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Abstract

This article aims to examine and analyze the roles of school administrators in
supporting and promoting Thai musical arts and culture for children and youth. Thai music is
recarded as an important cultural heritage that reflects the national identity and cultural
uniqueness of the Thai people. Promoting Thai music in educational institutions plays a vital
role in fostering cultural values, a sense of national pride, as well as enhancing creativity,
musical skills, and desirable characteristics among learners. The scope of this study focuses on
the roles of school administrators in policy formulation, educational management, and support
for Thai music—related activities in accordance with the context of educational institutions and
community needs, in order to ensure that the preservation and transmission of Thai music are
carried out systematically and sustainably.

This academic article employs a document-based study approach, drawing on relevant
literature and research related to school administration, the preservation and promotion of
Thai arts and culture, as well as concepts of Thai music instruction in educational institutions.
The study involves the collection, analysis, and synthesis of data from books, academic
documents, research reports, and scholarly articles from both domestic and international
sources. The data are analyzed using comparative and content analysis methods. The research
process emphasizes the selection of credible sources that are consistent with the objectives
of the article, followed by the systematic categorization of key concepts concerning the roles,
responsibilities, and operational approaches of school administrators in supporting Thai music
learning and activities for children and youth. In addition, the findings are contextualized within

Thailand’s contemporary social, cultural, and educational settings in order to derive
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comprehensive conclusions that reflect an integrated overview of Thai music management in
educational institutions. The results can serve as practical guidelines for enhancing instructional
management and promoting Thai musical arts and culture effectively and sustainably.

The findings indicate that the roles of school administrators in supporting and
promoting Thai musical arts and culture for children and youth can be categorized into six key
aspects. First, policy support plays a crucial role, as school administrators are responsible for
formulating policies and strategic plans to promote the establishment and development of
learning resources within schools that focus on the preservation of Thai music. This includes
allocating budgets to support Thai music-related projects, integrating Thai music into the
school curriculum within music and arts subject areas or as elective courses, and encouraging
schools to implement programs aimed at preserving and transmitting Thai music. Second,
resource allocation is essential, as administrators should provide adequate budgets, Thai
musical instruments, instructional materials, and qualified personnel to support effective Thai
music instruction. The procurement of Thai musical instruments and the recruitment of
teachers with expertise in Thai music significantly enhance the quality of teaching and learning.
Third, the promotion of Thai music activities within schools is vital, including organizing Thai
music competitions at the school, provincial, and national levels to foster students’ musical
skills, encouraging Thai music performances during important school events, and supporting
the documentation and dissemination of students’ Thai music performances through online
media platforms such as YouTube and Facebook. Fourth, building collaborative networks is an
important responsibility of school administrators, who can establish partnerships among
schools, local communities, and external organizations, including Thai music institutions,
universities, and public and private agencies, to organize Thai music-related activities. Such
collaboration contributes to the sustainability and broader impact of Thai music promotion.
Fifth, the use of technology to promote Thai music in the digital era is increasingly important,
as administrators can support the application of digital technologies for teaching and
disseminating Thai music through the development of online instructional media and digital
platforms related to Thai music. Finally, the development of teachers and personnel in Thai

music is a key factor, as administrators should encourage professional development through
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training programs or further education in Thai music to ensure that teachers are well prepared
and capable of delivering instruction effectively.

In conclusion, the role of school administrators is a key factor in driving the preservation
and promotion of Thai musical arts and culture in a sustainable manner. Visionary
management, policy support, efficient allocation of resources, and collaboration with various
stakeholders contribute to effective Thai music learning management with tangible outcomes.
The promotion of Thai music in educational institutions not only serves to preserve the
nation’s cultural heritage but also plays a significant role in fostering learners’ balanced
development in academic achievement, moral values, and aesthetic appreciation. This enables

learners to sustain Thai cultural values while effectively adapting to contemporary society.

Keywords: Educational Administrators / Thai Musical Arts and Culture / Children and Youth
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Musical Arts and Culture for Children and Youth

Policy Supported Resour’.ce
Allocation
THE ROLE OF
Development of EDUCATION Promotion of

Teachers and ADMINISTRATORS IN Thai Music
Personnel in SUPPORTING THAI

: ; MUSICAL ARTS AND

Thai Music CULTORE el

Activities in

Utilizing
Technology to Building a

Promote Collaborative
Thai music



Article No. A0101 (18 Pages), ISSN 3027-7094 (Online) MsENTAURITEn U9 21 atuit 1 unTAN-AiguIB 2569
https://doi.org/10.59796/rmj.V21N1.2025.A0101 Rangsit Music Journal Vol.21 No.1 January-June 2026

d@guwa (Conclusion)

1AMsANW Wi fuimsaaudnundiunuimdiAgyedied sluniseysnvuazduasy
Aavinussaulne Tnolanizaunslnedsdoiduusanmeiamsssuiiasiousndnvaiveaid ng
fudunuresguinsluduilifosdnadenisaseguag v iausssy wazaundlngluszuy

A5ANYI wedsdanasan1swaILIte1vuludIuAILARas19assA andrtniuanutdulne waziinee

a vy 3

Findnme sadanulminldannsdne agdladuusziudidg 5 a1 laun

g L% ¢ v

1. MsfwuaulsvekagIdeiad Jusmsnsiuvuimeinaulunisysannisaunsinediiu

Y

wHUNTSBUNSERURAEAINTSUNRI S nsimuaulsuguasiderimindaay lildngansda

v

Aanssuadu uimsnandubinueslnedudruniisvsmdngasuazwnuianngisoussudussuuuas

'
v v Ao

soidles mnvaulovisuarideimiddaau masidunulududegbiaunsooy fndAauTamuss
Ineldagnadaiiu

2. M3damanineginsegadivszdniam nmsaduayuaunilnedosendeninensiuengan
wazifieame Hasulszana niosnund waryeainsidenng duimsnsdaassuasuimsdanis

ninensmatiogsounsukasuszuu Weasenmun mnisiseunisaeuna wasidunisamui

o 1 |

AuAaN SRS suluszeve
3. AMIATINATOUILAMUTINLD APUTINLBAUYUYY N1ALBNYY WATVLILUATUIRIUGTTY
Anusmdawmaildiiesiianingnsuazesdanuivinty widwiere1gna nsENUYesiang Ty

auns nelinindlnanaz ity nsiwusinsMiunderinlvnisauasufauimusssuiinausaLilo

2 =

LATINAIUINTU

4. Mydaatulontauwazusetunala guimsaisinnanssuniUalenmalyisuulduanioan

Y

[ Y

WU N15USEAIN NISHARS K3 DAISWAUINNWENINAUANS NANTTUNATT LN 899 18WaUTN®ENI9

aun3 widuasuasisnnuiula anunagilaludues wasinwensinuiiuduiau Fuludade
dAglunsimunuadnamuazdngnnveae nyulugaaded

5. ANSUSELIUNALALWAIUIDE199 DL 99 N1SAARULazUTELTUNANISAWESUAUMS e Ty

anufnwgeliusmaiugaudasaaiidesdsulse masuilsdatauanurainag Uniseu wag

AUnNA399081993939 faluiilavesnsimununimuasanudidulusseze
Ae fuimsanuAnwdtiunuimdrdglunisaduayuauesingluaniudnudlallyie
o cw g a4 A o Y a & A4 Ao o
nseusneginusssy mnudlduatesdalumsiauienvuliduladunailemiisinnieiausssy

fulalunuies wazanunsaegsiuiugaulaegwaisassaludnulneuavlantagiu



Article No. A0101 (18 Pages), ISSN 3027-7094 (Online) MsENTAURITEn U9 21 atuit 1 unTAN-AiguIB 2569
https://doi.org/10.59796/rmj.V21N1.2025.A0101 Rangsit Music Journal Vol.21 No.1 January-June 2026

Bibliography

Bunditpattanasilp Institute. Integration of Thai music in educational curricula. Bangkok:
Bunditpattanasilp Institute Press, 2020. (in Thai)

Disua, Pattera, Vitchatalum Laovanich, Chanatip Sorrasitt, and Amarin Morkon. “The Preparation
to Enhance Thai Dulcimer Playing Skills of Early Childhood.” Ramkhamhaeng University
Journal Humanities Edition 40, 2 (2021): 113-132. https://s005.tci-thaijo.org/index.php/
huru/article/view/256544. (in Thai)

Khamwan, Shittaporn. “The Role of Administrators in Promoting Community Engagement in
Developing Learners’ Quality at Basic Educational Institutions under the Jurisdiction of
the Primary Educational Service Area Office in Pathum Thani Province.” Master's thesis,
Dhurakij Pundit University, 2012. (in Thai)

Piromruen, Samarnjit, and Thaksika Chachawarat. “School Administrator Roles for the
Promotion of Leaners in order to Achieve the Desirable 21* Century Skills.” Journal of
Nursing and Health Research 18, 1 (2017): 3-10. https://he01.tci-thaijo.org/index.php/
bcnpy/article/view/83896. (in Thai)

Somprad, Kanokorn. “Learning Leadership of School Principals: A Grounded Theory Study.”
Social Sciences Research and Academic Journal 12, 34 (2017): 51-65. https://s005.tci-
thaijo.org/index.php/JSSRA/article/view/69250/74274. (in Thai)

Suttachitt, Narutt. “History of Thai Music Education: Perspectives from Theory of Education.”
Institute of Culture and Arts Journal 20, 2 (2019): 35-51. https://s002.tci-thaijo.org/
index.php/jica/article/view/199080. (in Thai)

Suwan, Surapol. “The Heritage of Thai Music in Thai Culture.” Asian Journal of Arts and
Culture 15, 1 (2015): 169-182. https://s006.tci-thaijo.org/index.php/cjwu/article/view/
95364. (in Thai)



Article No. A0202 (21 Pages), ISSN 3027-7094 (Online) MIansausiFedn U1 21 atuil 1 unseu-liguieu 2569
https://doi.org/10.59796/rmj.V21N1.2025.A0202 Ranegsit Music Journal Vol.21 No.1 January-June 2026

UNAUIBINTS (Academic Article)

ANLANANITERIeNISIABUNYUAdLasn 1 sEeaudnaaude

The Difference Between Change of Key and Modulation

! 53Tl Ineasey,” Un3dns agussisy,’ wuly suansladon’

yad asznadu,

Wedeauns uinInendesidn Unusid Ussmelne

“AuzAaunssueans unnIenaeinBa awan Ysemdlne

Wiboon Trakulhun,! Raweewat Thaicharoen,’? Parichat Euprasert,’ Khaekhai Tanasansopin*'
'Conservatory of Music, Rangsit University, Pathum Thani, Thailand

“Faculty of Fine and Applied Arts, Thaksin University, Songkhla, Thailand

wiboon.tr@rsu.ac.th, raweewat@tsu.ac.th, parichat.e@rsu.ac.th, khaekhai.ta@rsu.ac.th

Received: November 4, 2025 / Revised: December 5, 2025 / Accepted: December 9, 2025

[y =

Jagtunms@nwinunsseavgaudnuiludsewelnewmdgydymivaleau 1wy n13sianisisey

q
nsaou dentsaeu guasaifilddmiunsiounisasy wazmaidnfsesdanuifignies Tnstans
0¢1984 nsldddmianemenuniifinnamensuulannmwssnguiuniulne Jegaldiuly
meAvifadostunisesuialmguiausinieliuunfnnisussarudssiiulunusssudey
UftRRuvdonunilnda Tnsdgmidstudewvaddiamadunning wiwilhaasaudqla
panaAdeL inAudUaL nsestaineudlafin 4 unansirnsatuifeltagussasddesns
a¥eadlalvl nousiseniegauaiedune eliaenndosiuaumneuinsaossidw
seinednin “maAsungyuedeaarnstheguinaiades”
Mnenansuazisldlunsiounisaeunusslulsemalng Suuvadiin “vegiatu” Wy
“madsunguades” fadudatliaenadeuaslinsfuamuminesie dwaliAavdoasisaiu
iilaranmndeuluisunimasiisinslénauaidssguuusevinguidssnasuarluuesin Wudau
nilswoaunadanisidsunguadsntuiy femeiinguidsstiaoddindomususzinyuaiies

ey wluanuduaswudinnumneiuriswesidnuegadu muneds “nmsdiegudnaindemse

nsteldanedn” ludaudnaradeaseldnneiinlug

* Corresponding author, email: khaekhai.ta@rsu.ac.th



Article No. A0202 (21 Pages), ISSN 3027-7094 (Online) MIansausiFedn U1 21 atuil 1 unseu-liguieu 2569
https://doi.org/10.59796/rmj.V21N1.2025.A0202 Ranegsit Music Journal Vol.21 No.1 January-June 2026

[y

aatiu Jadndudesadrsanudilalvuidmiuain “vegiadu” assiiansanlianeiinsening

[y |

a =gy A ° = i a5 Y Y = o =
QmLLQLﬁﬂQ CM iag Cm %QISULQTE]Q‘WNWEJTJ?SQI']QED}LLQL?‘ENGWQ?\U LLW&IIUGWI@UﬂGn C AU uUnNU Nad

1
oA !

= « ~ ] y = « =~ oA a{' = 5
LYUULIYNIN ﬂiULLﬁ]LaEJﬁ@]GUU']u FUUU ﬂ']iLTJaEJUﬂQNLaEN ﬂ']iLTJaEJUIﬂJW ‘Vii@ﬂ’]imﬁiﬂm@ d3U

q U

nyuass CM waz Am MieTesmnedsssnyuadssuaznauldmiferfuudldanedndaiy nsdd
Jumsdhegudnaradesuy “nauadessin” ldindunmsdennnguidssuesiudsluues vise
Pnnquidsdduiuesluduaes dwldaneinseninanguaidss BM fu OM aznalinnednuayly
w3osneUszanguadssinsty nsddidu “nguadsadusisuein” ddaidedndunisdne
gudnaaides esndndladunguidsafnuugudnaradesiingamy
n1sgregudnaradeansedielunnedndadlifios 3 wuu Ao 1) LUUNYLAAEITIN 2) WUU
neywadedlnalfes waz 3) wuunguadesinglng drunguaidsguuiuiaznguadsadusisuedn
Lidumsthenguades duaeiasufifeturazidenelianedn dadundouendentufiadsiu
uunguadsafunaznguadedl f3ondeanzd “aesasulaesvedn” uenaini msthe
Teanednaunsadreluniouessiinuasiuieluuefivhiu dunssueavinfddminareenuuima
liianansnsessumstheaudnanadedls iesanlifinguadediiunsouentians
dusun1siiansanniinsdenuuadsmseli arsdesilauninasusenaunisdnduls
iesnuisauenaladugudnanadeduinuneiiaznanininséreliamedn uiunsnueraidniu
Wigs “nséreliametindansn” swiamssey “ihegudnaades” uardununedniin Ssuans

(%
[y

Iasgvnnsiudldansyddny Iuegiunaeitiansanishnuveuiasunna U LIuEIN Ll
a dl o = 2/ IS o/ 4 I~ a 49{ I 13

nsasueIemangUsEAnguadss uwlaziinisérequdnarsdesiniy egralsinig aunsany

nswWaguaTomneUssimauadesseninuseloanas aaunas Lay/visevisumad lalguiu du

nsruwmasniinisszynauadsslmituduiisinswasunguades wWeidunisivuagudnans

ealvlvd dl¥nséreaudnanadesnelaanuvineves “usgiadu”
Fdny : MIwAsunaualEes / m3dhegudnanades / mstheldaedn / msdeliimmetindaasm
Abstract
Presently, higher music education in Thailand faces numerous challenges. These

include the development and implementation of teaching methods, the availability and use

of instructional media, the provision of adequate teaching equipment, and access to reliable
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and accurate knowledge. Among these, a particularly significant issue is the translation of
specialized musical terminology from English into Thai. Such terminology is widely used in
courses on music theory that follow the concepts of the tonal era or traditional harmony.
Difficulties arise when these specialized terms are translated in ways that lead to
misunderstanding, confusion, or misinterpretation of the original concepts, potentially
affecting both teaching and learning outcomes. This problem remains one of the most
overlooked yet crucial aspects of music pedagogy in Thailand. Therefore, this academic article
aims to provide a renewed understanding and clarification, supported by relevant examples
and explanations, of the true meanings of the terms “change of key” and “modulation.”

Based on textbooks and teaching materials used in music education in Thailand, the
term “modulation” has consistently been translated as “change of key.” This translation,
however, is inaccurate and does not reflect the true meaning of the term. As a result, it has
led to misunderstandings, even in compositions that employ parallel key relationships
between major and minor modes, which are sometimes mistakenly considered part of
modulation techniques due to the differing key signatures of the two modes. In reality, the
correct meaning of modulation refers to a shift of the tonal center—that is, a change of the
key center or tonic that establishes a new tonal area.

Therefore, it is important to clarify the concept of “modulation.” For example, in the
keys of CM and Cm, although these two keys have different key signatures, they share the
same tonal center or tonic on the note C, without moving to a different tonic. This relationship
is referred to as “parallel keys,” which involves only a “change of mode” or “modal mixture.”
In contrast, CM and Am share the same set of notes and key signature but have different
tonics. This represents a shift of the tonal center between “relative keys,” whether moving
from major to relative minor or vice versa. Similarly, consider the tonic between BM and CbM.
In these cases, the tonic is spelled differently and the keys have different key signatures. These
are referred to as “enharmonically equivalent keys,” which do not constitute a shift of the
tonal center, since the listener still perceives the same mode on the same tonal center, only
spelled with notes from a different key.

There are three principal types of shifts of the tonal center or tonic: 1) relative keys,

2) closely related keys, and 3) distantly related keys. Parallel keys and enharmonically
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equivalent keys, however, do not constitute shifts of the tonal center under the definition of
“modulation.” The pivot chord that occurs during a tonic shift—a triad that exists in both the
original and the new key but functions differently in each—is specifically referred to as a
“diatonic pivot chord.” Furthermore, shifts of the tonal center can occur only to major or
minor triads. Diminished and augmented triads cannot support a shift of the tonal center due
to the absence of a key based on these triads.

When determining whether a composition involves a key shift, one should rely on
listening to the piece, as perception may differ. Some listeners may perceive the new tonal
center long enough to assert that a modulation has occurred, while others may experience it
only briefly and consider it a “tonicization.” The identification of the “point of modulation”
and the number of pivot chords may also vary. Such differences in analysis are not critical, as
they depend on the individual’s informed judgment and interpretation. Many compositions
do not change the key signature even when a tonal center shift occurs. However, key signature
changes can occasionally be observed between phrases or sections. Furthermore, in a musical
movement where a new key is indicated, this represents merely a change of key to establish
a new tonal center, rather than a shift of the tonal center in the sense of “modulation.”

Clarifying this distinction ensures greater precision in both teaching and analytical practice.

Keywords: Change of Key / Modulation / Change of Key Center / Tonicization
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2) fianudtnaugainly PAC (Perfect Authentic Cadence) 38 IAC (Imperfect Authentic
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3) insldvsevengnisaniuneinnigladninavesnyuatdesivd unnduiesansly

ADIATTAUEDY (Secondary Function)

¢ Miguel A. Roig-Francoli, 473.

" Robert Gauldin, Harmonic Practice in Tonal Music, 2™ ed. (New York: W.W. Norton & Company, 2004), 502.
8 Stefan Kostka, Dorothy Payne, and Byron Almeén, 300.

? Jane P. Clendinning and Elizabeth W. Marvin, Theory and Analysis, 4" ed. (New York: W.W. Norton &
Company, 2020), 558.

1% Stefan Kostka, Dorothy Payne, and Byron Almén, 300.

! Jane P. Clendinning and Elizabeth W. Marvin, 471.
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unUseiusinawnusssuienufuRian (Common Practice) neldssuuaun3lniia (Tonal
Music) dulugjudliegnelddnsna “Audnarndss” vseilundiladiunilulugiue “Wenedn”
RABAVIIUNINGY ulinisufuLazauUmNaIenLadssauluguziunguadesman (Home Key

= . & = = a . ' o Y ¢ =
38 Primary Key) v3o913t38nnayuatdeanaiin (Tonic Key) lngseninsunimasdndragudnanaides
Lufanaualdesdu meanuduiussusuulagduuunieseninnauanuiasnauaidednd lddum
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wananildevinanuinlaneudn nsdeaudnaranguaidssiiiadunigluundseiusinas
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Tnad wimnanulidnas (Accidental Note) Faululinlasunfin ieuansdsdnsnanieldlinmelinuie
L4 = 1 ! [ o 6 t:l' o a '
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5o S vy o XA ’ s
meluunnasvunaduvsenelunssuiuwaiy 9 laluiu netiiedeanislildalasininuinuiu 9
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1. Msdreaudnaradesuuunguadessau (Relative Keys)

a09NATUINEYUAFY CM Uag Am Iinsereaudnatadeawsell Feisaeanauadsdld

[ a

naulinuaziasemunelssdnguadeadeniu ildavednaai) nsdilunisdegudnaades

= 1 [ ¥ 1 = £ 1 = [ . . =l ¥
wuunauadsssi linazdeanngudssueesiudinguidssluwes (Relative Minor) wiadeann

naudsduiuesludinquidssues (Relative Major) tilasainnauwaideansaadldnguldnifaaiu
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YY)

s udioatslnognednnisuenvunquaidesluued azuulinaduiui 7 gelueiadoaiio
Wasulisdunedn (Subtonic) Whdultindads (Leading Note)

Figure 1 wanansauanuunyuadeaiaasiazluwes wuledn dnfouonmilouiuiou
v usunummthflanzdisiumelunguadeiaies wu aedn C Sunumidunouesmedn
(1) vunmuades M usBunssueniifeust () vunguaids Am dwiuniouoaduandietuiiud
V3auen Em (i) U E (V) waznsauen G (V) AU GE° (vii®) 9g13l5innu nayuatdss Am a1ansaasns
n3uLen Em (v) way G (VD) Ifldudu methequdnaradeswuunguaidsssdunséeniSoude
wn ilesnniinesedilismfussnisiamyuaissiuunn lneanzednds Wedunstie
Manguadesluuesludauuiess wu pyuades Am freluds CM G -> m) Fswuldvssluum

Uszitusinas viselunenduiunsdrenguadesanuieesiudslumes wu nayuadss CM gelud

Am (I -> vi) Agnansanulsussiuiy



Article No. A0202 (21 Pages), ISSN 3027-7094 (Online) MIansausiFedn U1 21 atuil 1 unseu-liguieu 2569

https://doi.org/10.59796/rmj.V21N1.2025.A0202 Ranegsit Music Journal Vol.21 No.1 January-June 2026
Figure 1 Comparison of Triads in Major and Minor Keys
I 1 111 1A% A\ Vi vil
C Major
C Dm | Em F G Am B°

Am B® C Dm F F GH°
A Minor

mM3thegudnatades Figure 2a) lWun1séeannduidssunesluduues lnensouen Am

[

(¥194991 4) T 2 UNUIM A YINNUINAe$AsIN (Common Chord %38 Pivot Chord) ¥adgnnaddne
¢ a A ° Y a o a . = )~ Y] U A a ¢
Audnasdgananfe vt inieueanain () vunauwades Am uagliunumnsoueaduiiineus

(vi) vuneyuatdes CM dau Figure 2b) Wunisdneainngudsanesidudaluuesineiiniouen C
(Veaf 4) vhwthilunesasiuvaeiaidnegudnalades

Figure 2 Chord Progression between Relative Keys

a) Modulation (i -> III)

Am‘Dm‘E‘Am‘G‘C‘Dm‘G‘C‘
Am: i iv v i ‘
‘ C vi \Y4 I ii \Y4 I

c|lFrle ] || F|Ee]am]om| e |am]

C: I v A" I ‘ (Iv)

’ Am : I VI A% i v v i
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dunemssdudesUszau Figure 2a) and 2b) @unsafiansantaindueesauulaeyyedn

nivuonaskasluuesifounanun sniunsuuen E Madrsuunguatdes Am windu dmiunis
] I3 o v o s 1 = [ I3 = 19 va & I3 A a
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v o

Sunthvunauwadss CM 16 dau Figure 2b) nSauan C (Foanl 4) WWuresausniisuiiunuivuu

= = Y Ay v & o N o ¢ i < s 1
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LR 3

wansinnulaTuegiunaeiiiavedusazynna wWu Figure 2b) 91938y MsaUen F (Wil 5) vimind

q

rosasmnluls wisaunsaseyimiuenavivaesinntninesaslaigui

Example 1 Valse, Op. 69, No. 2: Frédéric Francois Chopin
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Example 1 Tdn1séremudnaiadeqiuunaualdesianiiaes (Relative Major; i -> 111 lag
fiaaug PAC in Bm %0391 31-32 (V-i) aanduiiafiansannisanilutdsslszaiudaly wuan
Audnanadeslagneludinaguadss DM lnaviosd 36 Wuwawaud PAC in DM a1ndegneiliiulain

n38uen Bm v 32 innihiiresasiulviunyualdemsaes
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Example 2 ‘Am Feierabend,” Die schéne Miillerin, Op. 25, D. 795, No. 6 (Piano Part):

Franz Peter Schubert

49
H
A I
B | 7 = 5 on :
D=3 D g b? E t i~y b-G: b
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yax
) = 5 :
L. C )] L4 L4 — 2
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P=k =) =N -
F: I \% I v vii®6
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PA F Dm : ii®
55
A . w3 _
A—1 T < I I I Yte+ ™
[ Vi | D N L I |
L= =1
F;F- i b iz #;; f
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C— T z . - ® 7
= > = - = >
<’ > . <’
i$ \ i N6 iio6 i \ i PACinDm
I — I —
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MIUITWAIUNLINAY Example 2 agnglanguaidsaan Am Lilgauwdundseiusinasiidng

¢ = 1 < 1 =~ =W | a -] v =~ &
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! o a a vy ¢ = = ] s . . Y]
serinansaliudesszanuladegudnarndesiuunyuadeesiuuiass (Relative Minor) lugs
Neyadea Dm (1 -> vi) dmsunisdreaudnaades dunaviesit 55 Tdldasa C# (dnasuuiulades
FM) annsaiinsandu vz ba disausilefiansannisaniudsslssaiunazianud (Wean 55-
59) viiuledn egneldnaguades Dm lagldduianud PAC in Dm ogedniau Bnvismasaneumii
linasiluniowen E° (oeit 54) Feanunsavimiiilumesnsiusenineisaainguaidss uenaini

Funalunluradu (een 50) Wulipusneasauszinnluaniia (Pedal Tone)

2. msdhegudnanadesiuunyualdesdndifies (Closely Related Keys)
unUsziiusaunsindadiulugldnisdeguinaradeswuunuuadedndifies dadunisdne

¢ a v )~ | @ v a Y o I3 s A ] =
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WUMENTISIY (+) ¥30an () insemungdsednauaidsiniiliiiy 14 v3e 1b sudnauaides

SuvliniaeiviseluiueivainyuadadnalAestiu (Figure 3) wu

Increase Decrease
1) CM (0b/0#%) GM / Em (18) FM / Dm (1b)
2) Cm (3b) Fm / AbM (4b) Gm / BbM (2b)
3) DM (28) AM / Fim (38) GM / Em (18)
4) Dm (1b) Gm / BbM (2b) Am / CM (0b)
Figure 3 Modulation to Closely Related Keys
18 G Em Dominant Bb Gm 2b
0b / 0% @ Am Tonic Eb @ 3b
1b F Dm Subdominant Ab Fm ab
34 A Fgm Dominant C Am Ob
24 @ Bm Tonic F 1b
14 G Em Subdominant Bb Gm 2b

97N Figure 3 uandliiiudn nsdinsdneaudnaradeanvunguadeddndifenlunsieluds

aaa '3

lpegnetinnsauenfiadravulduunguadoniy (Wldnsouonnfidui) viedntenifeidunsowent

! ~ v o P ] a ¢ & a Y] =~ Y] = s
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=

wuULLesa (Natural Minor Scale) nséneaudnarudsslnalfgsinulaniluluundseiusauns
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ABIATINTENINNHAABsaRvaEAdedeAudnatndes (Figure 4) 1Wu nieuen Em vintg

) a A ¢ ... a ° Y v a ¢ ) a W
NIBULOAULALUR (iii) UuQigLLﬁ]LaEN CM LagmMAUINNIYLDAYUNLREUR (vi) ‘UUQQJ,LLQLﬁEN GM BuUnU
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Figure 4 Common Chords between the Tonic and Dominant Keys: Major Key
— — — )
Triads C Dm Em F G Am B°
CM (Tonic) I i iii v \Y% vi vii©
GM (Dominant) v \% vi vii® I ii iii
Triads C D Em FH° G Am Bm

Example 3 Piano Sonata No. 35 in C Major, Hob. XVI:35, lll: Franz Joseph Haydn
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(3

nolln (1) vunuwaldss CM wagyiniinsowondunaitud (IV) vunmwadss GM uanani N3
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AB3ATIN AnNeinlidssUssanulisuuuudiaudaignisiagouivuiy § (Parallel Sixth Chords) &4

Wun191AdauNaIveInase 1ve-iiit-it-it-vii®®

Example 4 Piano Sonata No. 3 in C Major, Hob. XVI:3, lll: Franz Joseph Haydn
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PAC in Gm

Example 4 uninasusnnilegneldnguaidssluues Tonsdemudnaadeinnyuwades
Cm lUga Gm (i > v) Gsauaniioan 29 Sunihiilunesnsiuvesivaenyualdesseninmgenis
antiudeslszaiu ednalsinnu dusunguadeluiues nisdreaudnarndeswuunyuaidss

TnaiAesannetnludimefitus (i -> v) Sresaltsiuniudias 2 aesa (Figure 5) Fetpunitnasnsiu
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Y a
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a s . | v = Y] aq 1 Y = v a
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Wi mibuen G anunsaasisuutulades Cm wuvensuelinlafeu Fannsdredneaziidu “n1séne
Audnasdsswuunauadssingng” uagmissyaniatednnisldresasiuvunguaidssuiseidnny

n3ée 1 -> v dunguadesluwesnuniséie i -> 11 vie i > v \Judulng
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Figure 5 Common Chords between the Tonic and Dominant Keys: Minor Key
Cm i ii® 11 iv \% VI vii©
(Tonic Key) Cm D° Eb Fm G Ab B°
Gm Cm D Eb F#° Gm A° Bb
(Dominant Key) iv \Y4 VI vii® i ii® 111

nsdneAudnansdesnuunauadossiuiasnayuadsdndfe wulain Msseyiinaled
1% & = Y v s 1 v s A A g s v = |
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AosaTIuiy eglsiniu nan1sleseenaunnaiuluediunaeiiavesusasynna'? lnallossiu
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q @

f§ aaa (3 I3

wieAosaLRes-luwesnuldn (Mm7) Alidavinsewen (vii®) vionasanddvinuide (Tnld viic7)
Tneamzedneds Hulindud 7 vemguadedl sudsfinsaneesafiinnuduiusuas viemds
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nswensenasamaiuluguzaosnsmlanmun (Example 3 and 4)

3. nséhegudnatadesuuunyualdesingng (Distantly Related Keys)
dmsunmsdegudnarndesuunguaidswinng Ianuduiusseniinguadssiuiag

naguadgdlvslsaiulaedude vselendt “nauadessing (Foreign Keys)”'* Wiaiiguiunisghenuy

12 Stefan Kostka, Dorothy Payne, and Byron Almén, 304.
" Jane P. Clendinning and Elizabeth W. Marvin, 476.
% Bruce Benward and Marilyn Saker, Music in Theory and Practice, 8" ed. (Boston: McGraw Hill, 2009), 317.
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negadeaTINkaziuunaiadedlnalAes Fanguadsdrdinigig (+) viean () IaTewmngUsed

NeYuaLdeanINndn 14 vise 1b Innayualdeny

Example 5 Piano Sonata No. 4 in Eb Major, Op. 7, II: Ludwig van Beethoven
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\% PAC in Fm
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PNUUUSIUTR 25-28 Farauiaudnanadeslageludemnauades Fm

Example 6  Piano Sonata No. 37 in D Major, Hob. XVI:37, lll: Franz Joseph Haydn
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Abstract

By the early 1960s, jazz’s long-standing dominance in American popular culture had
eroded. The genre had become increasingly associated with sophisticated innovation, often
prioritizing complexity over accessibility. While such developments solidified jazz’s reputation
as a modern art form, they also distanced the music from audiences seeking familiarity and
singable melodies. Meanwhile, British rock and roll, led by the Beatles, rapidly gained ground
as the new soundtrack of youth culture. In this climate, Louis Armstrong’s unexpected rise to
the top of the Billboard Hot 100 with “Hello, Dolly!” in 1964 stands out as an extraordinary
episode. At sixty-three years old, Armstrong displaced the Beatles from the number-one
position they had held for fourteen consecutive weeks. The event was remarkable not simply
because of its chart performance but because it revealed that jazz still had the capacity to
capture public imagination when certain conditions aligned.

