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Abstract

In the world of the music industry which is changing rapidly according to the times. Another
music genre that is very popular is pop music in the Thai pop music industry. There is an abbrevia-
tion called T - POP, which comes from the word Thai popular music. Currently, the T- POP industry
has developed and become more successful to the point of causing people both nationally and
abroad to pay attention. Therefore is the origin of this article. that aims to present the background
Factors for success of artists leading to the influence of this group of artists To see the importance
that is beneficial to the development and promotion of artists to be able to further the pop music

industry in Thailand in the future.
Keywords: Music industry in Thailand, Thai pop music, T — POP artist
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A Creative Work: Program Music on the “Xue Zhong de Huaduo Suite”

Song for the Contemporary Band: First Movement “The Parallel”

Thitinun Charoensloong '
Kanyapat Pattanasab

Orawan Banchongsilpa °

Abstract

The purposes of the research were (1) to compose a program music on the “Xue Zhong de
Huaduo Suite” song for the contemporary band: First Movement “The Parallel” and (2) to perform
the “Xue Zhong de Huaduo Suite” song for the contemporary band to the public. The research was
Practice-Based Research (PBR) with based on creative work as procedure on ethnomusicology, area
significances, musician interviewed, composition, inspiration, approval, and public grant. The data
were collected by interviewing three key informants to discover the characteristics of traditional
Chinese, Thai, and Western music. The research findings showed that the “Xue Zhong de Huaduo
suite” song for the contemporary band: First Movement “The Parallel” was creative research that
was inspired by the sounds and melodies of folk songs from the “Er-Hu”, combined with the sounds
and melodies of the Ra-Nad. It also includes the melodies of Western musical instruments that are
mixed at the Faculty of Music. Bangkokthonburi University is a center for learning about music and
creating professional musicians.

Therefore, the researcher created this process with a three-part form (Ternary Form) in which
the key is changed and the melody showing the technique of each musical instrument in part B is
developed to give the listener the enjoyment from the original. The researcher created this song
that takes the listener into the area of the music group and to experience the atmosphere of the

combination of musical melodies.
Keywords: program music, contemporary music, creative work

Introduction
The combination of social, cultural, artistic, and musical elements may be found in contem-
porary music, or even musical culture until it produces melodies and tones that are harmonious. It

resembles a cross-cultural exchange of musical styles, frequently involving melodic creations. This

1 Bangkokthonburi University Faculty of Music / thitinun.cha@bkkthon.ac.th
2 Bangkokthonburi University Faculty of Music / kanyapat.pat@bkkthon.ac.th
3 Bangkokthonburi University Faculty of Music / orawan.ban@bkkthon.ac.th
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combination is more commonly used. It is currently referred to as contemporary music (Siwiset,
2011).

“Xue Zhong de Huaduo suite” song for the contemporary band: “The Parallel” was creative
research that was inspired by melodies from Chinese folk instruments, Thai musical instruments, and
Western musical instruments mixed at the Faculty of Music, Bangkokthonburi University, which is a
virtual resource for musical learning and professional musicians, allowing each day to hear various
sounds of music, whether it’s the sound of folk music, pop music, Thai music, etc.

Therefore, it gives a strange feeling compared to traditional music. The researcher imagines
that this song takes the listener to walk into the area of the faculty of music and experience the
atmosphere of various musical performances at the same time. The composition of the “Xue Zhong
de Huaduo Suite” Song for the contemporary band: “The Parallel” lasts about 6 minutes. There
are approximately 18 musicians divided into two solo instruments, three string instruments, six in

brass sections, and seven in rhythm sections.

Research Objectives

The objective of this research is to compose a suite that combines Chinese and Thai in-
struments and use the melody of a folk song as a basis for composing a new composition for a
contemporary band.

This research has two objectives:

1) To compose program music on the “Xue Zhong de Huaduo Suite” song for the contem-
porary band

2) To perform the “Xue Zhong de Huaduo Suite” song for the contemporary band to the public.

Literature Review

Thai and Chinese folk songs are oral traditions passed down orally by individuals throughout
both China and Thailand. This includes using melodies to produce songs for enjoyment, parties,
lullabies for babies, etc. Words with an emphasis on recognizable sounds, rhyme, and rhythm are
easy to recall. Folk songs are distinct from other types of music because they are memorable to
listen to. Simple rhythms of singing and dancing might be accompanied by clapping or musical
instruments. It is important to note that a chorus, be it more enjoyable by adding a country music
style (Roongruang, 2022).

“In the Steppes of Central Asia” was composed by Russian composer Alexander Borodin
(1833-1887). Among the greatest of all Russian composers, The Russian Five were known for com-

posing songs that incorporated elements of folk music into their main theme (Romantic Nationalism),
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giving their works a unique character (Pancharoen, 2017). This song was composed in the 1880s.
This poem, which is composed in the E Mixolydian mode and has the structure of a symphonic
poem, has the intended meaning of a hidden story. The narrative of a caravan of native people
and Russian soldiers going across the serene sands and meadows. Only the sounds of Russian vo-
calists and the sound of camels and horses There are long-distance connections between several
nations along the “Silk Road” route. Because of this, the song has a melodic impact that gives the
listener a sensation of enjoyment. A mixture of excitement and loneliness permeated the caravan
(Charoensloong, 2021).

