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Abstract

The clarinet is a principal member of the woodwind family, distinguished by its warm,
resonant timbre and its capacity to convey a broad spectrum of musical expression. At the
core of these acoustic characteristics lies the clarinet reed, which functions as the primary
vibratory mechanism that transforms the performer’s airflow into sound. The reed governs
essential acoustic parameters—including tone color, brightness, response, projection, and
overall stability. Despite its deceptively simple appearance, the clarinet reed is crafted from
Arundo Donax, a natural material known for its inherent variability in fiber density, structural
aliscnment, and moisture retention. Such natural inconsistencies result in significant
differences in reed quality, even among reeds packaged within the same box. These
variations frequently manifest as excessive softness, stiffness, or asymmetrical vibration,
which can generate tonal instability, irregular resistance, and inconsistent articulation.
Consequently, reed adjustment constitutes a critical process that mitigates factory
imperfections and enables clarinetists to achieve optimal performance outcomes.

This article proposes a systematic framework for clarinet reed adjustment, drawing
upon both established literature in woodwind performance and the author’s practical
experience. The discussion begins with an anatomical examination of the reed, comprising
five principal regions: the Stock (Bark), the thick basal segment that retains the natural bark
and anchors the reed to the mouthpiece; the Heel, the lower end of the reed serving as its
foundation; the Vamp, the inclined area where initial vibration is generated; the Heart, the
thickest and most structurally influential region responsible for tonal stability and core
resonance; and the Tip, the thinnest and most responsive portion that initiates vibration. A
clear understanding of the functional significance of each region enables performers to
diagnose tonal or mechanical issues analytically and to apply targeted adjustments with
precision.

Prior to undertaking any modifications, the article underscores the importance of the
reed break-in process. This preparatory stage allows the cane fibers to acclimate gradually to
moisture fluctuations and vibratory stress. A recommended procedure includes light daily

playing in the Chalumeau and Clarion Registers, followed by careful drying and storage in a
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humidity-controlled case. This process reduces the likelihood of warping, promotes structural
stabilization, and facilitates more accurate assessment of the reed’s performance
characteristics before further refinement. Reed evaluation involves a multifaceted
assessment of resistance, openness, tonal clarity, dynamic flexibility, and response uniformity
across registers. Additional diagnostic procedures include left-right vibration testing through
both straight and angled mouthpiece positioning, as well as surface-flatness inspection using
a glass plate to identify warping or twisting. Based on these diagnostics, reeds can be
categorized into three types: Light reeds, which exhibit insufficient resistance; Hard reeds,
which require significant reduction; and Workable reeds, which are close to performance-
ready but benefit from fine adjustment. This classification informs the subsequent selection
of appropriate adjustment strategies.

The adjustment techniques outlined in this study employ standard tools such as
sandpaper, slass surfaces, reed knives, and reed clippers. Reeds that are excessively soft can
be strengthened through controlled trimming of the tip, whereas overly resistant reeds
require strategic scraping or sanding in specific regions. Modifying the tip can enhance upper-
register clarity; adjusting the heart can open the tonal center and improve resonance,
particularly in the Clarion Register; and refining the lower vamp can improve articulation and
response in the lower register. Techniques for balancing the left and right sides of the reed
are also discussed, as symmetrical vibration is critical for tonal stability, clarity, and ease of
control. The article further addresses post-adjustment maintenance, emphasizing practices
such as maintaining a relative humidity of 45-60%, storing reeds individually to prevent
abrasion, avoiding extreme temperatures or moisture levels, and rotating reeds during
practice and performance. Such measures prolong reed lifespan and preserve consistent
tonal quality over time.

The author presents these adjustment techniques not merely as theoretical
guidelines but as empirically tested procedures grounded in both professional performance
practice and accumulated experiential knowledge. The methods discussed—such as
correcting warped reeds, balancing vibration, and conducting systematic preliminary testing—
are practical and accessible, requiring only basic tools commonly available to clarinetists.

These techniques facilitate improved ease of playing, enhanced tonal quality, and greater
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control, thereby contributing to heightened performer confidence. As such, the approaches
detailed in this study serve as valuable resources for clarinetists of all proficiency levels,
from beginning students to advanced professionals seeking to refine their sound production

and optimize their artistic performance.

Keywords: Clarinet Reed / Clarinet / Reed Adjustment / Sound Quality
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2 James Rotter, A Guide to the Art of Adjusting Saxophone Reeds (Rochester, NY: Andreas Eastman, 2002), 1.
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TUsala visaidsandanseansoraldsuduideaioaulounaznaunasy
U ¥ 19/ <@ =

ASLUIUNISUSULAIA U@L Ul AU 9AN U UNUSITIANTEUINTNAUATAULATBIAUNT

n1sUsuwsslalaiisansdanisiuan wiidunssuauns “Geans” seninadiauiuinisanuns e



Article No. A0101 (20 Pages), ISSN 3027-7094 (Online) MsansausR¥ean U7 21 atiufl 2 nsnges-Sunas 2569
https://doi.org/10.59796/rmj.V21N2.2026.A0101 Rangsit Music Journal Vol.21 No.2 July-December 2026

AUALARTENINETINYIATLiTa UgANARYBIFLINHUTIABINTT MIUTULARwoAEAIY
9AVIU ANUALLBYA WAZNIINABBITIVANEATI LD ALIAUTLMNZAUNZARDNITHARS

Aty NsUsuusiadurasidndaildieainvemanaila uiidudiumiavesfaUznisussiad
- Y o= 1% = - a0 o= X oo s A = o
Nagvoutinnudilaludsuaziasesnuniogedings unanuiliiingUszasdivefnyiwaziiaus
WWINNNITUTULAAURAATSI AR TUSZUY AILANTTUIUNISWTENEY N1sVadeuAuausR N3
uundnuay laufinsuuusisasnisguasnw welvifussiasaunsalddnenimvesiunsiasyu

gpegnahni uazasradesnussifinunmadnauslunnnisueans

auAansLiinuaduUssnauvasay (Clarinet Reed Anatomy)

' v
(% = a

Auaadidndududdyiianfunilsonaiowmuninaiidn Wewinugaduiansdui
Wasuussawasfusnadlinaneidudes Aurtluvhannlide dailnrudaveu wiler uasdienu
yudumngautentsdu Tnsdussneuveshuaafidnanunsoutseanitu 2 dundn Tnedan
duuansanansfiendn Undu (Shoulder)® fadsznaude
1. dhuans (fidunay)
1.1 Yssnausnedumuniinsanimiudondsly wegiuiu (Stock or Bark) wagdanl
Huleudu (Heel)
1.2 it fduntusenusazideudaduuinda (Mouthpiece) Lavaednau
(Ligature)
1.3 fsfiinFouiaveiu wielimsdnae faduifunwuandetesiunsifuvesay
2. g (wierduiidu)
2.1 Wudwiduaziiteuiioairados
2.2 Usenoumeqndnfty Lown
2.2.1 aifiunans (Vamp) fie vnadinisduasiouvesduifintu wasd
UNUIMEIAYHONTNBUALDIAY AUV UYDUFLS
2.2.2 yaAudnans (Heart) Ao USafdiaLMuININNINELBY simii
Pueadsnmesnsdunasfutaduddalunstinuaimdn mufimu wasaruiwedny

LEE

’ Sombat Waiyarat and Passakorn Phuprapa, “Teaching Techniques to Adjusting Clarinet and Saxophone

Reeds,” Academic Journal of Phetchaburi Rajabhat University 9, 1 (2019): 284. (in Thai)
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2.2.3 yavanedu (Tip) Ao UShiuiiueigavesdu wasdudumiasuduves

AsduazToulnense dNaraANUlUNIITNOUAUDY ANUTALIUL LASAIIUAINUDIEEY

Figure 1 Clarinet Reed Anatomy*
Tip °|
Rail . |
Heart e { bl
Shoulder > * . File Mark
|~ Bark / Stock
Heel ° '

Spine

BmsiildaudfineunisuSuuss (Process before Adjustment)
roudgnssuiunmsuiuudsiuegisasiden dulnyndumsiudunoudiFonds “nsvils
At (Break-n)” idorou mahliawdhfidunssuiunisusvanmidelidolviduasiuanuiy
uazkssdunmad Weliawinanuaissuazassuieudignislinuats dunoudiiniuddy
061989 mTevnUundsduiigliidng Tassaislionadsusunionds dwalidsauasisedinu
Wasuldanidu ufaziasyiuusisliogasnzauudiing
Aufhiunszuiumahlibudiiesagndesaziidulefides q aarefnusssud dewaly
delifAnnuinnguetsaugauarannsoduldesnsdaszanniu aadnumusivanillfeseie
p1gmslfiuvesiu uidudoremussiliugunmesiuldesnutugBeiu liiasdussduany

W AUlUsIwRAsT H3ANANAALALTINYOIE’

¢ Phamox Music, “5 Major Sections and Parts of a Clarinet You Need to Know,” accessed May 10, 2025,
https://phamoxmusic.com/parts-of-a-clarinet/.
> Naira Fernandez-Bhogal, “Breaking in Clarinet Reeds: Techniques and Their Effectiveness” (MA thesis,

University of Gothenburg, 2019), 14.
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1. Taulmiddouun 9 JuazUszanm 5 uii ludiadesnngly (E3-F40) uagdradesansly
(B4-Ce) wintiu maon 3 Tuwsn Wnediliasiilugindesdafiadlu (cte - co) iedosiuaudnguisy

vl

Example 1  Clarinet Register®

, (—
.
n . T . e P
\* A | | I Pl 1 1
% o f
— T T T
";/
L Lower Throat reg. | Lower Upper | |
Chalumeau Clarion Altissimo

2. ndsnasadnauliniwmaziiulilunaenivau (Reed Case) Wioshwiaruiuliauna’

Figure 2 Reed Case®

¢ Thanaphorn Pimphet and Wiboon Trakulhun, “The Role of E-Flat Clarinet by Thai Composers,” Rangsit
Music Journal 12, 2 (2017): 80. (in Thai)

" Martin Freres Company, “Maintaining Clarinet Reed Freshness: A Guide to Storage and Humidity Control,”
accessed May 9, 2025, https://martinfreres.net/maintaining-clarinet-reed-freshness-a-guide-to-storage-and-
humidity-control.

® Amazon, “Rico Reed Storage Case w/ Humidity Control Pack, Bb Clarinet,” accessed May 10, 2025,
https://www.amazon.com/Rico-Storage-Humidity-Control-Clarinet/dp/BOO0XNVYYO.
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3. nandeansismserindausserelugisn inssdulelidaline
4. vasiuen1svinliawd g aussisuiiauBanguasiivazdulafui waznioudmsu

JURDUNAFBULALUTLLUURUNBUNITUS UMY

nsnaaauazUsziuau (Reed Testing and Evaluation)

N9 NHIUTURBUNITE L AULT 1WA TUsenavauduUIniUIAa1SIlinLfionT19d0 U

[

UFNWULNITADUAUDIVDIAU tAgNINTUNANelUNTaBNEse ANUIUTIVDINULEDS AT

Be D

TWwesaN MetaLnsasdunsutuneuselul
1. M3NTIIEOULTIRUYBIAY (Resistance Checking) unisnagoutiieUssifiussiuuss
FULAYNSNEUALDITB AU AL
1.1 Usznavausuunilusumlaund
1.2 W1 9 Wiedunansmevauevendes
1.3 mnidssdudui feddussansnn visefidssanoonununnninileldosesnansun
wanrAuTusugaiuly
1.4 lumenduity mnideseendeiduly demsmFeruauen wanyinausewiuly
msaseaeuluduneuiivaglranunsaUssdiuldnauaslasunsysuusaiiuduvieannse
T aulaviug
2. mimwaauamaé’u (Balance Checking) Lﬁu%umaulﬁaﬂisLﬁummamammmiﬁmm

Uangauniandnu

Figure 3 Straight Blowing Test
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2.1 n5uass (Straight Blowing Test) iunsidndesmsilngliiBasnidn diedls

AL EANTBINI TR ULAYATIAe U Hseende TUSe wasiely windesdiussinuniaia
anumsna1ades enfinnanallidaugavesUaneiu dovhmahnsuasdunanginssuvesau
W& dnansasuunaumudnvaEnsneuauaslaR

1) dugewduld (Light, L) Ihdssdoudraunannaznevaveslaivld duwa
Tinsauaudsarilaen

2) Aundaiuly (Hard, H) Tilseugs Wdeseenen uaslnudesiiy

3) auflnzauuazldauldd (Workable, W) Waulaviuit Tidsdduss 4a

LAYADUAUDIA

Figure 4 Reed Marked

2.2 mswgsunnilunedng (Left-Side Blowing Test) 1unsidesunnidnéntes
TUmsdhe Wislisufiundaamzlansaududne wasnaaeunisduvosUansaudnuen

2.3 msvesUnilunnea (Right-Side Blowing Test) tdaaurnitlumsvantu
Snwaziioniu ionedeunisduresarsauiudie manuidledusnviodedalusavintu
onasugesSuussmnumunuisesatsaudutiunends

winnusuleduenviodesliivsaiiy e1addudesuuusinnumunuises

Ua8AUAULUNETA
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Figure 5 Blowing Test (Left and Right Sides)

Left-Side Blowing Test Right-Side Blowing Test

N1SASIVEBUANLIYUVDIAY (Flatness Test)
5P5I9dUANUBsUTRIaNIs Ul AUk ULATN A UNLRITBIUINWN Tedanalnensa

ADANANAATDUFLILAYNNTTIVDIAL

Figure 6 Checking Reed

1. MNAUAULUUAIUUNURISBEU LUU LHUNTEINNIBLNUDEASAN L

2. Tdaeilmziun o AUsnulneaunsaestns edunainduluvainiuiuiiniell
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3. winauissvain agliifanislennisidesnseny
a. mnaulenvsedulsianties (Rocking) wansinaulnaseldn Jeonavinliausmseldesly

A
augallaln

A15USULEsaY (Reed Adjustment)

'
o v a

msﬂ%’uLwiaf?i”wﬂuﬂszmuﬂﬁmﬂzy‘mhaiﬁ?:usuammaﬁmmauauawiamimil,aqlﬁasmﬁ
UseAnBamgean seludunmuamdss mnuaunslunisemuny wazarwashianovean sy Auud
azdunslundenfeafuiinnuuandrstululassadne anumun wazanuduveniols Fedwa
Tngmswiaidssuaranuidnluns msviuutdadutuneuiitieusu “augavmsnenn” vaiu
IaenARoIiUAN YUENITUTIAIDIEIAY

nsUsuussauldlafiRomauszasdifeudloiui “udaiuly” vie “dowduly” wihdu us
Fadunszuaunisaine “enudni’ ssvinedu tinidh uasmediavesiusaias AufiiiunisuFuuss
pthamnzavIetelfAsdiuds dau Tinudesevsu wavanunsnnuauldlunnszdudesdau
Pradesngluauienadodanatly lumenduiu suildldsunsusuwivdedaliaunarasss
duaglidvand fiv wiemuaulsienn

Tun9u iR n1sUsuudsiuannsouisoondunanstuney dusgunsaifldlunisusuuss
fu mawdsudulvaneuldon nsnsaaeunuieuresiu nMamereULI LAY ANRANITAY
(Resistance and Balance Checking) 1‘1Jﬁm5qmiﬁ?fmLwim%ﬂ%’uamﬁalﬂuﬁ;mm q ieudladgwm

= d‘ a ;,{ 1 1 o 1 3.}; v % 4‘ = a d' 1 [y
YaudssnaduluLmazde nsvinulunsasdusaunadldinsasiamnizhasinadanuanea1aiuly

AuaNwzIIaULarUgymIIwy

iwsasiioldlunisuSuussduaaiiuin (Tools for Adjusting Clarinet Reeds)
nsUfunAsiunafidelildussAninngeandniufesordoiniesiiolanziitisaiuny

aazBenvosy madenlfieiesfioothamnzauliifiesdiedaengnisldsuvesiu uddady

msadinudesiinevauswiermiudioamsvesiusaadldfitetu Tnsiedosdiofiugiuiiensd® léun

1. N3¥AENTIY (Sandpaper) MITIELUBS 400-800 dwsudausuaunuIvTaUaIsuay

(%
a

Aaau MRS sukardiUTuanganisdu n1sidennseaunseiagideamuzauinananiny

LUUEIVDINTUSUAY

? Sombat Waiyarat and Passakormn Phuprapa, 285. (in Thai)
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2. wiunszan (Glass) i fifugusesiiduasdmiunmstaiu welwauldviussaninenms
v wastelldRflasiaveinniu

3. finUfuusivau (Reed Knife) \uedasiioddydmiunsganieiduanizan \wu Ui
Uanevisediunans iledsuamuisnnldessazideauazmuauiimnisweadeanusiomnis

4. \p3esfinUatedu (Reed Clippen) lddmsudnuansduioouiuly ieifinanuudsuay

USUNIMBUANDI AL AL

Figure 7 Equipment for Reed Adjustment

Sandpaper Glass

Reed Knife Reed Clipper
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A5 MLAT DI BL AN LA BIDAEAIINALLDYR TOUABY LATNITALNABENIABLLBY UNAUATNL

(%
Yo = U

Y] A & v = % o = a A = PN a
ﬂﬂ%%ggﬂﬂﬂi‘ULLmﬂwagLaﬂuaﬁLLagﬂﬂﬁ@‘ULﬁﬂ\"li‘UW3€lﬂJﬂu NDUANLAYIAINULAY AN BIANAYUNU

(3

v v o v
a S

= 9 1o ) a 5% v = = 1% a4 a
au ﬂig'U'J‘Nﬂ']ﬁu@UQ‘hﬂ‘ULWENGUUW'EJUW']\TL‘Vl?’]‘lelﬂ LLC‘]SﬂagwauaﬂﬂjquﬂﬁgmmLLa%ﬂ'l']ﬂJL‘?J']I“ﬂﬂlﬁ@ﬂau

= & o = a &
SZNLUUWJI‘\]‘U%J\‘ILE’{EJ\MW]?LUGI

AsUsuNuR2aulfiseu (Flat-Side Adjustment)
PAIDNNEIUTUADUNTITATIVABUANULIYUVBIAUKAD UINAULANULT U AL W UUATNAY
NURT @a1015091 0UNISUSULAIANLBUNS o AULTIvaIaUlATTUT wannasIanuInaudllisey

A A 1 a SIQ’I a v 1 tﬁy a 1 Qy 14 ad v dy
wedinsinazdn masunluliauissulnednuasiuRIA T ULULTD A UA BTN

Figure 8 Flat-Side Adjustment

1. nawdsugunsal Whnensgaumaeasiden (e 400-600) vuiuAaFey 1y ukiu
nszan uwdlddodamileduBansemuneliuiutuiiui

2. mM319au Ingrsdudiuwuuasuunseatenss Wansauiulumsdiedniudotan
(vEevulumwndmiuiatndne) Wisliemansdadusssuminayeuauusaldd

3. msdaiuisin Whsihivesdediintaliusnafnaimesiu dutnaasiug

20UTEADIAUN MLSINANTLANELVINAUUSITIINA1D9EUUANE VDAY
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4. N15TALAY ASTERSINAUINAUTIANLTwazaiaus wasubmvatsdulduunseany

nyeludnuarIsEian 9 (Small Oval Motion) tnglinngavesaulasuuwssdnwingu®

Figure 9 Sanding

5. N13nTI9doUNa Wadnlausyuna 8-10 s Ingaiiens19aeuAIUEEUTRIANBNASY

CY

dy a =l v a1 1 & a Y o Rol £ %4 v
YUNURISEU Mndadldiulnaisatn g lngldwsauntasseanseia

A a I

6. Augniunou WaNuiInukuwresdukuuatiniunuiuseulaslilon fodmiauidng

Y

& [y ! < : 1
JUADUNITUSULAIAINLT DU LU

MsUULRINUUSTIA YR SAL (Adjustment by Reed Type)

dovhmansaaeuaunaiuid fuudazduaranansnduunlfidu 3 Yssnnmdn 4 Hud fu
uds Audou uazauRldnuld FaurasUssnidnvazionzuariuIMnensUuLASuANA1afY 15
dladnuazvesaulundazuuuazdaglinisusuudaduldedsiilsvansamuasldido siinevaue
Tuyndradesvospansiin

1. AufisouAuly

1l 4ndednUansauiilonsisdeunuinauseuauiuly dedwaliidosdoudnsunanuay

movauatluiuly udmalinisarunudssilien neisnsusuudeaulssianil Ae nsldnges

19 Blake Mcgee, ReedWorks: A Guide to Single Reed Adjustment (Ham Lake, MN: Jeanne Music, 2016), 21.
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finaneau lneldmadndiaztion uasnaaouiiufinnasmdnisusuu Welulainfumngause
nsldanu

2. fuiudaiuly

Sonsranuiaudamuudaiuly Sseravhlidesdu novaussdi wagamuaudsaulden
N15UTULAIAITYI0E19AZLDIARTLANLAUIFG 9) vasau Inedrdanuauisunasnm eros 9

anAuLdarUSuaunavainsauliiugay

Figure 10 Clarinet Reed!

2.1 U3 T-3-2: Wdmivivaunavesanuuddunsdifinsanuiduisassilsl
wihity Widanteanidelivinadiaestrdlifionumnlndifestu ieliussduvesareaunszane
RERNGH

2.2 U3am T (Wawdn): musuissisgadetiandesdaiadly mnifesgeeansin
vi3oliluss uansiuinaaisdu () ulwdeldauga Winun q wieyailolieanintesuiim

Uanenudanuld welmarvduduledassuiniu

" James Rotter, 35.

"2 Kalmen Opperman, Handbook for Making and Adjusting Single Reeds: For All Clarinets and Saxophones
(Feldafing, Germany: M. Baron Company Inc., 2002), 33.
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2.3 Usm 2 wag 4 [ Judwninasedosinais vistadesnisiu mnideanans
) < -~ 1 9 A f e v A 9 va ey = '
g Ul vi3eliln asdaudsusiuilidnies ielidewmevauadlafuasiinnulussauna

2.4 US04 5 uag 6: Inasiaidearien visediadeangly mnidesidiennnie sy
ansaldinyaiun 9 venseaunsgazBeatauiiau 5, 6, 7 fazies lagnageunisimnase
uninarldesneuauerinaziiinudeanaianu

2.5 Ut T-3-H1: Wdmsunisusuaunalagsiuvesdu (Overall Balance) Tunsel

X% Y
v v

PauLIWINRUTIaEAuRds i tane Tidaussusnatiiiolinisduvesdundneuasuinauna
Ay
a v oA e = P P =3 Yo = & v
2.6 Ushial T-3-2-4-H2: Tadlanuinaukdsanizaulasiunia lidnvsaaniiiall
1z lneaee 9 USuusmuyuinsanudndaanuudaunnningndu iiveliauliaunareauss
AUV UNIED 96l

3. dudwinzauwazlgaulan

a

auindouldau lnpusuudaiisndndosvselidndudionsuuss Snwazau: MInovaues

Jusssuwd nisduadnaue Inudedlusiuazdaau aruaulad dniianuaunavewssdunazeiy
< o A ] 5 v a add a a

wislusgRuiangay uinsnsaaeudineuldauass lnganizlunsalinfuinisudsuilaminms
lgunseanine1ne

4. MsiuSnYIau (Reed Maintenance and Storage)

naRInEIuNIELINNISUSULAtAuLasnaaadlduauldaunlanatas A nde i
wingauwas Juneuseluiilimsussiiufenisiiuinwauliasaninnieuldiuediaue Weswin
dumasilandnanliide sadulagsssumAnlweanutuiargungl MIguasnyiegiegnisasyle
gno1ensldnu Jeatunsine wasdnwinunmadssiaiiauelussezen

AouUAUALNNASY AI9YINAINEZRIALAZEUANTURENAINAUMIBR LT waeanuuiily
Wulunaeaivau Nanunsarmuauanuduld Arrnududuimsiunzaudmsunisiivauegsening
45-60% ynANHuA1ll duenauiwazuaniny winnanudugaiuly duenauinuaziini@esla

IVl A & a 1 & L | Y S gy A

n15linaesiilszuuAIUANANNTY YSBUHUAAAINNTY (Humidity Pack) aztiesnwanmauling

£ ] ) o & | - a A o At °o g w S o Y oo o

auudazgunIsiaiuluteneniiendnifeanmsidendgeenainlvivansdudesula dmiuin
AUASTLSUANTAI8TY AYsTYEREuNTduegwalae Welrauliasduiinaniniluainnig

dulazAUFUNNSTINYRA Farshelvauliengmslidanugnuiuiuwasidesnsiininiy

2 Howard Klug, The Clarinet Doctor (Bloomington, IN: Woodwindiana Inc., 1997), 81.
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a 1

wennil amsudnidesnisinuavluvinaniioavglias wu anelusosudniolnalmaniy

Y Y

¥
v A

% | 2 & | A A aa a P ° 19e

Sou wazlimsinuaulunasansesnunsnUaainlagliiinnsssuigannid Ins1ze1avinlnaudud
A P [ a = & ' 14 9 9 P Ao

wagtdonaninla naslalalusiwazidenian o warllagtslnauasaninniouldanunagliidsnd

AuWEALLEND

d3Uwa (Conclusion)

< Y

AuANLEAzUSEANEA N TUTTIRIYRIRaSidag nTulagn seiuan LA ATIANTTEY

Y

gj ¥ 901 = g 1 A a [ V4 d! = L a ¥ ]
Aausfutfslatedn ndime (1) sssuniavesianliide dalanuuusiudadulowazanunuiwiy

(%
a [

fidusamuadnenimdesiuresiu (2) SuseunswFoudu vilidelsiddaunaniutuuazaa
Baveuiliafios (3) nsmsaaiaogradussuy (MsnsaaeunIBUYeIaY NMSAABULTFNLLAY
aunan1sa) elianansnsey “awmn-muvts-38us” egauiugh (a) madenltieiosdiolonns
(N32AN918 UHuNszan faUsuudeiu wieafaateaw) shilinsusuutsauauldlussiuazden
Tnglivianelaseadns (5) WuSumu “Ussinnmesiu” (L/H/W) Fnlvufdamldnsgevisludiades
yiglu-an3Tu-Samadly way (6) mafuinuneldenududuimsfvangan 45-60% villfnmam

= A 1% &
LﬂEJ\‘im‘VlLLa%mqmﬂ“NWUSTMWU%u

Declaration of Generative Artificial Intelligence in the Writing Process
The author declares that no generative artificial intelligence (Al) tools or Al-assisted

technologies were used in the preparation of this manuscript.
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Abstract

This article aims to present an analytical study of the compositional concepts in
Concert March No. 1 “Playground”, a wind band composition by Jinnawat Munsap. The
analysis focuses on two key aspects: (1) an examination of the composer’s conceptual
approach to the work, and (2) an analysis of the compositional ideas embodied within each
rehearsal section to understand how musical ideas are communicated to performers. Jinnawat
Munsap is a highly regarded Thai composer, particularly well-known among wind ensembles
and marching-band communities. Concert March No. 1 “Playground” was created as part of
a project on arranging and producing musical scores aimed at preserving and promoting Thai
melodies, under the auspices of the Thai Youth Wind Ensemble, Department of Cultural

Promotion, Ministry of Culture. Subsequently, the piece has been performed and disseminated
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by the Thai Youth Wind Ensemble, the Million Wind Philharmonic, and various wind bands
across Thailand. Additionally, it has been rearranged for flexible wind ensembles and brass
bands to increase accessibility for Thai youth musicians, allowing the piece to be performed
widely and used in various music competitions and events, such as the Arts and Crafts
Competitions, the Northeastern Winds International Festival, and international wind band
contests. Consequently, concert march No. 1, “Playground,” exemplifies a contemporary Thai
melody blended seamlessly with Western march rhythms, representing a fusion of cultural
elements. Moreover, the piece serves as a medium for promoting Thai art and culture through
musical performance. Both performers and audiences gain insight into Thai melodic
characteristics while studying the march form, which is foundational for wind and military
bands in Thailand.

“Playground” reflects the composer's respect for John Philip Sousa, often referred to
as the “March King,” through inspiration drawn from Sousa's famous march, “The Thunderer,”
which serves as an archetype of traditional march music. The composer aimed to create a
contemporary Thai piece with a traditional march flavor, yet infused with the unique
characteristics of Thai melodies. The composition evokes the childhood atmosphere of an
evening in a city, where children play outside with friends in a community playground,
symbolizing universal childhood moments. The piece blends traditional march rhythms with
Thai melodic elements, primarily based on the pentatonic scale, using various note groupings
and the repetition of the main melody throughout different sections of the composition. The
piece also features the development of the main theme, alternating instrumental roles, and
blending different instrumental timbres, which adds color and emotional variety to each
passage. Specific techniques, such as the use of the “Straisht Mute” for trumpet and
ornamentation in the woodwind section, are distinctive features of the piece.

