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Southeast Asian Musical Materials for Contemporary Composition

Abstract

The research Southeast Asian Musical Materials for Contemporary Composition
aims to study characteristic musical elements of each country in Southeast Asian along with
their historical context and cultures. Through fieldwork study, the collected data is
transformed into western contemporary composition in the form of symphonic poem. The
first part of the research aims to emphasize the five countries of the mainland Southeast
Asia: Thailand, Myanmar, Cambodia, Laos, and Vietnam. The great ancient civilizations of
the five countries: Bagan, Angkor, Dvaravatiy, Lan Xang, and Champa are set as the theme for
the five movements of the Symphonic poem The Empires. Significant history and cultural
heritages of each empire are transmitted through musical materials of the mainland of
Southeast Asia including instruments and ensembles sound, rhythm, melodies, modes, as
well as musical characteristics and structures of each nation that are intermingled with
innovative contemporary composition techniques, projected through the sound of a western
orchestra. This methodology of integrating core research of Southeast Asian music into a
creative contemporary composition can serve as a means for cultural preservation and
promote musical identity of the mainland Southeast Asia in this contemporary society. Also,
the work can strengthen the cultural identity of the ASEAN community together with
advocating their heritage throughout the world.

KRey words: ASEAN music, Contemporary composition, Southeast Asian music



Executive Summary

The research Southeast Asian Musical Material for Contemporary Composition aims
to provide a new approach in musical cultural preservation. By means of integrating research
methodology of Ethnomusicology and western contemporary composition technique to
bring forth the history of the mainland Southeast Asia and their musical materials, along with
cultural heritage into western composition that can be reached by the world. The research,
in summary, can be divided into three procedures:

1) The study of musical materials of the mainland Southeast Asia through
ethnomusicological fieldwork methodology in five countries including Thailand, Cambodia,
Myanmar, Laos, and Vietnam.

2) Innovative contemporary composition techniques in applying musical materials
from the fieldwork to a western contemporary composition

3) Publicizing the knowledge of both the fieldwork and the composition in the forms
of a concert, book, and articles with the explanation and demonstration on the application
of contemporary composition techniques to convey the musical identity of mainland

Southeast Asia.

In the first procedure, the researcher collected the information through document
study and fieldwork research by interviewing ethnomusicologists and musicians in five
countries of mainland Southeast Asia. The information collected includes information on
scales and tuning systems, instruments and ensembles, performance practices, rhythms,
repertoires, and musical structures. Types of materials gathered during the fieldwork research
comprise documents, audio recordings, and video recordings.

The second procedure, the process of the composition, is considered the most
challenging procedure of the research. Since the purpose of the research is to create a
western contemporary composition that can convey the identity of Southeast Asian history,
culture, and their music, the researcher has to create techniques that can blend Southeast
Asian musical elements with western musical materials to be performed by a western
orchestra. The differences in both eastern and western cultures have to be minimized with
innovative techniques of contemporary composition that are designed by the researcher.
The outcome of this procedure is a composition in a symphonic poem form in order to
provide the historical heritage of the region. As such, the researcher has set the theme on
the ancient civilization of the five countries, including Bagan, Dvaravati, Angkor, Lan Xang,
and Champa. All the five empires are set as the internal theme of the symphonic movement
in the symphonic poem The Empires.

The Bagan is designated as the first movement of the symphony. The theme of the

movement is set on the Nat pwe, which is the belief in the spirits of Burma, accompanied by



the music of hsaien waign ensemble. Pat waign the Burmese drum is imitated through
western instruments along with the rhythmic pattern that accompanied the pwe. The
structure of the song is divided into 4 sections based on the structure of the Bagan pagoda,
which is in a rectangular shape. The festive sound of the hsaign and the dance in the Nat
pwe are transferred with western instrumentation techniques.

Dvaravati arrays the Mon cultures and Buddhist cultures of Thailand. The Dhmajakra
is used as musical symbolism through the interval of the third (D-F-Ab, etc.) in the circular
shape of the Dhamajakra. Morn chanting of Dhamajakra sutra is transformed into the string
section and one of the movement’s themes.

Lan Xang has its theme set on the heroic figure of the empire, King Fa Ngum, the
founder of the Lan Xang empire of Laos. The Khmer melody Kamen Aey bang is used as
one of the main themes to tell of the childhood of King Fa Ngum who was raised by the
Khmer king. The Lao rhythmic pattern is set as main rhythm of the movement.

Angkor depicts the great cultural heritage of Southeast Asia, having Apsara dancer, a
carving on the stone relief of the Angkor temple, as the main theme of the movement. As
such, the melodies of the pin-peat ensemble are transformed to portray the Apsara dancer
of the Angkor temple.

The last movement, Champa set as a battle between the great Khmer empire and
the kingdom of Champa. Viethamese melodies that were performed on the ancient
lithophone are used as one of the main themes accompanied by Vietnamese drums
representing as the Cham, while having Khmer melody of Apsara dancer interwoven in to
mark the stand point of the other side. The conclusion of the movement presents the
Vietnamese Nam Ai melody, a melody which refers to the heritage of the Cham.

The third procedure presents the information in three parts. In the form of a book,
musical materials of the mainland Southeast Asia will be discussed in five chapters: music of
Myanmar, Cambodia, Thailand, Laos, and Vietnam. The second part of the book is the
explanation and demonstration of methodology in applying contemporary composition
techniques to convey the musical cultures of Southeast Asia. The last part is the publication

of the music score “The Empires.”
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materials throush songs, dances, and games Tusud@unun World Music Pedagogy Workshop
YBINFUTLYUIVINTAUAT Society of Ethnomusicology 62™ Annual Meeting dloud 28 faAY
2560 i Denver

3) Lﬁuﬁmmﬂi%’m%@msmsJL'%@qmum%ﬂumﬂﬁuLLNuﬁumaagﬁmﬂL@L%&Jmi’uaamﬁaﬂéf i
11INe188 Colorado States University, Fort Collins dleYud 2 NEAINBU 2560

4) auenddvluiivszruEounadineluaivessen lunsuszsyn 45 Annual Meeting
of the Council for Thai Studies (COTS) Juil 11 waednieu 2560 Aumine1ds UCLA, California,

7 3 (2561)

5) YnausNawiTeiEes Bronze and Bamboo Cultures of Southeast Asia Muwieina
Asian-Pacific exhibition ﬁ%@ﬂizﬂ;m Lindou, Michener Library 19117318188 Northern Colorado Tu
$uft 26 funpu 2561

6) WaueNauiTuISes Whose music is this: Thailand, Laos, or Cambodia? GLu‘ﬁIUi%sqﬂJ
College Music Society Conference 2018 TuSudl 31 Fwew 2561
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1. Poster concert Sinfornia Siamindra UTILalAgI9

]

Orchestra Ju#l 15 N3NYIAY 2560 NAugTausssuwislsemnalng

onau

Charles Olivieri-Munroe

Narongrit
Schumann

Brahms

Programme
Dhamabutra : Sinfonia Stamindra
Piano Concerto in A minor, Op
Symphony No. 2 in D major; Op.

SATURDAY 15 JULY 2017 ac 8 PM

THAILAND CULTURAL CENTRE, MAIN HALL

.

wodiun dogin
LUREEERTTTIERN VNI wlanag
MR UNIZTUNNITNY 28 nangran
2560 29 RBSO W nduaunmng “Fuln iy

HOWAUNT (Sinfonia Siamindra) 1ow1'mnﬁa

EMNERIHAUT G
glanitandenieeding drswudl
FRPTINIE M. 30RO oI ponuans
Whalgignyluaewdinasod LRTRTAT I o
AouuTiln W umlaum@nges Schumann
ieadelilan semm amed Asthudodsi
uazameInafedvsseninde wadudadu
g ui gavuzidaniausvin International
Beethoven Competition v‘a‘nuﬁuum uarlull
.. 2008 T#3uusioRaiiin Artistic Director une
Principal Conductor 18933 Vienna Chamber
Orchestra ta314A139# UMY Artistic Director
waaMAMaAWATEEY Neuburg uax Upper Austrian
Monastery Concerts Fadhunamaneiiado
wosonatais uazdmioaonsdounduin
WaneeY 2 189 Brahms Basnaa iz dialy
MeenInaiiEndenn Aowdinaei 29 RBSO
1o iad Tofdesinls gomomastauama
AftannmntInuazirRun g e e

Y TRyTmenATIsFuyI Artistic Director La=
Principal Conductor 18129 Krakow Philharmonic
Orchestra tlszmAlUuaws

Ticket Prices
500. 1,000. 1,500. 2,000. 2,500

Special discount
of fo Bank Cre

Royal Bangkok Symphony

sed by Narongrit Dhamabutra,
ng

Stefan Vladar i

accompanist, and

Label CAPRICCIO re

four CD-Box set with the comple
solo concertos.

Canadian conductor Charles Olivieri-Munroe
is joining the RBSO for the fifth time, hav

by now established an enjoyable
relationship with the musicians. This tim:
condlude the programme with Brahms Symphony
No. 2 in D major, a glorious work that overfk
with joyful optimism. Olivieri-Munroe is
presently Artistic Director rir ductor
of Krakow Philharmonic
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2. Poster concert, “The Empires” viou#l 1 wag 2 Bagan and Davaravati Wagniinun
Tsunsuldde lureudsn The Sound of ASEAN and Romanticism ivieUseufadinusssy 811
wadlae Dr. Michael Alexander 9unasnsalamInense Weadui 19 §uaeu 2560

1 he Sounds of ASEAN and Romanticism

Concert

3. wHutuiinnsuaniAeudse The Sound of ASEAN and Romanticism fivieUssa
AaUTausssu g1uleiwaslay Dr. Michael Alexander 91ansaluvning sy Wedui 19 Suneu
2560
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4. UTIEINIANISLERIADULESALaYNSHNGaL The Sound of ASEAN and Romanticism
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5. nunedey Tunusenus “The Empires” TUuanslusnu Interational Composition Festival
2018 Tuduil 11 &wney 2561
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6. Poster ‘Uismaﬁlaﬂ Bronze and Bamboo Cultures of Southeast Asia Lﬁ"eﬁuﬁ 26 fu1AL 2561

Asian-Pacific Exhibition, University of Northern Colorado

ASIAN/PACIFIC AMERICAN STUDENT SERVICES PRESENTS...

BAMBOO & BRONZE CULTURES
OF SOUTHEAST ASIA

presented by Dr: Nan (Jittapim) Yamprai

B Monday,
March 26th
3:45-5:00 pm
Michener Library,
Lindou Auditorium

Dr. Nan (Jittapim) Yamprai
Assistant Professor of Music History &
Ethnomusicology

School of Music

College of Performing & Visual Arts

Dr. Yamprai demonstrates how cultures become part of
Southeast Asian lives from food, facilities, music and dance.

s & Univ

can vic
Celebrating Asian Pacific American history across a

| \/\/A N | H E \/\/ | D E multitude of widely diverse cultures and exploring
how Asian Pacific Americ ed and

AMERICA |\| EA RT |—|
EX H | B I T For more information email Alethea.Stovall@unco.edu or go to

libguides.unco.edu/Wide-American-Earth
UNC Asian/Pacific American Any person requesting disability accommodations for these events
Student Services please contact 970-351-2289 at least 3 business days in advance
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7. Poster :nuUwAn1a Thailand International Composition Festival 2018

THAILAND
INTERNATIONAL
COMPOSITION
FESTIVAL2018

6-11 AUGUST 2018

COLLEGE OF MUSIC MAHIDOL UNIVERSITY

Thailand International
Composition Festival

More info: tichnfo@gmail.com
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1. Dhamabutra, Narongrit and Jittapim Yamprai. “Methods in blending ASEAN Cultures in
Contemporary Composition.” Rangsit Music Journal (13/2), 2018.

Methods in blending ASEAN cultures in contemporary composition
UNANgD
v v a = [ a Y ) [ o o A
nseyin¥inusssuvesiinaei@eng Jusenidedls (Wunildudssiiu drdgyivnuszmea Tu
piinalue@unyiusendedld wereumnalavisuazisnislunsdvauimusssundu endnval

vosnulrimssdeglugalanmAfanl  AduiFedismsnaunauinmsssuausdendeuly unuseius
washwadel fyausvasdifioauouny wuamdunisewsndiausssudusine ves niaALeLTY
nziusanidsdliiiumamain Tunsmsussiudinasiwaioveansedons ssauns  wanside
wandliifiudansiiaueiBnslumsaeneniausssmeiiumau  esdUszneunun  LazAdos
AuAFUTEIINR unuuazauTorusineg vesnlinagwialug MumsunUseiusinas sauafed
UsTas  shenuainyTuanuasunUsEiusnasTals  finaunauszrinaeiowus’  Uszdiund

LAY MAUATALIURN

Adfty: Useiusinassiuady, ondew, ausnyinusssy

Abstract

Cultural preservation is one of the significant policies that all countries in Southeast
Asia are obligated to seek strategies for maintaining it in this modern era. The research
Blending ASEAN Cultures in Contemporary Composition aims to demonstrate methodologies
for conserving Southeast Asian cultural identities through the contemporary composition of
Narongrit Dhamabutra. The research outcome arrays techniques in transforming several
ASEAN cultural aspects including religions, traditional musical materials and instruments,
mythology and beliefs into a contemporary composition of western orchestra and mixed

ensemble.

Keywords: Contemporary composition, ASEAN, cultural preservation
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Methods in Blending ASEAN Cultures in Contemporary Composition
Narongrit Dhamabutra
Jittapim Yamprai

One of the great Southeast Asian contemporary composers and ethnomusicologist,
José Maceda (1917-2004) had set up a model in combining ethnomusicological research in
musical cultures of the Philippines and Southeast Asia with contemporary composition
techniques. Michael Tenzer wrote in José Maceda and the Paradoxes of Modern
Composition in Southeast Asia that Maceda was different from other twentieth century
composers who applied exoticism in their works since Maceda did serious fieldwork study in
Southeast Asian materials and used it in his composition.’ Following his attempt in
promoting Southeast Asian musical culture through contemporary composition, Narongrit
Dhamabura, Thai national awarded composer, integrated ethnomusicological research in
Southeast Asia and expanded further from Maceda in developing new techniques in
transmitted not just the Southeast Asian musical materials but the various aspects of
Southeast Asian cultures including history, religions and beliefs,

Dhamabutra is a Thai contemporary composer and nationally awarded composer
whose entire life has been devoted to seeking methods in contemporary composition for
conserving Thai traditional music as well as other Southeast Asian musical traditions. His
compositions aim to present not only Southeast Asian musical materials, but also cultural
identity, and the ancient heritages of the region. The common features and uniqueness of
each Southeast Asian cultural identity are explained in the topics of religious context,
indigenous instruments, and musical materials to reveal how contemporary composition is a
means to display cultural identity of Southeast Asia. Therefore, this research aims to

demonstrate methodologies in composition techniques of Narongrit Dhamabutra in

1 Michael Tenzer, “José Maceda and the Paradoxes of Modern Composition in Southeast Asia,” in Ethnomusicology 47/1
(Winter, 2003), 108.
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transferring those aspects of ASEAN cultural identity in his compositions. Following to this,
are the areas of cultural transmission that Dhamabutra aims to display in his compositions.
1. Displaying religious context

Southeast Asia is a land that has blended with several religious cultures since the
ancient times including Animism, Hinduism, Buddhism, Christianity, Islam, and others. All the
religions have their own identity along with common features such as bells and the sound of
chant. In Buddhism, the “temple sound” is the sound that people hear when they enter the
Buddhist temple in Thailand. It involves with sound from chimes and bells of several sizes
that are ringing at a different time when the wind blows.

These sounds are transferred into different types of rhythm, creating variety into each
voice of different keys and tempi. The “temple sound” brings peace and tranquility to the
mind when entering the temple, a perfect place for meditation. The example below displays
how the piano can mimic the sound of the temple bells and hanging gong. The lower
register of the piano is designated for the largest hanging gong of the temple while the small
bells are imitated by the technique of tone clusters notated in triplets at the middle and
high register of the piano. The sound of the little bells that typically hang under the roof of
the temple is notated with box notation where the performer can select their own tempo to
imitate the actual sounding of the bells (see Music Example 1).

Misterioso « = 56

(temple bells) play in any order, like little bells from the distance.
¥ T 8" 1

JuamTToTommmemmEm ; ”””” -1
0z bop~ e bﬁ' Al o oo o oo oo
i 7 {
T

Piano

Music Example 1 Bells and gong in three registers of the piano in the Quintet Spirit of ASEAN,

mvt. Il, mm. 1.
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Besides the sound of the temple bell, is the technique to imitate chant. The melodic
characteristic and rhythmic pattern of the chant are transferred to the musical theme. The
example below (music example 2) is the melody representing the chanting of Mon culture in
the Dvaravati movement of symphonic poem, The Empires. The main characteristic of Mon
Chant is the melismatic vocal expression. This character is imitated in contemporary
composition technique through the implication of augmented second that leads to the main
pitch with a half step motion to create pitch bending and applying glissando to imitate

melisma (see Music Example 2).

y/
Vin 1 ey —y _—
T o e e o - = =
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N~ ——pp
y/
Vin Il \Woy——7—F=io— =
D) -—Fe —
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: =—pp —
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b B et b g ey
== e
>m}
ob. |

Music Example 2. Applying pitch bending technique to imitate “Mon chanting,” in the

symphonic poem, The Empire, mvt. Il, mm. 77-80.

2. Imitating the sound of indigenous instruments with western instrument

The sound of Southeast Asian instruments, including chordophone, aerophone, and
idiophone, can be imitated by western instruments through new instrumental techniques.
The example presented here shows the technique for imitating the sound of instruments
including the mouth organ, the gourd monochord instrument, and Burmese ensemble,
hsaing waing.

2.1 Imitating the sound of the mouth organ

Mouth organ is one of the popular folk instruments of Southeast Asia that circulated

in the mainland of Southeast Asia. The characteristic of drone from the mouth organ is
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imitated by playing on the open D and A strings on the first and the second violin. The
dynamic adjusts from loud to soft to imitate the breathing of the mouth organ player. The
marking, Quasi cadenza together with the dotted bar line are assigned to create flexible

rhythm (see Music Example 3).

