v a O oo Y o Y Y a aa = v v o I3 ° v
LLUIAROIINISUA @ﬂVNﬂ']Viu@ﬂ'ﬁ']llLﬁUllLafJ\‘iL‘WEﬂcViLﬂﬂlmﬁﬂaﬂLaEJﬂV]ﬂa']EJﬂ‘ULaENﬁ%Lﬂ@VLW Im‘ammuﬂ‘m

v = & v ~ o A o = v = 5§ Y DR
Aaunsesaedugusulionudungiivua Fanmsduiinldeazldlinmninum Example 9)

Example 9  Clapping Notation in Section B “The Sparks”

54
r )
Violin I |Hes7—% a 4 4 T £ 4 < 4 o 4 T2 ¢ a
ANIVAL I i f f | f f f f i € f
D)) [ [ I Yl [ [ [ Yl [
mp
—AQ—&
Violin II @47 X R A AT A E—F %% T A S A S A o - S A 2 o3 7%
] 1T ] [N E 9] ) | 9 I | ] ~ DN ]
) |4 Y e Y 4 Y 4 A= |4 4 Y
y4 3 3
Viola ig‘%l < < < 7 Y 2 7 7 7 < ]
o4 ¢ —Hrf S 1 N Tt 9 S i R 9 R 1 T e S
4 Y V7 4 Y Y Y
p 3 3
R | S
\ l—'ls—l |4 \ [ 4 Y |—§—| r I [ Y 4

[ « O g [ a i 1% [
MU C UT39189AULTUUTEN18UB HanNvIAN mammmulﬂsauimamuaa lng

£ v 6 o o a

AUseRusinasiwuidalun E Wsidsuladduiunlddutnadulunisuseius iwszdulunila

q

e

ANIANTIAUNINTIFILNUATENITAUNNENILUINIUTTEERIAIUTEIUTEIUYDINBIA

(Example 10)

Example 10 E Phrygian Dominant in Section C “The Golden Poops”
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4. UWas INLIN89A)

U5581889N15851951914 M8 U110 0918 AN LU uE A T100 N T25198A 109N 814N
ugelh Inelduwannisusurinueswdn (Thematic Transformation) uiduwiiAnuantunisuseius

- =2 2/ S o dy ] a aQ a a o (3 A
UMNARNBUTIEI8TINTTAT9919U MBI FaunmmastidnwiAnlun E #WSieuladitus 9nmwasd 3

| « ) @) O v a a 1 a a a o ¢ o I o
U “HanNeIA unduansassu lngauufinanntnlinlulun E WSidvuladidun iWisuiaiiounasdn

v
a v v k4

= o [ [ [ %4 « H O g v 6 = o L% & 1 v
Naziunduingaulunisasne “s198IMesm” fatu QﬂiswumwawwsﬂwwLwaﬂuag‘luuulm

q

o A luwesuuusnsluiin wmnstuladssazlunfsnaniigundnldamiouny (Example 11)

Example 11 Note Members in the E Phrygian Dominant and A Harmonic Minor Scale

E Phrygian Dominant
H

P A
7 4)
FanY

A3,
[Y)

O

o}

O

¢

(@)

S
0

P <
©

A Harmonic Minor

9

(@]

9

b 4
V A%
o O

A3,
[Y)

0]
o

Umwas 597997 Usynausieriiuemdn 4 vues wiasiuesiinislduuafanisudu
yhueadn Tngldlufivaniuomdnd 1 (Feaft 1-2) unduansadu Gefusgiusinaddinaia
Asaunludineng q Wy vuewmdnd 1 wag 2 Wwedanisiduneends wagnisdiniudriiues
duruemdnd 3 uar 4 MmedianisidsuademuneUsysidamne nsvades uagnisidinlte

Uszdu 1udu (Example 12)
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Example 12 Thematic Transformation

The

me 1

Original Motif Ornamentation

Theme 2

Sequence
Pitch Retrograde from Bar 1 Melodic Sequence

Theme 3 : Time Signature Changed

Transposed Motif from Theme 1 (Question) Answer
| 1T 1 —
0 | N - \ o @ il - N
e e D— Y—I+ 77— ]
| I "4 | I D) 7 r T "4 I I T 7
> | U I 174 | ! 1
v v
5 Ornamentation Ornamentation
1 [ L
1 2 . -'- h -5\_ I -\'- -I'- I
Gr s e PP ]
D)
Theme 4
Transposed Motif
from Theme 3 (Bar 1-2)
o - bl 3 S o —
0O | P 'T:'t 2 oo — v ‘ltf‘o_'n il - Q'P‘#'lt" =l - -
* yA ‘3 P Vi P- J 11 | | | I 1 [IY } LJ || | | | 1
| —— | | I 1 L/ | I | I | <1
[ v N Q)1 T [ - T | S — i | | | - | 4 | | /711
\.)y (&) ’V I I T I I I I 1 1

5. UMW Wz 11ugalh

AUsTRusnasivualvunnasegluddndnuallouiniseula (Sonata-Rondo Form) lag

AS19YUDIEN 3 YIUDY BATUNUNIINISUIATIAS19UDIFIRNA N BAILYUINNTBULAMIUANUNLNL AL

mau A Wiaweyiueaand 1 Tunyuadeswan D lwiaes de0ausseIniAvasuasiugds du

nau B dnauevitueaand 2 lungyuadsddaitus vienguadss A wiaes defsyadniiadnay
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UNNT9UY0UTEIINUETR wagnou C dnauaigensudedluuninaseglungualdes F uiaes

ussneiiavnnisalnsisladuissiyinm (Example 13)
Example 13 Themes of the Lord Bandumati

Theme 1 The Bandumati Land

Nl .-
O . = ™ . =
6o 2 . — < ¥
T Q | I | | I | —1 | A L1 1 I | | 7 | I / & |
ANBY4 O 1 ! 1 1 | | I Yy 11 | I N 1 1 I | 1}
) - — ———
Theme 2 The Lord Bandumati
. -
-2 Fe, # > oe o
e - s it 8 i it i it
1T 1 1T 1T 1 B | 11 I VA T | I T 1
NV O | I I ™ I | | 1T | I B el | 1 | ]
.) b b T
10 =
n H # '# '._.IF I T @ f | T .I' .I'-II I .I'- I

%
?
;gf

SV

)

9 .

H . T o  eT pope e o o Tf e T o _.

S | | || | e N N | /71 L 11 | & | L 11 T T & & | | i}
%V\b i | il | Jil | A 'i! i I'sii | 'E! | Iirl’)! |'/ii ii

d5duazaiusiena (Conclusion and Discussion)

UNLNASEDENT 5 UMWY JANNe1IwasasUssunmd 5-6 Uil wagdiaiiue1isiuuseunu
30 w9l IngduwiAnuaznaiansuseiusinasiuanseiu dneunauninasdinnsiringavunly
| [y ~ A 1 = = Id o/ ! [ QQIJ
Sufuionnuenlesegdionnm Faasuilulassasisweuiasunings el

4:1' o o} = a a v oa [ 6 =
UMNASN 1 AIauagYavUn) ddsppanwaldiunau (Ternary Form) 4Anue13useungd 5.50
= ¥ o (% ¥ a CY a L% o a 14

w1l Usznaumiy 3 viuewan laglduuiAntuladedaalny nsanvitues nsvadss nslalin

a d‘l % 42” =) v 4" e v U dy
LA ALALLATDILNYAITUNAL LRy F9llATIAS1WaY A9l (Table 1)
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Table 1 Structure of The Father’s Final Words

Section Concepts and Techniques Bar Rehearsal Mark
Theme 1: Whole Tone Scale and Transposition 1-16 A
g Theme 2: Pedal Note and Crescendo 17-40 B
B Theme 3: Quotation and Polyphony Texture 41-86 C-D
Bridge |Pedal Note and Crescendo 87-100 E
A Development of Theme 1-2 101-141 F-G

uniasil 2 dndseuamaysim fidsAndnwalsenla (Rondo Form) AnseniUszanal 6.13
Uil ihiausunAnanuduiuvosialay 4 uag 5 Uszneu 3 iueswidn lagvinusmani 1 oglu
710U A, Al bay A2 I%L%ﬂﬁﬂmﬂ%lﬁﬁaﬂLLUUUiﬂaﬂJmﬂEjmﬂ%aﬂﬁ’m sadennsididessrauiiu-as
wvukuulasanin dauvhueavdnit 2 egluviou B way B2 TuwAalusdiion wasmalinnsldiiada
Aefnvosnguaiesany drviueamdni 3 ogluviou C THuuAnnguidsain Fallassadrauninas

&ail (Table 2)

Table 2 Structure of The Four-Eared, Five-Eyed Monster

Section Concepts and Techniques Bar Rehearsal Mark
A Theme 1: Pizzicato 3-18 A-B
B Theme 2: Pizzicato Chord and C Lydian 19-35 C-D
Bridge | Quartal and Quintal Chord 36-39 E
Theme 1: Harmonics move up and down
Al 40-55 F-G
chromatically

C Theme 3: Clusters 56-87 H-J
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Table 2 Structure of The Four-Eared, Five-Eyed Monster (cont.)

Section Concepts and Techniques Bar Rehearsal Mark
A2 Theme 1: Low Register and Perfect Fifth Interval 88-97 K
B1 Theme 2: D Lydian 98-115 L-M
Ending | Motif of Theme 1 116-121 N

unmwasil 3 grulnTouuaryanesnr Tlaseaiamadiuy ABC Aue1IUsEa 5.57 Wil

Unauednwarvesniulniou asinli uasyanase laevieu A ldnadianisiauilufinainngu

= Y d' A A = o ! ] v a A Y} a o o A
LAYIAAVDIUNLNGIN 2 LW@ﬁ@ﬂQﬂqu‘lWi@u #@3UnoaU B I%LWﬁu@]ﬂqimUﬂJaijﬂﬂ‘ULLu’Jﬁﬂ'ﬂﬂ‘W)%“ﬂ@LW@

&

¢ < ] a a a Awv & A A e a ) °
deteazinalil wazmau C lduuiAnluanTRvulaiduriiiodefisadnuseBusesduvayanasan

FalllAssas1anas 99l (Table 3)

Table 3  Structure of The Burned Charcoals and Golden Poops

Section Concepts and Techniques Bar Rehearsal Mark
A The Burned Charcoals: Clusters 1-44 A-D
B The Sparks: Clapping and Syncopation 45-84 E-I
C The Golden Poops: Phrygian Dominant 85-120 J-M

[

Umnasi 4 39 meed SdAndnualdemen (Binary Form) Anueniusyanal 6.23 uiil
THuurfnnisususiuesiioussereianisadiesaimesdn WuwAadulades A lutuesuuu
g15lufiniflaudnldmiderdulun £ widoulafidui luviou “yavesd1” uninassznausie
4 yueandn FeldTufinannviesdt 1-2 vewiuemdndt 1 unluansdedu wazldinaianisiaun

Tufinang 9 1UU AISIEaUNRENAY N15TLATUGTIUDY N1SIUABULATEIMIEUTE A9 N1TVALEYY
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warNsaldnUsEAU N9 Msnddasaaieunnas gUssiusinasimualvviou A ussiasinues
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Table 5  Structure of The Lord Bandumati
Section Theme Key Signature Bar Rehearsal Mark
A Theme 1 D Major 1-28 A-C
Transition (A-B) 29-34 D
B Theme 2 A Major 35-50 E-F
Retransition (B-A) 51-55 G
A Theme 1 D Major 56-71 H
Transition Theme C Minor 72-100 l-J
C Theme 3 F Major 101-133 K-N
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Table 5  Structure of The Lord Bandumati (cont.)

Section Theme Key Signature Bar Rehearsal Mark
Retransition (C-A) 134-139 O
A Theme 1 D Major 140-164 P-Q
B’ Theme 2 165-180 R-S
Retransition (B-A) 181-185 T
A Theme 1 186-206 U-v
Coda 207-216 W
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Figure 1 QR Code for Live Performance From Coals to Golds
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Abstract

The Doctoral Creative Research on Innovation Vocal Method by Puntwitt represents a
transformative effort in redefining the paradigms of vocal training and performance. This
research is both conceptual and practical, aiming to introduce new perspectives in singing
while addressing unexplored challenges in vocalization. By emphasizing the individuality of
vocalists and their distinct physical attributes, the Method significantly reduces practice time
while achieving remarkable improvements in vocal performance. Moreover, it expands
traditional frameworks of physical and concept conditioning in singing, empowering singers to
overcome both conceptual and physical limitations, thus unlocking their full potential. The
research's primary objectives are to create a personalized, systematic approach to singing
that can serve as a universal guideline for training and teaching vocal techniques.
Furthermore, it seeks to advance knowledge in 4 critical aspects of vocal production:
respiratory mechanics, vocal fold functionality, tongue placement, and resonance control.
These components are meticulously grounded in principles derived from vocal studies,
scientific theories, and anatomical insights, offering a comprehensive foundation for its
innovative approach. The research findings are presented through a lecture recital format,
encompassing a lecture, solo vocal performances, choral singing, and staged excerpts from
musicals and operas.

The Method was studied and developed through extensive analysis of foundational
vocal techniques, observations of master singers, and an in-depth study of the biomechanics
of sound production. This included an exploration of principles such as sound generation, air
pressure dynamics, and basic fluid mechanics. These insights were synthesized into a
coherent framework, which was subsequently tested through experimental practice sessions

with both the researcher and students at the Princess Galyani Vadhana Institute of Music.
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Participants included students majoring in vocal performance as well as those majoring in
other instruments, ensuring the methodology's adaptability across diverse musical disciplines.
Before synthesizing into the researcher’s unique vocal methodology, the Method emphasized
providing detailed explanations of interconnected mechanisms of organs and muscles
involved in vocalization. Each section is presented through step-by-step explanation of
interconnected functions of muscles and organs involved in singing. Each process is broken
down into detailed segments, providing a logical and systematic approach to sound
production while uncovering the intricate processes underlying the stages of vocal
generation.

The Method is a comprehensive approach to vocal training, meticulously structured
around 4 core systems designed to enhance vocal efficiency, control, and resonance. These
4 systems work synergistically to refine the singer’s technique, allowing for sustainable vocal
production and optimal sound quality: 1) the Reciprocal Breathing System: This technique
refines breath control by synchronizing respiratory processes with the demands of vocal
performance, ensuring efficiency and sustainability. 2) the Vocal Fold Functionality System:
this system focuses on precise mechanics of vocal fold closure which is essential for creating
a stable and resonant vocal tone. 3) the Tongue Placement System: by strategically
positioning the tongue, this technique facilitates the creation of an air dam within the oral
and pharyngeal cavities, optimizing airflow and enhancing vocal resonance. 4) the Resonance
Collecting and Gathering System: this system explores methods for harnessing and amplifying
natural vocal resonance, resulting in a fuller, more dynamic sound. The research also
highlights the innovative nature of methodology, which challenges traditional paradigms of
vocal training. By diverging from conventional approaches, the Method offers a more
personalized and effective pathway for singers to achieve ultimate excellence. This Method
was presented through a lecture recital, including solo vocal performances, choral works,
and selections from musicals and operas, on January 16, 2025, at Sangita Vadhana Hall,
Princess Galyani Vadhana Institute of Music. The presentation not only showcases the
methodology’s practical applications but also provides an interactive platform for engaging
with its theoretical foundations. The results demonstrate its potential to address the needs

of singers across all genres, genders, and age groups. Furthermore, it provides a
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comprehensive framework for mastering vocal control, enabling performers to refine their
technique in every dimension of artistry.