The analytical breakdown of the piece can be divided into six sections: the introduction
A section establishes the main theme and sets the scene of the playground and parade, while
B section presents the main theme to familiarize the listener. C section introduces a
contrasting section with a new melody and softer dynamics. In D section, the main theme
returns, played by the tenor section. E and F sections present a trio section without key

modulation. G section showcases a variation of the main theme, and section J concludes with
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a reappearance of the trio theme, followed by the return of the modified main theme,
culminating in a final, exciting ending. The piece employs various compositional techniques,
including contrary motion, repetition, and variation.

In summary, Concert March No. 1, “Playground,” features a distinctive contemporary
Thai melody constructed on the pentatonic scale, integrated with the rhythmic and structural
framework of Western march music, as exemplified by John Philip Sousa, the renowned
“March King.” The Thai pentatonic melody is performed alongside characteristic note
groupings that evoke imagery of Thai children playing in a playground. The melodic character
is playful and lively, highligshted by concise phrasing and the expressive role of the woodwind
section, symbolizing the children’s energy. The composition is notable for its thoughtful use
of instrumental techniques and timbral colors, such as trumpet fanfares, the application of
the Straight Mute technique on trumpets to add tonal variety, ornamentation in the woodwind
parts, and the rhythmic use of the wood block to evoke a sense of playfulness and humor
aligned with the composer's imaginative intent. Although the main theme recurs throughout
the piece, its varied presentations convey different emotions and tonal colors, akin to a
playground filled with diverse equipment and children running and playing energetically. This
dynamic interplay of melody and texture embodies both cultural symbolism and compositional

sophistication in the work.

Keywords: Concept / Concert March / Playground
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Table 1 Musical form Concert March No. 1 “Playground”
Musical Form Sectional Rehearsal Mark Bar
A 1 Introduction, A, B 1-32
B 2 C 33-68
A 3 D 69-88
C (Trio) 4 E, F 89-108
A (Variation) 5 G-I/ J-L 109-206
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Example 1  Main Theme of Concert March No. 1 “Playground”
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> Sombat Watchkama, “The Formative of Creative Development of Pentatonic Scale Structure to Music
Composition,” Journal of Humanities and Social Sciences Uttaradit Rajabhat University 9, 1 (2022): 122. (in
Thai)
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Example 3  Percussion Parts in Section A (Bars 21-32)
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wsadnanlndlnedsydudesdiidedu edutrgvnaiuemaindueissauiiussiashusaieaty
(Unison) findusnussiasdnadauasiinisdredulades (Modulation) lugueundnunaes uazilewi
deatou B Fedenaunndsiuladesdundnuiasauay

Example 4 yadeuiiiunsiinufnanuninas tmessiumases lngaosiu f1aU g inns

THmATANTUTENUSLUUN LR UNYINUB AN 19R 33114 (Contrary Motion)
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Example 4  The Concept from The Thunderer in Section A (Bars 33-36)
33
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Example 5

Clarinet in Bb 1

Clarinet in Bb2

Trumpet in Bb

B>Cl. 1

BbCl. 2

Bb Tpt.

Clarinet and Trumpet Parts in Section B (Bars 37-40)
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Example 5 yadouilifuifisstogislunisinaueyiuedlugadon B MiAntu vesiuesi
vsnasnguldmadnaesdunasintondstunuuiu-ddaiianudedostu Wnelinusnvesudazeyn
Uszneuluse Unlala Wgn ransidn wazdalouanlelny fussiasinesfetuiuidesnasidn
effuszitussjaiunsairsviuesseslunissesiuresliinuenasin (Non-Chord Tone) 9819530157
wiadludomed 1 vomn fowududuaznednldesnsasia snrfuuadomiudn muosuenleliy

Tolu go5u UTTlasyiussndniay Ynlideslugnetilinnudelng uaziinunuluuEsI9E19na

oy C

yadou C dvtussuansieeanty srudinisldngduresauendduasldidesnszang
(Dissonance) WtaliAnanuuansadteliiAnauiaulalunangaitsluandeu C Snafmils uay
Tmeaiadieud (Sequence) Tunssvihuesiu-dessarinsuuidosi o

Example 6 MaiUAsurhuasiiuanss lnggadeunouniind (Raden B) dnsusaiasiues
ndnveunasagUosnss wardiuunihuesdu 4 Yssanudengulinudaodiseiies iawdhdyadon
C fuspiusiiunAnlunisvgaanujuneveades snonsaauundedivdeifisuideseesy 7
vssiasindeuiefnuaulavesiila Inonislinguassnieundn wazdundn aduiuld uay
Fueadsnarldtinisndatusu-dwssadunuandasig q Tnenmzuuadomdnds ifinsldvede

V093 M@mIRIaN (Straight Mute) Leas 9L desliAnL@sINIZANTUDNASS

Example 6  Melodies Changed in Section C (Bars 53-60)
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Example 7 Sequence Imitation in Section C (Bars 61-68)

61 straight mute
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VDIUNLNWAN

Example 8  Back to Main Melodies (Bars 69-72)
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usstaengulindnassdu (Muna1nvies 37 Example 5) WAnanunsyduvasinuewasJamagl
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Example 9 Tuvagfiin1sussiasiuedsening 2 wldeanussiasiueman wazngulin
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Example 9  Back to Main Melodies (Bars 77-80)
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Example 10 New Melodies Trio (Bars 89-99)
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Example 11 Contrary Motion Technique (Bars 105-111)
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Example 11 gUsgiusiin1sgrvituesiuaingadey E lnaiiaiunuiidesninisinfoud
iuesiiAn sty lngviuswmilandeuniu uazdnviuemiunfounas® 91ndieg195eningiud
Aoeransidn 1 wazuwildedgesu 1-2 N15AAounfiAn1avedluinuesuUaIun iy wasussiashl

wouriu ielindduliunnsnsluannmstnaveviuedlugadon E neuniing

eu G

nsthvhuesimLUULSEHY (Variation) mandusnvesiusmdndnads fussiudiiu
Fdulsunntu annslfidssasmeiavonguidsaniomundag 4 Wy uundsmdnds visias
yhuomdntiunnoulutsusndenslidsansniog vsnashutuaionazfmgluundosds

vaan (Wood Block)

¢ Wiboon Trakuthun, Diatonic Tonal Harmony (Pathumthani: Anantanak, 2021), 13. (in Thai)
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Example 12 Back to Main Melody in Section G (Bars 121-124)

straight mute
121 . .
= i 5 . —~

Tp.1 . i i i ——| i |. ‘:I_P:_ . | il
S5 ‘L._-J‘ I ill 1]
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Example 12 N15naUL1U09vueIudn wias1sdduvendoemnouundomsuialaely
wadaansaiiag ussiaegiunisiatsdsnsveswundesiauden uazidndnisuiauerituesmanly

wwadssdu o lutiwioluvesgaten G

Example 13 Repetition Melodies with Syncopation (Bars 129-132)
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Example 13 nsgviuemdniuiiuuadessesu 1-2 waganmegiaduwuidemgaussas
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Example 14 Repetition Main Melody and Melody in Section E-F (Bars 161-166)
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Example 14 freg1alunisussasseninuundemgn 1 uwas2 vssaswiuemdn laedinis
Wauwwhusamdnliuansdldaniuesiumenisvesddnvasdanmengulininges

B wazhwidsminde 1 vssasihuedugaden E e F wuku gadinsussasnugiuluniauiu

"Natchar Pancharoen, Music Dictionary, 51 ed. (Bangkok: Ketkarat Publishing House, 2021), 265. (in Thai)

® Jinnawat Mansap, 1. (in Thai)
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? Natchar Pancharoen, Form and Analysis, 7" ed. (Bangkok: Ketkarat Publishing House, 2020), 43. (in Thai)

1% Narongrit Dhamabutra, Interpretation and Analysis (Bangkok: Thanapress, 2010), 187-188. (in Thai)
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Declaration of Generative Artificial Intelligence in the Writing Process

During the preparation of this manuscript, the authors used ChatGPT-5.5 (OpenAl)
solely to improve language clarity and grammar. All scientific content, interpretations,
analyses, and conclusions were developed by the authors. The authors reviewed and edited
the Al-generated output as necessary and take full responsibility for the accuracy and integrity

of the manuscript.
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Abstract

La Princesse Jaune, a one-act opéra-comique by Camille Saint-Saéns with a libretto
by Louis Gallet, was composed amid the growing fascination with Japanese art and objects in
Paris in 1872. The work represents an early adoption of Japanese-related themes and musical
exoticism within French operatic scene, reflecting the broader nineteenth-century Orientalist
interests shaped by imperialism.

This article examines how Saint-Saéns sought to evoke a sense of the Far East through
a range of musical devices—particularly those associated with Japanese imagery—while
acknowledging that his access to authentic Japanese music was limited. In addition, it provides
an overview of the cultural and social contexts that informed the opera’s narrative inspiration,
as well as a brief discussion of audience reception over time, to observe shifting perspectives
on exoticism as reflected in this work.

Through theoretical analysis of the score, this study compares Saint-Saéns’s
compositional techniques with commonly used exotic devices employed by nineteenth-
century composers. The use of the pentatonic scale as a signifier of the East is also explored
as a European interpretation of the music of another culture. In addition, the social and

cultural contexts surrounding the opera are considered through the available literature.

* Corresponding author, email: athita20@gmail.com
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Japan’s first official participation in the Exposition Universelle in Paris in 1867
introduced European audiences to Japanese visual arts, woodblock prints, and other cultural
objects. This encounter influenced European visual arts, literature, and theater, giving rise to
the movement known as japonisme. Around the same time, in 1871, Camille Saint-Saéns was
commissioned by the Opéra-Comique to compose a light, accessible work, as Paris was
beginning to recover from the trauma of the Siege of Paris. Louis Gallet, the librettist, selected
a Japanese theme for the opera, reflecting the growing fascination with Japanese art and
culture in Paris.

The opera’s plot centers on Kornélis, a Dutch scholar obsessed with Japan and
captivated by a woman depicted in a Japanese print, named Ming, and his cousin Léna, who
is in love with him. After consuming a potent drink, Kornélis hallucinates and is transported to
an exoticized vision of Japan with the Japanese princess. The climactic moment occurs when
Léna breaks his delusion by presenting herself in place of the Japanese image, prompting
Kornélis to recognize the value of real affection over his Orientalist fantasy. This narrative
structure is significant: La Princesse Jaune does not aim for a realistic portrayal of Japan but
instead employs Japanese motifs as a vehicle for Western psychological exploration and comic
contrast.

In the Japanese-related context of the opera, Saint-Saéns employed several exotic
devices typical of nineteenth-century composers. These include modal inflections in the
melodic lines that produce augmented seconds, creating a sense of ambiguity, unfamiliarity,
or otherworldliness. He further destabilized traditional Western harmonic progressions through
the use of lowered leading tones, pedal points, bass ostinatos, avoidance of clear cadences,
and static or simplified rhythmic patterns. Saint-Saéns also incorporated pentatonic writing—
possibly inspired by descriptions of Chinese music circulated in Europe at the time. These
elements were interpreted through a distinctly Western compositional lens.

The opera received largely negative criticism regarding its music after the premiere, yet
productions in the subsequent decades were met with more favorable responses, reflecting
a shift in European audiences’ tastes and attitudes over time. However, the Orientalist
narrative and the racially suggestive title—La Princesse Jaune (“The Yellow Princess”)—may

raise concerns for contemporary non-European audiences.
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Saint-Saéns’s La Princesse Jaune reflects both Orientalist ideas in music and an effort
to expand the Western soundscape in response to shifts in the French operatic landscape.
Saint-Saéns employed common exotic compositional techniques and made extended use of
the pentatonic scale. Although these devices were not intended to portray specifically
Japanese musical idioms, they functioned as Western interpretations of non-Western and
“Oriental” music, effectively creating a sense of unfamiliarity for European audiences. His use
of the pentatonic scale demonstrates not only a Western perspective on the music of the
East but also the limitations of relying on this scale as a representation of Eastern musical
cultures.

In considering La Princesse Jaune, it is important to recognize that the work was shaped
by the conventions of the opéra-comique genre and by the circumstances of its commission
during Paris’s postwar recovery. As an early experiment with exoticism, La Princesse Jaune
may not fully represent Saint-Saéns’s later, more nuanced engagement with non-Western
musical cultures. Nevertheless, despite the problematic racial stereotypes embedded in the
work, the opera remains a valuable cultural artifact: it reflects the attitudes of its era and

marks an important moment in the development of French operatic tradition.

Keywords: La Princesse Jaune / Camille Saint-Saéns / French Opera / Exoticism / Japonaiserie

The one-act opéra comique La Princesse Jaune (“The Yellow Princess”), composed
by Camille Saint-Saéns with a libretto by Louis Gallet in 1872, reflects orientalist ideas shaped
by imperialism during a period when Europeans were increasingly exposed to foreign objects
and diverse cultures. In the nineteenth century, the rise of exoticism was closely tied to
commercial and political interest in foreign nations.! La Princesse Jaune responds directly to
the Parisian trend of japonaiserie at the time, reflecting the growing fascination with Japanese

art and culture through its adoption of a Japanese theme.

"' Hervé Lacombe, The Keys to French Opera in the Nineteenth Century, trans. Edward Schneider (Berkeley, CA:
University of California Press, 2001), 179-180.
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The wave of Japanese influence began to affect European art and culture following
the opening of Japan during the Meiji era in 1854, which coincided with the rise of international
exhibitions in Europe.? Japan officially participated for the first time in the Exposition
Universelle in Paris in 1867, where Japanese visual arts, woodblock prints, and other art objects
were exhibited. Over 1,300 of these objects remained in France and were circulated among
collectors.” This Japanese movement influenced European visual arts, literature, and theater
at various stages and to varying degrees. It began with an early phase known as japonaiserie—
the use of Japanese art objects to evoke a fantasy of Japan—and later developed into
japonisme, a more mature appreciation of Japanese aesthetics on a deeper level.*

The first known French play influenced by Japanese color prints amid the wave of
japonaiserie was L’lle de la Demoiselle by Zacharie Astruc, written in 1863—a fifteen-act play
based directly on a set of Japanese color prints. Although it was never publicly staged, the
play was read and admired by enthusiasts of Japanese art. L lle de la Demoiselle subsequently
inspired several early French theatrical works with Japanese themes, including Saint-Saéns and
Gallet’s La Princesse Jaune.” In 1871, Camille Saint-Saéns (1835-1921), then in his mid-thirties,
was already a well-known organist and pianist, and was establishing his career as a composer.
Along with other young composers of the time, he was commissioned by the Opéra-Comique
to write an opera that was light and not overly complex, as Paris was just beginning to recover
from the trauma of the Franco-Prussian War and the Siege of Paris during 1870-71.° Louis
Gallet, the librettist assigned to the project, chose a Japanese theme for the opera’—

responding to the growing fascination with Japanese art and culture in Paris at the time.

2 Christiane Demeulenaere-Douyére, “Japan at the World’s Fairs: A Reflection,” Journal of Japonisme 5, 2 (2020):
132, https://doi.org/10.1163/24054992-00052P01.

3 Christiane Demeulenaere-Douyeére, 133-134.

* Yoko Chiba, “Japonisme: East-West Renaissance in the Late 19" Century,” Mosaic: An Interdisplinary Critical
Journal 31, 2 (1998): 3, https.//www.jstor.org/stable/44029769.

> Yoko Chiba, 13.

® Hugh Macdonald, Saint-Saéns and the Stage: Operas, Plays, Pageants, a Ballet and a Film (New York:
Cambridge University Press, 2019), 76.

" Hugh Macdonald, 77.
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La Princesse Jaune may have been the first French opera to be based on a Japanese
theme.? Its music reflects Saint-Saéns’s imaginative interpretation of Japan and his use of

Western compositional techniques to evoke a sense of exoticism within the opera.

The Story and Orientalist Depictions of Japan

In this one-act opera, set in Holland, the story centers on two main characters: Kornélis
and Léna. Léna is in love with Kornélis, but he is fixated on Japan. His fascination is purely
aesthetic—his room is filled with Japanese prints and objects, and he is wholly captivated by
the image of a beautiful woman named Ming depicted in one of them. Under the influence
of a drug, Kornélis hallucinates that he has traveled to Japan with the princess in Japanese
costume. Ultimately, he awakens from the dream, recognizes his true feelings for Léna, and
the two reconcile with mutual understanding.

Japan functions not as a geographical or cultural reality but as a romanticized
projection of Kornélis’s imagination. The opera’s exoticism is thus framed as an internal mental
construct, ultimately dismissed in favor of European reality. The setting in Holland is significant,
as the Dutch were the only Europeans with a long-standing trading relationship with Japan,’
lending the plot a faint historical plausibility. The character of Ming, the Japanese woman
depicted in the print, embodies a European fantasy of the exotic feminine and reflects the
Orientalist ideals of the era. This dynamic aligns with the early, predominantly visual phase of
Jjaponisme in France, when the collection and aesthetic appreciation of Japanese art preceded
any deeper sociological or musical understanding.

Gallet incorporated Japanese text into the opera. A classical Japanese poem from The
Anthology of Ten Thousand Leaves (Manyoshuu) appears at the beginning scene, where Léna
read the Japanese text from a piece of paper.'® Later in the opera, during Kornéli’s
hallucination, he hears fragmented Japanese phrases sung by an offstage chorus. These

phrases were drawn from a traveler’s phrasebook and include expressions such as “Today is

& Ury Eppstein, “From Torture to Fascination: Changing Western Attitudes to Japanese Music,” Japan Forum 19,
2 (2007): 210, https://doi.org/10.1080/09555800701419411.

° Hugh Macdonald, 79.

% Hugh Macdonald, 82.
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a fine day” and “Good afternoon.”!! However, the use of Japanese text in these instances is

largely decorative and not directly connected to the narrative of the opera.

Saint-Saéns’s Exotic Devices

Up to this point, Saint-Saéns had never traveled outside Europe, yet the East had
already captured his imagination. He reused his earlier composition Désir de (’Orient (“Longing
for the East,” 1871), which was originally set to his own poem expressing a romanticized vision
of the East. This music was rearranged for the opera’s overture and later appeared in scene
no. 2 as the aria “J’aime, dans son lointain mystére” (“I love, in its distant mystery”).

At the beginning of the overture, Saint-Saéns employed a harmonic minor scale with
a raised fourth degree, creating augmented seconds between the third and fourth degrees as
well as between the sixth and seventh degrees (see Example 1). The frequent use of the
augmented second highlights a non-normative tonal pattern and evokes a sense of

foreignness—one of the common techniques of musical exoticism in the nineteenth century.

Example 1 Saint-Saéns, La Princesse Jaune, Overture, mm. 1-5
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Example 2 G Harmonic Minor Scale with a Raised Fourth Degree

" Hugh Macdonald, 85-86.
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Saint-Saéns also constructed a melody using a melodic minor scale with a raised fourth

degree, which retains the characteristic augmented second (see Example 3). While he did not

highlight the augmented intervals through direct scalar motion, they are embedded within the

scale and contribute subtly to the evocation of an exotic atmosphere.

Example 3 Saint-Saéns, La Princesse Jaune, Overture, mm. 17-25
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Example 4 G Melodic Minor Scale with the Raised 4" Degree
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Another exotic device used by Saint-Saéns is the application of the Mixolydian mode

with a lowered sixth degree. This mode, which also features a lowered seventh, avoids the

presence of a leading tone, giving the melody a more open and non-Western character (see

Example 5). He further emphasized this effect by using simple, repetitive, and static rhythms,

and by limiting harmonic movement to allow the exotic melodic lines to stand out. The use
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of arabesque-like gestures and repetitive rhythms may suggest associations with the “Near
East”—specifically Arab countries in North Africa—rather than the “Far East,” such as Japan;

nevertheless, it effectively conveys the opera’s exotic atmosphere.'?

Example 5 Saint-Saéns, La Princesse Jaune, No. 2, mm. 20-27
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Example 6  C Mixolydian with Lowered 6" Degree
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2 Lynne Johnson, “Exoticism, Imperialism, and the Music of Camille Saint-Saéns” (MA thesis, University of Hawai’i

at Manoa, 2001), 98-99.
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The use of pedal tones and open fifths in the bass is a common compositional device
for evoking exoticism, and Saint-Saéns employs this technique in the opera. He had previously
used similar devices in his earlier exotic work Mélodies Persanes, Op. 26 (Persian Songs)
(Example 7). This song cycle, based on the poem Les Nuits Persanes (Persian Nights), evokes

imagery of the exotic Orient, specifically referencing the Near East or Middle East.

Example 7 Saint-Saéns, Mélodies persanes, Op. 26, “La brise,” mm. 1-5.

t‘éﬁ;

i)

Avoiding clear harmonic progression is another technique used to obscure the
characteristics of Western music. For instance, in Example 8, Saint-Saéns avoids the expected
sound of a conventional cadence by using the fifth (B) in the bass instead of the root (E),

thereby concealing the expected Western tonal resolution.

Example 8 Saint-Saéns, La Princesse Jaune, No. 2, mm. 28-29
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The Pentatonic Scale

There is no clear evidence that Saint-Saéns had any direct exposure to Japanese music.
However, European awareness of pentatonicism can be traced back to the eighteenth century,
through missionaries’ detailed accounts of China and the subsequent European fascination
with Chinese music.’® The presence of pentatonic thus easily resonated with the growing trend
of exoticism during the nineteenth century.'® The pentatonic scale appears in multiple
sections throughout the opera, particularly when Saint-Saéns seeks to portray the “other”
world.

In scene no. 5, the aria “Sur Ueau claire et sans ride” (“On the clear and unruffled
water,”) sung by Kornélis, features pentatonic melodies beginning in F major (see Example 9,
mm. 282-285).

Although the harmonic progression moves toward the dominant key area, Saint-Saéns
employs pedal notes to obscure clear harmonic shifts in the bass. For instance, a G pedal
appears subtly in m. 295, even as the music remains in D minor. This reduces the strong sense
of an anticipated cadence from G7 to C major, which occurs a few measures later in mm. 297-

298 (see Example 10).

Example 9 Saint-Saéns, La Princesse Jaune, No. 5, mm. 282-285
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1 Jeremy Day-O’Connell, Pentatonicism from the Eighteenth Century to Debussy (New York: University of
Rochester Press, 2007), 49-50.

 Jeremy Day-O’Connell, 92.
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Example 10 Saint-Saéns, La Princesse Jaune, No. 5, mm. 293-299
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Example 11 Saint-Saéns, La Princesse Jaune, No. 1, mm. 1-4
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In some passages, Saint-Saéns chose to maintain the pentatonic scale within a single

key area and kept the musical texture intentionally simple. For example, at the beginning of
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scene no. 1, where the Japanese text is introduced alongside alternating French text, the
entire section from mm. 1-20 is based on five notes from the D minor pentatonic scale.
Following the initial D minor chord, the melody in both the vocal line and the accompaniment
is presented in unison, without harmonic treatment, creating a static and sparse texture (see
Example 11).

In Example 12, during the moment when Kornélis believes he has been transported
to Japan and hears Japanese text, the music is sung by an offstage chorus in the E major
pentatonic scale. This section remains entirely within the pentatonic collection, with no
harmonic progression, throughout mm. 18-56.

The simplicity of the choral writing aligns with a common nineteenth-century French
operatic convention in which “exotic” settings were represented through simplified musical
textures.’ The avoidance of harmonic development and the blurred sense of tonal direction
mirror contemporary Western discourses that framed non-European music as lacking tonality
or harmonic complexity. Static harmonies based on one or two chords, along with sparse
textures such as unharmonized unison writing and pedal points, were commonly employed

as devices to evoke exoticism within the nineteenth-century French operatic tradition.'

Example 12 Saint-Saéns, La Princesse Jaune, No. 5, mm. 20-28
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' Ralph P. Locke,
Devices,” 19th—Centu/y Music 45, 3 (2022): 196, https://doi.org/10.1525/ncm.2022.45.3.185.

“The Exotic in Nineteenth-Century French Opera, Part 2: Plots, Characters, and Musical

' Ralph P. Locke, 195.
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When considering the pentatonic scale in the context of Japanese music, the intervallic
structure of the Western major pentatonic scale closely resembles the Japanese ryo scale,
which itself incorporates elements of classical Chinese musical theory.'” Although these scales
may appear similar when transcribed in Western notation, Japanese, Chinese, and other Asian
musical traditions employ distinct tuning systems that cannot be accurately represented
within the Western framework. Moreover, these traditions often extend beyond the core five
pitches, resulting in a musical language more complex than a simple pentatonic model. Within
the limitation of nineteenth-century Western understandings of non-Western music, Saint-
Saéns drew upon the intervallic qualities of the pentatonic scale but reinterpreted them

through the lens of Western compositional practice.

People’s Perception of La Princesse Jaune and Saint-Saéns’s Exoticism the Opera
After the opera’s unsuccessful premiere in 1872, critics offered notable observations
on the Parisian audience’s reaction to its exotic musical elements. Some remarked that it was

» 18

“impossible to tell in what key or in what time the music was written,”® while others

wondered whether it should be regarded as the “incomprehensible music of the future.”*
These responses reflect the expectations of Parisian opera audiences, who were generally
well-versed in musical and operatic traditions. The French opera scene at the time was deeply
rooted in its own conventions, and music critics were often particularly harsh toward young
composers.”? In contrast, composers responded quite differently—Gabriel Fauré, for instance,
praised the opera and even arranged its overture for two pianos.?!

Although the opera was considered unsuccessful after its premiere, Saint-Saéns

succeeded in creating an unfamiliar musical experience for his audience. While his music

follows conventional harmonic progression, he employed various techniques to obscure

7 William P. Malm, “Japanese Music,” Encyclopedia Britannica, accessed November 5, 2025, https://www.
britannica.com/art/Japanese-music.

'8 Stephen Studd, Saint-Saéns: A Critical Biography (London: Cygnus Arts, 1999), 89.

¥ Hugh Macdonald, 80.

% Hugh Macdonald, 80.

I Hugh Macdonald, 89.
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them. Notably, La Princesse Jaune marked the first use of the pentatonic scale by a French
composer in opera,? offering Parisian audiences their first encounter with this scale in a French
operatic context.

Interestingly, performances of the opera after the 1880s and later in Saint-Saéns’s life
were much more successful, reflecting a shift in societal musical tastes. Audiences had
become more open-minded toward exotic music and new sounds within the musical tradition.
As japonisme continued to influence composers more deeply over time, Puccini’s Madame
Butterfly—which prominently features the pentatonic scale—achieved great success in 1904.

Saint-Saéns’s views on exoticism evolved over time. Until La Princesse Jaune, he had
never traveled outside Europe. However, following his subsequent travels abroad, his interest
in exotic music deepened. As his exposure to non-European cultures expanded, his use of
exotic elements became increasingly nuanced, reflecting a growing sensitivity to the
integration of different musical traditions. This development is evident in later works such as
the Piano Concerto No. 5 in F major (“Egyptian”) (1896) and Trois Tableaux symphoniques
d’aprés “La foi” (1912).7

Meanwhile, Saint-Saéns’s engagement with Japan continued, though it was expressed
primarily through his literary works, including Rimes familieres, published in 1891. He did not
compose any further music on Japanese themes—Ilikely due to the limited availability of

authentic Japanese musical materials.

Conclusion

Saint-Saéns’s experiment with exoticism in La Princesse Jaune reflects common
nineteenth-century techniques of musical exoticism, including the use of modal inflections,
ornamental arabesque-like gestures, destabilization of conventional Western tonal
expectations, and static rhythmic patterns. Together, these elements create a coherent exotic

soundscape that evokes a generalized image of the “East,” rather than an authentic musical

2 Jann Pasler, “Introduction: Deconstructing Saint-Saéns,” in Camille Saint-Saéns and His World, ed. Jann Pasler
(Princeton, NJ: Princeton University Press, 2012), xiv.
> Lynne Johnson, “Camille Saint-Saéns’s Changing Exoticism and the Interesting Case of La Foi,” Journal of

Musicological Research, 25 1 (2006): 80, https://doi.org/10.1080/01411890500477083.
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depiction of Japan. While his use of the pentatonic scale suggests an association with East
Asian musical concepts, it ultimately reveals the limitations of the period’s understanding of
non-Western music.

The story of La Princesse Jaune may be considered problematic for contemporary
audiences. The title, which translates as The Yellow Princess, likely alludes to both the skin
color and perceived exoticism of the female character, raising concerns about the
objectification and racialization of Asian women. To contextualize the opera, it is important to
consider nineteenth-century Orientalist perspectives. During this period, travel to distant
regions was rare, and idealized images of women from the East became widespread in
European society. Acknowledging these historical perspectives is crucial when analyzing the
work today. In recognition of the title’s problematic connotations, Melbourne’s Lyric Opera
renamed the opera “The Japanese Princess” for its 2017 production® to avoid the racial
implications associated with the original title.

Another point to consider is that the content and context of La Princesse Jaune may
have been constrained by the conventions of opéra comique, a genre typically associated
with light, accessible entertainment rather than deep or complex narratives. Given that the
opera was composed quickly following the war, it is likely that Louis Gallet chose a subject
that would readily capture the attention of Parisian audiences at the time, favoring topical
appeal over cultural authenticity or thematic depth.

