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KEYNOTE ADDRESS

AN ARTISTIC RESEARCH: INTERPRETATION OF THE SECOND MOVEMENT OF
CONCIERTO DE ARANJUEZ

Herry Rizal Djahwasi

Senior Lecturer, Sultan Idris Education University (UPSI) Malaysia

Abstract

There is only a small number of published articles about music as performing. We identified
that articulating artistic practice into the scholarly communication and claim of knowledge of con-
tribution on academic research is primary contributing factor. This article specifically describes how
artistic practice and research in academic settings can come together. The present article explored
about what artistic research, why artistic research and how artistic research implemented to Joaquin
Rodrigo’s Concierto de Aranjuez which is the one of the miraculous classical guitar compositions
of the 20th century. This study intends to contribute to the existing body of knowledge on the in-
terpretation and performance of the second movement of Concierto de Aranjuez based on artistic
demand of compositional aspects and artistic creativity of performers perspective. The methodology
of this study conducted in the form of artistic research. The artistic design of this study consists of
edition, technical analysis, technical competency, compositional analysis and intuition. The finding

of objective features indicated that the understanding of melody ornamentation is the is a crucial



aspect for actualizing expression aspect in second movement of the Concierto de Aranjuez. Mean-
while, in the term of subjective features, intuitively, the artistic dissatisfaction of this study initiated
the artistic creativity of this study in the form of alternative technical approach in the classical guitar
for achieving the sound intensity of classical guitar on the orchestral accompaniment and legato
articulation in ornamental melody. The beneficial features of the basic interpretive concepts in
this study are highly recommended for future studies to be applied in the form of various classical

repertoires and other fields of musical instrumentation.

Keywords : Artistic research in classical music performance, Concierto de Aranjuez, the second
movement of Concierto de Aranjuez, Artistic research in the second movement of Concierto de

Aranjuez, technical aspect of the Adagio movement of Concierto de Aranjuez.
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Revolutionising University Music Programs: Challenges and Opportunities of
Artificial Intelligence

Professor Zaharul Lailiddin Saidon

Universiti Pendidikan Sultan Idris (Sultan Idris Education University), Malaysia

Abstract

The application of artificial intelligence (Al) in music education has the potential to revolu-
tionize the way we teach and learn music. In this keynote address, we will explore the challenges
and opportunities of integrating Al into university music programs. We will examine how Al can be
used to personalize music education and enhance the learning experience for students. We will
also discuss the potential impact of Al on music performance, composition, and analysis, as well
as the ethical implications of using Al in music. The speech will conclude with a call to action for
music educators to embrace Al as a tool for innovation and improvement in music education, while

also addressing the challenges of integrating this technology into existing curriculum.



msdsggdnnssgdvnfiudsuagauniuiaminededaling ase 4 The 4" Silpakorn Conference on Sound and Music
ANZA3ENAMERS unInendefaling 8-9 liquieu 2566 Faculty of Music, Silpakorn University, Bangkok, 8 - 9 June 2023

Programme Note

Up to Us

$ouz 1AaTIIETey A13eelag Julian Cary

Useiiuslng Sauz wdassiada Aidedlae Julian Cary TaefinisSeudessudeulassadnames
ummas MsUsuasuniseniiunesavesuninas MsBeuBssmsUsraudsmanew Tneamnayld
NMSUBEURLIUDINENTBIUNINGS nsihsukuuTImzveInuaiille lua uaraunidl-seu wusuld
Tugusome nstnaaiosans 4 TulnsnadiasslunisSouSoanacdneae saludanisusyiudinas
Jualyal Taefidemvosunmasiiannsodifnguauiisldie nsussiusiFosssausing 4 Tanume
vowunIuianinsidunedn wuvueman msdenldldnaiuvenevasmesn swlldinsauandadu
nanwallun1suandiwinwesuasvasiAvesnunsida luauveansduseadiuuimianistusesugliuures
aunstile Tea auludinsdedludnuazuiy (Rap) Fauduendnuaivesnunidu-sed lusuvesdmeding
Tsunuudimmsludnuazvesauniile Tva uazaun3su-sou Feasiidnuurlumnaunaudosdanse

e

nluaae iliunwasigidelauseiusdunntuiadiflndlugueuuaunsudasiuady

Impressed

$ouz 1AasIETey A13eelae Julian Cary

Useustulne Snuy 2edassiasa mdoslae Julian Cary Tdvihnnsussiusludnuarauniuda inns
Tdsuuuuimeuuuille T fimslfiaTesausdideluluih uaziinisfesUszanuides 6 wun lnedidonmves
uninasiiassadifnguauiivldie nUssiusidessrauing q fdnvuzvownuniudaionisduiy
Ao¥n uuwhueman madenlilinduvensveneda nluiimsiuandaduendnuallunisuansdeinus
BUATIATIAYRIAUATUTE TuAuYeIN1TTuTaslinumenstuseslususuureinuniile lwa sauluiienis
Sodludnuwaizusy (Rap) duduendnuaivesaurid-seu ludruresdameiinslduuuudomsludnuas
vesauniiile Tva uazaunsu-sou deasilidnvarlunsnaunaudssdunseidilufe ilrummasiy
Weldseitustuinduandalndlusuuuausiudadouade



Insomnia

5 Junsvuwe

Usgiiuslag 18 Sunsvuwe “Insomnia” Wuunuseiudinasdmsuimaisium iiauednvavedse
woulivau Fudulsamsdanveianis lnednwazeinisvedlsailinn ueunduen weunduluain i
JuupeAsImauNaNin vsednishuuewsiniiung inlusanldantulunainaisiu danuiandvasenis
AU TunsUseiusinas fuseiusladiendnuarensvedlsamnfnuLagaseassamewmain

v & dl' = g (Y 3 (Y = o e 1 <
N15UsEIUEAN 9 iawanstisennisiiduiendnualianizvedlsausulivu Feundseiusiuuseaniu 3
viou laun viouwsn “Before” uansdiennuidniugienauiaiueuy vounaes “Try” wansdiannune1eny

Tun1s1aU warviounaIy “After” LaRIDIANYALDINITUAIANNNITUIUIUNAU

-2
2

nany

o/

£ ¢
nAFs 29dsIINa
Uszitudlag Andes 29dssna lasuuseduanalaain “ane” Wudninegaiuinusssulnauas T
a < 1 °o o [ £ L3 <
sysudanu wazilududdgludinununsnssuvestsemalne aulnglilssleviananglunisdunssnu
Tumsinedgn Wunnuzaings Judnddewaztuems egrslsionu anenduinmwadluniau ane

gnuesindudninldwaignuazdngalade @duanuduaianedudninedsiaainuin Jaaneingn

1
P

) Y 3 = = pgy) ' ! « 9 < ad o
dnldiudndSeuiisuauniidnuazlduatagians manu “ygvate” 4 10unanuialewuivaass N
amuazdesioneain “ygnae” Fuduaneiignladinneunivzgnasludalsseindnd diunassasshilu

NUAaYY NBLARIDDNIIAINNAIYNUVRIERIUS LN

Monkey Business for Three Percussionists

o

£ = ¢
AT INATINNA

Usetuslag fnnas 19dssna unuseius Monkey Business luunysziusaunisiuadefinauna
5E1131999AUSENBUYBINITUTIAINLAT NSUansazAs (Theatrical acting) wazmsldgunsaliiuenuiionn
w3esnusuidugunsaldiunilvesnisuans lumsuseiusldinaiansussiusuuunusdidsane (Ale-
atory music) LagAMuUABIAUIENBUATUNITLARSAIENISITEUUNIULALINUAISIWEUUNAINEURAS TUAIS

o g v a v A an 1o W i N Ay v a a A ¢
‘UiiLaQSU@QUﬂfﬂu@]{[ﬂjLLu’Jﬂ@W’NﬂqULﬁENVleiJﬁ]’]ﬂ@@%LQW']SGUENLﬁﬂﬂml@ﬁnﬂﬂ"ﬁUiﬁLa\?Lﬁi@Q@umiﬂi'@QUﬂim



713 9 Wiy wadesudamsidamlunwivendssendliiindesseneunisuansieriinainuvungliu
Y4 A A v v a v a 9 1% a &
undseiusiaziiodoasligvuinanudnlausunvesunyseius inun g
Tusugun3szvasunuseius lalduuanuAamanisdesdunsetuaalaniddglunsussius e
Tinupsvihminnduesosaevioutymuazdedauniadeing natnauss 3 au azduiunuresdihsyuia
Inefisseiuniaseningtng. 2557-2566 lounnaenussens funsleviunensguuss watonusying 199
gI350 FRIUNLNTTUUAT UATNALONOYNIY LHIFUAT STUUATINNTIINSENTIUMALNG Tagdiniwtneiit

v ¢

wldluundsgiusiunandmavestdnnisides 3 v



Rediscovering Impressionism: a use of impressionist techniques in
“Still Life for Small Ensemble and String Sextet”

Julian Rhamone Carey"

Abstract

Much has been said of impressionism since its inception in the late nineteenth century.
However, its emphasis on the personal background, temperament, and sensual experiences of
the composer has not received the same level of analysis as the musical techniques used by the
composer. The first time most young music students are introduced to impressionist music, they
are shown Claude Monet’s (1840-1926) timeless painting Impression: Sunrise. They are shown the
wide brush strokes, muted colors, blurred lines, and emotional serenity of the scene. However,
these methods for musical “painting”, the blurring of musical content, and the transfiguration of
image into sound are not often included in the analysis of existing impressionist works. How do
impressionist composers create, what Debussy called “worlds” in a piece of music? This process
of representing musical and extramusical content using musical material is at the crux of impres-
sionist composition. If properly understood, this can be an effective method of communicating
something deeper and more ethereal, perhaps more important than the compositional techniques
themselves. The composition of Still Life for Small Ensemble and String Sextet is a modern look
into these concepts of evocation and world-building. The 25-minute, three-movement piece is
for solo vocalist, tenor saxophone, piano, bass, drum kit, and string sextet (two violins, two violas,
two cellos). Similar to how a still life painting explores the intricacies of things like fruit baskets
and glassware, Still Life examines the intricacies of the life, moods, and sensual experiences of its

own compaoser.

Keywords : Impressionism, evocation, composition.

1 Master of Music in Music Research and Development, Faculty of Music, Silpakorn University
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Introduction

At the time of its inception, “impressionist” music was met with both high praise and scathing
criticism. It questioned the boundaries of musical composition at the time, and has led others to
question those boundaries in the decades following. It still considered basic elements like form
and phrase, though the use of emotion and experience with intent to obscure those structures
had not been previously explored or heard. Impressionism was as much a product of philosophical
thought as it was of musical experimentation. It is no accident that the birthplace of impressionism
and the experience of its creators are reflected aesthetically in the music. Even with this fact at
the root of the very meaning of impressionism, it seems most music deemed impressionist still
sounds distinctly Parisian, regardless of its country of origin. This, as well as the research done on
music inspired by impressionists like Claude Debussy (1962-1918) and Maurice Ravel (1875-1937),
is a symptom of a great misunderstanding in music appreciation. It seems that the implementation
of musical techniques popularized by Debussy and Ravel has been accepted as the main criteria
for what makes music “impressionistic”. A great deal of the literature on impressionism focuses on
harmonic and melodic techniques, yet Debussy’s writings about his own music hardly mentions
any of these compositional techniques. In an attempt to rediscover the essence of impressionism,
a new piece entitled Still Life for Small Ensemble and String Sextet was composed and premiered
live for an audience that was not only diverse in national origin and culture, but in experience with
music (or lack thereof). The result was a peculiar sort of abstract understanding— several members
of the audience, regardless of their musical background, reported having similar experiences with

the piece.

Research Aims

This research aims to use a more refined understanding of impressionism as the basis for a new
musical composition for mixed ensemble which utilizes musical content drawn from the personal
identity of the composer, rather than strictly on the composer’s musical influences.