“The Empires” (2018) composed in the style of program music, was done so by Prof. Dr.
Narongrit Dhamabutra. Prof. Dr. Narongrit drew inspiration for the composition of this piece from
the history of the formerly affluent kingdom in addition to music culture, folk music, and the dis-
tinctiveness of those kingdoms: for example, emulating the sound of an orchestra to portray the
Phi Nat ceremony (Nut Pwe) and the Hsaing Waing, a folk band from the Kingdom of Bagan using
both the melody of percussion instruments and the sound comparisons of a Hsaing Waing band.
The yama is a component of the flow of the Bagan procession. It was creating sound cycles in the

form of seventh chords and key center (Dhamabutra, 2018).

Research Methodology

The research was practice-based research (PBR) based on creative work as procedure on eth-
nomusicology, area significant, musician interviewed, former music, inspired, approval, and public
grant. Data were collected by interviewing three key informants to discover the characteristics of
traditional Chinese, Thai, and Western music. The process of writing a song includes examining the

researcher’s emotions and experiences in addition to the material to develop the theme of the song.

Research Result

The researcher has composed the “Xue Zhong de Huaduo Suite” Song for the contemporary
band: First Movement “The Parallel”, based on ideas, inspiration, and information from interviews
with music composed experts, which can be divided into the following points:

1. Ideas for composition

2. The concept of organizing the sounds of composition

3. Ideas for developing the melody of the composition

4. |deas for creating musical texture, rhythm, and sound intensity
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1. Ideas for Composed Movement “The Parallel”

The researcher got this idea from the melody of a lullaby, a folk song from Jiangnan Province,
The People’s Republic of China, which is performed with the Er-hu (Chinese music instrumental),
where the main theme of the song usually uses the D Shang mode (DE L), similar to the pen-
tatonic scale, which is the sound system of Jiangnan folk music, filled with characteristics, senses
of Chinese folk songs. Therefore, the researcher then used this idea to create the theme of the
song by combining it with the accent of Thai music mixed with the sound of pentatonic and Thai
drum rhythms, which occurred in the Thai music practice center at the Faculty of Music, Bangkok-

thonburi University.

2. The Concept of Organizing the Sounds of Composition

From the idea for creating the song mentioned above. The researcher organized the sound of
the composition “The Parallel” by focusing on the use of pedal notes as the base for the theme
played by Erhu. The theme is created using the D Shang mode scale for the audience to hear
a traditional tune with Chinese musical traits. After that, the researcher commonly used chords
in the form of quintal and quartal chords, which always appear in to create a complex sound in
the form the researcher desires. Therefore, the researcher chose to use the D Shang mode scale
to create a folk song accent, combining it with the main melody in the presentation section and
section A and then moving to the D minor pentatonic scale in section B, which is a related key. It
is the development of the melody line to be clearer and more prominent and finally moves back

to the original key of A’ (Ternary form).

THE PARALLEL
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Figure 1: The Concept of Organizing the Sounds of the Parallel.
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Figure 1 shows the organization of the sounds of composition in “The Parallel” of the “Xue
Zhong de Huaduo Suite” Song for the contemporary band, which shows the use of the D Shang
mode scale at the beginning of the solo part to make the listener familiar with the correct sound
accent. Built from this ladder, starting with the playing of the erhu. This will focus on the DE G A

note group which is an important note because it is a note group that has tonic notes mixed in

with it.
Development the theme
T'ﬂ.‘l‘ -..EI
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s [ gy Ry ey M ey M
"~
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A »
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Figure 2: Organization of the Sounds of Composition.

Figure 2 shows the organization of the sounds of composition by developing the theme from
the erhu on the D Shang mode scale with augmentation and melodic repetition techniques, this
section will emphasize the melodic function of the melodic technique, including the rhythmic
repetition of percussion instruments in the background a composition technique rhythm motif,

which is like the percussion instruments of Thai music.

3. Ideas for Developing the Melody of the Composition

In “The Parallel” of the “Xue Zhong de Huaduo Suite” Song for the contemporary band, the
researcher uses a Ternary form (Three-part form) which is the structure of the song which has three
important parts, namely part 1 and part 3, namely part A which is the part that shows the theme
of the song as well as the expression that show the differences in terms of tone color of Thai,
Chinese, and Western instruments. Part 2, namely Part B is the part that shows the development
of the theme of “The Parallel” where the researcher chose important compositional techniques to
develop the main melody of Part A (Melodic motif) to be more complex and represent a technique
until it became the main melody of section B, which the researcher used techniques such as aug-

mentation, melodic repetition, melodic sequence, quantal harmony, and dissonant intervals, etc.

13



mMsUsgRMIsEARUIURTAMUAsLasaunT Wi IngdeRaUing asen 5 The 5" Silpakorn International Conference on Sound and Music
AREAIENAMERS U InedeRalins 7 - 8 fguieu 2567 Faculty of Music, Silpakorn University, Bangkok, 7 - 8 June 2024

Figure 3: Ideas for Developing the Melody of the Composition.

Figure 3 depicts how the theme of the composition develops in the first movement of the song
for the contemporary band, “The Parallel” of the “Xue Zhong de Huaduo Suite.” The composer
employed a broad of composition techniques to express the exciting experience of listening to
different styles of music. The melodic line’s progression makes it simpler for listeners to recognize
the main theme, the major theme from section A will be developed in part B this time. As a result,

the sound that is created will not alter significantly from part A.