Unlike Japanese visual art objects, which were more easily imported and appreciated
in Europe, Japanese music—lacking technological means of transmission—took much longer
to reach Western audiences. Despite the absence of authentic Japanese musical materials and
the wide cultural gap between East and West, Saint-Saéns’s attempt to evoke an exotic sound
in La Princesse Jaune represents a significant step in the Western musical imagination. It marks
an early phase in which Western composers began to experiment with and interpret sonic

concepts associated with the Far East.

2 Lyric Opera of Melbourne, “The Japanese Princess,” accessed November 5, 2025, https://www.lyricopera.

com.au/the-japanese-princess.
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With an awareness of French society and the operatic scene in nineteenth-century
Paris, La Princesse Jaune remains a work worth hearing, watching, and studying. It reflects a
cultural moment of transition—when distant lands remained largely inaccessible, and people
in the West could “travel” to the other side of the world primarily through imported art

objects and musical imagination.

Declaration of Generative Artificial Intelligence in the Writing Process

During the preparation of this manuscript, the author used ChatGPT-4.0 (OpenAl) and
Gemini 2.5 (Google) solely to improve language clarity and grammar. All scientific content,
interpretations, analyses, and conclusions were developed by the author. The author reviewed
and edited the Al-generated output as necessary and takes full responsibility for the accuracy
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Abstract

This creative work article is the creation of the Ram Wong Ban Mon (Wat Pradittharam)
song. Its aim is to promote cultural tourism based on cultural capital. This creative work employs
a creative music process. The creative process begins with the collection of preliminary data
and related literature to establish a conceptual framework. Data on the Mon community at
Wat Pradittharam were gathered through document research and interviews with community
members and key informants. In addition, theoretical concepts in song composition—
including melody writing for voice, Thai song composition, and lyric writing—were studied to
guide the creative process. The inspiration for this creative work originates from the
community’s use of cultural capital to express the unique identity of Mon culture in the area
surrounding Wat Pradittharam. The Mon community has preserved its cultural heritage through
long-standing beliefs, traditions, and ritual practices that are continuously observed and
passed down across generations. These cultural expressions demonstrate a strong connection
between people, place, and spiritual belief systems, forming a core element of the
community’s identity. Recognizing the richness and cultural significance of these traditions,
the composer sought to reinterpret and communicate them through music. This approach not
only enhances awareness within the local community but also supports the promotion of

cultural tourism in a way that is both sustainable and culturally respectful.

* Corresponding author, email: pavinee.te@bsru.ac.th
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The composition, titled the Ram Wong Ban Mon (Wat Pradittharam), was developed
as a traditional Ram Wong song while incorporating modern musical elements to increase its
appeal to contemporary audiences. The lyrical content was carefully designed to reflect
important aspects of Mon cultural capital. These include references to traditional cuisine such
as Khao Chae, local recreational activities like Mon-style Saba games, and deeply rooted
religious beliefs and ritual practices that shape everyday life within the community. Rather
than merely describing these elements, the lyrics integrate them into a cohesive narrative,
allowing listeners to experience and understand the cultural identity of the Mon people in a
meaningful and engaging way. Following the composition and refinement process, the song
was disseminated through multiple channels, including online media platforms and live
community events. It was also incorporated into cultural tourism promotion activities, serving
as a medium for storytelling and cultural communication. The use of music in this context
allows for a more immersive and emotionally engaging experience for audiences, helping to
bridge the gap between cultural knowledge and public perception.

The music is created using the pentatonic scale for the main melody and Thai
instruments, namely Khluy (Thai Bamboo Flute), Ranat-Ek (Thai Xylophone), and Cha-Khe (Thai
Zither), as the primary instruments for the melodic accompaniment. Various techniques and
nuances are employed to create a clear Thai and Mon sound, which can be played well with
Western instruments. Furthermore, the composition is structured in an A-B-A-B-A-B-C pattern,
similar to the rondo form in classical music. Section A acts as the recurring theme (the refrain),
which defines the Rondo-like quality. The composition utilizes a 2/4 time signature at a tempo
of 65 BPM, providing a moderate, danceable rhythm characteristic of Ram Wong music. This
rhythmic structure supports group dancing and social interaction, which are essential elements
of traditional Ram Wong performance. The melodic framework is built upon a pentatonic
minor scale, ensuring a comfortable vocal range for both male and female performers.

The findings of this creative work demonstrate its multifaceted benefits across several
dimensions. From a cultural perspective, the project contributes to the preservation,
revitalization, and dissemination of Mon heritage. It presents traditions, beliefs, language, and
ways of life in a format that is accessible, engaging, and suitable for audiences of all ages.

Socially, the project fosters a sense of pride in local identity, encourages active participation
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in cultural preservation, and strengthens unity within the community. In terms of cultural
tourism, the song serves as an effective promotional tool, helping to attract visitors, increase
awareness of local cultural knowledge, and enhance the image of the Mon community at Wat
Pradittharam as a distinctive and meaningful destination. From an educational standpoint, the
composition can be utilized as a learning resource in both formal and informal educational
settings. It supports the study of music, culture, and local wisdom, offering an interdisciplinary
approach to learning. Economically, the project contributes to income generation by
supporting tourism-related activities, including cultural performances and the sale of locally
produced goods. Finally, this creative work provides a valuable model for integrating music
with cultural heritage. It demonstrates how creative arts can play a crucial role in sustaining
and promoting community identity while also offering a foundation for future developments

in music and cultural expression.

Keywords: Thai-Mon Music Composition / Cultural Tourism / Heritage Preservation /

Local Wisdom

Ram Wong Ban Mon (Wat Pradittharam) song aims to promote cultural tourism based on
cultural capital. The content incorporates the cultural capital of the Ban Mon community (Wat
Pradittharam) as a representative of the community, aiming to tell the story of the
community’s traditions, history, and lifestyle. This piece seeks to highlight and share the
unique cultural heritage of the Ban Mon community, with the intention of preserving and
showcasing its local identity. This idea aligns with Wansa Kootragoon' who noted that beliefs
and values are an integral part of Thai society and have been passed down through
generations. They are reflected in various forms of media, with music being a significant

medium for conveying them.

"Wansa Kootragoon, “The Analysis of Lyrics with the Reflection of Belief and Values: A Case Study of the
Awarded Songs in the PechtNaiPleng Project,” Journal of Chandrakasem Sarn 21, 40 (2015): 54, https://li01.
tci-thaijo.org/index.php/crujournal/article/view/38706/32023.
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The creative concept is inspired by how the community utilizes its cultural capital to
express the Mon cultural identity. The Mon people of Wat Pradittharam have preserved their
beliefs through annual traditions and rituals, which are integral to their heritage. This inspired
the composer to interpret these cultural elements through music, aiming to raise awareness
among the local community and promote cultural tourism. To share this heritage with a
broader audience, the composer chose to convey the story through a Ram Wong song,
resulting in the composition Ram Wong Ban Mon (Wat Pradittharam).

The structure was chosen to reflect both the narrative and cultural identity of the
song through a call and response form, which represents the dialogue and emotional
interaction between the Phra Nakhon man and the Mon girl during the Songkran festival. The
“call” and “response” symbolize their communication and growing affection while also
reflecting the participatory nature of Mon musical traditions. The use of the minor pentatonic
scale supports the emotional atmosphere and blends effectively with Thai and Western
musical elements. In addition, the lyrics were composed according to Thai poetic conventions
to maintain rhyme, melodic flow, and linguistic beauty, while cultural elements such as Khao
Chae, the Mon Saba game, traditions, and religious beliefs were incorporated to express
community identity. The arrangement combining Thai and Western instruments,
harmonization, and vocal textures creates a contemporary yet culturally rooted musical style

that supports cultural tourism and public dissemination.

The Creative Process

Phase 1: Exploration and Foundational work

1. Ethnographic Study of Ban Mon (Wat Pradittharam): Data was triangulated through
documentary research (textbooks, theses, and articles) and qualitative field research. Additionally,
interviews were conducted with community members and key informants to explore cultural
capital. The interview instruments were reviewed by experts before implementation.

2. Theoretical Framework for Composition: The creative process integrated three core
Thai musicological pillars:

2.1 Vocal Writing: Applied Somchai Rassamee’s principles for melodic phrasing.
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2.2 Song Structure: Followed Piyaphan Santaveesuk’s methods for traditional
Thai song forms.
2.3 Lyricism and Prosody: Utilized Khettarun Lertpipat’s “The Art of Composing
Thai Lyrics” to ensure poetic rhyming and linguistic grace.
Phase 2: Analysis, Synthesis, and Conceptualization
The raw data from field observations and interviews was synthesized to identify “Key
Cultural Signifiers” (e.g., Khao Chae, Saba). This synthesis informed the Creative Brief,
determining how traditional beliefs would be translated into a narrative arc.

Phase 3: Creative Composition and Drafting

1. Narrative Structuring: Defining the storyline of the Phra Nakhon visitor to serve as
the song’s emotional anchor.

2. Simultaneous Composition: Unlike a linear process, the melody and lyrics were
developed interdependently. This ensured that the tonal requirements of the Thai language
(tonal inflections) remained perfectly aligned with the musical pitches of the minor pentatonic
scale.

Phase 4: Arrangement and Technical Production

1. Orchestration and Scoring: Instrumentation was selected to represent the “Thai-
Western Fusion” concept. Digital Audio Workstation (DAW) software was used to create a MIDI
mockup and a formal musical score for live performers.

2. Tracking and Engineering: Instrumental and vocal tracks were recorded in a controlled
environment.

3. Mixing and Mastering: Using Logic Pro, the tracks underwent signal processing (EQ,
compression, and spatial balancing) to achieve a “rich and dense” texture, ensuring the final

output met professional broadcasting standards.

Creative Result

1. A Creative Concept

The composition is a vibrant synthesis of traditional Thai heritage and Western classical
structure, designed to evoke a sense of cultural synergy and joy. By weaving the pentatonic

minor scale through both indigenous and orchestral textures, the piece creates a melodic
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bridge between worlds. The core of the ensemble features a trio of traditional Thai
instruments, each bringing a specific tonal character to the arrangement:

- Khluy (Thai Bamboo Flute): Providing ethereal, breathy melodic lines.

- Ranat-Ek (Thai Xylophone): Delivering percussive clarity and rapid-fire embel-
lishments.

- Cha-Khe (Thai Zither): Grounding the piece with resonant, plucked textures.

These instruments utilize traditional Mon-influenced ornaments and techniques,
allowing them to maintain their authentic “soul” even when integrated with a Western
instrumental backdrop.

The ensemble also includes instruments such as violin, viola, violoncello, piano,
electric euitar, electric bass, drums, conga, and cymbals. The composer arranged the piano
harmonies to blend the tonal characteristics of Thai music with Western sounds by selecting
melodies and chords that minimize pitch conflicts. The key was also chosen to facilitate a
harmonious interplay between Thai and Western instruments, aiming to achieve maximum
sonic balance while maintaining the identity of Thai music and the overall balance of the

ensemble performance.

Table 1 Technical Specifications
Features Details
Scale & Tonality Pentatonic Minor (Optimized for male and female vocal ranges)

2/4 Time Signature at 65 BPM (Largo/Adagio tempo with a
Rhythmic Foundation
joyful lilt)

Structure A-B-A-B-A-B-C (A modified Rondo form)

Moderato (Balanced volume to ensure vocal clarity and
Dynamic Range

instrumental blend)
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Table 2 Structure of the Composition, Concept, and Presentation Sequence

Sections Bars

Introduction 12

A (Refrain) 8

B1 (Versel) 26

A (Refrain) 8

B2 (Verse2) 26

Interlude 20

A (Refrain) 8

B3 (Verse3) 26

C (Finale) 14

Ending 8

2. Composition of Melody and Lyrics

The composer structured the melody as a narrative, arranging musical ideas from
beginning to the end to mirror a natural dialogue. The composition is organized into clear
sections, which are further divided into verses and individual phrases. By aligning this musical
structure closely with the lyrics, the composer ensures the message is clear and easily
understood by the listener.

2.1 Section A, in the structure of the melody, is a repeated section that appears
at the beginning of the song and alternates with other sections in traditional Thai songs. In the
structure of traditional Thai songs, the Soi is a recurring section that often appears at the
beginning and alternates throughout the piece. Similar in importance to a modern chorus, the
Soi is typically the shortest section and maintains consistent melody and lyrics throughout the
song. The melody within this section is built on a call-and-response framework. It is composed

of concise, distinct phrases that allow each part of the song to stand out. Furthermore, the
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melodic contour is thoughtfully designed with appropriate pauses, ensuring the vocalist has

sufficient intervals to breathe while maintaining the song's momentum.

Example 1  Melody Construction and Lyrics of Section A

A call

e ——

A %’\‘ -
A2 N } ! —= & & I ]
I P n‘ [ & & 7
o - —
Oh Mae Ngam Neon Mae Sao Mon Khon Ngam Fang
response
0 | ‘ p—
p A I ¥ N ] f
5> = — P Ca— — — —7
= — & ) - -
Thon Oh Pho Na Mon  Num Khon Fang Phra Na Khon

As shown in Example 1, the composer highlights the melody in each section
by beginning with a pick up note that smoothly transitions into the first beat. This technique
adds agility to the rhythm. The melodic movement maintains a balanced rise-and-fall
pattern—when the melody moves in one direction, it appropriately returns in the opposite
direction. The pitch incorporates a variety of intervals, combining sequential notes with leaps
across intervals to keep the song’s mood dynamic and prevent it from feeling too flat.

Once the melody for Section A was finalized, lyrics were added based on the
intended concept and content. Words were carefully selected to convey the desired meaning,
ensuring they fit naturally for alternating singing with other sections or serving as the refrain of
the song. The lyrics incorporate a call-and-response style between male and female singers.
Additionally, wordplay techniques were used to enhance the beauty and elegance of the
lyrics, such as pairing “Oh Mae Neam Ngon” (an exclamation used to describe a woman who
is beautiful, graceful, or charming) with “Oh Pho Na Mon” (an exclamation used to describe a

charming or handsome young man). or “Fang Thon” with “Fang Phra Nakhon” Moreover, the
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lyrics were structured with internal and external rhyming patterns, as well as ending words
that share the same sound and final consonant as “Mon”. The word “Khon” was used to
create a rhyme in the following section.

2.2 Section B serves as the narrative core of the song, where the story or
background gradually unfolds to maintain listener engagement, and is also known as the verse.
As a result, this section is designed to be longer than the others to provide more space for
storytelling. It is divided into 3 parts: B1, B2, and B3, all of which share the same melodic
structure but feature different lyrics. The melodic structure is divided into 6 major phrases,
and the composer has created a rhythmic pattern with 2 initial phrases in a call-and-response

form, similar to section A, while allowing flexibility in the pitch of each phrase.

Example 2  The Melodic Rhythm of the First 2 Phrases of Section B

call

e T e

"23' J’|J3JJ|J5J] ,jJ, o ,:

response

Example 3  The Melodic Rhythm of the Melody in the Final Phrase of Section B
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The composer repeated the rhythm of these two phrases to develop and extend
the length of the section. The rhythm of the melody in the 6" or final phrase was adjusted by
adding an additional rhythmic refrain to signal the complete conclusion of the section.

The lyrics follow a single-line verse format rooted in Thai folk traditions, where
every line concludes with the same terminal sound. This persistent rhyme scheme mirrors the

percussive and repetitive lyrical patterns often found in Western hip-hop.

Figure 1 English Pronunciation Lyrics

| |
(Female) Phi Khon Taang Thin Taang Than Ngai Ma Thiao Ngaan Songkran BaanMon

| |
(Male) Phi Tang Jai Yaak Ma Phop Naa Jeung Dan Don Maa Jaak Phra Nakhon

It can be seen that the lyrics involve a call-and-response between the female
and male voices. The last word of the second line rhymes with the first line. The composer
chose to use the final word of the second line, which rhymes with the word 'Mon," and
employed this technique as a simmick to create emphasis and make the song's content more
engaging and interesting.

The song “Ram Wong Ban Mon (Wat Pradittharam)” portrays a joyful and
flirtatious conversation between a young man from Phra Nakhon and a Mon girl from the
Thonburi riverside community during the Songkran festival. Through playful call-and-response
lyrics, the song reflects romance, courtship, and cultural interaction within the traditional Mon
community. The male character expresses his sincere intention to meet the Mon girl, while
the female character teasingly questions his honesty and loyalty. The lyrics also highlight
cultural traditions and local identity through references to Songkran celebrations, water
splashing, Mon games, and traditional foods such as khao chae. Overall, the song conveys
themes of love, cultural pride, community bonding, and the preservation of Mon cultural

heritage in a lively and entertaining musical style.
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Table 3 The Full Set of Lyrics

Sections Lyrics
Oh mae ngam-ngon, mae sac Mon khon ngam fang Thon

A (Refrain)
Oh pho na-mon, num khon fang Phra Nakhon
Phi khon tang-thin tang-than, ngai ma thueng ngan Songkran Ban Mon
Phi tang-jai yak ma phop na, chueng dan-don ma chak Phra Nakhon
Nae rue tang-jai ma ha, laeo yai suea-pha phi chueng piak-pon

B1 (Versel) Phi lat-lo tam trok sok-soi, nguea lai khlai-yoi tong khoi sok-son
Chai phloen len nam kap sao, thi ban Khaek ban Lao kon thueng Ban Mon
Mai dai pen muean chen dang wa, phi tang-jai yak ma phop na ma len saba kap
mae ngam-ngon
Oh mae ngam-ngon, mae sao Mon khon ngam fang Thon

A (Refrain)

Oh pho na-mon, num khon fang Phra Nakhon

Sao ban uen phi mai fai ha, phi pratthana tae sao Ban Mon

Thiao ma chap mai chap mue, khon Ban Mon khao thue na phu-chai mue-bon
Phi tang-jai chuan mae khon ngam ma len sat nam wai phra kho phon

B2 (Verse2)
Boran Ban Mon son wai, khao wa num Thai chai mai nae-non

An num Thai si chai naeo-nae, tha mai chuea pha pai ha mae pai kin khao chae

ban mae ngam-ngon

Oh mae ngam-ngon, mae sao Mon khon ngam fang Thon
A (Refrain)
Oh pho na-mon, num khon fang Phra Nakhon

Sin ngan Songkran muea-dai, nong klua phi-chai cha klai chak chon

Phi khong klai mai nan rok na, cha rip klap ma yok-yao wao-won

Sao sao ban uen makmai, mai nan phi-chai ko luem sao Mon

B3 (Verse3) Mai wa phi cha yu haeng nai, rap-rong hua-jai cha mai san-khlon

Sanya Luang Pu To than wai, kho won phi-chai cham hai nae-non

Phi cha cham thoi-kham dang wa, thetsakan Ban Mon khrang na len Mon Son Pha

kan na ngam-ngon

Mon Son Pha tukkata nan yu thi dai
Mon Son Pha tukkata nan yu thi dai
C (Finale) Tukkata mai ru yu nai

Tukkata mai ru yu nai

Ru tae hua-jai phi yu Ban Mon
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2.3 Section C

Section C is the bridge, a section that helps to expand and provide contrast to
the melody. This section appears only once in the song and is not repeated, serving to create
a brighter and more cheerful mood compared to the other sections. The melody is composed
with a full set of notes, differing from Sections A and B. Additionally, the composer emphasizes
the technique of melodic expansion through repetition in phrases 1-2 and 3-4, where the
same melody is repeated exactly to maintain a consistent mood. The final phrase of the
melody is created with a rhythmic refrain that transitions back to the original mood, leading

into the conclusion of the song.

Example 4  The Melodic Structure of Section C
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In Section C, the composer took lyrics from the traditional Thai folk play “Mon

Son Pha,” a performance created by the Thai people to tease the Mon people, as the Thai
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and Mon cultures are very familiar with each other and enjoy playful banter. Since the Mon
people do not play with dolls, the composer adapted the lyrics of this song to link it with the
main theme of the song, which humorously reflects the love story between a Thai man and

a Mon woman, creating a cheerful and charming atmosphere.

3. Harmonization and Orchestration Techniques

3.1 Chord Progression

Once the melody is finalized, the composer builds a harmonic foundation by
selecting chords derived from the set scale. By focusing on chord tones and the principles of
voice leading, they ensure that the movement between harmonies is fluid and cohesive. This
careful management of note direction creates smooth transitions, transforming individual

chords into a seamless progression that complements the melody.

Example 5  Chord Progression of Section A
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3.2 Introduction

The concept behind the introduction is to guide the listener into the main
content of the song. The melody is designed to reflect both Mon and Thai traditional music
styles. To achieve this, the composer adapted the melody from the traditional Thai-Mon piece

song “Mon Doo Dao,” incorporating its melodic structure, rhythm, and tone.
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Creating the Introduction

Example 6

Introduction
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The introduction is based on the melody of “Mon Doo Dao,” including its
phrases, rhythmic patterns, and tonal characteristics. The introduction is set to last for 12 bars
to ensure it conveys the intended message. Thai instruments, such as Khluy, Ranat-Ek and
Cha-Khe are used in place of Mon instruments to perform the melody. Initially, the composer
created the melody for the first 6 bars. After establishing a clear structure for the introduction,
the composer decided to enhance it by incorporating Western instruments. The introduction
transitions smoothly, with the string section playing the melody, harmonized in four parts,
creating a distinctive sound that captures the listener's attention from the very beginning.

From Example 6, the composer used Khluy to play the main melody of the
introduction, with Ranat-Ek and Cha-Khe playing harmonies to emphasize and highlight the
melody. Khluy, Ranat-Ek and Cha-Khe each express their unique characteristics through various
techniques, helping to add Tone color and distinctiveness to the melody of the introduction.
For the background to the melody, the composer employed a string section consisting of
Violin 1, Violin 2, Viola, and Cello to provide harmonic support. The strings use four-note open-
position voicing to harmonize with the main melody. The rhythmic background is created by
incorporating various instruments that align with the rhythm and melody. Melodic instruments,
such as piano, guitar, bass guitar, and percussion instruments like the drum kit, congas, and
cymbals, are used to play chord progressions and rhythm. The rhythmic part of the drumset
and bass is in Ram Wong rhythm. The piano and suitar will play chords to support the main
melody in harmony. The whole idea is similar to the paraphrase technique in traditional Thai
music.

The composer created a distinct melodic background for Section A by using
Khluy, Ranat-Ek and Cha-Khe, playing in harmony with the main melody to emphasize key
moments. These instruments also play complementary melodies to fill the gaps in the
background during short phrase-like pauses and interweave with the main melody in an
imitation of the final phrase, leading into the next section.

It is accompanied by string instruments, which harmonize with the main melody
and follow a modified chord structure to support it. These instruments provide harmony to
fill the gaps in the background during moments when the main melody remains static.

Additionally, they adjust the harmony to change the mood of the song with each verse.
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Creating an Interlude

Example 8

Interlude
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3.3 Musical/Melodic Backgrounds

The instrumental background was designed to complement the main melody
rhythmically, with piano, guitar, electric bass, and percussion instruments playing chords and
rhythms. This arrangement emphasizes the sound, enhancing the intensity during this section.

3.4 Interlude and Ending

The composer’s concept in creating alternating musical passages serves to
provide a contrast in mood after the first half of the piece, which is played continuously in
the same emotional tone for a long period. This section allows for the instrumental roles to
stand out. The composer incorporated the melody of the Thai folk song “Mon Doo Dao” in
the first part as the main theme for the alternating passage. The Thai ensemble plays the
melody in the first round, and the string orchestra repeats the theme in the second round.
Afterward, the piece transitions back to the following section, which maintains a similar mood
to the opening passage. The closing section also incorporates the opening theme, decorated

and used to conclude the piece.

Conclusion and Discussion

The discussion section is categorized into three main themes: 1) Musical Composition
and Melodic Development, 2) Lyricism, Narrative, and Poetic Structure, and 3) Cultural Capital
and Community Identity. Additionally, a section addressing creative work limitations and
challenges is included, along with recommendations and perspectives for future studies.

In terms of composition, the creation of Ram Wong Ban Mon (Wat Pradittharam)
prioritizes melodic development specifically tailored for the human voice. The composer
utilizes short phrasing to establish clear breathing points, ensuring the singer can maintain
vocal quality throughout the performance. To achieve this, the melody avoids extreme
registers—staying within a range that is neither too high nor too low—and focuses on smooth
movement rather than wide melodic leaps. This approach aligns with the principles of
Somchai Rassamee, who noted that while certain complex melodies are suitable for
instruments, they may be impractical for vocalists. Consequently, the vocal composition for
this piece is guided by three essential criteria: 1) Appropriate Intervals: Utilizing melodic steps

and pairs that are easy for the voice to track and intonate. 2) Strategic Rests: Incorporating
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clear rhythmic breaks to allow for natural breathing. 3) Vocal Range: Restricting the melody to
a comfortable tessitura that avoids vocal strain. For lyrics composition and narrative design,
the design was made by laying down the plot to be consistent with the specified content.
The nature of creating a situation and story as a scene or episode to make the story progress
continuously, which the researcher believes that plot planning is very important. In planning
or setting the direction of the composition of the lyrics, the plot will help arrange the events
logically and have a purpose to communicate to the listener to understand the story and the
meaning of the song easily and deeply. This is consistent with the concept of Khettarun
Lertpipat? who mentioned the characteristics of good lyrics that good lyrics should have a
good plot, i.e, be able to clearly convey the meaning of what emotions the singer is
expressing, such as happiness, excitement, cheerfulness, brightness, sadness, loneliness, etc.,
have different aspects from old songs, have truths conveyed in the song, and have emotional
development. In addition, the researcher composed the lyrics to enforce the rhyming of words
like poetry, making each line of the lyrics sound beautiful and rhyming beautifully. The
researcher believes that the composition of Thai song lyrics should give importance to the
skill of language use, using aspects that touch the heart and stimulate the emotions of the
listener at every point, as the concept of Piyaphan Santaveesuk® explained the principles of
writing lyrics in Thai songs today to be beautiful, by enforcing the rules of Thai poetry into the
song, which uses rhyming words that blend harmoniously and beautifully with the language
used. This is consistent with the concept of Khettarun Lertpipa* who mentioned compositional
forms in musical literature that language is crucial in literary composition, as authors use it to
convey the stories they wish to tell. The language employed should reflect that of society,
and since language evolves according to social context, it allows us to analyze the historical

period of a literary work through its use. In addition to the relationship between language and

? Khettaran Lertpipat, Thinking Words, Composing Songs: The Art of Writing Thai Song Lyrics (Bangkok: The
Composers' Club, 2002), 43-57. (in Thai)

5 Piyaphan Santaveesuk, Song Composition (Kalasin: Prasan Printing House, 2003), 17. (in Thai)

* Katsamaporn Boonsri, “Authorship Pattern and the Use of Words in the Literature of Sao Sao Sao Band,”
Humanities Journal (Graduate School), Ramkhamhaeng University 9, 1 (2022): 4, https://s008.tci-thaijo.org/
index.php/ghuru/article/view/233/173.
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society, the style of writing is equally important. The composed Ram Wong song has applied
the cultural capital of the Mon temple community through creativity and musical techniques,
whether it is the principles of composition and arranging that is appropriate for the atmosphere
of the festival in the community, which allows the song to be used on various occasions.
The cultural capital used as the main concept of the song includes Khao Chae, a
summer dish that reflects the identity of the Mon community, the Mon Saba game, a local
game that is often played during important festivals, traditions, and religious beliefs that are
the essence of the way of life of people in the community. When these elements are strung
together into a Ram Wong song, the song becomes more than just entertainment but also
acts as a medium to publicize the identity of the Mon temple community to be widely known,
promote pride in the community, and be able to pass on this cultural capital to the next
generation. This is consistent with the concept of Pierre Bourdieu® who mentioned the cultural
capital that the cultural capital refers to what individuals acquire through the process of social
conditioning, becoming inherent qualities that enable them to enhance their value. This is
often something ingrained in an individual and expressed through behavior, such as
knowledge, taste, and manners. It also includes various assets of non-economic value, but
which can potentially have economic value, such as works of art, books, and academic
certificates. This idea aligns with Pavinee Teeravut Surasak Jamnongsarn & Tepika Rodsakan®
that Tai Phake music can be seen as a form of cultural capital that supports and expresses
ethnic identity through language, dress, beliefs, and traditions. It helps create a shared sense
of belonging within the community. Tai Phake identity is expressed through singers, musicians,
dancers, traditional costumes, melodies, and the use of the Tai Phake language in song lyrics.
Through ritual performances, entertainment, and traditional practices, this music helps
maintain and pass on ethnic identity. The findings show that both traditional and modern Tai

Phake music play an important role in preserving local identity, strengthening community ties,

> Pierre Bourdier, Outline of a Theory of Practice (Cambridge: Cambridge University Press, 1997), 79.
¢ Pavinee Teeravut, Surasak Jamnongsarn, and Tepika Rodsakan, “The Musical Heartbeat of the Tai Phake: Culture
and Identity Construction in Assam State, India,” The International Journal of Diverse Identities 22, 2 (2022): 1,

https://doi.org/10.18848/2327-7866/CGP/v22i02/1-14.
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and building connections between Tai Phake people and other Tai groups in Southeast Asia.
And this idea aligns with Kornchanok Sanitwong’ that The Sob Som-Hat Krai Old Town in the
Chiang Khong District of Chiang Rai was originally established from early settlements along the
Khong River. Its cultural assets consist of long-standing traditional elements as well as some
recently created cultural features. Therefore, the promotion and support of community
participation are essential. This includes the development of tourist attractions and local
products to strengthen community-based tourism. Such initiatives can enhance cultural
capital and ultimately improve the quality of life of local residents.