This research has three main aims:

a) To analyze how impressionists evoke extramusical content using musical material.

b) To use these techniques to compose an original piece of music for solo vocalist, tenor
saxophone, piano, bass, drum kit, and string sextet (two violins, two violas, two cellos).

c) To express through sound elements of the life, moods, and sensual experiences of the

composer, and to effectively convey this ethereal, emotional content to a diverse audience.
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Literature Review

The central issue of this research is the discrepancy between the understood definition of
impressionism in music and the foundational definition and practice of it. In addition, research on
impressionists outside the classical idiom is still minimal. Multiple works by jazz pianist, composer,
arranger, and bandleader Billy Strayhorn (1915-1967) were selected for analysis. While he is often
compared to impressionist composers, not much research has been done on the direct connection
between Strayhorn’s personal life and how he musically evokes these events using form, melody,
and harmony. Currently, the best resource available is Something to Live For: The music of Billy
Strayhorn by Walter van de Leur. While this book focuses on arrangement and other technical
aspects of Strayhorn’s writing, it accomplishes what no other author or researcher has: a direct
connection is drawn between Strayhorn’s troubled personal life, and how this affected his musical
decisions. However, aside from this single mention of Strayhorn as an “American Impressionist”,
there seems to be no other mention. In summary, like the case of the nineteenth-century impres-
sionists, much of the research done on Strayhorn’s compositions focuses on his compositional,
arranging, and orchestrational techniques. However, none of the existing musical analysis seems to
focus on the personal, extramusical factors (like mood and state of mental health) that influence
compositional material.

The introspective look into personal experience has led the researcher to choose African
American gospel music as one of the elements of their personal life to be evoked in the music.
Gospel is the music of the African American church, and is heavily influenced by blues, jazz, rag-

time, and negro spirituals.

Research Methodology

The research will be conducted through the composition, rehearsal, performance, and analysis
of an original piece for vocal soloist, jazz rhythm section, and string orchestra. The compositional
process involved the derivation of musical material from text and images, as well as the composer’s

own temperament, surroundings, and experiences.
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Research Outcomes

Movement 1: “Everything is Life is Everything”

Fig. 1 : “I. Everything is Light is Everything” lyrics

Father, you are the moon
Leading us through the night
With voices molded by your Holy hands

We cry in tones only you understand, our lord.

Death whispers ceaselessly,
The gray creeps ever near
Many nights of endless prayer

Dispelled every fear

Everything is light is Everything
Everything is changing, slipping through my hands.

Figure. 1.l. Everything is Light is Everything” lyrics

The first movement, “Everything is Light is Everything” explores the first fifteen years of the
composer’s life- a warm, bright childhood, most of which was spent singing gospel music with
family. The dominant themes of this movement and described time period are family, prayer, and
familial connection through gospel music.

Near the end of this movement the lyrical content and harmonic color begin to change.
This indicates the sudden realization of the truth of life, and the inevitable nature of suffering. The
phrase “everything is light is everything” is no longer a singular, fully-abundant truth. This accep-

tance is alluded to in the final line, “Everything is changing, slipping through my hands”.
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Figure 2. |. “Everything is Light is Everything” mm. 1-4

“The D flat drone”

The drone in the first nine measures is a metaphorical still line, which represents life from
birth to death and beyond. This idea, more broadly represented by the D flat, is transfisured and
reinterpreted at several points throughout the piece. Similar to leitmotif, this element is transfigured

throughout the piece to represent different perceptions of the concept by the composer.
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Evocation of gospel music

The Lord is in His Holy Temple

Transcription

Habakuk 2:20
Cary Familly

Soprano

o) — N— ~
The_ Lord s in His ho - ly_  tem - ple._

Alto

Tenor

Figure 3. Transcription of “The Lord is in His Holy Temple”

In the second measure, the composer’s family is evoked using an obscured reference to
gospel music, specifically “The Lord is in His Holy Temple’’, an old text set to a new melody and
arranged by the family of the composer. Typically, choral parts in gospel music are arranged for
three voices: soprano, alto, and tenor. These three-part voicings are represented in the highest of
the string parts. Typically, similar motion also dominates the melodic movement of the voices. To
represent and pay homage to family, the composer used the harmony and melodic motion from

this original music setting, but obscured the harmonic rhythm and color of the following section.

“Prayer” evocation

The aforementioned prayers are believed by members of the composer’s family to be the
reason why the family has been blessed with protection and protected from harm for so many years.
These prayers, the ubiquity of gospel music at home, and the family as a whole are represented
by the ascending figure at measure 10. This passage is harmonized in three voices, and includes
several disjoined, yet cadential resolutions. This obscures the music enough that it is not overtly
similar to any particular gospel song (unless to a particularly keen ear that has been involved in
the performance of the piece being referenced).

The same ascending figure is also indicative of the sending of prayers to heaven, specifically
by the composer’s great-grandmother. She was known for locking herself in her room and praying

for sometimes more than a day. The consequent descending portion of the figure indicates bless-
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ings, coming back down to those who prayed for them. This is a musical allusion to an adage used
by the composer’s family, and other Christians of the same racial background: “When blessings
go up, blessings come down.” This supernatural coverage is an ancestrally crucial theme passed

down through the ns in song and story.
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Figure 4. |. “Everything is Light is Everything”, mm. 10-15

Suspended 2 voicings

Measure 22 is the first instance of a specific chord structure, involving a suspended 2 chord
over a variety of bass notes, including the major third, minor third, and the major second belong-
ing to the suspended chord in the upper voicing. These chords are not obviously bright or dark,
creating the notably obscure sound explored throughout the piece. This represents a certain still
state, highlighted by both familial warmth and consistent life challenges. The chord structures in

this movement are all relatively simple, based mostly on major and minor triads.
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Color change
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The color change at measure 75 is accomplished by sudden, abbreviated use of the “prayer”

sequence. The relationship between these two sounds is a musical representation of the relationship

between faith and suffering: like prayer or any reliance on religious faith, these chords temporarily

clear away complexity and darkness.
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ll. Movement Il “The Willful Walk into Darkness”
Finally standing tall
| have endured the darkness that was made to make me grow
I’m with the clouds above
Floating about, until there’s no more earth to watch from Heaven above
| had another dream
Glory surrounded, dragonflies and snow that fell so gently
Everyone held a rose in hand,
Except the man standing by himself
And as he passed me by, he whispered...

Figure 7. “Il. The Willful Walk into Darkness” lyrics

The second movement, “The Willful Walk into Darkness” explores the new realization of
necessary suffering, and of the true nature of life, which is not completely good or bad. The
movement begins with an instrumental introduction. It features a cello solo and a tenor saxophone
solo. These are evocations of the voices of two important male figures during this period of the
composer’s life. During this time, more complex, tonally dark chords are used and represented
in the music, signifying greater maturity and intelligence. The lyrics describe a dream in which the
composer sees himself accepting accolades after a performance before being met abruptly by a

dark fisure who tells him the year in which he will die.

“Evocation of the composer’s grandfather”
The opening cello 1 solo was written to mimic the vocal range and speech patterns of the
composer’s grandfather, especially some of his parting words that were given before the composer

moved out of his hometown to attend university. It is represented in the example below.

1

Y

q

Violoncello —

)4
v,

7

Figure 8. “Il. The Willful Walk into Darkness” mm. 1 cello introduction
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“Evocation of the mentor”
The tenor saxophone solo represents the voice (and musical style) of another important male

fisure and mentor to the composer. It is represented in the example below.

e

Tenor Saxophone [ N e ———

Figure 9. Tenor saxophone solo at mm. 14

“Evocation of the composer”
The pentatonic melody at measure 34 is an evocation of the composer, as well as the di-

chotomy between stillness and change. This is illustrated by the reharmonization and harmonic

re-colorization of the same melodic line.
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Figure 10. Cello solo at mm. 34-43
At measure 54, the same theme from measure is reharmonized with the intention of changing

harmonic color as opposed to harmonic function. Its rhythm is also changed, now syncopated and

played over a lively 7/8 time signature. This is a representation of the composer’s own journey
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through different transformative life events, and of the reshaping of the composer’s character,

although the self (the melody) remains unchanged.
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Figure 11. Restatement of the “evocation of the composer” at mm. 54
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lIl. Movement Il “Still Waiting”
Once | was a child, higher than the stars
| would not believe I’d be nothing more.
Many nights were spent
hiding from the dark
Never came the day
We would be apart.
Everything | am, everything you are

Walking hand-in-hand, hatred in our hearts.

Many were the ghosts, wars of right and wrong,

Once | found them both within, | hadn’t very long.

Waiting for a friend, waiting for the gift, waiting to be still, waiting for the end.

Figure 12. “lll. Still Waiting” lyrics

The title of the third and final movement, “Still Waiting” is a double entendre. It can also be
read as “Still, Waiting”, inferring a state of balance, acceptance, and peace with not only the suf-
fering of life, but of the eventual death of the composer himself. The harmonies throughout most
of this movement include a D flat, but are transformed in ways that rapidly change the harmonic
color and emotional tone of the piece. These colors were chosen to enhance the lyrical content,
and match the feelings of the composer in relation to the ideas described in the lyrics. In the in-
strumental introduction, the other central musical themes and evoked voices found throughout
the piece are played contrapuntally by the strings. This is representative of ancestral and spiritual
protection by prayer, and the words of advice that gave constant foresight and wisdom to the
composer throughout life. This movement is from the point of view of the composer in the future,
looking back and reflecting on life whilst peacefully awaiting death. This movement’s lyrics and
harmony illustrate a state of oneness between light and darkness, the flaws and strengths found
in all people, and the underlying human propensity for wickedness. In this movement, the narrator
expresses an acceptance of everything, and of a realization of all of these things within.

Because reflection is a central theme of the piece, content from the previous two movements

are found in the introduction.
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Figure 13. Contrapuntal introduction to “lll. Still Waiting”

Here, the collective thoughts and memories of the composer are represented as an imitative,

polyphonic introduction played by the strings. This includes several themes:
a. The melody played by the second viola is an evocation of the composer’s matured voice,

now marked with still wisdom and calm reflection. The voice which is reflecting on the past, pres-

ent, and future which has not yet occurred.

b. “Evocation of the composer’s grandfather” from the second movement is introduced by

the first viola.

c. Melodic theme from the first movement is introduced by the cellos in the fourth measure.

In measure 7, the chords played by the rhythm section are all over a Db ostinato bassline,
a musical “recollection” of the drone found in the beginning of the first movement. Given the

context of the first movement, the pitch is representative of life, and of vital energy. Although it

was clearly meant to represent life, the final movement now reveals that it also includes death.

| / / / / | Gbmaj7(#11)

|: Dbmaj7(#11)
| Amaj9/Db | / / / / | Dbmaj7
| Dbmin9 | / / / / | Dbmaj7

Figure 14. Chords from mm. 9- 18

A,
A,
/)
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Conclusion: Understanding through emotion

“The heart has its reasons which reason knows nothing of... We know the truth not only by

reason, but by the heart.”

Blaise Pascal, Pensées

Evocation, experimentation with color, and the focus on emotion and personal experience
are at the heart of impressionist composition. The listener’s feelings and sensual perception is far
more important than their theoretical and conceptual understanding of the piece, meaning that
a diverse audience is a more effective indicator of the transcendent nature of an impressionist
piece. If the nationality, or any other single aspect of the composer’s personality were the only
tool used in composition, the emotional content of the piece may be imperceptible to listeners
of different backgrounds.

The music-adjacent audience members present for the premier of the piece included the
CEO of a major Thai record label, a Thai rap sensation and her band, a major singer-songwriter,
and at least a dozen music students. Those with careers furthest from music included a non-En-
glish-speaking, 47-year old Chinese tea salesman, a 31-year-old skincare entrepreneur who hadn’t
heard live ensemble music since high school, a 75-year-old retired Thai Embassy worker who had
never heard live strings before, and her husband, a retired photographer and contractor. These are
just a few of the backgrounds present in the audience that day, and yet, the reviews were all the
same. Musicians and non-musicians alike were seen crying, normally talkative high schoolers were
left speechless, and the stoic were moved internally by an unnameable force that they could only
say they had never heard before.

The feelings expressed by different listeners were quite complex, and expressed more than
simple preference or appreciation. Different audience members were asked to describe their expe-

rience while listening to the composition. This comment was written by a 21-year-old pop singer:

“Even though, at first, | didn’t know what inspired the piece, each movement made me think
of departure with a feeling of acceptance rather than a feeling of loss. This piece showed me that |
had an empty space in my heart. Instead of simply reminding me and leaving it there, it filled that

space too.”
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This same experience with the personality of the composer is expressed by a 26-year-old

bartender:

“I didn’t go just to listen to the composition. | went so that | could hear [the composer] tell

a story, and feel it using all of my senses.”