In conclusion, the Method stands as a significant contribution to the field of vocal
studies. Its holistic approach, combining theoretical rigor with practical application, offers a
versatile and effective tool for singers and educators alike. By addressing both the conceptual
and physical aspects of vocalization, it opens new avenues for artistic expression and technical
mastery, ensuring its relevance and impact in the broader singing community. It is hoped that
this research will generate a significant and lasting impact, with its flexibility enabling
adaptation to a wide range of singers and repertoires. Moreover, it holds the potential to
reshape the landscape of vocal education on a broader scale. Through the integration of
interdisciplinary knowledge, this research aims to advance the field of vocal studies by
introducing new perspectives. It is envisioned that this work will inspire a culture of continuous

development in vocal performance and pedagogy in the future.

Keywords: Innovative Vocal Pedagogy / Vocal Technique / Anatomy-Based Voice Training
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Figure 2 The Vocal Folds Movement During Complete Cords Closure Process’
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Figure 3  Posture for Each Part of the Tongue'?
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Figure 4 Different Stages of Resonance Collecting and Gathering System?
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Abstract

Nirat Khlong Si (/ni?ra:t khlo:y sii/): A Composition for Jazz Ensembles is a piece of
program music with the objective of creating a work that integrates the Khlong Si Suphap
(/khloy si. su?pha:p/) (a traditional Thai poetic form) with jazz music. Additionally, it aims to
be performed for the public. The anticipated benefits, alisned with these objectives, include
the creation of a composition that integrates the Khlong Si Suphap with jazz music, its public
performance, and the potential for this work to serve as a foundation for further compositions
or adaptations for different ensembles. Moreover, it may contribute to the international
promotion of Thai culture.

The conceptual framework of Nirat Khlong Si: A Composition for Jazz Ensembles is
grounded in the idea that this work will serve as a piece of program music for jazz ensembles,
developed through the fusion of Thai poetry, known as ‘Khlong Si Suphap,” with jazz music.
It aims to create a compelling narrative that bridees two cultures with distinct contexts, origins,
and traditions, while fostering a profound and harmonious connection. This fusion strives to
unite these two distinct art forms into a cohesive, innovative musical expression. To achieve
this, the composition will include a reciter who will read the ‘Khlong Si Suphap’ poetry
composed by the author, following the prescribed metrical pattern and reciting it with a
melodious tone to emphasize the clarity of the fusion. Building upon this conceptual
framework, the composition is designed with 3 movements, each reflecting a different
approach to blending Khlong Si Suphap poetry. To complement this concept, the main
melody is crafted to evoke the melodic style of Khlong Si Suphap recitation. Thus, the
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composition is titled Nirat Khlong Si, symbolizing a journey from the homeland of jazz music
to an encounter with Khlong Si Suphap poetry. (‘Nirat” means a narrative that describes
separation or departure from one's home to another place.) Therefore, this work represents
an attempt to blend the structured and precise compositional framework of Thai poetry,
specifically ‘Khlong Si Suphap’ with the flexible and improvisational nature of jazz, a genre
characterized by its unique spontaneity and integration of diverse musical styles throughout
its evolution. It explores new territories in music and culture, seeking to achieve a balance
between the two traditions. In doing so, it embodies a process of integrating the knowledge
systems of these two cultures into a new, innovative musical composition.

Based on the preceding details, the research for creation process must focus on three
key aspects to achieve its objectives: 1) Concepts and examples of compositions that integrate
cultural elements with music, 2) Khlong Si Suphap as a source material for musical
composition, and 3) Jazz composition techniques, theories, and principles. These aspects
provide the framework for literature review, theoretical study, and related research. Once this
framework is established, further research is conducted using key resources, such as books,
research papers, theses, journals, articles, among others, as well as multimedia sources such
as CDs and video materials, which are systematically synthesized and applied to the
composition methodology to fulfill the creative goals of this work.

For the composition methodology, after gathering the necessary information according
to the established framework, the process can be summarized from the preparation phase of
the composition through to the final conclusion into 11 main steps. The first step involves
defining the conceptual framework of the story for the 3 movements of the composition:
Movement 1 marks the beginning of the journey for jazz music, represented by a character
who becomes interested in Khlong Si Suphap poetry and begins studying its recitation in their
own understanding; Movement 2, the jazz character encounters Khlong Si Suphap poetry,
portrayed as a new character entering the scene; Movement 3, the jazz character becomes
immersed and joyful in the poetry, while the Khlong Si Suphap poetry character embraces
jazz music, symbolizing a collaborative creation of art. After establishing the concepts for each
movement, the next step is to develop a fusion of Khlong Si Suphap poetry that aligns with

the storyline, for example, determining the melodic approach based on the recitation style,
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composing 5 poems in the Khlong Si Suphap form, aligning the melody with the rules of
Samphat (Rhyme) of Khlong Si Suphap. Following this, the next phase involves preparing the
musical composition concept and techniques to be used. Then, the creation of the 3
movements begins, followed by rehearsals and public performances to present the
composition. Finally, the conclusion.

Nirat Khlong Si: A Composition for Jazz Ensembles resulted in a work consisting of
three movements that incorporate elements related to Khlong Si Suphap and follow the
narrative concept in the manner of program music. Each movement employs various
compositional ideas and techniques, such as the use of Neeo Thamnong Ek—a main melody
derived from the structure of Khlong Si Suphap, the alignment of time signatures with the
rhythmic phrasing of traditional Thai prosody specific to Khlong Si Suphap, and the
collaboration with an expert in reciting Khlong Si Suphap in traditional Thai prosody alongside
the music. On the technical side, the composition includes specific techniques, such as Voicing

Techniques and Approach Techniques.

Keywords: Khlong Si Suphap / Thai Poetry / Jazz Music / Composition
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ad o a o e Yy v v < ¢ v v & [ = a
MuAsALTuuUsEIUS 11 Yededuruadauysaiuad ajuladuundseiusaunsusseend
ANENINAY 12 w1l 40 Fundl Tneudaluvioud 1 (3.43 widl) vieudl 2 (3.11 uil) wazviowdn 3
(5.46 w9) dnsuaunaulaasdanmiuaunsuIalanuuufaiingly
AUsEuSlAasUMNAnUNYSERUS wnAnnsnauraulnasdgnimmiouinguiiiieadesiv
Tnasdgnnildluundsziudusiasviou sufwmwifauwazinatinnisusziusnly Tneutaufnoandy
LY 4 1 ! ~ a A a -dy b (3 [ a a o [ = Y
dedawn 9 Weeduseraiintulunisaswassaunuseiusings J59a1a9F F195UNaUnTUTs

WS oULAAIRIDE1ITINUNT LN LA UN T ALUD 1T U Fiadl

1. wunfansUsEius
1.1 unUsgiudvieud 1 fuseiusimuanAnundseiudveud 1 3nduriasudy
nafiuees “ausiuda” Fulsualiowduiasasviadudiarwaulalnasdgnmuaziaasin
F@Enwnssiulaasianmlunuuiidiendila feiu wndenmausaulnasdanmdmsuvieuiae
msaduassdliaunitaruidnlndidestunissnuiuesauslnasdanimiauurhuosasnus
famenssu ieliaenadesiudosmmiifazasauniuiafnuinisemlaasdgnin sl aansn

[y

a A a Y o = i Y v ° A o X Y o
?L] WQW‘U‘WLﬂﬂ?m@ﬂﬂUTﬂaQﬂQﬂqwmﬂﬂfnﬂJﬂ']{[fULL‘U'JV]']u@QLaﬂV]ﬂ'TViumGU‘NQ']ﬂﬂ'ﬁW@Ju’]LLu’lVﬂuaﬂ

o]

e

ngAumNIULUuAUNdnwallaasd@gain uaznisivuaaIeieimuadeielnaenndeaiu
1w 1 [ = ~ o Y o [y [ [
nswisdsnzehusaanzlaadanin (Example 1) weiilUldduwuniuemanuazdamzndn
dmsuundseiudvioun 1 el wwiihuesenaggnununlgiuunyseiusvoui 3 meluuiunuag
o lﬁl ! U v & 1 lﬁl L L2 lﬂl tdl U v L% lﬂl U !
n1sdtaueuanataiuunyseiiusvieun 1 (dndnwsnsvundundnvallaasdgainludiagia

Example 1, 3 tuiludesserunioanainlaaiiisgnsonedimlalunisusyiusdsduatuilunielne)
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Example 1 {unsuansinegsdiuniladaeduauvingu 5uan Ex. 1a) dadulaas

[
U a v YV 1

) | Y a Ay v & o I3 = I3 v = ° & ° .:4'
W'J@EJ']\T@']Q@QV]E&U?%WUSU']?J']LUU'JG]QWUWQG]ULLZYJLL‘UﬁQLﬁEJQLUUIumﬂumﬁﬁqﬂaﬂ']WU\'ﬂL‘Uu%']u@ﬂﬂ/]ﬂqﬂ

Tgtiglilaanuidnlndifesduiisanmsomyiuesauzlaadaninaunigauwasdininumsngay
nanunsmeluatfeiu sawdsladnassldainnuenldaliuuiyiueseninieunuedmeli
aenpdeafunIsLisimgawiusauiglaadaninauligawuiviuesensenundulinmnudg

wanslu Ex. 1b) dusuldluunussiusvioun 1 wazlamnumaiodmnefivuedsmzasiusnglu

¥
= & v

Ex. 1b) iielnsuiuiuivinusuenyaiigenazaenndesiun1siuansarwinuassauizlaadgnim

Example 1  The Development Process of the Main Melody in the 1°* Movement

Ex. 1a)
o O O O O o O (O O
/stan/ @/ /stan/ /law/ /2am/ fan/  /daj/  (/phi://2x;j/)
/s%/ /jg%/ /jco):/ /jgtD/ /k}%‘/ /th%/ /19/
]
O O O O O—/— o O (O O
/s3:m/ /khwa/ /phi/ /Nap/  /1&j/ /laem/ /taen/ - (/rax/ /phi:/)
/5913/ /p%/ /k%t/ /?Qj/ /?Ca?/ /jaC:/> /dagq /thégr%/ /pthu>a}/
Ex. 1b)
OO0 O O O | o olo o
3 4 : { .
of Y = 'y ) of \ ' =
[ (an) J J ) * J A /A )
QY4 - +*
d =
o o O O O | o O
\{ } : 3\
[ (an) J / .IJ \ N } .l), :
Q._BI L= 3 ) hJ ‘ & P S
Q o O O o O O /| zQ O |\‘§Q Q)
/\ L 0 o/ ) ) ]
[ (anY J A l * J A P N
QQ)V =& N =& N
A O O O O O I O OO O
A6 F o » ? 54 ?
[ an J Ji ) N J N
Q.)V =& by =& b
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1.2 unUseiiusvioudl 2 efiazAsaunsianiunumluni1stuiniouisnesnian
undsziusvioud 1 laAuneaniagaunuseiudeun 2 Aldnwudz “laasdanin” Juliouaiiou
[ .Y =~ =} Y a [ d' ¥ ! o
Judniazasnilanuingfmaun lnedazasliaasdgnimilaguunlaasdgnimmenisenuinues

wzmuLuuskuliiiazasaunsudalas delu wnfaniswaunaulaasdanindmsuvieuilfe

LYY 1

nsWigisladudaiuniseuinuesauzaukuuskudundnwallaasdan mlnegideavigy el

dnnaednuLIRIs1INfarAslAasdan neuunUseiuslaasdgninlvidiasasaunsuialeads vl

anseasdingiviiesdesiulaasdaninililaindnmsiigeinyaruunlaasdaaniguseius

9

TAUsERUSVULRUNSNWANLARNYI1TIUIU 3 UNAEYIIUDLEUNL A8 TUNAUATUTTLAIAIUBLINIGT

a o

Amualuldn (Example 2) dunsuunlaaddaninne 3 und mSvundseiusvioun 2 dananidinil

(Fndnwinsyunlundiegnsluy Example 2 igiisuivdnsnusilisuiiulsunlaasdanimseluil)

EENRIEENGRLRR wWsesy

/sian/ /lur:a/ /sian/ /law/ /a:n/ /pry:j/ /pry:j/
\Fuainsduing g
Jsian/ /thi:/ /khon/ /khan/ /kh:j/ it/ [/
WL IIT N anvinu
/phian/ /sian/ /wé:w/ /ram phé:j/ /thu:k/ /tha:n/
ADIAARALATDNY poulanulu
Mo/ /phit/ /khit/ /daw/ /?a:/ /t3:p/ /daj/ /kan/ /maj/

Tudulsliuda il

/nan/ /pen/ /raj/ /tehaj/ /1€:w/ /ni:/ /nyaj/
Tnasdiilaslas uesgle
/khlo:y/ /si:/ /thi:/ /khraj/ /khraj/ /ten/ /daj/
Jundnwalidnianing LRI
/tehan ta lak/ /dek/ /dek/ /thaj/ /khy:j/ /pham/
1TIUUANLSTA i

/ma:/ /riam/ /tee:m/ /teen/ /haj/ /thi:/ /n1:/ /mi:/ /fan/
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ASULAILLIULY AUAS bALDE
/khran/ /ni:/ /khoy/ /tegm/ /teé:/ /don tri:/ /dai/ /ti/
ALAUAUARI Wgunseu
fteut/ /dén/ /d5n/ /sot/ /mi:/ /phiap/ /phrd:m/
Alnasdassd SIULEY
/kham/ /khlo:y/ /si:/ /lomy/ /thi:/ /rham/ /1&mn/
suuUslunna oy LALALLEE
/rliam/ /béy/ /pan/ /we:d/ /15:m/ /ten/ /t&:m/ /sém/ /sT:/

& Y 1 1 = o & = [ 1% =
Example 2 {unisiansitegndrunilagdasuvingy Fwdnlaunlaasdanin

a Yy v Y] v 1Y) Yo o §Y o v o a A
ATUNLLEARNIVIIAU flfﬂll']E\IJ'UigwuglﬂﬂﬂwqiumﬁqﬁiUUﬂﬂumiLW'E]LUULLU’JWWQIUﬂWiUiﬁLaQ‘Ui%ﬂ'E]U

a1

UszAulseaaslifudidetvignenuunlaasdaniniigyinuedauns 1ewndainianunilnediu

Y

6 1

Tngvesunusziusvioud 2 In1snaunaiudainuniviniauazenienisauda (Table 1)

FeuseRusimualiinaussinunisussadlaieslunseuiivualagligide vy iewunlaag

Y

14
= I3 U & Y A @ =

dgn1mdudduinfoudamevesundseiius Y1vseliTusgiudatvegeruunlaasdaninis

9 Y Y

o

o [ ¥ as v & Y o a ¥ o A o o 1 A
Jdudedildnguuimslidnaunssuiduviaiaueaindiussiasegauiiuansly Ex. 2a) lng
v v A a & 3 o [y 1 £ [y o &
AUsziusiTeazideanlunseuimund miuriadenunyseiusiu Ex. 2a) fell

- 1 953AlAAEANN = 1 vieamasuulununUseius Aulaas 1 uniedl 8 ioanas
donpaasulniasivedlaad@gnini 1 unil 8 353A (1 undl 4 umias 1 Umi 2 7530)

- geunlaasdgamvimthalewduinfodssyuuldnundseiusin Vocal

v a o YV d‘ b %4 Idg’ U

- tnaussusiacseAuuseaedligonuunlaasdgnnaseusseneeg Numas

- dnaunidanunisussasisedasgaaudnatseguulun £ aassuuazldlinuen
Tuladsausisddulamuanumngaunmelaaanaussludaudanaunaunsuiawazonamnisauia

- undsziushifiinIewneiivuadneg Widnsmnusmg anutisavesun
Usgiustuegiuanusilunissruunlaasdaninve s gevigduwnumen

- Wunuiesldfimmuduiusiudaneauss wissuliiielisuimumisundseius
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Example 2  Developing the 2™ Movement’s Musical Notation and Its Example Score

Ex. 2a)

Al

Ad libitum on E Dorian
Il | | | |
Vocal I I I 1
/siay/ /lur:a/ /siay/ /law/ /a:y/ /pryij/  prej/ /siap/ /thi:/ /khoy/ /khan/ /khy:j/ fju/ /ba:g/
Piano |{fims
VvV

Play in the way that supports and creates an atmosphere for the reader of the Khlong Si Suphap poem.