The present study explores this moment as a case study in jazz’s ability to reconnect
with mass audiences during periods of diminished mainstream visibility. It does so by analyzing
Armstrong’s “Hello, Dolly!” across three dimensions: the musical attributes of the composition
and arrangement, the role of Armstrong’s persona and performance style, and the cultural

and historical environment that facilitated the song’s reception. Taken together, these

* Corresponding author, email: sopon.s@rsu.ac.th
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perspectives demonstrate how accessibility, humanity, and circumstance converged to
produce one of the most notable commercial successes in jazz history.

The first dimension, musical familiarity, centers on Jerry Herman’s melody and the
orchestration used in the recording. Unlike the dense harmonies and abstract lines that

I”

defined much of contemporary jazz in the 1960s, “Hello, Dolly!” relied on a diatonic
framework and a phrase structure rooted in repetition. This clarity made the melody instantly
memorable, bridging the gap between Broadway and earlier popular traditions. The
orchestration reinforced this sense of continuity. Armstrong’s All Stars featured the classic
three-horn frontline with banjo—an ensemble design long associated with New Orleans jazz.
For listeners, the sound was at once new in its Broadway context and familiar through
Armstrong’s historical associations. By combining recognizable traits with fresh material, the
recording created an experience that invited immediate audience connection.

The second dimension, humanity, highlights Armstrong’s interpretive role and public
personas. His gravelly voice, relaxed timing, and conversational delivery transformed Herman’s
straightforward tune into something deeply personal. The now-famous interjection “This is
Louis, Dolly” went beyond a casual aside; it functioned as an assertion of presence, drawing
listeners into a direct encounter with Armstrong himself. Audiences did not experience the
record as a polished Broadway excerpt but as an intimate communication from a beloved
figure. Armstrong’s warmth, humor, and charisma—qualities that had defined his career for
decades—were inseparable from how the song was received. Unlike many contemporaries
whose artistry leaned toward cerebral abstraction, Armstrong’s approach foregrounded
emotional connection. In doing so, he reaffirmed the idea that jazz could thrive not only as a
sophisticated art but also as an accessible human expression.

The third dimension, circumstance, considers the broader environment in which the
recording circulated. The mid-1960s music industry was shaped by radio programming,
Broadway crossovers, and the cultural dominance of rock. Against this backdrop, “Hello,
Dolly!” gained early momentum from insider advocacy: Armstrong’s manager, Joe Glaser, and
members of the Broadway cast immediately recognized its mass potential when they heard
preliminary recordings. Once released, the single benefited from extensive radio airplay and

was quickly incorporated into Armstrong’s live act, where it drew enthusiastic responses and
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multiple curtain calls. Word-of-mouth promotion amplified this effect, enabling the track to
rise rapidly on the charts. In overtaking the Beatles, Armstrong demonstrated that jazz could
still generate large-scale enthusiasm under the right cultural conditions, even at a time when
rock music seemed unassailable.

’”

Viewed together, these three perspectives reveal why “Hello, Dolly!” resonated so
strongly in 1964. The composition, with its melodic simplicity and echoes of familiar popular
songs, offered listeners a sound rooted in collective memory while remaining sufficiently
distinct to feel current. Armstrong’s persona infused the recording with humor, intimacy, and
humanity, qualities that contrasted with the detached coolness of some other jazz figures of
the period. The surrounding cultural landscape—dominated by the Beatles yet also energized
by the runaway success of the Hello, Dolly! Broadway production—created the conditions for
the song to capture broad public attention.

This case study also sheds light on broader patterns in jazz history. By the 1960s, bebop
and post-bop developments had made the music less approachable to casual audiences.
Extended improvisations, harmonic density, and abstract rhythmic structures increasingly
positioned jazz as art music rather than popular entertainment. While innovators like Miles
Davis and Dizzy Gillespie retained devoted followings and significant influence, their reach did
not extend to the mass cultural level that Armstrong momentarily achieved. Davis, for
instance, drew attention through his enigmatic personality and cultural commentary, which
kept him visible but not necessarily accessible to the general public. Armstrong’s success with
“Hello, Dolly!” thus represents a rare counterpoint: an instance when jazz temporarily bridged
the divide between art and mass culture.

For today’s jazz musicians and institutions, this episode carries enduring lessons. First,
accessibility need not be equated with compromise. Familiarity of form, clear melodic design,
and connections to tradition can provide an entry point without diminishing artistic value.
Second, human qualities—charisma, storytelling, and emotional transparency—remain as
powerful as technical mastery in building audience engagement. Finally, success often
depends on circumstance: aligning artistry with favorable cultural and industry conditions.
Armstrong’s 1964 triumph underscores that mainstream breakthroughs in jazz are less about

formula than about the convergence of artistry, persona, and environment.
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In conclusion, Armstrong’s “Hello, Dolly!” illustrates how jazz can, under specific
conditions, reassert itself within popular culture. More than a chart statistic, the event
represents a dialogue between history, personality, and circumstance that briefly placed jazz
at the center of mass attention. Recognizing these dynamics not only clarifies a pivotal
moment in Armstrong’s career but also offers contemporary relevance for those seeking to

sustain and expand jazz’s connection with audiences today.

Keywords: Louis Armstrong / The Beatles / Hello Dolly! / Billboard Hot 100

By the early 1960s, jazz had ceded its place as the dominant form of American popular
music. While many of its leading innovators pressed forward with new experiments in
harmony, rhythm, and form, mainstream audiences increasingly turned to other styles. Rock
and roll, rhythm and blues, and the British Invasion reshaped the popular landscape, with the
Beatles’ arrival to the U.S. in February 1964 symbolizing a decisive cultural turning point. Within
weeks of their debut on The Ed Sullivan Show, the Beatles controlled the Billboard Hot 100,
holding the first spot for fourteen consecutive weeks.! Against this backdrop, Louis Armstrong,
by then a veteran in his sixties better known for his legacy than for new popularity success,

1”2 The event was

unexpectedly displaced the Beatles with his recording of “Hello, Dolly
remarkable not only because of its statistical significance but also because of its symbolic
resonance: it revealed that jazz, despite its supposed decline, could still reach a mass
audience under the right circumstances.

Scholars have long debated Louis Armstrong’s position within jazz history, especially
regarding his dual identity as both a pioneering artist and a global entertainer. Early

biographical accounts, such as James Lincoln Collier’s Louis Armstrong: An American Genius

! Billboard, “Louis Armstrong: Billboard Hot 100,” accessed September 9, 2025, https://www.billboard.com/
artist/louis-armstrong/chart-history/hsi/.
2 Louis Armstrong, “Hello, Dolly!l,” composed by Jerry Herman, recorded December 3, 1963, on Hello, Dolly!,

Kapp Records KS 3362, 1964, 33V rpm. LP Record.
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(1983),> emphasized Armstrong’s innovations in improvisation and phrasing, crediting him with
shaping the very language of jazz in the 1920s and 1930s, particularly through his recordings
with the Hot 5 and Hot 7. Gary Giddins, in Satchmo (1988)," similarly underscored Armstrong’s
foundational role, portraying him as a transformative figure whose recordings defined jazz’s
expressive possibilities for subsequent generations. These studies positioned Armstrong
primarily within the canon of jazz artistry, often focusing on his contributions during the New
Orleans and Chicago years.

Later scholarship began to reconsider Armstrong’s career beyond his early innovations,
turning attention to his public persona and the tensions between artistry and commercialism.
Terry Teachout stressed the complexities of Armstrong’s later life, when his status as a
beloved entertainer sometimes led critics to underestimate his continuing musical authority
in Pops: A Life of Louis Armstrong (2009).” In particular, Teachout highlights how Armstrong

17

approached the recording of “Hello, Dolly!” with uncertainty, illustrating the gap between his
self-perception and the impact to the music market that followed. This study portrays
Armstrong as a figure who continually negotiated between personal artistry, market demands,
and audience expectations, suggesting that his late-career successes cannot be dismissed as
mere nostalgia.

Catherine Parsonage, in “The Popularity of Jazz—an Unpopular Problem” (2004),°
suggests that the music must continually position itself “between various extremes” (such as
artistic choices and market demands) to remain comprehensible to mass audiences, even at
the risk of diminishing scholarly prestige. Simon Frith’s article “Is Jazz Popular Music?” (2007)"

takes a more critical stance, pointing to the marketplace itself, where new recordings struggled

against the dominance of canonical works that came before and where musicians often

% James Lincoln Collier, Louis Armstrong: An American Genius (New York: Oxford University Press, 1983), 3-4, 169.
* Gary Giddins, Satchmo (New York: Anchor Books, 1988), 3-12.

> Terry Teachout, “I Don’t Sigh for Nothing: At the Top, 1963-1971,” in Pops: A Life of Louis Armstrong (Boston:
Houghton Mifflin Harcourt, 2009), 342-347.

¢ Catherine Parsonage, “The Popularity of Jazz—An Unpopular Problem: The Significance of Swing When You’re
Winning,” Jazz Research Journal 1, 1 (2004): 78-79.

" Simon Frith, “Is Jazz Popular Music?,” Jazz Research Journal 1, 1 (2007): 18-23.
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showed indifference to listener demand. Michael W. Morse’s response, “Musical Genre
Distinction and the Uniculture: A Reply to Simon Frith’s ‘Is Jazz Popular Music?’” (2007)
complicates Frith’s critique by noting how many players expressed regret at “playing
commercially” and feared accusations of “selling out.”

Taken together Parsonage’s concerns about balance, Frith’s view of music-market
structures, and Morse’s artistic criticisms underline the longstanding tension between artistry,
commerce, and accessibility—a tension that Armstrong’s “Hello, Dolly!” temporarily bridged
with unusual success. This body of scholarship provides the foundation for the present
investigation. Building on this scholarship, the present study turns to Armstrong’s 1964 success
with “Hello, Dolly!” as a case study through which to examine three interrelated dimensions—
musical familiarity, humanity, and circumstance—that together produced popular success.
The purpose is to explore how these factors contributed to Armstrong’s surprising triumph
and to consider their implications for contemporary jazz artists, ensembles, and associations.

Musical familiarity refers to the reliance on melodic and orchestrational traits that
mirrored earlier popular songs and New Orleans traditions. Humanity concerns Armstrong’s
personal warmth, charisma, and emotional directness, qualities that he consistently brought
to his performances. Circumstance involves the historical and cultural environment of 1964,
including the dominance of the Beatles on the Billboard Hot 100, the rising success of Jerry
Herman’s Broadway musical, and the circulation of the single through radio and live
performance. Together, these three dimensions provide the framework for analyzing why this
recording resonated so deeply with mass audiences at a time when jazz’s mainstream visibility
appeared to be fading.

To pursue these objectives, the study integrates three complementary dimensions of
analysis. The compositional analysis examines the song’s musical features, focusing on
melodic contours, a brief observation of harmonic simplicity, orchestration, and lyrical design.
Jerry Herman’s melody, built on short, repetitive phrases and diatonic harmonies, established

immediate memorability while leaving interpretive space for Armstrong. The orchestration,

& Michael W. Morse, “Musical Genre Distinction and the Uniculture: A Reply to Simon Frith’s ‘Is Jazz Popular

Music?’,” Jazz Research Journal 1, 2 (2007): 163.
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arranged for the All Stars’ characteristic frontline of trumpet, trombone, clarinet, piano, bass,
drums, and banjo, reinforced Armstrong’s long association with New Orleans jazz traditions.
These traits made the song instantly accessible, while its resemblance to earlier popular songs
amplified its appeal, hence musical familiarity.

The persona analysis centers on Armstrong’s performance identity and the ways he
stamped “Hello, Dolly!” with his individuality. His gravelly timbre, relaxed rhythmic phrasing,
and conversational delivery transformed Herman’s square Broadway tune into a direct human
communication. The now-famous insertion “This is Louis, Dolly” served as both a correction
of his name and a personal hook, anchoring the recording in his public persona. Beyond vocal
technique, Armstrong’s genial image—his smile, handkerchief, and charisma—shaped how
audiences experienced the performance. For listeners, the recording was not merely a song
but an encounter with Armstrong himself. The humanity quality within the track demonstrates
how persona could amplify musical impact.

The contextual analysis situates Armstrong’s recording within the musical marketplace
of 1964. This perspective draws on chart data from the Billboard Hot 100, as well as first-hand
accounts from those involved in the recording and its early reception. Teachout records that
early listeners—including Joe Glaser, Armstrong’s manager, and members of the Broadway
cast who heard a preview acetate—recognized the song’s mass appeal before Armstrong
himself did. As the single gained radio airplay, Armstrong incorporated it into his live shows,
where it drew overwhelming enthusiasm and repeated curtain calls. When Glaser urged him
to perform it, the All Stars had already forgotten the tune and had to relearn it from a copy
of the record. The song’s popularity spread rapidly through radio rotation and word of mouth,
and within months “Hello, Dolly!” had risen to the top of the Billboard Hot 100, displacing
the Beatles. This shows how the circumstance surrounding the track could shape the outcome
of the popularity. This approach resembles the method used by Kunthee Banjukeaw and
Warinart Pitukwongwan, who prioritize broader contextual factors, including historical and

sociological perspectives, in their explanation of how jazz developed in Thailand.’

° Kunthee Banjukeaw and Warinart Pitukwongwan, “Jazz in Thailand: The Controversy of Historical Context and

Development,” Rangsit Music Journal 17, 1 (2022): 165-177. (in Thai)
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By integrating these three perspectives—musical, personal, and contextual—the study
not only reconstructs the specific case of “Hello, Dolly!” but also situates it within broader
debates about jazz, popularity, and audience engagement. This framework highlights how
Armstrong’s triumph illuminates the ways jazz has, at certain moments, regained mainstream

visibility and offers lessons for how it might continue to connect with wider audiences.

Melodic Analysis

The first dimension of analysis focuses on the composition and arrangement of “Hello,
Dolly!,” examining its melodic contours, brief harmonic framework, and orchestration. While
Jerry Herman originally wrote the song for a Broadway musical still in preview, its structural
simplicity and straightforward charm lent it a malleability that Armstrong was able to exploit.
The melody, built on short, repetitive phrases, avoids harmonic complexity but establishes
immediate memorability. This quality, while initially criticized by some as overly plain, was
precisely what allowed audiences to grasp and retain the tune after a single hearing. Its
resemblance to other popular songs of the earlier period further reinforced its accessibility.
The orchestration of Armstrong’s version also played a decisive role. Scored for his All Stars’
characteristic lineup that includes trumpet, trombone, clarinet, and banjo, which called back
the New Orleans tradition with which Armstrong was closely associated.

Ironically, Armstrong himself did not immediately recognize the commercial potential
of the song. As Teachout recounts, he and the All Stars reportedly preferred the session’s flip
side, “A Lot of Livin’ to Do”' from the musical Bye Bye Birdie, dismissing Herman’s tune as
repetitive and simplistic. Armstrong even shook his head in dismay when first looking at the
lead sheet. Yet it was precisely this plainness—its short phrases, simple diatonic harmony, and

singable contour—that made “Hello, Dolly!” more accessible to general audiences.!!

19| ouis Armstrong, “A Lot of Livin’ to Do,” composed by Charles Strouse and Lee Adams, recorded December
3, 1963, on Hello, Dolly!, Kapp Records KS 3362, 1964, 33% rpm. LP Record.
! Terry Teachout, 343.
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Transcribed and simplified melody of “Hello, Dolly!” in measures 1-8
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Example 2 Transcribed and simplified melody of “Sunflower” in measures 1-8
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The accessibility of “Hello, Dolly!” was underscored by its melodic and stylistic

resemblance to “Sunflower,”'? a 1948 Tin Pan Alley song by Mack David. Both songs feature

short, rising-and-falling melodic cells, a basis in simple diatonic harmony, and a buoyant

rhythmic lilt that makes them instantly memorable. In particular, the phrase “This is Louis,

Dolly” (or “Well, hello, Dolly” in other versions) closely mirrors the phrase “You’re my

sunflower” from David’s composition (Russ Morgan and His Orchestra, 1948). The melodic

similarity was obvious enough for David to file a copyright claim against Herman, which

12 Russ Morgan and His Orchestra, “Sunflower,” composed by Mack David, 1948, on The Late '40s (MCA Records

MSD 35267), 1991, compact disc.
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resulted in a settlement.'> Whether or not Herman was consciously aware of the resemblance,
this overlap meant that listeners in 1964 were, in effect, hearing a tune that had already been
circulating the public 15 years earlier.

To compare the melodies between the two songs, Example 1 and Example 2 show
the simplified lead-sheet notation of the first eight measures of “Hello, Dolly!” and
“Sunflower” respectively. The two lead sheets show the core structure of the melodies before
the interpretation of the artists who perform them. Both examples have been transposed into
C major for ease of comparison. In the first four measures, both “Sunflower” and “Hello,
Dolly!” share the same melodic foundation, built on a tonic major triad. They also both move
to a vi7 chord in measure three, with the melody landing on the sixth scale degree. Together,
the pitches in the opening four measures outline an arpeggiated C6 chord. Considering its
simplicity, this melodic foundation is so general that it could have been used by anyone.

The similarity was pronounced enough to prompt a copyright infringement suit:
allegedly, Jerry Herman had never heard “Sunflower” before writing “Hello, Dolly!,” yet he
ultimately settled the matter out of court for a reputed $250,000.1* However, this fact itself
might also give us a hint that “Sunflower” might not be well aware by the public. On the
other hand, this fact shows us that the shared motif in the melody of “Hello, Dolly!” and the
melody of “Sunflower” are simple and conscious enough for two composers to come up with
exactly the same thing, assuming Herman was telling the truth that he has never heard
“Sunflower” before.

»15

For further comparisons, Example 3 shows the opening of “Mack the Knife,” "> another

immensely popular mid-century song. Its pickup notes E and G leading into A mirror gestures

13 Murray Horwitz, “Hello Dolly,” accessed September 9, 2025, http://www.npr.org/2000/07/30/1080117/hello-
dolly.

1 Charles Michael Carroll, “Musical Borrowing—Grand Larceny or Great Art?,” College Music Symposium 18
(1978), accessed September 9, 2025, https://symposium.music.org/18/item/1807-musical-borrowing-grand-
larceny-or-great-art.html.

 Louis Armstrong, “Mack the Knife (A Theme from The Threepenny Opera),” composed by Kurt Weill and
Bertolt Brecht, recorded September 28, 1955, on Satchmo: A Musical Autobiography, Decca DL 8165, 1956, 33Y4
rom. LP Record.
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found in both “Hello, Dolly!” and “Sunflower.” These shared contours suggest that the appeal
of “Hello, Dolly!” lies not in radical invention but in its ability to tap into a familiar melodic
vocabulary. The tonic major with a sixth-degree extension provided a tried-and-true formula
in American popular song, helping explain why Armstrong’s version resonated so strongly with

audiences already primed by earlier hits.

Example 3 Simplified melody of “Mack the Knife” in measures 1-4

1 Co Dm’
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Oh the shark, bebe, has such teeth, dear._ And it

Persona Analysis

The second dimension of analysis turns to performance persona, focusing on how
Armstrong interjected himself into “Hello, Dolly!” In doing so, Armstrong transformed a
modest Broadway show tune into a nationwide hit. Central to this transformation was his
insistence on singing “This is Louis, Dolly” rather than “Louie,” as Mickey Kapp initially
suggested. Teachout recounts that when Kapp asked him to record it with “Louie,” Armstrong
stopped the session and corrected him—“It’s not Louie, it’s Louis!”—before stretching the
“s” (Example 4) into the playful, growling hook that became one of the most memorable
elements of the song.'® This moment not only corrected a common mispronunciation but
also stamped the record with Armstrong’s personal identity. The choice symbolized his
instinctive ability to seize ownership of a piece of music, turning Herman’s composition into a
performance that bore his unmistakable signature. By injecting his name into the tune in the
same manner that he habitually used to introduce himself, this evidence highlights how

Armstrong engaged in self-promotion."’

' Terry Teachout, 344.
" David Stricklin, “The Soundtrack of the American Experience,” in Louis Armstrong: The Sounditrack of the

American Experience (Chicago: Ivan R. Dee, 2010), 144.
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Example 4  The melody of “Hello, Dolly!” in measures 1-4, as sung by Armstrong

1 C6 Am’
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VAW 1 I I I | ¥ i >3 N T 1 ¥ i | 1 | 1 ¥ i [ | - | f 4 | | |
e e o —+F T | — ¢ e 2 ¢ [ ¢ _ ¢
5 A > " -
Hel-lo Dol - ly! This is  Louis[sss] Dol - ly! It's so

Armstrong’s gravelly timbre, conversational phrasing, and rhythmic liberties further
personalized the performance. Where Herman’s lead sheet presented a repetitive and square
melody, Armstrong loosened the pulse, bent pitches, and infused the lines with warmth and
humor. Each phrase came across less like a recitation of lyrics but more like an exchange
between artist and listener. His embellishments—such as slightly delaying an entrance of
phrases or leaning heavily on selected consonants—converted what some had dismissed as

218

a “cheery ditty”"® into a vessel of charisma and sincerity.

The story of how “Hello, Dolly!” entered Armstrong’s live act further illustrates this
point. Arvell Shaw, the bassist at the original recording session, later recalled that Armstrong
did not even recognize the title when audience members began calling for “Hello, Dolly!” as
an encore. On stage, Armstrong turned to him and asked, “What the hell is Hello, Dolly!?”*
Teachout similarly records that when Joe Glaser pressed Armstrong to add the number to his
shows after its first burst of radio success, the All Stars had already forgotten the tune and
had to relearn it from the recording. They had to fly in a copy of the recording from New York
so they could relearn it exactly as Armstrong performed it, since Armstrong's interpretation
was not notated in the original score and local stores had already sold out of recorded copies.
Once brought to the stage, however, the song was met with overwhelming enthusiasm,

producing multiple curtain calls.”® The irony—that Armstrong and his band had initially

dismissed the piece as forgettable—underscores that its transformation was less about the

'8 Terry Teachout, 343.

¥ Geoffrey C. Ward, “A Masterpiece by Midnight: 1960 to the Present,” in Jazz: A History of America’s Music
(New York: Alfred A. Knopf, 2000), 436.

% Terry Teachout, 346.
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composition itself and more about what Armstrong brought to it. His interpretation bridged
the gap between novelty and timelessness, persuading audiences that this modest Broadway
show tune deserved their rapt attention.

Armstrong’s persona also extended beyond the mechanics of singing. His public
image—radiant smile, trademark handkerchief, and genial stage presence—was inseparable
from how listeners received “Hello, Dollyl.” To audiences in 1964, hearing Armstrong sing the
words “This is Louis” felt like a direct invitation, a reassurance that the beloved Satchmo of
earlier decades was still present and vital. Unlike the youthful exuberance of the Beatles,
Armstrong projected continuity, warmth, and stability, qualities that resonated deeply across
generations. His ability to make mass communication feels like an intimate conversation helps
explain why the record carried such extraordinary emotional weight at a moment when jazz
seemed otherwise overshadowed in the marketplace.

Taken together, these elements of humanity demonstrate that Armstrong’s
contribution to “Hello, Dolly!” went far beyond technical performance. He reshaped the song
through his vocal choices, the performance identity he projected, and stage persona, elevating
a simple Broadway number into a lasting cultural phenomenon. In doing so, he showed that
beyond musical elements, the human dimension of jazz—an artist’s personality, warmth, and
capacity for emotional connection—can be as decisive as compositional or stylistic features

in shaping mass appeal.

Contextual Analysis

The third dimension of analysis situates “Hello, Dolly!” within its broader cultural and
industrial context. By 1964, the popular music landscape was dominated by the Beatles and
other British Invasion groups, whose arrival in the United States redefined the expectations of
mainstream audiences. The Beatles’ grip on the Billboard Hot 100—fourteen consecutive
weeks at number one—appeared to confirm the generational shift away from older forms of
popular entertainment, including jazz. Against this backdrop, Armstrong’s ascent to the top of
the chart with “Hello, Dolly!” was not simply a commercial oddity but a symbolic event that

challenged assumptions about the cultural irelevance of jazz. His success demonstrated that,
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under certain conditions, a jazz performance could still compete directly with the most
powerful forces in the pop marketplace.

The recording’s origins, however, were modest. As Teachout recounts, Armstrong’s
manager Joe Glaser permitted the session more as a favor to publishers than as a strategic
career move. The All Stars themselves reportedly viewed Jerry Herman’s tune as simplistic,
with Armstrong preferring the session’s B-side, “A Lot of Livin’ to Do.” Even the producers
doubted the song’s merit, suggesting adjustments to make it more engaging—most notably
the famous substitution of “This is Louis, Dolly” for Herman’s original lyric. In this light, the
initial lack of enthusiasm underscores the degree to which Armstrong’s interpretation, rather
than the composition alone, shaped the song’s eventual impact.”!

The timing of the single’s release also proved decisive. The Broadway show Hello,
Dolly! opened in January 1964 to strong reviews, quickly becoming a runaway hit with Carol
Channing in the title role. The musical’s rising profile gave Armstrong’s record an unexpected
promotional boost, as audiences who encountered the song on stage were primed to embrace
his version on the radio. According to Teachout, when members of the Broadway cast first
heard Armstrong’s acetate, they immediately recognized its potential, remarking that his
performance had stripped away parochial Broadway conventions and given the number a
universal appeal. This synergy between stage and recording helped the single circulate far
beyond Armstrong’s established jazz audience.?

Airplay and live performance further cemented its success. As the single spread
through radio rotation, Glaser urged Armstrong to add it to his stage shows. Initially, the All
Stars had forgotten the number and had to relearn it from a copy of the record flown in from
New York. Once incorporated into concerts, however, the song became an immediate
sensation, drawing extended curtain calls and confirming its mass appeal. Within months, it
displaced the Beatles at the top of the Billboard Hot 100. At age sixty-three, Armstrong became

the oldest artist to achieve a number-one single—a record that stood until Brenda Lee’s

! Terry Teachout, 343.
2 Terry Teachout, 345.
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“Rockin’ Around the Christmas Tree” in 2023.%° The achievement was not only historic in its
own right but also symbolically powerful: at a moment when youth culture seemed to
dominate, Armstrong demonstrated that experience and authenticity still commanded
popular respect.