(Echo)
Moderato J = 96 (Quasi Cadenza)
- ~ — — ~ — —
violin | | = d = o P B L
Ol v v T _ v v =
mpapp P> pp \p=pp > pp
(Cuasi Cadenza) H
Y o e o W S Y Ty
violin Il | = ——— —a
. B | | = ]
© v A 4 EALA
f=p f=p S=pr Sf=p \f fp——=———\f=p Sf>p
H
~ ~ m !
viow | FEEE :
H
~ ~ ~
Violoneello ¥

Music Example 3 Creating the sound of “Kaen” (mouth organ in Thailand) in the first and
the second violin of Quintet for the Spirits of ASEAN, mvt. lll, mm. 1-5

2.2 Gourd monochord instrument

Besides the mouth organ, the excerpt in the example 4 displays the technique in
imitating the sound of a gourd monochord instrument, which is called “khse muoy” in
Cambodia or “pin pia” in Thailand. The tone color of the instrument is soft and has a unique
sound of vibration through the resonation created from gourd that interacts with the chest of
the player. The expression, pizz. molto vibrato is assigned to imitate the plucking sound of
the monochord instrument and molto vibrato is to use human body as an amplifier of the

quarter tone (see Music Example 4).

izz. molto vibrato
A pizz 3o ri— =
y — 3 I I } f=l
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Music Example 4 Using pizzicato and molto vibrato to imitate a gourd monochord instrument

in the symphonic poem, The Empires, mvt. Il, mm. 84-86.
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2.3 Folk ensemble of North Eastern Thailand and Laos

Varieties of instruments in the aerophone, chordophone, and idiophone categories
are the nature of musical life along the Mae Kong river. These native instruments derive from
materials used in everyday life, such as a jar, a pottery for keeping salt, marinated fish, rice
liquor, etc. The jar is then modified to become a pitched percussion instrument with the
rubber band tied across the mouth of the jar. The sound produces from plucking the rubber
band and the size of the jar create different pitches in the bass register. Besides the jar, the
plucking lute, called pin are another popular folk instruments functioning in the folk
ensemble.

To displays the sound of these native instruments, instrumentation and string
techniques comprising of col legno, sul ponticello, sul tasto, and tapping on instrument’s
body are applied.

This example shows how cello and bass are assigned to tap on the instrument to

imitate the sound of a North-Eastern drum (see Music Example 5).

Vin I o 3

* Tap on the body
piz of the instrument

* Tap on the body
piz. of the instrument

Music Example 5 Hand tapping on Cello and Double bass, Lao Pan Concerto in Piano
Concerto of Siam, mm. 37-43.
The following example (Music Example 6), indicates the use of snap pizzicato

technique by the cello to imitate the sound of north-eastern percussion.
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Music Example 6 Using “snap pizzicato” to imitate native percussion instrument, Lao Pan

Concerto, mm. 401-403.
2.4 Burmese Hsaing Waing

In this example, the goal was to present the over all sound of the Burmese hsaing
waing ensemble that comprises the sound of drums, gongs, and percussion instruments. The
sound of chauk lon pat (set of drums) and the cymbals are imitated in the example 7
through the sound of four timpani that are tuned with different pitches. The vibraphone
represents the gongs sound of muang hsaing and ¢i waing. Trumpet and horn imitate the

sound of nhe, the Burmese folk oboe (see Music Example 7).

{

r's
Tpt. |5
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Timp.

v 2
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ib. |Ham—= — T

v

Music Example 7 Imitating the sound of hsaing waing ensemble through western percussion

instruments, The Empires, mvt. I, mm. 65-67.
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3. Displaying musical tradition and festival

Presenting cultural identity can be done through the creative sound that displays the
atmosphere of the event as well as the music tradition itself. The example here is to present
Indonesian Gejog lesung, the working song that imitates the life of people in grinding rice.
Many wooden poles are thumping at a different time in a large hollowed piece of wood by
performers to imitate the action of pounding the rice. To imitate the sound of Gejog lesung,
the techniques of slapping on the body of the string instruments are used to represent the
sound of the wooden pole. Since the poles are thumped at different times, polyrhythm and
metric modulation are applied with an ostinato pattern that is placed among the strings
section in a changing tempo, to represent the rice pounding that is done freely without a
strict pattern.

At the beginning of the movement, the tempo is set with the quarter note at 120,
then the grouping is changed to a quintuplet in which a quarter is set at 140 and keeps
increasing until it reaches 150. Examples presented here (Music Example 8.1-8.2) are from the

fourth movement of Quintet for the Spirits of ASEAN.

a Alllegro molto, preciso meceanico J = 120 stl: on the body of the instrument
v )
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v | -
4
S
Tab on the body ¢f the instrument
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©
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Music Example 8.1 Ostinato pattern in a tempo of 120, Quintet for the Spirits of ASEAN,

mvt. V, mm. 1-10.
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Music Example 8.2 Ostinato pattern in a quintuplet setting of 144, Quintet for the Spirits of
ASEAN, mvt. V, mm. 37-40.
4. Cultural symbolism

Symbolism in Southeast Asia involves mythical creatures, folklore, and signs. It
represents feelings and emotions that are attached to culturally significant stories that have
been passed down since ancient times. Gala or Kirtimukha is one of the Hindu Gods created
by Shiva. Traditionally, the face of Gala is inscribed over the entrance of the Hindu temples
in South Asia and Southeast Asia. Legend tells the story of his birth from Shiva’s anger —
that Gala came out of Shiva having the body of a giant with a lion’s face. Gala destroyed
everything, created chaos all over the place. Shiva, avoiding the doom, asked Gala to eat
himself, in which he obeyed Shiva. Only his cruel face without the lower lip was left. In
sympathy for his sacrifice, Shiva placed him at the entrance of his temple.

From the legend, Gala is a symbol of fierce violence, fear, and also connects to Lord
Shiva himself. To present the image of Gala and his connection with Lord Shiva, non-
traditional harmony is invented by the use of the intervals reflecting the distance of the
planets to the sun, arranged from the closest one. Hence the serial number of half-step
intervals produces the numbers of 1, 2, 3, 5, and 8, which results in the pitches of C, Db, Eb,

F#, B, and G (see Music Example 9).

Mo

>
¢

Music Example 9 The series reflecting the distance of the planets from the sun
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This series represents Lord Shiva, while other musical materials, including extreme
dynamic force, frequent accents, utmost contrast between lowest and highest registers,
tremolo, and the techniques of sul ponticello that produces the high harmonic nasal sound
(bowing near the bridge) and portamento (sliding from one note to the others) in strings

instrument (see Music Example 10) express the ferocious nature of Gala.
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Music Example 10 Application of dynamic forces, tremolo, extreme contrasting register, and
strings techniques to portraying Gala, Quintet for the Spirits of ASEAN, mvt. IV, mm. 10-17.
5. Traditional melody

Melody presents each culture’s identity due to the characteristics of pitch sets,
intervallic structure, modes, and styles. Implying traditional melody is, therefore, not only
preserving the tune, but also provides the entire composition with cultural identity. The

melodies presented here are drawn from the
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Mon melody Nang kruan (woman’s weeping) and the Vietnamese melody Luu thuy (river
flows). Each presents different techniques for applying traditional melodies in contemporary
compositions.

The first melody, Nang kruan maintains only the melodic motif, but restructured in

the new rhythm and melodic inversion (see Music Example 11).
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Music Example 11  Nang kruan melody in triplet and its melodic inversion, The Empires,
mvt. ll, mm. 73-76.

The second melody, Luu thuy, aims to keep the whole melody it its original shape
and rhythm but provides a counter melody that vivifies the beautiful flowing river of its title

(Music Example 12).
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Music Example 12 Counter melody depicting river flowing in woodwinds that leads to

Vietnamese melody in strings in the symphony, The Harmony of Chimes, mvt. VI, mm. 7-17.

6. Blending traditional instruments with western orchestra

The major challenge for every contemporary composer is an attempt to blend the
traditional instrument with the western orchestra. The challenges always surround the
differences in tuning systems and modes and how to maintain both identities in one
composition. The examples presented here are from the symphony, The Harmony of
Chimes, using five Southeast Asian instruments: Burmese Saung Guak, Indonesian Bonang,
Thai Pii, Philippine Kulintang, and Vietnamese Dan Bau.

Two movements, Bonang and Kulintang are presented here with different methods in
maintaining their identity along with western orchestra. To make the identity remain, the
traditional instrument should not be forced to change its tuning to western tuning. Likewise,
western orchestra should not change their tuning to match others. Therefore, in order for
both cultures to perform together, some significant pitches should be synchronized together
including the tonic and dominant. The rest of the pitches should be left in their tradition.

5.1 Indonesian Bonangs and western orchestra

The following example displays the application of Indonesian musical scales: slendro
and pelog. The seven-pitch pelog scale is played by the western orchestra while the five-
pitch slendro is used for the bonang panerus and bonang barung. This maintains the tonic
dominant pitches for all instruments while giving each instrument freedom to avoid
alteration. Also, in order to represent the identity of Indonesian music, not only their scales
the scales should be used, but also the structure and style are important. The Indonesian
ensemble is considered a layered ensemble where each instrument presents the selected

pitches in a different time and rhythm. Therefore, in this example the western canon
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technique (see Music Example 13.1) with diminution and augmentation are applied through
heterophonic texture (see Music Example 13.2).
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Music Example 13.1 Using canon technique to present the slendro scale, Harmony of

Chimes, mvt. lll, mm. 1-12
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Music Example 13.2 Using diminution and augmentation technique with heterophonic texture

to imitate musical layers of Gamelan ensemble, Harmony of Chimes, mvt. lll, mm. 1-12.

5.2 Philippines Kulintang and western orchestra

The nature of Kulintang instrument is similar to Bonang where the pitches of the
gongs are selected depending on their repertoire. Kulintang contains seven to nine gongs.
These selected pitches of gongs are set in rhythmic mode and are performed with
improvisation. José Maceda (2001) clarified that there are no standard tunings and also

pitches are varied among ensembles in the Philippines.
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In this example, the contemporary composition is structured in call-and-response style,
having Kulintang interchange its dialogue with the western orchestra. Melody is created from
the selected five pitches of Kulintang that are similar to western pitches (Eb, F, G, A, and B).
Musical texture is constructed with stratification techniques to imitate the sound of the

Kulintang ensemble (see Music Example 14).
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Music Example 14 Techniques of stratification to imitate Kulintang ensemble and leave
Kulintang instrument for their rhythmic improvisation, Harmony of Chimes, mvt. V, mm. 76-

81.
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Conclusion
Contemporary composition can be one of the effective ways to promote musical

cultures of Southeast Asia. Through compositional techniques, along with ethnomusicological
research on musical traditions, instruments, ensembles, and sound systems, the cultural
identities of Southeast Asia and their heritage can be presented in a modern ways that could
attract the audience of this contemporary world. For contemporary composers, this research
provides a new guideline in creating contemporary composition for the benefit of world
musical heritage as well as adding new instrumental techniques to the contemporary
composition methods and expanding the area of contemporary composition in promoting
Southeast Asian musical cultures. By studying, learning the cultures, the right perspective in
understanding cultural identity can be created. As a consequence, western contemporary
composers can realize its value and significance in musical culture preservation.
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Today music education in the schools has changed its traditional practices from
American and European based music curriculum to integrate more world music elements in
order to serve the multi-cultural community that keeps growing in the United States.

Campbell stated in her article Music Instruction: Marked and Molded by Multiculturalism
that

“Multicultural music education” is the study of music from groups
distinguished by race  or ethnic origin, age, class, gender, religion, life style
and exceptionality... “Multiethnic” is a label applied to curricular developments
that focus exclusively on the study of groups distinguished by ethnic origin. A
music program that focuses in greater depth on a representative and prominent
musical style of a group of people united by national or ethnic origin is a model
of “multiethnic music education.””

Music education books have integrated songs and dances around the world for school
teachers to invite students of every age to experience other cultures with a greater goal that
understanding and learning other cultures outside their own comfort zone can reduce

problems of racism and break down the barriers of differences.

Among sources published in music education books, the majority of songs and dance
selections are drawn from popular countries of European, Latin America, African, Australian,
West Asia and East Asia regions and less are from countries of South and Southeast Asia.
Also, many songs and dances, in reality, share history, materials, and cultures with each other.
That information should be part of the instruction and a group of songs or dances that share
the same cultures should be taught together in order to erase the border of differences for the

student.

The dance presented in this article is one of the famous bamboo dances of Southeast

Asia; however, only the Philippines Tinikling dance is made popular due to its festive

2 Patricia Shehan Campbell, "Music Instruction: Marked and Molded by
Multiculturalism" in American Music Teacher 42, no. 6 (1993): 14-69.
http://www.jstor.org.unco.idm.oclc.org/stable/43542462.
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character and simple triple meter that is derived from Spanish music during the western
colonization in Southeast Asia since the seventeenth century. Nevertheless, the bamboo dance
is practiced all over the region from Southern China to the mainland and maritime of
Southeast Asia. Therefore, teaching bamboo dance can and present the cultures that are bound
together by the agricultural lives of people in this region and the bamboo — the material that
is rooted in everyday life for these people providing food, tools, housing, and musical
instruments. Similarities and cultural identity can be introduced to the students through the
same materials — “bamboo poles” — along with the various music of the cultures in

Southeast Asia.

Bamboo Dance in Southeast Asia

Bamboo dance represents the agricultural life of the people in Southeast Asia. Major
landscapes of the region are used for growing rice, the fundamental food for all people in
Southeast Asia. Traditionally, growing rice is done as group-work by the villagers, who will
later all do the harvest together. Music accompanying their work, therefore, is associated with
their living, such as growing rice, pounding paddy, or fishing. Bamboo dances were
developed from their work when pounding rice paddies with a pestle in a large rice mortar.
While helping each other pounding the paddies, workers use the rhythm of the pestle hitting
the rice mortar to create a rhythmic base for music, such as “Gejog Lesung” in Indonesia.
Others, sing a folksong while working. Later, it developed into a dance form as an
entertainment after a long work day. The bamboo dance or pestle dance is called by different
names in various regions: Tinikling in Philippines, Robam Kous Angrey in Cambodia, Lao
kra-tob mai in Thailand, and Mua sap in Vietnam. There are also distinct bamboo dances of
ethnic minorities including Chin and Karen bamboo dance in Myanmar, and various bamboo

dances from each tribe in Indonesia and Malaysia.

Basic materials needed for teaching bamboo dance are bamboo poles. One set of
bamboo dance materials is comprised of two bamboo poles at the length of 8-10 feet, two
wood blocks (such as a 2x6 about 30-36 inches long) to support the bamboo, and an audio
recording of the music used in each Southeast Asian country, or this can be played on the
piano. The number of the bamboo sets used in a class (can vary from 2-6) depends on the

number of students in the classroom and the size of the classroom.
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Equipment:

1. Two bamboo poles (9 ft.)

2. Two rectangle solid wood blocks (2x6 x 30°’)
3. Audio files

Players:

3-4 (2 people doing bamboo clapper, 1-2 performing the dance)

Philippines ‘Tinikling’

The dance imitates the movement of the Tikling bird while walking on the grass stems in the
rice field of the Philippines. The music accompanying Tinikling came from the Spanish
Rondalla (Folk music played by a string ensemble). Bamboo dance has become a popular
dance performed in all festive events in Philippines. Each region in the Philippines has their
own style of dance with various names and different musical instruments to accompany the

dance.

Tinikling music (3-beat pattern)
Influenced by Spanish Rondalla, Tinikling music is in 3/4 meter.
Dance pattern:
Rhythm 1 2 3
Bamboo In Out  Out
(clap) (tap) (tap)
How to play:

1. Listen to Tinikling song; teach students to feel the 3-beat group and clap their hands on beat
1

2. Practice clapping the bamboo on beat 1 and tap on beats 2 and 3

3. Practice dancing without music
4. Practice dancing with music but without moving the bamboo through the order of these

steps (with music on the last step):
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4.1 Beginning position: each dancer will stand on different sides of the bamboo, while
standing on the left foot outside the bamboo, touch the tip of the right foot on beat 2 and beat
3 inside the bamboo and on beat 1 step outside the bamboo.

321

4156

4.2 Start dancing to match the pattern without moving the bamboo

(beat 1 - outside the bamboo, beat 2 and 3 inside the bamboo). Beat 2 with the left foot and 3
with the right foot, then 4 will be with the left but changing to the other side of the bamboo.

Beats 5 and 6 are inside the bamboo and then the pattern repeats.

1) (2) Reverse the dance
L JRL]R
4 13.2]1
L JRL]R
4 156 (1)

4.3 Repeat steps 1 and 2 with music and then with the bamboo clapping

Cambodian Robam Kous Angrey

The Cambodian bamboo dance was a development from the action of milling the rice
by using two people alternately pounding the paddies with a pestle in the rice mortar,
providing a constant rhythm. The dance is derived from two different roots: one from the
Kuoy in Cambodia (ancient Khmer people) and the second from the Philippines (the
Philippines presented the dance to entertain the Cambodian King during his visit in
Philippines). However, when accompanying the pestle, Cambodian music uses a different
meter than the 3-beat pattern of the Philippines (Rondalla) music. The dance, as we know it
today, has been recreated by the Royal University of Fine Arts and is a product of
modernization.® More authentic versions of this dance can be found in the remote regions of

Northern Cambodia. The old type of folk ensemble has replaced by the more formal Mahori

3 Sam-Ang Sam and John Melville Bishop, Cambodian Court Dances: The Next Generation,
West Hills, CA: Media Generation, 2001, pp. 87-90.
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ensemble (one of the popular ensembles in Cambodia). Today, the pestle dance is a very

popular dance in Cambodia.

Music of Angre Dance (4/4)
Cambodian music is written in either duple or quadruple meter depending on the
transcriber. The melody is written in a C pentatonic scale with simple melodic structure of 8

measures in length.

Robaim Angre

11
9 n K T o
% = % g;
Dance pattern: (8-beat pattern)
Rhythm 1 2 3 4 5 6 7 8
Bamboo Out Out In - Out Out In -
(tap) (tap) (clap) - (tap) (tap) (clap) -

How to play:

1. Listen to the Angre Dance song; teach students to feel the 4-beat group in the 8-beat
pattern, and clap their hands while counting beats 1-4 (clap on 1-2-3 and hold their hands on
beat 4), then counting 5-8 (clap on 5-6-7 and hold their hands on beat 8)

2. Listen to the Angre Dance song, counting 8-beat pattern by tapping both hands on the front
of their legs (beat 1-2) and clap their hands on beat 3 (hold it while counting 4). Then, do the
same pattern on beat 5-8 (tap on the legs while counting 5 and 6, clap hands on 7 and hold it

while counting 8)

3. Repeat step 2 with the bamboo on the 8-beat pattern. Beat 1 and 2, 5 and 6 are done by
tapping on the wooden board and 3 and 7 are done by clapping it together (4 and 8 are done
by keeping the pole in the clap position but no clapping on the beat).
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Bamboo position 1,2, 3(4)

56 7(8)

4. Practice dancing without music (first time without moving the bamboo, second time with
the bamboo clapping)

5. On beats 4 and 8, while the dancer is standing on one foot, the other foot should be raised
to the front and a hand gesture is added in which the dancer, with their arms out to the sides of
their bodies to maintain balance (elbows bent), moves their hands in a circular motion at the
wrist only so that their palms face outward (away from their bodies) on each side. This is a

dance movement common to many cultures in Southeast Asia.