Additionally, this study faced several limitations and challenges, including limited
historical documentation, reliance on oral narratives, and the difficulty of balancing traditional
Mon cultural elements with contemporary musical styles while maintaining authenticity. The
study was also limited to a specific community context, which may not fully represent other
Mon communities. For future studies, researchers may conduct comparative studies among
different ethnic communities, explore audience perceptions, and examine the use of music as
a tool for cultural preservation and education. Interdisciplinary approaches may also provide

broader perspectives on the development and sustainability of cultural capital through music.

Declaration of Generative Artificial Intelligence in the Writing Process

During the preparation of this manuscript, the author used ChatGPT-5.5 (OpenAl) solely
to improve language clarity and grammar. All scientific content, interpretations, analyses, and
conclusions were developed by the author. The author reviewed and edited the Al-generated
output as necessary and takes full responsibility for the accuracy and integrity of the

manuscript.

" Kornchanok Sanitwong, “Quality of Life Upgrading Via Cultural Capital: A Case Study of Sob Som-Hat Krai
Old Town, Chiang Khong District, Chiang Rai Province,” Journal of Social Research and Review 45, 2 (2023):
97, https://so04.tci-thaijo.org/index.php/socialresearchjournal/article/view/268771/181718.
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Abstract

This article is part of the research project entitled “From the Legend of Phra That Doi
Suthep to the Eternal Faith,” Contemporary Sets of Music for a Mixed Classical Ensemble
Combining Western and Lanna Instruments, funded by the Contemporary Art Development
and Promotion Grant, Office of Contemporary Art and Culture, Ministry of Culture, fiscal year
2565. The purpose of the research was to compose a contemporary creative musical work
inspired by Phra That Doi Suthep and to convey its narrative through the roles of performers
and instruments within the ensemble. The ensemble is organized into three main parts. First,
the narrator communicates the text to the audience, with the spoken narration conceived as
a form of storytelling. Second, the Western instruments, violin, viola, cello, double bass, and
piano, to create musical atmosphere and emotional character in relation to each situation.
Third, the Lanna instruments, including sueng, salor, khlui, Lanna drums, swa or Lanna cymbals,
and other percussion instruments, serve as imaginative sound support whenever the music
refers specifically to the Lanna region.

The research process was divided into eleven stages: (1) studying information and
contemporary creative musical works used as sources of inspiration; (2) examining, in brief, the
potential and performance techniques of the selected musical instruments; (3) composing the
creative musical work; (4) testing the performance of the composition and refining it toward
completion; (5) preparing the musical notation; (6) developing performance and conducting
guidelines; (7) preparing an academic program booklet; (8) rehearsing the mixed classical
ensemble combining Western and Lanna instruments; (9) recording audio and moving images;
(10) organizing an academic seminar; and (11) presenting the musical work to the public.

The research outcome is a newly composed piece of programmatic music, shaped by
the composer’s intention to narrate the Buddhist faith of the Lanna people through musical
imagination. It was created for audiences in Thailand and abroad, allowing listeners to follow
the story through sound, atmosphere, and expressive musical description. At the same time,
the composition presents Thailand’s cultural strengths through an artistic medium and
reinforces the cultural identity embedded in the selected Lanna narrative materials without

separating artistic interpretation from cultural meaning. This focus enables the musical narrative
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to connect historical memory, religious belief, and local identity within a contemporary mode
of artistic expression. The work consists of five movements: (1) The Legend of Phra That Doi
Suthep, (2) Kruba Chao Srivichai, the Saint of Lanna, (3) The Unity of Buddhists in Nopburi Si
Nakhon Ping Chiang Mai, (4) The Enchanting Sacredness of Wat Phra That Doi Suthep, and (5)
Eternal Faith.

“From the Legend of Phra That Doi Suthep to the Eternal Faith,” Contemporary Sets
of Music for a Mixed Classical Ensemble Combining Western and Lanna Instruments was first
presented to the public on 29 August 2023 at the CRK Recital Hall, College of Music, Payap
University, Mueang District, Chiang Mai Province. An academic program booklet was distributed
to the audience, and their feedback on the performance event was collected through a
questionnaire. The results showed that the audience’s overall satisfaction with the performance
was at the highest level (Mean = 4.78, S.D. = 0.43). Among the individual items, the highest
mean score was for the knowledge gained from the musical performance activity and the
program booklet (Mean = 4.84). This was followed by willingness to attend similar musical
performances whenever opportunities arise (Mean = 4.83), satisfaction with the organization
of the performance event (Mean = 4.79), the overall organization of the event (Mean = 4.74),
and willingness to recommend or invite others to attend similar performances (Mean = 4.71),
respectively.

Beyond presenting the musical work produced through this research, the researchers
also aimed to convey the interaction between existing local cultural elements and influences
received from outside the region. Through this interaction, the piece reflects a contemporary
creative musical culture informed by the concept of cross-cultural music. This idea rests on
the belief that musical art brings aesthetic experience into human life through the cultural
dimensions of society. The researchers therefore expect the creative work to contribute to
cultural capital that may be developed further in economic terms and promoted as a form of
cultural influence. In this regard, the composition seeks to support wider recognition of Thai

musical art at both national and international levels.

Keywords: Contemporary Music / Program Music / Phra That Doi Suthep
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' Center for the Promotion of Art Culture and Creative Lanna, Chiang Mai University, “Religion and Beliefs of the
Lanna People,” accessed May 30, 2022, https://accl.cnu.ac.th/Knowledge/details/857. (in Thai)

? Thepprawin Chanraeng, “History of Buddhism in Lanna: An Analytical Data from Manuscripts and Archeological
Sources,” Journal of Buddhist Studies 10, 1 (2019): 42-43. (in Thai)

® Chavisa Siri, “The Trade of Lanna from the End of the Thirteenth to Mid-Sixteenth Centuries” (Master's
thesis, Silpakorn University, 2007), 13. (in Thai)

* Thanaporn Thangkaw, “A Study on Lanna Ways of Life and Beliefs from Lanna Inscriptions” (Master's thesis,
Silpakorn University, 2005), 176. (in Thai)

5 Saiklang Jindasu, “Archaeological Traces of Sukhothai Presence in the Lanna Region,” accessed July 2, 2022,
https://www.finearts.go.th/fad 7/view/37686-3ess0galuvisluduunanudng umslusaag. (in Thai)

¢ Matichon Weekly, “The First Hoe of Kruba - The Start of the People’s Movement to Build the Road Up Doi
Suthep,” accessed July 10, 2022, https://www.matichon.co.th/weekly/history-culture/article 146772. (in Thai)



Article No. R0105 (20 Pages), ISSN 3027-7094 (Online) Mansausd¥edn 7 21 atuil 2 nangna-Sunau 2569
https://doi.org/10.59796/rmj.V21N2.2026.R0105 Rangsit Music Journal Vol.21 No.2 July-December 2026

Auadramstugnesammaudnsogaitluiun 30 wwew we. 24787 nszisengrusiduiansysm
nogamnlud w.e. 2492° Uszarudunisidamiadesdul fie 1 lu 5 1lewedan lasuAnidenain
Au1AUImANIaLAE AINTINTEMINUTEWA (Interational Festivals & Events Association: IFEA) Ty

“Waunenialan” (World Festival and Event City) Used1U a.a. 2022°

N

[ a a

3L RNAUNIAAUNTUTERUS U URS A5 19d55AT AN BE S UAaddnARaT e waLLTa

e

NANIATDIAUATALUN YRINAIIUNSESMRRsaMNdusIr s s ududzuns Mennunseviinds
anuddlunsiiauenanunsiatziioygaudvnuiausssuvesussmalng siuundseiugly
dnuwarausinssauiovsniaFessnanuaimsilunsmsmauuesraduulikiyaaasily
sslulszmauazsnsUssmaldsusuilimuiunnisvesussiusinudswmunitadunwana
flansnsadeansmnaansualludinunnsumnaduiinagldauaznuwefonn vuiiugruanudedi

Iaaaa

“Bavgmenunsilunsthanuauyises §0T3nvesdaurulaluuusssunndny”

25A11UN15998 (Methodology)
nsUsERusNuAUATasasIATINaddmTURaIadNAono RN TaNANLAT DINUAT A TN

YRAINAMLNIZERABEENGL I NeTudulsuns Wevendsossauasnslunsenmerma

a I

Y939 dedlnduar s uudne sernsesnnesawn iaindunuinisiudewmuniussias

PN

o [

lunFeudumsidsessilaegussenedsenay Faiganiiunside dal (1) mfnwdeyauazrany
unuseiusasieassasiuaieniunlfdunsaiuniala (2) NMSENYIANENINLAZINATIANISUTILAY

LASDIAUAS LASENUU (3) NMFUTEWUSHAIUASI9ETIA (4) NTNAADIUTTLAILALUSULAIUNUTEWUS A

a L3

Winauanysal (5) M53nvilidainad (6) N15IAYIIUININNTUTTAWALNTEIENAS (7) N15TAY

a v

43URTN19I91015 (8) NSHNYDUIARIATNABADBIYDULTANALLATBIAUATAIUUN (9) NISUUTINLEYS

Y

d‘ U a o a
waznweaauld (10) MsduuUIIBINIT (11) NMSUINAUBNAUAURS

" Teraboon Mitmanochai, “Kruba Srivichai and the Road to Pay Homage to Phra That Doi Suthep,” accessed July
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® The Fine Arts Department, The History of Wat Phra That Doi Suthep (Bangkok: Kurusapa Printing House, 1976), 1.
(in Thai)

° The Nation, “Chiang Mai selected World Festival and Event City for 2022,” accessed October 7, 2022,
https://www.nationthailand.com/thailand/tourism/40020318.
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Table 1 The Structural Framework of the Composition, “From the Legend of Phra That
Doi Suthep to the Eternal Faith”

Tempo
Movement ( ] ) Meter Key Measure
1. The Legend of Phra That Doi Suthep 60 - 80 a/4 F 71
2. Kruba Chao Srivichai, the Saint of Lanna 60 4/4 C 51
3. The Unity of Buddhists in Nopburi Si
60 a/4 Am 66

Nakhon Ping Chiang Mai
4. The Enchanting Sacredness of Wat Phra C-G-F-

60 - 80 a/4 28
That Doi Suthep Bb-Eb-C
5. Eternal Faith 75 62 F-C 65

1. peud 1 FUUNTEERABLEMNN (The Legend of Phra That Doi Suthep)
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Portraying the Peaceful Beauty and Lasting Stability of Doi Suthep
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Example 2 Portraying the Miraculous Moment When the Buddha Relic Divided into Two
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2. feufl 2 ATUIATITE UNUaTsaTLUN (Kruba Chao Srivichai, the Saint of Lanna)
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Example 3 A Melodic Motif Representing the Name “Kruba Chao Sriwichai”
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Example 4  Reinforcing Courage and Determination, and the Sense of Liberation Through Virtue
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Nopburi Si Nakhon Ping Chiang Mai)
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Example 5  People Expressing the Sense of Social Change and Diminishing Values
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Example 6  Multidimensional Faith Strengthened by the Power of Collective Unity
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Example 7 Lanna Instruments Portray the Beauty Wat Phra That Doi Suthep
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Example 8  The Multidimensional Charm of Wat Phra That Doi Suthep
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4. peuN 4 launuudud e iansesInaeegyn (The Enchanting Sacredness of Wat Phra
That Doi Suthep)
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Example 9  Lanna Tueng Nong Rhythms Evoke the Excitement of People
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Example 10 From the Legacy of Our Ancestors to a Faith That Endures for Eternity
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Abstract

In the study and practice of traditional Thai music, the Khong Wong Yai (a large circle
of gongs) is the principal instrument that all musicians must first master. It is responsible for
carrying the main melody in various musical forms, including the phleng homrong (overture),
phleng na phat (ritual music), phleng thao (a suite of melodies in varying tempos), phleng tap
(a suite of related songs), and phleng diao (solo pieces). Among these, the solo piece is
considered a display of the highest level of performance skill, showcasing the musician's
virtuosity. This research, therefore, focuses on studying the transmission of the Khong Wong
Yai solo piece Nok Khamin Sam Chan (The Canary in the Third-Level Tempo), as taught by
the late master Kru Namwa Romphothong. His interpretation of this piece is renowned for its
exquisite beauty and unique characteristic: it is performed without the cross-hand striking
technique, a method commonly found in nearly all other Khong Wong Yai solos. Kru Namwa
Romphothong was a celebrated Thai music master, highly revered for his profound knowledge
and skill, particularly with the Khong Wong Yai, earning him the honorific title “Master of the
Khong of the Rattanakosin Era.” He inherited his musical knowledge through traditional oral
methods (mukhapatha) from esteemed masters such as Luang Praditphairoh (Sorn
Silapabanleng), Kru Term Thongto, and many others.

This study employed a qualitative research methodology with the objective of
examining the transmission of the Khong Wong Yai solo piece Nok Khamin Sam Chan through
a case study of Kru Namwa Romphothong. The research scope was twofold: 1) To investigate

the biography and musical works of Kru Namwa Romphothong through documentary research,
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related literature, and in-depth interviews with individuals connected to him. As Kru Namwa
has passed away, the researcher selected key informants through purposive sampling,
including family members, professional colleagues, and close disciples. 2) To analyze the
transmission process of the solo piece using Elizabeth Steiner's theory of education, which
outlines four core components of learning: the teacher, the learner, the content, and the
context of teaching and learning.

The research was conducted through the following steps: 1) A review of relevant
concepts, theories, and existing research to establish a conceptual framework for analysis.
2) The identification of two groups of key informants: the first group provided information on
Kru Namwa's biography, works, and context, and included close family members and senior
Thai music masters or National Artists who were his professional peers. The second group
consisted of three of his direct disciples who had received the complete transmission of the
Nok Khamin Sam Chan solo from him. 3) Data collection, followed by a process of categorization
and synthesis to form conclusions. 4) Data analysis, utilizing inductive interpretation and rigorous
cross-verification of information from multiple sources to ensure comprehensive understanding,
which was then presented as a descriptive narrative.

The research findings revealed the following 1) Teacher Kru Namwa Romphothong was
an expert master of the Khong Wong Yai who learned through traditional oral methods from
numerous masters, including Kru Term Thongto, Luang Praditphairoh (Sorn Silapabanleng), Kru
Somphop Khamprasoet, Kru Sorn Wongkhong, Kru Chamrat Unwong, Kru Bang Luangsunthorn,
and Khunying Chin Silapabanleng. He taught his students with great kindness and compassion,
serving as an exemplary role model in life, diligence, and gratitude. 2) Learner To be accepted
as a student, a prospective learner had to formally request tutelage in a traditional ceremony,
presenting the master with offerings. Kru Namwa cultivated three key qualities in his students:
proficiency as a performer, respect for the musical instrument, and a deep understanding of the
music itself. 3) Content Kru Namwa Romphothong's pedagogical approach can be categorized
into four methods: teaching according to the student's individual ability; employing the
traditional one-on-one, imitative “tor mue” method; using metaphors and analogies to explain
complex concepts; and emphasizing practical, hands-on skill development. 4) Context of

Teaching and Learning The transmission process for the Nok Khamin Sam Chan solo was
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systematic and involved four distinct stages: assessing the learner's readiness; transmitting the
core melody of the piece; teaching the specific techniques and melodic embellishments
required for the solo; and conducting evaluations (before, during, and after the learning process).

In conclusion, Kru Namwa Romphothong's pedagogical approach was distinguished by
its systematic content and transmission process. This research can serve as a valuable
guideline for the development of contemporary Thai music education, particularly for the
Khong Wong Yai at all levels, from foundational skills to advanced solo performance, thereby

helping to ensure that the knowledge of Thai music is transmitted with continued excellence.

Keywords: Thai Music Transmission / Khong Wong Yai Solo Performance /

Nok Khamin Sam Chan / Master Namwa Romphothong
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Figure 1 Theoretical Framework
Educational Concepts Music Education Concepts
- Theories of Learning by - Music Education: Principles and Key Concepts by
Benjamin Bloom Suttachitt, Narutt

- Pedagogy of Thai Music by Pidokrajt, Narongchai.

- Oral Transmission

A 4

Transmission of Khong Wong Yai Solo Performance in Nok Khamin Sam Chan

A Case Study of Namwa Romphothong.

General Background. Transmission System of Solo Jong Wong Yai by
Teacher Teacher Namwa Romphoethong.
- Personal Background Learner
- Teaching based on experience, - Attitudes, Values, and Learners’ Characteristics.
wisdom, and being a role model Content
for students - Teaching based on experience, wisdom, and being a role

model for students
Teaching context
- Methods of Teaching Solo Jong Wong Yai: Basic Exercises,

Simple Melodies, and Advanced Repertoire
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Table 1 A Group of People Who Provide Information
Informant Group Name Occupation

Family or relatives closely connected to Mr. Banthom Independent Thai musician
teacher Namwa Romphothong Romphothong (Son)
Senior Thai music teachers or National Dr. Sirichaicharn National artist in performing
Artists who have worked professionally Fukjumroon arts (Thai Music), 2014 (B.E.
with teacher Namwa Romphothong 2557)
Students who have received instruction in | Mr. Kittisak Khaosathit Senior Musician (Khong
Solo Khong Wong Yai (Nok Kamin Sam Wong Yai), Thai Music
Chan) and are currently employed in Ensemble, Fine Arts
government institutions Department
Students who have received instruction in | Mr. Narongrit Kongpin Teacher (Professional Level),
Solo Khong Wong Yai (Nok Kamin Sam Lopburi College of Dramatic
Chan) and have produced academic works Arts, Bunditpatanasilpa
related to teacher Namwa Romphothong Institute
Students who have received direct and Mr. Atthawat Sabaykan Teacher (Professional Level),
continuous instruction in Solo Khong Wong Wat Saothong Kao School
Yai (Nok Kamin Sam Chan) for more than (Thungsuk Prachasarn), Phra
five years, from basic to advanced skills Nakhon Si Ayutthaya
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Example 1  Solo Notation of Khong Wong Yai for Nok Khamin Sam Chan, Second Section,

Line 1 by Kru Namwa Romphothong

Right Hand | sltd ----|rd--- m-r- (rs--- mr-- [tl-It drm-
A A A
/ / /

Left Hand ---- sltd | -Ism -r-d -mrd | --ds -8- -| ---r

° Songyot Kaewdee, “Khru Luangbamrung JitchareanSolo Khong Wong Yai Nokkamint,” Research and
Development Journal Suan Sunandha Rajabhat University 9,2 (2017): 172. https://s005.tci-thaijo.org/index.
php/irdssru/article/view/214184/149062. (in Thai)



Article No. R0206 (19 Pages), ISSN 3027-7094 (Online) MsansausR¥ean U7 21 atiufl 2 nsnges-Sunas 2569
https://doi.org/10.59796/rmj.V21N2.2026.R0206 Rangsit Music Journal Vol.21 No.2 July-December 2026

Figure 2 Traditional Ceremony of Becoming a Disciple of Master Namwa Romphothong!®
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Abstract

The application of artificial intelligence (Al) in music education has expanded rapidly
over the past decade, particularly through the adoption of machine learning, deep learning,
and generative artificial intelligence technologies for music creation, audio analysis, and the
development of intelligent learning systems. Despite this growth, most existing studies have
been conducted within Western musical contexts, where formal theoretical structures and
standardized notation systems facilitate technological development and computational
processing. In contrast, non-Western musical traditions, including Thai music, are characterized
by oral transmission, experiential learning, master—disciple relationships, and strong cultural
embeddedness. These distinctive characteristics create both opportunities and challenges for
the integration of Al into music education. Consequently, there remains a significant need to
synthesize existing knowledge regarding Al applications in non-Western music education and
to explore their implications for preserving cultural identity and supporting meaningful learning
processes. This study aimed to (1) synthesize existing knowledge on the application of artificial
intelligence in non-Western music education, (2) examine the impacts of Al on musical identity
and learning processes, and (3) develop a conceptual model for integrating artificial

intelligence with Thai musical traditions within contemporary educational contexts.
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This research employed a systematic literature review and knowledge synthesis
approach following the PRISMA 2020 guidelines. The review process consisted of four major
stages: identification, screening, eligibility assessment, and inclusion. These procedures were
designed to ensure methodological transparency, systematic data collection, and replicability
of findings. Literature searches were conducted through both international and national
academic databases, including Scopus, Web of Science, Google Scholar, ThaiJO, and Thai
Digital Collection. Boolean search operators such as AND, OR, and NOT were used to combine
keywords related to artificial intelligence, music education, ethnomusicology, cultural heritage,
non-Western music, and Thai music. The initial search yielded 360 documents. After removing
duplicates, screening titles and abstracts, and evaluating full-text quality according to
predetermined criteria, 60 documents were retained for final analysis. These consisted of 50
international studies and 10 studies specifically related to Thai contexts. All selected
documents had undergone academic peer review and were further assessed using critical
appraisal procedures and mixed-method quality assessment tools to ensure reliability,
relevance, and methodological rigor before inclusion in the synthesis process.

Data were analyzed using thematic synthesis. The selected literature was categorized
according to four research questions: (1) types of artificial intelligence technologies used in
non-Western music education, (2) best practices for integrating Al into music education, (3) the
impact of Al on musical identity, and (4) the influence of Al on learning processes. The analysis
focused on identifying recurring themes, patterns, relationships, and emerging trends across
the literature in order to construct a comprehensive understanding of the current state of
knowledge.

The research findings revealed that artificial intelligence has been applied in music
education through five major categories. First, Al is increasingly utilized for music creation and
composition, particularly through generative systems capable of producing melodies,
harmonies, rhythmic structures, and musical arrangements. Second, Al technologies are
employed for audio analysis and signal processing, enabling automated transcription, pattern
recognition, performance assessment, and music information retrieval. Third, intelligent
tutoring systems and adaptive learning platforms provide personalized learning experiences,

immediate feedback, and learner-centered instructional support. Fourth, Al contributes
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significantly to cultural heritage preservation through digital archiving, documentation,
classification, and restoration of musical materials. Fifth, human-technology interaction
systems facilitate collaborative engagement between learners, teachers, communities, and
intelligent technologies in musical learning environments.

The findings further indicate that Al offers considerable potential for supporting
personalized learning, expanding access to musical knowledge, providing real-time feedback,
and enhancing educational efficiency. However, successful integration of Al into traditional
music education requires careful consideration of cultural contexts, social learning processes,
and indigenous knowledge systems. In the case of Thai music, the master—-disciple tradition
remains a fundamental mechanism for transmitting musical knowledge, values, performance
practices, and cultural meanings. Although Al can support information delivery and skill
development, it cannot fully replace the social interaction, cultural immersion, and human
relationships that characterize traditional learning environments. Therefore, the implement-
tation of Alin Thai music education should emphasize augmentation rather than replacement.

Based on the synthesis of all reviewed documents, this study developed the T-AIM
Model, a conceptual framework designed to explain the integration of Thai musical traditions
and artificial intelligence in contemporary learning environments. The model consists of four
interrelated components: Tradition (T), Artificial Intelligence (A), Interaction (1), and Mediation
(M). Tradition represents the cultural foundations, values, knowledge systems, and musical
practices embedded within Thai music. Artificial Intelligence refers to technological tools and
systems that support analysis, creativity, instruction, and knowledge management. Interaction
emphasizes the social relationships among learners, teachers, communities, and technologies
that facilitate collaborative learning and knowledge construction. Mediation highlights the role
of Al as a cognitive and educational intermediary that connects traditional knowledge with
emerging technological possibilities. The model proposes that Al should function as a
supportive and enabling mechanism that strengthens learning opportunities while preserving
cultural authenticity and social engagement.

The study contributes to the growing body of knowledge concerning culturally
responsive applications of artificial intelligence in music education. It demonstrates that the

integration of Al into non-Western musical traditions must be guided by principles of cultural
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sustainability, ethical responsibility, and respect for indigenous knowledge systems. The
findings suggest that future technological development should balance innovation with
cultural preservation to ensure that digital transformation does not undermine musical identity
or disconnect music from its cultural context. Future research should focus on experimental
studies that evaluate the effectiveness of the T-AIM Model in authentic educational settings,
the development of Al technologies tailored specifically to Thai musical characteristics, and
the establishment of ethical frameworks for managing musical data, particularly the
preservation and use of recordings from master musicians. Such efforts will help ensure that
the integration of artificial intelligence and traditional music can proceed in a balanced,

culturally sensitive, and sustainable manner.

Keywords: Artificial Intelligence / Music Education / Non-Western Music / Thai Music /
Cultural Identity
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Figure 3 A Conceptual Framework for Integrating Thai Musical Traditions with Artificial

Intelligence in Music Education (T-AIM Model)*?
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Abstract
This study undertakes a comprehensive investigation into the performance practices

and specialized solo practice methodologies required for Francis Poulenc’s Concerto for Two

Pianos in D minor. The research was professionally contextualized through a collaboration
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with the Thailand Youth Orchestra. This engagement provided an authentic orchestral
environment where theoretical practice strategies and interpretative decisions could be
exercised, observed, and refined. The Salabert (1999) edition was utilized as the authoritative
analytical reference. The scope of this investigation focuses on the solo piano parts
performed by the researcher—specifically Piano | in Movements | and Il, and Piano Il in
Movement lll—thereby allowing for a direct comparative analysis of the different roles and
textures inherent in both parts of the duo.

Methodologically, the study integrates analytical score study with practice-led
experimentation, collaborative rehearsal with conductor and orchestra. This approach
allowed technical, interpretative, and ensemble decisions to be tested and refined within an
authentic orchestral context.

The results of the study highlight that Poulenc’s compositional language in this
concerto is a sophisticated blend of Parisian, Neoclassical clarity, and a distinct fluidity of
mood. Unlike the dense, pedal-heavy textures of German Romantic concerti, Poulenc
demands a dryer and more articulated touch, reminiscent of the French tradition but
reimagined for the modern concert grand. The study found that achieving the characteristic
Poulenc sound requires a balance between rhythmic propulsion and lyrical transparency.

In Movement | (Allegro ma non troppo), the research identified the modified fast-
slow-fast ternary structure as a source of significant pacing challenges. The opening’s
percussive energy requires a shared pulse between the two soloists that must remain
unyielding despite the rapid shifts in register. A significant portion of the coda, which
famously references the sounds of the Balinese Gamelan music. The study concluded that
executing this section requires a specific “non-expressive” yet resonant touch and precise,
shallow pedaling to mimic the decay of gongs and metallophones without blurring the
intricate rhythmic hockets.

Movement Il (Larghetto) presents an entirely different set of challenges, rooted in a
Mozartean aesthetic characterized by deceptive simplicity. The research focused on the
cantabile aspect of the phrasing, where the soloists must maintain a melodic line that often
passes between the two pianos. Silent cueing and breath-synchronized entry were essential

techniques for maintaining the intimacy of the movement. The delicate balance in the
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middle section requires the soloists to adjust their projection dynamically to ensure that the
inner voices of the orchestra are not obscured.

Movement IIl (Allegro molto) is a tour-de-force of virtuosic interplay. The research
analyzed the Rondo form not just as a structural device but as a competitive dialogue. The
movement’s frequent hand-crossings and parallel octave passages necessitate a high degree
of physical choreography between the two performers. One of the key findings in this
movement was the soloists must develop a system of peripheral visual cues to ensure
synchronized attacks in rapid-fire figurations where auditory feedback may be delayed by the
hall’s acoustics.

The three overarching elements are Soloistic Co-equality, Proactive Interpretative
Alisnment, and Acoustic Adaptability. This research contributes a structured, practice-based
model for preparing complex duo concerto repertoire. By integrating formal analysis with
reflective performance practice, it provides a roadmap for navigating the collaborative
triangle of Soloist I, Soloist Il, and the Conductor. The findings have significant implications
for higher education music curricula, advocating for a shift toward more experiential,
collaborative performance projects that mirror the realities of the professional music world.
Furthermore, by documenting the preparation of Poulenc’s concerto in the context of a Thai
youth orchestra, the study encourages the expansion of the “two pianos” repertoire in the
region, promoting higher standards of ensemble playing and artistic communication.

Ultimately, this study reinforces the idea that a successful performance of Poulenc’s
Concerto for Two Pianos is not merely the sum of two individual technical achievements,
but rather the result of a unified, researched-informed dialogue. The methodology presented
here serves as a template for future artistic research into other under-explored works for
multiple pianos, ensuring that the legacy of 20th-century French music continues to be

interpreted with both intellectual depth and technical precision.