These contextual factors—the surge of interest generated by the Broadway show, the
momentum provided by radio airplay, the timing of its release during the Beatles’
unprecedented dominance of the charts, and Armstrong’s own reintroduction to the
spotlight—reveal that “Hello, Dolly!” was not simply the product of a single performance but
the outcome of a unique historical moment. The convergence of theater, broadcasting, and
popular taste created conditions in which a song initially regarded as unremarkable could
suddenly become a nationwide phenomenon. That Armstrong’s recording rose to number
one at a moment when youth culture appeared to define popular music underscores how
circumstance can decisively shape cultural outcomes. The episode demonstrates that popular
success often depends as much on environment as on artistry, showing how timing, media
exposure, and cross-platform visibility can elevate a modest project into a landmark event in

American musical history.

Conclusion and Discussion

l”

The melodic analysis of “Hello, Dolly!” demonstrates how Louis Armstrong turned a
modest Broadway tune into a moment of historic cultural significance. At the compositional
level, the song’s structural simplicity—short, repetitive melodic cells, a diatonic harmonic
foundation, and orchestration rooted in the New Orleans tradition—made it instantly
memorable. Its resemblance to earlier popular songs such as Mack David’s “Sunflower” and
the melodic contours of “Mack the Knife” further embedded it in collective memory, helping

audiences grasp the tune after only a single hearing.

** Billboard, “New Old-Fashioned No.1: Brenda Lee’s ‘Rockin’ Around the Christmas Tree’ Tops Hot 100, 65 Years
After Its Release,” accessed September 9, 2025, https.//www.billboard.com/lists/brenda-lee-rockin-around-the-

christmas-tree-number-one-hot-100/.
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Yet another major contribution factor lays in Armstrong’s persona. His gravelly timbre,
relaxed rhythmic phrasing, and conversational warmth transformed a repetitive show tune
into a direct human communication. The signature moment—*“This is Louis, Dolly” —turned
the lyric into a personal stamp, both correcting a long-standing mispronunciation of his name
and anchoring the recording in his identity. Armstrong’s genial stage image and lifelong ability
to collapse the distance between entertainment and artistry made listeners feel personally
addressed, reinforcing his reputation as both a jazz innovator and a beloved entertainer.

The surrounding context amplified these effects. The success of the Broadway
production gave “Hello, Dolly!” a rising cultural profile, while extensive radio airplay and
Armstrong’s stage performances carried it into public consciousness. Its release during the
Beatles’ unprecedented dominance of the Billboard Hot 100 made its ascent all the more
striking, casting it as an alternative to the youth-oriented rock idiom. Even the anecdote of the
All Stars relearning the tune from the single reflects how unanticipated its triumph was among
its own performers. These circumstances—shaped by theater, broadcasting, timing, and
Armstrong’s renewed visibility—became central to the cultural story of the record,
demonstrating that reception depends not only on musical content but also on environment,
circulation, and symbolic resonance.

Placed against the backdrop of jazz history, Armstrong’s success highlights why the
genre had been losing its mass audience in the preceding decades. Bebop and its successors,
while groundbreaking, often demanded technical literacy from listeners. The music became
harmonically complex, rhythmically unpredictable, and less connected to familiar formulas
or singable melodies. Unlike earlier jazz, it offered fewer connections to broader cultural
outlets such as musicals, popular dance styles, or radio-friendly refrains. Jazz increasingly
occupied the space of a respected art form rather than a dominant popular music.?* Innovators
such as Dizzy Gillespie and Miles Davis certainly reached broad audiences through recordings,

tours, and television appearances, and their influence extended well beyond specialized jazz

? Scott DeVeaux, The Birth of Bebop: A Social and Musical History (Berkeley: University of California Press, 1997),
5-8.
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circles. Their appeal, however, operated on a different scale: admired by large numbers, but
not in the sense of a mass-market phenomenon capable of topping mainstream pop charts.

Davis in particular drew frequent public attention not only for his music but also for
his personality. His cool, enigmatic stage presence, gravelly speaking voice (reminiscent in
some ways of Armstrong’s vocal timbre, though drier and more understated), and outspoken
opinions kept him in the cultural spotlight.” At times, his persona attracted as much notice
as his music, ensuring that he remained a figure of fascination in the press and among
audiences. While Davis did not achieve mass-market success on the scale of Armstrong’s
“Hello, Dollyl,” his carefully cultivated image demonstrates how persona could serve as a
powerful channel of communication. In this sense, Davis offers another example of how a
strong artistic identity could extend a musician’s reach—drawing in a broad but not fully
“mass” audience—through the force of personality as much as through musical innovation.

In this environment, “Hello, Dolly!” stood out not only because it succeeded
commercially but because it momentarily reconnected jazz with the qualities of familiarity,
singability, and mass appeal that bebop-era innovations had largely set aside. Armstrong’s
version reminded audiences that jazz could still be both artistically vital and popularly
engaging, collapsing the perceived divide between entertainment and art.

From this perspective, one of the most important steps jazz associations might take in
regaining mass attention is to acknowledge audience demand for familiarity and recognizable
ideas. This aligns with the concerns raised by Frith?® and Morse,?” both of whom highlighted
the tension between new creations and the enduring appeal of older, canonical works.
Armstrong himself exemplified this balance by performing for “everyone who bought a ticket,
not just the elite, the insider, and the initiated.”?® At the same time, this challenge differs from

the pursuit of purely original art that prioritizes invention above accessibility. As Parsonage

% Jack Chambers, Milestones: The Music and Times of Miles Davis (New York: Da Capo Press, 1998), VIII-X, 231-
232.

% Simon Frith, 18-23.

* Michael W. Morse, 163.

2 David Stricklin, 144,
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observed, jazz often thrives when it positions itself “between various extremes,”? blending
new and old elements in ways that remain intelligible to a broad public. Artists who hope to
sustain both creativity and popularity must therefore negotiate this balance, ensuring that
innovation does not come at the expense of comprehensibility.

Yet there remains an additional factor not emphasized by Parsonage, Frith, or Morse.
Their analyses primarily focus on musical materials and cultural positioning, but the Armstrong
case study underscores the central role of humanity—warmth, personality, and emotional
connection—as a decisive force in capturing popular attention. This reminds us that audiences
respond not only to structures and styles but also to the human presence that animates the
music. In this sense, the lesson extends beyond jazz history: cultivating humanity in
performance may also be one of the ways musicians can continue to distinguish themselves
and remain relevant in an era increasingly shaped by artificial intelligence.

These findings together suggest that Armstrong’s triumph over the Beatles was not a
mere statistical curiosity. It illustrates how jazz could reassert itself in the mainstream when
artists balanced tradition with accessibility and foregrounded humanity alongside technical
skill. For contemporary jazz artists, ensembles, and institutions, the case points to the enduring
importance of bridging innovation with recognizability and of valuing emotional connection as
much as stylistic complexity. More broadly, “Hello, Dolly!” exemplifies how moments of
crossover success can reposition jazz within mass culture, offering lessons for other musical

traditions facing the challenge of maintaining relevance amid shifting popular tastes.

# Catherine Parsonage, 78-79.



Article No. A0303 (20 Pages), ISSN 3027-7094 (Online) Nsansaus3Fedn U 21 atuil 1 unsea-iguiey 2569
https://doi.org/10.59796/rmj.V21N1.2025.A0303 Rangsit Music Journal Vol.21 No.1 January-June 2026

Bibliography

Armstrong, Louis. “A Lot of Livin’ to Do.” Composed by Charles Strouse and Lee Adams.
Recorded December 3, 1963, with Danny Barcelona, Joe Darensbourg, Billy Kyle,
Russell Moore, Arvell Shaw, and Glen Thompson. On Hello, Dolly!. Kapp Records KS
3362, 1964, 335 rpm. LP Record.

'”

Armstrong, Louis. “Hello, Dolly!l.” Composed by Jerry Herman. Recorded December 3, 1963,
with Danny Barcelona, Joe Darensbourg, Billy Kyle, Russell Moore, Arvell Shaw, and
Glen Thompson. On Hello, Dolly!. Kapp Records KS 3362, 1964, 335 rpm. LP Record.

Armstrong, Louis. “Mack the Knife (A Theme from The Threepenny Opera).” Composed by
Kurt Weill and Bertolt Brecht. Recorded September 28, 1955, with the All Stars. On
Satchmo: A Musical Autobiography. Decca DL 8165, 1956, 33%5 rpm. LP Record.

Banjukeaw, Kunthee, and Warinart Pitukwongwan. “Jazz in Thailand: The Controversy of
Historical Context and Development.” Rangsit Music Journal 17, 1 (2022): 165-177.
(in Thai)

Billboard. “Louis Armstrong: Billboard Hot 100.” Accessed September 9, 2025.
https://www.billboard.com/artist/louis-armstrong/chart-history/hsi/.

Billboard. “New Old-Fashioned No.1: Brenda Lee’s ‘Rockin’ Around the Christmas Tree’ Tops
Hot 100, 65 Years After Its Release.” Accessed September 9, 2025.
https://www.billboard.com/lists/brenda-lee-rockin-around-the-christmas-tree-
number-one-hot-100/.

Carroll, Charles Michael. “Musical Borrowing—Grand Larceny or Great Art?.” College Music
Symposium 18 (1978). Accessed September 9, 2025. https://symposium.music.org/18/
item/1807-musical-borrowing-grand-larceny-or-great-art.html.

Chambers, Jack. Milestones: The Music and Times of Miles Davis. New York: Da Capo Press,
1998.

Collier, James Lincoln. Louis Armstrong: An American Genius. New York: Oxford University

Press, 1983.



Article No. A0303 (20 Pages), ISSN 3027-7094 (Online) Nsansaus3Fedn U 21 atuil 1 unsea-iguiey 2569
https://doi.org/10.59796/rmj.V21N1.2025.A0303 Rangsit Music Journal Vol.21 No.1 January-June 2026

DeVeaux, Scott. The Birth of Bebop: A Social and Musical History. Berkeley: University of
California Press, 1997.

Frith, Simon. “Is Jazz Popular Music?.” Jazz Research Journal 1, 1 (2007): 7-23.

Giddins, Gary. Satchmo. New York: Anchor Books, 1988.

Horwitz, Murray. “Hello Dolly.” Accessed September 9, 2025. http://www.npr.org/2000/07/
30/1080117/hello-dolly.

Morgan, Russ, and His Orchestra. “Sunflower.” Composed by Mack David, 1948. On The
Late "40s. MCA Records MSD 35267, 1991, Compact Disc.

Morse, Michael W. “Musical Genre Distinction and the Uniculture: A Reply to Simon Frith’s ‘Is
Jazz Popular Music?’.” Jazz Research Journal 1, 2 (2007): 153-172.

Parsonage, Catherine. “The Popularity of Jazz—An Unpopular Problem: The Significance of
Swing When You’re Winning.” Jazz Research Journal 1, 1 (2004): 60-80.

Stricklin, David. “The Soundtrack of the American Experience.” In Louis Armstrong: The
Soundtrack of the American Experience, 142-157. Chicago: Ivan R. Dee, 2010.
Teachout, Terry. “I Don’t Sigh for Nothing: At the Top, 1963-1971.” In Pops: A Life of Louis

Armstrong, 342-379. Boston: Houghton Mifflin Harcourt, 2009.
Ward, Geoffrey C. “A Masterpiece by Midnight: 1960 to the Present.” In Jazz: A History of
America’s Music, 427-461. New York: Alfred A. Knopf, 2000.



Article No. R0104 (19 Pages), ISSN 3027-7094 (Online) Nsansaus’Fedn U 21 atuil 1 unsea-iquiey 2569
https://doi.org/10.59796/rmj.V21N1.2025.R0104 Rangsit Music Journal Vol.21 No.1 January-June 2026

UNAUIFY (Research Article)

42 U nutdunieaunsnssaunlulsemalnelagdnussnusiwassnilineg
42 Years Trajectory of Program Music in Thailand,

as Crafted by Thai Composers

nnfn daUselasy,* Unge winena, gwssal waaynyy

udieinede andududieiuudald uasugy Ysenalne

Kittikhun Sodprasert,* Bamrung Phattayakul, Supunnee Leuaboonshoo
Graduate School, Bunditpatanasilpa Institute of Fine Arts, Nakhon Pathom, Thailand

kittikhun.s1962@gmail.com, bumrung_ptk@hotmail.com, supunneel@yahoo.com

Received: April 23, 2025 / Revised: May 18, 2025 / Accepted: May 20, 2025

UnAnga

Ummmﬁyl,f]uﬁ’;uuﬁwaﬁwmﬁwuéwé’ﬂqmﬁaﬂqwﬁﬁmsﬁm anuiginsersndal
SadinAnwn andutiudieiamiad luhie SassdfadausinssaunFomszosvud meuusiide
ays Inenuadsassdvesidaduunlssitusauninssanussanduindnlndy weldidoman
Tsuafdemszadond nouunsilideayns Tnsthandseiusiedsfndnualvesnunianany Tuan
Taowtadu 5 viou uazdifumniaiFosenisldvihuemoanatinedn 3 unmas léud 1) tmia
599157 (iWavyunszven) 2) masinrIaesty mstlusasynaszuiaion 3) tnaswsmalduiumay
Taothurldanenss uaglunuuiunusihues dethuaaduwhueswesusasviou uasdeasi

44' o 44' o = a & o I3 au & A & v
PIINPRIP LLa%@na%ﬂiIULﬁaQW§3@ﬂEJ§JmG]@uu7\1NLa@alql‘mi I@SUWQU?%&Q@%@QUWQ?"IN?QEJ'U NBdUAU

Y a

IS A ULATLFUNIBIAUAS NI TUUIT Useius U u TnednUsenusaunsvilnelugausn

v v
a =

nsruIuNTIdedul 43deldnsruiunsideuvulnunin lneiudoyainenals g3dns n1s

v
L7 a Ya v 1

LANNSAILUUT AU WAL UUAUNEAILUUNIASIASE D UUNANUTUT I8 IUlANIIUD g

Y 9

AT UAUVDIUTNAIUTELANAUATNITUUIN S UTN5UTENUS VUL RN Us s NUSAURS AaNEa N LNe

q
2
v 1

Aauei W, 2526 atagUu (w.e. 2567)

* Corresponding author, email: kittikhun.s1962@gmail.com



Article No. R0104 (19 Pages), ISSN 3027-7094 (Online) Nsansaus3Fedn U 21 atuil 1 unsea-iguiey 2569
https://doi.org/10.59796/rmj.V21N1.2025.R0104 Rangsit Music Journal Vol.21 No.1 January-June 2026

ya o

Ay = v oa A | a a say v a = = 5] Y Y o
E‘JJ’J 8"3@@’]@@\‘1LUEJM']‘U’Na’JuT\]qﬂ’JWﬂqUWUﬁﬂlﬂEJ5iﬂ']ﬁcU']UQQWUGﬁWiimquﬂﬁgWUﬁiﬂﬂ%'3';\]8

(% s

wazdundunessndueinussuiand Jaduiunfnvendaisn Suddn (a.a. 1825-1904) tnideu

waztinUsugnaniwesiii fidsunilderlon yandvy-tweiuy uazdalleada au (.. 1869-1929) uag

6

\B5ud AN (A.A.1886-1946) apatinUseiusauniuazinAny e siudaduayuluiAnvesdudan

q

dll A a L & & A 9 & Ay v a « = !
IULiEN@um‘UiEjVIS VNULWaf‘-’n’]llsfjmL":\]uﬁluLu@‘VW'VIVL@EJ555]']5U']SSLULiaﬂmaQ@u@iWiimu’]LLE’I%@E{JJELU

voulneuiteluinerdnusveafidouindy dmsvisuvesnuainssuundduiuidaiylsuly
Annssud 19 lnowsud dad (a.a. 1811-1886) Unilelu wagidnUseiusaunivnsani dslesu
SvBwasuuunAaMIUTEuSUNINA sELMaUsEns s nAndnusluamsTu 17 Aounmas
ez InsFeu Ussituslaodulnile 3907 waz SulWda9ui 6 (alnsa) 819 UNasIui 68 Useitus
Taeaain Wu iy lutasaeamssuil 18 Aadaiemanuussinnausinssaueenamasy
wazfinuseusaunidnunarsviuislusaieatu uazgadeuldussRusunmnassznnauns
nsunTuBnasunNas auniwssaululssmalnedud fussuslul wa. 2526 Tuuminasie

| a a

“y55aur” USENUSIAY WALSDLEN VUaNNae AT Usnluw Aatukrewn® a1v1falsn1swananuns

a a s =

ana (dnuseiusinasaanadn) Usednt we. 2537 lunewidsn Anagiiuns Weaden1ali 2 vees
n3onddliiinganm WeTuil 29 waadneu w.e. 2526 a veUszuege tnevinudugsruemas
frenues {Afeldmuandunisuansndsiude Sutouunmasdlfiduusesumallsinuseius
nusrlvglugadeinldussiusunmasssnnausinssaunfuumsnatsnniy
unanutuidiTeldsnedafwnmanissanauninssnundsUsesiuslaetnussiusauss
AanaAnyilneideides uasioonuansietufindenduadausnlugaed we. 2526 s wa. 2567
8n 3 vihu A 1) MANTI938 A3.UIIAGNS 5TIUYRT AaTUUVenR Usedil we. 2564 a1v1nns
uansALRTAING (Ussiiusauniaatadn) nastuausinssaunduusnuemiu fe “naduuasfudily
anasnsa1a” wansnsausnidlod wa. 2532 laenarBesdaulninganm o guitamusssuissuna
e fin g i3a (ugdsimas §ideldsunanindadude 2) 919138 Uszavs Aavusaias Aalu
WhsAUsEIT A, 2541 anvdauznisuansausiaina (Wnuseiudinas) Tae “naadeaioud
Wanlwdu” Idvinstuiindsadundausnlnersnionaddulndnganm ud wa. 2539 9%y
Je9idefa Lluddrwisinas a3a wnsines Luduiinides 3) 813138 ay dunsena Aaludauss
avAnAat Usednd w A, 2507 umiwas “ngain1” wansasausnlunuanlng Yalvefaunsiu ied
.. 2541 ussiadlaedtindlveessinanst drwlenadlaeUseius 3delasuuanddunisuans

ASIUUMIY



Article No. R0104 (19 Pages), ISSN 3027-7094 (Online) Nsansaus3Fedn U 21 atuil 1 unsea-iguiey 2569
https://doi.org/10.59796/rmj.V21N1.2025.R0104 Rangsit Music Journal Vol.21 No.1 January-June 2026

a o 1 dyl = % Q‘ 4 ] :’1 1= % d‘ QI a
HANMTIFBUWI AupSananyTuanisudngaeuaust wa. 2379 Tuadesoniadn 4 Sud
da" I3 [ 1% q' a a LYY a" 1 dl'
AzapuAUnINduYInE TUANUILN@OWIAT wasisuasaRulnlulatvaiosunian 5 deiliesnly
Synafl 6 nvdagaeununivniniuan Auduliwad yaln errey s waveansnnsddauesie
A & v ' & a a o P a =~ awva A

w13 WuaHaowIwastudian iy ez asyiularmsaungudaunsiazn1suuaeg e

= a | aAa & o w & < v s Y a v YA
aupslagasan 2 vinunteiluunnadifey fie aulAaNsEIUTHINAEe LWThuSimsauiug nsunsy
UATANTIAITHLN JHRIUIMAT UAzItlesNTinveINen3esinmsise Mudmsslnusuaziseuses
vgaUszauumnasynuasinelugdududesns Tunnlivanedu dnvinunils Ao ANERT19158 WIS

a & aa & a ¢ & Yo a o

A3eeA (UR 1mezns) ynsuevesuise1ney I nszlaun3ened Wugimuiluasesanedsmans

d" 1 = a 2 a Ly} 1 [~ E% a 1 I~ 1 Y o
FesiouAonseAnsuAaUInslulagiu viulugasununiainasgraduszuy vinulaviinisula
Seutses wazUsenusdisaunsainalivateiay dadulndvnnisnisaunsainaniuwsnitaasa
) a = Ly d' v Y Y a a 1 [~ 1 LY+ Y] [y} I3
msssuLazwuUnviniveldaeu Towmungiseununsanasgiatuseuy wasvinudududnuseius

a a = o a o ] = U 1 Qy % s a
Weussadssuszaruunmnasyinuedngluddudiiisws Tunnlivaedu nasunisuseiusiasiseu

¢ v
[ v a

BoudssUsvaruesiassinidunanuiitaeglutssnnausiusanivedu enmulsesiusussan
aunsnssau Sl T Usewus T uauded we. 2526 umwas wsTAur 4 eUseiusing
walsolen nleuvadal Usiluy Aaluuwviend Usednt w.e. 2537 anvfalenisuansaunsana
(Useitusinasaatadn) SsdeiduumnasUssinvauninssaunfusanvesUsemelne
Mndsfuiulédai ummasssiavausinssauntuldSuduniumumluiausssueues
ranadnaziunntulsenalve wasluinisfinwauniranadnes funnludsemalneuuiundt 40 U
Tnewamzluling. 2526 audsd w.e. 2501 tu Sdnuseiusausianlnedis 4 i Aduadoualu
funuy wagldsunnnasnendedlugiuzasenansdideiienenanuiginuseiusaunilususion
uazHaNUENMABT YRS 4 ﬁwué’ﬂé’%’ummﬁamLLWi'ﬁm&Junﬂﬁuﬁ01uﬂdmﬁﬂﬂizﬁu§mum% &
tauniiiunmasesis 4 iulunanwuazsndddunguiilsdngae deasieuidoantdaae wa.
2526 qufistiaqu (w.e. 2567) nszuanuninssaunluuszmalneldiduivensvuasidundsly
UszLnmesausifiinyseiusaunilugaiiagiudeniiasUsstusnanuiulnddeunmasszny
AUFENTIONL TananuaTsassAvesiTelsussiuSunmasssaausIns sl unanude

Srassffadaunsnssaun Seanszadoud aouuilidoayvs Jadunuadassaliverinusves

ANEARY 1 AUATNITAUWT / AUATUTENT / unussiansetinug / dndseiusaussvnive



Article No. R0104 (19 Pages), ISSN 3027-7094 (Online) Nsansaus3Fedn U 21 atuil 1 unsea-iguiey 2569
https://doi.org/10.59796/rmj.V21N1.2025.R0104 Rangsit Music Journal Vol.21 No.1 January-June 2026

Abstract

This article is part of a doctoral dissertation in the Doctor of Philosophy program in
Musical Arts at the Graduate School of the Bunditpatanasilpa Institute, titled “The Artistic
Creation of Phra Aphai Mani Symphonic Poem: The Musical Theme of Nang Phisuea Samut
(Sea Ogress).” The researcher’s creative work is a symphonic poem based on the Thai literary
epic Phra Aphai Mani, focusing particularly on the episode of Nang Phisuea Samut. The
composition adopts Western musical idioms and is structured into five movements that follow
the narrative progression of the story. The melodic content of the piece draws from three
traditional Thai melodies—Sang Khara (also known as Hoon Krabok), Phat Cha Songchan in
the Pi Nai and Ranad Ek traditions, and Phram Kep Hua Waen. These melodies are employed
both in their original forms and through various adaptations to form the thematic material of
each movement. Through this approach, the music effectively communicates the narrative
and vividly portrays the characters in the chosen episode. Furthermore, the research seeks to
distinguish between absolute music and program music while tracing the origins and
development of program music by Thai composers from 1983 to the present day (2024).

This research employs a qualitative methodology, collecting data from documents,
concert programs, observations—both participatory and non-participatory—and semi-
structured interviews. The focus of this article is to identify the emergence of program music
composed by Thai composers from 1983 to the present. A section of the dissertation is
referenced to describe the researcher’s own composition of program music and to include
interpretations of absolute music, a concept advocated by Eduard Hanslick (1825-1904), a
German writer and philosopher best known for his treatise Vom Musikalisch-Schénen (On the
Beautiful in Music). The ideas of August Halm (1869-1929) and Ernst Kurth (1886-1946), both
German composers and theorists who shared Hanslick’s views on absolute music, are also
discussed to enrich the theoretical framework and provide further clarity in the comparison
between absolute and program music within the scope of this study. The notion of program
music is traced back to 19th-century Europe, where Franz Liszt (1811-1886), a Hungarian
pianist and composer, played a pivotal role in formalizing the genre. Liszt’s interpretation of

program music was heavily influenced by earlier programmatic works such as Antonio Vivaldi’s



Article No. R0104 (19 Pages), ISSN 3027-7094 (Online) Nsansaus3Fedn U 21 atuil 1 unsea-iguiey 2569
https://doi.org/10.59796/rmj.V21N1.2025.R0104 Rangsit Music Journal Vol.21 No.1 January-June 2026

Violin Concerto Op. 8 Nos. 1-4 (The Four Seasons) from the 17th century and Ludwig van
Beethoven’s Symphony No. 6 in F Major, Op. 68 (Pastoral) from the late 18th century. Inspired
by these precedents, Liszt created numerous works categorized as program music, and many
composers from his time onward followed in this tradition. In the Thai context, program music
began with the composition Tassana (Views) in 1983 by His Excellency Privy Councillor Admiral
Mom Luang Usni Pramoj, who was later named a National Artist in Performing Arts (Western
Classical Music Composition) in 1994. This work premiered at the Bangkok Symphony
Orchestra’s second season opening concert in November 1983, held at the AUA Auditorium
and conducted by the composer himself, with the researcher participating in the performance.
This composition marked a significant milestone in Thai music history and served as inspiration
for subsequent generations of Thai composers to explore and develop works within the
program music genre more extensively.

This article also references program music composed by three other prominent Thai
composers, whose works premiered or were first recorded between 1983 and 2025. The first
is Narongrit Dhamabutra, National Artist in Performing Arts (Western Classical Music) for the
year 2021, whose inaugural program music composition, Night and Morning in the Spheres,”
premiered in 1989 by the Bangkok Symphony Orchestra under the baton of Tim Tzchaschel,
with the researcher participating in the performance. The second composer is Prasit
Silpabanleng, named National Artist in Performing Arts (Music Composition) in 1998, whose
symphonic poem “Siang Thian” was first recorded by the Bangkok Symphony Orchestra in
1996, conducted by John Georgiadis and recorded by Christ Craker. The third is Danu Huntrakul,
a Silpathorn Artist in 2004, whose composition “Krung Kao” (Ancient City) premiered at the
Chaiwattanaram Temple Festival in 1998, performed by the Mai Thai Orchestra and conducted
by the composer himself, with the researcher again participating in the performance. These three
works reflect the evolution and increasing presence of program music in Thailand, demonstrating
how Thai composers have engaged with Western orchestral traditions while drawing upon local
historical, cultural, and musical themes.

The research findings indicate that Western classical music was introduced to Siam as
early as 1836 during the reign of King Rama IV, when Western music instructors arrived to teach

military band instruments. The presence of Western music flourished during the later years of
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King Rama V’s reign and continued into the reign of King Rama VI. Notably, Western band
instructors such as Michele Fusco, Jacob Veit, and Alberto Nazari played significant roles during
this period. The advancement of music theory and instrumental performance in Thailand was
significantly shaped by two key figures. His Royal Highness Prince Paribatra Sukhumphan, the
Prince of Nakhon Sawan Worapinit, was instrumental in developing the military bands and
wind ensembles of the Royal Thai Navy. He also composed and arranged Thai melodies using
Western harmonic techniques. Equally influential was Phra Chenduriyang (Piti Vadyakara), the
son of Jacob Veit, who developed the Royal String Ensemble, which later evolved into the
present-day Fine Arts Department Orchestra. Phra Chenduriyang played a pivotal role in the
formalization of Western classical music education in Thailand. He systematically taught music
theory, translated and arranged Western works, and authored several textbooks, establishing
himself as the first Thai music scholar to create structured educational materials and exercises
for Western music. In addition to his educational contributions, he also composed and
arranged Thai melodies using Western harmonic language. The works of both Prince Paribatra
and Phra Chenduriyang can be categorized as absolute music, as they were not intended to
convey extra-musical narratives. It was not until 1983 that program music first appeared in
Thailand, marked by the composition Tassana (Views) by His Excellency Privy Councillor
Admiral Mom Luang Usni Pramoj, who was later honored as a National Artist in Performing Arts
(Western Classical Music Composition) in 1994. This composition is thus considered the first
example of program music by a Thai composer.

Thus, it is evident that program music has played a significant role in shaping Western
classical music culture and education in Thailand for over four decades, from 1983 to 2025.
The four Thai composers referenced in this study have passed on their knowledge and
inspiration to subsequent generations of Thai composers. Many of their compositions have
gained increasing popularity among contemporary composers, performing musicians, and
audiences alike. Over the course of 42 years, program music has gradually achieved recognition
and acceptance within the Thai classical music community and has become a favored genre
for new works by contemporary Thai composers. The researcher’s own creative work, The

Artistic Creation of Phra Aphai Mani Symphonic Poem: The Musical Theme of Nang Phisuea
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Samut (Sea Ogress), is itself a composition in the program music genre and constitutes an

integral component of the present dissertation.

Keywords: Program Music / Absolute Music / Symphonic Poem / Thai Composers
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3 Natchar Phancharoen, Dictionary of Musical Terms, 5™ ed. (Bangkok: Katecarat, 2021), 2. (in Thai)

* Teerapong Ruangkham, “The Crossing of the Cosmic Ocean by Sai Samon: From the Court of Versailles to the
Royal Crematorium of King Rama IX,” accessed March 3, 2025, https://thestandard.co/a-siamese-song-say-samon.
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> Sanong Khlangphrasri, “The Development of Western String Ensembles in Thailand: From Tra Woang to
Orchestra,” accessed March 3, 2025, https://www.silpa-mag.com/culture/article_48743. (in Thai)
¢ Poonpit Amattayakul and Nachaya Natchanawakul, 126. (in Thai)
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Abstract

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

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

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

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

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

compositions.