Figure 4: Ideas for Developing the Melody of the Composition.
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Figure 4 shows the compositional techniques in melodic diminution of the part B along with
the development of the melody using the method of melodic repetition more so that the listener

remembers the melody of the piece because it gradually appears on different instruments.
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Figure 5: Ideas for Developing the Melody of the Composition.

Figure 5 shows the use of the theme and variation of part A and developed with various
techniques at the end of part B to show the progression to the climax of the song, before preparing

to be greeting, the return of part A and to review the listeners’ memories of the melody of part A.

4. Ideas for Creating Musical Texture, Rhythm, and Sound Intensity

The creation of musical texture, rhythm, and intensity of sound in “The Parallel” of the “Xue
Zhong de Huaduo Suite.” The researcher arranged the harmony by grading the density of the mel-
ody from less dense to denser adjusting the emotions of the listeners to be more in line with the
songs that the researcher has composed, the density will gradually decrease as the end of each
section is approached. So that listeners can experience a mix of music from different nationalities
that still have different similarities. There will be various rhythm changes in the drum set, similar
to Chinese folk music and Thai tradition and for the sound intensity of this process, the researcher
wants to present it in a form that has a gradient of sound intensity from least to highest to show

the climax of the song.
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Figure 6: The Harmony by Grading the Density of the Melody from Less Dense to Denser.

Conclusion

The researcher has composed the “Xue Zhong de Huaduo Suite” Song for the contemporary
band: First Movement “The Parallel”, based on ideas, inspiration, and information from interviews
with music composition experts Therefore, this composition inspired by the melody of a lullaby,
a folk song from Jiangnan Province, The People’s Republic of China, which is performed with the
Er-hu, where the main theme of the song usually uses the D Shang mode similar to the pentaton-
ic scale, which is the sound system of Jiangnan folk music, filled with the senses of Chinese folk
songs. The researcher then used this idea to create the theme of the song by combining it with
the accent of Thai music that was mixed with the sound of pentatonic and Thai drum rhythms,

that occurred in the Thai music practice center at the Faculty of Music, Bangkokthonburi University.

First Movement “The Parallel”

Part Introduction A B A’ Coda
Bar 1-35 36-47 48-87 88-99 100-105
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Abstract

The development of basic jazz guitar method is a learning model development for solo jazz
guitar skills learners. Its objectives are to develop the basic jazz guitar skills learning model. This
learning development uses qualitative research methods by collecting important data from the
main curriculum providers and jazz guitar teaching experts, and quality assurance of tools by cur-

riculum and music teaching experts. Suggestions and feedback have been collected and revised
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Master of Music research and Development, Department of Performance, Faculty of Music, Silpakorn University / Email:
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into a complete version of the basic jazz guitar skills learning model. Key informant groups include:
1) Key informant group for needs assessment in learning model development: 2) experts in jazz
music teaching from Silpakorn University.

Key informant group for tool quality assurance: 3) experts in curriculum and music teaching at
the tertiary level from Silpakorn University.Key informant group for curriculum analysis, evaluation,
and post-evaluation interviews: 3 experts in curriculum and music teaching at the tertiary level from
Silpakorn University, and 2 extracurricular guitar teachers. The research process involved prelimi-
nary assessment before proceeding with evaluation to assess the quality of the developed learning
model. Research tools included semi-structured interviews and learning model quality assessment
forms. The research analysis involved content analysis and sequential presentation of data.

The research found that the development of the basic jazz guitar skills learning model needs
to consider practicing performance skills by setting goals and aligning content within the learning
model. This will enable learners to demonstrate performance skills. The evaluation results showed
that this learning model can be realistically implemented and further developed for teaching and

learning purposes.

Keywords: Developing a Beginner Jazz Guitar Method, Jazz Guitar Skill, Beginner Jazz Guitar, Im-

provisation
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naudl 3 asdUsznauvasaunIus

aussudadudiunansening aunsuensiu (African Music) ffinanalanaulududame (Rhythm)
nsuansAnUA (Improvisation) wagliinuad (Blues notes) AumunImy Jumn (Western Music) fifinanal
laasiulusuyinues (Melody) Wdesusgau (Harmony) sUkuy (Form) aunIuiathesfUsEnaumanian
Wenefuuaziinnswamsdoseanmudiu sudadunusiussandug Snannune (ddy 1Baaanfa,
2557) aunsuiadesdussnauddy el

1) idesUszanuauminia Uazz Harmony) fussiasiinnuidlaifeaiuaedn (Chord) msdiliuaedn
(Chord progression) luiwasiinuussias Insanunsaldinafiasiieg vssiadinlunesaldosiauiug Usenou
fe 915118 (Arpeggio) Tulaldes (Scale)

2) iwes (Melody) fusniasaninsniduinesdulszloniidaiau (Phrasing) lnsusznoufeteding
visorssanouiidaiou fnnsnaunaudengivainvats saudsnsldlindsefuanudainesiinaing
thaulanndsty