Above is perhaps the most accurate explanation on how to appreciate impressionist music
and what’s more, by someone who is unaware of the term and its history. The composition and
reception of Still Life for Small Ensemble and String Sextet was a unique moment that raised an
interesting question. In the age of information and human confidence bordering on hubris, perhaps
more logic and “clarity” is not what’s needed. As audiences across the world seek in art what they
are missing in themselves, composers with any interest in human experience may have a new calling:

to bring impressionism back onto the stage, into the bored ears and starving hearts of the listener.
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Marketing Strategies Guideline for Independent Artists in New Normal Era
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AdAey : Aalunulrleudase, diuesueas, 1A3n-19
Abstract

The objectives of this thesis are 1. To study the problems and obstacles of independent pop
artists in the New Normal era. 2. To study the marketing methods for independent pop artists in
the New Normal era. The study method is qualitative research by using in-depth interviews with an
expert who works with independent artists, a concert organizer for indie artists and 2 independent
pop artists. All of them encountered the problems and obstacles of being independent pop artists
in the New Normal era, which is affected by the COVID-19 outbreak.

The study found that the factors that affect the marketing methods of independent pop artists
are opportunities, funding, competition in the music industry that increases in the past, Political
issues and the impact of the epidemic of COVID-19. Therefore, Independent pop artists have to plan
their work, for example, creating a song that is clearly unique, using various social media channels

to promote themselves or their band and seizing every opportunity possible. The results from the
1 tnfnwszauliygiln avdsdnidouasinun sinine1deaaling / donutgtgibson@gmail.com

Master Student of Music Program in Music Research and Development Silpakorn University / donutgtgibson@gmail.com
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study mentioned above are consistent with the qualitative research results. In summary, the study
is about the concept of presenting an effective marketing way for independent pop artists in the

New Normal era and can be beneficial to the music industry.

Keywords : Indipendent pop artists, New Normal, Covid-19
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DEVELOPMENT OF PANTOK MELODY THEMES TONGKEK USING
LEON STEIN’S THEORY APPROACH

Muhammad Alfian Nur Khair’

Abstract

This paper presents a study on the composition of traditional music performance in Pancor
Village, East Lombok, Indonesia with a focus on the creation of digitalized compositions based on
traditional music. The study employs the approach of Leon Stein’s theory of composition, which
emphasizes the importance of understanding the cultural and historical context of musical works
in order to create innovative and meaningful compositions.

The study involves field research, where traditional music performances in Pancor Village
are recorded, transcribed, and analyzed using Stein’s approach to composition. The analysis fo-
cuses on identifying the characteristic elements of traditional music, such as melody, rhythm, and
instrumentation, and exploring how these elements can be integrated with digital technology to
create new compositions.

The study also involves experimentation with digital tools, such as software synthesizers,
digital audio workstations, and other music production tools, while adhering to Stein’s approach
to composition. These tools are used to create digitalized compositions based on the traditional
music of Pancor Village, with the aim of exploring the creative possibilities of combining traditional
music with modern technology, while maintaining the cultural and historical context of the original
works.The results of the study show that the integration of traditional music with digital technol-
ogy, while employing Stein’s approach to composition, can lead to the creation of innovative and
compelling musical works that are relevant to contemporary audiences. The digital compositions
created in this study demonstrate how traditional music can be transformed and reimagined in new
and exciting ways, while still respecting the cultural and historical context of the original works.

This study contributes to the ongoing conversation on the preservation and development
of traditional music, and demonstrates the potential of integrating traditional music with modern
technology using a theoretical framework that emphasizes cultural and historical context. It also
highlights the importance of understanding and respecting the cultural and historical significance of
traditional music, and the role that technology can play in preserving and evolving these musical

traditions.
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Introduction

The composition of this study is based on the Bedodok tradition, which originates from
Pancor Village, Selong District, East Lombok Regency, West Nusa Tenggara, Indonesia. According to
the Indonesian Sasak dictionary (2020; p. 115), the words bedodok mean to wake up. According to
Amir in Mutiarani (2014: 310) that the Tongkek musical instrument functions as a communication
tool to awaken the Pancor community to perform the morning and dawn prayers in the month of
Ramadan which are carried out by young people to adults who are held together in Pancor village.

The opinion above is in line with what | experienced related to the tradition of waking up
the dawn in my village. Because | came from and grew up in Pancor village where the Bedodok
tradition developed as stated above on.

| chose this digital platform because the idioms of Tongkek music can be developed, composed
and expressed in various modern instrumentation or western music instrumentation. This is also
my attempt so that through this study, the Tongkek tradition can be accessed easily. This ease of
achievement has allowed Tongkek’s musical traditions to be disseminated to the wider community

as well as providing motivation to the younger generation to develop further investigations.

Problem Statements

The problem statement of this study are as follows:

1. References related to Tongkek musical instruments are very limited. So far there are only
two references related to Tongkek music. The first reference is based on a study conducted by
Alfian (2018) related to organology and tuning systems. While the second reference is based on
a study conducted by Amir (2014) related to rhythm patterns, game techniques and functions
in society. However, these two studies do not explain the development and implementation of
Tongkek musical instruments in the form of notated compositions.

2. Digitizing Tongkek compositions requires an understanding of existing composition devel-
opment techniques. In relation to that, there are two aspects

which is an artistic challenge in this work. The first is related to the Tongkek musical instru-
ment which is played repeatedly and only consists of five notes that are played as many as 2

octaves starting from the low G tone to the high C tone. Because Tongkek is played by at least 7
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people in a group according to the number of tones found in the Tongkek instrument so it is not
possible to perform.

The second is related to the selection of musical composition development techniques that
feature some features of simple motif development. Based on this problem, the implementation of
Leon Stein’s composition technique is the platform | use because In his book Structure and Style:
The Study and Analysis of Musical Form (143: 1995) Leon Stein explains 22 approaches that can be
used in developing variation themes. The application of Leon Stein’s theory to this composition
was chosen because it can provide a more structured guide to develop the tongkek melody theme.

So that it can help me organize ideas in a more logical and effective way.

Research Objectives
1) To develop the Tongkek musical idiom by using a theoretical approach, Leon Stein.
2) To Digitalize Tongkek’s musical compositions to be further documented into a digital

platform.

Traditional Music Tongkek

Figure 1. Tongkek instrument
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References related to Tongkek musical instruments are very limited. So far there are only
two references related to Tongkek music. The first reference is based on a study conducted by
Alfian (2018) related to the manufacturing process and adjustment system on Tongkek musical
instruments. While the second reference is based on a study conducted by Amir (2014) related
to rhythm patterns, game techniques and functions in society. However, there are some studies
on traditional local instruments in Southeast Asia that have similarities with the work | do. One of
them is the study by Mohd Nasir and Ismail (2014) focusing on Indonesian Gamelan music, which is
played using a set of traditional instruments made of bronze or bamboo. This study examines the
influence of gamelan music on contemporary music in Indonesia and finds that many contemporary
Indonesian musicians incorporate gamelan music into their compositions.

Further research conducted by Wong and Tan (2017) explores the use of traditional Malay
musical instruments in contemporary music production in Malaysia. The author found that tradi-
tional instruments such as Rembab, Kompang, and Genga are used in new and innovative ways in
contemporary music, and this helps preserve and promote traditional Malay music.

Further research conducted by Nguyen and Ninh (2019), the authors investigate traditional
Vietnamese music, including the use of instruments Dan Bau, a visiting zither, and Dan Tranh, who
is sixteen years old. This study explores the importance of traditional music culture in Vietnam and
the challenges faced in preserving and promoting this music in modern times.

Although the references related to the bedodok tradition are limited, the literature related
to the tongkek musical instrument is displayed below. In his playing, Tongkek musical instruments
bring a minimalist concept, where Tongkek uses a melodic motif that repeats continuously. Accord-

ing to Amir in Mutiariani (2014; p.s. 305) The form of melody used in the Tongkek music game is:

|
i"T.._
h
5

R
Figure 2. Tongkek motif

This rhythm is a rhythm that is always attached to the Tongkek music game and is played
repeatedly. In further development, based on research conducted by Batua 2014, it was found
that an artist and maker of Tongkek musical instruments named Rau’f developed the rhythm of

Tongkek music into 5 tones as shown in figure 2.2 below:
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Figure 3. Motive developed by Ra”uf

In the rhythm developed by Ra’uf, the sound is more varied, Rauf fills the gaps in the Tongkek
music that is played so that it sounds like reciprocating or Canon. Along with its development, the
Pancor community called Tongkek developed by Rauf as Tongkek doremisola. The pronunciation of
doremisola is based on the number of notes contained in the Tongkek, which is 5 tones. According
to Rubiono: 2012 ‘Pentatonic comes from two words, Pente or Penta (Greek) = five, and Tonos =
tone which means a scale consisting of five tones.

In Indonesia, there are 2 types of Pentatonic Scales, namely Pelog and Slendro, both of these
scales are based on gamelan barrels that are spread in Java and Bali. In the beginning, the regular
frequency of gamelan is not the same as the diatonic (modern) frequency, and also the interval. But
both then fill the diatonic scale until the gamelan scale gradually adapts to the diatonic frequency.
Therefore, if these two pentatonic scales are expressed in modern notation as follows: 1) Pelog
1-3-4-5-7 (Do, Mi, FA, So, Ti) or C-E-F--GB and Slendro: 1-2-3-5- 6 (Do, Re, Mi, So, La) or C-D-E-G-A
(Rubiono: 2012 p. 31). Based on this, the Tongkek musical instrument tuning system can be said
to have been adapted from the Selendro tuning system on the pentatonic system, although the
Tongkek musical instrument frequency tuning system does not have standardization in the tuning
system. The tuning of Tongkek musical instruments only depends on the feeling of the Tongkek
craftsman so that the basic tone can change according to the wishes of the Tongkek musical in-
strument craftsman. The lowest to highest notes in Tongkek musical instruments are sol bewek,
la bewek, do tengek, re tengek, mi tengek, sol tengek, la tengek, do atas, re atas, mi atas, sol atas,
and la atas. Bewek means bottom or low, Tengek means middle and top means top or high which
all represent octaves on the Tongkek musical instrument. For more details about Tongkek music,

you can see the following YouTube link https://youtu.be/pgqUbeF6hUuc
Digitalization

Digitalization has had a profound impact on the music industry, revolutionizing how music is

created, distributed, and consumed. There are some key aspects of digitalization in music:
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1. Digital Recording: The transition from analog to digital recording technology has made it
easier and more affordable for musicians to create high-quality recordings. Digital audio worksta-
tions (DAWs) allow artists to record, edit, and mix music using software, eliminating the need for
expensive studio equipment.

2. Music Production Tools: Digitalization has brought a wide range of music production tools
and software. Virtual instruments, sample libraries, and plugins have made it possible to create
professional-sounding music without the need for physical instruments. These tools offer flexibility,
convenience, and endless creative possibilities to musicians and producers. There are a few benefit
of music production tools used in composing traditional music,

1) Virtual Instruments and Sample Libraries: Virtual instruments are software-based emula-
tions of acoustic instruments, allowing composers to replicate traditional sounds digitally. Sample
libraries provide high-quality recordings of instruments from different cultures, including ethnic and
folk instruments. These tools enable composers to incorporate authentic traditional sounds into
their compositions. (Source: Sound on Sound - “Sampling Ethnic Sounds”)

2) Notation Software: Digital notation software, such as Sibelius, Finale, and MuseScore, allows
composers to write and arrange traditional music scores digitally. These tools provide comprehen-
sive notation features and playback capabilities, making it easier to create and share sheet music
for traditional compositions. (Source: Music Repo - “Best Music Notation Software”)

3) Digital Audio Workstations (DAWSs): DAWs like Logic Pro, Ableton Live, and Cubase provide
a versatile platform for composing and arranging traditional music. They offer features such as
MIDI sequencing, audio recording, and extensive audio editing capabilities. Composers can layer
traditional instrument recordings, manipulate audio, and experiment with different arrangements
to achieve the desired sound. (Source: MusicTech - “Best DAWSs for Music Production”)

4) Effects and Processing Plugins: Digital effects and processing plugins play a significant role
in shaping the sound of traditional music compositions. Plugins like reverb, delay, and equalizers
can be applied to individual instruments or the overall mix to create specific ambiance or enhance
the sonic characteristics of traditional instruments. (Source: Ask.Audio - “10 Must-Have Plugins for
World Music Production”)

5) Field Recording Tools: Traditional music often incorporates environmental and cultural
sounds. Field recording tools, such as portable recorders, allow composers to capture real-world
sounds and incorporate them into their compositions. This adds an authentic and immersive quality

to traditional music productions. (Source: Soundsnap Blog - “A Beginner’s Guide to Field Recording”)
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While there is limited specific research on music production tools specifically for composing
traditional music, the use of digital tools in music production is well-established. “Ethnomusicology
and Digital Audio Technologies: Past, Present, and Future” by Michael Frishkopf and Trevor Reed
(2013): This paper explores the intersection of digital audio technologies and ethnomusicology,
discussing how digital tools can be used to study, document, and compose traditional music. It
provides insights into the potential of digital tools in preserving and representing traditional music
practices.