Beginning position: each dancer will stand on different side of the bamboo
beat 1 - put your right foot in the middle of the bamboo
beat 2 - replace the right foot with the left
beat 3 - step out of the bamboo by placing right foot on the floor
and clap the hand
beat 4 - hand gesture with left foot lifting to the front
beat 5 - put the left foot in the middle of the bamboo
beat 6 - replace the left foot with the right

beat 7 - step out of the bamboo by placing the left foot on the floor
and clap the hand

beat 8 - hand gesture with the right foot lifting to the front

3, (4) (8,716
R, (lift L) (liftR), L, IR,

~ =
— N
— Ul

5. With music, start dancing to match the pattern with bamboo clapping
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Thai Lao Kra-tob mai

Lao Kra-tob mai’ is developed from the pestle dance, one of the popular folk dances
in the Northeastern part of Thailand. Similar to the Cambodian pestle dance, it imitates the
lifestyle of agricultural workers among Thais and many ethnic minorities residing in
Thailand. Each region calls the pestle dance differently including Saek ten saak, and Rueam
am-re. In 1957, the Fine Arts Department of the Government of Thailand modified the dance
pattern and song accompanying the dance in order to annex the gracefulness of Thai classical
dance with its regional folk dance framework. Since then, Lao Kra-tob mai has become the
bamboo dance of Thailand and is performed at any festive events. This version of bamboo
dance is less active and more graceful than the previous versions learned, with the dancers

only stepping in and out of the bamboo on beats 7 and 1.
Lao Kra-tob mai Song

The song Lao Kra-tob mai is written in duple time (moderate tempo) with the
pentatonic scale (C-D-E-G-A). The term Lao in the song title refers to the Lao rhythmic
pattern, one of the fundamental rhythmic patterns in Thai rhythm.

Dance pattern: (8-beat pattern)
Rhythm 1 2 3 4 5 6 7 8
Bamboo Out Out In - In Out Out -

(tap) (tap) (clap) - (clap) (tap) (tap) -

How to play:

1. Listen to the Lao Kra-tob mai song; teach students to feel the 4-beat group in 8-beat
pattern, and clap their hands while counting beats 1-4 (clap on 3 and hold their hands on beat
4), then counting 5-8 (clap on 5, 6, and 7, hold their hands on beat 8).

2. Listen to Lao Kra-tob mai song, counting 8-beat pattern by tapping both hands on the front
of their legs (beat 1-2) and clap their hands on beat 3 (hold it while counting 4). Then, reverse
the pattern on beat 5-8 (clap on 5, then tap on the legs while counting 6 and 7, and hold it

while counting 8)

3. Repeat step 2 with the bamboo on the 8-beat pattern. Beat 1 and 2, 6 and 7 are done by
tabbing on the wooden board and 3 and 5 are done by clapping it together (4 and 8 are done

by keeping the pole in its current position but no clapping on the beat).
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Bamboo position

3
1,12,6]7 (8) 4)

4. Practice dancing without music (first time without moving the bamboo, second time with

the bamboo clapping)

Beginning position: each dancer will stand on different sides of the bamboo

3)

1, 2, 3, 4 5,6 7(8) 1, 2, 3,4
(lifgRr) (hold R) (R)}turnjaround) turn (lift L)
beat 1-3 Hands at the center of the chest (thumb and index fingers of each hand

touch each other while the rest spread out like wings, palms up)

beat 4 Lift the right knee to the front while spreading both hands to each side
of the body in the shape of a half-circle (hands are now open, fingers spread, with

palms facing out)

beat 5-6 Hold the same posture

beat 7 The leg that is lifted (right) will step in the center of the bamboo in a
turning position (90° clockwise) - hands moving back to the center of the chest as
before

beat 8 Hold the same position on beat 7 (now right foot will be in the center of

the bamboo while left foot is slightly lifted

beat 1-3 The left foot steps out of the bamboo and completes the turn around (2-

beat 4 Lifting the left knee up-front while spreading both hands to each side
of the body in the shape of a half-circle
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beat 5-6 Hold the same posture

beat 7 The leg that is lifted (left) will step in the center of the bamboo in a
turning position- hands moving to the center of the chest

beat 8 Hand gesture remains with the right foot lifting upfront

The next cycle begins with the right foot stepping out of the bamboo on beat 1,

completing the turn around, then being raised on beat 4 with the outward hand gesture.

5. Practice with music and moving the bamboo

Songs and Games

1) Kagome Kagome

The Japanese children’s song called Kagome is sung by children while playing this game,
usually without instrumental accompaniment. Other popular children’s songs are Toryanse,

Warabe Uta, Teru-teru-bozu, etc.

Purpose of “Kagome Kagome:” recognizing the tone color of human voices

How to play:
t o 1) Have one person sitting inside a circle formed by the others
2) The chosen one will cover his/her eyes with their hands

3) Others will sing Kagome and move around the circle

4) When the song ends, the person who sits in the circle has to
guess the name of the person standing behind his back by recognizing the voice

Melody of “Kagome”

Kagome is written in the minyo scale, providing the sense of a minor third and a fourth. Have
students sing the minyo scale on A (A-C-D-E). Minyo is used in many Japanese folksongs.

Kagome Kagome

Ka - go-me ka-go-me ka- gonona-kano to ri - wa It-su it-su

su - bet - ta u - shi - ro no shou - men da - re
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Translation of Kagome Kagome

Kagome Kagome

Kago no naka no tori wa

Itsu itsu de yaru

Yoake no banni

Tsuru to kame ga subetta
Ushiro no shoumen dare?

Kagome Kagome

The bird in the cage

When, when will it come out
At night before dawn

A crane and a tortoise slip away
Who is right behind my back?

2) Iranian Amoo Zanjir baf (Aa-moo Zan-jiir-baf)

Amoo Zanjir baf in Farsi means Uncle Chain-maker. It is one of the traditional children’s

games in Iran, suitable for children at early ages. The purpose of the game is to learn animal

sounds. However, the song and game create a sense of unity and, at the same time, the text

can teach children Iranian culture of traditional foods and family relationships. In the past, the

game was also related to the Nowruz festival (New Year festival) in March where families

and children will sing and play the game outside to celebrate the beginning of Spring.

How to play:

1) Select 2 students: one to be Amoo Zanjir baf (chain maker) and the other to be the

team leader

2) The two selected people will hold each other’s hands on one side and children will

hold their other hands and try to make a circle

3) The team leader starts to sing asking questions and then Amoo Zanjir baf and the

children will answer or play the audio file and let students answer ‘bale’ in response to

the questions.

4) After the song ends with the phrase “ba sedaye chi” (ba se-da-ye chi), Amoo Zanjir

baf will say an animal name, then the team leader along with the children make that animal’s sound

5) The team leader, then, should let go of Amoo Zanjir baf’s hand and pass under the

hands that are being held up by Amoo Zanjir baf (who stands still and never moves)

and the person who holds his other hand. Other students will follow the team leader

(still holding their hands) to pass under the lifted hands of Amoo Zanjir baf and the

person next to him.

6) After passing under the hands, the team leader will go back to his previous spot and

resume holding the hand of Amoo Zanjir baf. Other students who followed the team

leader also go back to their previous positions.
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7) The last person of the chain (which is actually the one who holds the other hand of
Amoo Zanjir baf will turn around and face outside the circle (see picture). In the

process, this person’s arms will become crossed in front of them.

Amoo Zanjibaf

Al

NOJAVANHE COM

bTeam leader

8) The singing part keeps going on, with the line of children passing under the hands of last person whose arms are crossed each time,
until all children NAVE their arms crossed and are facing outside the circle. At this moment, AMOO Zanj ir baf
and the team leader are standing at the different €NdS of the chain. Then, the team leader and AMOO Zanj ir baf try to test
the strength of the chain. Both will start pulling the hands of the children until the chain will be tOIN iN one spot. Whoever has

more children left on their side will be the winner.

Music of Amoo Zanjir baf

Amoo Zanjir baf is a children’s folksong. The song inherited the microtone note (a note

located between A and Ab), which is a major characteristic of Persian music. While European
scales are built on half-steps, Middle Eastern and some Asian music use quarter-steps
between certain notes, creating pitches that fall between the keys on the piano. To understand

microtones, let the students learn to sing the song by listening to the audio file.

Lyric Translation:

Team leader: Amoo Zanjir baf, (uncle chain-maker)

Children and Amoo: bale (Yes)

T: Zanjire mano bafty? (did you make my chain?)

Children and Amoo: bale (Yes)

T: poshte kooh andakhti? (Did you put it behind the mountains?)
Children and Amoo: bale (Yes)

T: baba umade, (Father is coming)

Children and Amoo: chi chi ovorde? (what did he bring for us?)
T: Nokhod o kishmish (chickpea and raisins)

C & A: Bokhoro bia (eat it and come to us)

T: Ba sedaye chi? (With whose voice?)

Amoo Zanjir baf will say an animal name and children will make the sound of that animal.
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Amoo zanjirbaf

No kho - do kish- mish. Bo-kho-ro bi - a
18
_f)  p— | \ p— —
1 T T 1 J ] f T i il |
:ﬁ@bb‘:lﬁ = — e — 1= i |
Ba se - da-ye <chi Ba se - da-ye chi

The songs and dances presented here are examples of the possibilities that music teachers can
use in their classes. The purpose of each song, dance, and game should be explained so that
students can learn to appreciate the music within the culture that created it. At the same time,
they will develop other skills in music such as rhythm, scales, pitches, intervals, ear training,
and learning the music theory of each culture. These come along with the learning of cultural
context including fundamental facts about the people, language, food, and character in each

country.
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Narongrit Dhamabutra

Symphonic Poem for Orchestra

The Empires
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Chapter II

Burmese Musical Materials

Burmese Music

The music of Myanmar is not a music that stands alone referring
only to music of the Burmese since their traditional music had long been
intertwined with the music of several cultures and ethnicities that
resided in the land for centuries. The Pagan kingdom of Myanmar
flourished in the eleventh century with the unification of Mon and Pyu,
and later with Arakan, and Shan.

Since the geography of Myanmar set the kingdom close to the
borders of China, India, Bangladesh, Thailand, and Laos, cultural
influences of South Asia and China are strongly diffused with diverse
ethnic minorities of Kachin, Chin, Shan, Mon, Karen, Arakan, Chinese,
etc. Throughout the history of the country, wars, trade, and religions
have added in other cultural influences including Siamese cultures and
the cultures of other ethnic minorities.

One example of the cultural diffusions in music is the Burmese
harp, Saung Guak, which came from ancient India around the fifth
century' and later performed in the court of Cambodia.? However,
neither India nor Cambodia® could retain the survival of their harp. It
was only through the Burmese music that this harp performed a
significant role alongside the history of their Monarchy system. Among
the earliest evidence about music is the ninth century diplomatic record

between the Burmese court and the Tang dynasty of China in which

! Judith Becker, The Migration of the Arched Harp from India to Burma,
17.

* Smithsonian, Myanmar: Music by the Hsaing Waing Orchestra, 8.

? Cambodia just revived their harp based on the study of Burmese Saung
Guak and the iconography of their historical ruins.



various Burmese court instruments such as harp and mouth organ were

sent to the Chinese court.*

In A.D.802 the King of Sri Kstra, a Pyu City Kingdom in
Central Myanmar dispatched a diplomatic mission to the
Court of the Chinese Emperor of the Tang Dynasty
(A.D.618-907) at the Capital Chang-an. Led by the Pyu
Crown Prince Sunanda, who was accompanied by Minister
Nakya Konra and General Maha Thena, the mission took
with it a cultural troupe of 85 performing artistes... At one
transit, while the Pyu artistes were rehearsing their
programmes, one Chinese musician of the Royal Music
Academy overheard their songs and music. He wrote them
down in Chinese musical notes and proceeded to the Capital

to teach the Court musicians. ?

This Chinese record provides information on the early
instruments of Burma, of which some of them have disappeared in
modern Burmese music, such as the tayo and hnyin (bowed fiddle and
mouth organ).® The fall of the Ayutthaya kingdom (Siam) to Burma in
1767 brought many musicians and artists to the Burmese court when
Siamese music and repertoire were annexed with Burmese music. When
the British colonized Burma in the nineteenth century, the Burmese
court moved to Mandalay, carrying along their musical heritage

including musicians, poets, singers, and repertoire.” However, Burmese

* (Grove,3).

> Khin Maung Nyunt, The Myanmar Performing Arts Of The Pyu Period
(Monday, November 12, 2001)
https://nyiwin.wordpress.com/2010/07/12/the-myanmar-performing-arts-
of-the-pyu-period/

® Ward Keeler, The Garland Handbook of Southeast Asian Music, ed. by
Terry E. Miller (Routledge, 2008), 200.

7 Smithsonian, Myanmar: Music by the Hsaing Waing Orchestra, 2.



musical heritage had to cease its practice during military dictatorship

and political uprising in Myanmar.

Burmese ensembles and their functions in the society
Indoor Ensemble

The Anyeint is a chamber music. The majority of musical
instruments performed indoors consisted of plucked and bowed string
instruments, bamboo flutes, and wooden xylophones. These formed a
small ensemble comprised of a harp (Saung), a zither (Migyuang), a
bowed-string instrument ( Tayaw), a flute (Palwei), a mouth organ
(Hnyin), and a wooden xylophone (Pattala). However, the harp is the
most popular instrument, therefore it performs as a solo instrument
most of the time. A common practices were a chamber ensembles
consisting of pattala and a singer (see figure 1), who will control the
rhythm by performing a pair of percussion instruments, bell and clapper
(si-wa), or a saung guak player and a singer. Sometime the harpist is also
acted as a singer. Indoor ensembles mostly functioned at the Royal court
betore the British Colonization in the nineteenth century. Court chamber

music is very strict in its theorotical practices.

Figure 1 Pattala and Singer



Outdoor Ensembles

Traditional outdoor ensembles consisted of instruments from all
categories: strings, winds, and percussion. The most significant outdoor
ensemble is the Hsaing waing ensemble (see Figure 2). Instruments in
the ensemble comrpises a folk oboe (N/e), gongs in a wooden circlular
trame (Ky: waing), gongs in a wooden rectangle frame, drums in a circle
trame (Pat waing), a rhythmic section of six tunable drums (chauk lon
pat), a small drum (byauk), a wooden clapper (walet-hkok), meduium size
cymbals (yagwin), a large gong (maung), and a pair of hand-bells (si).
Occasionally, the wooden xylophone and harp were included in the
Hsaing waing ensemble. Outdoor ensembles functioned in the royal
ceremonies, Buddhist ceremonies, such as monk ordaination and pagoda
ceremony, worshipping the indegenious spirit of Nats, government state
ceremonies, festivals, girls’s ear-piercing ceremonies, and theatrical arts

performance.

Figure 2 Hsaing waing ensemble at the National University
of Arts and Culture



Burmese musical instruments and their techniques

According to Burmese Instrument classification, instruments can
be classified into six categories: Thaye, Kyey, Kyo, Lei, Let Khoke, and
Patala. The Thaye are instruments that are made from animal skin. Kyey
are instruments that are made from metal similar to the category of
metallophone. Kyo is any instrument in which the sound is produced by
the vibration of the string, categorized as chordophone instruments. Lez,
similar to the aerophone category, refers to all wind instruments. Let
Khoke is defined as instruments which have the role of a time keeper in
the ensemble. Lastly, Patala, a wooden xylophone, is equivalent to an
idiophone category.

In Burmese music, each instrument maintains their own
techniques that are passed down from oral tradition. Each instrument
has its own role in the ensemble as either a melodic instrument, a contra-

melodic interpolation, or a rhythmic provider.

1. Aerophone (Lez)

1.1 Hne

Tracing back the origin of the Burmese Hne (see tigure 3), the
Indian Sarunei was found to be its precursor as well as the Mon Sanay.
Hpne is a double reed folk oboe with a large metal bell attached at the end.
The bell is tied loosely to the body with the red cord. The reed is made
of young toddy-palm leaf, smoked, cut and fold with seven to eight

layers. 8

¥ Johk Okell, The Burmese Double Reed “Nhai,” 26.



Figure 3 The Burmese folk oboe Hne

The length of /Ane is varied and can be adjusted to create various
keys. Generally, there are two sizes of hne, each sounding a fifth apart.
Both have seven finger holes and a thumb hole (at the back). The range

of hneis two octaves for both sizes.

-
9 _ / f—
Range of small /Ane is from G4 to G6 ,\’,‘3 <
o)
h o
Range of large /ine is from C4 to C6 » . n
WG i
D) -

The sound quality of /ne is nasal, harsh, and loud. There are
differences in the tone color between the larger ine and the smaller Azne.
The larger Ane projects a more mellow tone; likewise, it is usually played
in slow tempo repertoire. The smaller /Zne, on the other hand, plays in a

joyous and lively tune at a faster tempo.” Hne plays closely with the

? Johk Okell, The Burmese Double Reed “Nhai,” 27.



voice, which is the fundamental melody. However at the same time,
coloring upon the melody differs from the voice, often playing a rapid
passage full of variation, and, in a free rhythmic motion, difters from the
rhythm of the percussion section.!©

Hpne is used in both smaller ensembles as well as large ensembles;
however, always outdoors due to its large volume of sound. In the small
ensemble, hne is played with drums, cymbals, and bamboo clapper;
occasionally a singer or dancer will be included in the ensemble as well
as other choices of instrument. Hne is considered a leader when played in
a smaller ensemble, in contrast to the Hsaing-waing ensemble where the
twenty-one drums are the leader. Hne functions in various ceremonies:
court ceremony, religious ceremony, as well as festivals of official and
folk cultures.!!

Fundamental techniques in playing n/e include the use of circular

breathing, XXXXX, XXXXXX

1.2 Palwei

Palwer is a Burmese end-blown bamboo flute with seven finger
holes at the front and a thumb hole at the back. There are two types of
palwei that come with different sizes and features: khin palwei and kyaw
palwei (see figure 4). Khin palwer is a reed-flute in a smaller size than

kyaw palwei and is more frequently performed than the kyaw palwer.

1% Johk Okell, The Burmese Double Reed “Nhai,” 29.
' Johk Okell, The Burmese Double Reed “Nhai,” 28.



Figure 4 Khin palwei (reed bamboo flute) (front)
and kyaw palwer (bamboo flute)

The range of palweiis xxx octave range with the lowest pitch

on Gx?, from pitch XXX to XXX.

Range of Palwe:

2. Chordophone (Kyo)
1.1 Saung gauk

Figure 4 The Burmese harp Saung Guak



Saung Gauk (see figure 5) is the Burmese harp in an arch shape
made of wood with thirteen to sixteen strings. The strings were
originally made of silk, and later nylon. The earliest account of Burmese
harp appeared in the record of the Chinese Tang dynasty in the early
ninth century saying that the harp was played in the Pyu kingdom.
Music performed on the harp was circulated on the Buddhist theme.!? It
is considered an instrument associated with Burmese court music, played
only indoors and functioning in the chamber ensemble. Usually Saung
Guak is performed with a vocalist; however, it can also be played as a
solo instrument and in chamber music with the wooden xylophone
(patala).'®

The tone color of Saung Guak is soft, delicate, and gentle. Rubato
rhythm and syncopation are commonly used by the harpist. The texture
of Saung Guak can be in two-voices, creating a main melodic line and
secondary line.