3) §9¢ (Rhythm) fussiasanansnussiasuudanimeddundldiiludongduans lneian
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Tnlanzd9nizais (Swing feel)
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Tiufammowesfussnusluuiummisdnsluaiody (Herbie Hancock, Institute of Jazz, 2023)
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ofiTanl awe30s (Apiwat Chayaroon)
f)7ﬂﬁalum‘UUL?ﬂiJV/MﬂwsUﬁﬁ’ﬁﬁmﬁﬁﬂﬁuﬁu (Development of an Instructional Lesson for Introductory Jazz Guitar)
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ﬂ75ﬁm/umuw?ﬂw”nwUﬁz}”ﬁf‘z‘mﬁﬁ?’aﬁuﬁu (Development of an Instructional Lesson for Introductory Jazz Guitar)
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1. paiA 7th
2. ANTNGATANAUABIA Tth
3. gUamaeda 7th Tususiiudu
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5. wedansauiinsuialaelddninng (ouitar pick)
6. LA (swing rhythm)
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- wuudnesilawuulaiues 7th (minor 7th arpeggio)
- wuvinesilaludsdndnualugd

ChuuinUuledes

~N O OO AW N -

JuladsanunIintnwuuluiues (minor Pentatonic)
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m5ﬁm/u7uuw?z/w”nwilﬁzfﬁﬁma’ué”a’z}”uﬁu (Development of an Instructional Lesson for Introductory Jazz Guitar)
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Comparing Polka Dots and Moonbeams in the Style of

Wes Montgomery and Tommy Dorsey
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Abstract

Wes was a guitarist who was considered famous during the bebop era for his technique of
using a thumb instead of a pick which was unique in that era or his use of the Octave technique
instead of playing single-note melodies until Everyone remembers his playing style very well, with

Wes producing many outstanding songs, including the songs Polka Dot and Moonbeams, which
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Master of Music research and Development, Department of Jazz, Faculty of Music, Silpakorn University E
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were already popular at the time. Wes then re-arranged the song in his own style. If we mention
about the song Polka Dots and Moonbeams, even though the original song belongs to Tommy
Dorsey, if we take a look at the Realbook, which is a book that collects Jazz Standard songs that
are popularly played by jazz musicians, It can be noted that Polka Dot and Moonbeams song in
the book is a Wes version, which suggests that the person who made this song famous among jazz
musicians was Wes.

The purpose of this article is to compare and examine the main melody and chords of Polka
Dots and Moonbeams between Tommy Dorsey’s style and Wes’s style in terms of technique and
phrases in how Wes interprets the song. In what form will it come out? After the study, it can be
concluded that the song Polka Dots and Moonbeams in its original form was analyzed using the
principles of international music theory. AABA style, in the D Major scale in the A section and F#
Major in the B section. The speed of the song is 83. The main rhythm is a single melody. As for
West’s style, the song’s composition style is like the style. The original version changes the scale
to G Major in section A and B Major in section B. The speed of the song is 54 beats per minute.
Moreover, the main melody also uses frequently used techniques such as playing the octave to

play the main melody and using the thumb to play instead of the pick.
Keywords: Wes Montgomery, Comparative song, Polka Dots and Moonbeams
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A Survey of using Thai music Notation Tools
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Abstract

The study aims to survey of using Thai music notation tools. The study employs survey re-
search methodology, with a sample group consisting of 73 individuals experienced in Thai music
notation. The research reveals 1) In terms of general information, the majority of respondents in
the questionnaire are in the age range of 15 - 24 years, accounting for 72.60% 2) The most purpose
for recording Thai music notation is for personal used, accounting for 42.34% 3) Regarding the tools
used in recording Thai musical notes, paper is the most commonly used, constituting 53.9% 4)
If there were programs for recording Thai music notation, respondents want the programs to be
comprehensive and clear with 16.27%. The analysis of the relationship between the age of ques-
tionnaire respondents and the tools used. It was found that there was no relationship at the .05
level of significance. Thai musical symbols should be used that can be downloaded and utilized
across various software programs to make Thai music notation comprehensive, clear and able to

meet the needs of the recording.
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Musical stories for primary school learners
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Abstract

This academic article discusses the use of musical stories for primary school learners, spe-
cifically designed for students aged 7 to 12 years. The purpose is to provide a resource for those
interested in integrating musical stories into music education for both lower and upper primary
levels. For students aged 7-9 years in the lower primary level, it is recommended to select music
with easily memorable melodies, accompanied by movement and rhythm that align with the tune.
Encouraging drawing based on the music can enhance listening skills. For students aged 10-12 years
in the upper primary level, music should ideally be in the key signatures of C Major and A minor,
with a 4/4 time signature. These pieces often include narrative elements, enriching the educational
experience. Overall, musical stories serve to inspire, instill good morals and ethics, and challenge
students' thinking, thereby developing their musical skills and preparing them to be competent,

ethical individuals who can thrive happily in society.