“Digital Tools for Field Recording in Ethnomusicology: A Comparative Evaluation” by Matt
Pritchard and Benjamin Givan (2019): This study evaluates various digital tools for field recording,
including portable recorders and microphones, in the context of ethnomusicological research. Al-
though focused on field recording, the findings and recommendations can be applied to the com-
position process, as composers often incorporate field recordings in traditional music compositions.

“The Role of Digital Audio Workstations in Ethnomusicological Research and Composition”
by Alex Lam (2016): This paper discusses the use of digital audio workstations (DAWs) in ethnomu-
sicological research and composition. It highlights the benefits of DAWs in capturing, analyzing, and
manipulating traditional music recordings, allowing for more nuanced compositions.

“The Role of Sampling in the Creation of World Music” by David Kaminsky (2008): This article
explores the use of sampling techniques in world music composition, including traditional music
genres. It discusses how sampling technology can be employed to incorporate traditional sounds
and instruments into contemporary compositions, offering insights into the creative possibilities of
digital sampling tools.

While these references may not focus solely on composing traditional music, they provide
valuable insights into the role of digital tools, such as DAWs, field recording equipment, and sam-
pling techniques, in the broader context of ethnomusicology and world music composition.

Digitizing the tongkek motif into a compositional work using Musecore software to write
musical notation. Meanwhile, Software Studio One is used to convert midi files into waves, with
sound instruments using Virtual Instrument Technology. The use of these two software was chosen
because they have features that are easy to understand so that the process of this creation can

be faster and more efficient.
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Conceptual Framework of Composition

Figure 4. Conceptual Framework of Composition

Finding and discussion

Score Transcription

The original rhythm pattern transcription of the Tongkek instrument is based on https://www.
youtube.com/watch?v=_t030rYAsds&t=1s and Batua’s article (2014). The score transcription show
the three staff in treble clef. Since, the tongkek instrument played by 3 persons as illustrated at
fisure 5
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Figure 5. Tongkek Melodi 1

Figure 6 . tongkek melodic theme performance

Development of composition Pantok Telu

This work composed based on the development of the four Tongkek themes. This work has
a total duration of Nine minutes and forty one seconds which consists of 6 expansions of varia-
tion. For more clarity on the description of this work will be explained as follows.The shape and
structure of the composition were created by the development of the Tongkek theme using Leon

Stein’s theoretical approach. Which will be explained as follows:
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1. The original tongkek motive melody and chord accompaniment
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Figure 7. The original tongkek motive melody and chord accompaniment

The figure above is the basic theme of Pantok Telu’s composition which is transcribed from
the playing technique and arrangement of the Tongkek Do-re-mi motif. The above melodic pattern
can be identified as the Slendro scale. This theme has a range of tones that are close or also called

a disjunction consisting of the M2 interval. The intended movement is as shown in the figure below.

Range interval dalam tangga nada Slendro

M6 |
M2 M2 md M2
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Figure 8
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Harmonious Movement

Tangkek Mi

Tongkek Re

Tenghkek Do

Figure 9

Development of ideas based on the Leon Stein Theory approach

Intro Pantok Telu

1. Diminution

The aplication of diminution techniques based on Leon Stein approach in bar 1to 8 illustrated
at figure 10

T
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Figure 10. original theme

-

Figure 11. Diminuation Theme
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2. Augmentation

The aplication of Augmentation techniques based on Leon Stein approach in

bar 29 to 31 illustrated at fisure 12 and 13
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Figure 12. Original Theme
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Figure 13. Augmentation Theme

3. Register Treatment

R
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The aplication of Register Treatment techniques based on Leon Stein approach in bar 17 to

24 illustrated at figure 13 and 14

Figure 14. Register Treatment Theme
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No Compositional | Instrumenta- | Number | Theme Development |Leon Stein Theory
form tion of Bar approach
1 Theme Piano 1-17 Repetition based on |Imitation and dimi-
the theme melodic|nution
pattern
2 Variation 1 String 25-40 Extending the rhythm [Augmentation of
on theme theme or thematic
3 Variation 2 Basson,oboe,-| 17-25 Repetition melodic [ Immitation And regis-
Clarinet Flute theme ter treatment
4 Variation 3 Horn,6 -|27-41 To create the melodic | Figuration of har-
flute,oboe,- fisure based on har-|mony
clarinet Basson monic of theme
5 Variation 4 piano 41-56 To create the new|Use same harmony
melody based on the [ with a new melody
initial harmony
6 Variation 5 Basson,oboe,- | 57-64 Repetition melodic | Immitation
Clarinet dan theme
flute
7 Variation 6 String 57-64 To create the melodic | Figuration of har-

fisure based on har-

monic of them

mony

Table. 1 Compositional form and structure

Conclusion

This study demonstrates the application of Leon Stein’s theoretical approach to the develop-

ment of Tongkek’s original melodic idea. The findings of this study contribute to our understanding

of Tongkek music, particularly in the domains of notation documentation, composition development

using western theoretical approaches, and digitization. For future research, it is strongly suggested

to focus on compositional development utilizing alternative theoretical approaches.
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A STUDY OF COUNTERTENOR SINGING

Quan Liu’

Abstract

As a new type of tenor, countertenor is more and more popular in the world. In the field
of classical vocal music, a group of singers has emerged. Such as American countertenor Russell
Oberlin, Derek Lee Ragin, German countertenor Andreas School, French countertenor Philippe Ja-
roussky, etc. In China, there are also some excellent countertenors active on the vocal stage, such
as Xiao Ma, Li Meili, Zhou Shen, Gao Tianhe, Liao Jialin, and Liu Shen. These countertenors are
famous for their beautiful timbre, female-like voice, wide voice range and superb coloratura singing
skills, which have subverted people’s understanding of the traditional tenor. This article focuses
on the concept of countertenor, the range of voice, the vocal principle of falsetto, the similarities
and differences between countertenor and castrato, and the significance of learning countertenor

singing. | hope this article provides some knowledge for those countertenor fans.

Keywords : Countertenor, Castrato, Vocal organs, Falsetto singing.
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Introduction

In recent years, | have been paying attention to excellent music works and singers at China
and abroad. | have sung and guided students to sing some works of tenor (including falsetto tenor).
People gradually began to love and pursue this type of tenor, which attracted my attention. The
falsetto tenor can be traced back to the Castrato with a history of 200 years. It can be seen that
there is a profound historical accumulation. The rise of countertenor represents the superb singing
skills of castrato. Its unique timbre enriches the musical expression of voice style of tenor. The
original training method of tenor is derived from castrato, which is inheritable. | have carried out
key research in the field of tenor in many years of teaching and practice, and the West has more
theoretical support, In China, there are few research works on falsetto tenor, which is a relatively
new research field. This field has research value and necessity, which is the reason why | chose

this topic.

Research Aims

This thesis takes the singing feature of falsetto tenor as the research object. In the study of
vocal music, we need strict singing technology as support. By analyzing the different characteris-
tics and physiological differences of castrators and countertenors, we can compare, analyze and
summarize them and extract scientific vocal methods to provide technical support for today’s
vocal music teaching. At the same time, it is also convenient for vocal music teachers to teach
students according to their aptitude in teaching, and have sufficient theoretical reserves and clear
training methods in the face of students with different voice conditions. As the originator of the
development of vocal music and the founder of bel canto, Castratos provide a historical reference
for today’s vocal skills and singing aesthetics. As a unique existence, the study of tenor’s vocal
characteristics can bring substantial help to all singing learners. From exploring the scientific and
historical context of western vocal music and the historical clues behind singing that have brought
important influence on the development of vocal music, we can understand the basic knowledge
of physiology and other disciplines, and compare the physiological differences between castrato
and countertenor singers, such as the differences in vocal cord conditions and development, with
congenital and acquired particularity. So as to find qualified countertenor and find the best training

method.
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Literature Review

In China: about the research literature of Castratos, there are 128 academic journals and 18
academic dissertations searched by Castratos on the CNKI.

Luo Juan of Nanjing Academy of Arts reviewed the development process, representative
fisures and singing characteristics of eunuch singers and countertenor singers in her master’s thesis
“Comparative Study on Vocal Skills and Singing Aesthetics of Eunuch Singers and countertenor”.
It summarizes the comparison of singing skills, training methods and singing functions between
castrato and countertenor.

Liu Guangchao of Southwest University of China mentioned that countertenor needs to have
unique physiological conditions and scientific singing methods in his master’s thesis “Analysis of
countertenor singing characteristics”. He especially mentioned that China’s countertenor wanted
to combine with traditional opera singing to form an art form with Chinese national characteristics.

In her paper “Exploring and Thinking about the countertenor Phenomenon”, teacher Jie Bing
of Guangxi Arts Institute compared the historical origin of countertenor with that of eunuch singers,
and also proposed the modern aesthetic value of countertenor and the cultivation concept.

Zhao Xiaoyang of Beijing Normal University proposed how to identify and select countertenor
in his paper “Identification and Training of countertenor”, he introduced the training concepts and
methods of countertenor by American vocalists Richard Miller and David Jones.

Xiao Ma, a teacher from Guizhou Normal University (also a countertenor singer), summarized
the vocal part characteristics of countertenor and the main singing repertoire of Chinese and foreign
countertenor singers in his paper “On the Artistic Practice of countertenor”.

Ma Xintao of Qingdao University introduced the division system of voice parts and the spe-
cific types and characteristics of different tenor in his master’s thesis “On the division of different
types of voice parts of tenor”.

Zhou Cheng from the Conservatory of Music of Central China Normal University summarized
the singing practice of countertenor in China in his master’s thesis “A Study on the Singing Prac-
tice of Contemporary Chinese Countertenor -- Take Xiaoma’s singing practice as an example”. He
divided the countertenor into the academic style and the popular style, he also summarized their
respective singing repertoire and characteristics.

In the West, Castratos have a history more than 300 years, and their works are quite abun-
dant. Among the Castrato retrieved from Oxford Journals Collection (Oxford Journal Database), 188

magazine articles, 143 research articles, 157 expanded arts and humanities, etc.
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Ph. Depalle, G. Garcia and X. Rodet, who come from Saint Merri, Paris, France in their thesis
“The recreation of a castrato voice, Farinelli’s voice” Using the graphics of A(dB) and f(kHz) to an-
alyze the vocal state of falsetto. They also used a chart to explain the range of each voice part.

Samuel W. Sherman from the University of Northern Colorado Greeley, Colorado, mentioned
in his graduate thesis “The Voice of Androgyny: A Gender Analysis of the Counter or Within Opera”,
“Due to these ever-changing cultural standards, the countertenor can be observed as an

extremely ambiguous individual due to their vocal properties and inherent androgyny.”
“there is reason to believe that the countertenor terminology can be adapted to better promote

inclusion within the vocal arts.”

Research Methodology

The research method is mainly based on the literature research method, reading the refer-
ence documents in many ways, and making sufficient theoretical basis preparation, followed by
the observation method and the experimental method, which apply the theory to practice, expe-
rience the training and experience of learning the tenor and elite soprano singing voice, and their
own singing, and finally use the empirical research method to study the tenor and elite singers
born in the world, and the training methods behind them. The research perspective is to find the
source of vocal music development from the development history of Castratos, and then to the
development of countertenor, refining the vocal training methods and its unique singing aesthetics.
The research paradigm is guided by the objectivity of castration singers and tenors in the society at
that time. Based on this social phenomenon and objective fact, it is generated by the system and
people’s needs in the social background at that time, so it is explored from its social background.
The research boundary is the study of the vocalization skills and singing aesthetics of castrated

singers and countertenors in China and the West, focusing on countertenors.