Keywords: Music Composition / Popular Music / Electric Guitar / Educational Media
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Table 1  The Song Titles, Improvisation Modes, and Musical Styles
Song Titles Modes Musical Style | Guitar Techniques
Akhara Blues Mixolydian Mode Blues Bending, Vibrato
Hammer-on, Pull-off
Khuu Salua Ramphan Dorian Mode Blues Double Stop
Wan Tawa Mixolydian Mode Jazz Chord Melody
Bang Hern Lydian & Phrygian Modes Jazz String Skipping
Krasae Samut Dorian Mode Funk Double Stop
Sabad Cho Dorian & lonian Modes Funk Staccato, Mute Strings
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Table 1  The Song Titles, Improvisation Modes, and Musical Styles (cont.)

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

Hammer-on, Pull-off

Sai Rit Yok Kamlang Phrygian Mode Rock Alternate Picking
Sweep Picking
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Example 1  The 12-bar Basic Blues Chord Progression and The Concept of Mixolydian Mode
Improvisation in Akhara Blues
Blues J=120
AT A7 A7 A7
(4 4
HL& . yd yd . v . i yi ri . yd i rd Vi . . rd
l\_ﬂ'\y il I/ 14 4 .4 4 4 .4 .4 F 4 4 .4 r 4 4 r rd 4 .
Y | A Mixolydian Mode |
5 D7 D’ A7 A7
4 2
o = LT
7 Th V. V. V. 7 ri 4 V. V. V. ri
@ it Fd rd Fd 7 4 Fd F 4 4 r 4 Fd
o | A Mixolydian Mode
9 E’ D’ A7 E’
O« 4
o = 1T7
VAW Vi Vi V. Vi v yd yd Vi V. Vi yd
@ il Fd r 4 rd Fd rd 4 4 4 4 4
[y 1 A Mixolydian Mode
Example 2 The 12-bar Basic Minor Blues Chord Progression and The Concept of Dorian
Mode Improvisation in Khuu Salua Ramphan
Slow Blues /=60
Cm’ Cm’ Cm’ Cm’
0 1
Mf_& . 7 7 yd 7 7 7 7 .l ri
‘9 v r q O 4 Fd r 4 rd Fd 7 F.d 4 F 4
D) 1 C Dorian Mode
5 Fm’ Fm’ Cm’ Cm’
o ‘F)
Fi | 4 . 4 yd . yd yd 7 yd
Lﬂ\yl’ Fr— 7 rd 7 rd 7 rd rd . 7
) | C Dorian Mode
9 Ab7 G’ Cm’ G’
O |
o 1
F AN 7 yJ yd V. 7 7 4 7 yl yd
l\ﬁ.‘\y" ¥y 7 r.d .4 rd .4 r.d .4 F.d rd
D) C Dorian Mode
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nsUszusaatnuasLdalann unwas Jueg27 (Wan Tawa) Waguninas Ui (Bang
Hern) Tasuminas 3umz77 seeviiaUszunn 7.50 it adsemnelsssrsamedu /4 §nsn
AMAE J=120 UvmasAaNTazaie LIARAIAYAUNIIALTIUADSATIMLIYITUBINE NN
Futngavlviiudsimslaihdulnshdidenlostununaalnuadnlediiou visi Example 3 uans
wurdaluuadinled i oudifnuduius funsandunesaluummadlaun luua Bb Anlediioy
gusiusnumesa Bb7 Inua Eb dnledinaudunusiuaase Eb7 Inua Ab dnledlfsuduiusiuassa
Ab7uaTvun B Anlwamsuduiusiunesa B7 uenanimssulnsldd@enunsnadunisussiaiae
wnAnaduiudyTnsldauas 4 Fesfidnmunuianildussndidmdunisussiasuninauda uudnd
gnihunldiflefinduasawuyhusddanadastunisussias 4 es dsluummasiifunisaduify

UsItassEnIneinnsiniiiunassyn (Example 4)

Example 3  The Concept of Mixolydian Mode Improvisation in Wan Tawa

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

Example 4  Alternating Performance Between Guitar and Drums

Guitar Improvisation 4 Bars Drums Improvisation 4 Bars
Em® Eb®  Dmajo Em® Eb° Dmajo D° Gmaj7 (7 Fmaj7
‘? #
w7
ARk 3 | Sy i R S R R S S S - - - - - -
e
Guitar Improvisation 4 Bars Drums Improvisation 4 Bars
Bb7 Eb? Ab7 Ab7 Bb’ B’
0 u
p I
A1 7 7 7 7 77 7 7 77 7 7 77 7 71 = - - -
7777 77 7 7 77 7 7 77/ 7 7
o)
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UNIWNAY U077y Seazina1useunad 5.10 w1l asesnineuseandamnetdu 4/4 snsianuiii

J=140 a¥9assranunanaunilusaudaiaudenlssfusevnindvuauarnsendunosaiionad

% 3 a

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

s

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

6 o [

(Example 5-6 1a3asnue * Lansdalunenanwalluiaidunusiuaosn)

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

Modal Jazz J=140

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

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

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

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

21-28 1ATDIVUNY X WARINISUITIANASIUDN kuAndulnshidunmwas NILUAAYNT UTIA9IELUA

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

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

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

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

3 fuardamzdn Example 9 wansiulIAnn1sussiasimsinirdrsindrunnasioan 3-10 1Wunis

UIThAIUUANEAMISAIRUN 2-4 naunauluiun1sussiaudssdu (Staccato) AuULUIARNITUINS A

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

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

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

N
N

NN

N

Qg

B ®

N
N

NN
N

wduagn

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

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

Gmajo Em® Am® DY

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

| G lonian Mode |

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

o w

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

Thdusdanaunaudmnzaiu wnaedAguseiusimualiuviuemanadulngjussia wiae

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

° ) ' v L P = & °

MUDIANUMINAINDUNTNTAUTTIa9n 8RS IHNANYITY Example 11 L@AIAISUTI@LIIIUDY

wangfduiuseninafmsinihsnduudnlelnuiod 9-16 aunwiRansdulnsliddmsufiansli
v L3

AMuUANSaULWIARMIElnUARIAEU Example 12 uansuwulAaluun C alnsudunusiuaosn Cmaj

wazluua D ARsuduiusiuaesa Dmaj

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

Latin J=100

Saxophone

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

—

Saxophone

pmajo

}
i

P
O

Guitar

e

Wk
®
-4
®
©
©

"

®
q

)

N

®

Example 12 The Concept of Lydian Mode Improvisation in Mad Ruam

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

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

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

[y

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

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

Saxophone

Guitar

Example 14 The Concept of Locrian Mode Improvisation in Boek Fa

Dm’b3»  Epmaj7 Dm7b Abmaj7 Dm7b5  Epmaj7 Dm7b Abmaj7

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

2 D

| ocrian Mode |

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

G|

Usznoaun8lunnuauwazluneii 5 1iesanluidludneii 3 39l9unuaasaulansnIoluuasia®

% [y

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

Y

s v <

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

nspULWIARRgUULIA A elaiduunduiusluiumsaiiiunesa (WansanTuiu Example 16)

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

Ballad Rock J=56

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

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

1 A Aeolian Mode I

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

1.87905¢ U7 MuwIAan1lesaesagninunatuayuiudviiueman Example 17 Uanalulfin



Article No. R0205 (21 Pages), ISSN 3027-7094 (Online) MsanseusEidn U 21 atiufl 1 unsieu-liguisy 2569
https://doi.org/10.59796/rmj.V21N1.2025.R0205 Rangsit Music Journal Vol.21 No.1 January-June 2026

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

Tnfunnas a1ggndeniias ivueansaukwiIRnmelnue E WSy (We15a159uiu Example 18)

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

Rock «=200

64 ES FS /G DS/A

() 4 .

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

f e - % hg = O ©
P.M.- P.M.-

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

0—1 0—1 o 4 3 5

.

68 ES Fs C5/G DS5/A

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

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

=
1 5 =
A 0 n 2 : '[’

[ r3 r3 J . T

B 3 3 2 3 3 5

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

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

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

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

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

‘ E Phrygian Mode |

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

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

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

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

a a

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

Ly

F7bosusd) grglaunanvuladesndfaninunas1sddulviianunainvaie ety dauifntuleids

Lo

'
6

anfduidununAeninaunsuiaioudanldiuedrwnsvate Juinduasedienisdulnshdndday

al o o

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

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

U ¥

uanNUTELAULUIARUSEIANEIAIAIUN1TUSERUS KAz LIRS Beluuad 1S U A S Tain

o a

dulnslad fuspiiusdnihuwiAndanaiininsininyivaivayunisussaediedionaoniu

'
a

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

e as19dfdeananslvrainranenseas1elndedl s auiukuIN NS UIIAIUDIA UL
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Abstract

The transmission of knowledge in Thai music, particularly in the performance of the
Saw Duang a traditional string instrument with a distinctive melodic role in ensembles requires
not only theoretical knowledge and practical skills but also an understanding of the learners’
individual characteristics. This study aims to examine the process of transmitting Saw Duang
performance by Assistant Professor Dr. Suwannee Choosen, who is widely recognized for her
significant contributions to Thai music education and the development of students’ potential
across various contexts.

Assistant Professor Dr. Suwannee Choosen, Associate Dean of the Faculty of Fine and
Applied Arts at Bunditpatanasilpa Institute under the Ministry of Culture, is an expert in
performing all three traditional Thai string instruments: Saw Duang, Saw U, and Saw Sam Sai.
She has earned the title of “Queen of the Three Saws” due to her outstanding achievements,
including winning top national awards in solo competitions across all three instruments over
the past 25 years. Her contributions extend beyond performance, encompassing teaching, lec-
turing, serving as a judge in competitions, and promoting Thai music through online media
platforms such as Facebook and YouTube, thereby expanding access to Thai music learning to
the general public.

This research was conducted during February-March 2025, focusing on the teaching and
learning process of Saw Duang performance under the instruction of Asst. Prof. Dr. Suwannee
Choosen. The study adopted a qualitative research methodology (Qualitative Research) to
explore and analyze the methods and components involved in her transmission process.

The researcher conducted the study using the following procedures: 1) Reviewing
concepts, theories, and related studies, particularly the learning theory of Elizabeth Steiner
(1988), which identifies four key elements of learning: the teacher, the learner, the content,
and the teaching-learning context. This theory served as the main analytical framework for this
study. 2) Identifying key informants: The participants were divided into two groups. The primary

informant was Assistant Professor Dr. Suwannee Choosen, and the secondary informants were
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two Saw Duang major students from the Thai Music program, Faculty of Fine and Applied Arts,
Bunditpatanasilpa Institute, who were enrolled in Thai String Instrument Skills 2 and 6 courses.
3) Data collection: Data were gathered from documents, articles, electronic media, interviews,
and non-participant observations. The collected data were then organized, categorized, and
synthesized to draw conclusions. 4) Data analysis: An inductive interpretive approach was used
based on Steiner’s theoretical model to interpret the data and summarize the findings.

The research findings highlighted four main aspects of the transmission process: 1) Teacher:
Assistant Professor Dr. Suwannee Choosen possesses extensive experience and expertise in Saw
Duang performance. She began learning the instrument at the elementary level and studied
under several expert teachers. Her teaching, training, and competitive achievements have been
consistently outstanding, and her students have demonstrated exceptional talent, gaining
national recognition in music competitions. 2) Learners: Students are carefully selected by the
teacher based on multiple criteria, including musical skill, personality, aptitude, and individual
learning goals. The current participants had prior experience in Saw Duang performance and
demonstrated ongoing skill development under the instructor’s guidance. 3) Content: Instruction
follows the Faculty’s curriculum. Thai String Instrument Skills 2 focuses on foundational pieces
such as Ching Phra Chan and Mahachai, while Skills 6 emphasizes solo repertoire, including Nok
Kamin and Phaya Khruan. The assessment method is authentic, conducted in three stages:
before, during, and after instruction, allowing both formative and summative evaluation of
learners’ progress. 4) Context: Instruction occurs in a personal studio setting. The teacher
employs the “17-tone system” technique developed by Master Vorayot Suksayachon to train
pitch accuracy. The transmission method follows the oral tradition, delivered through one-on-
one lessons, supplemented by cognitive training techniques, video clips, and musical scores to
enhance students’ understanding and retention.

Overall, the findings indicate that the transmission process of Saw Duang performance
by Assistant Professor Dr. Suwannee Choosen effectively integrates the four components of
Steiner’s learning theory. Her teaching emphasizes personalized guidance, practical musicianship,
and a deep understanding of Thai musical aesthetics.

The study demonstrates that the transmission of Saw Duang performance by Assistant

Professor Dr. Suwannee Choosen is notable not only for its content but also for its systematic
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and structured methodology. The findings offer valuable insights for Thai music education,
especially in teaching Saw Duang, applicable to both primary and higher education contexts.
Furthermore, this study provides a reference for instructors seeking effective teaching strategies
to cultivate students’ musical potential, preserve traditional Thai music, and promote its
appreciation among broader audiences.

In conclusion, the research highlights the importance of combining theoretical
knowledge, practical skills, and learner-centered approaches in the transmission of traditional
Thai music. The systematic methods employed by Assistant Professor Dr. Suwannee Choosen,
alongside her extensive experience and expertise, ensure that learners not only acquire
technical proficiency but also develop a deep appreciation for Thai music culture. The study
period, research framework, and analytical approach firmly demonstrate the direct application
of Elizabeth Steiner’s learning theory, reaffirming its relevance to Thai traditional music
pedagogy. This study contributes to the understanding of effective music pedagogy and serves
as a guideline for both educators and researchers interested in the preservation and

dissemination of Thai musical heritage.

Keywords: Instructional Process / Saw Duang Performance / Suwannee Choosen
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Table 1 Summary of Teaching Backeround and Achievements of
Asst. Prof. Dr. Suwannee Choosen
Teacher: Assistant Professor Dr. Suwannee Choosen
General Educational Background Work Experience Works and
Information Background in Thai Music Contributions
- Born on May - Completed - Asst. Prof. Dr. - Began teaching | - Won solo Saw

16, 1979

- Father: Mr.
Wichai Choosen
Mother: Mrs.
Bualun
Woramanakul

- Married to Mr.

Krisana Meesin

214-215 Khu
Khwan Hansaa 5
Village, Moo 8§,
Suan Luang Sub -
district, Krathum
Baen District,
Samut Sakhon

Province

- Current address:

Grades 1-6 at Wat
Mongkolwararam
School, Bangkok.
- Completed
Grades 7-12 at
Debsirin Romklao
School.

- Earned
Bachelor's and
Master's degrees
in Thai Music,
Chulalongkorn
University.

- Pursued a
Doctorate in
Musicology at
Khon Kaen

University.

Suwannee started
learning the Saw
U at Grade 1.

- Switched to
playing Saw
Duang from
Grade 4.

- Studied under
Teachers Teera,
Worayot, and
Kamonrat.

- Currently
continues to
receive guidance
and teach Thai
music from these

teachers

Thai music in
1995.

- Worked part -
time at several
universities.

- Served as
trainer and judge
in music
contests.

- Now lecturer
and Deputy Dean
at the Faculty of
Music and
Dramatic Arts,
Bunditpatanasilpa

Institute.

Duang and mixed
ensemble
contests (1995-
1997).

- Students
admitted to top
Thai high schools.
- Students
advanced to
major Thai
universities.

- Represented
Thai music at
2001 World Music
Festival, Pakistan.
- Received
Outstanding
Youth and Alumni

awards
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Table 2 Summary of student selection criteria and background of Saw Duang students

taught by Asst. Prof. Dr. Suwannee Choosen

Learner

Student Selection Criteria

Student Background

1. Physical ability (must play Saw Duang;
visually impaired allowed if can read Braille)
2. Playing skills (potential to develop even
from zero)

3. Intelligence and quick thinking (based on
grades and interview responses)

4. Previous experience (to guide student
development)

5. Personality and behavior (observed during
interview)

6. Diligence and discipline (practice hours
per day)

7. Attitude (confidence in playing)

8. Goals and motivation (future plans and

expectations)

Registered in Thai String Skills 2 and 6
courses; directly taught by Asst. Prof. Dr.

Suwannee Choosen

Sample students:

- Thai String Skills 2: Prior Saw Duang
experience; one year of study with the
professor.

- Thai String Skills 6: Prior Saw Duang
experience; two years of study with the

professor.
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Summary of instructional content in Saw Duang performance

Content

Course Content of Thai
String Instrument Skills Il
and VI

Songs Used in Saw Duang

Instruction

Assessment and Evaluation

- The teaching content
follows the curriculum of
Thai String Instrument Skills |l
and VI.

- Skills Il focuses on group
performance using classical
songs such as Ching Phra
Chan and Mahachai.

- Skills VI emphasizes solo
performance with advanced
pieces like Nok Kamin and
Phaya Khruan.

- Students are required to
study at least two selected

pieces in each course.

- Songs are selected from
the curriculum and matched
to each student’s skill level
and suitability.

- Ching Phra Chan and
Mahachai are used for Skills
Il instruction.

- Nok Kamin and Phaya
Khruan are used for Skills VI
instruction.

- The instructor prioritizes
songs that suit each

student’s level.

- Evaluation occurs in three
phases: before, during, and
after instruction.

- Pre-assessment identifies
students’ initial abilities.

- During instruction, progress,
discipline, and participation
are monitored.

- Post-assessment includes
solo and group
performances, including

stage shows.
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Summary of the instructional context in Saw Duang performance

Context

Principles, Methods, and
Techniques for
Transmitting the

Performance of Saw Duang

Learning Environment for

Saw Duang Instruction

Teaching Media and
Materials Used in

Instruction

Principles: 1) Based on the
content of the Thai string
instrument skills course.

2) Applying the theory of
Saw performance with 17-
tone system. determination.
3) Emphasizing accurate
performance and conveying
the essence of the music.
Methods: 1) Oral and one-
on-one teaching. 2) Slow
demonstration by phrase.
3) Detailed explanation of
techniques. 4) Emphasis on
accuracy.

Techniques: 1) Emphasis on
cognitive restructuring.

2) “Sensor” mindset
technique. 3) Repetitive
phrase by phrase practice. 4)
Constant review and
connection of previous

phrases.

Lessons conducted in the
instructor’s private office:
Learning takes place in a
private office on the 2nd
floor of the Faculty of Fine
and Applied Arts.

Quiet and focused learning
atmosphere: The space is
calm and free from
disturbances, helping
students concentrate fully
during lessons.

Supports close and clear
communication: The setting
allows the teacher to
demonstrate and observe
closely, making explanations
and corrections more
effective.

Flexible location with
emphasis on quietness:
While the office is preferred,
any quiet and suitable place

can be used for instruction

Uses two Saw Duang
instruments: One for the
instructor and one for the
student to play
simultaneously and observe
each other.

If only one instrument is
available: The student uses
it while the instructor
provides detailed
explanations instead of
playing.

Uses YouTube videos as
teaching aids: Students
listen to or watch
performances before lessons
to better understand the
melody.

Uses music scores as
learning materials: Helps
students build a foundation
and grasp the song before

practicing.
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Figure 2 Transmission Process in Saw Duang of Assistant Professor Dr. Suwannee Choosen

Review and Adjustment: The instructor checks students’ hand position, bowing technique, and

pitch accuracy, providing corrections for individual weaknesses.

v

Pitch and Tone Training: Students practice scales and apply the “17-tone system” to improve

intonation and auditory perception.

v

Repertoire Practice:

- Course 2: Basic pieces such as Ching Prachan and Mahachai.

- Course 6: Solo pieces such as Nok Khamin and Phaya Kruan.

\Z

Skill Development: Emphasis on musical interpretation, phrasing, and expressive performance

techniques.

v

Assessment: Authentic assessment conducted before, during, and after learning, with student

reflection on

#3UNan15338 (Conclusion)
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® Suwannee Choosen (Assoc. Dean, Music & Dramatic, BPI), interview by Nantenee Veanghong, March 10, 2025.

(in Thai)
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® Narutt Suttachitt, 265-266. (in Thai)

? Suwannee Choosen, “Sen Sai Lai Saw: The Creation of Thai Music from the Meaning of Line” (Research Report,
Bunditpatanasilpa Institute, 2020), 13-18, https://www.bpi.ac.th/upload/media/2022/05/6790628c4984e01b9.pdf.
(in Thai)
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Abstract

The Tanyong song is a traditional folk song of Thai Muslim communities, characterized
by its distinctive melody, lyrics, and rhythm, reflecting the cultural and social identity of local
communities. Historically, the Tanyong song evolved from Rong-Ngaeng music, which
originally used Malay poetry as its lyrics. However, musicians on the Andaman coast, unfamiliar
with the Malay language, adapted the lyrics into the Southern Thai dialect to facilitate
communication and allow deeper emotional expression by both performers and listeners.
Krabi Province once served as a cultural hub for Rong-Ngaeng Tanyong ensembles and a source
of income for local musicians. Today, however, only three ensembles remain, as many of the
elder folk artists have passed away and there has been a lack of generational transmission.
Interest among the younger generation has declined, placing the Tanyong song at risk of
disappearing. In response to this issue, the researcher aims to develop and rearrange the
Tanyong song to suit contemporary music ensembles. This approach seeks to attract modern
audiences and international tourists, thereby providing a means to preserve, promote, and
add cultural and economic value to local folk music traditions.

This creative research aims to study the Tanyong songs of the Rong Gaeng Tanyong Dok
Thung Fah band from Krabi Province, as well as to arrange these Tanyong songs into
contemporary music arrangements. The study focuses on the Tanyong songs performed by the
Rong Gaeng Tanyong Dok Thung Fah band from Krabi, selecting five songs to adapt into
contemporary arrangements. The selected songs are: 1) Sayang La, 2) Pahree Koah Phan Yee,
3) Lagu Mai, 4) Le Hang Kongkong, and 5) Pahree Koah Phra Thong. The instruments used in
the contemporary arrangements include: 1) Piano, 2) Violin, 3) Ranad Ek, 4) Klui, 5) Bass, 6) Small
Ramana drum, 7) Large Ramana drum, and 8) Gong.

The research employs various data collection methods, including the study of
documents, literature, and related research, as well as fieldwork data collection through
interviews, observations, note-taking, and audio recordings. The sample group consists of
musicians from the Rong Gaeng Dok Thung Fah band in Krabi Province. The sampling method
involved selecting both traditional Thai and Western musicians who are recognized and

accepted by the local community. Subsequently, the song data were reviewed and carefully
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selected to identify suitable pieces for adaptation. The arrangement concepts for harmonizing
the songs in a contemporary band format were analyzed and then verified by experts for
accuracy. The pieces were rehearsed and refined to ensure completeness and quality. Finally,
the arranged songs were performed and presented to the public. The research was conducted
over the period from February 2024 to January 2025.

Research findings reveal that the original Tanyong song consists of a single melodic
line, utilizing melodic repetition with only the lyrics being altered. In live performances, the
lyrics may be improvised or modified depending on the singer’s emotions or the specific
situation, and do not necessarily remain the same each time. Some parts of the lyrics
incorporate Southern Thai dialect. The song often begins with phrases such as “Bunga
Tanyong, Tanyong Tanyong” or “Bunga Rak Oei Tanyong”, followed by the names of trees
or flowers. Flowers are used as symbolic representations of women. The lyrical content
typically centers on romantic themes between young men and women and reflects local
culture. The rhythm follows the Hat Yao pattern. The musical arrangement is guided by a
conceptual framework of Southern Thai musical identity. This includes the creation of
harmonies, the composition of new melodies in the introduction, solo, and ending sections,
the allocation of roles and functions for each instrument to achieve balance, and the selection
of harmonies that blend naturally with the Southern Thai language.

The harmonic arrangement in the Tanyong song represents a creative musical
endeavor that challenges the reinterpretation of traditional musical identity within a
contemporary framework. While modern elements are introduced, the essence of folk music
is preserved through its lyrics, melody, rhythm, and the use of the Southern Thai dialect. This
research serves as a bridge between Eastern and Western musical traditions, offering younger
generations—who may be unfamiliar with folk music—an opportunity to experience its unique
and valuable beauty. Moreover, it contributes to the preservation of cultural heritage while

generating income and added value for local folk musicians within the community.

Keywords: Arrangement / Tanyong Music / Contemporary Bands
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! Sukree Charoensuk, How to Listen to Music Beautifully (Bangkok: Ruean Kaew Printing, 1989), 16. (in Thai)
? Nantawat Chatuthai, “Rongkeng-Rongngaeng,” Newsletter of the Sirindhorn Anthropology Center (Public
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Example 1  The Original Melody of the Song Pahree Koah Phan Yee

1
G4 e P e e 7
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bu nga rak oei tan yong yong hir lanong yong dok yan nat bu nga rak oei tan yong yong hir la nong yong dok yan nat tam
6 A7
DL SIS S > _ o i o o o . - . -

thang bang no pai wat nong that tae dok dok lam pheng tam thang bang no pai wat nong that tae dok dok lam pheng bu
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nga rak oei tan yong yong hir lanong yong dok di pli bu nga rak oei tan yong yong hir lanong yong dok di pli nong tok ma yu ban ni nong sa wat
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nga rak oei tan yong yong hir la nong yong ton khuea pro pak  wan lae khan sing phro tham hai nong
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long pai  duai lin tae rak khon uen mot sin tham hai nong kin tae  nam ta

Figure 1 QR Code for the Original Melody

asungneINULledaanas U1sin1etung (Explanation of Pahri Koh Panyee Lyrics)
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ausaededuld wionanld aenld@arunuedunmidunuvesdnge® mas Umsinigdund

®Klin Khongmeuanphet, An Analysis of the Folk Songs “Rong Neaeng” and “Tanyong” (Krabi: Krabi Printing
1995), 24. (in Thai)
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Table 1 Lyrics and Southern Thai Dialect of the Song Pahree Koah Phan Yee
Musical Southern
Lyrics
form Dialect Meaning
Section 1 | Bunga rak oei tanyong yong hai la nong yong dok yan nat. | “Dok yan nat”
(A1) Bunga rak oei tanyong yong hai la nong yong dok yan nat. | means
Tam thang bang no pai wat nong that tae dok dok pineapple
lampheng. flower
Tam thang bang no pai wat nong that tae dok dok
lamphens.
Section 2 | Bunga rak oei tanyong yong hai la nong yong dok dipli. “Dok dipli”
(A2) Bunga rak oei tanyong yong hai la nong yong dok dipli. means long
Nong tok ma yu ban ni nong sawatdee kamnan duay. pepper flower
Wai thang phu yai phu chuai thang chao ban duay
sawatdee.
Section 3 | Bunga rak oei tanyong yong hai la nong yong ton mai daeng. | “Khi khran”
(A3) Bunga rak oei tanyong yong hai la nong yong ton mai daeng. | means lazy
Rak ton bang no rak raeng khi khran sadaeng hai khrai hen.
Rak ton bang no rak raeng khi khran sadaeng hai khrai hen.
Section 4 | Bunga rak oei tanyong yong hai la nong yong ton khuea “Ton khuea
(A4) pro. Bunga rak oei tanyong yong hai la nong yong ton pro” means
khuea pro. Pak wan lae khan siang phro tam hai nong long | Thai eggplant
pai duay lin. Tae rak khon eun mot sin tam hai nong kin plant
tae namta.
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(Concept of Harmonic Arrangement in Pahri Koh Panyee)

was Umsinietiund iesnduatiuummasiunesidnuasdumasmoutieng vl
fdlTunAnlunsveemadliiauanysaiuasihaulasndedulaednsiuduluusasdiuds
Tassasudsfndnvaiinas Ymsinretund lnensiiiuseud WudssUszau Wuviueslunis

doawnsn wumnaulala (Solo) 1,2 LALLALNBUAIYINY 79 Table 2

Table 2 Musical Characteristics of the Song Pahree Koah Phan Yee

Musical form | Measure | Amount (Bar) Musical form Measure | Amount (Bar)
Introduction 1-8 8 Section 3 (A3) 41-48 8
Section 1 (A1) 9-16 8 Section 4 (A4) 49-56 8
Section 2 (A2) 17-24 8 Solo Section 2 57-68 12

Solo Section 1 25-40 16 Ending 69-72 4

21999u (Introduction)
muunmasiuadululivinew fidesesnmsliunmasiauauysal Jdaiiunoui
a ' o v 9 Aa a & o oA v ' ° v a &

winAnYneudfeinIsiiaunsindurnululnedsdenldssunenuasvqeviminiduwus
ued {Idgldmatanisussiasludnuuzassdeaduiuludnuazaiu-neu (Call and Response)
(deyanwalnsousiiuans Example 2) Welwiminidunwiadvayuludnvauzuionassa (Block
Chord) NaaIsINEUIVINTNTIUTTadlUTmIzntn A9 9919 1 wag 3 ons1ANUSUAFIA LAY
90 LWaAYTNUTNNUTTAILUANNITIARDUNVDIADIA UTTHABLUIIIZNUN ADIIMEN 1 hagdIIzh 3

Wuigtudasazswzwn Taleduvihminiviuesilduainuds (Melodic Background) Tmaiians
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LdauTias (Descending Motion) (adeyanwaldnasy Example 2) Wadosnishanuavitussuelilodu