Keywords: Francis Poulenc / Two-Piano Concerto / Performance Practice /

Ensemble Collaboration / Piano
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> Annegret Fauser, Musical Encounters at the 1931 International Colonial Exposition in Paris (Rochester, NY:

University of Rochester Press, 2013), 179.
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Example 2  Flutter Pedal, 1 Movement: Piano 1 (mm. 87-89)
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Example 3  Phrasal Meeting Point, 1° Movement: Piano 1-2 (mm. 94-96)
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Table 2 Structure of 2" Movement
Sections A Bridge B Bridge A Coda
Measures 197-237 238-246 247-312 313-320 321-338 339-447
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6 Keith W. Daniel, Francis Poulenc: His Artistic Development and Musical Style (Ann Arbor, Mi: UMI Research
Press, 1982), 156.
" Wilfrid Mellers, Francis Poulenc (Oxford: Oxford University Press, 1993), 74.

8 Benjamin Ivry, Francis Poulenc (London: Phaidon Press, 1996), 92.
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Example 4 B Section, 2" Movement: Piano 1 (mm. 247-250)
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Example 5  Tempo Transition, 2" Movement: Piano 1-2 (mm. 245-250)
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? Keith W. Daniel, 159.
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Table 3 Structure of 3'¥ Movement
Sections | Introduction A B A C A Coda

Measures 348-382 383-437 | 438-459 | 460-523 | 524-546 | 547-598 | 599-619
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Example 6  The Triplets, 3 Movement: Piano 1 (mm. 353-358)
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1% Henri Hell, Francis Poulenc, trans. Edward Lockspeiser (London: John Calder, 1959), 66.
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1 Keith W. Daniel, 158.
2 Wilfrid Mellers, 73.
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Example 7 The Triplets, 3 Movement: Piano 2 (mm. 369-376)
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Abstract

The creative research project “Siam Wind Symphony of Thai Sonorities” aims to
compose eight new works for a contemporary wind symphony, drawing its primary concepts
from the melodies and rhythmic patterns of folk play songs from Central Thailand and
structuring them through modern Western compositional techniques. The project seeks to
articulate Thai musical identity and heritage within a globally legible framework, while
simultaneously expanding the concert-ready repertoire for wind ensembles in Thailand. In
doing so, it responds to the demand for contemporary compositions that reflect Thai culture
and serve as vital vehicles for the dissemination of Thai arts and culture in the present context.

The fundamental concept underlying this research is “creative conservation,” an
approach that emphasizes connecting musical roots from the past with innovative
presentations through the integration of traditional contexts with compositional innovation.
Therefore, this endeavor not only aims to preserve Thai folk music but also to create new
artistic works of significant value that can remain relevant in contemporary times. Furthermore,
it fosters awareness and pride in Thai musical heritage among youth and musicians while

offering new alternatives that align with international musical platforms.
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The research methodology consists of three interconnected phases. The first phase
includes thorough data collection and analysis through an extensive literature review covering
various aspects, such as the history and musical features of central Thai traditional music and
children's playing songs, the study of children's playing songs within community and social
settings, and a comparative analysis of international children's playing songs to understand
different concepts and types of children's playing songs. This phase also involves reviewing
ideas about Thai children's playing music and modern approaches to folk music preservation,
examining existing folk music compositions for wind orchestras, and studying wind orchestra
pieces that include singing and clapping as guidelines for creating compositions with engaging
musical presentation formats. Additionally, it includes reviewing research related to musical
skill development and contemporary compositional theories relevant to practical application.
The study was supplemented by in-depth interviews with Thai music experts, folk music
conservation scholars, and body percussion specialists to obtain comprehensive information
encompassing both theoretical and practical dimensions, including policy perspectives and
development approaches suitable for contemporary Thai social contexts. This information
provides a crucial foundation for understanding the structure, format, and core concepts of
Thai game songs, as well as their potential for application in contemporary musical
composition. It also facilitates an understanding of the challenges and opportunities in
integrating folk music with Western compositional techniques while maintaining a balance of
cultural identity in compositions.

The second phase constitutes the creative composition process, beginning with the
selection and analysis of eight representative Central Thai game songs, including Mon Sron
Pha, Ree Ree Khao Saan, Jamjee Makheua Proa, Neu Gin Haang, Neu Gin Haang, Ai Khao Ai
Khong, Maengmum Khayum Langkha, Nang Ngueak Noi-Pao Ying Chub, and Lamalila to
extract and analyze core melodic and rhythmic components. These elements were
subsequently developed and transformed into new compositions through the application of
modern Western compositional techniques, such as thematic recontextualization, contemporary
harmonic creation, texture development, and composition design suitable for musicians of
various skill levels. Furthermore, participatory elements, including singing and clapping

accompaniment, were integrated into the compositions to enhance engagement and interest.
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The final phase involves practical implementation and evaluation through workshops
for youth and musicians, emphasizing the development of wind orchestra instrumental
performance skills alongside cultural understanding. These activities culminated in a concert

performance at the Thailand Cultural Center by the Siam Wind Symphony, accompanied by

high-quality audio and video recordingS made using advanced technology for widespread

dissemination.

The implementation results demonstrate success across multiple dimensions,
showcasing the application of modern compositional techniques such as rhythmic
modulation, borrowed chords, and various musical characteristics that creatively connect
melodies and musical materials with traditional children’s playing songs. Evaluation of
practical activities and various project components revealed that the majority of participants
showed clear technical improvement and significantly increased cultural awareness and
appreciation. All musical scores and audio recordings have been disseminated through various
online social media platforms, including YouTube and Facebook, creating opportunities for
accessing and promoting Thai music both nationally and internationally.

This research project serves as a significant model for creative conservation that
successfully adapts Thai musical heritage for contemporary musical composition in innovative
ways, while providing a foundation for extending Thai music research and developing Thai
traditional songs from various regions of the country toward global recognition. This will
contribute to the sustainable preservation and development of Thai musical cultural heritage
in the future, demonstrating the viability of bridging traditional cultural expressions with
contemporary artistic practices through systematic research methodologies and community

engagement strategies.

Keywords: Thai Style Music Composition / Symphonic Band / Thai Playing Song /

Creative Conservation
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¢ Deborah Lee, “QOrganising Music’s Structures: The Classification of Musical Forms in Western Art Music,” Journal
of Information Science 51, 3 (2023): 708, https://doi.org/10.1177/01655515231167384.

> Henry F. Gilbert, “Folk-music in Art-Music-a Discussion and a Theory,” The Musical Quarterly 3, 4 (1917): 581,
https://doi.org/10.1093/ma/1l.4.577.

¢ Xin Wang, and others, “ A Cross-Cultural Analysis of the Influence of Timbre on Affect Perception in Western
Classical Music and Chinese Music Traditions,” Frontiers in Psychology 12, (September 2021): 2, https://doi.org/
10.3389/fpsyg.2021.732865.
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Table 1 Original Song Titles and their New Titles
No. Thai Playing Song (Original) New Composition

1 Ai Khao Ai Khong Funny Crocodile
2 Maengmum Khayum Langkha Itsy Bitsy Spider
3 Mon Sorn Pha Hiding Doll
4 Jamjee Makhuea Proa Baby Fingers
5 Ree Ree Khao Saan Soom KhaoSaan
6 Lamalila Celestial Jasmine
7 Nang Ngueak Noi - Pao Ying Chub Baby Mermaid
8 Neu Gin Haang Mother Snake

933015V UNMWAY (Musical Interpretation)

1. 93219% 5591 (Funny Crocodile)

1% '
aadada ¥ o A a % ¥

unnasnisazia aivlslve WunsdnaesiidinvesritnusuinndesnTyseainased
Jsgnasadunisaziauiiieasugnvauisdunsoandnifinan undseius oszidnssw 1duss
Junalaan The Crocodile wasudl wuandu sy (Benjamin Britten) Seuieslvaidwsu
thfeadsanuoiuasdelu Winmulunnivndinguiivedosiigaaumnidunnissui 20 nany
younlsidadndususivesndlaviavils udilnfuusstunalaannmannvansyszmdluas Sausssy
WiemasnauegasassfauAnnduana wsindneelunguinussiusinasuuvaden
(Nationalism) Faidenld¥mgAvanausiutuwas Sausssuglsy wu msthvhussiutudnguan

a [y

Seusealnidlu Suite on English Folk Tunes myuanunsidinalinadelndaligafnduguuuy

Y

ya o W

aaLms’ Tuunnas The Crocodile USuUlYiiio5aTInsIUUILALS LU NTNANIINTELILAA?
17 500 lug wardndanuwn 8 lud efsgaaiuaulaveseniyunasyiliumnasdunand

YULLAYINULYITIFSIUTTUINIANIIAUASNADARADINUN WA NWAIVDIATELT LA8NISIUESINTLAN

" Giedre Muralyte-Eriksone, “Benjamin Britten-Henry Purcell Realizations: Musical Language Correlation with
Original Compositions,” South Florida Journal of Development 3, 2 (2022): 2749, https://doi.org/10.46932/sfjdv
3n2-092.
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wagAasa C wiaesiiiulin F deliiedugdedlnsinu (Tritone) suluiondnuval Fagaeiadunin

AUAUINITVDITLNUE LTI NANANLA DI 1 NAINIAUNT A9 Example 1

Example 1  Use of Dissonant Chords of the Crocodile
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Example 2 Use of Dissonant Chords, Funny Crocodile

“ Ob, Cl 1,2 Dissonant chord
R
T T —— N N
| | | F ] - ¥ ]
| ¢ & o
> * | bolg o T T o
1,23 = b e b> b:s > b>
Hhid > Hn 1-4
> r~|~P | |
Y% - ¥ ] ¥ ! v — o0
7% & qo—i—¢
Ll— + O
Eup,Tb [)-a ‘)U T bU
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2. Warsjsang (Itsy Bitsy Spider)
NSNAIUIYIT LRIl ULAZADUYBIUNLNAST AANUFURUSAUYTINUIMaNsdU Tu Example 3
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Example 3  Melodic Variation Introduces the “Spider Theme,” in Itsy Bitsy Spider

Maeng Moom Ka - yum Lang Kar Maew Kin Pla Hma Kud Kra - Poong Koon
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Example 4  Motive from Original Tune used in Cadenza, Itsy Spider
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Example 5  Cadenza, /tsy Bitsy Spider
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3. §nm1eus (Hiding Doll)
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Example 6  Original Theme and Modified Melody, Hiding Doll
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Figure 1 Simple Ternary Form of Hiding Doll
- e
Intro A ( ) A Coda
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Example 7  Imitation of A Bird Call in the Original Melody, Baby Fingers
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5. 6;?1/%3575 (Ree Ree Kaosan)
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Example 8  Melodic Variation, mm. 144-154 Ree Ree Kaosan
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Example 9  Syncopated Rhythm in Ree Ree Kaosan

(FL, CL, A. Sax l)”l? ~ Tp.1,2,3, Eup)
i 2,3,
e bt Eﬁ ehe, here—e e S = \
OF eate 1 e et gt s B R TR S | et
¢ e =] = = |’ =B\ [~
mf — |
b b L
DT A 1 B R S TR R =t TR
B = e —
mf  (Cl2,3,Bcl, ASax 2, T. Sax, B. Sax) (Hn 1-4, Tbn. 1-3, Tha, Db.)

6. daanImuway (Celestial Jasmine)
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Example 10 Melodic Development, Celestial Jasmine

A J=120 Rhythmic Motive (A) Original melody
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Example 11 Development of La Malila’s Theme and its Corresponding Harmony
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7. Woniegnasela (Baby Mermaid)
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Example 12 New Musical Idiom through Melodic Integration of Baby Mermaid and Sanam
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8. Aél/géaffl (Mother Snake)
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Example 13 Melody and Lyric of Frere Jacques
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Figure 4 QR Code for the Song’s Playlist
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Abstract

Buddhism, as the national religion of Thailand, has played a significant role in shaping
the Thai way of life and moral values for centuries. The inclusion of Buddhist studies within
the Social Studies, Religion, and Culture curriculum in Thai educational institutions aims to
instill ethical values, moral principles, and life guidance based on the teachings of the Buddha.
However, based on the researcher’s observations, current teaching practices still rely heavily
on rote memorization, and the theoretical content remains relatively unengaging. This has led
to boredom and disinterest among some students. Therefore, it is essential to develop and
integrate diverse instructional media, particularly those that connect Dhamma content with
activities that interest students, such as music and songs. Music, as a form of creative media,
has the potential to reach learners on an emotional level and promote a deeper
understanding of Buddhist teachings. Composing Dhamma-based songs for educational
purposes is thus a promising and valuable approach that deserves further development.

This study employed a mixed-methods research design with the objectives of
(1) analyzing Dhamma content on the topic of the Four Noble Truths for the purpose of
composing instructional songs, (2) examining the conceptual framework underlying the
composition of Dhamma songs as teaching media, and (3) comparing students’ academic
achievement before and after instruction using Dhamma songs as learning tools. The
researcher was motivated to explore the development of Dhamma song compositions as
instructional media for use in Buddhist studies, with the intent of producing work that can be
practically applied in educational settings. The overarching goal is to offer an innovative and
effective approach to enhancing interest and learning outcomes in Buddhist education. The
study involved composing four original songs, each corresponding to one of the Four Noble
Truths: Thuk, Samutthai, Nirot, and Mak, each song included lyrics, melody, and musical
harmonization. The arrangement emphasized balanced instrumental roles and interaction
among instruments. The harmonization was designed for a contemporary music ensemble
consisting of seven instruments: (1) flute, (2) Thai xylophone (ranad-ek), (3) violin, (4) trumpet,

(5) piano, (6) bass, and (7) drums.
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The research methodology employed a variety of data collection techniques, including
document and literature review, analysis of relevant textbooks and previous studies, and field
data collection through interviews with teachers at the Demonstration School of Phuket
Rajabhat University. The sample consisted of 23 Grade 7 students, selected through purposive
sampling from the social studies course. The research involved analyzing the meaning and
detailed content of each aspect of the Four Noble Truths, summarizing key points, and
composing lyrics and melodies based on these concepts. Musical harmonization was arranged
in a contemporary band style. The resulting Dhamma songs were evaluated for accuracy by
experts, followed by rehearsals and revisions to ensure quality. The finalized songs were
recorded and published online. The instructional materials were then implemented in the
classroom to compare students’ academic achievement before and after the lessons.
Additionally, the composed songs were performed and disseminated to the public.

The findings revealed that composing songs based on the Four Noble Truths effectively
promotes moral and ethical learning among secondary school students. The researcher
developed four Dhamma songs Thuk, Samutthai, Nirot, and Mak. The lyrical content was
developed through analysis of the core teachings of each truth, while the melodies were
composed to align with the emotional tone and message of the lyrics. Particular attention was
paid to the syllabic structure to match the rhythm of the melody, avoiding forced or excessive
word placement. This approach ensured the songs flowed naturally, resulting in musical pieces
that balanced lyrical content, melody, and harmony. Interviews with teachers and a pilot
study involving 23 Grade 7 students (Matthayom 1) showed a statistically significant
improvement in students' understanding of the Four Noble Truths (p < .05) when comparing
pre-test and post-test scores, with post-test scores being higher. Students demonstrated
greater comprehension of the Dhamma teachings compared to traditional textbook-based
learning. Additionally, the songs were found to be engaging and effective learning tools that
encouraged student participation and facilitated deeper understanding. Expert evaluations by
specialists in both music and Buddhism confirmed that the songs were accurate and
appropriate in terms of both doctrinal content and musical composition. The songs can thus

be effectively adapted for use as educational media in moral and religious studies.
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(Piano) 7) U@ (Bass) kag 8) Naad lneillasias amnadnd Table 1

Table 1 Musical Structure of the Song Mak
Musical form | Measure | Amount (Bar) Musical form Measure | Amount (Bar)
Introduction 1-8 8 Section 4 (Q) 34-42 9
Section 1 (A1) |  9-16 8 Section 5 (D) | 43-50 8
Section 2 (A2) | 17-25 ? Solo Section | 51-66 16
Section 3 (B) 26-33 8 Coda 67-70 4
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5 Teerus Laohverapanich, Jazz Theory and Improvisation 2 (Bangkok: Patchradao, 2022), 31. (in Thai)
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Example 1 Introduction, mm. 1-5
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Example 2 Introduction, mm. 6-8
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Example 3  Section 1 (A1), mm. 9-13
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Example 5  Solo Section, mm. 51-58
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Abstract

After finishing my undergraduate studies, | started working in music education in
Chaohu, where | engaged in collecting and studying local folk songs through various academic
events. This work allowed me to meet important figures in the folk music community and
deepened my passion for traditional music. Inspired by my experiences and China's national
efforts to protect cultural heritage, | chose to focus my research on Chaohu folk songs, making
them the main topic of my thesis by aiming to preserve the Chinese folk song.

Since China's reform and opening, its economy and society have experienced rapid
development. However, with the advancements in science and technology, economic
development, the influx of Western culture, and the rise of Internet technology, the traditional
way of life is disappearing at an accelerating rate. As a result, the development of Chaohu folk
songs has encountered increasing challenges and now faces the risk of extinction. The study
of the artistic characteristics of Chaohu folk songs and the creation of the traditional Chaohu
folk songs are of great significance for the rescue and protection of Chaohu folk songs, which
is a key motivation for my research on this cultural tradition.

Chaohu folk songs are a regional musical tradition originating in Chaohu City, Anhui

Province, China, and have been officially recognized as part of the nation’s intangible cultural

* Corresponding author, email: supachai@udru.ac.th
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heritage. These songs are deeply rooted in the everyday lives, emotions, and customs of local
communities, reflecting both the natural environment and the cultural identity of the region.

To preserve the Chaohu folk songs by compose and arrange the song to choir with
Western classic music setting effectively, it is essential to gain a thorough understanding of
their melodic structures, rhythmic patterns, core lyrical themes, and performance practices.
When this knowledge is integrated with appropriate theories and methods of choral
composition, the songs can be shaped into artistic expressions that communicate with a
contemporary audience while preserving their authenticity. In my work, | have selected and
arranged three representative Chaohu folk songs for choir, blending traditional elements with
contemporary harmonic textures. This creative process not only enhances the artistic form of
the songs but also advances their preservation, revitalization, and continued development
within today’s musical landscape. This research aims to arrange three traditional Chaohu folk
songs for choir performance. This initiative seeks to foster the inheritance and development
of Chaohu folk music, thereby contributing to its contemporary music landscape. The research
procedure involves a brief exploration of the historical context and musical attributes of
Chaohu folk songs as well as an analysis of the adapted choral arrangements, with the
objective of both conserving and innovating traditional cultural practices.

Emerging from the Western ecclesiastical liturgy, choral music has undergone significant
evolution, becoming a musical form widely esteemed for its intricate setting and textures.
Considering the rapid expansion of the Chinese economy and its music sector, choral art,
particularly the folk song chorus, has emerged as a potent vehicle for the transmission of
cultural heritage. In contrast to solo vocal performances, choral singing facilitates broader
engagement and more profound emotional articulation. By incorporating Western choral
compositional methods, this study seeks to arrange traditional Chaohu folk melodies into
novel choral compositions, thereby amplifying their artistic resonance while ensuring the
Preservation and dissemination of the folk songs as well as the folk culture.

This research process begins with establishing a comprehensive research methodology,
encompassing objective setting, identification of key issues, and target group selection, with a
focus on an in-depth investigation into the development and current status of Chaohu folk

songs. The researcher analyzed the musical characteristics of three rearranged songs to reflect
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the connection between traditional roots and modern musical innovation (continuity and
innovation). The final stage involves synthesizing knowledge from both the research findings
and the creative process to compile a complete academic article and present the full research
project to the academic community.

The three adapted choral works are inspired by the beautiful scenery of Chaohu and
people's love and praise for their hometown. The purpose of this study is to sort out the
development process and evolution rules of Chaohu folk songs, understand the musical
characteristics of traditional Chaohu folk songs, and combine Western music creation methods
to create three traditional Chaohu folk songs in chorus to inherit and innovate Chaohu folk
songs. The choral composition the Chaohu Folk Song demonstrates a more sophisticated
music architecture, enhanced harmonic richness, and a broader spectrum of melodic variation,
thereby contributing significant referential value to the study and future development of the

song composition.

Keywords: Chaohu / Folk Song / Choir / Preservation / Chinese Tradition

Chaohu folk songs, as representative traditional music of Anhui Province in China, have
been inscribed on the national list of intangible cultural heritage. Their historical origins trace
back to ancient agrarian civilization, bearing profound regional cultural memory. This oral
tradition encompasses diverse genres, including work chants, mountain ballads, and folk tunes,
portraying local life through melodious tunes and distinctive rhythmic characteristics. However,
this art form faces dual contemporary challenges. On the one hand, rapid modernization has
gradually eroded its original cultural foundations. On the other, its failure to integrate into
modern musical trends has resulted in a lack of organic fusion with contemporary musical
systems. This musical tradition now confronts an urgent threat of generational discontinuity,
rendering research and preservation of Chaohu folk songs an imperative task.

Chaohu Hao belongs to the Chaohu Yangge (Yangge is a popular rural folk dance with

a history dating back thousands of years). It originates from farming life in ancient times.
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Chaohu Yangge originates from agricultural labor, and it is created based on traditional music
materials in Chaohu. This piece is composed by the composer Li Huanzhi and adapted by
Wang Zhixin.? | arranged it into an SATB choral piece in G major with 2/4 meter. The work
features new melodies inspired by the original tune, and it is accompanied by the bamboo
flute and piano. The musical form is expanded from the original one-part form to a three-part
form. The enlarged scope helps fully express the beauty of Chaohu Lake and the people’s
love for their hometown.

Xin Da Xiao Chuan Liang Guang Guang is a Mountain song (Mountain song is sung by
peasants in the mountains and fields in an improvisatory manner). It was compiled by Wei
Shuyou and Gao Ge. This song originates from Siji Township in the northern part of Chaohu
Lake, which is adjacent to the Chuhe River. The water trade here is well-developed, and the
romantic and humorous flirting stories of young girls depicted in the song take place here,
showcasing the optimistic and cheerful folk atmosphere of the Jianghuai River Basin. | arranged
Xin Da Xiao Chuan Liang Guang Guang as an SSA choral piece in G major with 2/4 meter. The
transition goes to Il — A major, adding a surprise to tonality of the piece. In addition, the work
has new melodies based on the original melody, accompanied by a bamboo flute and piano.
The musical form is a three-part form, expressing the beautiful wishes of the working people
for love and happiness.

Shi Li Chang Chong Hao Feng Guang depicts the mood of a real place—a flat river
located between nine mountains on the southwest bank of Chaohu Lake. Although the
altitude is not high, only over 300 meters, it is particularly winding and long, known as the
“Shi Li Chang Chong” (“Ten-Mile-Long Ridge”). There are several adapted versions of Shi Li
Chang Chong Hao Feng Guang, and they have been rewritten multiple times. Compared to
others, the version with lyrics changed by Wei Shuyou and Gao Ge is more poetic. The lyrics

showcase the landscape and scenery of the Jianghuai hills, bringing a melodious aesthetic to

! Carole Pegg, “Folk Music,” in Grove Music Online, ed. Deane L. Root (Oxford: Oxford University Press) accessed
November 9, 2024, https://hugoribeiro.com.br/biblioteca-digital/Pegg-Folk_music-New_Grove.pdf.

% Shankang Cai, Chaohu Folk Song Charm and Emotions (Hefei, China: Anhui Literature and Art Publishing
House, 2013), 110-112. (in Chinese)
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people.” | arranged Shi Li Chang Chong Hao Feng Guang into an SATB choral piece in G major
with 2/4 meter. The entire work has four sections; the fourth section begins with Ab major
unexpectedly. In addition, the arranged work has new melodies based on the original melody,
increased changes in tempo, and is accompanied by the bamboo flute and piano. The
incorporation of harmonic and polyphonic techniques refines the structure, making the
musical form more cohesive and varied.

The objectives of this study are twofold: first, to create traditional Chaohu folk songs
in the form of a choral composition, and second, to analyze the resulting choral work. The
research scope centers on Chaohu folk songs as the core subject of investigation. In terms of
regional scope, Chaohu folk songs are defined from the perspective of “Chaohu culture,”
encompassing folk music traditions associated with administrative areas primarily concentrated
in Chaohu City, Lujiang County, and Hanshan County. With regard to content, this study focuses
on adapting three traditional Chaohu folk songs into a choral® work. The selected songs are
Chaohu Hao, Xin Da Xiao Chuan Liang Guang Guang, and Shi Li Chang Chong Hao Feng

Guang.’

Methodology of Creative Music Research

In the initial phase of this research, the researcher conducted extensive fieldwork to
collect data from folk song inheritors and comprehensively study the historical development
of Chaohu folk songs to ensure a deep understanding of their authentic melodic structures
and cultural contexts. Subsequently, during the creative process, the researcher applied
compositional techniques to transform the songs from their original monophonic systems into
complex polyphonic choral works by expanding the vocal range and modifying musical forms
from simple one-part structures to more elaborate Three-part and Rondo forms suitable for

choral performance. This process emphasized the integration of Western harmonic theories—

? Shankang Cai, 148-150. (in Chinese)

* Laurie Betts Hughes, “Choral Arrangements of American Folk Songs: An Annotated Inventory with Selected
Recommendations” (PhD diss., University of Washington, 2011), 63-66.

5 Yulin Shen, Research on Nest Song (Hefei, China: Hefei University of Technology Press, 2013), 13-14. (in Chinese)
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specifically modulation and modal mixture—with the traditional Chinese pentatonic scale to
create novel tonal colors while preserving the original indigenous flavor. Furthermore, the
selection of the bamboo flute and piano as accompanying instruments goes beyond rhythmic
function; they are employed symbolically to evoke natural imagery, such as the ripples and
flowing waters of Chaohu Lake, utilizing techniques like arpeggios and trills to achieve a
mimetic representation of nature aligned with Chinese aesthetics. Finally, regarding data
analysis, the researcher adopted the musical philosophies of “Qi” (energy) and “Yun”
(resonance) as a framework to interpret melodic movement and breathing, demonstrating how
Western techniques can serve as a medium to harmoniously transmit the Eastern spirit rather

than acting as mere superficial decoration.

The Results of the Study of Chaohu Hao

This research explores how Chaohu folk songs can be preserved and reimagined
through choral arrangements supported by bamboo flute and piano. Focusing on three
representative songs, it examines their musical traits and expands their structures into forms
such as Three-part and Rondo. By combining Western choral composition techniques with
Chinese aesthetic concepts of Qi and Yun, the study uses harmonic textures and instrumental
color to portray local landscapes. The resulting works deepen the emotional expression of

the folk tradition while maintaining its cultural authenticity.

Figure 1 Three-Part Form of Chaohu Hao

Three-part Form(1-262)

[ [ | | |
Introduction Section A Section B Section C Coda
(1-18) (19-95) (96-198) (199-246) (247-262)

18 + 76 + 103 + 48 + 16
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Figure 1 shows the overall form of the piece: three sections with an introduction and
a coda. According to Example 1, the introduction consists of 18 bars, which can be divided
into two parts: the first part goes from bars 1-10 (Example 1). The bamboo flute melody is an
adaptation of a traditional tune, and the piano plays long-held rolling chords to provide
harmonic support, creating an image of ripples on the lake's surface. The second part goes
from bars 11-18. The traditional melody is played by the right hand of the piano, and the left
hand plays the newly composed melody with pentatonic arpeggios. Section A (Bars 19-95)
consists of two subsections and a transition, depicting the landscape through lyrics describing
the beauty of Chaohu Lake. In Subsection b (Bars 72-87), a newly crafted tenor melody
combined with a bass countermelody creates a powerful timbral richness that conveys the
inner force of Shi (3). The shift from male to female registers at Bar 80 introduces a balance
reflecting Yin-Yang duality. The section ends with a transition (Bars 100-106), where

bamboo-flute and piano trills imitate flowing water, smoothly leading into the next part.

Example 1  Introduction Showing the Main Melody of Chaohu Hao
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Bars 19-95 consist of section A, which can be divided into subsection “a”, transition,
and subsection “b”. The lyrics mean “Chao Lake has beautiful scenery, birds fly thousands of
miles in the clear sky, fishermen cast thousands of nets, and thousands of loads of fish and
shrimp fill the cabin”. In the analysis of the musical work Chaohu Hao (mm. 72-87, section b),
the harmony between Tenor and Bass creates a powerful resonance that reflects a deep love
for the motherland and the integration of Chinese philosophy into musical composition. The
balanced vocal range in Measure 80 aligns with the Yin-Yang principle, while the use of “Empty
Space” (Kong Xu) effectively conveys the vastness of Lake Chaohu. By merging musical
elements with aesthetic ideals such as “Shi” and “Liu Bai” (Leaving white space), this piece
serves as both a cultural symbol and a spiritual elevator. Maintaining a balance between
modern innovation and ancestral wisdom remains vital for sustaining traditional Chinese music

in the 21st century (Example 2).

Example 2  Bars 72-87 of Subsection b of Section A of Chaohu Hao
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Bars 100-106 form a transition between sections A and B, using a melodic line that

symbolizes flowing water through trills in the bamboo flute and piano. The composer reshapes

a traditional folk melody to evoke the vivid atmosphere of the Chaohu River, combining
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ancient motifs with fluid, cascading notes to create a tactile sense of splashing water. Through
melodic contour, layered textures, and clear orchestration, the music mimetically illustrates
rising and falling droplets, the rhythmic motion of a vessel, and the river’s purity. These
techniques reflect a sophisticated application of music theory that balances traditional

materials with harmonic and melodic depth (Example 3).