Research Outcomes

Concept:

Countertenor also known as high tenor or falsetto tenor, is the vocal part with the highest
range of male singing. According to individual conditions, its range and timbre can be close to
soprano, Mezzo Soprano or contralto. Since the Middle Ages has existed the falsetto tenor in the
singing form by special vocal training.

Voice range:
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The range of each vocal type can be seen in the following figure: (Image from Ph Depalle, G.

Garcia and X. Rodet’s thesis: “The recovery of a castrato voice, Farinelli’s voice”)
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Figure 1: Castrato range compared to others.

The mystery of falsetto singing:

1. Two voices:

What is the falsetto? The voice of people’s daily speech can be called “true voice”, and
the voice being produced by different vocal states (such as male for female) can be called “false
voice”. Untrained voice, speaking or singing from the natural voice area to a certain height, it’s hard
to smooth transform that. If it is going to higher, the voice will suddenly change, lose its original
timbre, and become a weak and colorless voice, which is the so-called “falsetto”. The Chinese
opera has this phenomenon called as true voice and false voice, big voice and small voice, etc.
Chinese traditional saying is that both men and women have true voice and falsetto; In the west,
there is no real sound, only chest sound. Both men and women have chest sounds. But falsetto
is limited to male voice. The female voice has only the head sound and the “whistle” higher than
the head sound.

2. Two functions:

How does falsetto come into being? There are two kinds of vocal functions of human vocal

cords, that is, the heavy function of chest sound and the light function of falsetto, or head sound.
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The function of the thyroarytenoid muscle is the main way to produce true sound. The vocal cords
are fully vibrated, the edges are round and pure, the voice is full and loud, and the glottis opens
and closes with the audio frequency. It uses less air. It is generally used in the middle and low
sound areas. Falsetto is mainly caused by the action of the cricothyroid muscle. The vocal cords
vibrate locally (at the edges), have thin edges, and the glottis are not tightly closed. There is a
shuttle shaped gap, which consumes more air. It is generally used in the high voice area.

3. Process of Falsetto singing:

From the perspective of vocal cords, falsetto mainly refers to the vibration of the vocal cords.
The vocal cords are not completely closed, the tension and the strength are not strong, and there
is resonant overtone in the head cavity. The sound quality is different from speaking voice, and the
sound is transparent, delicate and light. This special vocal method is unique to male voices. The
natural falsetto is empty and colorless. But the trained falsetto can be used in singing.

The resonating voice which is supported by breath can perform falsetto singing, and if it is
combined with musical expressiveness, it can become the voice of countertenor.

In ancient China, falsetto singing has always existed, which is reflected in traditional opera
singing. For example, Qingyi in Chinese opera, male soprano or male contralto. In some ancient
European churches (such as those in Britain and Russia) were all sung in falsetto; The singing of
Xiaosheng in Chinese Peking Opera and Kunqu Opera, Hua’er, a folk song of Qinghai in China, and
Yodel (a kind of folk song in the mountains of Switzerland and Austria), Yodel use both of true and
false; Laosheng and Laodan in Chinese opera and folk songs in China and a plenty of parts of the

world are mostly sung in true voice.

The difference between castrato and countertenor:

Castrato and countertenor are very similar in timbre, range, singing skills and singing works,
so some people confuse between them. In fact, they have many differences. | will explain their
differences from the following five aspects:

1. Different physiological structures:

A castrated singer is a boy who underwent castration surgery before puberty. As the boy’s
body grows, castration results in a lack of testosterone, which prevents their bones and joints from
stiffening in the normal way as an ordinary man, resulting in abnormally long limbs and ribs. The
vocal cords remain in a child’s state, while the body develops and matures.

The physiology of countertenor is no different from that of ordinary men. His appearance is

still a man’s body and voice, but he has a natural voice condition. From a physiological point of
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view, countertenor’s voice change period is not obvious, which largely maintains the pure voice
condition of boys. The thickness of vocal cords is more than 20% thinner than that of ordinary
men, and the width is also narrower.

2. Different singing functions:

The production of sound by vocal cord vibration depends on two factors: one is the length,
quality, and flexibility of the vocal cords, and the other is the size of the pharynx and oral cavity,
which undergo significant changes during adolescence. The vocal organ of eunuchs is a combina-
tion of the vocal cords of boys and the size of the pharynx and oral cavity of adult males. The
countertenor mainly uses falsetto singing.

3. Differences in timbre:

The unique physiological structure of eunuch singers, combined with men’s physical strength
and vital capacity, can produce a delicate and soft voice like women.

The countertenor uses scientific head voice to sing, and the timbre is similar to that of mez-
zo-soprano. Some countertenor can even be similar to that of soprano.

4. Different training focuses:

The training methods of castrato mainly emphasize the conversion of range and the continuity
of vibrato, while maintaining resonance while singing naturally, requiring both legato and vowels to
be very pure. The singing system they retained in that era was equivalent to the training method
of soprano, and some even exceeded the training and range span of soprano. The voice part they
sang was also the voice part of soprano.

Different from the eunuch singers who mainly emphasize the conversion of the range, the
training of vowels and legato, the countertenor focuses on the training of the head voice, or falsetto.
The similarities between the two are that they both focus on the practice of vowels, the matching
of the head voice and chest voice, and the basic way of sound production follows science as the
first essence.

5. Differences in Singing Works:

The extraordinary singing ability of eunuch singers in the 17th and 18th centuries is something
that all singers today can never achieve. The amazing and difficult works written for eunuch singers
have been sung by no one for hundreds of years since the death of the great eunuch singers such
as Farinelli and Moresky.

Countertenor’s voice part inherits the eunuch singer’s vocal technology and most of his works,

including opera (classical art songs, oratorios), chamber music, etc. However, due to the different
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times, the modern countertenor repertoire is more abundant, from popular songs, operas, ancient

poetry songs, etc. are included in the countertenor repertoire.

Conclusion

The significance of learning countertenor singing:

1. To study the structure of human vocal organs, summarize and compare the similarities and
differences of the physiological structure between countertenor and general tenor.

2. To explore the potential of human voice range, especially male voice, and expand the
range of male voice.

3. A new attempt to train male voice changing areas and find another way to solve the prob-
lem of changing points in singing.

4. To explore the diversity of male vocal singing tones and enrich human vocal aesthetics.

5. To improve vocal singing and training skills, and enhance vocal expression.

6. Expand the vocal music repertoire, and revive the vocal music works of the Baroque period

(the golden age of bel canto).

References

Book

David, H. (2016). Voice Leading: The Science Behind a Musical Art. The MIT Press.

Georgina, B. (2018). Music Learning and Teaching in Culturally and Socially Diverse Contexts.
Springer Nature Switzerland AG.

Charlotte, T. (2012). Music From the Inside Out. Troubador Publishing Ltd.

Juliet, H. (2019). Music Education for Social Change: Constructing an Activist Music Education.
Routledge Press.

Academic Journal

Enid, R. P. & Richard, E. P. (1986). Medicine and Music, the Castrati in Opera. The Opera Quarterly.
a(4). 21-38.

Adrian, G. M. & David, W. (1967). The Alto or Countertenor Voice, Music and Letters. 48(1). 17-22.

Jamie, S. (2018). Revoicing a ‘Choice Eunuch’: the Cornett and Historical Models of Vocality. Early
Music, 46(4).501-578.

Andrew, P. (2015). Falsetto beliefs: the ‘Countertenor’ Cross - Examined. Early Music, 43(1). 79-110.

Song, F. F. (2021). Deconstruction and Reversal of Masculinity-The Renaissance of Tenor and Its

Application in Contemporary Opera Creation. Yuefu Xinsheng, 39 (03). 32-42.

62



Quan Liu

A Study od Countertenor Singing

Xia M. J. (2018). An Analysis of Singing Function Training - A Concurrent Discussion of Singing Func-
tion Training and Singing Skill Training. Grand Stage, 2015 (10). 163-164.

Han, B. Q; Xiang, Y. &Lin, X. D. (1996). A Comparative Study of The Voice Forms of Chinese and
Western Singing Vocal Systems. Literature and Art Research, 1996 (02). 80-91.

Xiao, M. (2012). On the Artistic Practice of Tenor. Folk Music, (2012)4. 114-116.

Zhao, X. Y. (2015). Identification and Training of Countertenor. Journal of Zhejiang Vocational
Academy of Art, 13(4). 95-98.

Wu, S. (2019). From the Dusk of History to the Dawn--Reflections on Liu Shen’s Solo Concert of
“The Sound of Heaven”. People’s Music, 2019(12). 15-19.

Liu, Y. R. (2022). Connect the Heartstrings with Singing Voice and Convey the Heartstrings with Mel-
ody: Xiao Ma, the First Countertenor Singer in China. Ningbo Communication, (2022)24. 50-52.

63



64



nMsuanafenfinninaadnsesunvnudsialuunuseius wnsu laan
A GRADUATE MASTER’S GUITAR RECITAL IN THE REPERTOIRE OF GRAN JOTA

WAss 935011Av (Natithon Othtarpoach)!

UNANED

NAPATETIANNNITHARIAURILTIIRwsneliTelinnuaennteaiunIshansfefinsAaTa

q

ansauumUadialuuninasueansudaln m15i5n1 (Francisco Tarrega, 1874 - 1909) {3 ingussasa
WeWmuninuen1sussasumwaveasudaln mssnn TneAnsdgmiinulunisussaaasiuudly
ioasanumianisussiadivil Tnsddafaanuivesiuseius mzandmiunisusnawesiide uay
UaueraURIuNITkanmTas sy (iuidenfnuiuninadiagaiilafsendnuain1suseiusves
N51uTaln 11154507 U 9 LNad bakn Lagrima, Adelita, Pavana, Maria, Recuerdos de la Alhambra,
Capricho Arabe, Rosita, Tango Maria La¢ Gran Jota Namiﬁﬂ‘mEﬁﬁawuﬂﬁgmmimiLaﬂ,uuwL‘WEN Gran
Jota T1uau 4 Ygm laun 1.dguinsussiaanaila Mano Izquierda solo 2. Ugmaulidnaunduves

dea 3. 0gmnsussiasensuein way 4.0gymnmsussiaamaiianiunan (Tabalet) H3dsunUaymlagvas

a L3 - o v

UInwanng@iedmyauiniaaiadn 819158 we.as. Lans1y Winlag edhdelauanuzunusenauns
snaulalunsideniuInaNIsUIIAsNgad I ulIdY

1Y

AEAEY : AsAATEAN, NSLaRALIRAIS

Abstract

This creative research in music performance has an objective according to a graduate master’s
guitar recital featuring works by Francisco Tarrega (1874 - 1909). The researcher has an objective to
develop skills performance in the repertoires of Francisco Tarrega, study problems and solve them
to create new fingerings for playing which is close to the intention of the composer and appropri-
ate for playing of the researcher and presented to the public audiences. The researcher chose to
study nine repertoires based on the composition identity of Francisco Tarrega: Lagrima, Adelita,
Pavana, Maria, Recuerdos de la Alhambra, Capricho Arabe, Rosita, Tango Maria and Gran Jota. The
researcher found four main performance problems in Gran Jota: 1. Problems playing Mano Izqui-
erda’s solo technique 2. Sound quality balance problems 3. Problems playing harmonic notes 4.

Problems playing Tabalet. The researcher solved the problems with advice from a classical guitar
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Music Research and Development, Silpakorn University, slothcoffee07@gmail.com
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expert, Asst. Prof. Ekk-karach Charoennit, ph.D., Bring all suggestions were used to make decisions

in selecting an appropriate playing method for the researcher.
Keywords : Classical Guitar, Guitar Recital
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Abstract

The aim of this research was to conduct documentary research of literature on burnout re-
lated to higher education music teachers, by synthesizing research articles within the 2018-2022
period in the Scopus database and Sage Journals database and dividing them into four categories:
1) general information, 2) research methodology, 3) study aims and 4) synthesis strategies for burn-
out. The data were analyzed using descriptive statistics, presented as percentages. The findings
revealed that research reports had the highest volume during the year 2022 with a percentage of
42.1 (n=8) for research methodology. The qualitative research methodology was mostly employed,
accounting for 52.83 % (n=10), while the most common research aim was “Review career overview,
feelings, experiences and sources”, representing 78.94 % (n=15). and the issue of factors that cause
burnout can be divided into 3 issues: occupational factors, personal factors and other factors. The
results suggest a trend in burnout research and hold implications for future studies in the music

education field.