Keyword: Musical stories, Primary school

59



mMsUsgRMIsEARUIURTAMUAsLasaunT Wi IngdeRaUing asen 5 The 5" Silpakorn International Conference on Sound and Music
ANZA3ENAMERS UnTIVeNdeRaling 7 - 8 liguieu 2567 Faculty of Music, Silpakorn University, Bangkok, 7 - 8 June 2024

unii

Uagtugputeulidnmuiuegraunsrangludenunuitdnuaiunsaimunsinie ensual fauuazad
Hayyr Wunf3oudeususniinaunsestsony 15 3 (Rogalska, 2018) ilefFevlutaeny 7 U aunsesisang
12 U §iZousglurissedutulssannundi 1 edulszanfnudil 6 TalsedoududdansdanisGeuslv
uifiFou nsdanisfeudmsdumsduaiugFouliiAndumuints msfuluimilusgdvtuuasnisiibs
ﬁlé’ﬁauiwﬂszqmsﬂﬂu%ﬁmﬂazaﬁ’ﬁu (Tolipova, 2022)

msdansBeusluneinauss WuseinidedamsBouilasdaduliSoulmanvnugmaeduils
N394 MTAY NISAU N1581U NTWEULAZN1TYA (Campbell,2010) ImaLawwﬁﬁﬂﬂuizé’u%ﬂﬂimm
AnwiinarufeatugFeuluraseny 7 89 12 T mnedouluriesifenaiuadwinuemmamsilauaznis
e lvEFeuAnulurimineiuausiums ansing, 2566) MadenldnunidmiudiFeudulszounw
msifunsdaadulifSeuininuemaduauss e1i nsussianaiesnuss nsils nsfeanas

fefu nadonldausiuasimulsaudiniusilusunsdanisSeudluneinauisssudulszon
Anwidieny 7-12 U aussthgduaiunisiBeuinimiuinuenisits Msdes nmsiau luduinuiauinee
N9AUINNNY 915Ul derunazaRlayg LﬁaLﬁuﬂﬁé’mmiﬁauﬁu%uﬁamwsiﬁmmum‘%ddﬁtﬁmmmm

aulauazdsgalalagldinununsdesessniundiSouseautulssaufnm

AMUNUIBVDIUNIY AU AYVDIUNIUY
fnududeniundudlusuna sywdlddnuiionsdeasisossmiameinuanug nsnseiuay
nseusuuntidudaulusfnunseniafedagiu Fudifiianuvunsuasanudidguesaininulidwiolull
fmuluFessnidunesseduun aseanumdamduliiulitey suvaduFessniaeawnsnausssy
PSussunazaunsnthluSuldludinusedriu (aSyan fuay, 2562)  InuduBSesarfiduseiuuidiu
adelusad@dodulszmal In1sugnianufnuiinaindiuanasdulasunisengeaday el duwuy

1 Aa 1 va ) o a a Y a 2 v A PR v =
agenAsiagogTniuludeny (FnSissn sous, 2558) dnuAenisldizessnideuledlagldniwiyanie
44' ‘:4' v o =~ vy a a Y v a

nnsdeansizesslaemslinmdsenau(aiyan liussm, 2563) WelvdiSewinaug anuduiiuasnis
g1eMonANLTe BnvivaanunsnAnsIsNasesssulilutini dulu dnudunisueniaiFessnfiiavuwes
Junnanvduseduunausadelusa srensldamuszneu msldnwyalunisdoansisess Jeaen

LVNLTBI5INIAUETIN 93855533 Tutinu
ARy TasimuiinuAegeBwansAnuddigiianudidgvediniulifel dnudivdaaty
WaunsvesdBeuvnsinueisual deu aflaaiwazsnanie nvadunsasuasnaduaunnisuazaiudn

o Yo o a a a & a Y  va yal o v a v a

adeassAlvinutnSey (Waua undy, 2549) dnudunisatuaiedSeulidvauinimiadiunisSeus an
nalasuanuaynaundamdy YanidigSeudidesnnissu (#3301 sOAUAINIA, 2547) TN
Judaiiigiseuiavinueganuda Sunuiniskasaufnadneassh sauisnisuanseen dnneliniugayae
Ugnila Audie wwifn viruaf yuuedsingg disliiniSeuddnnsile nseuwaziluindrAnndrdndula

(et B1mAuYe, 2561)

60



Aiiand \Argauseiasy (Pipat Lertsudprasert)
dnununIamsugiSeutudszoudng) (Musical stories for primary school learners)

NANUAINERAAIAYYRIdvuNnaIutwl {ilsuausaagulad SmuduEessnifufus

lusraunalaenisidaindseneumsianFessuielvigitainainug n1snsevi n1sugnilennnuidie vinuad

lun1simsediin Msinugivdaasunisila n1381u SIUNiSeuinduauinisiagauAnaseassa

Useinnuasiniu
a Y v ] a ° o va v & = = vy
unaMIMsRsuladenldussinninudmsugFoussautulssaufnwmdandslaniudseian
fanelull (a1 21550AR3, 2562)
1. nilsdousgnaunn (Picture Book) e wilsdefiusenauntenisidnimdundn Aildennudszneu
oA = | | v A A v o ¢ A o & @ v A
N5k1See BellvannvianesUkuy ageu vilsdeusenaulume yana dnivisedves Wusdiavas wilsde
ussunmileglifiternuusing wilsdenlddmsunsiau nisdeneriudesndnmans niladeniieaiu
FIBNYITOAINUANE LA NaEeNALITIAUNISLANIAIINAAAIL
2. wilsdausenauisessny (Story Book) fe wilsdenuszneumeldsessriduiemudn daduy
nilsdenlufidiuusznavresnin FelumisdedniudsenauiFessnuiaunidolunidonuazdaniny
Usgnau wunsltinwenisiladundn edray dnuSessrifeaiuanude mawt afgeula diunu
willeny yaradlesun1s@inyg dnuluiesiudieg dmundiveine dnudeitesdivdnd dnufeaiu
A fnunlifsuuuy
nUszinnvesidnuinaniundisnudileudenldinundunindseneunarnisianisesig