The tuning of Saung Gauk is aligned with the five main pitches of
each mode. While performing Saung Guak, the harpist adds secondary
pitches by pressing on the strings. The fundamental pitches are played
in the lower octave, while the secondary pitches are played as harmonics
in the higher range.'* The main repertoire played the Burmese harp is
the Kyo repertoire. Modes commonly used by the harpist are Hynin Lone
having its main pitch on C, Auk Pyan on F, Pale on B and Myin saing on
E (see example 1).!° Modulation can happen within the same tuning.
Since the Burmese harp comes with 13, 14, and 16 strings, the lowest
strings (strings 15 and 16) and the highest (string 1) are missing on the
13-stringed harp.'¢

'2 Becker, Burmese harp, 18.
3 Grove 8

4 Robert Garfius, Mode, 42.
15 Robert Garfius, Mode, 47.
16 Inuoe, 66.
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Example 1 Tuning for Harp repertoires

The range of Saung guak is three octaves for the sixteen-string

harp and two octaves for the thirteen-string harp.
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In performing Saung Guak, the index finger and the thumb of the
right hand pluck the strings separately to create melodies or pluck at the
same time to provide intervals. Intervals that are commonly created by
Saung Guak are the fourth, fifth, and octave, with occasionally use of the
sixth, seven, and ninth. Occasionally appoggiatura and suspension are
added to the melody. Virtuosic playing is employed with fast tempos and
vivid cadenzas.'” Williamson wrote on the techniques of Burmese harp
that it includes five methods in performing harp: creating a full-tone by
applying the index finger to pluck the string upward to the next string
(let-kat); creating a ‘thin sharp tone” with a harmonic note by applying
the index finger to pluck the string outward and upward (kaw); two-
pitch intervals by applying the index finger and the thumb on different
strings; the thumb plucks the string while the index plucks the string
upward and rests on the next string, having the middle finger stop the
string (zone); damping tone by applying the palm of the hand to stop the
string (tat); and creating a double octave sound by using the thumb of
the left hand to press the string from inside and having the thumb and
the index finger of the right hand playing other two notes (see figure 5).

Figure 5 Applying the thumb of the left hand and the
thumb/index finger of the right hand

7 Grove, 6)
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Example 2 Basic techniques: playing two notes together

or separate with thumb and index finger

Melodies can be modified in various ways. For example, this
straight forward melody C-E can be played with rhythmic syncopation

and octave displacement (see example 3).

P’ A
7 4 N
FanY N 1N )

Example 3 Melody in syncopation

Other techniques are applying ornamentation including trills,

long turns, mordents, grace notes, and tremolo in a rapid tempo.

1.2 Mi-gyuang

Mi-gyuang (figure 6) is a plucked zither shaped like a crocodile,
originally developed in Mon culture that spread throughout the
mainland of Southeast Asia. There are three-strings crossing over the
body from the head to the tail of the crocodile. The strings are tied with
the tuning pegs at the end of the crocodile tail. Lying over the
crocodile’s back are ten movable frets. Two types of strings are used in
mi-gyuang: brass for lowest string and nylon for the other two. Plucking
mi-gyuang is done with a plectrum made from hardwood. The left hand

moves along the frets, pressing on the strings to execute the melody.

12



Each string is tuned with the pitches F, C, and F. The range of mi-
gyuang is approximately two octaves, from I3 to Cs5. Fundamental
techniques in performing mi-gyuang are tremolo, mordent, trill, and

triplet.

(®
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¢

Example 4 Tuning of the 3-strings and the range of the crocodile zither

Figure 6 Mon/Burmese crocodile zither Mi-gyuang

3. Idiophone/ metallophone

1.1 Wooden xylophone Patala

Patala is a xylophone having twenty-four wooden bars (bamboo)
tied over a wooden boat-shape resonator (figure 7). The bamboo bars are
cut to different sizes, arrayed from largest (left hand of the performer) to

the smallest (right hand of the performer).

13



Figure 7 Burmese wooden xylophone patala at

Gitameit institution, Yangon.

Usually patala is played in chamber music, with a singer and a
bamboo flute (palwer). However, it can also play as a solo instrument as
well as playing in the hsaing-waing ensemble. If the patala is used in the
hsaing-waing ensemble, it will have to change the tuning to pitch C or
C# instead of its usual pitch of D, similar to saung guak, in order to
adjust to the sound of the folk oboe, hne. The range of the patala
encompasses three octaves and an additional two notes, from C2 to E5.
Performing patala is done with two wooden mallets wrapped with cloth.
Important pitches of patala are I, IV, and V. The tuning of patala is done
by shaving the wooden bar instead of applying a paste to change the

tune.!®
;\Q S—
O
Example 5 [ =
Range of patala from _
)
C2toE5 ~ —
=

'8 Gavin Douglas, Music in Mainland Southeast Asia (New York and
Oxford: Oxford University Press, 2010), 53.
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Generally the performance technique of patala is very straight
torward. Melody is played alternately with both hands and also played
together with both hands at the intervals of octave, fourth, and fifth as
well as the third and the second. Oblique motion is also used with the
lower pitch providing the fundamental note while the right hand plays a
higher melody in a running passage. Patala plays melody in a slow to
moderate tempo with the goal of maintaining and retaining a gracefully
melody, not virtuosic playing or showing oft. Ornamentation is applied
occasionally with grace notes and mordents. At the beginning and the
ending of the melody, the patala player will add an introductory passage
as well as a cadential passage.

The following are patala techniques applied to the melody: (1)
play the melody alternating by octaves (2) applying intervals of parallel
fourths and fifths to the melody (8) Fill in the melodic gap by adding

passing notes in the form of grace notes (example 6).

o) I I
(1) Alternate the melody by octaves = P E— ——— 1|
ﬁ—f"—‘ N
) 1 T "
(2) Application of the fourth and fifth (79 45 —e—J | _—i—

interval to the melody

(3) Filling the gap by applying passing tones in a form of grace notes

0

i — — : : .

%ﬂ e ——
e e e T e

Ny g "

Example 6 Basic techniques in performing the melody
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1.2 Bell and wooden clapper (87 and wa)

S171s a pair of small handbells and wa (figure 7) is a small wooden
clapper (similar to the sound of a castanet). Both provide rhythmic
structure to the repertoire. Usually the s; and wa is used in chamber
music to provide rhythm for the singer, harpist, and xylophonist. The
singer will hold the bells with their right hand while holding the clapper
with the left hand. The bells strike each other by holding the edge of the
thread that connects them and wrapping the thread around the ring
finger so that the two bells are facing each other and can be struck with
a simple movement of the fingers toward the thumb. The sound of s is

similar to the sound of a triangle in a western percussion instruments.

&

Figure 7 Hand bells (s7) and wooden clapper (wa)

There are three different patterns of si and wa. In an eight-beat
phrase, the first pattern has s7 play on beats 2 and 6 while alternating
with wa on beats 4 and 8. The second pattern uses sz on beats 2 and 4
and applying wa on beat 8. In the last pattern, s strikes on beats 4 and 6
and wa on beat 8 (see example 7). #a is always applied at the end of the

phrase.'®

9 kindle210.
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Example 7 Three patterns of s; and wa

4. Metallophone (Kyey)

4.1 Gongs in acircular frame (Ky: waing)

Kyi waing (see figure 8) is a set of small 21 knobbed gongs laid in
two rows of a half-circular wooden frame. The range of Ky: waing trom
lowest to highest 1s xxxxxx. Ky7 waing is played using two bass drum

sticks.

17



Figure 8 Burmese circular framed gongs Ky: waing

4.2 Rectangular framed gongs (Maun sain)
Maun sain (figure 9) is a set of 19 knobbed gongs in a rectanglular

wooden frame.

Figure 9 Rectangular wooden framed gongs (Muan sain)

The range of muan sain is approximately three octaves (see
example 8). Each gong in a rectangular frame is removable for pitch
adjustment. Modern maun sain instruments can have pitches compatable

with the half steps of western tuning; therefore, it can play western

18



scales, both major and minor. There are seven to eight rectangular
wooden frames connected to each other. Each frame consists of 2-5
gongs of different pitches which can be replaced or expanded to support
the repertoire perfomed. Typically maun sain shares the same role as pat
waing (framed drums) in performing the main melody in the Asaing wain

ensemble.

<
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Example 8 Range of maun sain

5. Membranophone (Thaye)

Burmese membranophones consist of several types of drums,
varied in both the size and their functions in the ensemble. In contrast to
other typical drums of Southeast Asia that provide rhythm to the
ensemble, the main Burmese drum, Pat waing, serves as a main melodic
instrument while other drums of several sizes form a section for

rhythmic control and patterns.

5.1 Pat waing

Pat waing (figure 10) is the most significant drum in Burmese
music. The role of Pat waing in the ensemble is to provide the main
melody. Pat waing is a set of 21 drums in a different sizes from small to
large hanging in a circular frame. The drums are arranged in order of
pitch, ranging from high to low. The highest pitch is placed at the far
right drum (the smallest drum) of the circular frame, then gradually
descends by increasing the size of the drum. Thus, the far left is the
largest drum which provides the lowest pitch. The range of Pat waing is

19



in three octaves. The player of pat waign will sit on a stool at the center
of the circle.?® He is regarded as saign saya or the leader of the Hsaing

waing ensemble.

Figure 10 The 21-drums, Pat waing

Pat waing is difterent from other types of drum in Southeast Asia
in that it provides the main melody to the ensemble, not the rhythm. In
Hsaing waing ensemble, Pat waing and Maun Sain, a set of gongs in a
rectangular wooden frame are the instruments that play the main melody
in the ensemble. As such, they are the leaders of the ensemble. The
tuning of the drums are adjusted by using a removable paste made from
a mixture of rice and ash called pa sa, attached to the bottom of the

drum. The adjustment of the pitch depends on the scale each repertoire

% (Grove, 2).
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is based on. Performing Pat waing is done with bare hands and finger
tips, struck on several part of the drum head.?! Pat waing techniques
include playing the melody with intervals.

When tuning Pat-waing, the higher pitches remain the same
while the lower pitches have to retune to match the mode of the
repertoire.??

Therefore, the last five low-pitch drums have to be retuned to match
different repertoire that has different mode. Below is the example of Paz-

waing tuned in pasabou mode (C, D, E, G, A) (example 9).

| 10N

o
| YRR

Example 9 The tuning of twenty-one drum pat-waing in pasabou mode,

arranged from lowest pitched drum to highest-pitched drum

5.2 Set of six drums (Chauklon Pat)

A set of six drums, chauklon pat (figure 11) is used in the Hsaing
waing ensemble. In addition to the six drums of different sizes that are
set vertically are another two large drums: sahkhun and patma. Sahkhun is
set horizontally on a short wooden leg and patma is hanging horizontally
on a luxurious pole. Together, the six drum-set can provide the

fundamental melody as well as sustain the fundamental tones.?*

21 Smithsonian, Myanmar: Music by the Hsaing Waing Orchestra, 3.
22 Robert Garfius, mode, 40.
%3 Smithsonian, Myanmar: Music by the Hsaing Waing Orchestra, 3.
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Figure 11 The six drum chauklon pat (vertical setting) and shakun (large

barrel drum in horizontal setting) - top figure; patma (lower figure)

There are other types of drums that function in different
ensembles besides the chamber and /4saign waign ensemble, such as folk

ensemble, dance, and processions.

The following example is the pattern of the drum sections in the
Nat repertoire, for the song Ko Gyi Kyaw.

22
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5.8 Si-daw

Si-daw (figure 12) is a pair of drums functioning at the royal
court. Historically, the paired drums would perform to signal the
presence of the king and queen during their audience, at their entrance in
theatrical art performance at the court, and during the ploughing
ceremony. In modern times, si-daw is played at the water festival,

Thingyan.”

** (Grove, 3).
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Figure 2 Paired drums, si-daw (top left of the picture) during the royal

ploughing ceremony

5.6 O-z1

O-z1 (see figire 13) is a long goblet drum with a stap hanging
around a musician’s chest. O-z7 usually plays in a group during the
pagoda festival. z O7 often performs as a group dance in a very driving

rhythm.

Figure 13 Ozi dancers at the school of Fine Arts, Yangon
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5.6 A horizontal barrel drum, Do-bat

Do-bat is a small double headed-drum. Usually the Do-bat is
played in a procession in the festival as well as pagoda festival. Also, Do-
bat performs in folk culture in the rain-calling ceremony. Being a two-
headed drum, one side is considered female and the other male. The

female is tuned with the fundamental pitch while the male drum is tuned
a fifth higher.

Burmese scales and tuning

Burmese music theory was believed for a long time to be rooted
in Indian music theory that was derived from Buddhist monks and
traders.?® The Burmese scale is a seven-pitch scale in a descending
motion.”® Garfius mentioned that those seven pitches are equivalent to
the Indian pitch names: sa, re, ga, ma, pa, dha, nz?" Similar to Indian
pitches, the name of the pitch is connected with the sound of an animal:
elephant (C), cock (F), cow (G), etc. The third and the seventh note of
the scales are not fixed. Hence, this creates various modes and colors. 28

There are two tuning systems used by different Burmese
ensembles: one for the chamber music, for the harp (Saung guak) and the
wooden xylophone (patala), and the other one for the Hsaing waing (an
outdoor ensemble).?? The seven pitches derive from the sound of Nre,
the oboe. As such, that instrument is used as a standard pitch for the
ensemble to tune their sound. Also mentioned by Garfius, the Hsaign

waing ensemble tunes their fundamental pitch one tone lower than the

2 (Becker, anatomy of mode, 269

%% Robert Garfius, Preliminary thoughts on Burmese Modes, 39.
27

*® Smithsonian, Myanmar: Music by the Hsaing Waing Orchestra, 9.
2 Robert Garfius, 39.
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chamber players.*® If the fundamental pitch of the chamber instruments
is D, then the Hsaing-waing is tuned lower, closer to C#. %!

When compared with the western scale, the third and seventh of
the Burmese pitches are lower while the fourth is higher. > On harp, the
names of the seven pitches are hnyinloun (C), pale (B), durakadwei (A),
pyvidaw-pyan (G), aukpyan (F), myinzain (E), and chauk-twe-nyun (D),
which can be explained as approximately a western descending scale
tfrom C down to D. Presently in Burmese music, only the pitches C, B, I,
and E are used as the tonic of scales (p.65). The B and E sounds are
neutral tones located halfway between the natural and flat. However, the
theory refers only to chamber music tuning, not to the hsaing waing
tuning.

Importantly, the concept of absolute pitch is not a part of
Burmese musical culture. The pitch can be transposed up and down to
suit the range of the vocalist. For the tuning practices of Burmese
instruments, the pat-waing and harp have to be retuned to match the
mode (athan) of each repertoire. Other instruments, including Kyz-waing,
Maung-zaing, and Pattala do not need to change the tuning. However,
they have to avoid specific pitches in order to match the main five notes
of each mode.??

Becker had classified Burmese repertoire with four modes:
Hyninlone, Aukpyan, Pule, and Myinsaing.** Inoue refers to these as four
tuning systems which can be divided into two groups (see example 10).3°
The four tuning systems can be divided into two patterns based on their

structure (1-6-5-4-2-1, and 1-7-6-4-3-1). Of all the four tunings,

%% Robert Garfius, Preliminary thoughts on Burmese Modes, 39.
1 (Grove,7).

*2 Sayuri Inoue, 64.

 (Grove, 7)

* (Becker, mode 269).

3 Inor, 11.
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Williamson stated that Anyinloun is the oldest tuning of Burmese music

that was used in the Konbaung dynasty.*¢

1 6 5 4 2 1
o)
i S o I
hnyinloun %‘y — S o = 2 !
A 1 6 5 4 2 rl\
ya S ) o — i
aukpyan o = — i
1 7 6 4 3 1
Q 1|
Y 4 © 1}
pale '\3 — S o = i
1 7 6 4 3 1
myinzain 0
P A (@) T
(s S © o f
\J PN (@) © 1

Example 10 The four Bumese modes

Besides the names of the pitches being varied in each instrument

category, the name of the modes are different between chamber music

and music of Hsaing-waing.>” In Hsaing-waing, the pentatonic notes that

are drawn from the seven pitches can be arranged into 3 patterns: 13457,
12356, and 12456 (see Table 1) This adjustable pitch is made to suit the

vocal range of the singer. Therefore, Burmese music is considered a

transposable scale.?® However, the decision of transposition depends on

*% Williamson, 69.
7 (Grove, 7)
% (Grove, 8).
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the composition itself and whether it can maintain the fundamental

melodic structure.3®

Table 1 Modes for Hsaing-W aing Ensemble*?

Mode Pitches Pattern
1 3 4 5 7
Than-yo chauk-pauk C E F G B
Khun-nathan-gyi G B C D F
1 2 3 5 6
Pat-sabo C D E G A
Nga-bauk F G A C D
Hsit-kyi B C D F G
Lei-bauk auk G A B D E
1 2 4 5 6
Than-yo hnapauk B C E F G
1 3 4 5 6
Nga-bauk auk-pyan F A B C D

Inoue stated that each mode is associated with specific repertoire
(see Table 2).*' Williamson pointed that Kyo, Bwe, and Tachingan
repertoires are in hyninlone mode, Pat-pyo repertoire was composed with
aukpyan tuning, yodaya repertoire was composed with Pale tuning, Tei-
dat repertoire was in myinzain tuning, etc.*? Becker added that Loka-nat-

than, and leidwei-than-kat were composed in aukpyan tuning; talian, mon,

3 Robert Garfius, Mode, 46.
40 Groves-9

4 Inoue, 9.
2 Williamson 71-2.
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bole, and than-zan were composed on Pale tuning; and lastly, Asithse-paw,

and dein-than were composed with myinzain mode.*>

Table 2 Relationship between modes and Burmese repertoire

Mode Repertoire

1 Hynin- kyo, bwe, tachin-gan

lon

2 Auk-pyan | pat-pyo, law-ka-nat-than, lei-dwei than-gat

Pale yo-daya, talaing, mon, baw-le, than-zan
4 Myin- tei-dat, shit-hse-baw, dein-than
zaing

The choice of mode depends on the ensemble. The Hsaing waing
ensemble has a tendency to tune their ensemble with four modes: Than

Yo Chauk pauk, Hkun Hnathan Gy, Nga bauk, and Patt sa bou.**

Characteristics of Burmese music
Texture and melodic characteristics

Typically, Burmese instruments, when performed, are providing
polyphonic as well as heterophonic texture. Each instrument contains
both high and low range in which the low range is played within the

skeleton of the scale in longer note values, while the upper range adds

*3 Becker 74,
4 Robert Garfius, mode, 42.
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ornamentation in a flexible motion, bringing more colors outside their
primary scale and adding layers to the fundamental melody.*>

Consonant sounds occur by the practice of adding the fifth below.
Also, it is used to create cadential progressions.*s Commonly, the octave,
fourth, and fifth are considered preferred intervals to add to the

melody.*?