U

a

fauidnsiusu Weurany wazdasuliihuswmdnglilanfetasaanumnuiunned

Example 2  Intro Section, mm. 1-5
J=90
Intro
1 Dm A 2Dm A7 3Dm A7 4Dm A7 5:'G F
——— - — " — , . . | )
Violin 1 } He = = = = =2 i the =S !
T T T
P Dessending Motion Dessending Motion
H [r— ] = (r— 1 = T
g =T = b = I Tha
Ramd (fosbd o — —| oot | e
< < i e EE 1T . s =
Melodic Call Melodic Call
0 P
Klui@é =t ! O ! |
T Lk - - ' 1 1 ) 4 1 ey o = 1 L J
Melodic Response Melodic Response
Dm A7 Dm A7 Dm A7 Dm A7 G F
B = : L : - : - : 7 é :
1ano T T T T 1
4 “g = Hg =7 gg = ng L !
Rummana Leg |HE—4—&F——% - e e e e e S e
; t ; ; ; ; ; t ;
RummanaYai Ej —— & — ——— a3
Gong I I I I I : ] ; I I
ﬁ 2 2 Z Z Z Z; Z Z; 2 2

PUNNVDWATDINUAS LULIMOU Al

Tupeau A 1 auduatuluneuidiiesesngliiviuedunisdeaduiudssios {ideiiuuifa

Tivhuewdniinauaugaliinadan Fsddszuneniwmihiiussiiluanwdresdoaduiuides

2949 Ileduvimtndudurinussussiasrasidssdosnuduatu Weadean 1suduendnwainiiu

Juaussiuduld Weluwasivaimihndusnatdvayuedeuilunueresaniudadsnzmag

Fe3URUUNITUTIAWNINABU Example 2 Lunfauiiadesnisiiunnasdaiuidnnsyduaunauny
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o

nagsiuzwarsiouimihinuaNdndiunuadmzussaduianemaen (Qdyanualdmasy

Example 3)

Example 3  Section A1, mm. 9-12

Dm F Dm A7 Dm F Dm A7
9 10 11 12
N e e o . , o o o Llie o . > o 75
A S — i — i Bt S — o {mmm]
VOlCe 'I’\“!'a"’ 1 1 1 1 L 1 1 1 ={ 1 1 { { "4 } 1 1 1 1 L 1 { 1 }! 1 1 1 { 'IJ :
o8 3 e —— T T e T 1
nga rak oei tan yong yong hir lanong yong dok yan nat bu nga rak oei tan yong yong hir lanong yong dok yan nat tam
Dm F Dm AT Dm F Dm A
h P L . ® o o o Jlm o . ® o P
Violin (b t——t——1 T e i S e — | T = 7|
2 " — T T T — T T —
f) | ==
2 T  —— — —— T -
Ranad [t st : e | H
- ' = ' $
= = =
> ¥4 ®
A % T T T ]
T
K b : ; : |
ot T 1 T |
Dm F Dm A7 Dm F Dm A
5 n 2% 1 1 l“ 1 1 - l!\I 1 1 - Il'\ {_} - ‘R‘{ 1 1 ‘l\ 1 1 - AV 1 I - I"\ {_} - ‘K‘!
Fiane S 5F— 3,35 3§ F 355 55§ 535 ¢
rax y /) I | e T T { — - |
B ) e £ 1 e s — e |
ass L ge c— . - S ¢ a— - S—  — |
i T i I — i — - 3 —r—n |
I Y I |4 I Y | Y
> = > > > > > >
p /0t oo  — oo o oo — oo
R\]Xnmana Leg m: z ‘V‘ L7 1 :l‘ L7 T %, T IV L7 / 1 V L ' % L™ lvl L
Had Yao Rhythm Pattern
> > > > > > > >
> > > = = > > >
Rummana Yai |HE-2— v — e EVarr — o E — et et e
= 7 I 7 T 7 I 7 I 7 I 7 I 7 I 7
%
% T T
Gong |HE—4— - g g : - g '
~ = o (=4 o =4 o o o

SnuarnsfSamemaeidmsunasssiuswn dalidaedu 2 Tu liun S1uzundn uas
srugunlng $ruzundniiFeswan Swhdlidanzuszaudestusiusunlng Tneuiude
“goaunan” ofueunirlmvesiime SusuilvgRdesudnidlrimnendn wudsnewin
(Strong Beat) Unvudsmgmmsniinuluuninasvisinietuvd See fu 3 sUuuy nuagansd
SwguLanagAdesuau (Rim Strike) 1Wundn swnluaavdsmeiu 2 dnway Ao 1) nsinsainaislu

(Center Strike) agldsay wag 2) n1siveualvildesuna A9 Example 4
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Example 4  Rhythmic Pattern of Hat Yao Style

1 Rim Strike 2 3

v
L )
Y
LM

R Lee [BEEEESS——
ummana Leg |HIFZ———jmmt— S — ——

nu
Y

fel

NV
mi

(el
]'1
L
NI
e Y
e Y
[TV

el
el
el

Rim Strike
= =

L6
TNV
i L
b ]V
NV
."I
il
NY
N L
ik
TNV
R
a1l
TTNY
8 L
R ]V

Rummana Yai

Nl
{oel

Center Strike

nFI9819 Example 4 JULUUN 1 azduguuuundniinuannluunimas JULUUN 2 9wy

[
I v A

Tuunsasunaneu wazguuuuil 3 szdenldluvieudiazdadvioulvsl Tudnwaznnsdds visilunnsg
waRARNUITIasAnsaFgnLaUlanLANNmIZEY

poulala 1 auduatulifineulala fideduunanlrunmadidduliliinnudeniie 39
Ifinnoulela Faaiidanulamsiuluneutd fe dreieanasd 35 - 40 wRevdnneuilneanisly
Weluflunumaduunduiniesiusiumumsauudennesaeenafeniioassddusuiuldu §3de
Tnalianisussnadudnsaram-nou deaduiu wWisuaounisioddneuiemadssuinee

wis Fadudnvaziiuveanasssaudsdiunes a9 Example 5

Example 5  Solo 1 Section, mm. 35-40

35 Dm F Dm A7 G F A7 Dm G F A7 Dm
I») o e - - -

Violin 5% R 1 oty e— e !
\')’9 % + — i e t o i

Dr F Dm A7 G F A7 Dm G F A7 Dm
p elefesec hefeoL . 132 PP .
Piano } = = == !
ari b3 1 1 1 1 L 1

wihveaaiesnusslutmeuasing (Coda)

Turrameuawing Woliummaninauanysalluneusu §3duldasrsmeuasing Taglv
\PsnunTLAUTIa U waznsvauTamgludnuaz Tdu (Unison) iumsldnsvaudonsy
Tusuuuultingas 3 wened iedeansaienunszduaramiinuidliunnaaiaanuaynauiy

wazauaegUsevivla A3 Example 6
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Example 6  Section Ending mm. 69-72

Coda &
69
T B . — — —.—— . »
Violin  Hewb7— I 1 T I T i — — ™ F—r—1T 1 i T T T I —— T <
A — X T T = T T I — I I = T 1
[ C—3— 7 L —3—7 q— g — 7 —g—— 7 53—
——3— —3— 33— —3
0 - | il I I — N > | | | 1 ] |
Ranad [fsP7— o T T T - > T T S
D S ——— —— —) He—o—fo—J—o— —g
[ [
Jope ® o 4 o — . o . - . 1
Khui [{fsbg] : 1 f T { r—r— 2 55— I T f i f e v & |
D) 33— —3—J 73— 33— —3— g3—
, IEEES B e . PEE e — - -
Piano HasP7— H—T—+ T F— T H——+ T v i |
S 3 T 1 It T T T  a— T I = 1 I T i |
D] [ S— i E— J— 53— [ — — i — J— 53—
% r
Bass e/ e — ————— i i T f —f tp—p—f » vs i |
t T T t t t
33— L L O roe—ss— L, L L 5T
y
/o _— — —— | c— —— - e o————— o ——
Rummana Leg |HH % I T I 1 1 I ; I I — I I <
—3—J —3— —g3— —3—J L—g3—1 33—
% T s s T s 1 i» 1 s s t 1 s
RummanaYai | e e e e T " — F— ™ e S S — " —"—t s
- 38— ——3— ——3— ——3—— ——3— ——3—
Gong |HFE—# v i t F v
~ 99—+ v o @ o 9 9 o oo o ¥

#3UNan15338 (Conclusion)

NTHATIEMHUIAANNAUATIUNTS VS BLAEIUT LA UUINAIRUNEIE NS U AR S WET Y
amnsaasUnanisesusnunAaluUssiudings dddinas vmSinrythumd Wumasiegnddunuids
Fasteluil

& v [ & v £ Ly 1 & < &
1. 19599 anwaellas9nuavuulusmuiorveanandy 4 aou Wermvssunnadlag

L o =

AMTWAUTIEBTIIALITURGanTinassneniuiiduauyadudasond U dudesnisies

[
a

Wunwduls Tuunmwas Uvmsinietiumd dnnsldadnrinuauldlunsasnau fadl

al

MAUN 1 LA ABNEIUNLR LAMUVUIYIT ABNEUULIA

a o !

a a A a i a
AOUN 2 WA ABNAUR UAINUNNIEIN ABANTA

De

I b4 =

AauT 3 1A A3 TAnununedn Uneansellesinvinesls

AOUN 4 TAN7N AUBLUSIE TAUTNIEIN AuNaSE
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2. ¥ues dnvarvesiussiuatuidumaiiduuiuesfisinaoauaiinisiasuiedes
SnunrgUuuualasiia (Strophic Form) tp%esdl 4 nou vusaniieutunnneuddsuifisaiiodes
Taduladeenndaulannluues (D Jazz Melodic Minor Scale) toun DEF G A B Ct D 198msn
WAL 4/4

3. unuInmiiiveuad ssauns vgedunumyiminivinuemadnluneuumi aevlela 1
wasmauasing sruneniunumymidivhussdnluseuumi luseulela 1 lunsuasing wazvi

v o o - Y a o D = Y ° o Y o &
i uesiiuainudsluneu Al lileduviminivinuesiiduainvds Tuseuin wagvimdiidu
wwaviueslunau Al seulala 1 wazpeuawing Weludunumvimdhfviidunwiatduayu Tunis

d' a s Ao o sw o [y o o v a g o
wisuivesnesandunusiuwuviuewedn lunewin nou Al wagyhminimduwuivitues Tuneu
lala 1 uaznouading waviwihiiluiwaivayy nswdounvesnesaludailudwnsningilu
nouln nou Al neulala 1 wazvimimduvivedudnvaryidulunouawing nasesiuzun

mihiauaudadiunuia1danzussadudiening1n kagyiminnelduiunseaiudanisves

[

LAIDIINUBIAUASTUDY 9 Tumauawiny fosdunuimimifiauaudadiunuiatdmnsussadly

v W

FIMEMAYIUTIANUTIMNIEN 1 hazdamed 3 Fadudamendn wasyiungddudunseaiuy

Y

JIMZVDUATDIVIUDIAUATTUDY 9 TunBUaNY

Tunisnamisagnulgymilusesseaudswainuasnuiiu laun ssuin uazvge 39laiinas

Va v =

USULEE9U9 AT DIAUATNUUN LIRS UULEEITIANUNANNAUNULASDIAUASAING HIFUANBIILATIEAUN

e

wasruatuuazihuseussadeslsza lwennsldreialinaunduiunquidsswasdiiissniuw

funAlAkazUNUIMMIINNIva AT RIAURS IRz U ITUNasliaNaNy sl ing UseasAnis3dy

anUs19Nan15338 (Discussion)

A15IFLI09 NUIFYASNATIANSES HULS 89F 89U SLANUUNINAIR UNBIFINT U UAT T AT

Ay o LY 1

wuinsiseusesdssssanlmivigliunmadinnulmssidiivgeade uwidlinsendnualves
uniasduatu wu nsldviuesd Mawduaield nislddameiamziuusewisdunes n1sld
LATBIAUAS INUHANHAIUAT DI UATAINAVINIAUNNAAAAANUNAIN AN TAIUTTTH NISHLLAY
deaszanulinsussduseneuneaussiiielviuninasiniuauysal Tuudyuveanisaseassanuns
Sanads n1siseulTesuninasiuveetinisniseanuulaseaseaunsnda udangu wadeng
Snwdnanwaldulile wadiamianld wu nsldpesalidnduntsmauniald lnenisdadionaasnil
=~ a o o ¢ g v = = a = o 9 Yo o A Y a

fimunaundunanifesnesanlinuiinisaguiuldasilidaiunisdulvavesniviviesdiu

LAZN1TINIAUTENDUYDINAUAS 1AL ANUN TALAST DIAUATNUTIULAAIUNUINLAY AINATUAALTY
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VRIHLFHIVIYAIUAUAT UNAUASHUTIY WA YU LATINIUNITHAAIAA IINUUUADUNIUAIY
fanaly nudnisseuseduslluuTwalivanunsafgeanuaulavesisulan nsenzhvugulng
nldfuimeiuaunsnuiiuy sliiuisdnenmlunislddavzaunsiluniodiodenlesudiuliad
aadn Idelinanngufauning Fupnidiurauna ielinussnut ueg1sunnasse i el
a v | v} I~ a A % 1Y d! d‘ [ 1 v % 'y}
finmsiawuassegaanisiausssuiludnmadenliundils Famsvdsuuvastinanlaaenndesiv
a a 54 QA' 1 1 « I3 QI d' 1 QI a d' [ o 1
WWIARYEY NYIWT BunTawILUn® 1naa31 “Tausssuludenlineats InsWdsunlaslsudey
naaan” mugpateNdsuluuiimusssunfanusesnsegassesusuimlidndulantdagiuiin
Wunnuaugan1aiausssy nadnsananAdedalmiuiinisdaulasunimasiufuiazaoninsn
wailaadelvdannsavilalaedinsngruvesauniiiuinu dwalvigildugadagduladudatagauen

Ya3aunIiuTuBazidunsatuaalalun1 T EU T AILSTSUAUAS IANA19919TU Tunmsuadded

azvioubudasnsUssgndummainsdubidniuaunssnadeliegisaasi

Jorauauus (Suggestion)

1) m3FeuiSeadesranudmivisausisuuuuing q Wy mshunmassosuisiunedils
AnwunhluraurauiusuAaaunsagTuantusduuulnd nsSeusedunssuiunsing ond
nsisuissadsslszaulinuisnunieasiasanit (Orchestra) 19auUn3Lda (Jazz Band) 29lus115n
(Military Band) 1t oliinaumainwatemadesuasiiudinis@avsldfuunmasiutiy wio
JarsassAnuasiBanaasdlagiinausisvesauninnnginindy 4 1wy a1du (Latin), uda (Jazz)
uwaLrauuUTmaseiiunes deadauuamslnllunmsiiaueauniiutuludnusauate
Hudu

2) wmAlAN1TUTENUS 1o migimmiﬁuﬁaaﬁﬁaLLaszﬂIuIaﬁmum%‘ mslmalulagvaelu
nsad1eassd wu luswnsuSeudeades vienmsaraeundindiy/ Sulsduusninueiviesdu 019tae
duasulinuiiiutdndsitendldinndau wiostaduromamameunslussduiiniatu vio
mAfuFouifisuiuumnasiutunnginedu delffummuaniuasasuesunmassesds
Funaslddaauanniu asfinsiteSouiisuiuunmasitudiuannedureding sesnUssng

Waut i Wy wady wisedulatie AilsinTausssurdtendaiu Wuduy

* Kanjana Intrasunanon, Basic Culture Anthropology (Bangkok: Faculty of Fine Arts, Srinakharinwirot University,

1997), 105. (in Thai)
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N1TNBUNINAIU (Performance of the Composition)
uninassoaudeunssildfinamounsoongassnsusinusuuuunisuansan Tusuuans

nasAdounmasiunsdugiuuuisaunismats Sntulutuil 30 gateu 2567 w enansuansEaAs

Fvnenaupiinu winedesesgyiie uarldfinsimeunsriudessulatiniagyu (YouTube)

ARI9EN Figure 2 wwaaustntetund

Figure 2 QR Code for the Song Pahree Koh Panyee

AnAnssuuUsznia (Acknowledgement)
NUITYAS1ETIANITLS HULS 998 g9UTLATNUUNNAIR UNIANNTUINUAS S wads ATy

NURANUUNTITENUNTIVENAET BN Tneanduideuasiann Yaudssuna 2566
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Abstract

This research aimed to develop a comprehensive vocal teaching model grounded in
Giuseppe Verdi’s art music, tailored specifically for undergraduate music students in the
People’s Republic of China. Recognizing the increasing emphasis on culturally diverse and
pedagogically sound vocal instruction, the study addressed a growing need for more effective
and contextually relevant teaching methodologies in classical singing education. It responded
to the limited exploration of Verdi’s lesser known yet pedagogically rich repertoire of art songs,
which offered significant value in technical and expressive development for young vocalists.

The primary objectives of this study were threefold: 1) to construct a vocal teaching
model centered around Giuseppe Verdi’s art music, 2) to critically examine the validity and
pedagogical appropriateness of this model through expert input and practical feedback, and
3) to implement and assess the model within undergraduate vocal instruction settings.
Through these objectives, the study sought to bridge the gap between historical vocal
literature and modern educational practices, enriching students’ learning experiences with
repertoire that is both artistically substantial and pedagogically effective.

The research followed a qualitative methodology, employing semi-structured field
interviews, expert evaluations, and practical trials. A total of 15 vocal instructors from five

distinguished music universities across China were interviewed. These instructors, selected

* Corresponding author, email: suo.lon@bru.ac.th
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based on their professional experience and familiarity with classical vocal repertoire, provided
insights into current practices, challenges, and opportunities in undergraduate vocal education.
Their feedback contributed to shaping the content and structure of the proposed model.
Additionally, five vocal music experts with backgrounds in vocal pedagogy and performance
were invited to evaluate the initial version of the model. Their critical assessments were
instrumental in refining its design, particularly in instructional clarity, repertoire selection, and
student engagement. Then, ten vocal teachers participated in the trial implementation phase,
testing the model in their respective institutions and offering further evaluation based on their
classroom experiences.

The outcome of this comprehensive developmental process was the “APPE” vocal
teaching model, which comprises four interrelated phases: Analysis, Practice, Performance,
and Evaluation. Each component guided students through a systematic and holistic learning
journey.

In the analysis phase, students engaged in an in-depth study of the selected Verdi art
songs. This included textual interpretation, historical and stylistic contextualization, and
structural analysis. This phase aimed to build foundational knowledge and deepen the
student’s interpretive understanding of the repertoire. The practice phase emphasized
technical vocal training alisned with Verdi’s music demands. Exercises focused on breath
control, phrasing, diction, dynamic variation, and stylistic authenticity. Here, the selected
repertoire served as a vehicle for targeted skill development. The performance phase
encouraged students to apply their analytical and technical knowledge in live or recorded
performances. This component enhanced stage presence, interpretive confidence, and
communicative effectiveness, preparing students for public performance and professional
settings. The evaluation phase incorporated both formative and summative assessments.
These assessments included peer reviews, instructor feedback, and self-evaluation methods.
Evaluation criteria were developed in consultation with expert vocalists to ensure they aligned
with educational standards and professional expectations.

The findings from the expert evaluation and classroom trials revealed that the APPE
model was both pedagogically valid and practically effective. Expert reviewers commended

the model’s clear structure, relevance to student needs, and innovative incorporation of
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lesser-known Verdi art songs, providing technical diversity and expressive richness. Teachers
involved in the implementation phase noted observable improvements in students’ vocal
technique, interpretive insight, and overall musicality. Moreover, they reported that the model
offered a fresh and engaging approach to vocal training that encouraged deeper student
involvement and critical reflection.

The results of evaluation by 5 authoritative experts and classroom practice by 10
teachers show that the APPE teaching model has received high praise in five aspects: teaching
design, teaching methods, curriculum setting, teaching media, and teaching evaluation. It has
a clear structure, closely follows student needs, and innovatively incorporates little-known
Verdi art songs, which not only maintains technical diversity but also enhances musical
expressiveness. Through teaching students, it is found that students' vocal skills, depth of
interpretation, and overall musical literacy have all been significantly improved. This novel
teaching method not only makes vocal training interesting, but also inspires students to
participate deeply and think critically.

By integrating Verdi’s underutilized art songs into a structured teaching framework, the
APPE model enriched the existing vocal curriculum and offered a unique cultural and
pedagogical perspective. It promoted a more comprehensive understanding of Italian vocal
tradition while remaining adaptable to the educational context of Chinese undergraduate
institutions. This balance between tradition and innovation was essential for cultivating
technically skilled, artistically aware, and culturally sensitive vocal performers.

In conclusion, the study contributed to the field of vocal pedagogy by presenting a
model grounded in both scholarly research and practical application. The APPE model
demonstrated that vocal education could be more effective, dynamic, and inspiring with
thoughtful integration of historical repertoire and contemporary teaching strategies. Future
research may explore the application of this model across different musical styles and

educational contexts, further expanding its relevance and utility in global vocal training.

Keywords: Teaching / Model Vocal / Teaching Giuseppe / Verdi Art Songs
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In recent years, vocal music education in the People’s Republic of China has
developed significantly, supported by the sustained efforts of educators and performers since
the 1920s. Despite this progress, vocal instruction at art colleges continues to emphasize
technical training, often to the exclusion of broader pedagogical approaches that foster
musical artistry and holistic student development. This singular focus has limited the diversity
of teaching models and hindered the introduction of innovative practices in vocal education.

For undergraduate students, who are typically in the early stages of vocal and artistic
development, it is essential to select repertoire that supports healthy vocal growth and fosters
a comprehensive understanding of musical expression. The art songs of Giuseppe Verdi are
widely regarded as suitable for vocal instruction due to their pedagogical accessibility and
musical richness. Verdi’s collection of 17 published art songs features clear structural design
and moderate technical demands, making them particularly accessible for undergraduate-
level study. Their manageable length, lyrical clarity, and moderate vocal requirements provide
an effective introduction to Verdi’s compositional style while supporting the development of
foundational singing techniques. These include breath control, legato phrasing, and consistent
tone production—skills that are essential for early-stage vocal training.'

In Giuseppe Verdi's creative genre, 26 operas were written, and art songs were written
mainly during his early creative career (1838 -1850). According to the researchers' investigation,
only 17 works have been published.” These works exhibit moderate vocal range and technical
demands; however, their suitability varies depending on the specific voice type and level of
student development. While some of Verdi’s art songs may be appropriate for undergraduates,
especially those with lighter vocal qualities, not all pieces are universally suitable. Careful
selection based on vocal range, tessitura, and technical challenges is essential to ensure
healthy vocal development. Therefore, instructors should match repertoire to the individual

student’s vocal characteristics, drawing upon established pedagosical practices and repertoire

' Mary Kathryn Brewer, “A Comprehensive Guide to Verdi's Art Songs with Applications for Teaching and
Performing” (DA diss., Ball State University, 2016), 3.
? Federica Balluchi, Arianna Lazzini, and Riccardo Torelli, “The Role of Giuseppe Verdi in Shaping the 19"

Century Culture Industry” (MA thesis, Universita Cattolica del Sacro Cuore, 2021), 19-22.
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guidelines. Although Verdi’s art song output is limited, each piece offers valuable learning
opportunities and is well worth studying and performing by bel canto singers.

Although Verdi is small, each capital is worthy of learning and singing by bel canto
singers. These works all have the early Verdi writing style, with the typical style of sound use
and musical performance in the Bel Canto period.” Verdi is a world-renowned composer, and
his musical style must be mastered. Moreover, these 17 art songs are relatively accessible and
suitable for progressive skill development in undergraduate vocal training, which is very helpful
for undergraduates to master the composer's style and singing skills. Verdi's creative tunes
include distinct melodic and emotive elements. His early fascination with Shakespeare's
dramatic literature was a significant source of inspiration for him. He fully incorporated the
qualities and spirit of Shakespeare's plays into his original songs. He developed a keen
understanding of the dramatic elements of music, which is why music has power and
coherence.* From this, we can see that Verdi added dramatic elements to his works based on
the beautiful melodies of Italian art songs, which directly improves students' emotional
expression and stage performance.

The primary objective of this research was to develop a vocal teaching model based
on Giuseppe Verdi’s art songs, tailored for undergraduate students in the People’s Republic
of China. The study also aimed to evaluate and refine the model’s accuracy and practical
applicability through expert assessment. Finally, the research sought to implement the Verdi
Art Songs Vocal Teaching Model within undergraduate vocal education and assess its overall
effectiveness in enhancing students' vocal performance and interpretative skills.

Through consulting materials, observation, and interviews, the researchers found that
Verdi art songs are rarely used in undergraduate music majors in the People's Republic of
China, and most of the academic research on them focuses on the analysis of music, creation,

and singing. There is no research on teaching Verdi art songs, and relatively few textbooks are

® Lei Sun, “The Performance of the Verdi Chamber Music Song Brindisi” (MA thesis, Northwest Normal
University at the People's Republic of China, 2018), 4-5. (in Chinese)
“Rendi Yi, “A Study on the Singing Art of Verdi's Art Songs,” Modern Music Journal 11, 7 (2021): 130.

(in Chinese)
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published. Undergraduate students also have relatively little artistic practice of Verdi's art
songs. Teachers also generally believe that researching teaching Verdi art songs among Chinese
music undergraduates can help enrich the diversity of learning for music undergraduates in
the People's Republic of China. Verdi art songs not only enrich students' repertoire selection
and expand the diversity of learning but also use Verdi art songs' technical points and unique
musicality. It can improve students’ singing skills and music comprehension through
comprehensive analysis and practice combined with a classified teaching model. Therefore,
this paper explores the content, accuracy, and applicability of the vocal teaching model based

on Verdi art songs through the survey results.

Research Methodology
This research will use qualitative research.
1. Key Informants

1.1 To assess the accuracy and applicability of the research findings, five distin-
guished educators and professors specializing in bel canto singing were selected to evaluate
the results. All experts were affiliated with institutions located primarily in Western China,
specifically Xi'an and Sichuan provinces. While their insights were highly valuable, it is essential
to note that the findings of vocal pedagogy practices across all regions of the People’s
Republic of China.

1.2 The expert panel included: 1) Zhou Ling: Retired Professor, Ph.D., soprano,
former doctoral supervisor, and renowned vocal music educator from Xi'an Conservatory of
Music. 2) Bai Meng: Retired Professor, tenor, former doctoral supervisor, and esteemed vocal
music educator previously affiliated with Xi'an Conservatory of Music and Shanghai
Conservatory of Music. 3) XianYu YueGe: Professor, Ph.D., soprano, doctoral supervisor, and
Deputy Director of the Vocal Music Department at Xi'an Conservatory of Music. 4) Bai JuYe:
Associate Professor, Ph.D., tenor, master tutor, and Director of the Bel Canto Teaching and
Research Section, Vocal Music and Opera Department, Sichuan Conservatory of Music. 5) Fan
Ping: Professor, soprano, master tutor, and Director of the Bel Canto Teaching and Research

Section, Music Education Department, Xi'an Conservatory of Music.
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1.3 Trial Implementation Group of the 15 interviewed vocal teachers, 10 were

selected to implement and evaluate the teaching model in practice.
2. Research Instruments

2.1 Interview Questionnaire: To gain deeper insights into the teaching method-
logy, structured and semi-structured interviews were conducted using a 10-question question-
naire with 15 vocal instructors. The duration of each interview was approximately one hour,
taking place from September 2023 to January 2024.

2.2 Evaluation Questionnaire: The questionnaire was used to collect feedback
from five renowned bel canto experts, forming a summarized report based on their
assessments. The evaluation questionnaire was developed through a systematic process
aimed at ensuring content validity and reliability. Initially, the questionnaire items were
designed based on the research objectives and reviewed by academic advisors for content
relevance and clarity. To assess item validity, the Item-Objective Congruence (I0C) method
was applied, with expert reviewers evaluating each item for alignment with the intended
learning objectives. Based on their feedback, several items were revised or removed. The
final version of the questionnaire achieved a Content Validity Index (CVI) of 0.92, indicating a
high level of agreement among experts and suggesting strong content validity. The finalized
questionnaire focused on five key areas: (1) completeness of teaching steps and methods,
(2) logical coherence and practicality of the teaching design, (3) relevance and specificity of
the curriculum, (4) appropriateness of teaching materials such as images and musical scores,
and (5) effectiveness of learning assessment methods. In addition, feedback was gathered
from teachers who implemented the model, further informing the evaluation of its practical
applicability.

3. Data Collection
The data collection process followed these sequential steps:

3.1 Conducting a questionnaire-based survey to gather insights from 15 vocal
teachers regarding the Verdi art song teaching model.

3.2 Assessing the correctness and applicability of the model through expert

evaluations.
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3.3 Interviewing teachers using the model to obtain their feedback through

evaluation questionnaires.
4. Data Analysis

4.1 The responses from 15 vocal teachers were systematically analyzed in
conjunction with relevant literature on vocal pedagogy and curriculum design to extract key
insights for refining the teaching model. According to Creswell and Poth,” qualitative studies
often rely on small, purposeful samples to gather in-depth perspectives. In this study, the
inclusion of 15 participants was therefore deemed appropriate for exploratory research of this
nature.

4.2 Five experienced bel canto educators evaluated the Vocal Teaching Model
for Giuseppe Verdi’s Art Songs using a structured questionnaire focused on its applicability and
accuracy. Their expert assessments and recommendations were analyzed to refine and

enhance the model.