Y

Nedasiuyana #9709

AUAINULNIY
N o w1 Y = v A Yy a I3 % o % = qou o1&

aupsiinnuddgyrenisdinnisseusinelviSeuinesdanuiiagyinvenaiiuaues aunsduindy
AERSWAIRIILY Masunsilaaglianumdamau Jorsualaunies aussiludiiianulmssdein
nsiauddimnudududnluludslavitliianisuanseannisinusniniewazo1sual (ugns gnsIng, 2541)
danaliauseudnesuitmnuduaunilddnie uwalinandnin dmuimungaudmsuisouseiutuy
Uszaudnw seadunivdedniuiessnivsenaumeninuazides (uns ansing, 2544) 17 nsldgunm
doydnvalinequnudssetauss Snvanisaenuwnsnveadesaunsinbil Seuldmuninidanusasdugy

533% (Taubman,1958) AsilldusUsznoutiior i S euneuiun midaauungsdu (Warner, 1991) 59

vV

9N1581AUAS L UUTZNDUTIN LA 99A TNE 9999172 AU USIVDIUNINGY SIUVTZIULRAL LS AU U

Y

Seu (Pestalozzi J.H.,1894) IN51¥RLUU AUASAUTNIULAUEUNUS A8 UBE1989 AUASVINMALNARINT LYY

dluludalavi i Seuiunmiidaauainnisilsiniuaund Feszneulumedonzniannudisy anu

1 a

° = dll a ¢ P Yy a v I 9] v
FULEUD VDILAYULALLATDIAUANT (EUINT ?:W]ﬁf\]ﬁ]ﬁ, 2541) LW@IW%LiEJULﬂGW’n'nJLﬂqiﬂiuaﬂﬂﬂqugwqﬂﬂqu

9

Nuaun3 MuNINsliinuznissesnas nmsau nsedeulm nsilsazmserududeusznevdauasuli

Y a a

A3 EUAANISEEUS AN AUNTNYBANUDIV A UBIAANINAURSUINEITY (B394 A3ilsnaz, 2558)

Y

61



mMsUsgRMIsEARUIURTAMUAsLasaunT Wi IngdeRaUing asen 5 The 5" Silpakorn International Conference on Sound and Music

ANZA3ENAMERS UnTIVeNdeRaling 7 - 8 liguieu 2567 Faculty of Music, Silpakorn University, Bangkok, 7 - 8 June 2024

Fefuausdtuinududsiiduiusiu aundidudesmesssdudes arwdidivestons sufamsld
vinwznsieamas Msiau msiedeulm msilaaznseuiteduaduligSouAnuluinimafussdaing
Smaaun’ drudnuduGeseanslinimuaziFessimeinuaasssy 930595u Gessndiamisaaiiauss
Fumala nvaaduadieinuganudn nisiadulaliungGeu

¥ NV A YA gll =
nslgaunsiulintuvesgSaududssaufne
nsldaunIiuimuieimuIinwefiSeun1eIuALAT 0191 113509 N1TEU NISIOU NSTaLAZNIS

g1u TnefBouldaziidunastidwioluil (Campbell,2010)

%zﬁm 01y | dvnwdmnzay | ms¥eamas | nisiau msindeulva | nsils n58U
ﬁmuﬁl,ﬁuﬁaq - nsieq | - La'um%q Andeulmny | - n1samane | - nnsenu

2 7U | 577 1Agadu | deeilded | aua3a | vhusuwas vduvaee | Mdalagnis
= ANISITU 3LTIIU | AuLAY 14150 BN w1daldn
§ nsudlalgn | 19 15eu [ angndes 919 \ioLin
= 8U | dneq wazdiSes | adudufos | dldnls ns5u3
§ s1fiutauleny | twasidu
5 | o® | vwhwmediSeu | Usglen
o fvuifiaudu | - nsfeddn | - Gudude | - nmaedeulm | - msaduides | - nnsenu
S 0V | oy Snsime | vudulades | msiduge | $19n1emna | dldhuutiile |19 6 u
§ AUAALALNIS | Major wag | Tulades | deuiedalde | 1o Major | ussviawn
S | 119 | dedulawaziaiun | minor C Major | Tuswsrdanaz | waz minor W | 1dulnely
u§ NAWENIIA1U wag A mi- | 4/4 AFeuileuas | Gulades C
& ~ | #1399 nor Ao Major wag
= 121 A minor

31nA1519aenaa1nsaazlladn nmsldauniduiniudmivgissutulssaufnyinisaileds
Waunsvesiseulaemslyinudeddydulades C Major wag A minor Idamigiilunausslugnsdemie

4/4 uardisessmiteaaly MmeanuAalunsanduls iemuinyenwuauns

unagy
nsldaumsiuiinudmsudeulussautulssaudny arsadaimunniswagyinueveadiSey 019
VINWemaunIsTaanas Msiau nswndeulny nsilawazniseuluguuuudnidwne ¢4 Gulades C

. ) = . A & v A = vy v o ¢ ~ Yy a
MaJOY LLagUUIWLaUQ A minor uV]']ULUum'Jﬂ@ﬂ']WLﬁ@\‘ﬁq'ﬂ‘ﬁfﬂLﬁEJuﬁLurﬁgﬂUGUu‘U'ﬁ%ﬂllﬂﬂU']L‘W@I‘Vifi\llLﬁEJ‘ULﬂW