‘\'0
Bass [}

g

Play in the way that supports and creates an atmosphere for the reader of the Khlong Si Suphap poem.

Drums H}
Play in the way that supports and creates an atmosphere for the reader of the Khlong Si Suphap poem.
Ex. 2b)
Ad libitum on E Dorian
Vocal I i I i
/sian//lur:a/ /sian/ /law/ /a:y/ Ipryij/ /pry:j/ /sian/ /thi:/ /khon/ /khin/ /kKhy:j/ fju:/ /ba:n/

4 =T ol

= > -o-——
. i " —
O} ‘ .
Piano T 2

o H i
mf f—— mp mf

Play in the way that supports and creates an atmosphere for the reader of the Khlong Si Suphap poem. ‘ﬂ_‘_

Bass ,” %ﬁ‘ ® Iz

e

o o o * mf
e B
mp - N
Play in the way that supports and creates an atmosphere for the reader of the Khlong Si Suphap poem.
A
’ —_———
x* X * *
XX ooe % aT_S—
Drums ﬂ [ ) - o® m X
[ J @ |

mp mp < f —— mp

Play in the way that supports and creates an atmosphere for the reader of the Khlong Si Suphap poem.
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£ Ly

Fx. 2b) 919dutiudiaganisussiasvasinaussnielanseumuntusewuslaosune

Y

' (%
A U 4

= v o o = 1Y) = ° o Y] =
37863L88@1337V]3U Ex. 2a) IﬂﬁJLuaﬂﬂqﬂUﬂﬂigwuaﬂJNLﬂi@ﬂ%ﬂqﬂﬂqﬁu@ﬂ\i%'lguagLaUﬂu‘ViaﬁINN

v

AuduiusiudIzauns fuseiusilddydnualldenliinuldaluniswansdiegn

1.3 unUseiusviaud 3 Wosessnaniuiniwiouanying favasauniuiasuian
A Y N o a < a o a1 v v v

auniagauaiulaasdanin luvaeidavasiaasdaanimeanidasunsuansnunssiuiuiuilasas
aunskiauarniouagsimasiamansfadluiuiasasauniuiadoly delu wnfnnsnaunaiu
laasdgnindmiuviounl 3 AonsuansnnuvainratslunsiaunauiusenivaunsLiaiulaagd
40 wazlanngmenisgnnnudalaurean sHaunaIula gl ye1181uunlaadanne e
o ' Y Saa Y v a ' a o &
ueuawzsIiuaunsndnsiURglnalAgInseulaasdgnin (Example 3) vail awnsoasy

a A

TagAuneatulaasdgnmaldlaindianuvainvateyseneuluale 1) mslduuwwimesen 2) nsly

]
=

WUYIUBSLY 3) ANTANUUALATEIUNIEAIMUATINIZ I RADAARDIAUNITLUITINIZDIUYITUD AU
Taasdanw 4) nslddydaduiaveslaasdgnimlunuidssszan (Example 3) 5) N3
dadmlinuuniusmdninedad uudnaunudslaasianin 6) nslivygRdudavesiaasianin
Tudswesnein uay 7) {ilvrmysuunlaasdanimsnenseiuyhussaunzaudndndsnyauns
Example 3 Junsuanshethsdumiidaeduaiihtu Ineuansnets 2 Sos e

va o o

1) mslidayeiaduiavedlansdgnmlunundeslseau (9 Ex. 3a), Ex. 3c) Wguri)
10y Ex. 3a) AolAatiieg1ed1adaunifeniuiu Ex. 1a) Wodnuniaunduiuirinuedenaiguiun
o A 1 [ v 61 A d‘l o LY va v v A P ¥
wazn1saueuansiuunyseiusvieun 1 Weglaswasmudygidulalaasdaninimdudy
Toslunnui Ex. 3a) Wlsuiu Ex. 3c) (Rarsanlunlunsevdmdeuuazidules) azulsindesusyau
lunseunfiduleadeuiuaziinsdudameldnyameinuaananesiunsdudavesaasdgnimn
2) aunsninIskUedamglnalAganiseulaasdgain (Ex. 3b), Ex. 3c) Llguiiu)
1n8 Ex. 3b) uansgukuun1suisdesmznisenulaasdgniniigussiusimvushanldduingavlunis
Useiusinas Tnugiuunanguuuunssuinuesauglaasdgnimiigussiusiafnulilnedng
a ® o v = v Y Y o oY & ¥ ° LY o Y [J A
ANUmIgaunauesduddny Jajussiusianvuateululewudmsuiluiauiiuiviuesie
-afidulUgaewmsatudmeala o
ssanihvesnumddasslunisuusdme Ineszuumieliudeile was

Ao 1 @V v
wUaneuwmdslanle
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-253AnSRIUNA 4 T9aselun1suusdg Tnennazuuslinuanslns
= o o A = 1Y v ! o & v s o o o & =
WEIRUITIANSI0IUImNT 1 kag 3 Fassymeidununlseyn (Mallnadnsd msuundseiusvoun 3
Aolulatin1suusdamzlugadl)

dm3un13g Ex. 3¢) Wlsuriu Ex. 3b) Wgdtydnualisnauuaziduudsiiogivilelin
NEOUTIFUNAFAILUUIVD55ANRUT (1% Segment) 155A%ET (2™ Segment) LazdUNARILNLUNTD
VNl 1-4 (Verse 1-4) agiiuladn Ex. 3c) fimudenndesiu Ex. 3b) (alls Wgauazngiiagesy

UITHAI UV UBLAEINUIUINNSUTTHAT)
Example 3 Two Examples from the 3" Movement

Ex. 3a) Khlong Si Suphap Rhyme Scheme Used in Harmony Line. (Compare with Ex. 3c))

O O O O O o O O 0O
/stay/ /lax/ /sian/ /law/ /?a:m/ /?an/  /daj/  (/phii//?¥%:j/)
/sciglj/ /jggl/ /jco):/ /jgt>/ /klclr)aj/ /th%:;/ /1%?/
J
O O o O O O
/s3:m/ /khwa/ /phi/ /Nap/  /1&j/ /laem/ /taen/ (/rax:/ /phi:/)
/591]/ /pCI;%:/ /kg%t/ /?Q_]/ /?9/ /jég/> /déuc)/ /thé@n//phlcuz}/

Ex. 3b) Music with Rhythmic Segmentation Similar to Khlong Si Suphap Recitation.
(Compare with Ex. 3c))

—(1** Segment}—— —(2" Segment)—
(Verse1) O O O O O | O Ol © 0O

——(1* Segment—— —(2" Segment)—
(Verse2) O O O O O I O O

—(1*" Segment) —(2" Segment)}—
(Verse3) O O O O O | O O] © 0O

—(1** Segment)}—— —(2" Segment)—

Vered) O O O O O I O 0Of O O
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Example 3  Two Examples from the 3" Movement (cont.)

Ex. 3c) Example for Comparison with Ex. 3a) and Ex. 3b)

e 1 5t S@gMeENt) (2nd Segment)
Verse) O O O O ol o O O O)
E-11 Fa"  RB-1  FaF"  E-11 F-69 F-11
| | ? |
Fl 9 | b F € 1 1D ) | N ]
F]gh. E D.:m’i‘

Tpt. |[© T :‘/':.75 — > — —

o Uag'.r. fotr . B By C

AS is

T.S. ® | s DX

B.S. 24 - |-

(1st Segment) m—(2nd Segment)
(Verse 2) (O @) O O O | @) O
FA9 E-11 Ebanz™ D-11 E-11 FA" F4-9

FlL.
Flgh.

Tpt.
Tbn.

A.S.
T.S. [*
B.S.

—( 15t Segment) (2nd Segment)=—
(Verse3) O O O O O] O O | (O O)
Gaz™" F4-11 FAZ" E-11 D-13 FA9™" F4-9
FL ) | e | T A &
o [GEF dogEes | s
pt. o o oY o o dm — — - = — f—
el I S g A L L AR S ¢ r
AS.
T.S.
B.S.
e 1 5t S @GN € N e —(20d Segment):
Versed O O , O O, Ol © o O O
E-11 FAI3 F§-11 GAI3 AA9 GA9 DA9/F§ E69
FL. — I S E— - —— i— oyt R S

Flgh. 1
Tpt. — —

gy BgEgEE £ E cLEEes .

B.S.
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2. WUIAALAZINATANTUSENUSNLY
2.1 WUIAAAUASARITIEN 20 UNUTLHUSINITLEUIAANADAAABINUNTNTINAUAS
A ' & o o aa ' YR ° v a a
ARI3TEN 20 Naafe unuseiusiinisweneiuninnislu 9 Tunisuseiusinas siTliAauuifa

Tniaruunduduluauuulduiuuinisvesnguaunssiuadesia g MAnduluanissei 20

'
= o ¥

Tnguwianlvlunillawnnsigussiusanseuwuaiaziiuniesnseslneiuauniuiauussynd

Y

[
[ a v v

naunauiusenisldmusziuslaasdaninunduingiudsiulunisussiusunyseiusinasuda

9

(%
v o

DNIIITITNITVAADIATINETIAGIAN 9 T¥1IINITUTENUS
2.2 WUIAAUNUIERUS WazhuIANNISHANNAIULARIEZNIW UnUseiusiinisatiu
139931IMUANYULANATUTIEY Wagdngaunednulaasdgnmniunldlinnuduiusaenndaeiu
wuIAAEBIT1INLAIlTE mTuauduunyseiusaunlaaguiastuasiensieviaulute 1.1-1.3
wena1nil unusziusdananslifiuianisregeaimuIn1suuIRnveINISNENNEUUNNIAUAUAS
MAATUNIAIAYIRAUINTVRINUATAZ TUANIUNSENDIRURSWIakazaunsTuadielulagdu
2.3 wuIAnRIuaaIAun3 undseiusinisdenldaainuninvainuaieluiiesadng
AIUUANAITENINNBY wAdeasrsanuuana1eseninegadenses alunisadreddulvdu
o & Y = v v = o e a = Y
unusenus Ingunuseiusveud 1 ladnisldaataussuuuludaudanaunaiunduoisdaidmaeg
AUATAIAY azdandemeaunsuiatoand unuseiusvieudn 2 ladinslddainunsuuuludauda
= S A e = = Y & a = Y = a
NauNaTuda1nunINLIa wazdannunsuuuludaudanaunaiuniuerviandimizaunianiu
Y =i v v 9 @ = @ s = 9 s a a
undseiiusvioun 3 ladnslddandmnedaaia fandemeilen wazdandameniadeds 530 3 &
Jonznelddamnnussinaddey wulddinsidaiausdang q uld fussiushiieahunldass o
o Y o oa A % [ Y ANy g Vo I
updadinsnaunaudivaa1du q medunisadrs@dulriuundseius (Table 1)
2.4 JULUUNITINIUALNITAINUAUNUINATBIAUAT JULUUNITTAIIUAZNITAIMUA
44' aa ! LY ' | ! A v & 1 ¢:4' [J
unumAsesaunsiAuainratewanasiulUluudasvieu na1fie unUseiusvieun 1 1Wuds
auniuia 5 Fumduliilelu dalawdnlelvy wagnfulailudussiasuuiiiuesndn
Y = [ a Y 1% v o Y o DI - % o
unUseiusvieud 2 Wuraunsuda 3 3u nieudideivngrvimvtineuunlaasdgninaigyinues
i@ lnenssnuuniaasdgninvesiileivgieiduunuimminvesvieu undseiusvieud 3 1uas
N e < % v o v o Y A = A cs' = -
Aupswia 10 Ju nieugileimavimiieuunlaadgain lnefinguiasesdniiunumunniaaly
NsUsTIMUIIUeman uarlutnagadeuanyineg fletmaadnunlunuimransauiunienisey

unlaasdgnimsauluiunisussiasinuesmanveanguiasesdl (see Table 1 and Figure 1)
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Structure of the Composition (see Figure 1 for Reference)

Structure of The Composition

Movement &

Section | Measure(s) Detail Musical Style
Band formation
A 1-11 1*" Introduction by Piano
12-19 2" Introduction by band
C1 20 - 27 Naeo Thamnong Ek by Piano Modal jazz with the
C2 28 - 35 Naeo Thamnong Ek by Horns essence of Latin
1* Movement D1 36 -43 Solo by Trumpet rhythmic grooves
Quintet D2 44 - 51 Solo by Alto Saxophone
D3 52 - 59 Solo by Piano
E1 60 - 67 Interlude Jazz waltz
E2 68 -75 Interlude
F 76 - 83 Ending Same as A - D3
2" Movement Al 1-8 1* Khlong Si Suphap recitation Modal jazz with Free
Trio + The A2 9-16 2" Khlong Si Suphap recitation jazz & Avant-garde jazz
reciter of the B1 17-21 Interlude Same as A - D3 of
Khlong Si B2 22 -38 Solo by Bass 1°" Movement
Suphap A3 39 - 46 3™ Khlong Si Suphap recitation Same as Al - A2
A 1-18 Introduction with Ballad
B1 19-34 1% Naeo Thamnong Ek
B2 35-49 2" Naeo Thamnong Ek with Funk
39 Movement C 50 - 65 Bridge to Naeo Thamnong Tho
Tentet + The D1 66 - 81 Naeo Thamnong Tho
reciter of the D2 82 -97 Solo by Flute rost
bop with Fast
Khlong Si D3 98- 113 Solo by Flugelhorn
Swing
Suphap D4 114 - 129 Solo by Piano
E 130 - 152 Interlude
F1 153 - 168 3 Naeo Thamnong Ek '
F2 169 - 186 | 4™ Neeo Thamnong Ek with Outro. with Funi
Remark: - “Naeo Thamnong Ek” and “Naeo Thamnong Tho” are the names of main melodies.