Keywords : Burnout, Documentary Research, Higher Education Music Teachers
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Abstract

The objectives of this research were (1) to find out the problems and obstacles of performing
concerts in the form of live streaming management; (2) to explore marketing plans or sources of
performing concerts in the form of live streaming management income; (3) to create marketing
guidelines for Performing Concert in form of Live Streaming. The research was qualitative research
that was 2 persons of key informants live streaming concert manager from concert production and
live entertainment design as H.U.I Co., Ltd., and the record label What The Duck Co., Ltd. were con-
sidered for the first objective. Furthermore, there were 2 persons that were the key informants for
the second objective from World Artists Thailand Co., Ltd. as marketing specialists, and professors
of Music and Entertainment Business Management at the Faculty of Music, Silpakorn University by
means of an in-depth Interview. These objectives hereinbefore were initiated Marketing Guidelines
for Performing Concert in Form of Live Streaming

The results of the research revealed that factors that involve performing concerts in the form
of live streaming marketing are obstacles from technologies for live streaming concerts, and unstable
networks that affect live streaming quality. In addition, the results found that a live-streaming con-
cert needs different strategies from an onsite concert for audiences that affect artists’ performance
and should make audiences experience differently and valuably with a live-streaming concert. The
last factor that is related is live-streaming concert ticket promotion should be related to previous
live-streaming concerts to persuade audiences to another live-streaming concert. Pursuant to results
that conform with qualitative research to propose the marketing guidelines for performing concerts

in the form of live streaming that systematically and effectively for the music industry.

Keywords : Live streaming concert, Marketing
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TECHNICAL ANALYSIS AND PERFORMANCE OF THE PRELUDE NO.1
BY VILLA LOBOS

SALAHUDDIN BIN SHAHARUM'

Abstract

The main issues regarding the Villa Lobos’ repertoires are the lack of fingering and expression
marks. These issues affect our playing and the flow of the music, making it a challenge in order to
play or perform it. The purpose of my study is to identify suitable fingering and expression marks of
Prelude No.1 by Villa Lobos and perform it in the form of recital. My research focuses on identifying
these problems and developing the most suitable expression and fingerings. My study is conducted
as artistic research. The outcome of my research also includes the artistic processes including the
progress of my research and the artistic product that is presented in the form of recital. My study
will be beneficial in identifying and overcoming problems related to old manuscripts and ways to

cope with them. This will help in creating good music even with any kind of difficulties.

Keywords . Villa Lobos repertoires, expression marks and fingering of Villa Lobos, artistic research

in the classical music performance, Complexity of classical guitar playing.

Introduction

This study is about classical music performance. Particularly, classical guitar performance. In
the perspective of classical music, musical works has been evolving around in many different peri-
ods. As for the periodization of classical music consist of classical antique, Medieval (476 — 1745),
Renaissance (1467-1600), Baroque (1600- 1750), Classical (1750-1820), Romantic (1820-1900), Modern
and Post- modern (1900-2000). Certain periodization has each characteristic of composition. In my
study | will explore and perform the modern period of classical guitar composer namely Heitor
Villa Lobos.

There are three reasons that made admire Villa Lobos’ classical guitar repertoire. Firstly, the
technical level is very challenging, as shown by his 12 etudes. In my opinion, the technical aspects
of Villa lobos 12 etudes are high demanding standard for a classical guitar performer. The entire of

12 etudes varies in difficulties such as the technical difficulties, rich in harmonies, both left hand

1 Universiti Pendidikan Sultan Idris, uddin1812@gmail.com

101



msdsggdnnssgdvnfiudsuagauniuiaminededaling ase 4 The 4" Silpakorn Conference on Sound and Music
ANZA3ENAMERS unInendefaling 8-9 liquieu 2566 Faculty of Music, Silpakorn University, Bangkok, 8 - 9 June 2023

and right hand works and also some element of Brazil and African rhythm. That also shows how

unique his works as he could add in the element of Brazilian music into classical music.
Secondly, the characteristic of his compositions is a combination of the classical music in

modern period and Brazilian music as shown by his Brazilian Choro. Regarding about this, Piedade

(2012) stated that.

“One can add here the Choro, a very important genre to all this symbolic-musical set of cat-
egories. All these elements can work together in a musical text to musically recreate a kind of deep
Brazil, a land whose myth of origin tells that the real “authentic” and “pure” Brazilian musicality is
lost in the ashes of the past but may be re- experienced by the enacting of these specific musical

configurations. | call this universe of topics “Epoca de Ouro” (“golden age”).”

Thirdly, the Villa Lobos’ 5 preludes represent miniature of classical music period. According

to Furtado, (2010)

“The guitar works of Villa-Lobos were written during different compositional periods in the
composer’s life. His first works, the Suite Popular Brasileira, was written between 1908 and 1912. He
then did not write another work for guitar for twelve years. When he returned to the instrument it
was to pen the works that have become synonymous with his name. the twelve etudes for guitar.

These were written between 1924 and 1929, however they were not published for another 25 years.”

This study will be conducted on practice-led research. According to Candy (2006).

Practice-led Research is concerned with the nature of practice and leads to new knowledge
that has operational significance for that practice. Henceforth, the outcome of my study is artistic

process in the form of writing thesis.

Problem Statement

Villa Lobos compositions are an interesting to be studied in classical guitar. However, even
his composition is original classical guitar composition, but there are two technical aspects need
further classification. The first is related to the fingering. The second is relate to expression mark
in original classical guitar composition.

Regarding the Villa lobos fingering, according to Turbenson (2012).
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“So while the published versions may, in fact, be Villa-Lobos’ intentions at the time, he was
well-displaced from his original mindset when he first meticulously composed the Twelve Etudes
for Guitar; this is referenced in the lack of fingerings and broad oversight seen in the 1953 edition.
With this explanation, the differences between the 1953 and 1928 editions become more of artistic

opinion as an interpreter; however, it remains mysterious whether some of the major modifications

were artistically-minded or haphazardly done.”

Prélude N°1

in E nunor

Heior Villa-Lobos

Andantino expresivo

i,

S e—

Figure 1. Prelude No.1

The Villa Lobos’ Scores above found that there are no specific fingerings. This influence the
position of fingers and left hand while playing. This also will eventually affect the flow of the prac-

tice and performance. There are no expression marks.

Research Objectives
The research objective of this study are as follows.
1. To identify suitable fingering and expression marks of the selected repertoires of Villa Lobos.
2. To develop practice of the selected repertoires of Villa Lobos.

3. To perform the selected repertoires of Villa Lobos in the form of recital.

Research Questions

1. What is the process involved in identifying suitable fingering and expression marks of the
selected repertoires of Villa Lobos?

2. How to develop practice routine of the selected repertoires of Villa Lobos?

3. What is the concept of performance to perform the selected repertoires of Villa Lobos in

the form of recital?

103



msdsggdnnssgdvnfiudsuagauniuiaminededaling ase 4 The 4" Silpakorn Conference on Sound and Music
ANZA3ENAMERS unInendefaling 8-9 liquieu 2566 Faculty of Music, Silpakorn University, Bangkok, 8 - 9 June 2023

Literature Review

The Stylistic Musical Composition of Villa Lobos

Heitor Villa Lobos was born In March 1887 in Rio De Janeiro Brazil. One of an interesting fact
that makes Villa Lobos listener even more amaze of him is the fact that he was a self-taught musi-
cian. During his early life, he didn’t receive any kind off formal music education instead he always
observed his father playing music locally with his father’s musicians. He is around his father when
his father gathered his musicians and did performances locally. He did learn some basic harmony
theories but beyond that is all what he has been living with. The beauty of his country home music,
the Brazilian folk music itself. The music has been evolving for years and what happened was it
also evolve around Villa Lobos. He ¢ot a full understanding of them as we can see how beautiful

it was when he did his compositional works.

“he has never received any formal classical training, but though self-taught he can manage

to play several musical instruments fluently.” (Hsieh, 2021)

One of the most debated issued regarding Villa Lobos music is his compositional aspects. How
he managed to combine the Brazilian folk music into Western Classical music creating a beauty of
its own. He understood well the characteristic of western classical music. When he attempted to
create something like them with a bit of Brazilian folk music he did it so well. We could see it in
many kinds of his pieces. His compositions are amazing as it has both kind of elements that cap-

tured listeners. There are two interesting about these as stated by Gabriel Furtado (2010)

“His work fits both within the tradition of western art music while maintaining strong ties with

Brazilian heritage.”

Meanwhile Ming Chih Hsieh (2021) state

“His musical style combines frequent use of folk materials with improvisatory nature.”

In order to understand about Villa Lobos music, people also should take account of his
cultural atmosphere as that’s what make Villa Lobos music. The thing that most people admired
him is how he studied the western classical music and eventually creating something similar to it
but with a taste of Brazilian music in it. People considered it as the most beautiful things that has

been created by Villa Lobos’ regarding his compositions. Reflecting this perspective in order to the
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study of Villa- Lobos’ music there is demands the musician to be informed of the cultural context
in which Villa-Lobos composed. As Eero Tarasti wrote, instead of evaluating the musical features
of [Villa-Lobos] exclusively in the Western context, [he] must be examined also in Villa Lobos own
universe, take account into this Latin American background

Villa Lobos is important individual in the history of music in Brazil. His work has been remem-
bered even until now. Villa lobos has a lot of contribution towards Brazilian music, it’s about how
he combined the Western classical music and the music of Brazil. It is something that has to be
taken in account. How he fused both music from both different would create something that attracts
everyone from not just both world but the whole world. The complexity of is music doesn’t even
bother listener from any background instead most people just love to listen or even play his pieces.

His stylistic music composition which influenced by Brazilian nuances are something that
people never forget not only the people of Brazil but the whole world. His work also dedicated to

the art of Brazil. It was considered as important thing the art world of Brazil in terms of Art of music.

“Brazilian art song after Villa-Lobos has been one of the main vehicles for the expression of

Brazilian nationalism in art music” (Marcelo Ferreira Gomes Melo e Silva, 2017).

One of the key elements in his compositional works is how he add his style of Brazilian music
in his pieces. Specifically talking about classical guitar pieces, it’s quite different from others com-
poser. Other classical composer might share a little bit similarity in their compositions but in Villa
Lobos case, his compositions sounded very different. He his one style of guitar works. It specifically
full the element of Latin harmony playing in the style of Brazilian folk songs. Sometimes it feels
like we are playing piano pieces on guitar instead. They are very technical challenging pieces. The

Brazilian elements are what making Villa Lobos pieces something that what modern guitarist desire.

“Villa-Lobos (1887-1959) is one of the most famous Brazilian composers of all time. He is
known for composing in a unique and exotic style, especially given his frequent use of Brazilian

elements in his music.” (CAMILA BRIOLI, 2014)

Villa Lobos’ Classical Guitar Composition

In addition to compose stylistic music composition, Villa Lobos wrote many compositions in
various instruments. One of prominent composition was found in the classical guitar repertoires.
Those who practiced classical music especially classical guitar should know him well. He created

lots of beautiful pieces covering classical guitars to works on orchestras.
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Villa-Lobos’ first wife Lucilia Guimaraes describes the composer’s relationship with the guitar.
“The evening of music went well, extremely pleasant, and for us the guitar in Villa-Lobos’
hands were a success. When he finished his presentation, Villa-Lobos indicated his desireto hear the
pianist, and | played a few pieces by Chopin, and it seemed to me that he was impressed by the
technique and interpretation of the performance. However, Villa-Lobos felt embarrassed, perhaps
diminished even, because at that time the guitar was not a parlour instrument, for real music, but
rather a vulgar instrument played by street musicians and serenaders. Suddenly, as though over-
coming a depression, he declared that his real instrument was the cello, and he insisted that we

arrange a meeting at our house to hear him play it.” (Suzel Ana Reily et al, 2001)

His work on his composition has never been forgotten until now.

“until then, the classical music produced in Brazil had circulated exclusively in Court circles”

(Paulo Renato Guérios, 2006).

Methodology
Phase of investigation
The phase of investigation in this study will conduct based on research objective as shown

in figure 3.1

To determine the fingering in
selected Villa Lobos' Repertoire

To Develop Practice in selected Villa

Lobos' Repertoire

To Perform the selected Villa Lobos'
Repertoire in the form of recital

Figure 2. Phase of investigation of my study
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To develop fingerings and expressions of the selected repertoires of Villa Lobos.