Example 3  Bars 100-106 of the Transition of Chaohu Hao
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Bars 119-198 are section B, which can be divided into subsection a, transition, and
subsection c. The lyrics mean “Chao Lake has beautiful scenery; green mountains and mist
hide on both sides, golden valleys, silver, cotton, and fruit are fresh, and the harvested land
is fragrant.” Bars 156-159 are a transition and have a newly created melody, with choral

”»”

melodies without specific lyrics. Instead, the melismatic® “a” is used as the backeround,
emphasizing emotional expression. According to Example 4, the tenor, bass, and piano add
triplets, creating a sense of urgency and building the emotions to a climax.

Chinese aesthetics places paramount importance on Qi and Yun (spiritual consonance
or resonance). In bars 156-159 (Example 4), the singer must gather Qi to manage the expansive

melody and long sustained notes. Qi serves as the internal driving force transmitted as energy

® Philip Tagg, “Entry for EPMOW—Melisma,” accessed December 15, 2024, https://tagg.org/articles/xpdfs/

melisma.pdf.
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in the music, while Yun manifests these thoughts through specific musical design and activity.
Since these measures are designed as a transition, they provide the energetic preparation
needed to soar toward a graceful conclusion. Furthermore, the synthesis of poetry and music

must align with the principle of He (Harmony), or the resonance between heaven and earth.

Example 4  Bars 156-159 of the Transition of Chaohu Hao
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Even in passages without lyrics, the spirit of Chinese poetry continues to flow through
every note, making Chinese art songs a cultural medium—often analyzed through multimodal
and translational perspectives—that bridges national identity and spiritual beliefs. The clever
use of modal mixture—particularly the iv minor chord in G major—borrows notes from the
parallel minor mode to shift the melodic ‘color’. This technique creates a profound emotional
impact, evoking a sense of sadness or splendor that surpasses typical diatonic progressions.
momentum and harmonic tension necessary to drive the melody towards its point of

resolution.
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The Results of the Study of Xin Da Xiao Chuan Liang Guang Guang

This research integrates Western composition theory with Chinese aesthetics, using the
concepts of Qi and Yun to regulate breath and melodic movement. It applies the principle of
“Yin-Yang” to balance the harmonic voices of male and female vocalists, creating “Shi” or
musical momentum. The harmonic sections utilize modal mixture techniques, such as the use
of the 'iv' chord in a major key to create deeper tonal nuances than typical diatonic structures.
Musical elements like the flute and piano are designed with the concepts of “emptiness” and
“space” to open imaginative possibilities, transforming folk music into a more refined and

contemporary multi-genre composition.

Figure 2 Musical Form of Xin Da Xiao Chuan Liang Guang Guang
Three-part Form(1-221)
[ I \T_/ [ I
Introduction Section A Section B Section C Coda
(1-10) (11-133) (134-189) (190-213) (214-221)
10 + 123 + 56 + 24 + 8

Figure 2 shows the form of the piece: three sections with an introduction and coda.
Bars 1-6 are newly created melody, according to Example 5, shows the piano using a sextuplet

arpeggio to depict lake ripples beautifully.

Example 5  Bars 1-6 of Piano Melody of Xin Da Xiao Chuan Liang Guang Guang
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In Example 6, bars 66-69 demonstrate a newly crafted transitional section that blends
the textures of the bamboo flute and piano. The melody of the piano is marked with accents,

depicting the scene of waves hitting rocks on the lake surface.

Example 6  Bars 66-69 of the Transition of Xin Da Xiao Chuan Liang Guang Guang
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Example 7 are the transition between sections A and B, during which the mode shifts
to A major. The lyrics are composed of the vocalization of “ah” combined with some lyrics.
The choir melody is mainly composed of long-held notes, serving as background. With a thick
texture and full sound, the piano uses sixteenth-note chords to push the emotions of the
entire work to a climax, the transition between sections A and B forms an emotional pivot,
with the shift to A major. brightening the folk-based sound.

The soprano and alto “ah” vocalise remove semantic meaning to emphasize pure
sonority, while sustained choral lines contrast with the piano’s energetic sixteenth-note chords
to heighten intensity. The piano evokes traditional instruments such as the Guzheng or Pipa
through layered chords and intervallic patterns, creating a blend of polyphonic richness and
linear vocal writing. This “harmonious conflict” reflects contemporary Chinese compositional

aesthetics rooted in cultural tradition.
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Example 7 Bars 134-137 of the Transition of Xin Da Xiao Chuan Liang Guang Guang
134 Transition .
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Example 8  Bars 174-177 of the Section B of Xin Da Xiao Chuan Liang Guang Guang
(1)74 Section B
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In section B, bars 158-189, the tempo increases. As illustrated in Example 8, the main
melody is carried by the Soprano Il and Alto voices, while Soprano | provides a countermelody
sung without any textual content. In addition, the bamboo flute material is added to
complement the soprano 1. The piano melody uses staccato, and the emotions shift from
lyrical to lively. This section is built from four balanced phrases (8+8+8+8), with themes that

evolve to maintain interest.
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In bars 174-181, the texture thickens as the bamboo flute ornaments the Soprano |
vocalize, forming a lively polyphonic exchange. The humorous lyrics—“two barnacles and
two brans”—portray the girl’s playful attempt to prolong her interaction with her lover,
echoed by the piano’s staccato, which adds rhythmic wit. Overall, the arrangement expresses
the bright folk character of the Jianghuai region and transforms a simple trade scene into a
vivid moment of youthful romance.

Bars 198-213 are section C. The soprano 1 is the main melody, the soprano 2 and alto
are the supporting harmonies. As indicated in Example 9, the piano’s left-hand part features
three contrapuntal voices, enriching the harmonic texture and effectively delineating the
closure of the piece. The use of the submediant and supertonic makes the melody color

dimmer, showing the girl's sadness for the lover to leave.

Example 9  Bars 198-209 of the Section C of Xin Da Xiao Chuan Liang Guang Guang
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The Coda (Bars 214-221) in G major manifests as an evocative aesthetic dialogue

between the bamboo flute and the piano. The piano utilizes continuous sextuplet figurations
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to cultivate a fluid, shimmering harmonic texture, providing a rhythmic contrast to the flute’s
expressive, sustained melodic lines. From a structural perspective, the harmonic progression
transitions from A minor through a secondary dominant (V/V), eventually resolving onto a half
cadence (chord V). This resolution, punctuated by a fermata and arpeggiated gestures,
achieves an “open-ended” aesthetic that transcends formalistic analysis. It effectively
transforms intangible rhythmic and sonic elements into a profound phenomenological
experience, evoking a sense of infinite imagination while reflecting a deep-seated spiritual

beauty inherent in the work’s expressive design (Example 10).

Example 10 Bars 214-221 of the Coda of Xin Da Xiao Chuan Liang Guang Guang
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The Results of the Study of Shi Li Chang Chong Hao Feng Guang

The arrangement of Shi Li Chang Chong Hao Feng Guang elevates the traditional folk
song into an SATB choral work in G major by expanding its structure into a Rondo form to
establish artistic unity and a cohesive narrative. A key feature is the application of signified

tertian harmony and the modulation to Ab major in section C, which creates a novel coloration
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alongside complex canonical imitation techniques. The interplay between the bamboo flute
and piano, utilizing sequence techniques, mimics the winding imagery of the ridge, reflecting
the integration of local aesthetics with Western musical architecture to sustainably preserve

the traditional spirit within a contemporary context.

Figure 3 Musical Form of Shi Li Chang Chong Hao Feng Guang
Rondo Form(1-202)
I | | 1 | 1
Introduction Section A Section B Section A' Section C Coda
(1-38) (39-103) (104-127) (128-170) (171-191) (192-202)
38 + 65 + 24 + 43 + 21 + 11

Figure 3 shows the overall form of the piece. Bars 1-38 are the introduction, composed
of bamboo flute and piano melodies. Bars 1-9 and 10-18 are sequenced to create a sense
that is unified and structured yet developmental (see Example 11). The analysis of Shi Li
Chang Chong Hao Feng Guang highlights a refined compositional approach that focuses on
restructuring traditional musical materials through a Rondo form, creating a coherent narrative
with recurring themes, contrasting episodes, and a clear coda. Developmental techniques—
such as melodic exchanges between bamboo flute and piano—emphasize motivic growth
and artistic unity. The piece ultimately blends cultural heritage with modern structural design
to achieve a balanced synthesis of tradition and innovation.

Section A consists of four subsections, namely al, a2, b, and c. The lyrics mean “ten
miles long, ten miles long, wheat seedlings green, cauliflower yellow.” According to Example
12, the choir” part adds the harmony based on the main melody of the original work. The
soprano is a traditional melody, the alto is a countermelody, and the tenor and bass are
harmony. The piano melody is performed in the form of staccato, highlighting the liveliness

of the melody.

" Ursula Geisler and Karin Johansson, Choral Singing: Histories and Practices (Newcastle upon Tyne:

Cambridge Scholas Publishing, 2014), 1-11.
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Example 11 Bars 1-18 of the Introduction of Shi Li Chang Chong Hao Feng Guang

Example 12 Bars 51-58 of Subsection a2 of Section A of Shi Li Chang Chong Hao Feng
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Bars 80-103 consist of a newly created transition played by the bamboo flute and the
piano, with a total of three parts. In the second subsection. Example 13 shows a transition to
Andante, during which the bamboo flute and piano articulate the melody through continuous
sixteenth-note figures, lending it a graceful fluidity and an expressively lyrical quality. Also, the
three repetitions of the bamboo flute melody help push the emotions to a high point.

The piece Shi Li Chang Chong Hao Feng Guang systematically blends the unique

characteristics of Anhui folk music with Western and contemporary musical structures. During
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the transition, Chinese harmonic styles are integrated with Western counterpoint techniques,
played through the bamboo flute and piano, creating a fluid musical texture. The B-section
emphasizes tonal balance through male vocals supported by chord progressions and stable
piano accompaniment. This develops to a harmonic peak in the C-section with a key change
to Ab major, utilizing complex polyphonic techniques to create a dense soundstage. Finally,
the piece culminates in a coda, an emotional climax where the main theme is re-recorded,
incorporating soprano harmonies, bamboo flute, and folk exclamations, culminating in a stable
return to G major. This perfectly reflects the fusion of Western structural perfection with the

spirit of Chaohu folk culture.

Example 13 Bars 88-95 of the Transition of “Shi Li Chang Chong Hao Feng Guang
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Bars 104-119 of section B have newly created melodies, consisting of the tenor and
bass with piano accompaniment. According to Example 14, the tenor is the main melody,
while the bass sings the countermelody. The piano uses triadic accompaniment, and the

emotions appear more stable. Moreover, the musical analysis of section B in this composition
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reveals a systematic integration of musicological elements and literary aesthetics, where the
tenor serves as the primary melody harmonized by a parallel countermelody in the bass to
achieve tonal equilibrium and cultural identity. This structure is reinforced by a G major chord
progression (V - I - ii - vi) and triadic piano accompaniment that enhances emotional stability
and the overall aesthetics of listening. In terms of literary merit, the lyrics utilize natural
imagery-such as “willow trees” and “dancing with the wind”—reflecting a sophisticated
linguistic aesthetic through precise rhyme schemes and idiomatic expressions. This
convergence of music and text functions as a deliberate communication of ideas,
characterizing the song’s beauty as an emergent property of its complex cultural and structural

design.

Example 14 Bars 104-111 of Section B of Shi Li Chang Chong Hao Feng Guang

104 Section B

According to Example 15, the transition from bars 120 to 127 repeats the fifth
subsection of the introduction with a tempo that is marked “Moderato”, creating a cheerful
mood and laying the groundwork for section A'. The aesthetic quality of this piece comes from
the cohesive interaction of its musical elements. Its brisht G major key, Moderato tempo, and
the recurring introduction are deliberate choices that guide listeners from simple perception
toward emotional and intellectual involvement. This passage is not merely sound but an

artistic structure that shapes thought and feeling. By balancing an accessible cheerful mood
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with theoretical depth—such as the ii’ chord and its transition design—the composer achieves
notable artistic coherence. With basic musical knowledge, listeners can better appreciate this
through analysis, and Example 15 becomes essential to understanding the true “soul” of Shi

Li Chang Chong Hao Feng Guang.

Example 15 Bars 120-127 of the Transition of Shi Li Chang Chong Hao Feng Guang
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Section C has bars 171-191, which are surprisingly in Ab major, with the tempo changed
to andante. According to Example 16, the soprano and tenor are the main melody, while the
alto and bass are canonic, delaying the entry of one bar and with slightly different rhythms.
Here, the piano accompaniment has dense sixteenth-note chords with an intense build. The
most salient feature of this passage is the manifestation of a polyphonic texture realized
through the application of canonic imitation, wherein the soprano and tenor voices articulate
the principal melody in octaves while the alto and bass voices function as a canon, staggered
by a one-bar delay with subtle rhythmic nuances. This structural organization generates an
architectural density of sound that necessitates the cognitive detection of composition
regularities, a process fundamental to the aesthetic experience. The inherent temporal overlap
serves to evoke aesthetic fascination—a state characterized by high-level cognitive processing
to navigate the interaction of independent melodic lines. Consequently, this profound mental
engagement, which utilizes music theory as a language to interpret and organize musical
sound, anchors the listener’s focus firmly to the aesthetic object, effectively suppressing

extraneous environmental stimuli and everyday concerns. This exceptional state of mind is
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qualitatively distinct from everyday experience, resulting in a strong feeling of unity with the

musical work.

Example 16 Bars 179-183 of Section C of Shi Li Chang Chong Hao Feng Guang
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According to Example 17, the coda is the emotional climax of the entire work. The
main melody reappears, appearing more lively and powerful, forming the first relation with
section A. The composition features a coda that functions as the emotional climax, powerfully
restating the primary melody from section A to reinforce thematic unity. In terms of musical
composition, it employs a four-part (SATB) vocal arrangement accompanied by bamboo flute
and piano, utilizing an A minor seventh-G major progression in G major to ensure a stable and
conclusive resolution. The lyrical and melodic structure exhibits a sophisticated counterpoint
between the soprano line and the flute, incorporating traditional interjections such as “(ya)”
and “(ai ya)” to evoke the aesthetic essence of folk music. Ultimately, the piece prioritizes
harmonic coherence and structural integrity, utilizing melodic repetition to emphasize its core

message and achieve a resonant, complete finale.
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Example 17 Bars 197-202 of Coda of Shi Li Chang Chong Hao Feng Guang
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Conclusion

This study focuses on preserving Chaohu folk songs, which are fading due to
modernization. By creating contemporary choral arrangements of three representative songs,
the project shows how traditional monophonic melodies can be transformed into modern
polyphonic works without losing their cultural identity. The integration of Western harmony,
choral textures, and instruments such as bamboo flute and piano expands the expressive
range of the music. Techniques including modal shifts, rhythmic variation, and layered textures
highlight the flexibility of traditional materials in modern contexts. The results demonstrate
that creative reinterpretation can both preserve Chaohu folk heritage and enhance its
relevance today. The project also illustrates how tradition and innovation can coexist,
reinforcing the idea that Chinese musical traditions continue to evolve. Future research could
apply similar approaches to other regional folk music, explore digital preservation, intercultural

performance, and educational uses of folk-based choral works.
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Abstract

Traditional music has an important function in the process of second language
teaching. In the case of Vietnamese, traditional Vietnamese music and language share an
intrinsic relationship. Traditional Vietnamese music has developed over millennia, becoming
inseparably intertwined with the evolution of the spoken language. In simpler terms, the entire
corpus of Vietnamese folk songs, proverbs, and musical compositions is crafted and practiced
using Vietnamese phonetics. The creation of folk songs and the development of musical
expressions occur in tandem, fostering richness and cohesion within the diverse tapestry of
Vietnamese voices and musical culture.

The history of teaching Vietnamese to foreigners in Vietnam dates back centuries.
Notably, since the establishment of the Viethnamese Department at Hanoi University in 1968,
incorporating cultural and artistic aspects into the curriculum has been imperative. This aligns
with global educational practices in foreign language instruction, where traditional arts are
integrated to introduce culture and enrich vocabulary.

The objective of this study is to design a Vietnamese language teaching program for
foreigners through lectures on traditional Vietnamese music, based on the Vietnamese

language competency framework issued by the Ministry of Education and Training in 2015. The

* Corresponding author, email: tranducnguyen.huc@gmail.com
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program shall focus on levels 5 and 6, with the following specific objectives: i) to identify
content, vocabulary systems, and supplementary exercises on traditional music in the
Vietnamese curriculum; ii) to develop Vietnamese language skills through listening and writing
activities; and iii) to provide practical knowledge and supplementary exercises to enable
students to explore traditional music performance venues in Hanoi and its surrounding areas.

Drawing on experience in teaching Vietnamese to foreigners and studying Vietnamese
folk and traditional music, this research designs the essential components that should be
included in building core content and vocabulary in a Vietnamese curriculum for foreign
learners, aiming to enhance proficiency in the Vietnamese language and promote the
dissemination of Vietnamese culture among learners.

This study uses Stephen Krashen’s “Monitor Theory” of adult second language
acquisition. Monitor Theory hypothesizes that adults have two independent systems for
developing second language ability: subconscious language acquisition and conscious
language learning. These systems are interrelated in a definite way, with subconscious
acquisition being far more important.

Additionally, drawing on the 6-level competency framework issued by the Ministry of
Education and Training, this research incorporates the Vietnamese teaching expertise of the
Faculty of Vietnamese Studies and Vietnamese Language at the University of Social Sciences
and Humanities, Vietnam National University, Hanoi. Within this six-level competency
framework, this study will apply traditional music content to teaching at levels 5 and 6.

The aim is to identify the most essential and representative vocabulary system rooted
in Vietnamese musical culture to enhance learners’ proficiency in the Vietnamese language.
We also incorporate traditional language teaching methods, including lessons on the four skills:
reading, listening, speaking, and writing. This study introduces a method for selecting
vocabulary directly related to the field of ethnomusicology. This includes field research in
various locales to provide comprehensive information — such as names, spatial context, and
performance environments — for each genre of Vietnamese folk music. This approach helps
learners gain a more profound understanding of both the Vietnamese language and the

Vietnamese music performing arts culture.
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The research results and findings will be analyzed through detailed content designed
to achieve optimal results when designing traditional music content in teaching Vietnamese
to foreigners. This study specifically focuses on three key aspects: i) clarifying the theoretical
framework and context of Vietnamese traditional music; i) selecting a representative
vocabulary system of Vietnamese traditional music to incorporate into teaching materials,
encompassing the names of folk song genres, traditional musical instruments, singing
techniques, and performance forms of Vietnamese traditional music; and iii) integrating
knowledge of Vietnamese traditional music into the process of teaching Vietnamese to foreign
learners.

Instructors responsible for teaching Vietnamese to foreigners must possess a
comprehensive knowledge base of traditional Vietnamese culture, including folk music.
Throughout the teaching process—whether working with beginners or advanced students—
the interrelationship between the Vietnamese language and traditional Vietnamese art and
culture must not be ignored.

Traditional music serves as a fundamental identifier of a particular culture. Intricately
woven into the cultural fabric of every individual, traditional folk music accompanies people
from birth until they depart this world. It plays pivotal roles in religious ceremonies and
traditional beliefs in Vietnam. Therefore, teaching Vietnamese to foreigners through the lens
of traditional Vietnamese music performance not only equips learners with essential
vocabulary and terminology related to Vietnamese musical culture but also serves the

important purpose of introducing and promoting Vietnamese culture to a global audience.

Keywords: Traditional Music / Vietnamese Language / Second Language / Foreigner

Traditional music is indigenous music created, practiced, maintained, and developed by
the Vietnamese community for thousands of years. It includes folk songs, traditional musical
instruments, and various forms and genres of traditional music that serve the spiritual life of the
Vietnamese people (who make up 85 percent of the population), as well as some typical folk

music genres of ethnic minorities in Vietnam, all of which are passed down from generation to
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generation. Vietnamese traditional music is an integral part of every Viethnamese person’s life,
deeply reflecting the soul, human personality, and unique characteristics of Vietnamese culture.
Each musical melody-from folk songs to the resonant tones of gongs and various musical
instrument systems like flutes-clearly conveys the essence of the Vietnamese people across
different ethnic groups and cultural regions. Consequently, traditional music holds a significant
position within the cultural, economic, and political life of the nation. UNESCO has recognized
various traditional musical heritages, including the royal music of the Nguyen Dynasty (a form of
traditional professional music used in the royal court during the Nguyen Dynasty); Central
Highlands Gongs Cultural Space (a kind of folk music used in the cultural and religious life of some
ethnic cormmunities in the Central Highlands of Vietnam); Quan ho folk songs (a unique genre of
love and reciprocal singing of Vietnamese people in Bac Ninh province and some localities of Bac
Giang province of Vietnam), Ca tru singing (a genre of traditional Vietnamese chamber music,
mainly in the Northern Delta region of Vietnam) by Vietnamese people; Xoan singing in Phu Tho
(a folk song genre of beliefs and customs of Vietnamese people in Phu Tho province of Vietnam),
Bdn ca tai t in the South (a genre of folk but semi-professional music in the South of Vietnam);
Chau van singing (a genre of folk music in the Hau Bong beliefs, belong to Three Palaces-Four
Palaces beliefs of Vietnamese people in Northern Vietnam); The singing of the Tay-Nung-Thai
people (a genre of folk music in the beliefs of the Tay-Nung-Thai people), and many others. These
heritage sites have been proposed for inclusion in the urgent protection and maintenance list
within the contemporary social and cultural life of the Vietnamese people. They serve as living
proof that traditional music is one of the cornerstone elements of Vietnamese culture.

In the process of creating and preserving the heritage of folk and traditional music
throughout history, Vietnamese traditional music can generally be divided into three systems:
i) Music associated with the life cycle includes lullabies (for infants), nursery rhymes (for children),
love-matching songs (common among Vietnamese people), and funeral music; i) Music linked
to labor includes labor chants, field chants, and coastal fishermen's chants, among others;
and iii) Music intertwined with religious rituals and beliefs includes Buddhist music, music
performed during Vietnamese village god sacrifices, and musics in the Four Palaces belief, etc.

Vietnam boasts a cultural tradition that spans thousands of years of formation and

development. Despite various events, including wars and foreign invasions, Vietnamese
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traditional music, in general, and ethnic groups in Vietnam, in particular, have managed to
maintain and preserve their unique identities, according to To and Thuy."? Numerous scholarly
works have explored the position and role of music within a culture. Music and culture theory
forges new connections between music and cultural studies, demonstrating how each field
can mutually inform and enrich the other.® And, according to Folkestad, Revill, and Roy,
traditional music clearly shows the cultural identity of each community and ethnic group.*>®

Traditional music, language, and cultural identity are intricately intertwined, making it
crucial to incorporate this content into the Vietnamese language instruction program for
foreigners. In essence, teaching traditional music within the Vietnamese language curriculum
enables learners to gain a deeper understanding of Vietnamese culture and language.

This research was developed based on the Vietnamese language teaching experience
of an ethnomusicologist, the first author of the paper, and was subsequently proposed for
further research and experimentation by several language and cultural experts at the
University of Social Sciences and Humanities. A review of relevant literature on teaching
Vietnamese, as well as many other languages worldwide, reveals that no research has focused
on identifying the content that conveys traditional music knowledge in second language
teaching for foreign learners. Therefore, this finding holds significant scientific and practical

implications, not only for Vietnamese learners but also as an important suggestion for research

! Thanh Ngoc To, Notes on Culture and Music (Hanoi: Social Sciences Publishing House, 2007), 636-645.

? Thuy Loan Nguyen, “Thinking About Vietnamese Vitality through Musical History,” Journal of Art Research
5, 25 (1980): 25.

® Alfred Fisher, “Music and Cultural Theory, by John Shepherd and Peter Wicke,” The Canadian Journal of
Sociology 24, 1 (1999): 141-145. https://doi.org/10.2307/3341481.

¢ Goran Folkestad, “National Identity and Music,” In Musical Identities, ed. Raymond MacDonald, David J.
Hargreaves, and Dorothy Miell (Oxford: Oxford University Press, 2002), 151-162.

> George Revill, “Cultural Geographies in Practice: Performing French Folk Music: Dance, Authenticity and
Nonrepresentational Theory,” Cultural Geographies 11, 2 (2004): 199-209, https://doi.org/10.1191/14744744
004eu302xx.

© William G. Roy, “Aesthetic Identity, Race, and American Folk Music,” Qualitative Sociology 25, 3 (2002): 459-
469, https://doi.org/10.1023/A:1016094232372.
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on teaching programs for other languages, since the nature of language is rooted in speech
and the system of indigenous cultural knowledge. Through knowledge of traditional music,
other cultural and artistic knowledge systems are introduced, helping learners gain a deeper
understanding of the language and customs of the indigenous people. To ensure learners truly
master the skills of a specific language, it is essential to incorporate and develop content on
traditional music within second language teaching programs. Notably, with direct relevance to
the issue of second language teaching, these systems are interrelated in a distinct way, with
subconscious acquisition appearing to be far more important.

The 6-level Vietnamese proficiency framework, based on the European Common
Framework of Reference for Languages (CEFR), is an essential tool for standardizing and
improving the quality of teaching and learning Vietnamese for foreigners. It not only helps
learners orient their learning process but also assists educational institutions in developing
teaching programs, testing, and evaluation.

Specifically, two levels were used in this study, level 5 (C1): “Learners should be able
to recognize and understand the implications of lengthy texts with a wide range of content.
They should be able to express ideas fluently and spontaneously, without difficulty finding
the right words; use language flexibly and effectively for social, academic, and professional
purposes; and write clearly, concisely, and in detail on complex topics, demonstrating the
ability to organize text and effectively use transitional words and linking devitex.” Level 6 (C2):
“Learners should be able to easily understand almost all spoken and written texts. They
should be capable of summarizing spoken or written information, reorganizing and presenting
it logically, and expressing ideas very fluently and accurately, distinguishing subtle differences
in meaning in complex situations.”’

According to the general standards of the Ministry of Education and Training of
Vietnam, the University of Social Sciences and Humanities Hanoi includes content related to
musical art, including traditional music, at various proficiency levels within its Vietnamese

language instruction program for foreigners.

" Ministry of Education and Training, Circular No. 17/2015/TT-BGDDT Dated September 1, 2015 (Hanoi: The
Minister of Education and Training, Vietnam, 2015), 1-8.
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Methodology

Our research methodology is primarily based on pedagogical experimentation. We
selected 30 students to teach in five short-term courses over a period of one year, following
training programs based on agreements signed between Vietnam and Russia, China, Japan, and
South Korea. The experiment period spanned from 2022 to 2025.

The data analyzed from this process, combined with presentation methods, question-
and-answer sessions, and direct classroom discussions between teachers and students, were
fully utilized. Simultaneously, homework assignments were given to learners to confirm
findings regarding the potential of traditional music in promoting Vietnamese language
proficiency and developing second-language vocabulary.

In the research and teaching process, traditional music content is interwoven with
linguistic knowledge. Learners will participate in discussions and interviews in class to find
ways to improve the quality of lessons on each specific topic. Simultaneously, this study
employs an interdisciplinary approach, combining art research with methods of teaching
Vietnamese as a foreign language, based on the experience and tradition of teaching
Vietnamese to foreigners accumulated over decades at the University of Social Sciences and
Humanities, Vietnam National University, Hanoi. Notably, the collaboration between a music
ethnologist and a linguistics expert, both full-time lecturers at this university, facilitated and

convinced the research process, evaluation, and problem identification.

Research Findings

1. Building Reading Materials: This is important content in teaching Vietnamese to
foreigners because the required background knowledge is especially significant. According to
Krashen, all of this knowledge constitutes contextual understanding, which-although
challenging-is highly beneficial for second language learners. Indeed, comprehension may be
at the heart of the language acquisition process: we may acquire language by understanding
input that is "a little beyond" our current level of competence. This is made possible with the

help of extra-linguistic context or our knowledge of the world.?

® Stephen Krashen, Second Language Acquisition and Second Language Learning (Los Angeles: University of

Southern California Press, 1981), 100-116.
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The teaching process, combined with specific audio and visual illustrations, is an
important source of knowledge that helps learners better visualize the relationship between
Vietnamese tones and traditional Vietnamese folk songs, as well as the connection between
folk songs and the melodies of musical pieces performed on traditional instruments. Here, we
introduce basic knowledge about the typical folk song genres of the Kinh people, who make
up 85 percent of Vietnam’s population.

Traditional Vietnamese folk songs, as performed during leisure activities and work, will
be presented and taught to students. Our teaching experience has shown that this content
not only helps students focus on deepening their understanding of traditional music culture
but, more importantly, enables them to grasp the relationship between musical melody and
lyrics in folk songs, as well as the connection between spoken language and the language
embedded in each folk song genre across Vietnam’s distinct cultural regions.