Research Results
The development of the vocal teaching model was carried out in three key stages:
1. Creating a Vocal Teaching Model Outline
1.1 Importance of Teaching Models: Through interviews with Chinese vocal
teachers and subsequent data analysis, two primary challenges faced by undergraduate vocal
students were identified. First, there is an overemphasis on frequently taught art songs by
well-known composers, which are often technically demanding and difficult for students to
master within a limited timeframe. Second, students are generally not exposed to art songs
by lesser-known composers, as these works are often undervalued or perceived as
unnecessary for study, leading to a narrow and imbalanced repertoire.
Teachers agreed that Giuseppe Verdi’s art songs possess strong coherence,
dramatic depth, and emotional expressiveness through unique rhythmic structures. While

some of Verdi’s art songs may be appropriate for advanced undergraduates, their technical

> John W. Creswell, and Cheryl N. Poth, Qualitative Inquiry and Research Design: Choosing Among Five
Approaches, 4" ed. (Thousand Oaks, CA: Sage Publications, 2018), 157-158.
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demands, stylistic complexity, and linguistic requirements generally necessitate a certain level
of vocal maturity. Therefore, careful selection is essential to match individual student skill
levels, making only selected pieces suitable for undergraduate study based on vocal readiness
and pedagogical objectives. Verdi’s works help improve singing techniques, breath control,
and stage presence. Among Verdi’s art songs, “Non t’accostare all’urna” and “Ad una stella”
were most frequently recommended by vocal instructors. “Non t’accostare all’urna,” in
particular, is widely used in undergraduate vocal programs in China due to its moderate vocal
range, clear melodic structure, and manageable phrasing, making it accessible for developing
voices. Additionally, both songs offer pedagogical value by allowing students to focus on
essential bel canto techniques such as legato singing, breath control, and Italian diction,
without the extreme technical demands found in Verdi’s operatic arias.

Literature analysis further highligshted that an effective teaching model should
possess several key qualities. It must be targeted, aligning closely with both the defined
teaching goals and the expected learning outcomes. Additionally, the model should be
specifically adapted to the unique musical and vocal characteristics of Verdi’s art songs.
Finally, it should be designed to integrate these distinctive features into a structured, goal-
oriented teaching framework that supports systematic skill development and artistic
interpretation.

1.2 This teaching model outlines information according to the following topics.

1.2.1 Teaching Model Overview: This teaching model seamlessly inte-
grates theory and practice, beginning to explore Verdi's art songs' historical background and
musical style. It helps students solidify their understanding of fundamental vocal theories and
techniques. Students develop essential vocal skills by engaging with Verdi’s distinctive stylistic
features, including sustained legato lines and expressive use of accents. Working with piano
accompaniment further enhances their musical sensitivity and interpretive skills. This approach
not only strengthens students’ vocal technique and artistic expression but also expands their
repertoire and prepares them for the demands of more advanced operatic roles.

1.2.2 Teaching Objectives: The primary aim of this teaching model is to
introduce greater diversity into undergraduate vocal training. By studying Verdi's art songs,

students will encounter a distinctive musical style and develop the technical prowess
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necessary for mastering more complex operatic works. The specific objectives of the training
model are structured to guide students through a comprehensive learning process. First, work
analysis serves as the foundation, where students explore the historical and musical context
of Verdi’s art songs. This understanding provides essential theoretical foundations for informed
and effective vocal training. Next, the focus shifts to improving singing skills, with students
developing specific vocal techniques found in Verdi’s works—such as sustained phrasing,
proper stress placement, and mastery of double-dotted rhythms—through systematic and
targeted practice. Following this, students work on enhancing artistic expression by engaging
in collaborative practice with piano accompaniment, which supports the refinement of both
stage presence and interpretive depth. Finally, the model aims to expand the repertoire,
allowing students to internalize Verdi’s unique musical language while strengthening their
vocal technique and preparing them for the demands of more advanced operatic repertoire.

The primary aim of this teaching model is to enrich undergraduate vocal
training by introducing stylistic and technical diversity through the study of Verdi’s art songs.
These works expose students to a distinctive compositional style that supports the
development of advanced vocal technique and interpretive skills, serving as a foundation for
more complex operatic repertoire. The model’s objectives are organized to guide students
through a structured and comprehensive learning process. It begins with repertoire analysis,
where students examine the historical background, text setting, and musical structure of
selected art songs. This analytical foundation equips students with the theoretical and stylistic
understanding necessary for informed performance. The next phase focuses on targeted vocal
training, emphasizing specific techniques drawn from Verdi’s works such as sustained legato
phrasing, precise accentuation, and control of rhythmic nuance, including double-dotted
figures. Students then apply these techniques in collaborative practice with piano
accompaniment, refining their stage presence, musical interaction, and expressive delivery.
Ultimately, the model seeks to expand each student’s repertoire while cultivating technical
proficiency and artistic maturity in preparation for advanced operatic performance.

1.2.3 Teaching Approach: Verdi’s art songs, inspired by poems from
various renowned poets, encompass diverse musical styles and varying difficulty levels. The

teaching approach should be progressive, adapting to students’ abilities and allowing them to
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tackle increasingly complex pieces. The methodology is structured into several progressive
stages to support students’ comprehensive development. The first stage, Initial Analysis and
Appreciation, introduces students to the stylistic qualities and historical context of Verdi’s art
songs, fostering a foundational understanding and appreciation of the music. In the second
stage, Technical Practice, students engage in focused training to develop the specific vocal
techniques required for Verdi’s compositions, working intensively on each component. The
third stage, Collaborative Performance, involves working with piano accompaniment to
deepen interpretive skills and enhance the integration of voice and music. The final stage,
Comprehensive Evaluation, includes a thorough assessment of both vocal technique and
artistic performance. This step-by-step approach ensures students develop a well-rounded
understanding of Verdi’s art songs while steadily refining their vocal abilities and emotional
interpretation and stylistic nuance.

1.2.4 Course Design: The course is structured to span nine weeks, each
dedicated to a specific aspect of Verdi’s art songs. The weekly topics and content are
outlined in the following table: In the first week, "Analysis", students will use the method of
explanation to analyze the historical background and musical terms of the song and will be
checked and evaluated in the second week. In the 3-6 weeks, "Practice", students will use
the method of explanation and demonstration to practice language logic stress, "legato”
singing, special rhythm, high notes, and will be checked and evaluated in the fourth to
seventh weeks. In the seventh to eighth weeks, "Performance”, students will use the method
of explanation and demonstration to teach how to cooperate with piano accompaniment to
improve stage performance. In the ninth week, "Evaluation”, students will be evaluated
based on their usual classroom performance, homework completion and live singing. This
comprehensive Course Schedule provides students with a structured pathway to mastering
Verdi’s art songs, combining technical development with artistic expression (Table 1).

1.2.5 Evaluation: Students’ progress will be assessed through a comprehensive
evaluation process involving both vocal instructors and piano accompanists. While teachers
lead the assessment of technical and artistic development, accompanists provide supple-
mental feedback on musical collaboration, phrasing, and ensemble coordination during

rehearsals and performances. Evaluation criteria focus on three key components. First,
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classroom performance will be assessed based on students’ vocal technique, interpretive skill,
and engagement during in-class singing sessions. Second, students will be required to submit
regular assignments, including practice logs and audio or video recordings of their rehearsal
work, which will be reviewed on a weekly basis to monitor consistency and improvement.
Finally, a culminating live performance will serve as a capstone assessment, allowing students
to demonstrate their technical growth and expressive interpretation before an audience. This
multi-dimensional evaluation approach ensures that students receive ongoing, constructive

feedback that supports their continued development and artistic maturity.

Table 1 Course Schedule
Week Topic Focus

1 Introduction to Verdi’s Historical background, poetic inspiration, and
Art Songs stylistic analysis.

2 Vocal Techniques - Mastering breath control and proper pronunciation
Breathing and Diction for Verdi’s Italian lyrics.

3 Singing Continuous Developing stamina and fluidity in long vocal lines.
Phrases

4 Rhythm and Accent Emphasize the accuracy of dotted rhythm and
Placement accented rhythmic position

5 Melodic Interpretation Understanding Verdi’s melodic phrasing and

emotional nuances.

6 Vocal Range and Expanding the vocal range and integrating
Expression expressive dynamics.

7 Collaborative Working with piano accompaniment and refining
Performance Practice stage presence.

8 Emotional Expression Enhancing interpretive skills through character
and Drama portrayal.

9 Final Performance and Live performance and assessment of technical and
Evaluation artistic development.
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2. Development Concept of the Teaching Model

Drawing from interview data and a review of relevant literature, the researchers
developed a structured teaching model to address the vocal characteristics of Verdi’s art songs
and the specific educational needs of undergraduate students. The teaching model
emphasizes a systematic approach to skill development, interpretive understanding, and vocal
health within the context of bel canto training. To implement this framework effectively, the
researchers designed a model abbreviated as “APPE,” which consists of four key components:
1) Analysis (A): Focused on detailed study of musical structure, text, and stylistic elements. 2)
Practice (P): Emphasizes targeted vocal exercises and rehearsal strategies. 3) Performance (P):
Provides opportunities for interpretive application through guided performance. 4) Evaluation
(B): Involves feedback and assessment to monitor progress and reinforce learning. This model
integrates both pedagogical structure and artistic exploration, aiming to support student
development in technique, expression, and repertoire familiarity. The "APPE” model has the
following steps and processes:

2.1 Analysis: Verdi’s art songs integrate intricate musical elements including
melody, harmony, rhythm, and text, all of which require careful examination to support
effective learning. A thorough analysis enables students to identify technical and interpretive
challenges while deepening their understanding of the composer’s stylistic language. Drawing
on analytical criteria outlined by Kimball (2005), this stage emphasizes the study of text setting,
melodic construction, harmonic language, rhythmic design, formal structure, and
accompaniment. Additionally, students explore unifying elements within each piece and
consider Verdi’s unique stylistic influences. This comprehensive approach to score study and
lyrical analysis fosters critical listening, stylistic awareness, and informed performance
preparation.

2.2 Practice: While Verdi’s art songs are often more demanding than standard
undergraduate repertoire by composers such as Schubert, Schumann, or Fauré, they offer
unique pedagogical value for Chinese students by bridging Italian operatic style with structured
technical training. These songs require the development of advanced vocal techniques,

including breath control, legato phrasing, dynamic nuance, and precise Italian diction.
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2.2.1 Breath Control and Support: Mastering breath control and support
is essential for performing Verdi’s art songs, particularly in phrases that contain wide intervallic
leaps. These passages demand precise breath preparation to maintain tonal accuracy, phrase
continuity, and vocal stability. In the APPE model, targeted exercises are introduced to help
students develop diaphragmatic support and controlled airflow, which are crucial for
navigating such intervals effectively. as shown in Example 1. It illustrates a typical example
from Verdi’s repertoire where strategic breath management is necessary. Through guided
practice, students learn to anticipate these technical demands, reinforcing proper breathing

technique as a foundational element of vocal performance.

Example 1 Breath Control and Support: Excerpt from the C section of “Non t’accostare

all’urna,” mm. 41-43,
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2.2.2 Expansion of Vocal Range: Verdi’s art songs often feature a wide
vocal range and phrases that begin in the upper register, presenting both a challenge and an
opportunity for vocal development. These musical characteristics are particularly effective in
training students to expand their usable vocal range with control and confidence. Within the
APPE teaching model, such passages are used to introduce targeted vocal exercises that focus

on resonance placement, breath support, and gradual extension of pitch range.

Example 2 Expansion of Vocal Range: Excerpt from the B section of “Ad una stella” mm.
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From example 2 provides an example of this pedagosgical application,
illustrating how Verdi’s writing encourages singers to develop flexibility and strength in the
higher tessitura. Through structured practice, students learn to approach high notes with
technical security, supporting long-term vocal growth.

2.2.3 Nuanced Changes in Timbre and Dynamics: Verdi’s art songs are
characterized by rich emotional depth and frequent shifts in dynamics and vocal color. The
scores often include detailed expressive markings—such as crescendos, decrescendos, and
timbral indications—that require the singer to develop nuanced control over vocal tone and
intensity. In the APPE teaching model, these elements are used to train students in dynamic

variation, tonal shading, and expressive delivery.

Example 3 Nuanced Changes in Timbre and Dynamics: Excerpt from the C section of “Non

t’accostare all’urna,” mm. 27-29.
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From example 3 demonstrates how such markings guide students in
shaping phrases with emotional sensitivity and technical precision. By engaging with these
dynamic and timbral demands, students enhance their interpretive skills and gain a deeper
understanding of expressive communication in vocal performance.

Targeted vocal exercises based on these pieces help students Refine their
technique in areas such as legato, phrasing, and diction, while developing expressive singing
abilities. Regular, structured practice sessions enable students to overcome technical
difficulties and enhance musical interpretation.

2.3 Performance: The dramatic intensity and emotional depth of Verdi’s art
songs offer students valuable opportunities to enhance stage presence and expressive

delivery. This stage emphasizes emotional interpretation, character portrayal, and musical
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collaboration through performance with piano accompaniment. Students also receive
guidance in stage movement and interaction with accompanists, helping them perform with
greater confidence, engagement, and sensitivity to ensemble dynamics.

2.4 Evaluation: A structured evaluation system ensures continuous improve-
ment and refinement of teaching methods. The assessment process consists of both formative
and summative components. Formative assessment involves continuous feedback provided
through in-class discussions, individual coaching sessions, and the evaluation of homework
assignments. Summative assessment is conducted through final performance evaluations, live
recitals, and graded assessments that focus on the technical proficiency and expressive quality
of each student’s performance.

3. Verifying and Improving the Teaching Model Outline

To assess the applicability and accuracy of the teaching model, the researchers
developed an evaluation questionnaire and invited five renowned bel canto experts to
provide feedback. The questionnaire evaluated five key aspects of the teaching model: 1)
Completeness of teaching steps and methods. 2) Logical coherence and practicality of the
teaching design. 3) Relevance and specificity of the curriculum. 4) Appropriateness of teaching
materials such as images and musical scores. 5) Effectiveness of learning assessment methods.

The experts expressed general satisfaction with the outline, mainly commenting on
the teaching media and evaluation methods. While they also acknowledged the strengths of
the teaching steps, design, and curriculum targeting, they provided valuable suggestions for
improvement.

3.1 Expert Feedback on the Teaching Model

3.1.1 Completeness of Instructional Sequence: Experts agreed that the
model presents a well-rounded instructional framework from pre-class preparation to post-
class review with clear, adaptable steps that promote student engagement and participation.

3.1.2 Alignment of Teaching Design: The instructional design was praised
for its logical structure and alignment with course objectives and student needs. It balances
depth and accessibility, ensuring systematic knowledge progression tailored to the learning

characteristics of undergraduate students.
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3.1.3 Curriculum Relevance and Focus: Experts highlighted that the
curriculum is well-targeted, integrating the technical, musical, and expressive challenges of
Verdi’s art songs. It fosters both theoretical understanding and practical skill development,
particularly in areas such as breath control, phrasing, and Italian diction skills essential for
undergraduate vocal growth.

3.1.4 Effectiveness of Teaching Media: The use of scores, visual aids
(such as annotated images of vocal techniques or staging), and audio examples was deemed
generally effective in supporting student comprehension. However, experts recommended
refining media selection to ensure clarity, enhance engagement, and reinforce key learning
objectives.

3.1.5 Application of Learning Evaluation: The evaluation approach was
viewed as too outcome focused. Experts recommended broadening the criteria to include
formative aspects such as learning progress, student effort, and participation. This would
provide a more balanced and comprehensive view of student development over time.

3.2 Experts' Suggestions for Improving the Teaching Model

3.2.1 Evaluation Criteria: Experts recommended incorporating more
detailed evaluation criteria that assess learning outcomes and evaluate the learning process.
This would provide a more comprehensive picture of students' development.

3.2.2 Individualized Teaching Approaches: Experts emphasized the need
to account for student differences. They suggested offering personalized guidance on tonality
for different voice types and providing a more challenging repertoire for advanced students.
These adjustments would better cater to the specific needs of students and ensure more
tailored instruction.

3.2.3 Enhanced Teaching Media: Experts proposed increasing intuitive
and demonstrative teaching media to improve teaching clarity and effectiveness. This could
include more visual aids and multimedia resources to ensure students can better understand
the material.

3.3 Improving the Teaching Model Outline: In response to expert feedback,

several improvements were made to the teaching model:
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3.3.1 Refining Evaluation Criteria: The evaluation system was revised to
include process and final assessments. The process evaluation, accounting for 40% of the
total score, will consider attendance and homework completion. The final review, making up
60% of the total score, will focus on students' live performances in the ninth week, assessing
technical skills, emotional expression, and stage presence.

3.3.2 Addressing Individual Differences in Voice Types: The model now
includes detailed recommendations on tonality to meet the needs of students with different
voice types. These adjustments ensure that students sing in the most suitable key for their
voice, promoting better vocal health and practical training.

3.3.3 Optimizing Teaching Media: The researchers enhanced the clarity
and precision of music scores and images used in the teaching materials based on expert
suggestions. Music notation software was utilized to ensure the visual components were clear
and accurate, while additional music scores were incorporated to facilitate teaching.

4. Evaluation of the Teaching Model by Teachers

The researchers introduced the teaching model to 10 teachers over 9 weeks. These
educators agreed that the teaching model, which focuses on Giuseppe Verdi’s art songs, not
only addresses the practical needs of undergraduate music education but also accommodates
students’ differences. The model provides tailored exercises that comprehensively enhance
students’ language skills, vocal techniques, stage presence, and abilities. It is seen as more
than practice for specific repertoire; it offers a structured teaching methodology for bel canto
instruction. By establishing a complete teaching framework, the model provides a replicable
and scalable solution for undergraduate vocal education.

This teaching approach reflects recent developments in Chinese music education, which
emphasize integrating classical traditions with globally informed pedagogical practices (Xiao,
2022). By incorporating Verdi’s art songs into the curriculum, the model contributes to enhancing
the diversity and professionalization of undergraduate vocal training in China. It supports
students in developing not only technical proficiency but also independent learning skills and
critical thinking through structured analysis and performance practice. Additionally, the model
provides educators with practical tools and strategies for expanding students’ exposure to a

broader range of vocal repertoire, thereby enriching the overall learning experience.
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Discussion

Based on the research results, the following key points were discussed:

1. Development of the Verdi Art Song-APPE Teaching Model: The researchers designed
a comprehensive teaching model, titled “Verdi Art Song-APPE,” specifically tailored for
undergraduate vocal education within selected institutions in the People’s Republic of China,
with particular focus on application in Western regions such as Xi’an and Sichuan. This model
integrates analysis, practice, performance, and evaluation. This is consistent with Xiao Junni's
emphasis that the vocal teaching model involves the theory, principles, content, and progress
schedule of vocal teaching, which helps students form a systematic teaching concept and
clearly understand the overall steps of vocal pedagogy.®

2. Analysis of Verdi’s Art Song Elements: Through detailed analysis of Verdi's art songs
including musical scores, language, and terminology the researchers aimed to support
students in deepening their understanding and enhancing their learning outcomes. This
approach aligns with Jia DaQun’s view that music is inherently complex, capable of expressing
multiple concepts and emotions simultaneously. Jia emphasizes the importance of examining
music from diverse perspectives and historical contexts to provide objective insights that
inform both scholarly research and performance practice.’

3. Targeted Vocal Exercises: The researchers emphasize that mastering the correct
singing techniques is essential for performing art songs and conveying emotions. Fu Jie noted
that art songs and opera arias require proper singing techniques, ensuring the voice remains
natural and fluid throughout the performance and soft during the singing process.? As Hou
Lisong suggested, teachers should select appropriate repertoires based on student needs to
provide individualized development. Teachers should tailor their song selections to the

student's age and emotional needs, applying the principle of teaching students according to

¢ Junni Xiao, “Exploring the Importance of Vocal Music Teaching Method to Vocal Music Learners,”
Contemporary Music Journal 12, 3 (2022): 65. (in Chinese)

" Daqun Jia, “Re-identification of “Music Analysis”,” Music Creation Journal 10, 9 (2019): 85. (in Chinese)

® Jie Fu, “Analysis of Different Methods of Singing Foreign Art Songs and Foreign Opera Arias,” Art Appraisal
Journal 7, 4 (2022): 38. (in Chinese)
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their aptitude. During training, it is necessary to combine the students' situations and select
an appropriate repertoire for students to learn to ensure the personalized development of
students. Teachers pay attention to teaching students by aptitude and should combine
students' characteristics.’

4. Student Characteristics and Teaching Case Design: The researchers analyzed the
characteristics of undergraduate music students in China and incorporated corresponding
teaching cases into the model, which can aid teachers in their instruction. The main goal of this
study is to help students master Verdi’s art song performance methods and styles while
improving their vocal abilities. Cooperation with piano accompaniment is critical in achieving a
complete emotional and musical interpretation of the works. Xiao Ping points out that piano
accompaniment should intertwine with the melody, enhancing the overall musical expression,
supporting the creation of the musical image, and becoming an indispensable part of art songs.*

5. Evaluating students' performance on Verdi’s art songs serves not only to measure
academic progress but also to provide meaningful feedback for refining instructional strategies.
The researchers adapted and improved the teaching model in response to challenges
observed during student implementation. Similarly, Xiao Junni emphasizes that well-designed
evaluation methods play a critical role in offering constructive feedback and fostering student

improvement a perspective that corresponds with the researchers’ approach and findings."!

Conclusions

Through extensive literature consultation, on-site interviews, and systematic analysis of
existing challenges in undergraduate vocal instruction, the researchers developed the APPE
teaching model—featuring clear objectives, targeted methods, defined target students,

structured curriculum design, case-based learning, and comprehensive evaluation strategies.

? Lisong Hou, “A Summary of Research on Chinese Modern Music Teaching Method,” Art Appraisal Journal
3,2 (2022): 114. (in Chinese)

19 Ping Xiao, “On the Style and Singing Features of European Art Songs,” Explorations in Music Journal 8, 2
(2008): 76. (in Chinese)

' Junni Xiao, 63-65. (in Chinese)
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Implemented over a 9-week course, the model addressed key components of vocal training,
including breath control, diction, legato phrasing, dynamic variation, stage presence, and
interpretive expression, within the stylistic framework of Verdi’s art songs.

Evaluation by five expert vocal pedagogues and classroom application by ten
instructors demonstrated specific outcomes: notable improvement in students’ technical
accuracy, vocal stamina, stylistic authenticity, and emotional communication, alongside
increased engagement and reflective learning. The model’s effectiveness lies in its structured
yet adaptable framework, ensuring technical skill-building while promoting artistic maturity. Its
dynamic quality emerges from the flexible sequencing of Analysis, Practice, Performance, and
Evaluation phases, enabling teachers to tailor instruction to different skill levels and learning
paces. Its inspiring nature is rooted in the emotionally rich and dramatic qualities of Verdi’s
repertoire, which stimulate students’ creativity, interpretive depth, and cultural appreciation.

Nevertheless, several limitations remain. The model is still in the experimental stage
and was tested in a relatively small sample of institutions—primarily in Western China which
may limit its generalizability. Variations in teachers’ instructional styles, students’ linguistic
preparation, and institutional resources could affect outcomes. Furthermore, while Verdi’s art
songs are pedagogically valuable, they may present linguistic and stylistic challenges for
students without sufficient Italian diction training, requiring additional support materials.

Future research should broaden implementation to diverse regional and international
contexts, refine multimedia and digital resources to support self-directed learning, and explore
adaptation of the APPE framework to other repertoires and genres. Cross-disciplinary
collaboration with language, drama, and music history specialists could further enhance
interpretive authenticity and student engagement. Continuous evaluation and feedback from
both educators and learners will be essential for optimizing the model’s pedagogical and

artistic impact.
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Abstract

This investigation examines the compositional strategies employed by Brazilian
composer Marlos Nobre (1939-2024) in synthesizing elements of Brazilian national identity
within a contemporary musical framework, with particular focus on his solo piano work
Homenagem a Arthur Rubinstein, Op. 40 (1973). Commissioned for the inaugural Arthur
Rubinstein International Piano Competition, this composition exemplifies Nobre's distinctive
approach to cultural integration, demonstrating his capacity to merge regional musical
elements with modernist compositional techniques. Through comprehensive analysis
encompassing stylistic, rhythmic, melodic, and harmonic parameters, this study elucidates the
mechanisms by which Nobre embeds Brazilian cultural heritage within contemporary artistic
expression, thereby contributing to both national musical identity and the global
contemporary music discourse.

The historical contextualization of Marlos Nobre's compositional aesthetic emerged
from the cultural confluence of his formative years in Recife, capital of Pernambuco state in
Northeast Brazil, a region distinguished by its rich tapestry of Afro-Brazilian folk traditions, and
Portuguese colonial influences. Born into this culturally heterogeneous environment, Nobre's
artistic development was profoundly shaped by the rhythmic complexity and modal

characteristics inherent in regional musical forms, including frevo, maracatu, and baido.

* Corresponding author, email: paulozereu@hotmail.com
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However, Nobre's approach to cultural appropriation diverges significantly from that of his
predecessors, most notably Heitor Villa-Lobos (1887-1959), whose compositional methodology
frequently incorporated direct quotations of folk melodies and explicit programmatic
references to Brazilian cultural imagery.

The commissioning of Homenagem a Arthur Rubinstein for the 1973 Arthur Rubinstein
International Piano Competition positioned Nobre within an international artistic context,
necessitating a compositional approach that would simultaneously communicate Brazilian
musical identity to a global audience while meeting the technical and aesthetic expectations
of contemporary concert repertoire. This dual imperative, cultural specificity and international
accessibility, defines the fundamental tension that characterizes Nobre's mature compositional
style and provides the analytical framework for this investigation.

The stylistic analysis of Nobre's compositional style in Homenagem a Arthur Rubinstein
represents a sophisticated synthesis of nationalist and internationalist aesthetic principles.
Rather than employing the overtly pictorial or programmatic approaches characteristic of
earlier Brazilian composers, Nobre demonstrates a preference for abstracted cultural
references that manifest through structural and parametric means. His stylistic language
exhibits a careful balance between accessibility and complexity, incorporating elements of
serialism, polytonality, and extended harmonic structures while maintaining connections to
Brazilian musical traditions through modal organization and rhythmic patterning.

The work's stylistic coherence emerges from Nobre's consistent application of
intervallic relationships derived from Brazilian folk music, particularly the prevalence of perfect
fourths and fifths that characterize many Northeast Brazilian musical forms. These intervals
function not merely as melodic or harmonic content but as structural organizing principles
that unify the composition's disparate technical elements. This approach enables Nobre to
maintain cultural specificity while engaging with contemporary compositional discourse,
thereby avoiding the potential superficiality of mere folkloric quotation.

The rhythmic analysis dimension of Homenagem a Arthur Rubinstein constitutes
perhaps the most direct manifestation of Nobre's Brazilian musical heritage. The composition
employs complex polyrhythmic structures that reflect the sophisticated metric organization

characteristic of Northeast Brazilian folk music, particularly the asymmetrical groupings and
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cross-rhythmic patterns found in frevo and maracatu. Nobre's treatment of rhythm extends
beyond surface-level syncopation to encompass structural principles of metric organization
that create large-scale temporal coherence.

Analysis reveals the pervasive use of ostinato patterns that function as rhythmic
foundation while simultaneously serving melodic and harmonic functions. These ostinatos
demonstrate clear relationships to documented folk rhythmic patterns from Northeast Brazil.
However, Nobre's treatment transforms these source materials through processes of
fragmentation, augmentation, and motivic development that integrate them into the work's
contemporary musical language.

The composer's manipulation of accent patterns creates irregular stress groupings that
challenge conventional metric expectations while maintaining underlying structural coherence.
Cross-rhythmic relationships between different textural layers generate metric ambiguity,
reflecting the polyrhythmic complexity of Brazilian percussion ensembles, which is translated
into a pianistic idiom through careful attention to register, dynamics, and articulation.

Melodic and Harmonic Analysis

Nobre's melodic construction in Homenagem a Arthur Rubinstein demonstrates a
sophisticated integration of modal and pentatonic scales characteristic of Brazilian folk music
with contemporary harmonic language. The composer's melodic lines frequently employ
modal scales, particularly Dorian and Mixolydian modes, which provide tonal centers while
avoiding the functional harmonic implications of major-minor tonality. Pentatonic sequences
appear consistently throughout the work, often serving as melodic kernels that undergo
developmental processes of expansion, contraction, and intervallic manipulation.

The harmonic language of the composition reflects Nobre's commitment to synthesizing
tonal and atonal elements within a coherent structural framework. Polytonal passages create
harmonic tension while maintaining melodic clarity, often through the superimposition of
diatonic melodies over chromatic harmonic progressions. This technique enables Nobre to
achieve harmonic sophistication while preserving the melodic accessibility that characterizes
Brazilian folk traditions.

Analysis of the work's motivic development reveals Nobre's systematic use of perfect

fourths and fifths as structural intervals that generate both melodic and harmonic content.
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These intervals, derived from Brazilian folk music practices, undergo processes of inversion,
augmentation, and chromatic inflection that create developmental continuity while
maintaining cultural specificity. The composer's treatment of chromaticism demonstrates
particular sophistication, employing chromatic passages as transitional material that connects
diatonic sections rather than as autonomous harmonic content.

In conclusion, Homenagem a Arthur Rubinstein, Op. 40 stands as a testament to Marlos
Nobre’s innovative approach to composition, bridging the rich traditions of Northeast Brazil
with the avant-garde movements of his time. Its analysis not only highlights the composer’s
technical mastery and cultural sensitivity but also reaffirms the enduring relevance of his work

within the global canon of contemporary music.

Keywords: Brazilian Musical Language / Marlos Nobre / Modern Musical Language / Piano Music

The trajectory of Brazilian art music in the twentieth century represents a compelling
narrative of cultural synthesis, wherein composers sought to articulate a distinctive national
voice while engaging with international modernist currents. This aesthetic tension finds
particularly sophisticated expression in the works of Marlos Nobre (1939-2024), whose
compositional output exemplifies the mature integration of Brazilian folk traditions with
contemporary compositional techniques. Born in Recife, the cultural capital of Brazil's
Northeast region, Nobre emerged as one of the most internationally recognized figures in
Brazilian contemporary music, distinguished by twenty-six national and international awards
and commissions from prestigious global institutions.’