In determining the suitable fingering and expression marks of the selected repertoires of Villa
Lobos, the investigation will carry out based on the etude, prelude and Suite Brazilian. In the case
of Villa Lobos’ Etude, the score refers to the edition by Mark Eschig’s were published in the year
of 1957.

Regarding the scores, | will use the Mark Eschig’s edition of Villa Lobos manuscript. The edi-
tion by Mark Eschig’s were published in the year of 1957 and many has been using it. Determining
a fingering and hand position is important aspects in the classical guitar performance. Since, in the
classical guitar instrument, the certain notes position can substitute with the others position.

Investigation model of this study will be conducted based on score analysis. As for the content
of analysis include fingering and expression mark of selected Villa Lobos repertoires. Analyzing the
selected Villa Lobos repertoires will conducted in order to understand about the musical aspects
and technical aspects. The reporting model of this phase is in the form of fingering and expression
marks of the selected repertoires of Villa Lobos’.

The next phase of investigation in my study is to develop practice of the selected Villa Lobos
repertoires. The investigation in this phase include determine the design of practice based on time
and content of practice consideration. The time consideration intended in this study is to illustrate
a plan in order to perform of the selected Villa Lobos repertoires. The aspect of investigation in
the time consideration explain in the form of critical and reflection. Meanwhile, in the content

consideration encompass material of practice as shown in figure 3.

The selected .

Villa Lobos’ Initial practice Self-reflection - New practice
Check- list

=3 =

Figure 3. Reflection of artistic investigations

repertoires

The reflection of artistic investigation refers to the processes of conducting the study. It in-

volves the development of the practice routine required in order to adapt the new fingering and
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expression marks developed. At the end of the practicing there will be a check list of practicing

required to be done.

Finding and Discussion
Left hand finger formations and fingerboard analysis.
The score of Villa Lobos’ Prelude No.1 at bar 15-18 above show that there is no left-hand

finger formation as illustrated at figure 4.

Figure 4. the original score of Prelude No.1 at bar 15 - 18

The notation at bar 15 to 18 show the texture divided into bass and chord accompaniment
which the bass note creates the melody movements. However, the range of B note at bar 15 as
bass not higher that “G” as chord accompaniment. The absence of the left-hand finger formation
causing difficulties in determining what position on the fingerboard to be used and what are the
right fingerings required. Responding these issues, the notes of chord accompaniment placed at
open string. Meanwhile, All the bass melody movement place at fourth and fifth strings as illus-

trated at figure 5.

L L
A
L L
B

Figure 5. left-hand finger formation Prelude No.1 at bar 15 - 18

This fingering approach make distinction the bass sound and chord accompaniments.
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The score of Villa Lobos’ Prelude No.1 at bar 19-20 shows that there is no left-hand finger

formation as illustrated at figure 6.

1]
r&JE )
L J
{
I

Figure 6. the original score of Prelude No.1 at bar 19-20

Notations in bar 19-20 consist of the combination of open string notes and closed string notes.

The absence of the fingering shown at the above figure create confusion for guitarist to determine

how to play the notes. The respond to this issue is to determine which notes need the right fin-

gering in order to solve the confusion.

19
4

R

(5)

oY
ANV

Y

—
]

.
PIEL

Figure 7. left-hand finger formation Prelude No.1 at bar 19-20
Right-hand finger formations
The score of Villa Lobos’ Prelude No.1 at bar 52-53 shows that there is no right-hand finger

formation as illustrated at figure 8.

Piu mosso -

i 1 I
|

sl A

Figure 8. the original score of Prelude No.l at bar 52-53

-

-

The notation at bar 52 to 53 shows that combinations of different notes that create an ar-
peggio. The absence of the right-hand fingering makes it difficult to determine what finger to use

in order to play that arpeggio. The solution to the issue is to determine which fingers to be used

for each of the certain notes.
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Figure 9. right-hand finger formation Prelude No.1 at bar 52-53

The score of Villa Lobos’ Prelude No.1 at bar 70-71 shows that there is no right-hand finger

formation as illustrated at figure below.

Poco meno

Figure 10. the original score of Prelude No.1 at bar 70-71

Notations as shown in figure above are combination of chords. The absence of the right-hand
fingerings from the original score resulting in missing in guidance on how the chords are supposed

to be played. The solution to this problem is creating a fingering guidance in the beginning.

VI, g
. e &y, VI
2

%LE -
\.;)” o s HHL-"'

Figure 11. right-hand finger formation Prelude No.1 at bar 70-71
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Expression mark
The score of Villa Lobos’ Prelude No.1 at bar 22-23 shows that there is a missing expression

regarding changing in tempo of playins.

i
i o
4 -

eresc. anim,

Figure 12. the original score of Prelude No.1 at bar 22-23

When reviewing guitarist who played and performed this piece, they tend to change tempo at
the part as shown in the figure above but there are missing in mark regarding this action of playing.
Responding to this issue there is in need in adding some expression mark regarding in change of

tempo either getting slower or getting faster.

cresc. animato

L1
o
N
K [~
Bite l‘
a4 |
K'Y
-y
Y

Figure 13. Expression mark added in bar 22-23 of the Prelude No.1.

“Accellerando” refers to an action of playing faster in tempo in certain bars and measures.

Extended techniques
The score of Villa Lobos’ Prelude No.1 at bar 122 shows that there is an extended techniques

present in the piece as shown in figure 14.

Figure 14. Extended technique present in bar 122 of the Prelude No.1.
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Extended technique refers to technique that are not commonly use in classical guitar playins.
As shown in the figure above, there are also an extended technique that can be found in Prelude

No.1.

Development of practice
| discovered the problem at bar 15 - 18 of the Prelude No.1 and did a video recording for the

initial practice as shown in the Youtube link below.

Youtube link. ( https.//www.youtube.com/watch?v=rypNCyMAMVo)

In order to response to these issues, | applied the new approach of the left-hand fingering

movement as shown in the Youtube link below.

Youtube link.( https.//www.youtube.com/watch?v=f4Tuu95800 )

Conclusion

As stated in the problem statement, the Villa Lobos’ original manuscript has no specific fin-
gering and expression mark. This study to determine the suitable fingering and expression marks of
Villa Lobos’ prelude no.1 based on technical analysis. There one issue of the technical problem in
the development of practice of the Villa Lobos’ prelude no.1. The issue at bar 15-18 is related to
moving melody in bass movement at fourth strings. This study demonstrates the solving problem

of this issue as showed in the Youtube link. ( https.//www.youtube.com/watch?v=lf4Tuu95800 )
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Abstract

The purpose of this research is to 1. To study the behavior of following an artist from Fanclub/
followers who are the target consumers 2. To investigate the factors and variables involved for
the target consumers to choose to consume products/services related to the independent artists
they follow 3. Develop a guideline for Thai independent artists through a better understanding of
current consumption trends among the target consumers in order to create a brand. The study
will mainly focus on a quantitative analysis of data collected from a random sampling survey of
1,100 responses distributed through an online platform. The questions in the survey will include
demographic variables and other indicators that relate to the loyalty of the respondents towards
the independent artists they follow as well as their willingness to consume products/services re-

lated to those artists.

1 dnfnwdSy v anga3ensamans aninetdedauing
Faculty of Music, Silpakorn University
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The result of the study summarizes 4 factors that Independent Artists could use as a guideline
in order to create a brand which is 1. Quality of live performance 2. Artist’s image 3. Social media

promoting 4. Interaction with Fanclub
Keywords : Independent artists, Fanclub
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The study of guidelines for creating a popular cover music Youtube channel
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Abstract

The purpose of this article is to study methods for creating a popular YouTube channel that
focuses on cover music. The objectives are as follows:

1) Analyze problems, obstacles, and management processes of such channels.

2) Develop management guidelines that could bring popularity to the channel. This research is
qualitative research. The study found that the development of management guidelines that could
bring popularity to the channel can be summarized into 4 approaches as follows: 1) Creative ap-
proach. It was found that channels with clear “standings” and “identities” could create popularity
in the long run. 2) Managing and planning approach. They should focus on constant “repetition”
and strive to improve their work consistently. 3) Advertising approach. Channels and artists should
have an account on multiple social media platforms. Because each social media have a different

audience and running method.

1 InfnwUSan Anzasensamans univedefaling
Faculty of Music, Silpakorn University
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4) Copyright-related approach. Can be contacted by yourself by finding contact information
on the internet. Another way is to join an MCN company, but should be careful about the details

in the contract.

Keywords : Youtube, cover songs, Social media
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Characteristics of the Jazz Drumming Styles of Brian Blade in Cases of
“l Mean You”, “Farewell Bluebird” and “Jazz Crimes”Title

Jiawei Zhang'

Abstract

This study explores Brian Blade’s musical techniques and ideas in “I Mean You,” “Farewell
Bluebird,” and “Jazz Crimes” covering how he focuses on note density, phrase direction, and the
dynamics of each piece and enhances the music and energy. Furthermore, this study summarizes
Brian Blade’s hitting techniques, covering his grip on the sticks, hitting style, snare placement, and

typical drumming patterns that define his drumming style.

Keywords : Brian Blade, jazz drumming, drummer, musical ideas of drummer

Introduction

Every modern jazz drummer has a unique and recognizable playing style. Cameron John
Simons mentioned in his paper that as a session drummer, Steve Gadd’s technique provides a ro-
bust and tight sound through his march patterns and the phrase in the sixteenth-note subdivision
to highlight the accent by bass drum and cymbal. Another famous drummer, Nate Smith, also has
a unique performance style. He can even play on the hi-hat, snare, and bass drum and build a
strong rhythm, letting listeners indulge in the powerful pulse he has built. In addition, he is very
good at building the pulse by resting notes on the first beat and playing a series of linear grooves
by the tight and low-pitched sound.

However, Brian Blade stands out from most other drummers due to his exceptional skill in
various aspects, such as technique, emotional expression, and overall musical development. It makes
his performances a delight to the senses. Blade’s improvisational style and musical intuition enable
him to create a unique experience every time he takes to the stage. Unlike many self-centered
drummers, Brian works harmoniously with his bandmates, bringing out the best in each other and
creating a cohesive sound that flows naturally. Through a high level of dynamic control, he can

create beautiful, layered and pitched phrases in the solo part instead of purely technical phrases.

1 Master of Music in Music Research and Development, Faculty of Music, Silpakorn University
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Even though he is not frequently the subject of academic papers, such a remarkable and
noticeable drummer merits study by all drummers and recognition by musicians of all genres.
The few articles about him focus exclusively on his musical techniques but need to mention that
Blade’s drumming greatly helps the music move forward or how his sentences relate to the music.
While the situation is regrettable, there is a positive aspect in that this thesis now has the chance
to be meaningful.

Based on the above factors, this article will combine Brian Blade’s phrases, note density,
and phrase direction of other musicians’ solo phrases in the accompaniment section to analyze
how Blade assists music and soloists through range dynamics, techniques, patterns, and tone of
drum parts and highlight the creative patterns applied by Blade in the Blade solo section. It will
mention his standard techniques and processes to create extensibility in music, that is, the rational

application of dynamics in his sentences.

Research aims

In order to gain a comprehensive and objective understanding of Brian Blade’s playing style,
this article will examine three distinct tracks: a jazz standard, an original Blade composition, and
a funk-style tune. Below are descriptions of the chosen recordings and the reasoning behind their
selection.

1) “I Mean You,” a repertoire that Brian Blade performed with Kenny Barron, the pianist,
and Kiyoshi Kitagawa, a well-known bassist, in 2006. Blade played as an accompanist with force
and precision, emphasizing the melody. Among them, he interpreted the classic phrases of jazz
drumming with a unique sticking and dynamic, such as paradiddle diddle, double drags sticking,
syncopated phrases, and so on.

2) “Farewell Bluebird,” which Brian Blade wrote, appeared on his 2014 aloum Landmark. The
medium-tempo piece has affluent instrumental parts with a slightly melancholic feel. However, Blade
still manages to show off the fluidity of the music and his creative drumming skills through varying
degrees of note length, technique, and dynamics to support the solos of the other instruments.