Music related to religious rituals and beliefs is a particularly important part of
Vietnamese traditional and folk music culture. As mentioned earlier, this category includes
notable genres such as Buddhist music, music connected to the Four Palaces belief, and music
associated with village tutelary god ceremonies. Regarding Buddhist music, its primary function
is to convey Buddha’s teachings and scriptures through various singing and recitation styles.
Music in the Four Palaces religion is most notably represented by Cdu vdn singing in the Red
River Delta.

The professional music genre reflects the creative thinking and development in
Vietnamese music. Representative forms include Ca tru singing, Xam singing, Bon ca tai tu,
and various stage music genres such as Tuéng, Chéo, and Cdi luong (Nguyen 2008, 2009).
Among these, Ca tru singing has a long history (documented since the 15th century) and holds
the highest artistic value. It is often associated with intellectuals and the feudal nobility. Cheo
and Tuodng originate from village performances and were influenced by Western theater in the
early 20™ century, evolving into the rich and modern theatrical forms known today. Cdi (uong
officially emerged and developed into a modern and culturally rich theater in the early 20"
century. Additionally, we will introduce the characteristic folk song genres of other minority

ethnic groups among the 54 recognized ethnic groups that have lived in Vietnam for centuries.
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In the curriculum, it is important to convey to learners that, in many ethnic minority
communities, love songs play a prominent role in weddings, especially in mountainous regions.
According to the traditions of many ethnic groups, when the families of the bride and groom
meet on their wedding day, they communicate through love and response songs. These songs
not only convey moral lessons to the newlyweds about their roles as daughters-in-law or
sons-in-law but also serve as a way for married women to express their experiences and
emotions, sharing stories of love and hardship. In moments of personal reflection, these
women may sit and sing, using this medium to confess their hearts, express their feelings, and
confide in close friends.

Thus, these contents will be used to design reading, writing, listening, and speaking
exercises for all three levels-levels 5 and 6. Accordingly, lessons at level 5 will feature simpler
content, more common vocabulary, and easier language than level 6, helping learners
gradually increase their knowledge of traditional Vietnamese music performance art. During
the teaching sessions, we observed that students from Russia, Japan, and South Korea were
particularly interested in these topics. They discussed and compared traditional folk songs
from their respective countries, and the exploration of traditional music during these
discussions captured the learners’ attention, sharpened their focus, and enhanced the
development of their Vietnamese language skills.

It is worth noting that, in folk songs, aside from expressing emotions among young
people during the stages of love and response, these melodies are also used by older
generations to instill values of patriotism, love for labor, appreciation of nature, and praise for
exemplary individuals and good deeds. They foster positive relationships among family
members, friends, and neighbors, especially in ethnic minority areas.

An essential component of folk music knowledge in teaching is the understanding that,
in addition to music associated with the life cycle, there are also forms of music linked to labor
and to religious rituals and beliefs. Music associated with labor holds a significant position.

These are the fundamental components of traditional Vietnamese music. However,
accompanying and playing crucial roles in most of the aforementioned genres is the traditional
musical instrument system. Traditional Vietnamese musical instruments can be classified into

four families—string, wind, vibrating membrane, and self-resonant—based on the Hornbostel
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and Sachs classification system.” The names of traditional Vietnamese musical instruments, as
well as those of some ethnic minority groups, will also be introduced as important cultural
knowledge. This aims to develop learners’ practical Vietnamese language skills and deepen
their understanding of Vietnam’s local culture.

Thus, these contents will be used to design reading, writing, listening, and speaking
exercises for all three levels-levels 5 and 6. Accordingly, lessons at level 5 will feature simpler
content, more common vocabulary, and easier language than level 6, helping learners
gradually increase their knowledge of traditional Vietnamese music performance art.

In fact, from 2022 to 2024, in teaching Vietnamese to Korean, Japanese, and Russian
students, we received positive feedback when introducing knowledge about Vietnamese folk
music into language instruction. The students’ desire to listen to these music genres through
CDs and VCDs, and to visit the regions where these folk music traditions originate,
demonstrates that this teaching content is effective and has significant appeal for learners.

Also, according to Krashen, simple “free conversation” often fails to serve as optimal
input because it is frequently not understood. The failure of free conversation to qualify as
intake implies that second language teaching involves more than simply talking to students
about topics of interest-something the profession has recognized since its inception.*

Overall, each folk song and traditional instrument, when taught, not only helps learners
experience the relationship between musical pitch, melody, and speech but also enables
them to better understand the knowledge and vocabulary related to traditional music and
the folk music ecosystem in this region.

2. Building a Vocabulary System: When developing teaching materials, we can
categorize them into a vocabulary system, enabling learners to gain a deeper understanding
of Vietnam’s traditional music genres. This scientific article will retain the original vocabulary
in Vietnamese-the native language of this country’s folk music genres-while also italicizing

these words.

? Thanh Ngoc To, Introduction to Some Vietnamese Ethnic Minority Musical Instruments (Ho Chi Minh: Publishing
House of Arts and Ethnic Cultural Center of Ho Chi Minh City, 1995), 14-16.
19 Stephen Krashen, 100-102.
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Table 1 Names of Typical Vietnamese Folk Song Genres
Vietnamese Forms /
English (Meaning)
Name Types

Hat Ru con A type of lullaby found among most ethnic groups in Vietnam. Solo

Hdt Vi Bdc bo A type of call-and-response love song, popular among young people in | Solo or
Northern Vietnam. reciprocal

Hat Ca tru A genre of Vietnamese music featuring poetic lyrics and unique vocal
techniques.

Hat Vi Gigm A unique call-and-response singing style originating from the Solo or
Vietnamese people in North-Central Vietnam. This style has been reciprocal

recognized by UNESCO as a representative Intangible Cultural Heritage

of Humanity. It can also be performed solo.

Hat Bum Types of Vietnamese folk songs including call-and-response and love Solo or
Hat Tréng qudn songs, which are popular in the Red River Delta region. reciprocal
Hat Xoan A genre of ritual folk songs associated with the ancestor worship Solo or
customs of the Vietnamese people in Phu Tho province. reciprocal
Ho Bi cay Folk songs and chants used in Vietnamese labor, popular in Central Solo or
Ho khoan and Southern Vietnam. reciprocal
Ho Gia gao
Hat Quan ho A style of folk singing involving a call-and-response format, originating Solo or
from Bac Ninh province. reciprocal
Hat Cheo A unique traditional Vietnamese musical theater genre popular in Solo or
Northern Vietnam. reciprocal
Hat Tuéng Traditional Vietnamese opera, known for its elaborate costumes and Solo or
storytelling. reciprocal
Nghé thugt Cdi A traditional Vietnamese musical drama genre. Popular in Southern Solo or
luong Vietnam and based on the music of Bdn ca tai tl - a form of folk reciprocal

music recognized by UNESCO as a representative Intangible Cultural

Heritage of Humanity.

Hat Chau van A unique genre of folk music associated with the Four Palaces worship | Solo or

tradition in Northern and Central Vietnam. reciprocal

When learning Vietnamese, these are fundamental for assessing a learner's overall

proficiency and their understanding of Vietnamese culture.
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Table 2 Some Typical Musical Instruments of Vietnamese People
Vietnamese
English (Meaning) Forms/Types
Name

Dan Nhj, H6 A unique string erhu instrument, classified as a chordophone. It Solo, instrumental
is used for solo performances, orchestral ensembles, and as accompaniment, or
accompaniment for traditional folk singing. orchestral ensemble

Ban Bau A unigue monochord (one-stringed zither) known for its ethereal Solo, instrumental
sound and classified as a chordophone. It is often used in solo accompaniment, or
performances, ensembles, and sometimes as accompaniment for | orchestral ensemble
folk songs.

Ban Tranh A 12 or 15-string instrument classified as a chordophone. It is Solo, instrumental

used for solo performances, in traditional Vietnamese
orchestras, and sometimes as accompaniment for folk singing

and poetry.

accompaniment, or

orchestral ensemble

Ban Tam thap luc

A 36-string instrument Classified as a chordophone. It is primarily
used in Vietnamese traditional orchestras and sometimes

performed as a solo instrument or to accompany folk songs.

Solo, instrumental
accompaniment, or

orchestral ensemble

similar to a small gong and used in traditional orchestras and

some folk religious ceremonies in Vietnam.

ban bay A traditional indigenous Vietnamese stringed instrument Solo, instrumental
classified as a chordophone. It is a unique, defining characteristic | accompaniment, or
of Ca tru singing. This instrument has three strings. orchestral ensemble

Ban Neuyét A two-stringed instrument classified as a chordophone. It is a Solo, instrumental
defining feature of the Chau van singing art in the T Phui (Four | accompaniment, or
Realms) belief system. It is also performed solo and in orchestral ensemble
ensembles within traditional Vietnamese orchestras.

Sao Truc A side-blown bamboo flute famous for its clear, soulful tones. It | Solo, instrumental
is classified as an aerophone and used as a solo instrument, in accompaniment, or
traditional orchestras, and as accompaniment for singing. orchestral ensemble
It is typically 40-55 cm long with an oval blowing hole and 6-10
finger holes.

Tréng bé A double-sided small drum made of animal hide. It is classified Instrumental
as @ membranophone and used primarily in traditional accompaniment, or
Vietnamese Chéo theater. orchestral ensemble

Thanh La A type of resonant instrument classified as an idiophone. It is Instrumental

accompaniment, or

orchestral ensemble
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These instruments—though not an exhaustive list—are typical of the traditional music
of the Vietnamese people and are regularly featured in Vietnamese cultural spaces. Another

important aspect of vocabulary instruction for learners is the study of specific singing techniques.

Table 3 Names of Typical Singing Techniques in Vietnamese Traditional Music
Vietnamese Technical Name English (Meaning) Art of Use
Ky thuat B8 hot con kién A unique singing technique used Ca tru singing

specifically in the art of Ca tru singing.

Ky thuat Em hon, nhd chit

Ky thuat Giong oc Unique singing techniques found in the Tubng/Boi singing art

Vietnamese Tudng/Boi theatrical art.
Ky thuat Giong mé

Ky thuat Giong hau

Ky thuat Giong nguc

Ky thuat Giong rudt, gan

Ky thuat Vang, rén, nén, ndy Unique singing techniques characteristic of | Quan ho singing

the Quan ho folk singing art of the

- Vietnamese people in Bac Ninh.
Ky thuat Hat (uén, hat dan

Ky thuat Giong the Unique vocal techniques used for Cheo singing art and
expressing high pitch in traditional other folk songs
Vietnamese folk songs. Cheo singing art and

Ky thuat Giong kim
other folk songs

Over thousands of years, the Vietnamese people have created and practiced these
singing techniques through various folk music genres. These condensed singing methods have
become essential characteristic techniques that contribute to and enrich the theory of

traditional Viethamese music.
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Some Typical Songs of Ethnic Minorities in the Mountainous Regions of Vietnam

associated with the religious
rituals of the Tay, Nung, and Thai
people in Vietnam. This genre has
been recognized by UNESCO as a
representative Intangible Cultural

Heritage of Humanity.

Vietnamese Name English (Meaning) Forms/Types Ethnicity
Khdp A unique genre of Thai folk songs Solo or chorus Thai people
found specifically among the Thai
ethnic group in Vietnam.
Hat Then A genre of folk songs, primarily | Solo or chorus Tay, Nung, Thai

people

Hat Cha chap

Unique folk song genres reflecting

the cultural identity of these

Solo or duet

Ka Tu people

Hat Xiéng Solo Ka Tu people
specific ethnic groups in Vietnam.

Hat Co loi Solo or duet Ka Tu people

Hat Tom Solo or chorus Kho mu people

Hat Lu tau Solo or duet H’mong people

Hat Cur xia Solo or duet Hmong people

For most Vietnamese people, discussing the traditional arts of mountain-dwelling ethnic
minorities must include their folk music genres. These genres form the cultural identity of the
communities in this region. Although this list is not exhaustive, it reflects the typical cultural and
artistic elements of these groups.

These are typical musical instruments, indispensable to the cultural and spiritual life

of ethnic minorities in the mountainous regions of Vietnam.
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Table 5 Vocabulary of Some Typical Representative Musical Instruments of Ethnic

Minorities in the Mountainous Areas of Vietnam

Vietnamese Name English (Meaning) Name Forms/Types Ethnicity

Coéng chiéng Bronze musical instruments Solo, duet or Some ethnic minorities
classified as idiophones. These are ensemble in the Central
popular among ethnic minorities in Highlands

Central and

Western Vietnam and have been
recognized by UNESCO as a
representative Intangible Cultural

Heritage of Humanity.

Khen be A polyphonic musical instrument Solo, duet or Thai and Hmong
classified as an aerophone and ensemble
made from bamboo. It is popular
among the Thai, Hmong, and

several other ethnic minorities in

Vietnam.
Tréng hai mdt da A type of drum classified as a Solo, duet or Most ethnic groups in
membranophone. It is used in the ensemble Vietnam.

culture, entertainment, and

religious rituals of most ethnic

groups in Vietnam.

Developing Vietnamese Language Skills Through Listening and Writing Content

As partially described above, proficiency in Vietnamese requires a dual focus on both
listening and writing skills, particularly on topics related to the lessons. We will design all of
this knowledge for students to listen, speak, read, and write about at levels 5 and 6, as
mentioned above, helping learners understand and develop the skills to use high-quality

Vietnamese.
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In terms of listening skills, the program will offer lessons that include introductions to
each musical instrument, folk music genre, and performance technique.

Thus, with the approach of supervision theory and some direct experience in teaching
second languages to foreigners, it becomes evident that supplementary activities involving
cultural diversity, including traditional music, play an important role. According to Krashen’s
assessment: “Although | can certainly study erammar on my own, | would elect to attend a
second language class if | were again abroad for some period of time in a country where | did
not know the language; my intention would be to gain intake, from the teacher, the classroom
exercises, and from my fellow students.”"!

Moreover, during the listening instruction process, the program will seamlessly
incorporate writing components. Students will be assigned essay-style homework to complete
independently at home, which will subsequently be submitted to the instructor for review
and feedback. This approach ensures that all content covered in Vietnamese listening
exercises transitions into writing exercises, contributing to the development of students’
Vietnamese writing skills, with a specific focus on traditional Vietnamese music culture. Each
essay will be expected to be between 200 and 350 words in length. Importantly, the required
writing structure will consist of an introduction, analysis, and conclusion, mirroring the
structure of a literature study section or an essay section commonly found in language
programs worldwide. We found that, by writing about traditional music content, learners
demonstrated better focus and interest. Short essays and comparative studies of Vietnamese
folk music and indigenous music from the learner’s home country significantly contributed to

fostering grammatical thinking and effective expression in Vietnamese writing skills.

Practical Knowledge and Supplementary Exercises: To Enable Students to Explore
Traditional Music Performance Venues in Hanoi and Its Surrounding Areas

From the perspective of “Monitor Theory,” along with the teaching experience of
generations of Viethnamese educators, we believe that bringing second language learners to

experience local areas is especially important. This not only promotes imagination and a desire

' Stephen Krashen, 116.
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to explore but also helps learners more clearly identify elements of traditional Vietnamese
music and the language associated with these art forms. In other words, enhancing practical
language, visual, and audio experience activities will be crucial for the effective teaching of
Vietnamese and other second languages to foreigners.

One practical and immersive approach that can vyield positive results when
incorporating traditional Vietnamese music into the curriculum for foreigners is to provide
opportunities for learners to experience real-world performances at traditional Vietnamese
music venues. This hands-on approach allows students to apply the vocabulary and musical
cultural terms they have acquired in real-life contexts. It is a crucial aspect of this study, as
students will have the opportunity to witness a wide array of traditional musical instruments,
hear artists’ explanations and performances of various folk music genres, and gain insight into
the naming conventions and techniques associated with these musical forms. Additionally,
students will directly immerse themselves in the attire and performance settings unique to
each genre of folk music culture. The artisans and locations chosen for this study are expected
to represent the rich and diverse folk music culture of the Vietnamese people, particularly in
the North and the Northern Delta region, focusing on ancient villages near Hanoi.

Currently, in the realm of Ca tru singing, a traditional Vietnamese art form, there are
approximately 769 individuals who possess the knowledge of the singing and dancing
associated with Ca tru. Among these, 513 are recognized as Hao nuong (female artisans), while
256 are proficient in playing the dual lutes and drumming. Of the 99 styles and compositions
(melodies) of Ca tru recorded in ancient bibliographies, about 42 songs and seven dances are
still practiced and preserved within the “living heritage warehouse” maintained by these
artisans. Additionally, 99 relics linked to Ca tru are still conserved.? And there are hundreds
of similar traditional musical art forms in most localities of Vietnam. It is noteworthy that, most
of these traditional music genres can be experienced firsthand in Hanoi through institutions
like the Institute of Music, the Cultural Village of Vietnamese Ethnic Groups, various art groups,

clubs, and more.

' Vietnamese Institute for Musicology, Report on Ca trti Singing Inventory Results in 2008 (Hanoi: Library of

Vietnamese Institute for Musicology, 2008), 2-15.
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This constitutes a rich and unique source of factual material. These cultural heritages
can be considered “specialties,” many of which have become the embodiment and standard
of culture within each ethnic group and region. This foundation can serve as the basis for
conducting specialized and focused tours. In practice, visiting, traveling, and experiencing
Vietnamese traditional music is a specialized and immersive endeavor that enables students
to gain a deeper understanding of Vietnamese cultural identity, traditional music, and the
associated vocabulary system.

Such experiences ignite excitement and curiosity among learners and enhance the
quality of lessons by providing opportunities to directly listen to and witness traditional
Vietnamese music being performed live-and even to interact with the artists. This practical
exposure enriches learners’ knowledge of traditional national music culture, helping them
develop a more in-depth understanding of related genres and vocabulary.

The artisans and locations chosen for this study are expected to represent the rich and
diverse folk music culture of the Vietnamese people, particularly in the North and the

Northern Delta region, focusing on ancient villages near Hanoi.

Conclusion and Discussion

Firstly, traditional music holds a significant place in the culture of any country or ethnic
group, as emphasized by notable scholars.

This is a significant discovery by an ethnomusicologist made during the process of
teaching Vietnamese to foreigners. Based on this, the research was conducted among experts
in linguistics and culture to initiate an interesting study at a university.

To design teaching content for a specific area of Vietnamese culture—in this case,
traditional indigenous music—we had to carefully consider our approach and the content to
be taught. Based on the six-level Vietnamese language proficiency framework issued by the
Ministry of Education and Training of Vietnam, we designed a program integrating traditional
Vietnamese music into the teaching of Vietnamese to foreigners. From our teaching and
research experience, we affirm that knowledge of musical arts makes a particularly important
contribution to language development and enhances the understanding of Vietnamese among

second-language learners. The basis for designing traditional art content also stems from



Article No. R0812 (22 Pages), ISSN 3027-7094 (Online) MsansausR¥ean U7 21 atiufl 2 nsnges-Sunas 2569
https://doi.org/10.59796/rmj.V21N2.2026.R0812 Rangsit Music Journal Vol.21 No.2 July-December 2026

learners' interests; many students are eager to explore this subject and look forward to
Vietnamese lessons related to traditional musical arts. After more than four years of research
and practical teaching, we recognize that this area of knowledge is essential and should be
widely taught to those seeking to learn the Vietnamese language and culture.

Secondly, in teaching Vietnamese alongside traditional music content, the relationship
between the musical pitch and melody of folk songs and the spoken Vietnamese language
plays a crucial role in effective pronunciation and language practice. Within a curriculum
focused on the language of a particular country or ethnic group, learners aiming for true
proficiency in the target language—that is, the language they are studying—should explore
the culture and music associated with it. As previously noted, language and culture are not
isolated; they are deeply interconnected. Indigenous languages serve as the foundation for
crafting indigenous folk music, while folk and traditional music enrich the native language,
making it more vibrant and compelling. For those aspiring to master Vietnamese, dedicating
time to the study of folklore and traditions, including music, is essential. Vietnamese folk
music, and by extension the music of its many ethnic communities, plays a role in nearly all
cultural aspects of these communities. Music is present from birth until death, during folk
festivals, and throughout the labor activities of indigenous peoples. It serves as a vital bridge
connecting individuals with the sacred, and strengthening interpersonal bonds—including
those between humans and deities—according to the spiritual beliefs of each ethnic group.
Furthermore, in each of these cultural contexts, music exhibits distinct features tied to spatial,
genre-specific, and artistic language. The richness and diversity of cultural genres and spaces
offer a valuable source of vocabulary that enhances learners' proficiency in the target
language. This vocabulary system must not be overlooked in the development and refinement
of their language abilities.

Thirdly, the combination of visuals and sounds in Vietnamese folk songs, along with
traditional musical instruments, plays a crucial role in promoting awareness of the Vietnamese
language, culture, and art. This approach expands understanding and significantly improves
learners’ Vietnamese language skills. It is essential to further explore this topic, as Vietnamese
folk music is exceptionally rich and unique, attracting many foreigners to study it in Vietnam.

Some focus on learning specific traditional instruments, while others concentrate on mastering
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folk melodies or singing genres within traditional Vietnamese theatrical arts. In some cases,
they undertake comprehensive learning journeys. Each year, the Vietnam National Academy
of Music sees a substantial number of foreign students enrolling in traditional music
programs—ranging from undergraduate, master’s, and doctoral levels to shorter-term music
training courses, typically lasting from six months to two years, offered by the Academy’s
Music Teaching Center. However, from my perspective, even when students immerse
themselves in Vietnamese traditional music, without at least a basic understanding of the
Vietnamese language, their ability to interpret and perform these artistic works will remain
limited. Vietnamese musical compositions, including the genres they study, are inherently
rooted in the Vietnamese language. The tonal characteristics of Viethamese—especially the
complex system of scales and modes in traditional music—closely adhere to the phonological
principles of the language. Therefore, success in mastering Vietnamese traditional music
inevitably requires concurrent learning and exploration of both the language and the
traditional culture of the ethnic group.

Finally, instructors responsible for teaching Vietnamese to foreigners must possess a
comprehensive knowledge base of traditional Vietnamese culture, including folk music.
Throughout the teaching process—whether working with beginners or advanced students—
the interrelationship between the Vietnamese language and traditional Vietnamese art and
culture must not be ignored. It is crucial to emphasize that language and culture are
profoundly intertwined, particularly the connection between language and music.
Consequently, a proficient teacher of Vietnamese should be equipped with a solid foundation
not only in linguistics but also in local culture and the arts.

Above all, it should be emphasized that we respect the application of Stephen
Krashen’s “Monitor Theory” in designing this research content. However, for teaching content
related to musical arts, we place greater emphasis on our experience in Vietnamese research
and teaching, building upon the legacy of generations of Vietnamese scholars and experts in
teaching the Vietnamese language over the past decades. In particular, this research highlights
the interdisciplinary collaboration between experts in folk music and experts in Vietnamese

language instruction. This collaboration will introduce new approaches to a teaching content
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area that we believe should be integrated into Vietnamese language education for foreigners
on a nationwide scale.

We believe that while second language acquisition theory is vital, in practice, each
culture has its own distinctive characteristics. With this argument, it is evident that this study
serves not only learners and researchers of the Vietnamese language but also educators

responsible for teaching Vietnamese language and culture to foreigners.
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Abstract

Higher music education worldwide is experiencing a profound digital transformation,
redefining how students learn, access, and engage with musical knowledge. This shift has
intensified with the rise of Generation Z—often termed “digital natives.” Having grown up
immersed in technology, these students demonstrate fluency in digital tools, expect
immediacy, and navigate multiple information sources with ease. Their behavior differs from
earlier previous generations, creating both challenges and opportunities for higher education
music programs. In Thailand, music curricula remain grounded in Western classical and Thai
traditional practice, typically delivered through hierarchical, instructor-centered models.
However, today’s students interact with music through globalized and digitally mediated
environments, revealing a gap between traditional pedagogy and contemporary learning.
While previous research explored specific tools such as online tutorials or mobile applications,
no comprehensive framework explains how Thai digital natives’ approach music learning in
higher education.

This study aimed to construct a grounded theory explaining how digital-native music
students in Thai universities learn. Its objectives were to identify causal conditions, contextual
factors, strategies, and consequences shaping their learning process, providing a framework to

inform curriculum design, pedagogy, and policy.
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A grounded-theory approach was used to inductively build theory from participants’
experiences. Data came from five focus-group discussions with undergraduate music students
born in the late 1990s-early 2000s, represented true digital natives across Thailand’s five
regions and four interviews with veteran instructors. Participants, Purposive and snowball
sampling ensured regional and institutional diversity. Discussions explored formal and informal,
technology-mediated learning, while interviews examined pedagogical perspectives. All
sessions were ethically approved, recorded, transcribed, and systematically analyzed.

Following Strauss and Corbin’s coding procedures, open coding generated over 150
initial codes. Axial coding organized them through causal-context-strategy-consequence
linkages, and selective coding integrated categories into a coherent theoretical framework.
Constant comparison and triangulation across student and instructor data enhanced validity,
and expert peer review ensured credibility.

The core phenomenon was blended self-directed music learning, in which students
combined formal instruction with informal digital learning. They demonstrated strong agency
through YouTube, mobile apps, and digital audio tools to extend or substitute traditional
methods. Strategies included slowing playback, looping passages, recording and reviewing
practice sessions, and sharing materials with peers. Learning extended beyond classrooms,
allowing pursuit of personal interests. Three major causal conditions supported this process:
early digital exposure, personal musical interests diverging from approved programs, and
technological affordances such as smartphones and internet access. The COVID-19 pandemic
further normalized digital music-learning practices.

Institutional curricula and cultures shaped whether students sought resources beyond
coursework. Teachers’ attitudes influenced whether digital learning was validated or
marginalized. Infrastructure—including internet quality, device access, and software availability
—either facilitated or constrained engagement. Peer networks enhanced collaboration, creating
interactive learning communities.

Blended self-directed learning produced improved technical skills, creativity,
autonomy, and motivation through interest-driven engagement. Many students exceeded
instructors’ expectations by mastering advanced repertoire or developing innovative cross-

genre projects, such as merging Thai traditional instruments with electronic production.
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However, risks included shallow learning, distraction, and neglect of fundamental skills.
Consequently, teachers’ roles evolved from authoritative transmitters to facilitators, curators,
and mentors who help students evaluate online resources, structure practice, and connect
informal exploration with formal study.

The conclusion, digital-native music students in Thai higher education represent a new
paradigm of proactive, technology-mediated, self-directed learning. The grounded theory
positions blended self-directed music learning as the central process through which students
integrate digital exploration with formal instruction, suided by personal interests and enabled
by technology within institutional and peer contexts. Curricula should become flexible and
student-centered, incorporating digital creativity, popular genres, and cross-genre innovation
alongside Western and Thai classical foundations. Pedagogically, instructors should adopt
blended approaches, curate reliable online resources, and explicitly teach digital literacy and
critical evaluation. Institutions must enhance technological infrastructure and create
assessment systems that value informal and digitally mediated outcomes.

At the policy level, national strategies for digital integration in arts education should
be established, including the creation of Thai-language digital resources to enhance
accessibility and equity. Collectively, these initiatives will help Thai music education remain
relevant, inclusive, and innovative—preparing students for creative and connected musical

futures in the digital era.

Keywords: Higher Education / Digital Natives / Music Program / Grounded Theory /
Blended Self-Directed Music Learning

Higher education worldwide is undergoing a profound digital transformation that
reshapes teaching and learning practices. Contemporary university students largely belong to
Generation Z, often described as “digital natives”— native speakers of the digital language of

computers, video games and the Internet.’ This generation values individual expression,

' Marc Prensky, “Digital Natives, Digital Immigrants, Part 1,” On the Horizon 9, 5 (2001): 1.
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inclusivity, and open dialogue, while being more pragmatic and analytical than earlier
generations.? In music education, the rise of digital natives coincides with rapid technological
advancement that is redefining how young people engage with music. Digital technologies
have altered how music is created, shared, and learned, giving rise to what scholars term an
“unprecedented renaissance of social music making” through apps, online platforms, and
collaborative networks. Consequently, higher education institutions are urged to adapt
curricula and pedagogy to these emerging realities.

In Thailand, these global shifts are keenly experienced within higher education music
programs that balance traditional Thai and Western classical music foundations with
contemporary practices. Thai universities now face the challenge of meeting the learning styles
of “digital citizen” students—individuals who have interacted with digital technology from
early childhood. Digital citizens are accustomed to constant connectivity and on-demand
learning opportunities,” signifying a paradigm shift in music education. Instructors increasingly
move from serving as primary knowledge providers to becoming facilitators or mentors guiding
technologically adept learners. Nevertheless, disparities in digital infrastructure—such as
unstable internet access or limited quality devices—pose barriers to equitable implementation.
The COVID-19 pandemic further accelerated online teaching adoption, intensifying the need for
robust digital competencies and infrastructure in Thai higher education.

Despite the clear influence of digital technology on contemporary music learners,
there remains no formal theory explaining how digital-native students learn music holistically
in higher education, particularly in Thailand. Studies on digital natives have focused mainly on

general education contexts,* while music education research has examined isolated tools,

% Kim Parker and Ruth Igielnik, “On the Cusp of Adulthood and Facing an Uncertain Future: What We Know
about Gen Z So Far,” accessed May 14, 2020, https://www.pewresearch.org/social-trends/2020/05/14/0on-
the-cusp-of-adulthood-and-facing-an-uncertain-future-what-we-know-about-gen-z-so-far/.