- Horns in the 1st movement refer to Alto Saxophone and Trumpet.
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2.5 mAlANIT19LULEEIUTEAUY LaznaTiAn Sid Ao T ARan UnUseuss
) = o o a = s a &

N33 NEIdssUsgauddy 919 N5 UREsUTEAULUURARLSBItaU (Example 4) 115319
WUAEDS 5 LWe19Ees N5LnSlontIudssui tazsatansiiinaesavanaifg 919 AT
ARSAvANMEARSAlRBLYTn NMIIMABIAYANAIBADIARNNY (Example 5) M3l MITnauuIEys
7119 9 JU @103 NTUUENNGUATBIAUATUTBTTANTUAINTINYNIATEAUAT LAY oo
MITANIFsNaNZNAUAS 0 A ATUMATANITINMWIEEIUUATR walefia31N159n
MauundslunmsinynasotnunIenarinliiumaian1swundesd nuuunis Feunuseius

| a = [ ! X [y aa @ Y Ao 1 v ¢
ULLUIARNTTINLUILAUIANPUSHN €) LGUUUNﬂNNaWUﬂ‘Lﬂ,Uﬁa']EJM@LﬂUﬂqﬁﬂiqﬂﬂaﬁLﬁUWUigv\IUS

Example 4  The Use of Fourth Voicing in the Composition

E-11 E Dorian Scale (2 Octaves)
4 A\
3 1) ~G
f ; @—fﬁ\-jﬁrﬂ

5 gﬁ‘f; W*’@

VA
A ¢ 7 N

 E Dorian Scale’ L 4th—I—4th —L3rdI— 4th —
)4 y

%H—_#. o . e e °

Remark: Quartal voicing may include occasional intervals of other types, such as 3rds, tritones, or 5ths.

m

Example 5  Example of the Use of Approach Techniques in the Composition

Az = [ Do
g o e s :P#hil

Trumpet
Flugelhorn
Trombone

b |2 S

Ao Sax A7 B-7 A7 Ct°7 DA

oy SRE PR BS PEEE g#} ==
92

Al ElCi R EI
Diatonic Approach Chord J I T e Target Chord

Target Chord Diminished Approach Chord

Bass

> Hisae Nakajima, Jazz Theory Course Vol.2 (Tokyo: Jazzyland, 2022), 117. (in Japanese)
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2.6 wadan1sUseRusay 9 venainmadadidglude 2.5 wdr unusewusdd
msldnafianisuseiusau q o1 mis’hEJQQUJLLQLﬁme’w’aammé’uﬁuéuw%u@ 3 Ausngluvieud 1
nsldtudamnimdsinsedaiiedduliunuseiusivsingluioud 2 nnsldauduiug
Fendamanslunisidsudasanuiiivnngluieui 3 (Example 6) Sauandliifiuiinaen

s

undseius dwadanisuseiusiivanvategnuinunldlunisuseius

Example 6  The Use of Metric Modulation in the Composition

D1

Funk J:mo Fast Swing J:soo
. 3) 3 3 3 3

Ty T T TITY | R R

D d=100 J=100d=100 J=100 o v

[ I I | 1 I I I

[ [ I B 1 1 I I

? J‘='30('):-—————----4)>J=306 L

J‘=300 ———————————— [ J=300 ! I

=300 ~——=—=—— = - > =300
P=300 —--------— - - - > =300

1) A group of three eighth notes is equivalent to one quarter note at a tempo of J = 100.
2) Therefore, the tempo of each eighth note in the triplet group is & = 300.
- One quarter note equals three eighth notes, meaning each eighth note has a tempo three times that of the quarter note.

3) The author restructured these triplet eighth notes into groups of four (refer to the notes within the box).
4) The author transformed the eighth notes with a tempo of & = 300 into quarter notes with a tempo of

J =300.

(% s

UnUseNuSNas U51AlAavAa 1S UINAUASEEF 119 3 vauduunuseiusaunsusseneni

a A

NINANNAIWINAUTALIURINUIABIFANINANULUIAAKAUHAUIABIFAN N LALADAAS DITULLIAR
Feesnnbinudnyasaussussens Inslduufnuasmalianisussiusnainuaewansneiuly
wiazviou lidzlumslduuiimeseniimuunanmsiannswirhuesingfunudundnuallaag

dan1n MsivuanIemEneiundyividenadesiunIshliTmiza U sauislaasdanm
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s uulnasdaninmeyihuesauzuiuauns Wusu viemumaianisuseiusi

o w a a = v 6

d1Ag 079 wiellan1TendssUszau weldanismaeiavan tazdidinatidanisusziusou o

o

a ¥ 1 =

Wy Msdrenguadssmeanuduiusuuutug 3 nsldtudamn ndsanseansasiedadu nsld
[ v §f a a 6 a (% < = (% '3 (% v 6
ANUFNRUSTIAAAAIARSUNITIUABUENTIAIINSY FeussanuingUssasAnanvosaulseius
wazinUselovunuiia1ninaelasu na1ime laundseiusimasniilaasdgnimanlddmsvisauns
wiauaglamheonuananewnsnoasisasy wenanidionthluiluwuimisiosengulsziusing
wiaUsuasuuwuuitiniisely 8nadionalmdudiunislunsmewnsiausssulnglnluiiaula
Tuszauanna
AUsziusigednulsyiusiazarunsatrluldidudusuusaziiluiludiegslseneu
NN3ANYINTRAT19ATIAUNUTERUSAMTUUUTERUS IR LA N THaLRa WIS TTu Ny
a e I <@ v = tZ | a « A 19 1 a o 0« o [ Y 1
aunsLdalaliuinites Feudunnunsnausdu o alildauniudanetadnlviduiiegelsznau
nmsAnwlaguiu InsanizmnTausssuneniuwaunautuduiausssuiineidesivisenses

wiaAUsziusineAdeinandulselesdnefuilufnulauin wiemndAUseiusiufomuseius

[
=

lrasdgnmnadodnazlulseleosiungayy

ANSNEBNTUNUIENUS (World Premiere)

unlseiiudings 457a1Ra9F d1m5UvausSLIagNUINeBNRARLHEUNIHaAs 1 TYUlUIY

v 6

From Now On... Yothin Chantarakka Jazz Recital %aﬂﬂﬂizﬁué dlotudt 23 NUAIWUS W.A. 2566

o %09 217 91A75 17 INe1deauns uninendeseds lesnanuduunlszwusaisun 5 210

v 6

unUseRusTuIunmne 7 unuseiuslusignisuans losuannusiuiloandiesvayvimiineiu

unlaasdgnimuazinaunsvninulueded sl @1uns05usunIsiant uaznTIdoUTIeToauTn

Heuunlaasdanmuazandninauniluaunnvinuldain QR Code Nsvylu Figure 2 saluil

Figure 2 QR Code to View the Performance ‘From Now On ... Yothin Chantarakka Jazz Recital’
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Abstract

This creative research explores the application of contemporary saxophone
techniques, with a particular focus on Multiphonic, in the composition Multiphonic Virtuoso
for Alto Saxophone. Contemporary techniques encompass sounds and methods distinct from
traditional playing styles and are increasingly prominent in modern music. Since the invention
of the saxophone in 1842, compositions for the instrument have evolved rapidly, with
composers incorporating innovative techniques to expand its expressive range. These
advancements have led to the creation of unique sounds and textures, broadening the scope
of saxophone music and its place in various musical genres. The significance of these
techniques is particularly evident in the works presented at the 18" Thailand International
Composition Festival, which highlight their potential in redefining saxophone repertoire. This
study investigates the potential and challenges of Multiphonic while examining their
integration into the progressive rock genre. The composition itself demands a high level of
technical skill from performers, who must navigate intricate rhythms, challenging fingerings,
and the distinctive tonal qualities of multiphonic.

The research process is structured into three main stages. First, a theoretical
exploration of Multiphonic was conducted using textbooks and compositions as primary
sources. This stage aimed to provide a solid foundation in understanding the mechanics and
applications of Multiphonic. Second, experimentation and refinement of fingerings specific to
the alto saxophone were undertaken. This phase was crucial in adapting the technique for
practical use on the instrument. Finally, the third stage focused on the composition and
performance of Multiphonic Virtuoso, synthesizing theoretical knowledge and practical
experimentation into a cohesive artistic output. Key references in the study include Les Sons
Multiples Aux Saxophones by Daniel Kientzy and Hello! Mr. Sax by Jean-Marie Londeix. These
seminal works provide detailed fingering charts and comprehensive insights into the execution
of Multiphonic, serving as invaluable resources for this research. Additionally, the study
analyzed compositions by contemporary composers such as Christian Lauba, Francois Rossé,
and Barry Cockcroft, who have innovatively incorporated Multiphonic into their works. These

analyses highlighted the creative potential of the technique and its diverse applications in
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modern saxophone repertoire. Through rigorous experimentation, the researcher developed
specialized fingerings tailored to the alto saxophone. These fingerings address critical
performance challenges, including pitch accuracy, tonal stability, and ergonomic finger
placement, ensuring that the technique is both effective and practical for performers.

The composition Multiphonic Virtuoso for Alto Saxophone represents the culmination
of this research. Initially composed for tenor saxophone in 2023, the piece was subsequently
adapted for alto saxophone in 2024. This adaptation was prompted by practical considerations
and feedback from musicians, who highlishted the alto saxophone’s suitability for the
composition's technical demands. The transition from tenor to alto saxophone required
significant adjustments, as the two instruments differ in fingering systems and tonal
characteristics. This process involved further experimentation to refine the fingerings and adapt
the technical aspects of the composition to the new instrument. In Multiphonic Virtuoso,
Multiphonic serve as the central element, shaping the piece’s sonic identity. The composition
integrates  Multiphonic with other instruments, including electric guitar, electric bass,
synthesizer, and drum kit, creating a dynamic fusion of contemporary saxophone techniques
and progressive rock. This blending of elements expands the expressive possibilities of the
saxophone while introducing new dimensions to the genre. Key compositional techniques
employed in the piece include substituting traditional melodies with Multiphonic to create
unconventional tonal palettes, using complex rhythmic structures to enhance timbral depth,
and thoroughly testing fingerings to ensure the piece's playability.

The result is a composition that not only showcases the technical and expressive
potential of Multiphonic but also pushes the boundaries of saxophone music within a
progressive rock context. The research findings underscore the transformative potential of
Multiphonic in saxophone performance and composition. By incorporating these techniques,
saxophonists can achieve a broader range of tonal and textural possibilities, enriching the
instrument's repertoire. Moreover, the study demonstrates how Multiphonic can bridge the
gap between contemporary classical music and other genres, such as progressive rock,
fostering a dialogue between diverse musical traditions. Despite the challenges associated with
mastering Multiphonic—including precise embouchure control, optimal airflow management,

and adapting to unconventional fingerings—the research provides valuable insights and
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solutions to these issues. For instance, the specialized fingerings developed during the study
offer practical strategies for overcoming technical hurdles, enabling performers to execute
Multiphonic with understanding and accuracy.

In conclusion, this research has produced a distinctive composition that exemplifies
the creative and technical possibilities of contemporary saxophone techniques. Multiphonic
Virtuoso not only highlights the potential of Multiphonic as a central element in saxophone
music but also offers a new perspective on their application in a progressive rock setting. The
study’s findings contribute to the broader discourse on contemporary saxophone
performance, providing a framework for further exploration of advanced techniques. By
addressing the challenges of Multiphonic and presenting innovative solutions, this research
paves the way for future developments in saxophone music and its integration into diverse

musical genres.

Keywords: Saxophone Extended Technique / Saxophone Multiphonic / Saxophone Progressive Rock
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! Patrick Murphy, “Extended Techniques for Saxophone: An Approach Through Musical Examples” (DMA diss.,
Arizona State University, 2013), 4.
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Tuaouan laun

1.1 191 “Les Sons Multiples Aux Saxophones” Feuiulnounuda eudd
(Daniel Kientzy) Tudl a.a. 1982 Tnefideuldosuredeyarine q Piteliiedensilnuaziianlda
i seiudssuunenlelny ssduideadafiouiuidely msduanitoureades dadune maduvde
anfusfuiiewdsulududosdu 4 nsuenldneenunauiiazin uazmsiauanitnfuieanion
indamaiaiadlnidn viiennmeidasadlndndeuludildndaly

1.2 #1971 “Hello! Mr. Sax” \Q8ululag p1a9-113 asuwnng (Jean-Marie Londeix) Tu

'
P

U a.e. 1989 lnegilauaduiesiazidenndneiufisued Weudd waaaiuanaaiufe wandlii

TWanauntNausalasuungaiaf ndnladny wasa U TEUUUTEAUANUSINVINAY UNLEs 99

v -

faufemgaiiowieusuuuuinafeudmin uaruradesifszduarude-ufiameazas
uananesdesant ifedsliinuvnnunlssiusilimaiadadininaniiasthoen

wans WuunlseWus 8759987159 (Hard Too Hard) wae u1aIWeu (Balafon) lny ASaLAgY 11U

(Christian Lauba), (94636048 88 ML 88) tae Nseadad 15w (Francois Rossé), 58! (Rock Mel)

wag ge (Kuku) Ing wuss AenAsend (Barry Cockcroft) Wudu Tnsundseiusivariliinsneaunany

a v a

voumalladaflnidndriuesduseneuduy q Jusgiviuimiauazauadnvesguseiusuagyinu

Y @

inlgadelaiudmnudululaiedulunalegueuy Geaunsadiunyszendldluunusziusla

PANNUAYUINTVU

2. mMswannltdaninin

a [y

Tunrsimedatanlndnuldluunmas Ttadudd 2 Usenis town seauldes (Pitch) way

o

& A v o v o & a v a a ° 3 a ¢ a
m‘wiaijmﬂ@ Iﬂﬂaﬂizwua@quﬂLLUUU’JLWQU?‘IN@WIWUﬂ"ﬂ']ﬂGﬂi’]GU@QLLWULEJa LAYULY LA IBINT

2 pablo E. Riera, Martin Proscia, and Manuel C. Eguia, “A Comparative Study of Saxophone Multiphonics: Musical,
Psychophysical and Spectral Analysis,” Journal of New Music Research 43, 2 (2014): 202, https://doi.org/10.1080/
09298215.2013.860993.
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aouland fsiinanludnediu wiendunsmaaswndunaing q vuusnlalvly iielrldnadnsd
donndaafuiladeiiansUsznis deil

2.1 sgduidea (Pitch) e lildidssiiduiondnuaivounadndailnininssiu v3e
IndiAesiuriueaiuvesusnlelny vioaenadestuseduidsavanaioimunidu 9 wu Aansladn
waluv uazduslywes

Tunsdifiviusaduvesuenlslriusunusomeadasiailndn guseiusizuannns
Usyusiuemdniussiaslauenieliy annduiudenldaiidesnisunuiidaomaiadaniin

Wvassauaulaliiuyiiues a9 Example 1

Example 1  Saxophone Original Melody and Multiphonic Applied

o
0 so o
Multiphonic |H{es % & (o)
NSV IO i
D) n
A o
Original =
e ]
\e

910 Example 1 TWaussvinansdeldandn drulidnussinuudelinfignunuiidie
wadatadlndn fuseiuslisidontiin 1 fannduidesiaflngn (erafidaud 2 8 5 Feq) Tl
seiuidesiinsmielndifssiuldnduatiusnniian 1w

A luviesusn TniAnogfisziuidss F Sharp gnunusenguldnsiadlninidszeiu
\d89 F Quarter Sharp Tuid@ssuu uag F Sharp Tutdesans

B. luvteaiians Wnifinogfiseiuides B gnunusengusiafluindlides F Sharp Tu
linuugn 1deq B Quarter Sharp lultinnans uwawides A Quarter Sharp lulindnsan

vl nsidenlinadadadlndnlnefinnsananssduidod delvianmsauiulily

nauLdssldvainvangUkuL Juegiuanunainvalevesseauldesiiied

Y

2.2 1 w3eUuna (Fingering) ImgAisfianinunaesiiveinisng wiguiunisnail

Aouniuagnaanngudsiaflnin Weswndunavesnatindanlninzuansisainssuuiiaung
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JUsziusIefesidednnudululalunsasuaninunfunduiidiadivin wasnisdeuluds

dnly welianunsaussianitalalaglifiguassa

Figure 1 Saxophone Fingering®

90 Figure 1 wansdisguuuunsndisaziliasvuunaveauwenlalny lnedemuuy
ARlREY dIUlBA1UA19ARN0YI1 AN IBLaRIRILrin1TIeakariivudunausas Ju
drunmmiarnuanslunauasdeien fiausenlglvudndudevirnudiliwazanditeveusas
Juna LieiinaunaadfiwazausInstunseuindadingn dsegswaludl
@1 Example 2 wansdegegusuuiinbidanunsadusiedula iwesndgymdune
Tuilevnlulindadlnindamizusn diaudesldiuinadud “TF uagludunesiassnasldiung
naduil “6” Fedawalvllanunsaaduiliunaniduseluliviu ussiusivemnmalindaflndnuuudy
WWnud elvanansaussiasdelliedlalagliifigUasse
A Y o A a v a a < Y1 & ada
31nnisidentlddudsisasdlunisideninadadadlnin agiulaineassisd
v o sw oA A s Aw Yy v v Y% - I
ANNENITLSAY Waldennguidusndeanslaudy gussiusdeamaasaiionaaeuaudullalunis
wWaguszuvihmnldnneuniuaslindaly innuguassalunisideuil gussiusasdemingy