3) “Jazz Crimes,” a track on American jazz saxophonist Joshua Redman’s 2002 album Elastic,
in which Brian Blade plays drums.Blade’s impressive skills are showcased in this track, heavily influ-
enced by jazz and funk. His ability to apply various subdivisions to create a dynamic solo highlights
the versatility of a jazz drummer playing funk music.

The article came up with the following content based on the three pieces listed above: the

drumming techniques of Blade applied in the accompaniment of “Farewell Bluebird” based on

140



Jiawei Zhang

Characteristics of the Jazz Drumming Styles of Brian Blade in Cases of “I Mean You”, “Farewell Bluebird” and “Jazz Crimes”

the density, direction, and mood of solo phrases; the phrases and pattern that Blade shows in the

solo in “I Mean You” and “Jazz Crimes.”

Literature Review

1.Musical Concepts Of Brian Blade

It is essential to mention that Blade is a drummer who focuses on “feeling” in his playing.
For Blade, releasing a song is about more than simply making a record; it is about the song being
something that resonates with people (Dickson, 2017). Once, he said during the interviews, “l am
projecting what | feel, and | am telling a story” (Deluke, 2009). Reacting is a crucial expectation in
Blade’s performance, and it would be a troubling act to think on the stage.

On the other hand, Davies mentions Brian’s significant application of cymbals, which fits
wonderfully with the tension released at that time; Blade’s highly textured playing contains several
moments of speedy tension build-up and extreme climaxes. It inspired him to think of the drum

kit not just as a groove and fill machine but as a creator of atmosphere. (Davies, 2016).

2. Jazz Drumming and Drummers

Jack De Johnette and Charlie Perry, two well-known drummers laid out the elements of
modern drumming similarly to the ideas discussed in this thesis in their book, The Art of Modern
Drumming in 1988.

As mentioned in the book, the elements of modern drumming are time, improvisation,
interaction, coordination, intensity, dynamics and tone, technique, superimposition of rhythms,
time signatures, interpretation and expression, and solo development. These elements are crucial
and work in tandem with a song’s notes, rhythms, feelings, arrangements, and chord progressions,
allowing drummers to convey the musical message effectively. Improvisation, coordination, inten-
sity, technique, superimposition of rhythms, and solo development are also essential skills that
drummers need to master. These skills focus on their understanding of drumming and the appli-
cation of drumming phrases. Time keeping is a critical responsibility of drummers in a band and is

a significant factor in determining their level of qualification.

Research Outcomes
1. The accompaniment for piano solo in “Farewell Bluebird”
This song is written by Blade and is very different from jazz standards in song format and

compositional ideas. Also, the winds, piano, and bass build a picture with a sense of layering since
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the introduction through the highly detailed dynamics, parts, and note lengths so that the listener

is prepared and has a general sense of hearing before entering the solo part.

1.1 How does Blade set up the dynamic

Blade always matches the dynamics of the drumming and solo phrases, so the solo part
is always well-balanced and complete. The piano solo in Al form of the first chorus is still in a
build-up state in mezzo forte, resembling the beginning of a story. In Bar 47 to 50, a sixteenth note
phrase is played in the triplet subdivision and an obvious ascending and descending.

The creative thing is, for this direction, Blade applies accented tom drum phrases in mezzo
forte, with a clear crescendo first and then a decrescendo in sixteenth triplets instead sixteenth
notes (Figure 1). Also, Blade builds a pickup phrase since the third beat of bar 47 and expands it

from floor drum to tom-tom on the fourth beat, so the whole phrase’s structure is highly detailed.
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Figure 1. Blade sets up the detailed dynamics since bar 47 and fill the space

Moreover, Blade’s sense of space is highly delicate. He fills immediately after a completed
piano phrase, aiming to prevent the “ball” of forward movement in the musician’s hands from
dropping to the ground. In bar 49, Blade also follows with a clear sixteenth triplet subdivision
from accented tom drum to the floor tom according to the extended note. Similarly, the pattern
appears in crescendo and ends with a decrescendo. Also, Blade only plays the accent on tom

toms, highlighting the difference between the pitch of tom-toms and floor toms, making the whole

sentence more melodic.
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1.2 How does Blade apply patterns on cymbal

In bar 53 the third beat of solo phrases begins with a middle triplet note, and the right-hand
plays note B and D for two beats until the first beat of bar 54 falls on a note D and G (Figure 2).

Interestingly, this phrase’s direction happens after Blade establishes the rhythm and energy.
From the first beat of bar 53 Blade plays the first note of the triple, the doubling middle one, and
links to the third one on the cymbal, playing three beats in crescendo, also moving the hitting
position from the surface of the cymbal to near the bell ; In the fourth beat, he plays on the floor
tom and tom-tom in doubling middle triplet, and plays accent on the ride cymbal at the end.

In addition, after completing a series of energy-building movements in bar 53, Blade does
not immediately play the accent on the first beat of bar 54 but the second beat on cymbal and
snare. It is complete and progressive and gives the listener a surprise at every moment by placing

the accents in different positions.
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Figure 2. Blade established energy by cymbal phrase

1.3 How does Blade apply pattern on snare drum

Blade’s snare drum phrases had a fitting accent that complemented the dynamics of the
solo phrase, thereby supporting the energy and emphasizing the rhythmic background. Figure 3
demonstrates how Blade coordinated the left hand of the piano’s rhythmic pattern. He achieved
this by releasing a two-bar phrase on the snare drum and ride cymbal, then doubling the triplet
subdivision in bar 56 and maintains the energy due to the short but strong tone of snare drum.

Furthermore, to enhance the movement of the phrase and add a greater sense of energy,
when the pianist played two upward scales in sixteen triplet subdivisions with a crescendo, Blade
played triplets in the sixteenth subdivision in crescendo from the last beat of bar 56 to the first

beat of bar 57 simultaneously.
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Figure 3. Blade follows solo piano sentences with rich snare sentences

2. The application of Blade as soloist in “I Mean You”

2.1 The accented hi-hat phrases that Blade applied

Blade’s trade 4 solo is impressively detailed featuring precise sixteenth note phrases. In bars
4 and 5, Blade accents the hi-hat and each note played with single strokes, clearly distinguishing
between accented and unaccented notes, creates a pleasing texture in the two-bar phrase, so the
listener can notice a distinct graininess and a range of accents.

According to the position of the accents, Blade’s phrase is divides into groups 4 and 6, as

depicted in the figure below(Figure 4):
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Figure 4. the phrase Blade played on Hi-hat in trade 4 solo of <I Mean You>

After playing the phrase, Blade takes a break by a open hi-hat quarter notes on the fourth
beat of bar 5 (Figure 5). In bar 6, he plays three beats of triplets on the snare drum and tom drum,
with an accented third beat and the first and second beats being soft.

In just three bars, Blade interprets two phrases composed of different subdivisions (16th notes

and triplets) with clarity and productivity, producing the sound of three drum parts.
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Figure 5. Blade plays three beats of triplets on the snare drum and tom drum

2.2 Paradiddle diddle phrase that Blade applied

In bar 251, Blade employs the paradiddle diddle sticking to play three groups of sixteenth
notes without interruption (Figure 6). He starts with the snare drum, moves to the tom tom, and then
to the floor tom, creating an anticlockwise movement on the drum set. Blade takes full advantage
of the sticking of paradiddle diddle to achieve the sense of over-barline; also, the rich sound of
the drum set extends the phrase to the ride cymbal and bass drum and highlight different effect
between snare, tom drum, and cymbal. To conclude the phrase, he plays three eighth notes in
succession on these two parts. Blade’s interpretation showcases the charm of the drum set and

his often-used technique of moving from high to low tones.
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Figure 6. the paradiddle diddle phrase that Blade performed in trade 8 solo of <I Mean You>

3. The application of Blade as soloist in <Jazz Crimes>

In the drum solo arrangement of this piece, both saxophone and organ play kicks simulta-
neously to support the background. Following this arrangement, Blade performed three sections,
totaling 24 bars. In this article, a detailed breakdown of the last solo section would be explore. It

illustrates in the figure below:
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Figure 7. the kicks for drumming solo in <Jazz Crimes>
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As a climax, in bars 177 to 178 of the last section, Blade plays a pattern that consists of
two thirty-second note rolls and a left-foot hi-hat or the bass drum. It is based on a subdivision
of sixteenth notes and continues in an over-barline phrase (Figure 8). The position of the two
thirty-second note rolls is flexible and falls on different beats due to the over-barline. After each
thirty-second note roll, Blade lands on the hi-hat or bass drum, giving the pattern a stable sense
of direction. It’s also creates a unique sound and a brief pause in advancement, adds to the solo’s
energy and showcases the pattern’s full potential.

In bar 181, Blade changes up the rhythm by playing a sixteenth-note triplet for a short time.
This distinctive phrase begins on the second beat with a left foot hi-hat note, two snare drum
notes, two tom tom notes, and a floor tom note (Figure 8). The second group is appear since the
up beat of the third beat with snare drum, bass drum and hi-hat at the same time. To smoothly
transition between the drum parts, Blade uses an anticlockwise hand movement. Additionally,
Blade plays a left-foot hi-hat on the first beat of each sixteenth-note triplet group, creating a brief

moment of tension in the solo.
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Figure 8. the last section of Blade’s solo in <Jazz Crimes>

Conclusion

This article breaks down Blade’s unique accompaniment style by analyzing how he arranged
phrases based on each solo phrase’s direction, density, and dynamics. Blade adjusts the dynamic
to match the solo phrase and uses various pattern subdivisions to support its direction. He avoids
accenting the cymbals on the first beat and instead places accents on other beats to surprise the
listener. Blade also uses different subdivisions of crescendo patterns on the cymbal to establish

energy and create a smooth and natural transition into the solo phrase and primarily plays the
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soloist’s pattern on snare drums and cymbal to emphasize the rhythmic background and support
the energy.

In addition, Blade is good at using different parts of the drum set to create tasteful solos,
such as a combination of hi-hat 16th notes to snare and tom-tom eighth notes in just two bars. The
paradiddle diddle is placed from the first beat in the 16th note subdivision, clockwise from snare
drum to tom-tom, floor tom, and finally to the cymbal with sustain and bass drum. This application
uses the sticking of the paradiddle diddle to create an over-barline sound and a strong contrast

between the short note and the sustain of the snare, tom drum, and cymbal.
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Abstract

“Ilce Thamonwan Koblapthanakul” is an artist who developed from a web celebrity by
connecting in the swift and efficient digital world. Using the SWOT Analysis theory as a guideline
for developing research questions in order to collect qualitative data, this study will examine
the weaknesses, strengths, opportunities, and barriers that affect the communication of artists’
images. in order to show the process of communicating images in the manner of Ice Thamonwan
Koblabthanakul, researchers examined channels and fan behavior utilizing communication theory

and consumer behavior.
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The results of the qualitative research revealed that the artist is exceptional in having a pos-
itive interaction with the fans. The quantitative analysis discovered that the artist’s distinctive way

of conveying emotion has a significant impact on communication.

Keywords : Artistic representation, net idol, Ice Thamonwan
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Abstract

From the epidemic situation of the coronavirus, the form of business operations must be
adapted to survive. Because of the changing patterns of consumer behavior, the role of digital and
online forms is inevitable. That makes entrepreneurs need to find business opportunities in such
situations. Including the music industry as well as being the first to be affected. from not being
able to perform music, which is a channel for publishing works and another way to earn money
but with the behavioral pattern of receiving the media and the changing form of music business
services by focusing on the form of service through various online platforms, resulting in the role
of doing business in a new way. The new generation, therefore, has a different concept of run-
ning a business. This research focuses on studying the needs of new- generation entrepreneurs in
business development. Through the form of surveys and activities for entrepreneurs to educate
as well as Focus Group The results of the survey of 600 entrepreneurs are divided into 4 aspects:
marketing, production, and management. and accounting/finance Entrepreneurs can choose more
than one aspect of business development needs, and the study found that Most entrepreneurs
have a need for business development in marketing of 530 persons, representing 35.08%, followed
by a need for business development in the management of 392 persons, representing 25.94%. 368
accounting/financial businesses, accounting for 24.35 percent, and the last one with the need for
business development in the production of 221 people, representing 14.63 percent. pay attention

Especially in Digital Marketing, Social Media Tools, DATA Analytic and E- Commerce etc.

Keywords : New Entrepreneur, Entrepreneur’s heir, Development Entrepreneur
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