& v 1

uluvird SaaAinnuludiies dansssuasesssy Huiainanuadusatunale ivneanudn Ugn

Y 9
el dudinnu@ednd gasn ninyinnidukazeysauiuldusgsiinnuae

Yy 9 Y Y

62



Aiiand \Argauseiasy (Pipat Lertsudprasert)
dnununIamsugiSeutudszoudng) (Musical stories for primary school learners)

UFTUIUYNIA

naudnT amAume. (2561). MImuINITInUszaunisalagnsiainusigiatiannvainiate wieds

o

a Y £4 ] o [ o a | v ) 1 a
Lﬁill‘Vlﬂiﬁ%%ﬂ’}ﬂﬂ’mﬂ’]i‘m\‘lLLﬂ%ﬂWiWﬂﬂﬁ?%iULﬂﬂﬂgm’lﬂﬂlulm‘sﬁﬂ’]ﬂﬂ‘ﬂﬂL‘U‘HQ’]‘H’] Wi, LaNa13M11339¢8.

i3

NS ansIng. (2541). IWIngINITFBUAUAS. NTHNN: ETINRUNYIAINTAUNTING IR,

2

a s

NS ansInd. (2544). WgAnssunIsFOUAUAS. NTUNN: dinuigaIN TRl INg §e.

2

a I3

UINS ansane. (2566). FaAnidew: AINTIVTIlUAUATHE IUAN. NTUNNY: S1inuigIaInTaluINede.
fimun wvinal. (2564). IaNINITAOU:09AAINZNONITIANTLUINNITTIUFTAUTEaNTNIN. NFUNNL: i
U PN IAUUNIN Y.

a a (%

a 1 a A =1 3 o a
UGHA VI, (2549). N’ﬁﬂ’ﬁLﬁ’]‘u‘Vl’]‘UUi%ﬂE]‘Uﬂ’]WVI&JG]@WII]G]ﬂiﬁJﬂ’J’]@JL’e)’e]LW@%@QL@ﬂUiN’JEJ. LanN§139711479¢.

=

a a s o o < a a
URHT ITIUNAT. (2559). I55UNTIUAINTULAN. UUNYST: DUNUA.

Waan husam. (2563). msdanisBouilaglidnuiieiaurinuzniseudmdninrlnevesinSeu
Fulszondnuilil 1. 295995 Fnwmans aus” pasAnwImans umIvedeumung s 1w inendy.

AS AuEY. (2562). NTRAILIANNANAS NETIAlAEAI I InIuL UL lualy szﬁu%u’uawma 3
Tssi3suthunaesufinsnind 201 ddfnaueiiuiinsfinuszonfnumaseg ol we 1. wnas
9398

=

A3TOU WA, (2553). I9Ine1imInIsTInynYaede. nsanns: ddniiuiunIne1desssumans.

U s

A3 30 s0U3. (2557). MR Eeuidnuiutuatutaiiiie Smieanssys. tenarseuiee.

a33nd seaush. (2547). mafaumuinulszneuvidsde Wleaieatusssuduanudedndludnusuts.
LaNa15971439¢.

Laura.F.Kready.B.S. (1916). A study of fairy tales. http://www.sacred-texts.com.

Pestalozzi. J. H. (1894). How Gertrude Teaches her Children translated by Lucy. E. Holland and
Frances C. Turner. Edited with an introduction by Ebenezer Cooke. London: Swan

Sonnenschein. dududloTufl 24 flunay 2567. https://infed.org/mobi/johann-heinrich-pestalozzi-ped-
agogy-education-and-social-justice/

Patricia Shehan Campbell and Carol Scott-Kassner. (2010). Music in Childhood: FROM PRESCHOOL
THROUGH THE ELEMENTARY GRADES. United States of America: Boston

Taubman. H. (1958). How to bright up your child to enjoy music. New York: Printed in the United States of America.

Warner B. (1991). Orff-Schulwerk: Application for the classroom. United States of America: Prentice- Hall, Inc.

63



64



Music Performance Anxiety: Insights from Psychological Science
Wee Hun Stephen Lim'

Abstract

Music performance anxiety (MPA) is a multidimensional construct that negatively impacts mu-
sicians to different extents but presumably across all musical contexts. Here, we review recent liter-
ature concerning theoretical conceptualizations of MPA, and discuss extant interventions relating to
cognitive-behavioral therapy and multimodal interventions which, we argue, are at best approaches
that remedy MPA only peripherally, and not inherently. Drawing on cognitive psychological research:
When students are well-prepared for a high-stakes academic exam, test anxiety did not predict exam
performance (Theobald et al., Psychological Science, 2022). This finding provided the foundation
for the current hypothesis: Performance-anxious musicians should not perform worse in high-stakes
stressful situations than their preparation (practice) would otherwise allow; where musicians are
well-prepared, performance anxiety per se should not interfere with stage performance accuracy
and quality. Thus, performance-anxiety interventions ought to promote effective practice—optimal,
deep learning—at an early stage during performance preparation, rather than aim to reduce test
anxiety only shortly before or during stage performance. How, then, might we enable musicians to
achieve such effective learning? A counterintuitive learning and practicing strategy as informed by

psychological principles and personal reflections is recommended and discussed.
Keywords: music performance anxiety, performance science, psychological science