Uy Inedaunaulunasanseautdssusinuswsnanasa

® Wisuwat Pruksavanich, Basic Saxophone Method (Nakhon Pathom: College of Music, Mahidol University,

2019), 3. (in Thai)



Article No. R0406 (19 Pages), ISSN 3027-7094 (Online) MsansausR¥ean U7 20 atiufl 2 nsnges-Sunau 2568
https://doi.org/10.59796/rmj.V20N2.2025.R0406 Rangsit Music Journal Vol.20 No.2 July-December 2025

Example 2 Fingering Comparison
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Fouuazasunnldn 1wy n1shsasaseenuiedidntes W n13nsgUlinasUAsulunuusioy
Lo Jiaudsmisandiguuin
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Example 3 wansdstunaunisindeusavaiuaumaiadafliin annviesiass 1

fasnlanadasadlnan Tun1SHNYaUAISBUNNILRNTIRINDUNLNLAZ AT (FA9) WaIADLLNLLLR

1%
U a o a

Wluiiazda @S Tusendanisiln didunlismaaesuiudmuniswesguiin anvaedumniay
wagn1sldaummugivguiuuinnieuly ndwintuiresiudongliiwuiiazduautnnugn

ANUALUUNLNAS

Example 3  Multiphonic Practice
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3

:
;

e

4. Y9INNAYDNNANA

[

MNNInAaeazAnwvea gusyiusnulymuasdedninvesianlnin el
4.1 sUwuunsnetly dadlvinuiegliuuanunsoaiadesiiunnseiuld vseas
yaldgsaauuildnilouiu? Awugidudeandiuazaiuqudiusing q Iiuduguazai el

anansaldungadeusiulannass

1 = 1

4.2 dnwagdy JunavesusnlelnuluwdazBvieiininuunnsdreiu (Figure 2) lag

aunsadanaladndu "C5" waz TR vewanlglnuowasd Iauwand1aiunslusiuauen dnvue
wazgoeinaseninelunsans wall fAdeldiiuianudAyvestounndaianundseius g15ay

a

8190 1oy Asadew 1@ leglengludadlniindesldinldedievin neasusninaissenitedy

aaed welvianusaauldlagliliguasse fideiadenldusnlelvuie Falvesinsseninedunuay

¥
IS4 I

A1 virlrnastauduluag19paaafgetu semnd Janana1wieLAntagUaAIoIAUAS LAY

danasianisawmailaniedu Wewdsuniotnuns fussiasindudedindeuiieusuimlvduneiu

SYUUNIVBLATRI N DY

¢ pablo E. Riera, Martin Proscia, and Manuel C. Eguia, 203.
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Figure 2 Saxophone Example Keys

Alto Saxophone A Alto Saxophone B

4.3 spuvindifinnududou Tunsdifissuvihdudou faueadestdsuguuuie
daalildasnsaaudeiulaviudl (3an Example 2)

0.4 gunsaiusnlalviu gunsaling q 1wy eumuvesiuusnlelny weauning
vosUnin Sruinadenaiduiiailingn wu ufivuniulurdoundaiinfaauly oravilill
annsaiaultmuld viedadesauuds fafufiaunsdenwazeiougunsalimnzaudeuiindou
NIBUTTAY

4.5 amnuiAulsiuuenlelnuusazinios adafadlndnldaiusaldlaty
nnuszanvasunleliu 1wy vianguidesivinldludalauenleliiu o1aliamnsaildlumues
wenleliy fusziusTaiomannsssuuialniflofesnindsunnmuefuenlelnulugsdale

Ny

n1sUszgnaimaiauenlylvusiuadeluldluuiunvesundsewusinas (The Application of
Contemporary Saxophone Techniques in the Context of Musical Composition)
nsdnwanudululdlunisuszgndldmadadafludnluuuneds 9 vesunussius

daalnidniesylely dmsvdalauanlalny uwiseendu 2 yauszasdndn fll
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1. wennusiaitues wadadailningnidrunldieiiiuanudiaulalviuiiuedagnis

wnsndapindnaslululinuiedy ieiudemiianuainiaiewas il INRgwWuss Example 4

Example 4  Original and Multiphonic Melody

Multiphonic

Original Melody

910 Example 4 Tinussvinans ApvhusaindiilaFeuireuudnndudonsiuasuases
wee Tuvazfiussiauuuanifanisussgndliinadasfaflngn oawinedmindanududoulay
haulafedu fegadu inluiesfiaesiioglussduides F Sharp gnunuiidengultindiaflning
1Wde4 F Quarter Sharp Tuideuu way F Sharp luldesans

nsuszendnadadafindnludnuuzdtisfiuainunszdns (Dissonance) THfusimas
Fusleussiasanfuauniusenau (Backing Track) axaaeliinuesiiifuasudaniymlunndsdu etae

ATVOULUIAANANUDINANUNADINTHALNATUSENI A suTaR TN AUl AsaFauas lUsInsagnsan

' '
aaaa v A

lngldliilganrilmiuedififngdu uidudunisussendldidesiviarnvany ieadraunuseiusn

wUanlvdwaziiuautiaula
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2. Wioiugdnsdrudome Weiuanudmauluoudifidnsdusunedudou waia
farlingnilfiduedosdloddyileteiivamilnnsiuresdsng iumuumndidudduvoades
Freghagu lugieniinsTiingsSu (Polyrhythm) wienswisdamedilaviiu nislddadlninesday
115@’170q%’uiﬁﬁqmgﬁﬁu%uﬁ’ﬂﬁ%’mLﬁ]uéasﬁu sudeheaenennurTinLUureInueA3 lUsInIaTnSen

dnAILAY Example 5

Example 5  Rhythmic with Multiphonic
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210 Example 5 uansdenisvszgndldinadadadlndniioadisarudaau uagitug
Tudnmandmnefidudou nenduidssiaflniniinszdagmirnflusonefdusuiudomos
nassyn ieuslamioununiUsznoy dewiaflndndinanastefiudfivestudes (Texture) uay
Wuaraldeasfivesdame asvoudnvuziduresnuniuualsinsadnion ssdusznoumani
Liiausidnenenanudutouvedlasadng Jamie widwasemnuwdanindliiuideduundseius

nsuaunaunadndafindndrfuiuosuas suuuuomedy definendnuaiua
anulansulsituundseius dadlWdnmeylely navssgnddlildsiaegifissnimnuiadomie
MSLUNgUIIIE (Groove Rhythm) usanaurududouradlasiasnnuensiusinsadson Wiy

deakantalvunwlanlv
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dlewSsuiisuivundsziusmatodmivuonlelalu 1wy 5ol uaz g las wuss
Aenasond fldaRlninifoiiunguiome vie (aduuoa 88 ae vsosihd Lsig AldiTadludn
Wioaeddudewdr unuseiud daalninnesylely S1msusalauanlalny dnnsuaunaiuides
Taflndnfiduendnualirfuimefidudeu nieuidnssnuwiueadufifesnisiaus vinls

UNUSENUSULANFALALALN DU NANYALLANIZH

nsthdeyadildainnisAneiunyssiudinasuasiteanuans (The Utilization of Research
Data for Musical Composition and Performance)

uiseaiassaunUseiud dadlndnnesylely Fusudalauanlelny Sudusie
nsUseiusdmvenansadudiuusn Mntuisrosiiuaiesaunisu 4 Wud walwih Amslwit

1

Fudluwes wazuenlalnumudiiu §idsldnaassdddyelinarlnindlsinnnsfnuiuuuneis q
Tuundseius lnedildenudulifludanaia wu ssuuih sedudos anudaun wasnisuay
naundufueieanunidu q Puiideditauazdymainundouwuiviaudly wWieldunusewus
anunsatluandliasanuingusyasd

Sounuseiusiadoauysal fusziudizunszuiunstiuiindestagldnng naunaiusening
Fosdunseilazideanionusions degatu mslidesdunsei nassyranlusunsugiizes
ASuLNOS 3 (Superior Drummer 3) LEgsdaLAT1E9% Lud waginsiniiainlusunsuueutialuia
(Ample Metal) 1#g9diAs1g%3usloges annlusunsuuuatmesniu 3 (FabFilter Twin 3)
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| = = Yad o = a ° o ] v o ~ P ° Ay &
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lovimsduindessnlgliunasivaliihuisdiuiienuies
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Aeumeuns (Mixing and Mastering) fremuesriulusunsuladnlusidnd (Logic Pro X) Inidideeitlathy

gnutseanifuanaiedtu Tiun nestundniifidusmenaiowmunivavun dmsuimsundsudemis
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d3Uuazaiusnenan1s3de (Conclusion and Discussion)
NITasassAunUseius dadlnidnnesylely dmsvdalauonlalny lauanmadnsiiney
Tgusvasdlumsfinmanudulllduazdoininvaanatiaianlnin udrhunuszendldlunisussius
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Tuuneudaiina i Tnefitediuinusidmsuenleliusuatofldmadaifadlningy Sl
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nsUszndldiinfuuuimasiilineldmadatinnouesnalusnnsadnsen vienunididnnseting
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wadafadlndn aunsofusinniunaiaey fsaunsahuivszgndidussdusznaundnues

unusznudnasls Ingoraidunuimeddalunisaensdndiinveanadauwenlglusmadsluouian

ASLHBLNIUNUSEWUS (The Distribution of Composition)
fdlAmounsunUssRusilunudununssduund asensutamnsealatiing q A4
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1. Weenuanslusuduuun “The 3rd Asian Saxophone Congress 2024” 199 nanY
Usznadu fndulusendneiudl 31 nsngreu e, 2024 fv 4 Asnau a.a. 2024 Tae Wunisiiun
Uszatugoonuansadausn (World Premier)

2. Ureeniandluapuldse “International Saxophone Meeting” au Afisfaus Museo del
Saxofono Ngalsy Useinadnna Sanulutudl 16 nWeAINEY A.A. 2024

3. WELNIHIULNanNDTUTWaIsNg o 1wl Apple Music, Spotify, 7digital, Amazon Music,
Deezer, Napster, Slacker Radio, YouTube Music, 8¢ Tencent Music Entertainment WHuduy
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4. IpfurigUiausindalwddidnnsetind (PDF)

AnAnssuusznia (Acknowledgement)
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WIMEME L E K& @

Asian Saxophone Congress Il
@

GRAND THEATER HEFREL - LEERLGh 4
13 .n n Wisuwat Pruksavanich
&

AEIBR
B F R T

Saxophone with Electronic Rock

AR EERNENLTEE—(HIATT ARSI ZRR
NREFERITERER 2012, tifEAMBRREATRRE
H=FEAFER T EMR (Narong Prangcharoen) B{FR{R
BERYERER), TS T EFRIAFT.

A B ETZEEEFFHEREERTFR-FE
(Christian Lauba) B3R, ftt#EYouTube L& B T Wisuwat#®
EHERAEKRMN{ERZ——(Hard too Hard)a34#. B
FrWisuwatRRER ZHNRRZ, FEREGMSNEDEF
BRI TR I,

REFESFATRTENER, 2T ERTAEFEER
RESHNIER.

Dr. Wisuwat Pruksavanich holds the distinction of being the first Thai saxophonist to be recognized as a Yamaha Artist. In 2012, he
garnered international recognition when he performed as a soloist in the world premiere of Narong Prangcharcen’s composition,
"The Dawn of Darkness," at Sumida Triphony Hall in Tokyo, Japan.

His talents also caught the attention of Christian Lauba, a renowned French composer who discovered a video of Wisuwat’s perfor-
mance of "Hard too Hard,” one of Lauba’s most challenging compositions, on YouTube. Impressed by Wisuwat’s skills, Lauba
extended an invitation for him to participate in a master class held in Lisbon, Portugal.

Present the new music for saxophone and electronic rock music, also with the influenced from Thai traditional music elements,

. «—PAREEMHR» —— Wisuwat Pruksavanich
. An Imperfect Scheme——Wisuwat Pruksavanich

B ELAKXIT> —— Wisuwat Pruksavanich
. Multiphonic Virtuoso——Wisuwat Pruksavanich

. «DIFTRH> —— Wisuwat Pruksavanich
. Tranquillo in D—— Wisuwat Pruksavanich
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MULTIPHONIC VIRTUOSO

Edition for Alto Sax and Track (2024)
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Abstract

The objective of this research is to create a double bass skill exercise based on an
analysis of Larry Grenadier's conceptual arrangement of odd meter in his performances on
Solar, Summertime, and It Might as Well Be Spring. The researcher has examined and formulated
practice approaches based on this distinctive notion, categorizing them into four primary
topics: 1) Analysis of rhythmic attributes in irregular meter, 2) Identification and selection of
notes for harmonic structure, 3) Formulation of themes, and 4) Design of a practice framework

for double bass performance emphasizing the handling of irregular meter.
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This research encompasses: 1) Analyzing double bass performances to synthesis
diverse notions that exemplify the distinctiveness in handling irregular meter, encompassing
elements of melodic structure, harmony, scales, and additional factors. 2) The researcher
emphasizes the examination of controlling irregular meter to formulate effective strategies. 3)
In this research, the investigator utilizes Bert Ligon's concept of Motivic development as an
analytical framework, in conjunction with Alistair Campbell Peel's techniques for altering
rhythmic subdivisions in the clave format, the application of dotted rhythms within the
specifics of rhythmic subdivisions, and theories from other scholars to elucidate.

The investigator sought information from pertinent research sources during the study.
The research framework, methodology, and scope of the study were: 1) To delineate and
categorize into the following principal points: The researcher formulated selection criteria
emphasizing unique traits and conceptual frameworks within the compositions that may be
utilized for skill development activities. 2) Data Verification: The double bass performance

»

notes for the composition “Solar” were obtained from transcriptions by Michael Lucke,
particularly for the works “Summertime” and “It Might as Well Be Spring.” The researcher
personally transcribed the music, examining and comparing it with recorded performances
that were first evaluated by specialists. 3) Data Analysis: The researcher examined the notes
validated by experts in Western music theory and jazz theory to elucidate critical issues,
including the organization of irregular meter, the establishment of clave in intricate time
signatures, the motivic development, melodic progression, and the selection of notes
pertinent to chordal harmony, encompassing tension notes and chord extensions. The
investigation sought to discover unique traits present in various performances, resulting in the
formulation of skill development activities. The researcher utilized the examined notes to
develop preliminary skill exercises, elucidating the principles and substance of the exercises
aimed at enhancing proficiency in odd meter rhythm. The exercises were developed to
encompass notes from E2 to C5 on the double bass, commencing with basics in simple,
compound, and complicated time, while incorporating the development of odd meter
rhythms.