The structure of the composition

Since Burmese music originated as vocal repertoire, the length of
the poem determined the structure of the composition.*® Basically
composition structure comprises three parts: introductory passage, main
melody in AABB form with interludes between stanzas, and a concluding
passage or cadential formula.

Another compositional technique is to have two melodic lines.
The main melody and secondary melody are intervired with each other
and this is commonly found in music for Saung Guak, Pattala, Pat waing,
and other gong instruments. Besides the pitches of the main melody, the
microtone is added to the secondary pitches when performing with Hne,

Palwe, and voice.*®

Burmese songs have similar structure using the binary form with
introduction passage introducing the rhythm used in the song. The
second repeat is a melodic variation or embellishment from the simple
version played the first time through. Similar to the concept of melody in
the mainland Southeast Asia, the main melody exists only in the

performer’s heart; None of the performers play it exactly the same way.

*> Smithsonian, Myanmar: Music by the Hsaing Waing Orchestra, 10.
46 Robert Garfius, mode, 49.

47 Cox, disser, 27.

*® Smithsonian, Myanmar: Music by the Hsaing Waing Orchestra, 10.
* Grove 9
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If a written version is made, it is a collective melody that exists only for
the purpose of preservation and never played as written.

The cadential formula is called ataw and is played at the end of
each stanza.’® To create a cadential phrase, the interval of a fifth is added
below the melody.’! This cadential phrase is played as an improvisation
by the performer.?? The example below is the concluding passage

performed by the patala player at the Gitameit Institution, Yangon.

Example 11 Conclusion passage by xxxxx, patala player at the Gitameit

Institution, Yangon.

% Grove 6.
I Robert Garfius, Mode, 49.
32 Grove 6.
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Burmese repertoire

Vocal music has been the fundamental music of the royal court
since the ancient kingdom. Each dynasty cultivated more repertoires of
ceremonial music, love songs, and other entertainment pieces. One of the
major collections of Burmese music is Maha Gita or Thachingyi (the great
songs). It is the main repertoire for Burmese classical music cultivated
and developed in the the fifteenth century of the Konbuang period. All
Burmese musicians have to learn Maha Gita®® before they begin studying
their instrument. Approximately, one hundred and sixty nine songs are
actually performed and taught at the State School of Music and Drama
and the University of Culture. The songs are categerized into genres
based on tuning system, rhythmic patterns, melodic figures, fixed
prelude, and fixed postlude.®* All songs of the Maha Gita are vocal with
instrumental accompaniment. Only the lyrics of the Maha Gita were
preserved in the palm-leat’ manuscript. The melody and instrumental
parts were passed down through oral transmission.®?

The collection of songs in Maha Gita encompass approximately
twenty genres. Some of the songs in the collection survive only in the
text version.’® These genres are distributed as follows: Kyo songs = 55
songs, Saung Guak string, Bwe songs = 36 songs , Tachin Hkan (verse of
songs) = 29 songs, Pat pyo songs (hitting songs, Yodaya Songs, Bole,
Loung Chin, Lei Dwe: Than Kat, Myin Gin, Nat Chin (Meidani)) = 37
songs, and Talaing Than. The first three repertoires: Kyo songs, Bwe
songs, and Tachin Hkan are considered the oldest part of Maha Gita that
comprises great number of songs. Songs under these three repertoires,

are composed with Hhyin-lon, the basic Burmese mode.’” Kalabaw are

>3 Grove 4.
>* Tnoue 63.
>> Grove4.
26 Inoue, 2.
>7 grove 4.
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songs composed at the beginning of twentieth century for film and
comnercial purpose.’®

Patt Pyou is a popular repertoire at the court, so it contains the
largest number of songs in Maha Gita. Patt Pyou is derived from the
mixture of music from Ayutthaya (called Yodia) and Burmese melodies.
Songs under this genre begin with the introduction of Pat-lone (p4).
Loung Chin is a longing repertoire. Lez Dwei Than Kat is a a group of
two special songs.

Myin Gin is a repertoire for making the horse dance. Nat Chin is
songs from the repertoire of the worship and propitiation of the 37 Nats,
a native Burmese religion which exists alongside and in harmony with
Buddhism.

Yodaya repertoire are songs from the Ayutthaya period of Siam
that have been adopted by the Burmese since the eighteenth century.
Songs in this repertoire were composed in Pale mode (Patsabo).”® New
songs in the Yodaya repertoire are compositions created to imitate the
Ayutthaya style. T'alaing Than are repertoire from the Morn people of
Burma. Lastly, Bole are lament songs. Many songs share same melodies
but with different lyrics.

The example below contains details of one of the significant
repertoires — Nat-than thachin for worshiping the spirit of Nats. The
songs fort he 37 nats (spirits) were compiled and transcribed by U Sa, a
court musician in the reign of King Bagyidaw (1819-1837). Nat songs
are performed during the Nat ceremony.®® Each nat has his/her own
tune played by the Saign waing ensemble at the entrance of the dance

depicting each spirit.6!

>% Inoue 20.
> Grove 5.
% Tnoue 31.
1 Grove 3.
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The palm-leat manuscript displayed the information of the Nat
repertoire and its performance in 1805:

In the waxing of the moon 5th, Dazaunmon month 1167
(October 26, 18057 the ceremony was held at marquee, and
people danced and played music for the 87 nats that has
been traditionally held. It was necessary to ask the nat
shrine sentinel [nat htein nat ner] and players, and it was
necessary to transcribe, how to play and dance along with
the pat [drum], hne [oboe’], lagwin [cymbal], and what
kind of clothes to wear. According to the order of the
glorious crown prince, the Asaing [drum circle’] player Nga
Myattha, Tayouk, and other people were asked about them
and about being made to play. Then, it was transcribed
what to wear and how to play. In the waxing of the moon
4th, Dhadingyut month 1182 [September 10, 18207, the
minister of the interior in the palace, Myawad: Myoza, who
holds the title of Maha Zeiya Thura, Mingy: Maha Thiha
Thura, discussed with the nat shrine sentinel [nat htein gyi]
Kawi Derwa Kyaw, who has knowledge of the chronicle of
kings [smudged]. Then he transcribed and collected the
list of 87 nat indentities, details on how to dress, and how

to play nat than [nat songs|.52

Becker identified the mode of Nai-chin as mode 4 under the Dainthan

repertoire.

62 Inoue, 31.



CHAPTER III

Cambodian Musical Materials

Cambodian Music, Its heritage, and Functions

Just for a glance, it is difficult to draw the line to separate
Cambodian musical instruments from those of the Thais and Laos since
the root of the three countries had been tied up together politically and
culturally since the time of their ancient civilization. Contradict to
Myanmar that displays different group of instrument and repertoire
since its geography has provided Myanmar a gigantic mountain range of
Tenasserim separating her from Thai, Laos, and Cambodia.

History of Cambodia unfolds the story of an Indian Brahmin,
Kaundinya who traveled by sea to Funan empire (156 CE) from Tamil
Nadu. He then, sized the kingdom and married queen Soma, a Naga
princess. Together, they founded the kingdom of Angkor. The story of
Kaundinya and Soma appeared in several versions in the folktale and
music repertoires of Southeast Asia (Phra Thong and Nang Nark in
Thailand or Phrea Thong and Neang Neak in Cambodia). This indicates
the diffusion of Indian culture on music and arts of Cambodia, Thailand,
and Laos. Since Kaundinya is from the south of India, carnatic music has
paid great influences in the music of Southeast Asia. Music of Cambodian
today was a product of multi-cultural manifesting since the ancient
civilization of the Funan and Angkor. The influences of Indian and
Chinese cultures were kept in the Chinese record along with the
evidence carved on the historical sites of Cambodia.

During the Funan period, Chinese records stated the connection
with the Chinese court. The Kang Tai’s record had indicated that in the
year 263 BC., Funanian musicians were sent to perform their music and

dance for the Chinese emperor in which he had strongly appreciated in



their music and requested the replication of it to be established in
Nanking.!

Cambodia in their golden age before the French colonization in
the nineteenth century has cultivated and established their performing
arts that merged along with indigenous culture and cultural diffusion
from neighboring kingdoms. Since the early 9% century, the Khmer
empire was founded by King Jayavarman II (c. 770-850), and had
marked the absolute monarchy system to the land. Iconography from
stone palace had displayed evidences of musicians, musical instruments,
choreography of the dance, and musical functions in the ancient time (see

figure 1-3).

1 (D.R.Sardesai, Southeast Asia: Past And Present, 3rd ed. 1994,
Westview Press, ISBN 978-0-8133-1706-9, p.23).



Figure 1-3 Stone relief at Angkor wat depicting pictures of musicians,

their instruments, and dancers.

Cambodian ensembles and their functions in the society

Sam-Ang Sam stated that the history of Pin-peat are dated back
to the Khmer empire. Firstly developed during the Funan empire in the
fourth century where the Indian Brahmin Kaundinya married to the
Khmer Queen Soma. In the eight century, the Khmer King, Jayavarman
IT (772-835) found the Angkorean kingdom. From the ninth to fifteenth
century, the Khmer empire extended its power over the lands considered
Thai and Loas in this modern day. The musical cultures and the oldest
evidence of Pin-peat ensemble are displayed in the stone relief in Angkor
Wat in Cambodia (see Figure 1-3).2

Carved on the walls of various temples in the Angkor
vicinity were figures of the apsara (celestial nymphs or
dancers), along with  various musical instruments,
namely the sralai [sralai’] (quadruple-reed oboe),

hong [gah’ (gong), chhing [jhiri] (small cymbals),

2 Sam-Ang Sam, The Pin-peat Ensemble: Its History, Music, and Context, Ph.D.
Dissertation, Wesleyan University, 1998, 16-17.



sampho [sambhor] (small barrel drum), and skor thorn

[sgar dham7] (large barrel drum).

Cambodian social system and beliefs define function of the
instrument and the ensemble. Before the change of political revolution,
music serves at the royal court and everyday life of the people. Till the
political change in 1975, music and arts along with their artists were
destroyed by the Khmer Rouge. The time after 1979 became period of
restoration of cultural identity. Several instruments and ensemble have
to be reproduced and modified to maintain the national treasure as well
as serve the people and the society.

According to Sam-Ang Sam, author of Musical Instruments of
Cambodia (2002), there are altogether thirteen ensembles functioning in
Cambodia.® However some of them were not active in the life of
Cambodia and some were an outcome of foreign influences. The
information here presents four major ensembles and their instruments

that are actives in Cambodia.

1. Arak (Aa-rak)

Arak ensemble (figure 4) is considered one of the oldest
ensembles in Cambodia. Arak refers to the spirit who protects those who
are worshippers. It associates with indigenous belief in spirits of the
people before Hindu and Buddhist entered the land. Arak music plays an
important role in people’s lives. The sounds functioned as a trigger to
get the shaman into a trance state. In said state, the shaman can
communicate directly with the spirit to discover the source of the
troubles the villagers have and the shaman can help them. The process
of the ritual consists of inducing a trance state for a medium, and healing
sickness. The instruments in the ensemble includes of one-stringed

gourd instrument (Khsae muoy), a three-stringed fiddle (Tror Khmer), a

3 Sam-Ang Sam, Musical Instruments of Cambodia (National Museum of Ethnology,
Osaka, 2002), 143-152.



plucking harp (Chapey dang veng), folk oboe (Pey prabauh), a pair of
goblet drum (Skor arak), a pair of small cymbal (Ching), and a singer
(Chamrieng).
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Figure 4 Arak ensemble

2. Kar

The Kar ensemble (see figure 5) is the most popular ensemble of
Cambodia since it serves mainly in Cambodian wedding ceremony. For
Cambodian, wedding ceremony is counted as a big event and is treated
as a significant tradition in the society that can last for three days.
However, in a contemporary culture, several procedures are eliminated
to match the budget of the family, remains only three important stage:
hair cutting, thread tiding, and holding the scarf. Instruments in the
Kar ensemble includes of a leaf (Slekk), a double-reed horizontal oboe
(Pey prabauh), a pluckin monochord with gourd (Khsae muoy), a three-
stringed fiddle (Tror Khmer), long-necked lute (Chapey dang veng),
small cymbal (Chhing), a pair of goblet drums (Skor arakk), and a singer
(Chamrieng). Similar to Arak, Kar is also considered an old Cambodian

ensemble.



Figure 5 Modern Kar ensemble

However, in modern day Cambodian Wedding, the full ensemble
of Kar with a leat (Slekk), monochord with gourd (Khsae muoy), and
others are barely seen. Modern practices wedding ensemble comprise of
flute (khloy), zither (krapeu), fiddles (tror), hammered dulcimer (khimm),
hand cymbals (ching), a goblet drum (skor arak), and a singer

(chamrieng).*

3. Pin peat

Pin peat ensemble (figure 6) has its root in the royal court, thus it
tunctioned in court ceremony, courtly dance, as well as theatrical art
performances mostly Ramayana stories and courtly dances. Instruments
comprises of high and low pitch instruments of the same type set in pairs
(oboe, wooden xylophone, metallophone, gongs, and percussion
instrument) including of high-pitched quadruple reed oboe (Sralai tauch),
low-pitched quadruple reed oboe (Sralai thom), high-pitched wooden
xylophone (Roneat aek), low-pitched wooden xylophone (Roneat thung),
high-pitched metallophone (Roneat daek), high-pitched circular frame
gongs (Korng tauch), low-pitched circular frame gongs (Korng thom),
small cymbal (Ching), small two-headed drum (Sampho), large two-

4 Sam-Ang Sam, Musical Instruments of Cambodia (National Museum of Ethnology,
2002), 14:5.



headed drum (Skor thomm), and singer (Chamrieng). Pin-peat is the
ensemble appeared in the Angkor Wat and many ancient ruins.

Among the instruments in the ensemble, Roneat-ek has the
leading role to the ensemble since he is the one who manages all the
advance skill. Pin-peat repertoire can be divided into two categories: the

action repertoire accompanied by drum pattern and vocal repertoire.

Figure 6 Pin-peat ensemble

4. Mohori

Mohori ensemble (figure 7) encompasses various instruments of
winds, strings, and percussion. The function of Mahori ensemble is to
provide music for entertainment such as folk dance, banquets, lullaby,
love songs, and for leisure listening. Instruments in the Mahori
ensemble includes of high-pitched wooden xylophone (Roneat aek), low-
pitched wooden xylophone (Roneat thung), bamboo flute (Khloy), high-
pitched two-stringed fiddle (Tro che), medium high-pitched two-
stringed fiddle (Tror so tauch), medium low-pitched two-stringed fiddle
(Tror so thomm), low-pitched two-stringed fiddle (Tror ou), three-
stringed zither (Krapeu), hammer dulcimer (Khim), small cymbal
(Ching), a pair of goblet and framed drums: Thaun-Rumanea, and a
singer (Chamrieng).



Besides these four ensemble, there are several combination of
instruments set as ensemble functions in specific function, for example
the Korng skor ensemble is a drum ensemble functioning in a funeral;
the Skor Chnneah is a victory drum ensemble which is presently used in
a funeral procession; the Pey Keo ensemble is used in ancestor
worshipping; the Pradall ensemble consists of folk oboe and drums

tunctioning in boxing, etc.

Figure 7 Mohori ensemble

Cambodian musical instruments and their techniques
1. Aerophone

The Cambodian aerophone instruments comprises from leaf,
buffalo horn, conch shell, various kind of bamboo flutes and folk oboes.

1.1 Leaf

Figure 8

The leaf or Slek (figure 8) is one of the instruments performs as a
solo instrument or plays at the wedding ceremony. Musician chooses leaf
that possesses thickness quality in order for it create vibration when

blows through the edge of the leaf.



1.2 Conch shell
Played by the Brahmin, the conch shell or Saing is one of the

ancient Instruments derived from India. It has been used in Hindu

rituals, Buddhist ceremonies, and royal ceremonies.

1.3 Bamboo flute

Figure 9 Bamboo flute Khloy

Bamboo flute in Cambodia is an end-blown vertical fipple flute,
called Khloy. Khloy tunctions in Kar and Mahori ensemble. There are 2
kind of Khloy varied by its range and size: small-high range Khloy is
called Khloy aek and normal size by 15 inches called Khloy thom with 6-7
holes and a thumb hole. The range for khloy is approximately 2 octaves

(see example 1)
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The range of Khloy thom is D4 — Cé.

The range of Khloy aek is xxxxx

Example 1 Range of Khloy

Fundamental techniques in playing khloy include circular
breathing, fingering techniques, upper register, tonging, trill, vibrato,
alternate fingering.



1.4 Reed flute

Figure 10 Pey pork

The boomboo flute Pey pork is the horizontal bronzed-reed (see
figure 10) functioning in the Arak ensemble. To perform pey pork, the
musician has to have the reed inside the mouth. It contains 7 finger
holes and one thumb hole with a range approximately an octave from D4

to D5 (see example 2). P
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Example 2 The range of Pey pork

1.5 Reed bamboo pipe Pey prabauh

‘

Figure 11 Pey prabauh

Cambodian reed bamboo pipe is called Pey prabauh (tigure 11)
The length of the pipe is approximately a feet with a long thick reed of
three inches. The body is made from bamboo with a range of a feet and
its reed is about 3 inches in length. Pey prabauh is the instrument of the
Arak and Kar ensemble and serves as a tuner for other instruments. The

Pey prabauh produces sound similar to Korean Pir:; and Japanese

10



Hichiriki. The range of Pey prabauh is approximately about an octave
from F4 to Ab5. According to Vann Molyvann, Pey prabauh can produce

nine pitches.’ (see example 3)
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Example 3 The range and pitches of Pey prabauh

1.6 Quadruple reed oboe Sralai

Figure 12 Quadruple reed oboe Srala:

Quadruple reed oboe Srala: (tfigure 12) is used in the Pin peat
ensemble. Sralai comes in two sizes with different range: the small Sralai
tauch, approximately in 12.5-13 inches in length with the range from E4
to C6 and the large Sralai thom in the length of 16-16.75 and a range of
C4-B5 (example 4). Usually both are performed together in the Pin peat
ensemble. The body of Sralai in different from the flute that it is made of

hard wood or ivory with the reed made from palm leaf. Sralai contains 6

5 Vann Molyvann, Musique Khmeére (Phnom Penh, 1969), 69.
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finger-holes. When play together in Pin peat ensemble, the Sralai tauch

has a solo role over Sralai thom.

¢

The range of Sralai tauch

QQ;’ND

The range of Sralaz thom
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Example 4 The range of Sralaz tauch and Sralai thom

The fundamental technique in performing Cambodian aerophone
instruments is the circular breathing and other techniques similar to
Khloy.

2. Chordophone
Several Cambodian chordophone instruments have a long history
dated back to the great Khmer empire since the ninth century.
Instruments of plucking as well as bowed instruments appeared as the
relief on the wall of the Angkor wat, Angkor thom, and Bayon. Some of
the instruments still functioned in the ensemble and some had
disappeared such as the Cambodian harp which has been recently
reconstructed.
2.1 Plucking instrument
2.1.1 Harp
The harp or Pin is considered one of the ancient
instruments of Cambodia. From the stone relief of the historical ruin, Pin

was a significant instrument in courtly life (see Figure 13)

12



Figure 13 Harp at the Bayon palace

2.1.2 One-stringed gourd harp
A Cambodian monochord plucking instrument is called

Ksaemuoy or Ksea Div (figure 14), literary means “one string.”