Brazil's musical landscape, forged through centuries of intercultural exchange among
Indigenous, African, and European populations, has generated an extraordinarily rich and diverse
musical heritage encompassing traditional, popular, and folkloric expressions. The Northeast

region provided Nobre with a deep reservoir of musical materials characterized by distinctive

' Oneyda Alvarenga, “Musica Folclérica e Musica Popular [Folk and Popular Musicl,” Revista Brasileira de Folclore

9, 25 (1969): 223. (in Portuguese)



Article No. R0609 (22 Pages), ISSN 3027-7094 (Online) Nsansaus3Fedn U 21 atuil 1 unsea-iguiey 2569
https://doi.org/10.59796/rmj.V21N1.2025.R0609 Rangsit Music Journal Vol.21 No.1 January-June 2026

rhythmic patterns, such: Frevo: Characterized by “happy and march like rhythm” with rapid 2/4
time signatures and complex polyrhythmic brass and percussion interactions Maracatu: Where
“African rhythms and Portuguese melodies combined” creating sophisticated polyrhythmic
percussion ensemble patterns Baido: Utilizing “2/4 and 2/2 time signatures” That Drum Blog:
Frevo with distinctive syncopated bass patterns and cross-rhythmic relationships.

Nobre's approach to incorporating Brazilian musical elements distinguishes him from
many contemporaries through his sophisticated avoidance of literal quotation. Rather than
employing direct citations of traditional melodies, his compositional method involves the
extraction and transformation of underlying structural principles derived from Northeast
Brazilian folk traditions such as Bumba Meu Boi: the most significant folk drama that “has
spawned the famous June festival in Northern and Northeastern Brazil” and “originated in the
northeast as a way for communities to express their stories and emotions through dance,
music, and theater. Festa Junina: The June festivals where” forrd, a fast-paced dance from
the northeast, brings people together for celebrations, particularly during festivals like Festa
Junina.? His rhythmic language incorporates techniques such as ostinatos, syncopations, cross-
rhythms, and irregular accents within regular metrical frameworks, while his melodic
construction employs modal scales and pentatonic phrases derived from folk sources. These
elements are subjected to contemporary compositional processes that preserve their essential
structural properties while engaging with international modernist aesthetics.

The composer's formal training reveals the eclectic influences that shaped his
distinctive artistic voice. His studies in 1960 with Hans-Joachim Koellreutter, a key proponent
of twelve-tone techniques in Brazil, provided rigorous grounding in systematic compositional
approaches, while his subsequent work in 1961 with Camargo Guarnieri, a leading advocate of
Brazilian musical nationalism, exposed him to culturally specific aesthetic philosophies.?
Despite these contradictory influences, Nobre forged a distinctive style, further enriched by
mentorship from international composers including Alberto Ginastera, Olivier Messiaen, Gian

Francesco Malipiero, Aaron Copland, Luigi Dallapiccola, Alexander Goehr, and Gunther

2 Florestan Fernandes, “Mario de Andrade e o Folclore Brasileiro [Méario de Andrade and the Brazilian Folklore]”,
Revista do Arquivo Municipal 12, 106 (1946): 155. (in Portuguese)
®> Oneyda Alvarenga, 226. (in Portuguese)
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Schuller. His compositional philosophy demonstrates significant alignment with the nationalist
theories of Brazilian musicologist Mario de Andrade, who advocated for the creation of
Brazilian art music through the absorption and transformation of folk elements rather than
literal quotation.”

The Israel Festival commissioned Brazilian composer Marlos Nobre to create a solo
piano work for the inaugural Arthur Rubinstein Piano Competition in 1973. Homenagem a
Arthur Rubinstein, Op. 40 represents a significant work within Nobre's output, emerging during
a period of intense creative development and increasing international recognition. The work's
dedication to Arthur Rubinstein, one of the twentieth century's most celebrated pianists and
a frequent performer in Brazil, suggests both homage to a great artist and engagement with
the international piano repertoire tradition. This study focuses on analyzing how Nobre
integrates folk and popular elements with contemporary techniques within this solo piano
work, examining the work's motivic construction, harmonic language, rhythmic organization,
and formal procedures to illuminate the sophisticated compositional strategies that enable
him to create music simultaneously rooted in Brazilian cultural traditions and engaged with
international modernist practices.

The integration of national musical identity within contemporary compositional
frameworks presents a complex challenge for both composers and performers, particularly
when works must simultaneously satisfy international artistic standards and communicate
authentic cultural heritage. This dual imperative becomes especially pronounced in solo piano
works commissioned for international competitions, where composers must navigate the
delicate balance between cultural specificity and universal accessibility. Marlos Nobre's
Homenagem a Arthur Rubinstein, Op. 40 (1973) exemplifies this compositional challenge, as
it was created for the inaugural Arthur Rubinstein International Piano Competition, requiring
the synthesis of Brazilian musical identity with contemporary pianistic language suitable for

global audiences.

* Mério de Andrade, Dancas Dramdticas do Brasil [Dramatic Dances of Brazil] (S&o Paulo: Livraria Martins Editora,

1959), 241. (in Portuguese)
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The primary objective of this study is to establish an analytical framework that
elucidates the intricate musical characteristics defining Marlos Nobre’s selected work. This
research seeks to systematically identify and characterize the stylistic, rhythmic, harmonic,
and elements of Brazilian national identity within a contemporary musical framework inherent
to this genre, thereby enhancing the understanding of its compositional complexity.

Additionally, the study aims to support piano students, instructors, and professional
pianists by providing insights into the musical language of the Brazilian composers and their
implications for pianistic interpretation.

Marlos Nobre (1939-2024), a distinguished Brazilian composer, pianist, and conductor,
emerged as a pivotal figure in contemporary Brazilian music. Born on February 18, 1939, in
Recife, Pernambuco, located in Brazil’s northeastern region, Nobre exhibited prodigious
musical ability from an early age. His formal training commenced at the age of seven at the
Music Conservatory of Pernambuco, where he pursued piano and music theory studies,
culminating in his graduation in 1954. In 1955, he enrolled at the Ernani Braga Institute, studying
harmony, counterpoint, and fugue under Father Jaime Diniz (1924-1989). Diniz’s mentorship
gave Nobre a rigorous technical foundation and analytical insight, significantly shaping his
compositional development.”

Nobre’s musical language reflects a nuanced engagement with Northeast Brazilian
folklore's rhythmic and choreographic elements.® However, unlike Heitor Villa-Lobos, he
refrained from directly incorporating popular or folkloric themes. His academic trajectory was
marked by exceptional opportunities, fostering connections with globally recognized
composers, institutions, and festivals. These affiliations eranted him access to prestigious
universities and orchestras, enhancing his international profile.

Nobre’s compositional education included studies with notable figures such as Hans-
Joachim Koellreutter (1915-2005), a German immigrant who introduced twelve-tone

techniques to Brazil, and Camargo Guarnieri (1907-1993), a proponent of Brazilian musical

> José Maria Neves, Musica Contempordnea Brasileira [Contemporary Brazilian Music] (Sao Paulo: Ricordi
Brasileira, 1984), 107. (in Portuguese)
® Claus Schreiner, Musica Brasileira: A History of Popular Music and the People of Brazil (New York: Marion Boyars,

1993), 198.
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nationalism.” In 1960, Nobre relocated to Rio de Janeiro, studying with Koellreutter, followed
by a brief period in 1961 under Guarnieri in Sao Paulo. His education was further enriched by
mentorship from internationally acclaimed composers, including Olivier Messiaen, Aaron
Copland, and Alberto Ginastera, contributing to his eclectic stylistic approach.® Widely
regarded as the most awarded, recorded, and published Brazilian composer of his generation,
Nobre’s oeuvre demonstrates a synthesis of regional influences and modernist techniques. A
significant work from this period, Homenagem a Arthur Rubinstein, Op. 40 (1973) was
commissioned for the inaugural International Arthur Rubinstein Piano Competition in Israel.
Dedicated to the renowned pianist, the composition received direct praise from Rubinstein,
who, in correspondence, lauded its “wonderful pianistic writing” (Rubinstein, personal
communication, 1973). This piece exemplifies Nobre’s ability to integrate technical virtuosity
with expressive depth, reflecting his broader contributions to the pianistic repertoire.

The literature underscores Nobre’s distinctive position within Brazilian music, shaped
by his formative training, exposure to diverse compositional schools, and engagement with
cultural heritage.” His avoidance of overt folkloric quotation, combined with a sophisticated
use of rhythm and structure, distinguishes his work from contemporaries like Villa-Lobos,
positioning him as a bridge between national identity and global contemporary trends. This
biographical overview provides a foundation for analyzing his compositional techniques and
their relevance to pianistic interpretation, as explored in subsequent sections of this study.

Marlos Nobre maintained a complex relationship with Brazilian nationalism, explicitly
rejecting the nationalist composer label while acknowledging that his compositional style
inevitably reflected his cultural experiences. While resisting the idea of being considered a
nationalist composer, Nobre admitted that a composer's style is the result of all his past
experiences.’® Having been exposed to a significant amount of street music during his

childhood, Nobre inevitably incorporated elements of Brazilian folklore Brazilian rhythms into

" José Maria Neves, 234. (in Portuguese)

® José Maria Neves, 241. (in Portuguese)

? Claus Schreiner, 45.

19 Ary Vasconcelos, Raizes da Msica Popular Brasileira [Roots of Brazilian Popular Music] (Sdo Paulo: Livraria

Martins Editora, 1977), 63. (in Portuguese)
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his works. His approach represented a sophisticated evolution beyond direct folkloric
quotation, favoring instead a pluralistic musical view that went through several phases, from
tonal to modal, polytonal, atonal, serial, and aleatoric until he defined his style, which became
a combination of everything he had learned and filtered. This perspective enabled Nobre to
create authentically Brazilian music that emerged from genuine cultural experience rather
than conscious nationalist ideology, allowing him to integrate Brazilian musical elements as
structural principles while engaging with international contemporary music discourse and

avoiding the potential limitations of overtly nationalist approaches.

Research Methodology

The research employs an analysis of Homenagem a Arthur Rubinstein, Op. 40,
examining its rhythmic, melodic, and harmonic components. Rhythmic structures -ostinatos,
syncopations, cross-rhythms, and irregular accents - are quantified and compared to
documented Northeast Brazilian folk patterns. Melodic analysis focuses on the prevalence of
modal scales and pentatonic sequences, assessed against traditional folk melodies. Harmonic
progressions are evaluated to determine the balance between tonal frameworks and
contemporary dissonance. The study contextualizes these findings within Nobre’s broader
compositional trajectory, contrasting early works (emphasizing tonal, folk-derived structures)
with later pieces (incorporating advanced techniques). Historical and biographical data,
including Nobre’s training and influences, supplement the analysis to provide context for his

stylistic development.

Analysis Overview

It is a single-movement work, given its competition setting, with a duration that could
range from 10 to 15 minutes (The structural analysis is shown in table 1), typical for such
pieces. The structure may follow a traditional form like sonata form or be more free-form,

reflecting Nobre's avant-garde influences.
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Table 1  Structural Analysis Table: Nobre's Homenagem a Arthur Rubinstein Op. 40
Tempo / Musical Cultural
Section Measures Key Material
Character Characteristics Elements
Rapid scalar runs, 5/8 | Asymmetrical
meter shifting to meter reflects
2/8+6/32, parallel Brazilian folk
Opening 1-5 Violento Motive 1
passages, rhythms (frevo,
modal/pentatonic maracatu)
scales
Chromatic ascending Percussive quality
lines, irregular evokes Brazilian
Developmental 6-15 Violento Motive 2 4/8+8/32 meter, folk music,
staccato articulations, | asymmetrical
sforzando accents groupings
Ascending scalar runs Dramatic gestures
Bridge Bridge and arpeggios, perfect | evoke carnival
16-19 Virtuosic
Section 1 Material 1 fifths/fourths, energy, frevo-like
major/minor seconds exuberance
Powerful chordal Percussive attacks
Bridge Bridge attacks (ff, sffz, sfff=), reflect maracatu
20-21 Violento
Section 2 Material 2 chromatic clusters, drumming, frevo
sustained bass notes brass intensity
Two-voiced Cross-rhythmic
counterpoint, patterns reflect
Extension of
Contrapuntal 25-26 Complex polyrhythmic layering, | samba and Afro-
Motive 2
chromatic harmony, Brazilian
syncopation traditions
Angular contour, Syncopated
dense textures, patterns echo
Bridge Bridge
30-31 Dramatic explosive dynamics, Brazilian
Section 3 Material 3
chromatic movement | polyrhythmic
traditions
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Table 1 Structural Analysis Table: Nobre's Homenagem a Arthur Rubinstein Op. 40 (cont.)
Tempo / Key Musical Cultural
Section Measures
Character Material Characteristics Elements
Delicate melody, Improvisatory
triplet/quintuplet character
Lyrical 38-39 Contemplative Motive 3 groupings, 5/4 to 2/4 | reflects
meter, sparse texture | northeastern
Brazilian ballads
Rapid sixteenth- Sudden tempo
Melodic notes, chromatic changes reflect
Presto subito
Climactic 42-44 J Variation of | clusters, F#-G#-A# choro/samba
(¢ = 168)
Motive 1 patterns, angular dramatic
figures contrasts
3/4 to 4/4 to 2/4, Meter changes
Metric triplets, fragmented reflect Brazilian
Transitional 51-55 Mixed meters
transitions | melody, dynamic rhythmic
range (sfff to ppp) flexibility
Contemplative
quality reflects
Suspended rhythm,
choro
Textural chromatic clusters,
Meditative 56-60 Piu lento introspection,
refinement | fragmented cells,
Brazilian
crystalline sonority
Impressionist
influence
Complex Sophisticated
syncopation, layering reflects
Poco a poco Metric
chromatic voice samba and
Developmental 90-93 cresc. ed Grouping of
leading, sequential Lundu-dance
accel. Motive 2

writing, polyrhythmic

tension

traditions
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1. Harmonic Language: The piece probably features a mix of tonal and atonal
elements, consistent with Nobre's use of polytonality and serialism.'! This blend would allow
for both accessibility, in tribute to Rubinstein's Romantic leanings, and innovation, reflecting
Nobre's modern training. For instance, it might include dissonant harmonies and complex
chord progressions, interspersed with more tonal, lyrical passages.

2. Melodic and Rhythmic Elements: Melodically, the piece may open with a theme,
evoking the Romantic spirit of Rubinstein's performances, reminiscent of Chopin or Liszt.'?
Nobre's incorporation of Brazilian folkloric elements, such as rhythms from the Northeast
region, could manifest through syncopated patterns or dance-like motifs, adding a distinctive
cultural flavor. This fusion is evident in other works, such as his Ciclos Nordestinos, suggesting
a similar approach here.

3. Technical Demands: As a competition piece, Homage to Arthur Rubinstein, Op. 40 is
likely technically demanding, with passages that test the performer's dexterity, stamina, and
musicality. It may include rapid scales, complex arpeggios, and dense polyphonic textures,
requiring a high level of skill to navigate, especially given Nobre's reputation for writing
“transcendental” piano works.

4. Emotional and Expressive Content: The emotional content is likely profound, aiming
to capture the spirit of Rubinstein's performances. It may feature dramatic contrasts, with
moments of intense lyricism, possibly culminating in a climactic section that showcases the
pianist's expressive capabilities. Nobre's description of the piece as coming “from the heart”
suggests a deep emotional connection, potentially reflected in its dynamic range and

expressive depth.

Discussion
The integration of twelve-tone techniques with extensive rhythmic manipulation in
Homenagem a Arthur Rubinstein reflects Nobre’s synthesis of modernist influences and

expressive virtuosity, tailored to Rubinstein’s interpretive style. The prominence of Motive 1’s

' Ary Vasconcelos, 77. (in Portuguese)

'2 Oneyda Alvarenga, 167. (in Portuguese)
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chromaticism and intervallic structure, combined with its iterative design, suggests a deliberate
departure from strict serial orthodoxy, aligning with Nobre’s broader compositional
philosophy. Rhythmic complexity, underpinned by folk-inspired elements such as syncopation
and cross-rhythms, enhances the work’s dramatic contrasts, reinforcing its suitability as a
competitive showpiece."

The passage features rapid scalar runs in both hands at an extremely fast tempo,
written in an asymmetrical 5/8-time signature that shifts to 2/8+6/32. The texture consists of
parallel scalar passages creating a brilliant, virtuosic effect. The scales appear to employ modal
or pentatonic structures rather than conventional major-minor patterns. Cultural and
Modernist Fusion: The asymmetrical 5/8 meter directly reflects Brazilian folk rhythmic
characteristics, particularly the irregular groupings found in northeastern dance forms like frevo
and maracatu. The extreme tempo and rhythmic energy evoke the exuberant spirit of Brazilian
carnival music, while the technical brilliance meets international concert standards. The
irregular meter and rapid figurations suggest the transformation of street music energy into
sophisticated concert repertoire, exemplifying his approach of integrating national identity

through compositional structure rather than superficial folkloric reference (Example 1).

Example 1 m.1, Motive 1

Presto con fuoco (.’ = 168 ca.)
A %
|

P’ ) [ W) ]
Y o] AT -
| fan W3] R3] L i
AN ] o Wi 7 1) "
) b jeo e o #
mf
P’ ) ) L] [ L) )
A« </ | RN ]
Q7 =/ I [eNIL )
ANGY Ao ] i | OTd &
D) e @ ge
_— _—

The passage features contrasting textural elements with a chromatic ascending line in

the right hand marked with an accent, while the left hand presents sustained low notes

1 Ary Vasconcelos, 47. (in Portuguese)
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followed by staccato articulations and a sforzando accent. The irregular 4/8+8/32 meter
creates asymmetrical phrasing, and the chromatic melodic content suggests atonal or
polytonal harmonic language. Cultural and Modernist Fusion: The asymmetrical meter
(4/8+8/32) reflects Brazilian folk rhythmic characteristics, particularly the irregular groupings
found in northeastern musical traditions. The staccato articulations and sforzando accents
evoke the percussive quality of Brazilian folk music, while the chromatic harmony represents
contemporary compositional techniques. The sustained low notes create a pedal-like

foundation reminiscent of Brazilian folk accompaniment patterns (Example 2).

Example 2 m. 6, Motive 2

6

O
A 448
(v riao
) Otos

The passage features a delicate melodic line in the right hand with triplet and
quintuplet groupings, creating rhythmic flexibility within the 5/4 meter that shifts to 2/4. The
texture is sparse and contemplative, with the melody supported by sustained harmonies in
the middle voices and a pedal bass line (Bb). Cultural and Modernist Fusion: The lyrical,
improvisatory character of the melodic line reflects the expressive singing tradition of
northeastern Brazilian folk music, particularly the flexible rhythmic delivery found in regional
ballads and work songs. These three motives are interconnected by bridge passages, each

derived from the intervals presented in Motive | (Example 3).
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Example 3 mm. 38-39, Motive 3
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. 3 —5—
'i - R — '>—>_>\ > > ; > Fe——
38 > o o O P P Peeee
A - E E E EErC-CErErrErrrre
l > { </
-?—4 2 7
PP cresc. poco a poco
N —
o —
L) ]
=1 ]
OO % <
e o ~—— ~——
N — SN—_—
/—_—__—\\
b S T
P F e 2 G
bz =
ed. *

Example 4  mm. 16-19, Bridee Material 1
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ed.

Bridge Material 1 features an expanding range through a continuous ascending gesture,
emphasizing perfect fifths, perfect fourths, and major and minor seconds. The passage features
rapid ascending scalar runs and arpeggiated figures that sweep across multiple octaves,
creating a brilliant, virtuosic texture. Cultural and Modernist Fusion: The dramatic ascending
gestures and powerful dynamics evoke the exuberant, celebratory character of Brazilian
carnival music, particularly the explosive energy of frevo performances. The scalar flourishes
suggest the improvisatory spirit found in Brazilian folk music traditions, while the virtuosic

technical demands reflect contemporary concert repertoire standards (Example 4).
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Bridge Material 2 consists of a descending sequence of two- and three-note chords
structured around perfect fourths and major seconds. Finally, Bridge Material 3 is distinguished
by its angular contour, marked by frequent shifts in melodic direction. The passage features
powerful chordal attacks marked ff, sffz, and sfffz in both hands, creating a dramatic,

percussive texture. The harmonic content appears highly chromatic with dense chordal

clusters, followed by sustained low bass notes Bb) marked sfffz with fermata, creating
dramatic punctuation. Cultural and Modernist Fusion: The “Violento” marking and percussive
chordal attacks evoke the explosive energy and rhythmic intensity of Brazilian folk traditions,
particularly the powerful drumming patterns of maracatu and the aggressive brass attacks of

frevo (Example 5).

Example 5 mm. 20-21, Bridge Material 2

Violento (/ = 108) g—
20 —
f \ 3 1
A2 r———Y g
| \‘-‘-__/
g " i__ﬁ
7 o8 — 0
IR G D),
: , 5
Fed E bz )
st

This passage demonstrates sophisticated contrapuntal writing. The rhythm features
intricate syncopation and polyrhythmic layering, with the upper voice containing rapid
sixteenth-note passages with ties and accents that create cross-rhythmic effects against the
lower voice's more regular pattern. The harmony appears highly chromatic with frequent
accidentals, suggesting atonal or post-tonal language. The melody in the upper voice is highly
virtuosic and angular, featuring wide intervallic leaps and chromatic runs. The texture is two-
voiced counterpoint with contrasting characters - one voice providing rhythmic drive, the other

melodic complexity (Example 6).
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Example 6 mm. 25-26, Extension of Motive 2
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The harmony appears atonal or highly chromatic, moving away from traditional tonal
centers. The texture alternates between dense, heavily accented notes and more linear,
virtuosic passages, creating dramatic contrasts. The explosive dynamic contrasts reflect the
intensity often found in Brazilian popular music and dance forms. The syncopated rhythmic
patterns, while highly modernized, echo the complex polyrhythmic traditions of Brazilian

music (Example 7).

Example 7 Bridge Material 3, mm. 30-31

Violento (' = 132) | aggregate |
e e S S P e

A LA - = — N

3 e ﬁ%ﬂil

This excerpt is the final section of Nobre's Op. 40, given the Presto subito marking (d =
168) and the dramatic character shift, suggesting a sudden burst of energy toward the work's
conclusion. The rhythm is driven by rapid sixteenth-note patterns at a very fast tempo, creating

intense forward momentum. The harmony features chromatic clusters and sharp dissonances,

14 Ary Vasconcelos, 86. (in Portuguese)
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with the repeated F§-G#-A# patterns creating both melodic and harmonic tension. The melody
consists of angular and chromatic figures. The texture alternates between dense chromatic
clusters and more linear passages. The sudden tempo change and explosive energy reflect
the dramatic contrasts found in Brazilian popular music and dance, the sudden shifts between

contemplative and exuberant sections common in forms like choro and samba (Example 8).

Example 8 mm. 42-44, Melodic Variation, Transposition, and Sequencing of Motive |

Presto subito ("= 168)
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In the mm. 51-54, the rhythm transitions from relatively simple quarter and half-note
patterns to more complex subdivisions, including triplets and mixed meters (3/4 to 4/4 to
2/4). The melody is fragmented and intervallic, and the texture alternates between sparse,
chamber-like writing and denser harmonic blocks, with careful dynamic control ranging from
sfff to ppp (Example 9).

This passage demonstrates textural refinement through deliberately stretched rhythm
and suspended time. The harmony features chromatic clusters with sustained dissonances,
while the melody consists of fragmented chromatic cells that unfold gradually. The sparse
texture creates crystalline, ethereal sonority enhanced by careful dynamic control from mf to
ppp. The sustained, meditative quality reflects contemplative aspects of Brazilian musical
culture - the introspective moments found in choro, atmospheric folk traditions, and Brazilian
Impressionist influences - while employing a modernist focus on pure sonority over rhythmic

drive (Example 10).
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Example 9 mm. 51-55
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Example 11  mm. 90-93, Metric Grouping of Motive 2
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This excerpt appears to be from a developmental or transitional section of Nobre's
Op. 40, given the sequential nature of the writing and the poco a poco cresc. ed accel. marking
that suggests a building toward a climactic moment. The rhythm features complex
syncopation with ties across beat divisions and mixed note values, creating polyrhythmic
tension between the hands. The harmony is highly chromatic with frequent accidentals,
suggesting post-tonal language built on chromatic voice leading. The melody consists of
angular and chromatic figures. The complex syncopation and cross-rhythmic patterns directly

reflect the polyrhythmic sophistication of Brazilian music, particularly the intricate layering

found in samba and other Afro-Brazilian forms such as Lundu-dance (Example 11).
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Conclusion

The analytical examination of Marlos Nobre's Op. 40 reveals a sophisticated
compositional architecture that exemplifies the mature synthesis of Brazilian cultural identity
with contemporary musical language. The work demonstrates structural coherence through
contrasting musical characters: violent opening sections with angular melodic lines and
extreme dynamic contrasts balanced by contemplative passages featuring sustained
harmonies and crystalline sonorities.

Nobre's harmonic language employs post-tonal procedures with chromatic clusters
and atonal melodic construction. However, his treatment of rhythm reveals the most direct
connection to Brazilian traditions. The complex syncopation, polyrhythmic layering, and
sudden tempo changes reflect Brazilian popular music and Afro-Brazilian traditions, while
ostinato patterns echo repetitive bass structures from Brazilian dance forms.

Most significantly, Nobre's approach to cultural identity transcends simple folkloric
quotation. Rather than employing overt Brazilian elements, he achieves cultural specificity
through abstract transformation of rhythmic patterns and expressive gestures that reflect
Brazilian musical aesthetics. This sophisticated integration maintains cultural grounding while
participating in international modernist discourse.

The work represents Brazilian contemporary music's evolution during the 1980s,
reflecting Latin American art music's broader trajectory of establishing distinct national voices
within global modernist frameworks. This successful synthesis demonstrates viable pathways
for composers navigating tensions between cultural authenticity and international artistic
relevance.

Marlos Nobre's Homenagem a Arthur Rubinstein, Op. 40 stands as a testament to the
possibility of creating music that is simultaneously Brazilian in its essential character and
international in its technical sophistication, establishing itself as a significant contribution to

both Brazilian art music and contemporary piano literature.
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Abstract

This article is part of the research on Musicology: Development of School Marching Band
1947-2016. The objective is to study the development of Thai school marching bands during
the reign of King Rama IX (1947-2016), using qualitative research methodologies based on the
concepts of musicology and utilized historical and ethnohistorical approaches by conducting
studies through documentary research and personal interviews with informants. The scope of
the study is as follows: 1) The temporal scope is divided into three periods based on significant
events: Period 1, from 1947 to 1975; Period 2, from 1976 to 1995; and Period 3, from 1996 to
2016. 2) The content scope focuses on examining the emergence, developments, and trends
of school marching bands, as well as the popular songs used in competitions and performances.

Before the political revolution changed (1932), Thailand had brass bands owned by the
military, which were used only for military purposes. Student brass bands were started by the
Boy Scout group in some secondary schools. Later, they were used in student sports events.
Student brass bands began with brass instruments and percussions. It took several years to
become an absolute marching band. This thesis intends to study the developing phenomenon
of school marching bands by the musicological methodology. It was evident to this research
that the school marching band has been developing not only by the number but also in

musicological progression, band activities as well as band competition, which brought the

* Corresponding author, email: nachaya.nat@mahidol.ac.th
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marching band up to the success of music and prompted activities of the marching band. Thus,
this research will conclude the development of school bands between 1947-2016, which was
in the range of King Rama IX. Results will be described in 3 periods as follows.

The 1 period was early school marching band development (1947-1975). It began with
the conduct of the Ministry of Education. In 1957, ten school marching bands were found. They
used only the brass instruments and percussion. To encourage a further number of brass bands.
The organizer brought up the idea of a band competition. This idea started in 1958, all bands
must show their activities by marching, display, and concert. Later 1959, the Bangkok Boy Scouts
Club was founded at the Santiratbamrung School. They were responsible for organizing the
official Boy Scout band competition. From the original brass band, it appears that there has
been a lot of improvement in the number of musicians and the size of the band, and the most
significant change was the use of several woodwinds in the band. These changes made the
school marching band growing up.

The 2™ period (1976-1995) was quite interesting since the Ministry of Education had
added a music course in the middle school. Later, the number of school marching bands
increased, and some of them were able to travel out of the country for band competitions. In
1980, Wat Sutthiwararam's marching band won a marching band competition in Indonesia, and
later, in 1981, they joined the competition in the Netherlands with great successful results. Later,
the academic progress and skills of the musicians increased when a private company brought
Danish experts for training in Thailand, and later, they sent a Thai instructor for more training in
Japan. These two private assistantships resulted in better music band qualities in later years.

The 3™ period (1996-2016) was a more diverse and pronounced development than the
past. There came the private sector, the Siam Music Yamaha Ltd., which organized a marching
band competition for the first time. Therefore, competitions are organized by the government
and private sectors, and both indoor and outdoor competitions are increasing with better results.
So, participation in national and international competitions has increased. There was an unusual
battle of musical instruments. More competition categories were organized than before. Several
bands were sent from many schools all over the country to compete domestically and

internationally.
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Of the 3 developmental periods mentioned, it was found that the school marching band
had more successfully developed. Most people with talent in Western musical instruments have
emerged from the school marching bands. It made more rising to the number of music teachers
and artists. These people returned to develop school marching bands. Music skills in the marching
band were increased in many schools. Students' knowledge and skills in music and song
numbers were enlarged to play. There are many more songs for marching bands. Many band

students later continued their music studies in the College of Music for a higher degree in music.