The analysis of performance themes in “Solar,” “Summertime,” and “It Might as Well

be Spring” demonstrated that Larry Grenadier displayed intricate patterns in odd meter



Article No. R0507 (20 Pages), ISSN 3027-7094 (Online) Msansaus¥ean U7 20 atiufl 2 nsnges-Sunau 2568
https://doi.org/10.59796/rmj.V20N2.2025.R0507 Rangsit Music Journal Vol.20 No.2 July-December 2025

rhythms during both accompaniment and solo improvisation. The examination emphasized
the utilization of tension notes and chord expansions. The results prompted the creation of
skill exercises that were classified into three primary domains: 1) Rhythmic Attributes of
Accompaniment Notes: Grenadier employed stratified rhythms using a pulse grouping metric
displacement idea, leading to inconsistencies with the real-time signatures. For example,
rhythmic grouping is used to create pulses of 5/2, 6/2, 6/4, and 9/8, which overlay the 4/4
meter. Additionally, there is a grouping of the clave in a 5/4 meter, where the main pulse is
composed of 3+2, and the clave is divided into a pattern of 3 pulses. 2) Rhythmic
Characteristics of Improvised Solo Notes: The notion of metric displacement was employed
to generate melodies while regulating harmonic structure. This includes the use of triplet and
dotted quarter notes, which can be seen as layering a 9/8 meter over a 4/4 meter. The study
observed the execution of arpeggios, triads (major and minor), reduced scales, and harmonic
minor scales. 3) Motivic Development in Irregular Meter: The research determined that
employing motive presentation techniques such as repetition, diminution, augmentation,
sequencing, adding notes, and omitting notes effectively sustained harmonic interest. The
application of arpeggios and scales in motivic development Significantly heightened note
tension and chord expansions in the improvised tunes.

The research conclusion and discussion: The examination of Larry Grenadier's double
bass performance in “Solar,” “Summertime,” and “It Might as Well Be Spring” The researcher
designed 10 skill exercises based on an analysis of Larry Grenadier's double bass performance.
The results include the creation of a set of 10 skill exercises, emphasizing elements of
accompaniment, solo improvisation, and Motivic development within irregular meter. Each
exercise was thematically interconnected, progressing from easier to more complicated levels.
The participants must have a basic understanding of rhythm and jazz music theory at or above
Grade 8 of the woodwind curriculum from Trinity College London. This framework aims to
clarify the elements of irregular meter and includes the structural development of ii7-V7-Imaj7
chord progressions and modulations to different keys, with rhythmic sequences and the
movement of notes within motive clusters. Each practice encompasses a thorough array of 12
keys, covering the pitch range from E2 to C5, hence promoting the advancement of proficiency

in double bass performance.
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nsaUYUABUNIANTUIUIYY (Framework of Research Procedures)
lun1939ei509 “wuuiniinwen1sussiasiuidaluanuuuifnn1sdnnissuiuudnsfae
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Figure 1 Framework of Research Procedures
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A

Transcription of Solar

A 4

by Michael Lucke
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#3UNan15338 (Conclusion)

INMIATIRLWIARTENSUTTIastuuiwaslea s Fuwesing uazdnluarikeaiiaUayss

i s a s U v = a ¢ v = v

WUINAIST NTUNALT MesunsusTasUsenaulyauisnisdulnshidaiunislala insuihesla
UauaFULUULLIAANIAUERTITaMIsHauNaundaududeu siutan1enulaseaiiudes
Usvaru Fanunisldldamutudinvvesneia Nnnaiedduanuiaulaliwinisaniuldnly

i v & = J ° a av v a Y & ¢ v
sUsuunne 9 Iailuedad wanguinisiiuwiAanlaainnisieseidanuaugauil lussyndada
wuuRnvinue il Tunslisisidnvazdamensandulingideliwuseandu 3 wdendn laun
1) n1sussiasusenav 2) nsdulnshidaunisiela wag 3) nsiauluinlusduuudnsdane
HALNAY

1) dnwaidamizn1saniuldnAunsuTTadUsEnausUL USRI MIZHANNE1Y INTULAYS
Iadauensdeudnidwie menswungudnasdunzluguLuuiunfaumsnfamagiuun Foh
IinAuAaIARRUAUSRTITIMILAT LY N13IANAUTINIE (Grouping) XAFIITNITENT T
5/2, 6/2, 6/4, Uag 9/8 iedouuusnsndame 4/4 saufsdanunsiangueanilugduuudnsdameg
5/4 Wnpdignasdamzmaniu 3+2 wazuuinguaanabidudnuay 3 Inasdeme Usznaumeling
° Ao =

AUsean 2 M lungud 1, 2 uazluniivns 1 63 lnensiwmsenidelaldgeniiduusniigauans
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D9nasTIIEniingan 3nTuldnnEdupuNUTIIEUIaWINa1GU (Example 1) BnTiadany
nswuadu 4 Inasdame vudnsdane 4+3/4 Usznoumelindiunn 2 i wazdaniuseqn 2 6

(Example 2)

Example 1  The Organization of Clave Rhythmic Groupings in Larry Grenadier’s Accompaniment,

Summertime

Em% o Dm%/E Em% o Dm%/E Em% o Dm%/E Em% o Dm%/E
17 * o E‘ o E’ o E’ o
2 . 2 . 2 . 2
o o BT = T = T = T = ]
s z — { { |
1 I 1 1 ]

O O _‘_ _._o
\"- \/
e o o o 00 000

[l
eee ‘#

— o006 *____
(I
L ) ‘*

.
.
. .
.
1

— o000
— o000

+2 + 3 + 4+ 5 + +2 + 3+ 4+ 5 + +2 + 3 +4+5 + +2 + 3 +4+5 +
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Example 2  The Organization of Clave Rhythmic Groupings in Larry Grenadier’s Accompaniment,

It Might as Well be Spring

22 Gmay7 Am’ Bm’ E7 Am’ D7 Gmaj Gb Dm’ G7
. | . . o o
0 ) ) | I I | | i I | et ¥ = |
Eem=s == ===
b < [ b [ [ '
00 060 00 00 0 00 0 00 00 00 ¢ 0 0 ¢ 0 0 0 0 00
L d [ 4 L d ° [ 4 L d L] [ 4 L d
[ 4 L] L] 14 L3 L] L] L3
* * L ] L ]
1+2+3+4+1+2+3+ 1+2+3+4 +1+2+3+

2) anwadamznisanduldedulnslhidaunislela luguuuudnsmdammsnaunaiunui
wnAnmYEnRamaaggmirunldauviues Ssuszneusenslidnuasfamzvestidnan
we13A LndadUseyn awnsafinnsanladndunisdeudnsidenay 9/8 vudnsdanae 4/4
(Example 3) Tudrmvosnizmugulassaiiadestszaiu wunsusaaserilla niowon sanaes

wazluiues srudedulades F Aty way C a15ludnluiues dewaliinlummuduaiuveisnase

81U 9, b9, #9. 11, #11 wavdeudl 13 saudaliin b7 vuaesn Cr™I7 (Example 4)

Example 3 Larry Grenadier’s Improvisation, Solar

33 Ebmaj7 Ebm’ Ab7 Dbmaj? D@7 G’
® @ | r ] I o~
o T —— — 5 T i — D2 n—— <
/1 I "4 & Ll | e 1 1 4 ] 1/ I /
V1 & ! ]'/ i T IYJ i I | 4 I
1 2 3 2 3 1 2 3 1 2

Example 4 Larry Grenadier’s Improvisation, Solar

53 Fmaj7 Fm’ : ; h BEL .-ﬂ:
| — P oo (@ F Hie #
® S A B — — — —Tt———]
S e — - — ———— e —— 1 —
A —s3— 53— 9;5——4 ¢L._—3——J '—;—' 73—' #Kg:,,#
11 11
Am’ Arpegigo F Diminished scale
107 I;)bmaﬂ' D75 G’ Cm(maj?)
"o = e & [ . | ” He
Q_HL:'E, % — — Y 77— | o1 ¢ 3 —
z ——— ]

C Harmonic minor scale
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Example 5 The Development of Improvisational Motifs by Larry Grenadier’s Solar

47 Dbmaj? Dm’(9 G7 Cm(maj) —~
L - | - 'F'
S e e e e —
Zobh g e ——® se | ® & I=¢ !
L 3— 1 I__3 ! L 3— 1
11 9
13
Motive
Gm? Cc7
50 - - Py i
T — F 1§ tefe . |
ZEE == s STt g ——
L—3— | S— T L 3 ] L ‘3 ]
11 9 3\59 11 B9 , 4
v R .

aAUs1ena (Discussion)
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Idaenunsnlasiainsveadessrarunsduiunesa ii7-v7-Imaj7 uaznisiasungyuaidesdu o de
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wuuflnvinuedl 1 fideviAsafudnuasfangnmsduiulinvesuupagiuuusnsmdme
NaNnEIY 91NN1susSasUsEnevluumiwaalyan Wunisasidldinasione 5 fansvedlindiun
ﬁ’qﬁ;ﬁnmmﬁaﬂmimL“f]ummﬂwiziaﬂ (Phrasing) 8031892 5/2 vudas ¥z 4/4 Feilw
NRANUTALEINUINIITIMIEATI UemelaTas1adueusesaun1saLiunesa ii7-V7-Imaj7 @1u150
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Example 6 The Development and Utilization of a Five-Beat Pulse Derived from Half-Note Values

Dm? G7 Cmaj7 Dm? G7 Cmaj7
o } T—1 n  — } T P — ) 2 lf. 1|
e S I > R - S N N ! i S
i 1 d 1 d 1 i % ! | | 1 1]
12 3 45 1 2 3 - 4 5

=2 v A IS dy A LY v v g v S| (% %
wuuRnyinwed 2 dilleniigiiuguiuudnsdameraunaiuntdnguinasdme 3 Jane
Wnfmusean ndulnshidgaiunislelaluunnacleary e delayadulvginaiunsafiansan
Wunisuuslssloanisdanguismzlimadaniatuy dnsdaniz 9/8 douuusnsndeniy 4/4
=t a &4 v X ] ' Y o o Y o o § e
FawufntiitoadanugunsusiasdiugesanldndiiiUseaalaegretiung awviviginaiunse

AIUANNITARIAATOUYDITAT T AT {ITedelanmuanisaiulin aiulasasiades

1%
L 1%

UT2a1uu89n15A N AUABSA 1i7-V7-Imaj7 52Ul UASINIETNINNABIAUTTLAITIULEUN UKD

(Example 7)

Example 7 The Use of Odd Meter Patterns Structured around Three-Beat Pulse Groupings
of Dotted Quarter Notes

7 7 7
Dm G -'-/_\-'_Cma.l
- o Pt r ] r ] Pt A |
: - 7 T i ) V2 I ! i,) ! ! ! 72 T E e il\’ fJI i!
—“— i f T T ¢ Y I 1 14 1 T i

wuuBinitnuedt 3 1Hunisussendannnisdulnsladdiunisiala luummasloarsf fidemn
AerfugUuuuandmenannauilinguinessmg 2 famglindaiusegn ideuuudam
Famg 3/4 wuunsei MeiiieliiAnaudedenisussias Arnaunsafiansandunisdousdns
Jamy 6/8 W gRdgldlinaundnlulassaiadesUszarunisanliunesa aufsaseanuiiaula
Fren1snszatsdudesfomeldaadanity Turasisveaudazuuuiininee wnadieaay

narnnanglunisiln (Example 8)
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Example 8 The Use of Odd Meter Patterns Structured around Three-Beat Pulse Groupings
of Dotted Quarter Notes

Dm’ G7 Cmaj7

N
el
e

e

o
N

*

"

i
| THEN

>
»
|

wuuRnvinwed 4 WJunisdszendainnisdulnshddunislelaluumwasles 7 1unisin

'
o = a 1
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va o
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L% L3 (%

Husznuany (Example 9)

Example 9  Rhythmic Characteristics of Quarter-Note Triplet Groupings

/
= | Il

P e Tt et

&

wuuBindinued 5 1 Hunisuszgndainnisusaasdsenauanuniwasduie sl fidew
Rerfunslinguaanluguuuudnsdamenaunan Ingldnsdanguliin 3 ¢ vudnsdems 5/4
Uszneuseliniilszgn Winfun wazldnfdideslssfudiudosfamelinanunediutn
niledu elsgfnanunsavsnasuudnadaomedaldie mnmusungueailusuuuudanaald

98199118y (Example 10)

Example 10 Grouping of 3 Notes in a 5/4 Time Signature

Dm? G7 Cmaj7
Py 3 1 P !
e 5 e — i i o f il = — — = ] i
Il 1 Il = | : 1 1 1 (] 1
T T ! 1 1 =1 I 11 : 1l
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wuUBiniinued 6 Wunsussgndanmsdulngladdunslelaluumnasdise sl o
Aeatunsldnguaainlunisutssylon fnaunsideslesfudiuges sufedangulinaumensd
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Snardame 5/4 el azdadulufimsfinguuuunsadrsssleadensimunnguluiividaeiinise

N1589 Warn139818 (Example 11)

Example 11 Using Clave Patterns to Structure Musical Phrases

Dm? G7 (Cmaj7
—_— I~ — - —3— —
3 3 343 3— =5
!: (3] !~ !. I
- | I ——] - 1 1 | B — | | 4 1
| | I_3_|

wuuRnvineed 7 1WunsussgndannnisussiasUsenauluunmasnasdnlyarieaiia Taus
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IAssas1adesuszarunsaiunese (Example 12)

Example 12 Clave Grouping within an Odd Time Signature of 4+3/4

Dm? G7 Cmaj7

wuullniinwed 8 Wunisuszyndannisdulnshdaunislelaluvmwaslesry Lidlem
A Y @ N Y an ° 5 Y v o 1%
Wenfun s luinaiesnsdiaueuazn1sg) ugUluudnsWaNauuuens1danie 4+3/4 19

naueaaswdu 4 Inasdomne Tnglunquusniesd 1-2 Tdnsuusdszleavesnisianguldn lned
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lsrasdiouandliiuianisveneluiin Tudiungud 2 fesh 3-4 1 Juinsimuludinieisnns
gowazUSuszauldes fidulamuualviegluveulunvedassaiadessvarunisaniunese ii7-vi-

ii7-v7 waztiinanuiiaulasenisidldausnaese Tudiuvesnisussiadlunlasun@n (Example 13)

Example 13 Motif Development Using Presentation, Repetition, and Rhythmic Variation within

the 4+3/4 Time Signature

Dm’ G7 Cmaj7
- P £ ") o P

1> Do i - } 1 I i ) f* ™ f = o ]
= — = ——= : : : ! : |

T T T
3 Cm’ Fm7 hBb7 Ebmaj7

1 I P » be
) 1 I T > & 1 I V= Il 1]
e ——— 5 xF - o t T H o 7S 1 — H

Il 1 |V 1 1 17 1 T 14 - | 4 I 1l
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1 1% I = . 1% % % %4 £ £ %4 £ o
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2 ¢ ellfinslddrudesvesliaadn 1 9u lWadadi waznguvedldnaiune1ansan LilaLiiy
4 1 2% = o a 4 2/ I [J a s 4 s A
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LMNUTUAINVEIEADIA ii7-V7-Imaj7 Uag viT-ii7-V7-Imaj7 MNTUasunaualdedi 2 nauaidese

1 M9V UURNYINEE (Example 14)

Example 14  Structuring 7/4 Time through a 4+3 Subdivision to Create an Odd Meter

Em’ Am’ Dm’ G7 Em’ Am’ Dm? G7
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T
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N
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N
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Jemgmenguldnaiuneg1ed alunuivinueswdu IngnslduuiAnnisussiasdiaiude 2 uag
J ° % I s v I3 o W oy v ad

imdeuTUBIIaIIETLg 9 luiwes ausiensusTiatensilla wuuRnvinwelgindesdinugiuay

AaBIIINIENIMNIsUTSARTudImMEa insgtindsavesdnluwuuiiniinuesiune 12 nauades

UULANNIT NV EILALER E2-C5 (Example 15)

Example 15 The Presentation of Motivic Development for Melodic Improvisation in an Odd

Meter Context through Phrase Segmentation and Triplet-Based Rhythmic Grouping

;3
3N
"“'u
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Ne)
Y2 )
1T

T

L)

]

wuuRnyinwens 10 uniifideladnunesuisiduiisaanzdinsudurintuy uenainidd
R , 4 - NP &
\Wenndnunning Maganunsaweslesiufnveudazuviiniluduneu lngaunsaaunu QR Code i

Wisihfsnuuinatuliu (Figure 2)

Figure 2 QR Code: Exercise

JDLEUBLUZAINNTTAAY (Suggestion)
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Anfnssuusznia (Acknowledgement)
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Abstract

This research aimed to develop activity sets and examine its effectiveness designed
to promote learning and well-being among the elderly in U-Thong District, Suphan Buri
Province, through the use of creative music innovation.