Figure 14 One-stringed gourd harp Ksaemuoy

It is played as solo instrument with vocalist or as part of the Arak
ensemble. When performed, the sliced dried gourd is placed at the left
chest of the performer while right hand plucks a plectrum on the
metallic string or brass string and shake the instrument to create a
vibration. The instrument creates a very unique sound through the
techniques of damping the string simultaneously after plucking on it.
The pitch is struck before or after the beat. The range of Ksaemuoy is

about an octave and a half' (see example 5)

13
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The range of Ksaemuoy with metallic string ,nyn !
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The range of Ksaemuoy with brass string
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Example 5 The range of Ksaemuoy with two different types of string

Fundamental techniques in performing Ksaemuoy include
producing a harmonic sound by vibrate the gourd to resonate with the
chest of the player, pitch sliding and bending, vibrato, and pizzicato
effect.

2.1.3 Long-neck fretted lute Chapey dang veng
The long-neck fretted lute is called Chapey dang veng (see
figure 15), an instrument of the Arak and Kar ensemble or a solo

instrument with voice.

\ 4

Figure 15 Chapey dang veng

The body of the lute is closed to a rectangular shape with curve
at the four sizes. There are twelve frets on the neck with two double

courses of strings made from gut or nylon. Each set is tuned a fourth

14



apart (G-C). The range of Chapey dang veng is about two octaves and a
half, from G3 to E6 (see example 6)

|19
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Example 6 Range and tuning of Chapey dang veng

Fundamental techniques in performing Chapey dang veng include
tremolo, pitch bending by pushing the strings, sliding tone, gace note,

trill, and slur.

2.1.4 Hammered dulcimer

Cambodian hammered dulcimer is called Khim (figure 16).
Khim in Cambodia comes with two sizes: one possesses high register
called Khim tauch with its role in providing main melody in Mahori
ensemble or Kar ensemble and lower register dulcimer is called Khim
thom, plays counter melody. Both khim also function in Chinese theater
Basak due to its Chinese heritage. The number of bridges in for Khim
tauch and Khim thom are varied. There smallest number of bridge is 8, 9,
and 12.

Figure 16 Cambodian Khim
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The range of Khim tauch and Khim thom are approximately three

octaves (see example 7).

The range of Khim tauch

The range of Khim thom
Example 7 The range of Khim tauch and Khim thom

Fundamental techniques in performing Khim include tremolo,

trill, grace note, slur, and mordent.

2.1.5 Three-stringed zither Krapeu
The Cambodian three-stringed zither is called Krapeu (see figure
17). The strings are made from different materials. The high and
medium string are made of gut or nylon while the low string is made of
metal, having a function of drone. The twleve frets are placed below the
three strings. The high string is tuned with G, medium string is tuned
with D, and the low string is tuned with G.

Figure 17 Three-stringed zither Krapeu
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The range of Krapeu is almost three octaves, from G3 to E6. Each

string can play up to an octave and a half (see example 8).
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Example 8 Rang and tuning of Krapeu

Fundamental techniques in performing Krapeu include prominent
application of tremolo (almost at the end of the phrase), turn, and two

grace note connected to one long note.

2.2 Bowed instrument
The bowed instrument in Cambodia contains both the two-
stringed fiddle and three-stringed fiddle. The two-stringed fiddle is
derived from China and the three-stringed from Persia. As for the two-
stringed fiddle, Cambodia has developed seven kind of the fiddles to
cover all range from high to low, closed to human voice. The bow of all
kind of fiddles are made from horse hair or nylon. There are different in
plaing three-string fiddle and two-string fiddle of Cambodia that the
three-string fiddle will use the tip of the finger to press on the string. As
for the result, using the finger tip bring clear nad bright sound than the
more nasal sound of the two-string fiddle.
2.2.1 High pitch two-stringed fiddle T'ro che
The highest pitch two-stringed fiddle is called Tro che (see
tigure 18) or Tro aek. The two strings are made of metal and tuned a fifth
apart (D-A).

6 Sam-Ang Sam, personal interview, December 2017.
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Figure 18 Two-stringed fiddle T'ro che
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Example 9 The range of Tro che

2.2.2 Medium high pitched two-stringed fiddle Tro so
tauch

Tro so tauch (see figure 19) is the medium high pitched
two-stringed fiddle. It is the leading instrument in the Mahori, Arak,

and Kar ensemble. String are made of metal and is tuned a fifth apart (G-
D).

Figure 19 Two-stringed fiddle T'ro so tauch
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Example 10 The range of T'ro so tauch
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2.2.3 Medium low pitched two-stringed fiddle 7'ro so thom
The medium low pitched two-stringed fiddle is called T'ro
so thom (see figure 20). Strings are made from metal and is tuned similar
to Tro che but having an octave lower (D-A). It functions in the Mahori

ensemble with a subodinate role.

Figure 20 Medium low pitched two-stringed fiddle Tro so thom

|19

QQ;’kD

Example 11 The range of T'ro so thom

2.2.4 Low pitch two-stringed fiddle 7o ou

The low pitch two-stringed fiddle is called Tro ou (figure
21). Different from the above two-stringed fiddle that its string is made
of silk, gut, or nylon instead of metal. The body is made of coconut shell
instead of wood, and is functioning in Mahori ensemble. 7o ou is tuned

a fifth apart (C-G) (see example12).
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Figure 20 Tro ou

b

Example 12 The range of Tro ou
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2.2.5 Three-stringed fiddle Tro Khmer

Three-stringed fiddle is called Tro Khmer (see figure 21),
used in the Arak and Kar ensemble. The resonator is made from coconut
shell with a silk or nylon strings. The three strings comprises of G on

the high string, D on the middle string, and A on the low string.

Figure 21 Three-stringed fiddle Tro Khmer
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The range of Tro Khmer is about two octaves and a half from A3
to E6 (see example 13)
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Example 13 The range of Tro Khmer

Fundamental techniques in performing 7o including of trill on
the interval of the second and third, vibrato (some musicians), prominent

application of slur, legato, melismatic, staccato, and occasionally tremolo.

3. Idiophone

Cambodian idiophone instruments consist of bronze drum,
wooden xylophone, metallic xylophone, and gongs. Both the xylophone
and gongs come in a pair of high and low pitch with different role in the

ensemble.

3.1 Wooden xylophone Roneat

Cambodian xylophone is called Roneat. Roneat is made from
bamboo or hard wood, carved in a form of a bar. There are altogether 21
bars made is the same width but different in length and thickness. The
overall range spans over three octaves. The wooden bars are arranged in
a row and hanged above a wooden resonator box made in a form of a
boat. Each bar is tuned with different portion of led mixed with beeswax,
called pramor. There are two types of mallet to strike on the bar: a pair of
soft mallet for an indoor performance and a pair of hard mallet for an
outdoor performance. A set of wooden xylophone played in Pin peat

ensemble comprises of Roneat aek and Roneat thom (figure 22).

21



Figure 22 Roneat aek and Roneat thom

Roneat aek has a main role as a leader of the pin peat ensemble due
to the lead-in function in the ensemble, then provides a melodic variation
with elaboration through several techniques. Roneat thom is different
trom the Roneat aek in its larger size, lower range and two-octave span.
To create a subordinate role to Roneat aek, Roneat thom is performed only
with soft mallet, providing a counter melody to the Roneat aek.

The range of Roneat aek is almost three octaves from I3 to E6

while the range of', Roneat thom is about two octaves from D3 to E5 (see

example 14).
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Example 14 Range of Roneat aek (left) and Roneat thom (right)
Techniques in performing Roneat aek include adding interval of
tourth, fifth, octave and the third to the melody, glissando, tremolo,

triplet, grace note in pentatonic set (CDE-G) (see example 15)

Example 15 Three grace note in

pentatonic set
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Techniques in performing Roneat thom includes syncopation,
legato, and can apply a mixture of styles with more freedom in

interpreting the music.”

3.2 Metallic xylophone (Metallophone)

In contrast with Roneat aek and Roneat thom, the twenty-one bar
of Roneat daek (see figure 23) is made from bronze plate of different
length, arranged directly on the rectangular wooden resonator. The
application of Roneat daek is only happened in largest outdoor ensemble
only. Fundamental techniques of Roneat daek is similar to Roneat aek. The

range of Roneat daek is also similar to Roneat aek (see example 16)
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Figure 23 Metallic xylophone Roneat daek
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Example 16 Range of Roneat daek

3.3 Gongs
There are several types of gongs used in Cambodian music. The

knob gongs and the flat gongs. A set of small bossed gongs of different

7 Sam-Ang Sam, personal interview, December 2017.
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sizes that are arranged on a circle wooden frame, having a perform sit at
the center of the frame is called Kong vung. This circular framed gong is
called Kong vung tauch which provides high pitch, performed together
with its pair of lower pitches range instrument, Kong vung thom. The
number of gongs is varied from sixteen to twenty-one gongs. Each gong
is tunes with pramor (led mixed with beeswax). Similar to the mallet used
for the Roneat, both the soft and hard mallet are applied in the same way
in performing Kong vung. Both the Kong vung tauch and Kong vung thom
(see figure 23) are instruments in the Pin peat ensemble. The role of Kong
vung tauch in the ensemble is to provide a melodic variation. On the other
hand, Kong vung thom, its lower range pair is performed in alignment

with Roneat thom.

Figure 23 Kong vung tauch and Kong vung thom

The range of Kong wvung tauch and Kong wvung thom is
approximately two octaves from D4-E6 and D3-E5 which is similar to

the range of Roneat thom (see example 17).
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Example 17 Range of Kong vung tauch (left) and Kong vung thom (right)
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Fundamental techniques in performing Kong vung is to play
consecutive note in a rhythmic drive that alternate between left hand

and right hand.

3.4-Small hand cymbal

Small hand cymbal made of bronze is called Ching (figure 24).
The cymbal comes in pair connect to each other by the thin rope. One
cymbal play by left hand and the other on the right. When performed
together produces an open and damp sound notated as + and o. The open
sound is created by using the cymbal on the right hand strikes on the top
rim of the cymbal of the left-hand Ching while the damped sound, is
created by using the right hand Ching strike over the top of the left hand

Ching. Ching serves as a time keeper of the ensemble.

Figure 24 Ching & ‘

4. Membranophone

Cambodian drums comprise of one-headed drum and two- headed
drum with different sizes and shape including barrel drum and goblet
drum.

4.1 Two-headed barrel drum

Figure 25 Double-headed barrel drum Sampho
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The double-headed barrel drum in the Pin peat ensemble is called
Sampho (see figure 25). Sampho is a medium size drum played by hands.
Both the two heads of the drum are covered with cowhide. Each is
carved which one side smaller than the other to provide the contrast of
high and low. At the center of the drum’s head is paste made with rice
and ash for tuning the drum. Sampho is the instrument of Pin peat
ensemble, regarded as a sacred instrument associates with sacred rituals.

The choice of rhythmic pattern for Sampho depends on the
repertoire and function of the performance. The rhythmic pattern of the
drum consists of an eight-beat cycle and sixteenth-beat cycle (Example

18).

The eight-beat cycle

The sixteenth-beat cycle

Example 18 The rhythmic cycle of Sampho

4.2 Large two-headed barrel drum

The large two-headed barrel drum is called Skor thom. Skor thom
(see figure 26) image appeared at the Angkor wat. In the past, it was
used in the battlefield and providing signals in the military and temple.
Cowhide or buffalohide is used for covering the two heads of the drum.
Each side of the hide is adjusted differently to create a different tone.

However during the performance, the drum is set vertically that only

26



one side is played; therefore, a pair of drum is used in the performance.

Both drums are played by wooden beater.

Figure 26 Large barrel drum Skor thom

Example 18 The rhythmic pattern of Skor thom

4.3 Two-headed cylindrical drum
The two-headed cylindrical drum is called Skor klang khaek
(figure 27)

Figure 27 Skor klang khaek

4.4- One-headed goblet drum Skor Arak

The one-headed goblet drum is called Skor Arak (tigure 28). The
head of the drum is covered with snake skin on the goblet shape body
made of wood or clay. Skor Arak is played by bare hand functioning in
Arak, Kar, and Mahori ensemble. When performed in the rituals, the pair
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of Skor Arak is used; however, for the wedding ceremony, only one Arak

drum is performed in the ensemble.

Figure 28 One-headed goblet drum Skor Arak

4.5 Goblet and framed drums Thaun and Rumanea

A pair of hand drums, one is similar to Skor Arak that it is in the
shape of goblet and made from either clay or wood. The other is a flat
small framed drum. The goblet drum is called Thaun and is placed on the
right lap of the performer while the framed drum, Rumanea is placed on
the left lap of the performer. Both Thaun and Rumanea (see figure 29)
are performed together and together they create rhythmic patterns.

Figure 29 Thaun and Rumanea

Example 19 The rhythmic pattern of Thaun and Rumanea
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Cambodian mode and tuning system

The Khmer empire history had paved the influences of
Cambodian music with Chinese and Indian cultures, which is not only
evident in the influence on musical instruments, but also upon its sound
system. The nature of the pentatonic scale which is rooted in Chinese
tradition and has become one of the Cambodia’s musical structures along
with the heptatonic scale derived from India. Pentatonic scales are used
in cultivating Pin peat and Mohori repertoire while the heptatonic is
found in the Arak and Kar repertoire. The pentatonic scale is considered
in the category of anhemitonic pentatonic scale (a scale without a
semitone).® In the heptatonic scale, only six notes create the melody.

Although the heptatonic indicates that there can be up to seven
pitches in a scale, when one tunes the seven-pitches, they are
approximately equidistant but not perfectly equal since different
ensembles can tune in different ways. Also, there is no concept of
standard pitch in Cambodian music. The tuning varies from one
musician to another. Therefore, the same type of instrument can sound
completely different from each other.

Contrary to western music theory where the structure of major
and minor scales provide a pattern of fixed intervals and any piece could
be perform in any key with the same pattern, Cambodian music has to
begin on specific pitches. If not, the result will turn the melody into a
different structure of intervals. Thus, it becomes a distorted melody.

According to the nature of Cambodian music, each repertoire
needs to begin their piece with a specific pitch, so the Pin peat repertoire
is using the G as the beginning pitch and Mohori repertoire must make
their beginning pitch on C. When performing the repertoire, Khmer
music has to begin on specific pitch. If performed with transposition, the
color of the melodic intervals can be changed, resulting in a different

melody based on a different mode.

8 Sam-Ang Sam, Musical Instrument of Cambodia, 6-7.

29



Py
-

<y

Pentatonic scale

QQS’\D
D

The pentatonic scale comprises notes 1 2 3 5 6 and 8 of the
western scale or M2 M2 m3 M2. Any piece that is constructed with the
pentatonic scale will have the 4 and the 7t as a passing note, not the
main melody. The heptatonic scale, on the other hand, has all seven

notes available for the main melody.
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Heptatonic scale

The concept of modulation is also different from western music
because modulation refers to changing key or tonic center. Instead
Cambodian music applies the technique of transposition where the pitch
is transposed up a fourth or a fifth.The structure of Khmer composition

is based on phrase structure and the cadential point.

Cambodian melodic characteristic and structure

Cambodian melodies are based on either pentatonic or heptatonic
scales. Musicians memorize the melody and it is passed down from
generation to generation by aural transmission. However, when
performed, the melody is modified and embellished, maintaining only its
skeleton. Cambodian music is functional music that serves the life of

people from birth to death as well as functioning as entertainment.

There are three types of Cambodian music composition: vocal music,
instrumental music, and music with dance. Since Cambodian music was
passed down through aural transmission, many Cambodian compositions
have disappeared from the modern repertoire. In terms of musical
texture, heterophony and polyphony are the terms to describe the

texture of Cambodian music. Since all musicians perform variations on
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the main melody that they keep in their mind, there is a wide divergence
between all the different versions of the melody being played at the same

time.

Concept of Rhythm

The nature of rhythm, meter, and tempo in Cambodian music is
different from western music. First, the rhythm is not a style but a
rhythmic cycle or rhythmic phrase comprised of several rhythmic units
of short-long note sets with variance of sounds induced by hand and
finger techniques. Second, the meter in Cambodian music is set in 4/4.
Third, there is no tempo marking as in western music; however,
Cambodian musicians know the compositions in their mind including
which piece was composed with slow, moderate, or fast tempos. Then,
the drummer will be the one who sets the tempo for the performance.

Example of eight beats cycle (Muoy Choan)

Example of sixteen beats cycle (Pi Choan)

Example of thirty-two beat cycle (bey Choan)

Concept of musical structure

sam-chan, song-chan, and chan-deo

Cambodian music 4/4 and 2/4 in Thai
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Cambodian rhythmic pattern

Cambodian Repertoire

song repertoire — Mahori

Mahori — folk dance is sued
Rule

Accent song
Mabhori lakon — Develop on particular on theme ex. hunter
Xylophone -
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Chapter IV
Thai Musical Materials

Thai Music

Thailand has been a home for many westerners and Asians for
many centuries. The Thais, therefore, have opportunities to hear music
of others and have been familiar with instruments outside their tradition.
The early records of music practiced in Siam (former name of the
country that was changed to Thailand in 1939) can be found in
literature, palace law, stone relief, stone inscriptions, and records of
missionaries and westerners residing in Siam, as well as merchants
travelling back and forth to the land. These records reveal the
information about ensembles, instruments, repertoire, as well as how
music functioned in Thailand.

Similar to other Southeast Asian countries that gain major
influences from Indo-Chinese cultures, Thal music has roots in the
instruments and performance practice of Indian and China. As such,
their musical function can be related to Hinduism and Buddhism from
India. However, its instruments, once adopted by the country, were
modified and developed from time to time, creating new appearances

while shadowing their Indo-Chinese precursor.

Thai ensembles and their functions in the society

The classification of Thai musical instruments as mentioned by
Thai music master, Montri Tramote is based on the Indian scripture.
The musical instruments are divided into four groups according to the
method in performing the instrument: plucking, bowing, striking, and
blowing. Some are suitable to play outdoors more than indoors;
therefore, the types of ensemble are built upon the function and the
venue of the performance.

The indoor ensemble can range from a single musician to a large

number of musicians. In the ancient kingdom of Dvaravati (6""-15% C.),



the ensemble of five musicians carved on the stone relief discovered at
the Khu-bua city displays five ladies performing with a plucked
monochord instrument, a flute, a wood clapper, a hand cymbal, and a
singer. This type of ensemble is considered a precursor of chamber music
practiced at the court in Sukhothai (13-14th C.) and Ayutthaya (15-18
C.). Two to three plucked and bowed strings with a singer, called Ban-
leng pin was a typical ensemble of the fourteenth century, which was
later developed into a Mahori ensemble in the Ayutthaya period,
comprised of four to six musicians.