Keywords: School Marching Band / Military Band / Brass Band

The military band, or brass band, is a musical ensemble from the Western world. In the
16™ century, various brass instruments were found in the courts of several places in Europe.
Later, infantry soldiers grouped together to perform music with these brass instruments, calling
this grouping a Military Band. This brass ensemble became a source of pride for the army.
Eventually, it spread to the military units of various European colonies and reached the Kingdom
of Siam around 1851, leading to the emergence of military bands. During the reign of King
Rama IV (1851-1868), military English-style signal horns were used, and two retired English
officers from Calcutta, India, came to serve in Siam, entered the service of the Grand Palace
and the Front Palace: Captain Impey and Captain Thomas George Knox. These two officers
trained Siamese conscripts in European-style bugle playing, which led to the popularity of
signal horns in the Siamese military.! Later in the reign of Rama IV, a French officer named
Lamache came to serve and continued training soldiers after Captain Thomas George Knox
left. A ceremonial military band was established, and trumpet training was conducted for this

band to perform at various important ceremonies and different official events.”

! Poonpit Amatyakul, “Summary of the Origin of Brass Bands in Europe, The United States, and the Origin of
Military Bands in Thailand,” in Siam Trumpet, ed. Poonpit Amatyakul, and Nachaya Natchanawakul (Bangkok:
Amarin Printing and Publishing, 2016), 39-41. (in Thai)

2 Nachaya Natchanawakul, “Western Music in Siam: The Development between 1841-1941” (PhD diss., Mahidol
University, 2012), 71-72. (in Thai)
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In the year 1871, during the reign of King Chulalongkorn (Rama V, 1868-1910), European
brass band instructors were stationed at the Royal Military Band, including Wester Feil from
Germany and C. Hewetson, also known as Kru Yusen. At the same time, another notable
foreign brass band instructor, Jacob Feit from Germany, served as a band instructor at the
front palace and later moved to the Royal Army Band. In 1877, another significant foreign
brass band instructor, Captain Michael Fusco, originally from Italy and later naturalized as an
American, came to serve in the Marine Corps band.? During the reign of King Rama V, significant
changes occurred in the Siamese brass band as His Royal Highness Prince Paribatra
Sukhumbandhu returned to work in the navy. He improved the naval band through the
organization of Western music education, which included training in Western note reading,
knowledge of four-part harmony, and arranging concerts for various important occasions.

Later, during the reigns of King Rama VI (1910-1925) and Rama VII (1925-1935), the
public began to enjoy brass bands more, leading to the establishment of local brass bands
that performed at various ceremonies. During this time, a trumpet teacher named Alberto
Nazzari traveled to Siam. He trained the military brass bands stationed at the Department of
Military Affairs (currently the Ministry of Defense). He was later transferred to the Royal Guard
Cavalry Regiment. He then brought the cavalry band and musicians to play alongside the
musicians and brass bands of the vanguard troops, which eventually evolved into a Western
string orchestra or symphony orchestra. This international orchestra was known as the
Combined Horse Orchestra, and it was regarded as the first Western string orchestra in Siam.

Additionally, the brass band has been disseminated into the education system by being
present in schools across the country. It is utilized in scouting parades and plays a role in
leading sports teams onto the field. It is evident that the marching band has permeated the
education system through various school activities, as music has been integrated into teaching
and learning processes, as well as multiple activities, which are significant undertakings that
have contributed to the establishment of marching bands in schools.

In Thailand, the competition for school marching bands has been organized since 1981,

initially as a competition for scout bands. In 1982, the first National Marching Band Championship

®> Nachaya Natchanawakul, 124. (in Thai)
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was organized by the Department of Physical Education to celebrate the 200" anniversary of
Bangkok and National Children's Day. The competition established regulations and clearly defined
the formats and methods of judging, which included both concert performance and field music
performance (marching and display), as well as specifying mandatory pieces for each category,
such as Krao Keela (Sports Anthem) in marching competition.

Currently, marching band is an activity present in almost every school in Thailand. The
size of the band depends on the budget and policies of the school. The marching band is an
activity that involves various processes in developing the students' aesthetic musical skills.
Additionally, it is an activity that fosters discipline and teamwork. The marching band also aligns
with the school’s policies for community service and building a reputation for the institution.

During the era of His Majesty King Bhumibol Adulyadej the Great (Rama IX, 1947-2016),
the first marching band competition was organized in Thailand. The competition has continued
at both national and international levels. School marching bands were consistently sent
abroad to compete. The organization of this competition and the participation of marching
bands have led to the rapid development of Thai school marching bands. However, studies
and research have not explored or compiled information related to the development, roles,
and competitions of school marching bands, especially during the reign of Rama IX. This has
created a gap in education and related information, posing a problem in explaining historical
data regarding the development of Thai school marching bands. So, collecting historical data
benefits the study of history, development, changes, and various phenomena that have
occurred. This data serves to broaden knowledge related to school marching bands in
Thailand. Therefore, the objective of this research is to study the development of school

marching bands during the reign of King Rama IX.

Methodology

1. The researcher employed qualitative research methodologies based on the con-
cepts of musicology and utilized historical and ethnohistorical approaches.

2. For data collection, the researcher gathered information by studying various data
documents, conducting interviews, and media, audio recordings, and various social media

platforms with relevant information.
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3. The researcher conducted a verification of the accuracy of the obtained data by
analyzing and reviewing the information in the following order:

3.1 Checking the accuracy and consistency of the data and evidence, as well
as the context surrounding them, to determine whether the obtained data and evidence are
accurate and credible.

3.2 Conduct a triangulation check by examining information obtained from
experts, relevant individuals, and those present during the events to find consistency in the
data and ensure its accuracy.

4. Study and analyze the overall characteristics of the music (compositions for the
marching band). The researcher analyzes the roles and functions of the compositions, the
overall aspects of the music, and the key issues found in the compositions.

5. Ethical Approval: The study was reviewed and approved by the Office of The
Committee for Research Ethics (Social Sciences), Faculty of Social Sciences and Humanities,
Mahidol University (Certificate No. 2020/114.1205; Research Project Code 2020/141 (B2)). The
approval was granted on May 12, 2020, and renewed until May 11, 2023.

Research Results

The brass band or marching band was first introduced into the Thai education system
in schools run by foreign missionaries who came to teach in Siam. The teachers were friars or
priests who instructed students in playing the trumpet and pipe while also training them to
read music notes. The foreign schools that began teaching brass bands were all-boys schools
located in the capital and provinces. These schools offered a diverse education system,
organizing various activities for students in a Western manner, such as writing essays in English,
theater performances, sports, and music. In terms of music education, instruction in brass
bands and Western string instruments was provided at these schools. Music was eventually
taught in schools that included some female students, although they were not as numerous
as the male students.

Later, students in government schools were taught to play brass instruments, leading
to the establishment of student bands used in various school activities. During the reign of

King Rama VI (1910-1925), brass bands became prominent in schools across the country at
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both primary and secondary levels, performing roles such as playing the national anthem

while raising the flag, leading athletic parades, and directing scout lines. During this period
under King Rama VI, the first scout band was established in 1915. The first scout band was the
Suankularb Wittayalai School Scout Band, created to perform in front of the ranger unit (Figure
1). In addition to the scout band at Suankularb Wittayalai School, scout bands were also
established in other schools for scouting activities, including Bangkok Christian College,

Assumption College, Vajiravudh College, and Debsirin School, among others.*

Figure 1 Suankularb Wittayalai School’s Boy Scouts' Band, 1915.°

From the scout band established solely for scout activities, there has been continuous
development, including competitions, changes in the band's arrangement, the songs used for
performances, and the roles and responsibilities involved in performing. This development
was most evident during the reign of King Rama IX (1947-2016), as detailed below.

1. The school marching bands in Thailand during the reign of King Rama IX

Period 1 (1957-1977) was a time of development for school marching bands in Thailand.

In 1957, school marching bands were established at 10 government schools across the country,

* Nachaya Natchanawakul, 320-322. (in Thai)
> Nachaya Natchanawakul, 322. (in Thai)



Article No. R0710 (21 Pages), ISSN 3027-7094 (Online) Nsansaus3Fedn U 21 atuil 1 unsea-iguiey 2569
https://doi.org/10.59796/rmj.V21N1.2025.R0710 Rangsit Music Journal Vol.21 No.1 January-June 2026

with Phra Chenduriyang leading the formation of the bands. He arranged for the purchase of
musical instruments for all and had each school send teachers to participate in training so they
could return and teach at their schools. Later, in 1958, the first scout band competition was
held as part of the student arts and crafts event. All participating scout bands were dressed in
scout uniforms. In the early stages of the competition, the bands consisted of brass instruments;
however, in the later stages, woodwind instruments were incorporated into the bands, resulting
in a formation that more closely resembled contemporary marching bands.®

During this period, Thai school marching bands began to perform displays inspired by
those in the United States. The first instance of marching band formations in the United States
occurred in 1907. This initial display was performed on a football field in the form of a Block
P, designed by Paul Spotts Emrick, the director of the Purdue All-American Marching Band.’
However, the initial display by the school marching bands in Thailand during 1958-1968
focused on order, harmony, and sound quality as its main principles. At that time, there was
no formation of pictures. Later, from 1969 to 1977, the formation of images began, and pauses
were included to make the pictures more distinct. The formations during this period did not
flow continuously from one image to the next; instead, the first image was completed before
forming a new line to create another image. Once all images were completed, they returned
to the original formation. From the information, the researcher sees that the marching bands
in Thailand have been influenced almost entirely by the United States, including in terms of
performance style, use of musical instruments, performers, and props. The reason why Thai
marching bands have been influenced by the United States is because the United States is
the country of origin of marching bands and has constantly developed the form of marching
bands to be more interesting.

Period 2 (1978-1995) was a notable and concrete development period. In 1978, music
was included in the lower secondary school curriculum as an elective subject, with four

courses: Marching Band 1-4. Later, the curriculum was revised again in 1990, and the Marching

¢ Satana Rojanatrakul, Brass Marching Band, 2™ ed. (Bangkok: Odeonstore, 2016), 103-104. (in Thai)
"William Meiners, “Purdue ‘All-American’ Band’s historic Block P turns 100,” accessed November 28, 2023,

https://www.purdue.edu/uns/x/2007b/071023MeinerBlock.html.
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Band 1-4 was no longer specified. From the information, the researcher sees that the lower
secondary school curriculum in 1978 lasted only 12 years. Still, during this time, the Marching
Band in the education system experienced significant development. The activities of the
Marching Band in schools expanded as extracurricular activities, allowing many schools to send
bands to participate in competitions both domestically and abroad, earning various awards.
For instance, in 1980, the Marching Band of Wat Suthiwararam School participated in the 4™
ASEAN Band Competition in Indonesia and won the first prize, receiving the top score in
another six categories. Later, in 1981, the Marching Band of Wat Suthiwararam School was
invited by the Ministry of Culture of the Netherlands to participate in the 9" World Music
Contest in the Netherlands. In this competition, they received second-place awards in two
categories: Marching and Display. The participation of the Marching Band of Wat Suthiwararam
School in this competition marked the first instance of a Thai school marching band traveling
to compete in an international marching band contest abroad.? In the same year (1981),
Thailand organized another scouting band contest to celebrate National Children's Day.

The activity of school marching bands has resulted in the continuous organization of
marching band competitions in Thailand, aiming to encourage school marching bands to
showcase their potential in front of the public. In 1982, the Scout Band competition changed
its name, and format, and was more appropriately named the Marching Band Competition for
Students and College Students of Thailand. It continues to be held during National Children's
Day, as it did before. The format of the competition includes concert performances and
marching and display music, along with the stipulation of mandatory songs used in the
competition. This event marks the first marching band competition held in Thailand,” which
has continued for over 40 years to the present day. Currently, it is called the “Thailand
International Royal Trophy Band Competition” and has diversified its competition formats. In

addition to outdoor competitions, in 1988, a Thai music performance competition organized

® Anupong Amatayakul (Marching Band Specialist), interview by Phatravee Tienchaianan, February 7, 2023.
(in Thai)

? Department of Physical Education, Guidelines for Organizing Marching Band Competitions (Bangkok: S.Offset
Graphic Design, 2015), 49. (in Thai)
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by the Ministry of Defense for marching bands was held at the National Theatre, which was
the first time a competition was held in a theatre.'

In addition, regarding the development of the capabilities of marching bands during
that time, it was discovered that in 1982, the Thai government invited the Tenri High School
Band, a school marching band from Nara, Japan, to perform at the celebration of the 200
anniversary of the founding of Bangkok. This performance allowed Thai marching band
musicians to observe a band with excellent playing skills and high sound quality. At that time,
the understanding and practice of achieving good sound quality in Thai marching bands were
not well-developed, as there was no established knowledge of training for quality of
performance. The arrival of the Tenri High School Band was considered the starting point for
improving the sound quality of marching bands in Thailand."!

In 1983, Siam Musical Yamaha Company Limited organized a workshop for teachers
and trainers of marching bands, inviting Prof. Per Gade, a renowned trombonist from Denmark,
as the speaker for the training. The workshop focused on establishing foundational practices
for marching band musicians to produce better-quality sound. After completing the workshop,
they applied the knowledge gained to their bands, improving the sound quality for many
marching bands and allowing them to perform music more beautifully. This marked the
beginning of focusing on sound quality within marching bands in Thailand. Thus, the workshop
was a significant factor in the development of marching band excellence in Thailand."

Additionally, the display of the marching band in Thailand continuously developed,
remaining primarily influenced by the United States, particularly in terms of performances,
props, and costumes. Since 1984, the formations have become more complex, featuring fluid
transitions from one image to another. Furthermore, there has been an increase in additional
performers and various performance equipment, along with the use of field instruments,

resulting in larger marching bands. In 1993, Wat Suthiwararam School's marching band

1% Poonpit Amatyakul, “Royal Thai Music Marching Band Competition Award Ceremony of the Ministry of
Defense,” Siam Rath Newspaper, February 24, 1988, 13. (in Thai)

' Surapol Thanyawibool (Lecturer, Department of Western Music, Faculty of Humanities, Kasetsart University),
interview by Phatravee Tienchaianan, March 28, 2023. (in Thai)

'2 Wisit Chitrangsan (Marching Band Specialist), interview by Phatravee Tienchaianan, March 16, 2023. (in Thai)
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collaborated with Suranari Witthaya School's marching band to participate in the 12" World
Music Contest in the Netherlands, competing under the name “Suranari-Suthiwararam
Thailand Marching Band” and winning a gold medal (Figure 2). This competition showcased

fluid formations, performers, props, and costumes that had been modernized.'?

Figure 2 Suranari-Suthiwararam Thailand Marching Band

in the 12 World Music Contest 1993.1*

Period 3 (1996-2016) was when Thailand organized marching band competitions
through government and private sector organizations. Various competitions, including the first
international marching band competition, were held in Thailand. In 1996, Siam Music Yamaha
Co., Ltd. organized the King's Cup competition for marching bands. This event was solely a
display competition and marked the first instance of a private sector organization organizing a
marching band competition, a practice that continues to present. Subsequently, more

marching band competitions organized by the private sector were held. In 2011, a competition

> Anupong Amatayakul, interview. (in Thai)

" Photo by Anupong Amatayakul.
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transformed the history of marching band competitions in Thailand and raised international
standards for these competitions. This was the first time that indoor marching and display
competitions were held in Thailand. The indoor marching band competition was influenced
by foreign countries, as this format had gained popularity in several nations at that time, such
as the United States, Canada, and Japan. This indoor competition allowed for better control
of various elements, such as lighting and temperature for the performances.

In addition to the national competition, in 1999, the first international marching band
competition was held in Thailand, named “The International Wind Ensemble Competition of
Thailand.” This competition has risen in an auditorium setting, with regulations stipulating the
division of bands into two sizes: large and small. The competition was further divided into two
categories: adult and student levels. Evidently, this competition was not limited to student
marching bands but opened opportunities for participation to marching bands of all age
groups. In 2010, the competition “The World Marching Band Competition for the Royal Trophy
of Thailand” was held at Suphachalasai National Stadium and featured many international
bands. This competition, in addition to marching band performances, included a Street Parade
and Drumline Battle, which were organized for the first time in Thailand and influenced by
international practices. Subsequently, in 2013, the competition was renamed “The World
Marching Band Competition” and introduced the Brass Line Battle and Woodwind Battle, both
of which were conceived and initiated by the competition organizers. Currently, both types of
battle competitions have gained widespread popularity in many countries. In 2020, several
more competition categories were added, such as Color Guard Battle and Ensemble Battle.
This competition format represents a significant advancement in the organization of
competitions in Thailand, having been conceived by Thai individuals, and has since become
widely accepted and popular in many countries.

From the development of Thai school marching bands over the past 70 years, there
has been continuous progress in terms of performance style, band arrangement, playing
techniques, sound quality, and attire through marching band activities within schools and
various competitions, both domestically and internationally. This has been an important factor

in the development of Thai school marching bands, resulting in student members improving
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their instrumental skills, which can further enhance their studies at higher levels and ultimately
lead to potential career opportunities.
2. School Band Music in the Thai Education System during the reign of King Rama IX
School band music in the Thai education system has been continuously developed.
Currently, there are more composers and arrangers of music for school bands, increasing the
number and diversity of pieces available for bands. In this context, the researcher divides
school band music in the Thai education system into three main groups:

2.1 Marching Music: Marching is one of the fundamental forms of performance
in @ marching band that has existed for many years. It is performed in a manner that involves
walking in formations arranged in deep lines. Marching is commonly used to lead parades for
various events, such as military parades, athlete processions, and more. Alternatively, it can
be performed exclusively by the marching band itself, as seen in marching band competitions.
Most often, marching is accompanied by march rhythm music, a type of composition
specifically written for marching formations due to its consistent tempo and appropriate speed
for marching. In addition to march rhythm music, there is some use of other rhythmic
compositions in marching, but such instances are relatively minimal.

The music used for marching not only includes songs for marching in formation
but also features songs used in various ceremonies. The researcher grouped the songs for
ceremonies together with the songs for marching, as ceremonies often coincide with marching
or are performed in the context of an honor guard, which has a style of performance similar
to that of music for marching. The music for marching has a clear format and function, with
minimal changes in the arrangement and role of the music performed. The details of the songs
in the category of music for marching are as follows:

1) March rhythm music is a composition specifically arranged for use in
marching and parades, such as military parades or athletic marching formations. It ensures
orderly marching, allowing participants to walk in unison to the rhythm of the music. Since
this march rhythm music features a consistent tempo and a strong beat, it typically follows a
time signature of 2/4 or 4/4, which is suitable for walking.

2) The royal anthem is a song specifically used in functions related to

showing respect, performed to honor the King and the royal family. In the past, Thailand
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borrowed its royal anthem from a foreign country and did not have one of its own. The
borrowed anthem was God Save the Queen, from England. The use of God Save the Queen
as a royal anthem was prevalent among the military in several European countries. Even in
the United States, during its early establishment as a new nation, the melody of God Save the
Queen was part of the national anthem before it adopted its current anthem. Besides the
United States, many other countries have also incorporated God Save the Queen into their
national anthems. After World War Il, these countries began using their own national anthems.*”

In Thailand, the salute song in the Western style has been used since the reign
of King Rama IV (1851-1868); however, there was no original melody, as it borrowed the tune of
the English salute song. Later, during the reign of King Rama V (1868-1910), Thailand developed
its salute melody, which is the melody of the royal anthem still used today. Additionally, there
are several other Thai salute songs used for different occasions. The orchestration of salute
songs for various events is clearly stated in the Royal Gazette, which outlines the regulations of
the royal household concerning the performance of music during royal ceremonies and events
in 2019, with which all marching bands must comply. Therefore, salute songs, which are used
in various ceremonies, form a music category that all student marching bands can perform.
Important salute songs in Thailand commonly performed by marching bands include Thai Royal
Anthem, Thai National Anthem, Maha Chai, and Maha Roek.

2.2 Display Music: The display is a form of performance by marching bands that
is very popular, as it showcases abilities in every aspect, including instrumentation, formation,
movement, and various poses in sync with the rhythm of the music. It emphasizes beauty,
elegance, and the melodiousness of the music used for the performance. Display performance
is @ combination of musical performance and movement that creates images and patterns.
The music performed during the display is very important to the overall presentation.
Therefore, it is necessary to choose music that complements the display visuals in a way that

suits both the performance and the capabilities of the musicians.

1 Poonpit Amatyakul, “Chapter 42 Thai Salutation Song,” accessed February 14, 2024, https://sirindhornmusic
library.li.mahidol.ac.th/thai_contemporary mu/plengthaisakol-42/. (in Thai)
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2.3 Concert Music: The sitting performance is also known as a “Concert.” The
music used for this type of performance is arranged for a concert band specifically for sitting
performances, or it may involve rearranging pieces originally composed for a symphony
orchestra so that the concert band can use them for concert performances. Musicians in the
concert band must possess great skill in interpreting the music, as pieces for concert
performances typically contain numerous details and require a lot of interpretation. These
pieces are more challenging than those intended for other performance formats. Therefore,
musicians must have good instrumental skills and a strong understanding of musical aesthetics
to perform sitting concert pieces beautifully. Songs for concert performances come in various
styles, such as traditional Thai songs, classical music, royal compositions, and music for singing.
Choosing songs for instrumental performance is essential to ensure appropriateness, as each
group of songs has its own details and unique characteristics.

1) Traditional Thai music consists of compositions performed by mar-
ching bands using traditional Thai rhythmic instruments such as Ching (small cup-shaped

cymbals), Chap (cymbals), and Klong Khaek (double-headed drum). (Figure 3)

Figure 3 The Khon Kaen Wittayayon School's Marching Band Plays

Traditional Thai Music.'®

' Photo by Komson Wongwan.
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Originally, these pieces were performed according to the style of
traditional Thai ensembles in every aspect. During the late reign of King Chulalongkorn, Rama
V (1868-1910), His Royal Highness Prince Paribatra Sukhumbandhu arranged harmonies and
adapted traditional Thai music specifically for marching band performance, fully preserving its
Thai essence and employing traditional Thai harmonization.

2) The royal compositions of His Majesty King Bhumibol Adulyadej the
Great, Rama IX (1947-2016), are musical pieces for which His Majesty composed both the lyrics
and the melodies, or one or the other. He had great musical talent, having composed
melodies since he was still a royal prince. In total, he composed 48 songs. Arrangements of
the royal songs are a category of music often performed by marching bands, and they are also
mandatory pieces in various competitions.

3) Classical music often means music from the period 1750 to 1820,
which is known as the Classical era. However, in reality, classical music refers to Western music
that is neither folk nor indigenous music, encompassing a wide period from before the
Common Era to the present day, which is divided into eras according to the history of Western
music. Classical music comes in various forms, including vocal pieces, instrumental ensembles,
solo instrumental performances, and music for ballet. Typically, classical music is complex in
composition, featuring rich harmonies, intricate rhythms, and diverse performance techniques.
In other words, classical music is often challenging to perform, requiring musicians to be
well-trained, possess strong instrumental skills, and understand the distinctive performance
techniques of each era, as these techniques vary across different periods. Therefore, classical
music is a genre that marching bands frequently perform to showcase their capabilities.

4) Popular international songs and Thai pop music are other categories
of songs frequently performed by school bands. This is because these songs are well-known
to the audience, resulting in interest and active engagement from listeners. The performances
also allow the audience to be easily impressed. The notes used in the performances are
mostly arranged anew for the school bands specifically, either by using pre-arranged
harmonies or by creating new arrangements exclusively for the bands.

From the details of the school marching band songs in the Thai education

system, it is evident that there is currently an increasing diversity of songs, along with a
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continuous composition and arrangement of new songs for the marching band by both foreign
and Thai composers and arrangers. Thailand now has more composers and arrangers who
create works that showcase Thai uniqueness, such as using traditional Thai songs as raw
material for new compositions. These works have been performed in competitions abroad,
gaining acceptance from foreign audiences, and bands from other countries have also played
pieces by Thai composers and arrangers.

This newly composed or arranged piece of music reflects the performance skills
of Thai school marching bands today. This is because, when composing music or arranging
harmonies for the band to perform, the composer or arranger considers the musical abilities of
the band. The newly composed or arranged piece comes in various levels of difficulty, allowing
the band to choose accordingly. Additionally, it reflects the current social context and

conditions.

Conclusion and Discussion

The researcher summarized the findings and discussed the research objectives as
follows: The school marching bands in Thailand during the reign of His Majesty King Bhumibol
Adulyadej, Rama IX, from 1947 to 2016, have developed continuously. In the early stages,
student brass bands were established in ten government schools across the country, and the
format of the bands evolved from being brass bands consisting only of two types of
instruments: brass instruments and percussion instruments. Later, woodwind instruments from
abroad were incorporated into the bands, resulting in a structure that became increasingly
similar to modern marching bands. The establishment of school brass bands in government
schools throughout the country and the acceptance of woodwind instruments from abroad
align with the theory of “Cultural Diffusion” by Franz Boas,'” which the spread of cultural
trends across different locations. Beliefs, practices, and ideas are shared from person to person
and sometimes even around the world. Many cultural practices spread through a type of
diffusion called expansion diffusion. This occurs when a trend moves outward from its original

source, as the setup of school brass bands in government schools represents the diffusion of

" Franz Boas, Race Language and Culture (New York: Macmillan, 1940), 251-252.
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these bands from a central point to various regions across the country. The incorporation of
woodwind instruments from abroad into the bands signifies the acceptance of foreign musical
culture, blending it with the existing musical culture in Thailand and leading to further local
development.

Music courses were eventually included in the lower secondary school curriculum,
resulting in the clear development of brass bands and marching bands in schools. Many
schools have been able to continuously send their bands to compete in various competitions,
both domestically and internationally, and have received numerous awards from these
contests. Additionally, the “School Marching Band Competition for the Championship of
Thailand” has been organized by the Department of Physical Education. In this competition,
regulations were established along with clear guidelines on the format and methods, as well
as specified compulsory pieces used in the contest. This event is considered the first marching
band competition in Thailand because it marked the first time a clear format for the
competition and the compulsory pieces to be used were established. The competition
mentioned above has been held continuously for over 40 years.

The marching band in Thailand continues to develop, with invitations extended to
marching bands and experts from abroad to perform and share their knowledge about
marching bands in Thailand. This initiative began when the Thai government invited the Tenri
High School Band, a school marching band from Nara, Japan, to perform at the celebration of
the 200" anniversary of the founding of the Rattanakosin Kingdom. The performance of the
Tenri High School Band allowed Thai marching musicians to observe a marching band with
excellent playing skills and good sound quality. At that time, the understanding and practice
of achieving good sound quality in marching bands in Thailand were not evident. Later, Siam
Music Yamaha Co., Ltd. invited Prof. Per Gade to be a speaker for a workshop tailored for
teachers and trainers of marching bands in Thailand. This resulted in significant improvements
in the sound quality of marching bands in Thailand and enabled them to play music more

beautifully. This aligns with the theory of Fuek Hat Khat Klao (practice, learn, polish, chamfer)
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proposed by Poonpit Amatyakul,'®

which states that opportunities to understand, learn, and
practice good techniques are essential for achieving success. Because of this training, the
teachers and trainers of marching bands in Thailand had the chance to learn and comprehend
the correct practice methods for instrumental skills, enabling them to perform with improved
sound quality, which in turn leads to more beautiful music. Once they developed and
achieved success, they passed that knowledge on to their students, resulting in school
marching bands exhibiting enhanced sound quality and the ability to perform music
beautifully, contributing to successful development overall.

In addition to the contests organized by government agencies, private sector
organizations later organized a competition. Subsequently, the first international competition
conducted by Siam Music Yamaha Company Limited was held in Thailand. This event featured
a seated performance in an auditorium, with many bands from various countries participating.
Additionally, Thailand hosted its first indoor marching and display competition, marking a
significant turning point in the history of marching band competitions in the country and raising
the standard of such competitions to an international level. The indoor competition allowed
for better dimensionality and control over various elements of the performance. Indoor
marching band competitions have been held in other countries for a long time, but Thailand
organized its first indoor marching band competition in 2011. This aligns with the theory of
“Rian Rup Prap Chai” (imitation, reception, adaptation, application) proposed by Poonpit
Amatyakul,'” which arises from the imitation of existing forms to adapt them to the context
and culture before further utilizing them for benefit. Thailand adopted the format of seated
performances in auditoriums, as well as indoor marching and parade competitions from

abroad, adjusted them to fit the context and culture of Thai marching bands, and

18 Poonpit Amatyakul, “Summary of Knowledge About Body, Mind, and Behavior with the Training Process
of Refinement and Motivation from the Environment as a Guide to Excellence in Art, Theory of Fuek Hat
Khat Klao” (Course notes for Doctoral Seminar in Eastern Music, Collage of Music, Mahidol University,
Nakhon Pathom, June 28, 2017), 4. (in Thai)

¥ Poonpit Amatyakul, “Theory of Imitation and Adjusting to Local Culture” (Course notes for Doctoral

Seminar in Eastern Music, Collage of Music, Mahidol University, Nakhon Pathom, June 28, 2017), 3. (in Thai)
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subsequently organized seated performances in auditoriums and indoor marching and parade
competitions, which is considered a utilization of what has been learned.

From the data regarding school marching bands during the reign of King Rama IX
(1947-2016), as mentioned above, it is evident that Thai school marching bands have
continuously developed in tangible ways, including improvements in musical instruments, band
arrangements, sound quality, and performance styles. There were also ample opportunities to
enter various competitions conducted by the government and private sectors. These are all
crucial factors in enhancing the potential of Thai school marching bands to meet international

standards.
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