The study employed a mixed-method research approach, combining qualitative and
experimental methods. Ten key informants contributed to the development of the creative
music innovation, comprising three senior artists with specialized knowledge and seven
representatives of traditional folk music genres: Reua song, Ten Kam song, Pisatharn song,
Ra Bum Ban Rai songs, Isaeo song, Puang Malai song and Choi song, with one representative
for each genre. A total of 29 individuals, including the U-Thong district chief, assistant public

health officers, and representatives responsible for senior citizen activities from 22 sub-district
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health-promoting hospitals, participated in the development of the activity sets. The
experimental phase involved 25 elderly adults in the pilot study and 125 elderly adults from
five subdistricts (25 participants per sub-district) for the broader implementation.

The research findings are as follows:

(1) The development of activity set to promote learning and well-being among the
elderly in U-Thong District through creative music innovation revealed that the creative music
innovation, derived from the unique folk music identity of Suphan Buri Province, focused on
the Sroi Suphan song. The composition consisted of four parts: the Sroi melody, the invocation
melody, the village dance melody, and the garland melody. The musical composition was
based on pentatonic scales and employed folk dance rhythms. Movements accompanying
the music were adapted from seven exercises in the E75 Senior Fitness Program by the
Department of Health, including hand clenching with foot stamping, cross-step movements,
upper and lower arm movements with square steps, and other dynamic gestures. The
evaluation of the creative music innovation indicated the highest level of appropriateness
overall. The activity sets comprised four sub-activities: 1) learning about Suphan Buri’s folk
music, 2) singing the Sroi Suphan song, 3) performing movements to the Sroi Suphan song,
and 4) promoting learning and well-being among the elderly through creative music
innovation. The activity sets were rated highly appropriate overall (M = 4.64).

(2) The effect of activity sets to promote learning and well-being among the elderly
in U-Thong District through creative music innovation yielded the following results: (2.1) The
effect of activity set to promote learning and well-being among the elderly in U-Thong District
through creative music innovation in the pilot study revealed that: 1) The elderly’s learning
achievement improved significantly after using the activity sets with a statistically significant
difference at the .05 level. 2) Physical well-being results showed that 60% of older adults had
higher systolic blood pressure, 56% had higher diastolic blood pressure, and 68% had higher
pulse rates after using the activity sets. However, the pulse rates remained within the normal
range. In terms of mental well-being, 32% of older adults reported increased happiness, and
56% experienced reduced depression levels. And 3) Overall satisfaction of the elderly towards
the activity sets was rated at the highest level (M = 4.85). (2.2) The effect of activity set to

promote learning and well-being among the elderly in U-Thong District through creative music
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innovation in the broader implementation revealed that: 1) The elderly’s learning achievement
improved significantly after using the activity sets with a statistically significant difference at
the .05 level. 2) Regarding physical well-being results, it revealed that the average systolic and
diastolic blood pressures before using the activity sets were 128.31 mmHg and 76.43 mmHzg,
respectively, with an average pulse rate of 76.86 beats per minute. After using the activity sets,
it found that the averages increased to 138.58 mmHg for systolic pressure, 81.05 mmHg for
diastolic pressure, and 84.20 beats per minute for pulse rate. Furthermore, when comparing
blood pressure with pulse rate before and after using the activity set, it revealed that 77.6%
of older adults had higher systolic blood pressure, 68.8% had higher diastolic blood pressure,
and 80% had higher pulse rates after using the activity sets. In the aspect of mental well-
being, it found that it improved with an average happiness score increase from 4.13 to 4.71
and a decrease in the average depression score from 4.86 to 4.20. Comparisons showed that
32% of the elderly experienced increased happiness, and 24% reported reduced depression.
And 3) Overall satisfaction of the elderly towards the activity sets with the activity sets was

rated at the highest level (M = 4.62).

Keywords: Activity Sets / Promote Learning / Promote Well-Being / Elderly /

Creative Music Innovation
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Example 1  The Melody of the Sroi Suphan Song in the Creative Music Innovation

i i i |

sinla  pa wattha na tham thai kho fak ao wai  hai yaowa chon suep

13
f) | . e [~ | A\
san sinla pa wattha na tham thai kho fak ao wai  hai yaowa chon suep san phi nong dai rong ram
79
p . EE— . e -
D o I | I 1
1 —® 3 I
') — ——
kan phi nong  dai rong ram kan rong phlengphuen ban_____ thin su phan bu
23

T

S—————— e =

ri rong  phleng phuen  ban thin  su  phan

) o * & *f e . -
1
bu

Figure 1  The Creative Music Innovation
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Figure 1  The Creative Music Innovation (cont.)

Figure 2 The Creative Music Innovation Derived from the Unique Folk Music Identity of

Suphan Buri Province
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Abstract

Claude Debussy was one of the most prominent and influential figures in classical
music towards the end of the Romantic period and the early Twentieth century. Generally
known for his compositions for piano and orchestra, his chamber music works have often
been overlooked. Composed in 1915, Debussy’s Sonata for Cello and Piano marked
Debussy’s return to composition after a period of inactivity. The Sonata for Cello and Piano
reflects compositional techniques from the 17" and 18" centuries while showcasing his
refined and innovative techniques over the span of his career. The Sonata for Cello and
Piano departs from traditional forms of the Classical and Romantic periods, incorporating
Impressionistic elements such as fluid tonalities, ambiguous harmonies, and unpredictable
rhythms, which challenge performers to experiment with their technical and interpretative
skills. Comprised of three movements—Prologue, Sérénade, and Finale—the Sonata for
Cello and Piano demonstrates Debussy’s ingenuity and expressive depth.

This research examines the technical challenges in Sonata for Cello and Piano and
offers methods to address them, while incorporating the researcher’s interpretative insights.
It focuses on bowings, fingerings, special effects, dynamics, expression, tempo, and ensemble,
supported by a detailed practice guide. A Comprehensive Practice Guide for Debussy’s

Sonata for Cello and Piano is based on artistic research. Music performance’s structured

* Corresponding author, email: andreiaclaudette.b62@rsu.ac.th
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daily routines make it well-suited to practice-based methods, allowing for systematic
recording and analysis of techniques and interpretative approaches. The initiation of the
research was first established with the selection of the piece. The researcher will then review
a variety of literature including relevant books, articles from peer-reviewed journals, theses
and dissertations collected from ProQuest, audio recordings, and videos of masterclasses in
order to build a strong foundation for studying Debussy’s Sonata for Cello and Piano. Data
collected in the preliminary phase do not hold conclusive results.

Therefore, substantial findings will be derived from the process of artistic research
drawn from the researchers own experience during the preparation for the performance of
the sonata. The researcher will be actively involved in the creative process of experimenting
with techniques and interpretation during practice. Simultaneously, the researcher will reflect
on the results of the creative process and document them in detail. Being that artistic
research is an iterative process, this will require the researcher to revisit and refine their own
work. By embracing this approach, not only will this foster continuous improvement but also
enable a more profound exploration of the artistic possibilities.

The practice guide is laid out mainly into two parts. The first part presents the
researcher’s interpretation of the Sonata for Cello and Piano whereas the second part
presents efficient solutions and methods of practice for addressing technical challenges
inherent in the sonata. A recurring challenge in the Sonata for Cello and Piano is phrasing.
Although Debussy’s original slurs are intended to shape the phrasing, they can create
technical difficulties during performance. To overcome these challenges, the researcher
presents modified bowings and fingerings that maintain Debussy’s artistic intentions. The
Sonata for Cello and Piano highlights timbre and presents interpretative challenges. Pizzicato
plays a significant role in the Sonata for Cello and Piano, featuring six types of pizzicati—
pizzicato with staccato, pizzicato with tenuto, chord pizzicato, s\urred pizzicato, pizzicato
marked with arraché, and left-hand pizzicato. For each type of pizzicato, the researcher has
designed specific methods of execution. Furthermore, the researcher has assigned specific
techniques such as spiccato, sautillé, and ricochet to certain passages in order to effectively
perform each passage. Both artificial and natural harmonics appear in the sonata, however,

the researcher presents more than one way in which these can be played. The practice
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guide enhances the interpretative analysis by providing practical solutions to the technical
challenges in the sonata. It underscores the importance of precise bowing techniques and
systematic fingerings, particularly in passages featuring frequent string crossings, contrasting
dynamics, rapid runs, and wide leaping intervals. This research offers a simple corrective
string crossing exercise, methods to achieve seamless string crossing, points on how to use
specific bow techniques for certain passages, and four practice methods for the left hand.
This research provides a comprehensive analysis of Debussy’s Sonata for Cello and
Piano, offering performers practical guidelines to improve technical skills and interpretative
understanding. By emphasizing the connection between technique and expression, it
highlights that successful interpretation requires both technical mastery and emotional
depth. The research combines scholarly insight with practical guidance, equipping cellists to
approach the sonata meaningfully and bring their unique voice to the music. While focused
on Debussy’s work, the methods presented serve as a flexible framework applicable to other
musical genres and repertoires, encouraging musicians to adapt these methods across styles

and periods.

Keywords: Debussy / Sonata / Cello Performance / Artistic Research / Practice Guide

Claude Debussy was born on the 22nd of August 1862, into a humble family of
modest means.' Debussy became one of France’s most prominent composers and was to
be recognized for his aesthetic and “Impressionistic” style.? He was one the composers who
found themselves between the Romantic period and the Twentieth century, two contrasting
periods in music. Often trying to escape the bounds of traditional music and its conventional
techniques in composition, he would time and again find himself in contradiction with his

own beliefs.> Undoubtedly, he was one of the precursors who bridged the gap between the

' Léon Vallas, Claude Debussy: His Life and Works (London: Oxford University Press, 1933), 1.

2 William W. Austin, Music in the 20" Century: From Debussy Through Stravinsky (New York: W. W. Norton,
1966), 24.

® Edward Lockspeiser, Debussy: His Life and Mind (Cambridge, MA: Cambridge University Press, 1962), 230.
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late Romantic period and the early Twentieth century, establishing new techniques and
reintroducing ancient ones.*

Renowned for his orchestral compositions and solo piano works, a few of his notable
compositions includes Prelude a l'apres-midi d'un faune (1894), Pelléas et Mélisande (1902),
Nocturnes (1899), La mer (1905), Images (1907), Preludes for Piano (1913), and Jeux (1913).”
In 1915, Debussy conceived the idea of composing a collection of six sonatas “in the ancient,

6 This would come

flexible mould with none of the grandiloquence of the modern sonatas.
to be known as the Six Sonatas for Various Instruments. The first of these sonatas was the
Sonata for Cello and Piano (1915), followed by the Sonata for Flute, Viola, and Harp (1915),
and the Sonata for Violin and Piano (1917). Unfortunately, Debussy’s declining health led to
his passing in 1918, resulting in the completion of only three of the six planned sonatas.
Debussy composed the Sonata for Cello and Piano after spending nearly a year being
unable to compose any music, as a result, it was as if he had to relearn it, so much so that
Debussy expressed that “It was like a rediscovery and it’s seemed to be more beautiful than

ever!”’

This is very much apparent as Debussy wrote in another account that “I’ve actually
written nothing except ‘pure’ music: twelve etudes for piano; two sonatas for various
instruments, in the old French style.”® His late works embody a deliberate effort to return to the
old compositional ways of the 17" and 18" centuries.” As a result, Debussy’s compositional
techniques developed over the course of his career were presented in a different and more

refined way.'

¢ Edward Lockspeiser, 187.

> Wendy Thompson, The Great Composers (London: Hermes House, 2010), 187.

¢ Cited in Francois Lesure and Roger Nichols, Debussy Letters, trans. Roger Nichols (Cambridge, MA: Harvard
University Press, 1987), 303.

" Cited in Francois Lesure and Roger Nichols, 303.

8 Cited in Francgois Lesure and Roger Nichols, 309.

? Léon Vallas, 261-262.

1% Sunkyoung Hong, “A Stylistic Analysis and Technical Consideration of Debussy’s Sonata for Cello and

Piano” (DMA diss., The City University of New York, 2002), 9.
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The sonata represents a departure from the traditional sonata form prevalent in the
Classical and Romantic periods, showing Debussy’s inclination towards innovative structures
and harmonies.!! However, Debussy’s exploration of Impressionistic techniques, such as fluid
tonalities and ambiguous harmonies paired with unpredictable tempo and rhythm, may
present challenges for the performer.'? At the same time this also presents the opportunity
for the performer to experiment with their technical and interpretive skills. Apart from this,
the sonata holds significance both within Debussy’s oeuvre and the cellist’s collective body
of works, as it is one of his few chamber works that includes stringed instruments."
Debussy’s style is remarkably unique in its character, and without a proper understanding of
his compositions and artistic approach, the performer may struggle to navigate the technical
complexities and interpretive nuances in his music."

The Sonata for Cello and Piano consists of three movements: Prologue, Sérérande,
and the Finale. Each movement presents its own unique character, exploring new sonorities
and color. Moreover, the sonata exhibits ingenuity, expressive depth, and musical innovation,
exhibiting the versatility and continuous evolution of Debussy."

The main objectives of the research are: 1) to examine the technical challenges
inherent in Debussy’s Sonata for Cello and Piano; and 2) to document effective methods for
overcoming technical difficulties encountered within the sonata, whilst also providing
interpretative input regarding expressiveness.

This research aims to provide cellists with solutions and strategies to navigate and
overcome the technical challenges inherent in Debussy’s Sonata for Cello and Piano. Given
the relative scarcity of research focusing on the performance and technical aspects of this
sonata, the researcher aims to contribute to the existing body of knowledge by offering a

detailed exploration of its interpretative and technical demands. By doing so, the researcher

! Elizabeth K. Cantrell, “Analysis of Debussy’s Sonata for Cello and Piano” (DMA diss., University of Georgia,
1988), 24.

'2 Sunkyoung Hong, 3.

3 Elizabeth K. Cantrell, 1.

" Sunkyoung Hong, 28.

5 Leon Vallas, 262.



Article No. R0709 (17 Pages), ISSN 3027-7094 (Online) Msansaus¥ean U7 20 atiufl 2 nsnges-Sunau 2568
https://doi.org/10.59796/rmj.V20N2.2025.R0709 Rangsit Music Journal Vol.20 No.2 July-December 2025

aspires to not only enhance pedagogical resources for cellists but also to deepen the
broader understanding of Debussy’s Sonata for Cello and Piano.

Although explicitly written for “Cello and Piano”, the researcher will be focusing
solely on the performance aspect of the cellist, while also taking the piano part into
consideration where necessary for the interaction and connection between the two
instruments. For the purpose of this study, the score edition used will be from Editions
Durand,'® the publishing company that Debussy himself was closely acquainted with.