? Peter Gouzouasis and Danny Bakan, “The Future of Music Making and Music Education in a Transformative
Digital World,” UNESCO Observatory E-Journal 2, 2 (2011): 2.

 Marc Prensky, 2.
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such as mobile applications for listening practice among secondary students.’ To the authors’
knowledge, this study is the first grounded theory research in Thailand to inductively theorize
digital-native music learning in higher education.

The study aims to construct a grounded theory that explains the music learning
process for this group, identifying key categories (causal conditions, context, strategies, and
consequences) and the relationships between them. By achieving these objectives, the
contribution is to a theoretical model that can inform educators and policymakers on how to

better align music education practices.

Methodology

This study employed a constructivist grounded theory methodology to investigate
music learning in Thai higher education. Data collection and analysis proceeded iteratively
using purposive, snowball, and theoretical sampling. The constant comparative method
guided ongoing analysis, with emerging categories informing subsequent data collection and
questioning. Researchers maintained theoretical sensitivity by grounding interpretations in
participants’ data while critically reflecting on prior assumptions. This iterative process
continued until theoretical saturation was achieved, indicating that additional data no longer

generated novel conceptual insights.

Participants and Data Collection

This study, srounded in the constructivist srounded theory perspective, was conducted
within Thai higher education music programs. Purposive sampling was used to recruit
participants for in-depth interviews, while snowball sampling identified participants for focus
groups. Participants included undergraduate music students (digital natives) and music
instructors from five purposively selected universities representing Thailand’s major regions

(Northern, Northeastern, Central, Eastern, and Southern), capturing diverse institutional and

> Sunggi Cho, Yoomee Baek, and E. J. Choe, “A Strategic Approach to Music Listening with a Mobile App for
High School Students,” International Journal of Music Education 37, 1 (2019): 133-134, https://doi.org/10.
1177/0255761418819016.
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digital learning contexts in higher music education. The inclusive criteria for student
participants were: (1) current enrollment in an undergraduate music program; and (2) status
as third-year, fourth-year or higher-level students, reflecting digital-native characteristics. The
inclusive criteria for instructor participation included full-time employment as music lecturers
in higher education institutions, a minimum of five years of teaching experience, and direct
responsibility for instructing undergraduate music students.

The data were collected through five semi-structured focus groups with students (4—
10 per group) and four in-depth interviews with instructors. Discussions explored experiences
of music learning and technology use in formal and informal contexts. Two interviews were
held face-to-face and two via Zoom. Each session lasted 60-90 minutes, was recorded with
consent, transcribed, and anonymized. Ethical approval and informed consent were obtained
before data collection.® This study received approval from the Institutional Review Board (IRB)
at Mahidol University (Approval No. 2022/031.2802). Written informed consent was obtained
from all participants prior to data collection.

Data were gathered through five semi-structured focus group discussions with students
from universities representing Thailand’s five major regions (North, Northeast, Central, East,
and South). Each group comprised 4-10 participants from any area of music program such as
music performance, music education and musicology. The discussions explored how students
learned music both inside and outside the classroom and how digital tools supported their
learning, with many noting YouTube as their “first resort.”

Additionally, four in-depth interviews were conducted with instructors from different
regions to examine their perceptions of students’ learning behaviors and the integration of
technology in teaching. Two interviews were held on campus and two via Zoom due to
pandemic constraints. Each session lasted 60-90 minutes, was audio-recorded with consent,
transcribed, and anonymized. Ethical approval and informed consent were obtained prior to

data collection.

® British Educational Research Association, Ethical Guidelines for Educational Research, 4" ed. (London:
BERA, 2018), 8-12, accessed October 15, 2025, https://www.bera.ac.uk/wp-content/uploads/2018/06/BERA-
Ethical-Guidelines-for-Educational-Research_dthEdn 2018.pdf.
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Data Analysis Procedure

The analysis followed the classic grounded theory coding process, with qualitative data
organized using Microsoft Word software for transcript management. Figure 1 presents the
overall flow of data collection and analysis. Following transcription, the process began with
open coding, during which interview and focus group transcripts were broken down into
discrete units of meaning. In this phase, the data were examined line by line to identify
significant concepts and to assign preliminary codes (e.g., “learning via YouTube,” “difficulty

» o«

with music theory app,” “teacher as coach”). Open coding enabled relevant concepts to
emerge without imposing predetermined categories. More than 150 initial codes were
generated, with careful attention paid to participants’ words.

The data collection and coding process in the grounded theory study. Focus group
discussions with students and interviews with instructors provided raw qualitative data. Using
Strauss and Corbin’s coding techniques conducted open coding to identify initial concepts,
axial coding to develop categories and linkages, and selective coding to integrate the
categories around a core phenomenon, yielding an emergent grounded theory of music
learning for digital natives.

In the axial coding phase, the relationships among the open codes were examined and
clustered into higher-level categories and subcategories. Following Strauss and Corbin’s
approach, axial coding is described as “an advanced procedure for interconnecting the
categories.” Techniques such as constant comparison and memo-writing were employed to

relate codes to one another. For example, multiple open codes—including “prefers visual

» o« )

learning (tutorial videos) over text,” “short attention span in class,” and “uses smartphone
during practice” —were grouped into a subcategory labeled learning style shaped by digital
media. This subcategory was subsequently connected to a broader category, Learner
Characteristics. Similarly, codes associated with teachers’ actions (e.g., “assigns online
research,” “incorporates music apps in assignments”) were grouped under Instructor

Strategies.
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Strauss and Corbin’s paradigm model’ was applied as an analytic tool during axial
coding to identify causal conditions, contextual factors, intervening conditions, actions/
interactions, and consequences within the data. This framework facilitated the organization of
the emerging theory. For instance, when students expressed that “I learn a lot of songs by
myself from the internet because my classroom lessons cover mostly classical pieces I’'m not
interested in,” the analysis identified the causal condition (limited relevance of curriculum
content), the action/strategy (self-directed online learning), the context (easy internet access,
personal musical taste), and the consequence (increased motivation to learn preferred songs
but reduced engagement with formal class material).

In the phase of selective coding, a core category was identified as represented the
central phenomenon of the study, with all other categories systematically related to this core.
Selective coding entailed the integration and refinement of the emerging theory, producing a
narrative framework that interconnected the categories into an explanatory model. At this
stage, all transcripts were revisited to ensure that the developing theory remained grounded
in the data and to identify any disconfirming evidence.

The core category that emerged was the Digital Native Music Learning Process,
encapsulating how students assumed responsibility for their music learning through
technology both within and beyond formal education. Around this central category, the
analysis integrated the causal conditions underlying the process, the contextual factors
shaping it, the action/interaction strategies employed by students and instructors, and the
resulting consequences. To enhance credibility and mitigate researcher bias, the developing
theory was reviewed with a peer debriefer (an independent qualitative researcher).
Triangulation of data sources—comparing the perspectives of students and instructors—
further strengthened the trustworthiness of the findings.

Through these steps, a coherent grounded theory was established, presented in the

following section along with its key categories and interrelationships.

" Juliet Corbin and Anselm L. Strauss, Basics of Qualitative Research: Techniques and Procedures for
Developing Grounded Theory, 3" ed. (Thousand Oaks, CA: SAGE Publications, 2008), 97, https://doi.ore/10.
4135/9781452230153.
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Research Results

Overview of the Grounded Theory: The central phenomenon constructed from the
data is a technology-mediated, self-regulated learning process by which digital native students
engage with music. Digital native music students in Thai higher education actively integrate
formal classroom learning with informal digital resource-based learning to fulfill their musical
learning needs. This process is driven by certain antecedents.

Core Phenomenon - “Blended Self-Directed Music Learning”: At the heart of the
theory is the observation that digital native students do not rely solely on traditional,
instructor-led instruction; rather, they supplement and sometimes avoid formal methods with
self-directed learning using digital tools. Blended Self-Directed Music Learning, identified as
the core category, captures the manner in which students combine diverse modes of learning.
For example, a student might learn classical pieces through formal lessons in class, while using
YouTube tutorials and mobile apps to learn pop songs or to practice specific techniques on
their own. One focus group participant described this blend succinctly: “In class | learn theory
and the assigned repertoire, but on YouTube | learn the songs | want and new tricks from
various creators.” This illustrates how the learner combines formal curriculum with informal,
interest-driven exploration. The core phenomenon captures the agency of students in steering
their learning and the ubiquity of digital technology as an enabler.

Causal Conditions: Several causal conditions shape this phenomenon. 1) Early Digital
Exposure: As true digital natives, students have grown up with smartphones, computers, and
the internet as natural learning tools. This lifelong immersion fosters expectations of
immediacy and interactivity. Many enter university already self-taught in basic instruments
through YouTube or Google, making them confident, independent learners. 2) Personal
Interest and Individualized Goals: Students often pursue genres or instruments beyond the
formal curriculum, such as jazz, K-pop, or EDM. This mismatch motivates them to seek self-
directed online learning. One vocal student noted following Broadway coaches on YouTube
to complement classical training. 3) Technological Affordances: Widespread internet access,
smartphones, and music apps in Thailand enable continuous, flexible learning, allowing
students to explore, practice, and share music beyond institutional boundaries. 4) COVID-19

pandemic: It further accelerated this trend. With in-person classes suspended, students and
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instructors adapted to online platforms, using Zoom lessons, digital sheet music, and recording
assignments. This period rapidly enhanced digital literacy and normalized technology use in
music education, with many practices continuing even after campuses reopened.

Contextual Conditions: The context in which digital native music learning occurs
includes both the educational environment and the technological infrastructure. Several key
contextual factors emerged:

1. Institutional Curriculum and Culture: Thai higher education’s curriculum structure
and expectations form an important backdrop. Some institutions maintain conservative
curricula focusing on classical training, which, as mentioned, can leave gaps between what is
taught and students’ personal musical interests. In such a context, students feel the need to
look beyond the curriculum to satisfy their musical curiosity. Conversely, in programs where
instructors are more open to contemporary genres or student input, students reported feeling
more engaged and blending their learning more seamlessly (formal and informal learning
reinforcing each other). The predominant culture — whether innovation-oriented or tradition-
oriented — thus influences how much students rely on outside digital learning.

2. Teacher Support and Attitude: Instructors play a pivotal role in shaping technology
use in the classroom. Some actively support it by recommending YouTube channels, sharing
e-learning materials, or assigning online-based projects, thereby validating and guiding
students’ self-directed learning. Others, however, express hesitation or concern about online
learning causing “bad habits.” In such cases, students continue exploring independently, often
without teacher oversight. Consequently, instructor attitudes determine whether technology
integration fosters a cohesive blend of formal and informal learning or leaves students’ self-
learning efforts more isolated and disconnected from classroom guidance.

3. Technological Infrastructure: The availability and quality of technology form a key
contextual condition. Internet access and device quality vary across Thai universities. Students
at regional campuses reported issues like slow Wi-Fi or outdated music labs, limiting digital
learning opportunities. In contrast, those with better facilities or personal devices experienced
greater success. Language also matters—many online tutorials and forums are in English, giving

students with higher proficiency an advantage, while others rely on limited Thai resources.
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4. Peer Environment: Social context further shapes learning. Students often exchange
digital materials, tutorials, and advice within peer groups, reinforcing collaborative and
technology-driven music learning.

Action/Interaction Strategies: Given the causal pressures and operating within the
above contexts, digital native music students employ a variety of strategies to learn. The data
revealed a rich repertoire of actions and interactions, which were distilled into several major
strategy categories:

1. Manipulate Online Resources: Nearly all students reported using online platforms to
learn music, though approaches varied. The most common strategy was watching YouTube
tutorials, performances, and demonstrations, often following specific instructors or channels
for skills such as guitar or vocal techniques. For learning new songs, students searched for
cover versions or step-by-step tutorials. Beyond YouTube, they accessed educational websites
and apps like Coursera, Udemy, or Yousician, and used Google or Wikipedia to quickly check
music theory concepts. This behavior reflected a self-directed attitude toward learning,
summarized by one student’s remark: “Why ask the music professor something | can find in
a second online?”

2. Self-Paced Practice and lIterative Learning: Another strategy is how they practice
music pieces. Instead of relying only on scheduled class practice or teacher feedback, students
use technology to self-record and review. For instance, some described recording themselves
using smartphone voice memos or video, then critiquing their performance (or even using
software that provides feedback). They also engage in iterative learning where they pause and
replay tutorial videos until they master a section. This self-paced, tech-enabled practice allows
them to progress at their own speed. One student shared: “I learned a complex drum pattern
by slowing down a YouTube video to 0.5x speed and playing along until | nailed it.” Which is
different aspect of learning music.

3. Peer-to-Peer Collaboration (Online and Offline): Digital native learners often form
communities, both virtual and face-to-face, to aid each other. In the focus groups, students
gave examples such as exchanging tutorial recommendations in group chats, collaborating on
cloud-based projects (like jointly editing a composition on Google Drive or a DAW project via

Dropbox), and using social media to showcase their work and get feedback. During the
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pandemic, some student ensembles continued to “jam” by recording parts separately and
merging them - a strategy facilitated by technology.

4. Blending Formal and Informal Learning: A defining strategy among students is
blending formal and informal music learning. They view classroom instruction and self-
directed exploration as complementary. For instance, after a piano lesson on scales, a student
might use a gamified app to reinforce practice, while another may study chord progressions in
theory class after learning a pop song by ear. This two-way interaction deepens understanding
and motivation. Some instructors support this approach, inviting students to perform pieces
learned independently to validate informal learning. By merging formal fundamentals with
informal creativity, students gain both technical credibility and personal autonomy, maximizing
learning across structured and self-directed contexts.

5. Adapting Learning Techniques: Digital natives also adapt classic learning techniques
to the digital realm. For instance, flashcards for music theory now take the form of apps like
Theory Lessons and Tenuto from www.musictheory.net. Metronome and tuner — once
physical devices — are used as phone apps. Some students utilize online forums to ask
questions when they hit a wall in self-study.

6. Seeking Mentorship and Micro-Learning: Interestingly, while these students are self-
directed, they still value mentorship — but they often seek it outside the local context. A few
participants mentioned that they follow famous musicians or educators on social media,
essentially treating them as virtual mentors. For example, composition students might follow
film composers on Twitter who often give tips or host Q&A, or an aspiring DJ follows a
producer’s Twitch livestream to glean production tricks. This strategy of micro-learning from
experts around the world is unique to the digital generation. It expands

Overall, the action/interaction strategies of digital native learners are multifaceted and
dynamic. They seize control of their learning, employ technology to access information,
practice efficiently, collaborate, and personalize their education. These strategies illustrate
agency — students making decisions about how, when, and with whom to learn — enabled by
the affordances of the digital age.

Consequences (Outcomes): The theory would be incomplete without examining the

outcomes — what results from this new mode of learning, and what are its implications? Our
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findings indicate several consequential outcomes at both the student and Elaborate on the
impact on students at the institutional level:

1. Enhanced Skills and Creativity: Many students demonstrated advanced skills and
broadened musicality through blended learning. Instructors noted that some surpassed class
expectations, such as a suitarist who mastered fingerstyle techniques from YouTube over the
summer. This reflects broader trends among digital-native learners who achieve high
proficiency through self-directed study. Exposure to diverse online content also fosters
versatility and creativity, encouraging experimentation in composition, improvisation, and
cross-genre projects. One student, for example, applied knowledge from a free online
production course to create an original EDM track blending classical Thai instruments with
electronic beats—showing how digital resources expand both skill and artistic innovation.

2. Increased Learner Autonomy and Confidence: Another outcome is that students
develop a sense of autonomy in learning, which can last into their professional lives. By taking
charge of their education, they build confidence in their ability to acquire new skills on their
own. Focus group participants expressed pride in being self-starters. “I feel | can learn anything
if | want to,” said one student, reflecting a growth mindset. This confidence also means they
may require less handholding and can be proactive in problem-solving — a positive trait in
higher education and beyond. However, instructors noted that this autonomy sometimes
challenges the traditional teacher-centered model. A few instructors felt that highly
autonomous students could appear “less respectful” or question the teachers more. This
points to a cultural shift in teacher-student dynamics: the consequence of increased
autonomy is a need for educators to adapt, moving toward a mentor or coach role rather
than a top-down authority.

3. Changes in Engagement and Motivation: Generally, the blended learning model
leads to increased engagement because students are pursuing what genuinely interests them
alongside required work. Many students reported that using technology (apps, videos) made
practice more enjoyable, which in turn made them more likely to practice longer or more
often than if they only had traditional methods. For example, gamified elements (earning
points in an app, or the fun of playing along with a backing track from YouTube) can sustain

motivation. However, a few negative consequences were also mentioned: some students
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admitted that the constant availability of entertainment online can distract from disciplined
practice — e.g., intending to watch one tutorial but then procrastinating with unrelated videos.
Additionally, the quick answers available online might lead to superficial learning at times. An
instructor observed that “because answers are a click away, they sometimes don’t deeply
internalize fundamentals — they can find the chord chart quickly instead of training their ear.”
This indicates a need for balance; while motivation and breadth increase, there might be a
trade-off in depth or patience. It’s a consequence educator should be mindful of the “instant
gratification” culture could clash with the slow, repetitive nature of mastering an instrument.

4. Evolution of the Teacher’s Role: A broader consequence, hinted above, is that the
role of the teacher is evolving in this paradigm. In our model, the teacher is no longer the sole
fountain of knowledge but becomes a facilitator, advisor, and curator of learning experiences.
Teachers who embraced this found new ways to add value - for instance, helping students
critically evaluate the quality of online content (since not all YouTube tutorials are accurate),
or teaching students how to practice effectively with technology. One instructor said, “I
realized my job is shifting to teach them how to learn, not just what to learn.” This is a
profound shift in higher education pedagogy, aligning with calls in the literature for educators
to remain relevant to youth culture and technological trends. Because of digital native
learning, educators and institutions are prompted to update curricula (e.g., including modern
genres or music technology courses) and invest in infrastructure (better Wi-Fi, music software,
smart classrooms). At least one program, in response to student interest, recently introduced
an elective on “Contemporary Digital Music Making.”

5. Lifelong Learning Route: Finally, an important long-term consequence is that these
students are likely to continue learning beyond formal education in a self-directed manner.
By mastering the art of learning how to learn (with the help of digital tools) during their
university years, they become equipped for lifelong learning in music and other domains. In
the interviews, several students aspired to careers like music production, performance, or
teaching, and they acknowledged that they would need to keep updating their skills. They
felt confident that they could do so via online courses or self-study. This bodes well for their

adaptability in a fast-changing musical landscape.
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Figure 1 Grounded Theory: Blended Self-Directed Music Learning Chart
Causal Conditions: Contextual Conditions:
> Early digital Exposure » Institutional Curriculum & Culture
> Personal Interests & Goals » Teacher Support & Attitude
> Technological Affordances > Technological Infrastructure
» COVID-19 Pandemic » Peer Environment

! l

Core Phenomenon

Blended Self-Directed Music Learning

!

Action/Interaction Strategies
e Manipulate Online resources
e Self-Paced Practice
e Peer-to-peer Collaboration
e Blending Formal & Informal Learning
e Adapting Learning Techniques

e Seeking Mentorship & Micro-Learning

Consequences:
e Enhanced Skills & Creativity
e Increased Autonomy & Confidence
e Changes in Engagement & Motivation
e Evolution of Teacher’s Role

o Lifelong Learning

In summary, the results of this study can be visualized as an interconnected model of
causes, contexts, actions, and outcomes that define music learning for digital native students
in Thai higher education. Figure 1 presents this grounded theory model, highlighting how the
elements fit together. Figure 1 Grounded theory conceptual model of music learning among

digital native (digital citizen) learners in Thai higher education. The model illustrates how



Article No. R0913 (22 Pages), ISSN 3027-7094 (Online) MsansausR¥ean U7 21 atiufl 2 nsnges-Sunas 2569
https://doi.org/10.59796/rmj.V21N2.2026.R0913 Rangsit Music Journal Vol.21 No.2 July-December 2026

causal conditions (e.g., early digital exposure, personal interests, technological affordances)
give rise to the core phenomenon of Blended Self-Directed Music Learning. This phenomenon
unfolds within a specific context (educational and technological environment), which can
facilitate or constrain the process. Students and instructors employ various action/interaction
strategies (leveraging online resources, peer collaboration, blending formal/informal learning)
to engage with music. These strategies lead to consequences or outcomes, including

enhanced skills, increased learner autonomy.

Discussion

The grounded theory developed in this study provides a comprehensive framework
for understanding how digital native learners approach music education. This framework
resonates with broader observations in music pedagogy and generational studies. A central
feature of the findings is the proactive, self-directed behavior of students in using technology
to learn, which affirms the description of “digital natives.”® Participants demonstrated fluency
in digital tools, multitasking capacity, and preference for immediate information access,
qualities that identify as emblematic of this generation.” In line with characterization of
Generation Z,' the learners in this study also displayed pragmatism and autonomy such as
consulting online tutorials.

1. Technology and Informal Music Learning

The strategies identified echo themes in the literature on informal music learning and

digital media,!! for instance, documented the role of YouTube communities in folk music

8 Marc Prensky, 1.

? John Palfrey and Urs Gasser, Born Digital: Understanding the First Generation of Digital Natives (New York:
Basic Books, 2010): 15.

' Tracy Francis and Fernanda Hoefel, “‘True Gen’: Generation Z and Its Implications for Companies,”
McKinsey & Company, accessed May 7, 2024, https://www.mckinsey.com/industries/ consumer-packaged-
goods/our-insights/true-gen-generation-z-and-its-implications-for-companies.

! Janice Waldron, “YouTube, Fanvids, Forums, Vlogs and Blogs: Informal Music Learning in a Convergent
On- and Offline Music Community,” International Journal of Music Education 31, 1 (2013): 102,
https://doi.ore/10.1177/0255761411434861.
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learning. Our findings extend this by showing how pervasive and normalized these practices
have become within higher education. Mobile applications were developed for guided
listening, which improved students’ engagement and strategic learning'? as found. Similarly,
participants in this study employed applications and digital tools to enhance their practice
routines, such as slowing playback or looping sections—techniques that amount to new forms
of musical rehearsal. Such behaviors underscore that technology is not merely a source of
distraction, as some educators fear, but can function as an effective pedagogical aid. However,
the efficacy of these tools is not universal; disparities in digital infrastructure-such as unstable
internet access or limited quality devices-pose significant barriers to equitable implementation,
potentially stalling the progress of students who lack the necessary hardware or connectivity.
Addressing these gaps is essential to support the vision of a “transformative digital world” for
music,"® where digital tools enable creativity for all learners regardless of their socioeconomic
background.

2. Teacher Roles and Institutional Adaptation

Another key dimension of this research concerns the evolving role of the teacher and
institution. Evidence suggests that instructors who adopt facilitative approaches and embrace
technology significantly enhance student learning outcomes. This aligns with contemporary
pedagogical models such as the flipped classroom, where students consume instructional
content outside the classroom and devote in-class time to higher-order activities. In the
context of music education, Elliott’s praxial philosophy emphasizes active music making and
problem-solving under teacher guidance. Digital native learners extend this praxis by
incorporating online resources as part of their practice. Instructor feedback in this study
indicated that when teachers curated online materials and coached students on independent
learning strategies.

Resistance among some instructors also emerged. Certain educators initially viewed
platforms such as YouTube as a threat, fearing loss of pedagogical control or the spread of

poor practices. Yet many came to recognize that students continue to need expert guidance

2 Sunggi Cho, Yoomee Baek, and E. J. Choe, 132.

1 Danny Bakan and Peter Gouzouasis, 2.
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to navigate online content effectively. This realization aligns with UNESCO’s frameworks that
describe teachers in the digital age as “learning consultants.” ** Educators thus remain
indispensable, but their roles increasingly involve curation, coaching, and scaffolding, greater
validity.

3. Cultural Interplay: Global and Local Dynamics

A further point concerns the cultural interplay between global digital culture and local
educational traditions. Thai higher music education is rooted in both Western classical and
Thai classical traditions, generally delivered through hierarchical, formal methods. By contrast,
digital natives belong to a global youth culture where learning is democratized, and interest
driven. This tension creates challenges, such as diminished student interest in traditional
repertoire, but also opportunities for innovation. Students in this study blended Thai
instruments with digital loops, generating hybrid forms that embody both local and global
influences. However, the new media facilitates shared creativity and dissolves boundaries
between musical styles. Rather than threatening tradition, digital engagement may support
cultural preservation by recontextualizing traditional forms in modern practices."

4. Implications for Music Education

The grounded theory developed here yields several practical implications:

4.1 Curriculum Design. Flexible, student-centered curricula that incorporate
learners’ interests are essential. Elective modules on popular music, technology, or
songwriting could complement classical training. Without formal provision, students pursue
these areas independently, often without guidance. Assisnments that require analysis of pieces
learned informally could help bridge informal and formal domains.

4.2 Teaching Strategies. Blended pedagogy is critical. Teachers can curate
quality YouTube tutorials, share resources via learning management systems, and encourage
the use of practice applications. Instruction in digital literacy for music—such as critically

evaluating online content or employing digital audio workstations—can strengthen students’

14 UNESCO, “Digital Learning and Transformation of Education,” accessed August 1, 2025, https://www.unesco.
org/en/articles/digital-learning-and-transformation-education.

1 peter Gouzouasis and Danny Bakan, 11.
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independent strategies. Recognizing and validating out-of-class learning fosters positive
classroom climates. Activities like “show-and-tell” sessions encourage peer learning and
integrate informal experiences into formal pedagogy.

4.3 Institutional Support. Infrastructure such as reliable internet, digital devices,
and subscriptions to music platforms is essential. Institutions should also provide faculty
workshops on emerging technologies. Moreover, assessment systems should account for
informal learning achievements, motivating students to engage more deeply with self-directed
efforts.

4.4 Student Guidance. Institutions must help students balance the strengths
and risks of digital learning. Time management and reflective practices should be emphasized.
For example, practice logs documenting both formal and informal activities can cultivate
metacognitive awareness. This helps mitigate risks of superficial learning or neglect of
fundamentals.

4.5 Policy Implications. At a policy level, these insights could inform national
strategies for digital education. The Thai Ministry of Education, for instance, might develop
resources for integrating technology into music curricula or fund Thai-language digital content
creation. Beyond music, this model of blended self-directed learning could guide pedagogy
across other disciplines, given Gen Z’s preference for interactive and personalized education.

5. Limitations and Future Research

Several limitations should be acknowledged to contextualize the findings of this study.
First, the small instructor sample size (n=4) limits the representativeness of the faculty
perspective; including administrators or policymakers in future studies could provide a more
systemic view of institutional readiness. Second, the findings are culturally and geographically
specific. The unique interplay between Thai educational traditions and the specific digital
landscape in Thailand may not generalize internationally. Furthermore, the disparity in digital
infrastructure—specifically unstable internet access and varying device quality—served as a
confounding variable that may have influenced student engagement levels beyond the
pedagogical design itself. Third, the reliance on self-reported data may introduce participant

bias. While this was mitigated through the triangulation of instructor interviews and digital
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artifacts, future research could benefit from employing observational methods or objective
log-based data from Learning Management Systems (LMS) to enhance validity.

Regarding future inquiry, there is a clear need for quantitative studies to test the
statistical relationships between the use of online resources, intrinsic motivation, and teacher
support. Longitudinal designs would also be invaluable for tracking the evolution of “digital
citizen” learning habits over an extended academic career.

6. Additionally, the following areas warrant further exploration

6.1 The Evolution of Instructional Roles: Future grounded theories should
examine how instructors specifically adapt to the shift from knowledge providers to facilitators,
particularly within the traditional “master-apprentice” frameworks of Thai music education.

6.2 Technological Equity: Research should investigate how institutionalized
digital support can bridge the gap created by infrastructure disparities to ensure equitable
music learning.

6.3 Emerging Technologies: The potential of Artificial Intelligence (Al), Virtual
Reality (VR), and collaborative platforms deserves rigorous study to explore their capacity for
enhancing creativity and social music-making.

By addressing these gaps, future scholarship can contribute to a more holistic and

equitable framework for music education in the digital age.

Conclusion

This study examined music learning among digital-native students in Thai higher
education, developing a grounded theory of Blended Self-Directed Music Learning. Students
combine technology and personal agency to enhance formal instruction, creating individualized
learning pathways. The theory identifies causal conditions (digital upbringing, personal interests,
online resources), contextual factors (curriculum, teacher roles, infrastructure), strategies
(tutorials, apps, peer collaboration, blending formal and informal learning), and consequences
(skill development, autonomy, and innovative pedagogy). Learning now extends beyond
classrooms; digital tools are integral, not distracting. Educators should guide critical engagement

and reflection while embracing technology. For Thai higher education, this framework informs
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curricular reform and contributes globally to understanding how Gen Z music learners construct

knowledge in a digital era.

Declaration of Generative Artificial Intelligence in the Writing Process
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