The outdoor ensemble is used in grand ceremonial music of the
royal court and Buddhist ceremonies. Similar to the indoor ensemble, the
size of the outdoor ensemble was expanded and developed in the
Ayutthaya period. Hence, the Pii-phat ensemble was developed in this
period and still functions in present day Buddhist ceremonies as well as
all theatrical art performances of Thailand.

The only ensemble that maintains its role as in ancient times is
the conch-shell/horn ensemble that functions in the royal court for
signaling the royal procession or announcing the beginning of the

ceremony.

Indoor ensemble

There are two major indoor ensembles that are active in modern
Thai society. Both are considered Thai classical ensemble: the Krueng-sai
ensemble and the Mahori ensemble. Generally, all the instruments of
both ensembles are traditional Thai instruments. However, since the
twentieth century, western instruments such as piano, violin, organ, etc.
have been integrated into the ensemble, creating a mixed ensemble and

modernizing the sonority.

1. Thai string ensemble (Krueng-sazi)
Krueng-sai means string instrument in Thai, which indicates that

the main instruments of the ensemble are string instruments, both



plucked and bowed, along with aerophone instruments and percussion
instruments. The plucked strings include a crocodile-shape zither (Ja-fe)
and a hammer dulcimer (Khim). Bowed instruments consist of two types
of high and low pitched two-stringed fiddle: Saw-duang (high pitch) and
Saw-uu (low pitch). One or two bamboo flutes (Klui) are added. The
rhythmic section includes a pair of one-headed drums. One is in the
shape of a goblet called Tone and the other is a small circular framed
drum called Ramana. Other percussive instruments are a pair of hand
cymbals with an onomatopoeic name (ching). The choice of adding a
singer to the ensemble depends on whether the instruments intend to
perform vocal or instrumental repertoire.

The Krueng-sai ensemble’s function is for entertainment purposes
such as banquets, wedding ceremonies, and any auspicious event.

(see figure 1).
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Figure 1 Thai string ensemble, Faculty of Fine and Applied Arts,
Chulalongkorn University

2. Mahori ensemble
Thai Mahori ensemble is one of the ancient ensembles of
Thailand that was developed since the fifteenth century. Once it

developed to the modern Mahor: ensemble, the functions has changed



from the ancient practice in the royal court to public performances. The
choices of instruments from ancient ensemble to the modern ensemble
are also different from each other. The ancient Mahori ensemble, which
was developed from the Khab-mai ensemble and Ban-leng pin ensemble
comprised four instruments: three-stringed fiddle (Saw sam-sai), a
plucked string instrument (Kra-jab pii), a goblet drum (7one), and a
singer with a set of wooden clappers. Later on, in the Ayutthaya period,
the ensemble expanded to six instruments, adding a bamboo flute (K/uz)
and a framed drum (Ramana) (see figure 2). This type of Mahori

ensemble is called Mahori-luang due to its function in the royal court.

Figure 2 Mahori luang, Faculty of Fine and Applied Arts,
Chulalongkorn University

The modern Mahor: ensemble (figure 3) was a modern
development in the Ratanakosin period (19t-century), having a different
tunction from Mahori luang in its role to serve the public and common
people. In the new development, the Makor: is a combination of
instruments drawn from the Thai string ensemble and Pii-phat
ensemble. The modern Mahorz, therefore, is comprised of a wooden
xylophone (Ranard-ek), a half-circular set of framed gongs (Kong wong
yai), a three-stringed fiddle (Saw sam-saz), a low and a high pitched two-
stringed fiddle (Saw-uu and Saw-duang), a bamboo flute (Klui), a three-



stringed plucked zither (Ja-ke), a pair of hand cymbals (Ching), a goblet
drum (7Tone), a circular framed drum (Ramana), and a set of wooden
clappers (Krap-puang). These choices of instruments create a small size
modern Mahori ensemble, which can be expanded to a larger size by
doubling the instruments or adding more instruments, such as a low
pitched wooden xylophone (Ranard-thum), metallic xylophone (Ranard-
lek), high pitched half-circular framed gongs (Kong wong lek) and
additional ranges of bamboo flutes (Kluz-lib or klui-uu), a pair of medium-
sized cymbals (Chab), a hanging gong (Mong), and a pair of two-headed
drums (Klong kaek).

Figure 8 Mahori (a mixture of string ensemble, xylophone, and a
circular framed gongs), Faculty of Fine and Applied Arts,
Chulalongkorn University

Outdoor Ensemble

Pii-part ensemble is a major ensemble of Thai music. The role of
Pii-part ensemble is to perform in royal court ceremonial music,
Buddhist ceremonial music, and theatrical art performances. The
ensemble itself’ dating back to the Ayutthaya period, consisted of only
five instruments, which was later expanded to a large size outdoor

ensemble as well as separating into several types of piz-part ensembles



tor their specific roles. The smaller size ensemble is comprised of a high
pitched wooden xylophone (Ranard-ek), a low pitch half-circular framed
gongs (Kong wong yai), a folk oboe (Pii-nai), a double headed drum (7a-
pone), a pair of large drums (Klong-tad), and a pair of hand cymbals
(Ching). Other types of Pii-phat ensembles can add another range of folk
oboe (Pii-nok), a low pitched wooden xylophone (Ranard-thum), a high
pitch half-circular framed gongs (Kong wong lek), a pair of medium-sized
cymbals (Chab), a hanging gong (Mong), and a pair of two-headed drums
(Klong kaek). As tor the largest ensemble (Pzz-part krueng yai), the metallic
xylophone is added (see figure 4).

Figure 4 Pii-phat ensemble

With a very large size ensemble, each instrument in the Pi-phat
ensemble has their own role and performs with their own styles. The
leading instruments are a high pitch wooden xylophone (Ranard-ek) and
a folk oboe (Pii-nai). The main melody is played by the low-pitch half-
circular framed gongs (Kong wong yai). Supportive instruments are
another folk oboe (P17 no-ok), metallic xylophone (Ranard lek), and a high
pitch half-circular framed gongs (Kong wong lek).



Thai musical instruments and their techniques
Chordophone
1. Two-stringed fiddle

There are two types of two stringed fiddles: the high pitch and
low pitch. The high pitch is called Saw-duang and the low pitch is called
Saw- uu (see figure 5). The range of both fiddles can cover two octaves,
in which Saw-duang is a fifth higher than the Saw-uu. The tuning for
Saw-duang is G on the lower string and D on the high string. As for
Saw-uu, the low string is tuned to C while the high string is tuned to G
(see example 1).

Figure 4. Saw-duang (left) and saw-uu (right)

Range of Saw-duang
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Example 1 Range and tuning of high and low two stringed fiddle

The techniques in performing both Saw-duang and Saw-uu are

similar. Each school provides additional techniques expanding from the



fundamental fiddle techniques. Besides playing straight melody, the
techniques provide musicians ways to modify the melody with
ornamentation and melodic embellishment such as trills, grace notes,
slurs, triplets, melismas, turns, vibrato, and tremolo (see example 4.2-
4.8).

To apply a trill on the specific note, the pitch higher than the
main pitch is played at the start of the trill but the ending note has to be
the main pitch. For example, the trill on A begins with B but ends on A
(example 2)

N
tr
Trill on A o+ =

(called prom perd) %

Example 2 Application of trill on structural pitch A
on the two stringed fiddle.

The triplet is done by repeating the same pitch or playing three
different pitches in a stepwise motion (example 3). A slur, on the other
hand, is not rhythmically evenl and is applied with three different pitches
that are not moving in a stepwise motion; therefore, it is combined with

two grace notes that are connected to the main note (example 4).

Triplet 3 3 o) .
called sa-ba iy 6o
( d) 2 es S F

Example 4 Triplet and slur ornamentation

Grace note is common in ornamenting Thai melody. Generally,
grace note is applied by using three different pitches. The first two are

grace notes that are connected to the main pitch by slur (example 5).



Grace note with slur 9
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Example 5 Application of two grace notes to the main note &’
Besides trills and grace notes, mordent is another ornamentation
applied to Thai melodies. The mordent, when used, is combined with a
triplet and connects together with a slur (example 6).
Example 6

Ay 3
mordent, triplet, grace note % § { - ii { { %
and slur ~— <

As for the bowing technique, one bow can play one note or two

notes. Vibrato and tremolo are applied according to styles and legacy of

each school (example 7).

Example 7 vibrato %

2. Three-stringed fiddle

The three-stringed fiddle is called saw sam-saz in Thai (see figure
5). The instrument was developed from the Persian instruments,
Kamanche and Rebab. The Thai three-stringed fiddle is a type of spike
tiddle, much like the endpin on a cello. The three strings are tuned with
the interval of a fourth apart: A on the low string, D on the middle
string, and G on the high string (see example 8).

Example 8

Range of saw sam-sai ,)\Q ()
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Figure 5 Three-stringed fiddle Saw sam-sai

Fundamental techniques include double stops, trills, vibrato,
slides, grace notes, and slurs. The double stop is created by adding the

harmonized pitch above or below the main melodic pitch (see example 9).

Adding pitch below the main pitch @

0
Adding pitch above the main pitch éﬁ H
©

Example 9 Double stop by adding an interval of a fourth above

or below the main pitch

3. Hammer dulcimer (Khim)

The hammer dulcimer is known as Khizm in Thailand. Khim has
its origins in China. Historical evidence indicated that the instrument
was well-known in Thailand during the reign of King Rama IV (d.
1868). There are two types of Khim: the butterfly shape and the

10



trapezoid shape. Both are different in terms of body, sound quality,

materials, and tone color (see figure 6).

CACRES T

— i

Figure 6 The butterfly-shape Khzm and the trapezoid shape

As for the range of Khzm, it varies from two to three octaves
(example 10) depending on the number of bridges which are seven-
bridges, nine-bridges, or eleven-bridges. The seven-bridges are the most
common one. However, the seven-bridge Khim requires an additional
bridge inserted to accommodate different keys. For new music
composition, the nine-bridge Khim is more suitable to accommodate

wider ranges harmonic exploration.

QE;’ND

Example 10 Range of Khim (seven-bridge)

Khim is performed using many techniques that include playing
the melody one note at a time (called Geb style), playing two notes at the
same time or alternating pitches at the octave, and playing the melody
with added intervals of a third, a sixth, or a fourth above or below the
melodic pitch. Ornamentation includes grace notes, tremolos, trills, and

slurs. (see example 11).

11



Play straightforward melody without #ﬁcmq:ﬂ:;

adding ornaments

) . .
Play melody at octave by alternating — . —>r

Play melody by octave at
the same time r
Example 11 Techniques in performing khim

Adding intervals to the melody is done by applying the interval
of the third, the fourth, the fifth, or an octave. When performed with
intervals, the tremolo is applied. This technique is a popular technique of

Khim, called Grauin Thai (example 12).

o}

v ' z ;

Example 12 Application of tremolo when playing interval

The grace note is applied in a set of three different pitches, having
the first two notes as grace note that move in either ascending or

descending motion toward the main melodic pitch (example 13).

Example 13 Application of grace notes (called sa-bat)

A single pitch can be played with triplet rhythm. This technique

is common in Thai music and is called sa-dau. (example 14)

12



b=
Example 14 The triplet is applied on the single pitch (called sa-daw)

The other technique used commonly in Thai music is based on
Thai a compositional method in connecting one musical phrase to the
next. The technique is called #za0 which is applied where there is a space
between melodic phrases or to sustain the pitch. The note one tone
higher than the ending pitch is applied in a set of six notes in a long-

short-short-short-short-long pattern (see example 15)

?

o
I
[

Example 16 The application of thao at the end of the melodic phrase

Typically, Khim when performed as solo instrument, tends to be
most expressive in a minor mode; ex. Nang kruan (The weeping of a

Lady) (example 17).

Nang Kruan

Example 17 Melody of Nang kruan in a minor mode

13



4. Crocodile zither (Ja-ke)

T ETTTIIT——,

Figure 7 Ja-ke, three-string plucked zither

Rooted in Mon-Khmer culture, Ja-fe (see figure 7), the plucked
zither is made in the shape of a crocodile and is part of the string family
in Myanmar, Cambodia, Laos, and Thailand. Ja-ke means crocodile in
Thai. It has been used since the Ayutthaya period and it was mentioned
in the Palace law that it is forbidden for ordinary people to play the
instrument in the palace area.

The instrument itself has three strings tied with three tuning
pegs, two strings being made from silk or nylon while the lowest one is
made of metal. The three-strings stretch across the top of eleven frets.
They are tuned with a fifth and a fourth (C-G-C) (see example 18). The
range of pitches each string can produced is an octave plus a fifth (C3-
G4, G3-D5, and C4-G5). Ja-ke is played with plectrum made of bone,
wood, or ivory having thread for tying it to the index finger of the

player.

té;’to

Range of Ja-ke

(@)

N
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Example 18 Tuning and range of Ja-ke
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Fundamental techniques of the instrument include tremolo,
striking all three strings, triplet on the same pitch, grace note on three
different pitches in ascending or descending stepwise motion, and

mordent.

Aerophone
1. Bamboo flute

Bamboo flute or Kluz in Thai, is considered one of the earliest
instruments socialized in every classes of Thai society. Since the sound
of the bamboo flute is soft, it is suitable to perform with an indoor
ensemble, such as the string ensemble and Mahori ensemble. The role of
the flute when functioning in the ensemble is to provide the melody with
ornamentation. There are three types of bamboo flutes that produce
different registers (see example 19): kluz pieng-ou, klui lib, and klui-uw (klui
means flute in Thai) (figure 8).

Figure 8 klui lib (top), klui pieng-ou (middle), and klui-uu

The middle range, Kluz pieng-ou plays in the string ensemble and
Mahori ensemble. With its lower range and mellow sound, klui-uu plays
in pii-part dueng-dam-ban ensemble, which is the ensemble accompanying
indoor plays. On the other hand, klui-lib, provides highest register and
tunctions in both the string ensemble and pii-cha-wa ensemble. As such,

the three types of the bamboo flute can cover the range of soprano, alto,

15



and tenor in western vocal music classification. The Thai bamboo flute is
in the key of Bb.

1

Range of Kluz lib

QQS’ND

(@]

Range of Kluz pieng-ou

CQ;3N>

Range of Kluz pieng-uu

I
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Example 19 Range of three different types of kluz

Fundamental techniques in performing the bamboo flute include
circular breathing, vibrato, grace notes, mordents, slurs, and trills. These
techniques when applied with specific fingerings can produce different
tone qualities.

Circular breathing is the common technique in performing all
aerophone instruments in Thailand. The effect of circular breathing
initiates the continued vibration sound to play longer phrases. The
performer will store the air in their cheeks to be used when they run out

of the air as they take in more air through their nose.

2. Folk oboe

There are three major types of folk oboe currently used in Thai
music: pi-nai, pii-nauk, and pii-java (see figure 9). The first two
categories have are used for entertainment purposes, especially in
theatrical art performance. Pzi-Java, on the other hand, has its function
in the court ceremonies. Both pii-nai and pii-nauk are the melodic
instruments of the pzi-part ensemble while pii-java is reserved for specific
occasions such as a royal procession, funeral, and in ensembles playing

Persian and Indian repertoire. Beside the three types of pii, pii-klang, the
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middle size oboe, was used in the shadow puppet shows but lost its
popularity in modern culture. Since each type of oboe is distinguished by

its size, each produces different pitch. Pii-naz is fixed on pitch ‘G, pii-
nauk on ‘C; and pii-klang on ‘A’

/1] /

Figure 9 The three types of Thai folk oboe piz-nauk (left), pii-nai (third
Srom left), and pii-java (right)

2.1 Pii-nai

The quadruple reed oboe, Pii-naz, functions in the Pi-phat
ensemble with the role of providing the melody with rhythmic drive in a
tast tempo piece or lyrical melody in sentimental repertoire. The size of
pii-nai is larger than pii-nauk, as such, it produces a lower pitch. The
tone color of Pii-nai is more subtle than pz-nauk. Pii-nai has a wide

range of approximately twenty two pitches.

2.2 Pii-nauk

Pii-nauk is another quadruple reed oboe of Pi-phat ensemble,
playing in dialogue with Pii-nai. The size of pii-nauk is smaller so it
plays in a higher range than pzi-nai. Pii-nauk is used in theatrical art

performance along with pii-nai.
2.3 Pii-Java

A quadruple reed oboe, Pii-java is derived from the Indian folk

oboe, sarunei. The reed is made of palm leaf. Pzi-java functions in funeral
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ceremonies and royal processions. Of all the range of the three oboes,
pii-nauk can play the highest pitch. All the three Pii(s) can perform from
the lowest pitch of their range up to additional twenty pitches depend on
the skill of the performer.

()
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Range of Pzi-Java

¢

N

Example 20 Range of the three types of oboe, pii-naz, pii-nuak, pii-java

Idiophone
1. Wooden xylophone

1.1 High pitch xylophone (Ranard-ek)

Ranard-ek (figure 10) is the leading instrument of the Pii-phart
ensemble, in which the Ranard-ek player directs the ensemble in a
variety of styles and characters. The instrument can showcase virtuosic
technique by playing with great velocity. It provides a variation of the

melody with high technical performance. The tone color of the wooden
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xylophone varies depending on the type of wood, which can range from

mellow, soft, and delicate, to a bright, echoing sound.

Figure 10 Ranard-ek (high-pitch wooden xylophone)

There are twenty-two wooden bars representing twenty-one
pitches covering almost three octaves from G2 to G5 (example 21). The

pitches are tuned by attaching a paste mixture of lead and bee-wax.

B>
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Example 21 The range of ranard-ek

Performance techniques for the xylophone include playing the
melody in octaves at the same time or alternating octaves in double time.
In order to prolong the pitch, the trill is applied, called grau in Thai. To
play a trill, the starting pitch is the lower pitch alternating with the
higher pitch, begining the trill slowly, then applying a gradual
acceleration to the end (see example 22). This technique can be applied
with the intervals of the second, third, fourth, fifth, sixth and the octave.
Other techniques include applying triplet, slur, mordent, tremolo, and
glissando, as well as performing in an oblique motion, which means one

19



hand repeating the same note while the other hand creates a melodic
line;.

) ——

e e s

Example 22 Trill on ranard-ek

1.2 Low pitch xylophone (Ra-naad thum)
The role of the low-pitch xylophone or ra-naad thum (see figure

11) is to play a counter-melody to the high-pitch xylophone.

Figure 11 Ra-naad thum

Ra-naad thum consists of 17-18 wooden bars, differing from ra-
naad ek in the larger size of the bar, which provides a lower and
mellower sound, while the tone color of ra-naad ek is brighter. In
contrast to ra-naad ek that favors hardwood bars, ra-naad thum needs the
subtle sound of bamboo wood. The range of the low pitch xylophone is
about two octaves and a half, from E2-G4 (example 23). The trill is also
applied in the same way as ra-naad ek to prolonging the pitch; however,

only the intervals of the second, fourth, and octave are used.

|19
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Example 23 Range of ra-naad-thum

2. Metallic xylophone

2.1 High pitch metallic xylophone (Ranard-ek Lek)

The role of the high pitch metallic xylophone Ranard-ek Lek (see
figure 12) is similar to the high pitch wooden xylophone, ra-naad ek in
embellishing the melody with rhythmic drive and motion; however, not
in the role of the leader of the ensemble. The number of metal bars is the

same 21-22 bars as the high pitch wooden xylophone.