Debussy’s Sonata for Cello and Piano may present intricate technical difficulties for
the performer. Challenges may encompass establishing bowings and fingerings and
determining interpretations for special effects, dynamics, expressions, and tempo throughout
the sonata. Focusing on these issues, the researcher acknowledges the complexity of making
these decisions, recognizing that there might be more than one way to approach the
technical challenges inherent in the sonata. Furthermore, the piano part will be taken into
consideration where it is crucial and necessary for the cello to adapt seamlessly in context

with ensemble playing.

Methodology

“A Comprehensive Practice Guide for Debussy’s Sonata for Cello and Piano” follows
an artistic research approach. Ginsborg argues that practice-based methods align well with
music performance due to musicians’ regular practice routines, which can be objectively
recorded.'” In “A Comprehensive Practice Guide for Debussy’s Sonata for Cello and Piano”
the researcher addresses specific practice challenges whilst proposing possible solutions. The
researcher will also incorporate their personal experiences, suggested exercises, and

interpretative ideas regarding expression, dynamics, and tempo.

'S Claude Debussy, Sonate pour Violoncelle & Piano (Paris: Editions Durand, 1915).
" Jane Ginsborg, “Research Skills in Practice: Learning and Teaching Practice-Based Research at RNCM,” in
Research and Research Education in Music Performance and Pedagogy, ed. Scott D. Harrison (Dordrecht:

Springer, 2014), 82.
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Before beginning the iterative process of practice, it is essential to study elements
beyond the printed music, such as historical background and musical analysis, to make
informed technical and interpretative decisions. This foundational understanding, supported by
listening to recordings and observing masterclasses, helps establish criteria for the desired
outcome.

In preparation for the research, the researcher will gather a wide range of literature
related to Debussy’s Sonata for Cello and Piano and its performance aspects. This includes
books, peer-reviewed articles, theses, audio recordings, and masterclass videos. The
collected data will then be analyzed by studying its relevance to the research, exploring the
historical and theoretical backeround of the sonata, observing professional performances,
examining the origins of the techniques used, and reviewing scholarly texts that address the
sonata’s technical challenges.

Since the initial data does not yield conclusive results, key insights will emerge from
the researcher’s hands-on artistic process while preparing the sonata for performance. The
procedure involves defining the research objectives, experimenting with practice techniques
informed by the data, reflecting on and documenting the creative outcomes, and
continuously refining the outcome through an iterative process in order to deepen artistic
exploration.

The presentation of research data will unfold in three phases: performance,
documentation, and dissemination. The researcher will first perform Debussy’s Sonata during
their Master’s Recital, applying the research findings in a live and recorded setting. Next, the
findings will be thoroughly documented, including the methods and decisions involved in
the preparation and performance.

Upon the initial study of the Sonata for Cello and Piano, the researcher has decided
to divide the practice guide into two main parts. The first part will address interpretation,
covering bowings, fingerings, special effects, dynamics, expression, tempo, and the interplay
between cello and piano. The second part will focus on effective strategies for overcoming

technical challenges that may arise throughout the Sonata for Cello and Piano.
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Summary and Discussion

To establish a cohesive progression of this research, the researcher refers to
Cantrell’s'® formal analysis of the Sonata for Cello and Piano. For the most part of this
research, the researcher agrees with Cantrell’s formal analysis of the Sonata for Cello and
Piano. Cantrell contends that the Prologue is in a simple A-B-A' form, whereas the Sérénade
is divided thematically into sections with a rondo form of A-B-A-C-A. As for the Finale,
Cantrell claims that this movement is divided into two parts with an axis in between.
However, the researcher would like to argue that instead of viewing the short section
between the two parts as an axis, it can be viewed simply as a link or a bridge between the

two parts.

Example 1  Prologue: Fingerings

An issue that will frequently reappear throughout the Sonata for Cello and Piano is
phrasing. While the slurs originally written by Debussy aim to shape the phrasing, the
researcher finds that they can present technical difficulties. The researcher proposes

modified bowings to address these difficulties while preserving Debussy’s intended phrasing.

18 Elizabeth K. Cantrell, 12-26.
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String crossing, particularly in mm. 5-7 (Example 1) and mm. 35-36 of the Prologue, is another
issue that can be mitigated by designing fingerings that help reduce the need to cross strings.
However, such solutions are limited when considering other factors such as bowing and
phrasing. Ultimately, the goal is to make fingering and bow changes as seamless as possible,
with mindful and smooth movements from both of the left and the right hand.

Often throughout the Sonata for Cello and Piano materials are reused repeatedly.
This presents the opportunity to play the same material differently according to the context
of each passage. In mm. 20 of the Prologue, a similar set of repeating notes is presented.
Instead of using the same set of fingering for each recurring set of notes, the researcher opts
to use three different kinds of fingerings for each recurring set. By doing so this adds nuance
to a simple set of recurring notes.

The Sérénade in particular emphasizes timbre, posing interpretative challenges for
performers. In the Sérénade, pizzicato techniques play a central role, likely inspired by guitar
strumming techniques' and Spanish music.? In the Sérénade the researcher identifies four
types of pizzicati in total—pizzicato marked with staccato, pizzicato marked with tenuto,
pizzicato of the chord, and slurred pizzicato. Each type of pizzicato requires a specific
technique to achieve the desired sound. A common issue within these types of pizzicati is
ensuring clarity, especially in the cello’s lower register. The cellist should make sure to
maintain a balanced sound with the piano part.

Marked as fantasque et leger, translated as whimsical and light, the Sérénade exhibits
dance-like rhythms with abrupt shifts in tempo. Coordination with the pianist is essential for
maintaining synchronization especially in passages where the cellist must lead the pianist.
Special effects like flautando and sur la touche create airy, flute-like sounds, however, the
researcher argues that the cellist must remain audible at all times. In mm. 8-9 of the
Sérénade, opposed to the E artificial harmonic written by Debussy, the researcher opts to

play the E natural harmonic using finger 3 placed on the E4 on the A string. By doing so, the

Y | éon Vallas, 262.
2 Edward Lockspeiser, 255-256.
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risk of playing the note out of tune is greatly reduced with the addition of having a clearer

sounding note with more reverberation (Example 2).

Example 2 Sérénade: Bowings and Fingerings

—
1 1 —

The Finale is lively with energetic rhythms, sharp tempo changes, and contrasting
dynamics. It is perhaps in the Finale that Debussy emphasizes this type of undulating rhythm
and dynamic. While the Finale contains fewer pizzicati passages compared to the Sérénade,
the same types of pizzicati appear with one added element—pizzicato marked with arraché.
Marked during the first few measures of the Finale, Debussy requires the cellists to play the
pizzicato in an aggressive, tearing manner. Measures 19-34 is dominantly played with
pizzicato, however, the researcher has specifically designed patterns and directions to cater
to the ease of the performance for the cellist. For instance, in m. 19, the researcher uses a
slanted upward pizzicato using the thumb for the chord and a downward pizzicato using the
index finger for the single note. The same idea is implied in m. 20. The upward pizzicato
direction of the chord ensures that the top note of the chord is audible. However, for the
chords in mm. 33-34, the researcher opts to play the chord assertively in a downward
motion, using as much force as possible in order to coincide with the written sforzando.

Another interesting aspect of this movement is the researcher’s decision to employ
left-hand pizzicato in mm. 85-86. By using left-hand pizzicato, the cellist is allowed a
smoother performance by reducing unnecessary movement between arco and pizzicato.
Additionally, the researcher also employs the ricochet technique during the arco parts during
this passage, allowing the cellist to perform these notes with as much articulation as possible

(Example 3). Another notable technique within the Finale is the use of sur le chevalet, a
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special effect employed to create dry metallic sounds that may suggest tension in music.?*
This particular effect can be found in in mm. 39-41 and mm. 77-78. Although mm. 39-41 is
marked as pianissimo, the researcher would like to highlight that consistent bow weight is
crucial for maintaining sound quality. At mm. 77-78, the researcher applies a heavier weight

to the bow to enhance the metallic effect further, adding intensity to the passage.

Example 3  Finale: Pizzicato

mvARAVAVA + m + nm +
0

The practice guide complements the interpretative analysis by offering practical
solutions for addressing the technical challenges identified in the Sonata for Cello and
Piano. It emphasizes the significance of bowing techniques and methodical fingerings. This is
particularly highlighted in passages that involve plenty of string crossings, contrasting
dynamics, rapid running notes, and leaping intervals.

The Sonata for Cello and Piano contains a few challenging passages in regard to
string crossing. Most notable of them are mm. 5-7 and mm. 35-56 in the Prologue and mm.
69-84 in the Finale. These sections, although brief, can be difficult, especially when
performed at a fast tempo or when the passage requires to be played seamlessly. The root
of the problem is excessive right-arm movement, which may disrupt fluidity in string crossing
resulting in fragmented phrasing. The researcher finds that this becomes appallingly apparent
when one does a simple corrective exercise of shifting the bow from one string to another
without moving the bow sideways. By doing so, the cellist will find that they don’t need to

move their arm excessively in order to move to other strings (Example 4).

! Valerie Walden, One Hundred Years of Violoncello: A History of Technique and Performance Practice,

1740-1840 (New York: Cambridge University Press, 1998), 208.
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Example 4  String Crossing Exercise?

Dynamics and phrasing are crucial elements of the sonata which require nuanced
control of the bow. While some passages, such as m. 16, m. 18, and m. 37 of the Prologue
and mm. 23-24 of the Sérénade, seem simple, they demand mastery of subtle and abrupt
dynamic changes. The passages previously mentioned have a repetitive nature, making it
possible to isolate the right hand during practice. Longer phrases, such as mm. 69-89 in the
Finale, require additional planning due to their lack of repetitive patterns. For this passage,
both the left and right hand should be practiced together to achieve seamless coordination.

The researcher suggests enhancing the performance of the Sonata for Cello and
Piano by incorporating these bow techniques—spiccato, sautillé, and ricochet. These
techniques are essential to convey Debussy’s expressive intent and to achieve smooth, agile
transitions. Measures 37-40 of the Sérénade require the cellist to play with a more articulated
approach. Given that the tempo is not so fast, the researcher finds that spiccato is most
suitable for this passage, requiring a more deliberate bounce of the bow. Practice involves
lifting the bow after each note, maintaining wrist flexibility, and increasing the tempo
gradually.

Measures 69-84 of the Finale is a particularly long passage with a continuous driving
rhythm. The researcher finds that sautillé is most suitable for this passage. Conversely, Hong
claims that this passage is a “large spiccato section.”? However, using a spiccato stroke

requires a more controlled bounce, possibly leading to tension and discomfort. Instead, the

2 Sourced by researcher.

# Sunkyoung Hong, 122.
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researcher uses sautillé as it allows a continuous bounce that relies on the bow’s natural
springiness, granting the performer more ease. The cellist should focus of relaxing the hand
and using a light bow weight for fluid motion during faster tempos. In mm. 85-86, the
researcher finds that ricochet is best suited for this passage as it produces multiple rapid
bounces by throwing the bow against the string in one motion. Considering that this passage
requires the cellist to shift quickly between arco and pizzicato, the researcher finds that this
one fluid motion of the bow simplifies the execution of the passage whilst keeping the notes
highly articulated. In regard to practicing the right hand, the researcher suggests that the
cellist isolate the right hand when they can. Playing the notes without having to rely on the
left hand promotes independence of the right hand. This isolated practice should be
continued until the right hand internalizes the movements, creating a strong sense of muscle
memory.

Measures 5-7 and mm. 37-38 in the Prologue, as well as mm. 15-18 and mm. 96-99 in
the Finale, require a more systematic approach to fingering. These passages may not feel
entirely natural or may prove less than ideal in terms of playability. Challenging fingerings in
the Sonata for Cello and Piano often require more methodical approach to practice, as they
involve not only complex fingerings but also wide leaping intervals and fast tempo.

To tackle these difficulties, the researcher recommmends isolating challenging sections
and practicing them slowly, emphasizing the left-hand shape and positioning. Any position
changes should be smooth and seamless. For longer passages, breaking them into smaller
segments allows for better execution of shifts and extensions. Speed can be gradually
increased as comfort improves, ensuring precise intonation and fluidity.

Following this discussion, the researcher will provide alternative methods in practicing
complex fingerings. These examples will be based on a short excerpt from mm. 5-6 of the
Prologue. However, these methods are not limited to this particular passage as these can be
applied and adapted to any passage regardless of the rhythm and duration of the notes.
Furthermore, the researcher suggests that the cellist use these methods in passages that the
cellist may find challenging or technically difficult. Given that these practice methods are
made for the development of the left hand, the bowings in the following exercise always

start with a down bow followed by simple alternating bows.
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Incorporating rhythmic variations is an effective method to enhance fluidity. Altering
the rhythm of a passage using long-short (Example 5) or short-long (Example 6) patterns. This
encourages the fingers to adjust to different timings thereby aiding muscle memory. This

approach helps refine transitions, precision, and control.

Example 5  Long-Short Pattern
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Example 6  Short-Long Pattern
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Another strategy involves grouping notes into sets of two, three, or four, which helps
focus on specific finger transitions. This technique breaks challenging passages into
manageable segments, making it easier to identify and address technical issues. As comfort
increases, the cellist should gradually add on more groups until they can play the entire

passage smoothly (Example 7).

Example 7 Grouped-Notes Practice Method

§
i
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Lastly, the researcher suggests practicing varied groupings to build muscle memory
and control. This method challenges finger coordination and strengthens execution and
precision. The researcher has added visual guides that represent the downbeat in order to
easily understand the rhythm. This practice method is not limited to this set of rhythms;
therefore, the cellist is free to explore other rhythmic combinations as long as it aids in

building muscle memory and the accuracy of the left hand (Example 8).

Example 8  Varied-grouped-notes Practice Method
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Ultimately, this article not only provides a thorough exploration of Debussy’s Sonata
for Cello and Piano but also serves as an invaluable resource for performers seeking to
enhance their technical abilities and interpretative insight. By combining scholarly analysis
and practical guidance, it fosters a deeper understanding of the work’s complexities and
invites performers to engage with Debussy’s music in a meaningful way. The emphasis of the

interdependence of technique and expression throughout the research reinforces the idea
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that successful interpretation is not solely about technical proficiency. It also requires the
ability to convey the emotional and aesthetic depth of the Sonata for Cello and Piano.

In conclusion, this article contributes to the field performance, offering both analytical
depth and practical advice that can aid cellists in their journey to mastering Debussy’s
Sonata for Cello and Piano. The insights gleaned from the research presented herein will
enrich the interpretative choices made by performers, allowing them to bring their own voice

to the Sonata for Cello and Piano.

Researcher’s Suggestions

In recent years, practice guides and artistic research have gained widespread
recognition and have become valuable tools for musicians. These iterative processes offer
in-depth insight into the researcher’s methods, strategies, and approaches to mastering
complex repertoire. Although this particular article focuses on Debussy’s Sonata for Cello
and Piano, the techniques and methods presented are not limited to this sonata alone.
Instead, this article offers a versatile framework that can be adapted across various musical
genres and historical periods, encouraging performers to tailor these methods to suit other
compositions and styles.

For those interested in the interpretation of Impressionist music, this article serves as
a valuable resource, helping reveal the nuanced expressiveness and the harmonic character
of Debussy’s compositions. Furthermore, the insights gained from this practice guide may
also enhance one’s understanding and interpretation of other works within the
Impressionistic genre, opening up new possibilities for expressive depth and stylistic

authenticity.
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