Figure 12 Thai high-pitch metallic xylophone Ranard-ek Lek

2.2 Low pitch metallic xylophone (Ranard-thum Lek)

The role of the low pitch metallic xylophone (figure 13) is to play
structural pitches of the melody, which is similar to the low-pitch half
circle framed gongs. The number of bars is 16-17, similar to the number

of pitches the lower pitch wooden xylophone has.
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Figure 138 Thai low-pitch metallic xylophone Ranard-thum Lek

3. Gongs in a circular frame

3.1 High pitch gongs (Kong wong lek)

Figure 14 A half-circular wooden framed gongs, Kong wong lek

The eighteen small knob gongs of Kong wong lek (figure 14) are
set in a half-circular wooden frame. These gongs are high-pitch gongs
that create melodic variation to the main melody, which is played by the
low-pitch gongs, Kong wong yai.  The range of the gongs are
approximately two and a half octaves, from B3 to E6 (example 24).

116
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Example 24 Range of Kong wong lek
3.2 Low pitch gongs (Kong wong yai)

Kong-wong yai (figure 15) is the sixteen bronze gongs arranged in

the half-circle wooden frame, functioning in pii-phat ensemble and mahori
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ensemble. It has a significant role in pii-phat ensemble by providing the
main melody, and it is the first Thai instrument that any of the Thai pzi-
phat musicians learn. The range of Kong wong yai is approximately two

octave from D3 to E5 (example 25).

Figure 15 A low-pitch half-circular wooden framed gongs, Kong wong yai

(@)

QQ;"&D

W

9

Example 25 Range of Kong wong yai

4. Percussive idiophone

Each Thai percussive idiophone instrument is associated with a
different ensemble. Their roles are diftferent in each ensemble.

4.1 Pair of hand cymbeals (ching)

The role of ching (figure 16) in the ensemble is to keep time in the
smallest unit of strong and weak beats. There are two types of ching:
small ones used for string and Mahori ensembles (circumference around
5.5 cm.) and the larger size (circumference around 6.5 cm.) for pii-phat
ensemble. There are two sounds that the hand cymbal can produce: open

and damp sound. The open sound is created by striking the rim of one
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cymbal with the rim of another cymbal creating a bright, clear, resonant

bell tone. The damp sound is created by covering one cymbal with the

other cymbal, which produces a short, muftled noise.

Figure 16 Ching

Ching regulates the smallest unit of strong and weak beats. The

density of ching lies on the structure of the composition and can be

grouped into three levels based on same melodic material: chan deo

(short, fast, and dense), song chan (moderate tempo), and sam chan (slow

and long piece). To clarify the rhythmic roles of ching, the melody of the

first section of Kaek bo-ra-tet is displayed here in all three levels: chan deo,

song chan, and sam chan (see example 26.1-3).
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Ex. 26.2 The third level: Kaek bo-ra-tet (sam chan)

4.2 Pair of Chinese cymbals (Chab)

The Chinese cymbal chab (see figure 17) comes in two sizes: small
and large. The small size cymbal plays syncopation to other main
rhythmic instruments while the large size cymbal punctuates on large

rhythmic accents.

A

Figure 17 Ching (bottom) and chab (small and large)

4.3 Pair of wood clapper (Krap)

There are three types of wooden clappers called Krap (see figure
18) for different types of ensemble. The common one is a pair of wooden
blocks made from hardwood. Both are cut in an equal lengths of twenty
centimeters long and five centimeters width. This type is used in
accompanying a vocalist in a specific genre called khab se-phaa. The
singer will hold each pair of £rap in both of the hands to provide rhythm
while singing.

The second type of wooden clapper, krap puang, is a set of several
thin pieces of wood alternating with metal pieces cut in a rectangular
shape with the outer two pieces of thick wood, connected together with

thick thread. When performing krap puang, the player will hold the edge
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of the instrument with one hand and tap on the palm of the other hand.
This function of the instrument is to provide a signal for the appearance
of the King at the throne hall or mark the beginning of the royal
procession. It also functions in the pzz-phat ensemble for the theatrical art

performance.
The third type of the wooden clapper is called krap khuu, which
refers to a pair of long, thin bamboo strips cut in a rectangular shape. To

perform krap khuu, performers hold a piece of wood in each their hands

and strike one on the top of the other. This instrument is used only in

i

Figure 18  krap sepha, krap puang, and krap khu (left to right)

stage plays.

Membranophone
1. Double head barrel drum, T'a-pon

Figure 19 Double head barrel drum, Tapon
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Ta-pon is a double-headed barrel drum (figure 19), considered the
most sacred instrument of the pii-phart ensemble and Thai music. The
tuning of fa-pon is done by applying a paste mixed of rice and ash on the
center both sides of the drum head. The right side of the drum is larger
than the left. Ta-pon is laid horizontally on the short wooden legs and
played using the palms of both hands. The role of Tapon in pii-phat
ensemble is to provide the main rhythmic pattern of the repertoire.
There are two sounds ta-pon can produce (see example 27). The first is
to play on the right (smaller) side of the drum and the second is to strike
the larger head on the left side.

Example 27 Two sounds of ta-pon

2. Large pair of barrel drums (Klong-tad)

Klong-tad (figure 20) is a large pair of barrel drums, set vertically
on the ground. This pair of drum is used in the pii-phat ensemble. The
right drum is called the male drum while the left is called the female.
The male drum has higher pitch than the female drum. In the pii-phat
ensemble, klong-tad provides punctuation to the rhythmic pattern played
by Ta-pon.
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Figure 20 A large pair barrel drums, klong tad

3. Goblet drum Tone and framed drum Ramana

Tone is a goblet drum, usually played along with a small framed
drum, Ramana (figure 21). Both are rhythmic instruments providing the
main rhythmic pattern to the string and Mahori ensemble. These

patterns require the integration of both drums, usually by one player.

Figure 21 Goblet drum Tone and

framed drum Ramana

Each drum provides two sounds and, when combined together,
create four sounds for the drum pattern. The sound of ramana includes
ting and ja, by rapping the fingers of the left hand at the rim of the
ramana drum for #ng, and tapping on the center of the drum for the ja
sound. The fone creates the jong sound sharply striking the fingers on the
rim of the drum and tham sound by applying the palm of the right hand
to the center of the drum. Together these instruments provides soft and
deep tones with brighter accents to the rhythmic pattern (see example

28).

Example 28 The four sounds of Ton and Ramana
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5. A pair of small double-headed barrel drums, Klong kaek

Klong kaek (figure 22) is a double-headed barrel drum, sounds are
produced by applying bare hands on both sides of the drum. Each side
produces different pitch: the male side provides higher pitch than the
female side. The instrument came from southern India; therefore, it
shares similarity with the Indian dholak drum. Klong kaek is functioning

in the pizz-phat nang hong ensemble (which performs at funerals).

Figure 22 A pair of small double-
headed barrel drums Klong kaek

6. Klong song-nha (double-headed drum)

Klong song-nha in Thai means double headed drum. Klong song-
nha (tfigure 23) has a shape similar to klong kaek as well as similar history
in that both are derived from Indian instruments. Klong song-nha has a
similar shape to the maridangam drum that functions in the carnatic
music of Southern India. In Thai, klong song-nha functions in the pii-phat
se-pha ensemble, which is an ensemble performing vocal repertoire of a

story telling nature.

Figure 23 Double headed
drum klong song-nha
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Thai scales and tuning

Generally, Thai scales are known to others as seven Equi-distant
pitches with melody constructed on pentatonic set. This concept is not
exactly accurate to define the Thai musical scale, but can be used as an
approximate intervalic measurement since many research have been
experimented with measuring the frequencies of the ensemble. Results
reveal the inequivalent distance scale and that every ensembles tuned
their instruments slightly different from others. This proof that there is
no concept of actual standard pitch in Thai music. David Morton wrote
Traditional Music of Thailand (1975) and was the first who defined the
measurement of Thai scale. The 171.4 cents from his research was
derived from mathematic calculation of the average intervalic distance
between pitches of the Thai scale.! Sugree Charoensook, in the year
2003, wrote the book on Thai Musical Systems where he measured scale
systems of several Thai ensembles. His research proved that the
intervals between pitches of Thai scale are not equal.? The table below
demonstrates Morton and Charoensook’s measurements in comparison

with the western scale.

Table 1 Comparison of intervalic frequencies from western equal

distance, Mortons” and Charoensook’s measurement.

=} =
=
0

100
200
300
400
600
700
800
900
1000
1100
1200

Cent

Equal C C# D D# E F F# G GH# A A# B C

Morton | 0 171.4 342.8 b514.2 685.6 857 1028.4 1199.8
(+1714 | C D E F G A B C

for all)

Charoe | 0 170 318 493 655 827 1013 1200
n-sook | C D E F G A B C

1 David Moton,

2 Sugree Charoensook, [Thai Musical System] (Nakonpathom: Mahidol University
Press, 2003),134.
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The concept of key, called Zang in Thai music, as mentioned by
Miller (1992), are based on the tonal center of the pentatonic scale.
There are seven tone centers in Thai music: G, A, Bb, C, D, Eb, and F.?
These seven pitches are derived from the pitch of various types of oboes

in Thai music (see example) .
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Example 29 The seven keys in Thai music

The key concept is also related to the reperotire. The majority of
Thai songs are set in the keys of C pentatonic, G, F, and Bb respectively,
and a few are in the keys of Eb and D. Repertoires with ethnic titles such
as Kaek (Indian or Persian) are set in the key of xx, Thai and Ka-men
(Cambodian/Khmere) are in the key of F, Lao in the key of C, and Mon
in the key of Bb, etc.* (add more) Generally, most of the pii-phat
repertoire is tuned to G when played with a hard mallet and F when
played with the soft mallet.” The same song, when played by pzi-phat and
Mahori ensembles, do not begin on the same pitch. It has to be

transposed one tone lower to swtich from pii-phat ensemble to Mahori

3 Terry Miller, “The Theory and Practices of Thai Musical Notations,”
Ethnomusicology 36/2 (1992), 201.

4 ibid., 202.
5 ibid., 203.
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ensemble in order to tune in with the bamboo flute (k/uz), the aerophone

of the Mahori ensemble.®

Rhythm/ Meter/ and texture

Thai music is transcribed with duple meter (2/4). This concept
embraces all Thai repertoire except one song, Sorapanya, that is notated
with triple meter. The rhythm in Thai music is controlled by the pairs of
cymbal called ching and the rhythmic pattern of the drum. Each
ensemble uses different types of drums; therefore, each drum provides
different sounds and patterns in drumming. For example, the Pii-phat
ensemble uses the paired drums (klong-tad) and a double-headed drum
(ta-pome), while a pair of smaller drums, the goblet drum and framed
drum, are designated for string and Mahori ensembles.

The two most popular rhythms used in Thai music are the prob-
ga? and song-mai patterns. The following examples demonstrate how
each type of drums perform in prob-ga: rhythmic pattern in accordance

with the cymbal for song chan structure (see example 30).

Example 30 of Prob-gai pattern in the composition of song chan

structure

The rhythmic pattern also realtes to the structural pitch of the
composition. The structural pitch in Thai music is called look-tok. Look-
tok is considered to be the significant pitch of the phrase that holds the

musicians together when playing in the ensemble. When performing as

6 ibid., 203.
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an ensemble, the texture can be either polyphony or heterophony
depending on the level of complexity of the melody each instrument in
the ensemble plays. Thai composition has the same concept of melody as
in Myanmar and Cambodia, that the main melody only exists as a
skeleton melody in the mind of the musicians but not in the actual
performance. Each instrument has their own performing melody that is
passed down from their teacher aurally. As a consequence, the same
composition played by two different schools are unalike. However, at
each point of the composition, the ensemble will aim toward the same
structural pitch which is called /look-tok. As such, Look-tok creates a
cadential point of the composition.

The example here is an exerpt transcribed from the ensemble
performing the first section of Lao duang-duean to display heterophonic
structure and structural pitch look-tok. Instruments in the transcription
include the bamboo flute (klui), two-string fiddles (saw duang) and (saw-

uu), and a hammer dulcimer (khim) (see example 4. ).

Example 4. x Heterophonic structure and look-tok of the first section of

Lao duang-duean
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Characteristics and structure of Thai music

The structure of Thai songs are varied in terms of musical form
depending on the type of the repertoire, which can be composed in a
through composed form, binary form, a single section, or a composite
torm. The length of the composition is also varied. For example,
Sadhukarn, it performed in a complete version, will be comprised of
several repeats with a special ending section.

Based on the tempo and density of the composition, Thai music
can be composed in three structures: chan deo, song chan, and sam chan.
Each has its own distinctive character and tempo; therefore, a song can
be played solely as a single piece, or performed in all three styles
consecutively. If performed altogether as a set of three, the suffix t4ao is
added at the end of the song title. The differences of the three structures
are the tempo and density of the melody, as well as the character and
style that is controled by rhythmic pattern of the drum. All of the three
structures (chan deo, song chan, and sam chan) are created on the same
melody.

Typically, the song chan rhythm was composed first as an original
composition that was circulated in Thai music repertoire since the
ancient time. Therefore, older compositions tend to be composed with a
moderate tempo setting (song chan). Later on, Thai music masters
developed the composition technique to modify the composition in terms
of expansion and reduction to sam chan and chan deo. Since then, it
became popular and has become another style of performance to
demonstrate the compositional techniques and performance skills.
Modern Thai composers created the idea and methods for developing
the compositions into the threefold structure of Zzao.

To explain the technique in the composition structure of thao, the
melody of Kaek bo-ra-tet is used to display a comparison of phrase
structure and the rhythmic patterns. The orginal composition of Kaek bo-
ra-tet is in song chan rhythm has the melodic structure is sixteen

measures long. The song chan is a composition set in moderate tempo.
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The strong and weak beats are accented in every two measures by Ching
(hand cymbals) and the main rhythm is controled by the rhythmic
pattern played by the drums.

The rhythmic pattern to accompany Kaek bo-ra-tet is prob-gai
pattern, which is eight measures long. Therfore, to accompany the
melody of Kaek bo-ra-tet, the rhythmic pattern is played twice. The last
sound of the pattern marks the main structural pitches of the melody.
Likewise, the melody of Kaek bo-ra-tet contains two structural pitches
(one at measure eight and the second is the last pitch of measure sixteen

(see example 29).
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Example 29 The melody of Kaek bo-ra-tet in song-chan rhythm

The above example indicates the main structural pitches (E and
C) that are syncronized with the rhythmic pattern of prob-gaz. Besides
the main structural pitches, there are two additional subordinate pitches
that coordinate with the four-phrase structure (A at the beginning of
measure 4 and E at the beginning of measure 12.

To create a sturcture of chan deo from song chan, the melodic
structure of sixteen measures is condensed by half, providing an eight

measure melody instead of sixteen. Therefore when applying the
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rhythmic pattern of prob-gai, which is in an eight-measure pattern, it can
be completed in one pattern instead of reapeating twice as in song-chan
structure. The example below (example 30) displays how the same
structural pitches (E and C) are maintained in chan-deo as well as the
increase in the density of strong and weak beats controlled by Ching.
Generally, songs composed in ‘chan deo’ structure are set with
tast tempo and have a sense of rhythmic driving. Since it is a fast moving

forward repertoire, there is a few or none ornamentation applied to the

melody.
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Example 30 The melody of Kaek bo-ra-tet in chan-deo rhythm

With the same theory, the third level of composition, called sam
chan is in a slow tempo and double the length of ‘song chan.” Since the
song moves in slow rhythm, plenty of ornamentation can be applied. The
accent of down beats and up beats is controlled by ching, which in sam
chan fall in four-measure phrases. The example below displays the four
structural pitches (measure 8, 16, 24, and 32). The main structural
pitches, which are designated inside the square boxes in measures 16 and
32 while the secondary pitches are marked with circles in measures 8 and

24 (see example 31).
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When performing all three levels together, the slow rhythmic
structure begins the set, followed by the moderate one, and concluding
with the fast rhythm of chan deo. The composition methods based on the

theory of thao is realated to the theory of diminution and augmentation.

Musical styles and practices

There are two performance styles Thai musician use in creating
variations on the melody. First is the rhythmic drive motion, called geb
in Thai, where all the pitches are played in fast tempo and fills all the
space in the melody. The second is h-waan style that employs lyrical
melody with sentimental expression. These are musical idioms and

expressions that musicians from create their interpretation of the same
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song. One melody, therefore, can be performed in different styles

depending on the school, teacher, and individual musician.

Repertoire

The repertoires in Thai music are varied based on the function of
the composition. In a broader category, Thai music can be divided
according to its function in an event or how the compositions are
performed, which includes overture repertoire (pleng hom-rong),
ceremonial repertoire (pleng phi-tiz-gam), theatrical art repertoire (pleng
nha-part), suite or song cycle repertoire (pleng rueang, pleng tab), ending
repertoire (pleng hang-krueang), dialect repertoire (pleng ook pha-saa), solo
repertoire, vocal repertoire, general repertoire (pleng bet-ta-let).

Notable Thai ethnomusicologist Panya Roongruang had
classified Thai repertoire into nine genres including pleng nha-part, pleng
ruang, pleng hom rong, pleng tap, pleng thao, pleng yai, pleng dieo, pleng la,
and pleng klet.”

As mentioned, the pentatonic scale is not the only scale in Thai
music; hexatonic and heptatonic scales are part of the repertoire that
bears the title of other Southeast Asian ethnicities. The collection of
repertoires functioning in Thai music consist of Mon, Bama (Burmese),
Kaek (Indian), Lao, Jeen (Chinese), Fa-rang (Portuguese), Yaun
(Vietnamese), and other foreign names such as Arum, Nerapati, etc. Each
contains different applications of pentatonic, hexatonic, or heptatonic
scales, along with specific styles and characteristics. Thai compositions
do not contain their nation title like others. Instead, it typically has a
name associated with actions, people, nature, or animals, such as “Tao
gin phak-bung” (turtle eating the morning glory).

Among all the repertoires, pleng nha-part is a highly significant

repertoire in Thai music since it relates to Buddhist rituals, ceremonies,

7 Panya Roongruang, “Music in the Kingdom of Thailand,” in Grove Music Online.
Retrieved 10 March 2018, from
http://www.oxfordmusiconline.com.unco.idm.oclc.org/grovemusic/view/10.1093/gm
0/9781561592630.001.0001/0mo-9781561592630-e-0000027763.
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and theatrical art performance. There are songs that have specific
functions in the ceremonies and Thai musicians have to be aware of the

order of these songs from the beginning to the end of the ceremony.
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