Introduction

Music performance anxiety (MPA) is a challenge faced by many musicians across various stages
of professional development. Studies estimating the prevalence of MPA among music students
and professionals have reported wide-ranging figures from 16% to even 96% (for recent reviews,
see Barros et al,, 2022; Fernholz et al., 2019; Herman & Clark, 2023). In part, the high variability of
these estimates reflects high heterogeneity surrounding the definition and measurement of MPA in
extant studies. Despite decades of research, the extensive landscape of MPA literature has been
plagued by a lack of clarity and cohesion in the definition of this construct, with different terms

used interchangeably (e.g., “stage fright”, “performance anxiety”; Barros et al., 2022). In contem-

porary studies, though, the definition put forth by Kenny (2010) has been increasingly adopted:
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Music performance anxiety is the experience of marked and persistent anxious apprehension
related to musical performance that has arisen through specific anxiety-conditioning experiences.
It is manifested through combinations of affective, cognitive, somatic, and behavioural symptoms
and may occur in a range of performance settings, but is usually more severe in settings involving

high ego investment and evaluative threat. (p. 433)

Although MPA has often been viewed as a unidimensional construct, some researchers have
proposed and offered evidence that MPA is a multidimensional construct comprising three cor-
related dimensions: (a) Somatic and Cognitive Features, relating to physical manifestations of per-
formance anxiety immediately before and during a performance, and fear of making mistakes, (b)
Performance Context, relating to performers’ preferences for solo or group performance contexts,
and the nature of the audience, and (c) Performance Evaluation, relating to the evaluations that
the audience and performer may make of a performance, the consequences of these evaluations,
and difficulty concentrating when performing before an audience (Osborne & Kenny, 2005; see
also Sarbescu & Dorgo, 2014).

MPA encompasses both adaptive and maladaptive components (Wolfe, 1989; see also Kenny,
2011; Mor et al,, 1995; Simoens et al., 2015). Whereas adaptive MPA can have facilitating effects
when optimal levels of arousal boost musical performance as in the inverted-U relation described
in the Yerkes-Dodson law (1908; see also Wilson, 2002), maladaptive MPA has been associated with
debilitating effects that may manifest as a constellation of autonomic (e.g., skin resistance), affec-
tive (e.g., anxious feelings), cognitive (e.g., catastrophizing), and behavioral (e.g., trembling hands,
poorer musical performance quality) responses (e.g., Craske & Craig, 1984; Sokoli et al., 2022). Such
debilitating effects have been the predominant focus of much MPA research. Indeed, MPA has often
been examined through a pathological lens and described as a “condition”, “disease”, or “disor-
der” that needs “treatment” (see Herman & Clark, 2023 for a review). For instance, according to
the Diagnostic and Statistical Manual of Mental Disorders (DSM-5; American Psychiatric Association,
2013), a musician may be diagnosed as having “performance-only” social anxiety disorder when
diagnostic criteria are met for a marked and persistent fear or anxiety about a social situation that is

restricted to performing in public and that leads to significant distress or impairment in functioning.

Psychological Theories of MPA

To explain the etiology of MPA, psychological theories from psychoanalytic, physiological,
behavioral, cognitive, and emotion-based perspectives have been proposed, although there is
currently no widespread consensus in favor of any single theory (Herman & Clark, 2023; Spahn,

2015). According to psychoanalytic theory, MPA symptoms are an expression of internal conflicts
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and defense mechanisms that arise from individual personal experiences such as the development
of attachments with caregivers in childhood (Kenny, 2011; Spahn, 2015). Under this view, the per-
formance situation represents a staging of unconscious conflicts from the performer’s earlier life
experiences, whereby the fear of negative evaluation is tied to the fear of losing the affection of
one’s caregivers (Nagel, 2004; Spahn, 2015). However, empirical evidence for this view is limited
(Brugués, 2019).

Physiological theories view MPA as rooted in an evolutionarily ancient fight-or-flight response
triggered by situations that are perceived as threatening (Kenny, 2010; Spahn, 2015). Thus, the
physiological symptoms associated with MPA are thought to either facilitate increased performance
(“fight”) or escape (“flight”) in response to the emotional signal of fear (e.q., fear about being
viewed negatively by others).

Behavioral theories view MPA as a classically conditioned fear arising from previous negative
learning experiences (e.g., Clark, 1989; Spahn, 2015), with genetic factors contributing to variations
in individual responses to similar experiences (Kenny, 2011). In comparison, cognitive theories of
MPA (e.g., Osborne & Franklin, 2002) focus on cognitive distortions such as dysfunctional beliefs and
assumptions about the self (e.g., “I’m going to make a fool of myself”) and others (“They have a
perfect standard which | cannot match”), fears of negative evaluation (e.g., “If | make the slightest
mistake, they’ll think I’'m incompetent and fail me”), and catastrophizing the consequences of
negative evaluation (e.g., “My career is ruined”). Under this view, schemas developed from prior
sensitizing negative music performance experiences (Osborne & Kenny, 2008) interact with judg-
ments of low self-esteem and self-efficacy to produce a negative affective state when encountering
highly evaluative performance situations. In turn, the discrepancy between one’s schema of their
ability to perform competently and their expectation of the audience’s performance standards
leads to rigid survival rules, coping strategies, and safety behaviors that shift attention away from
the performance task to the self. This precisely increases the likelihood of performance errors and
produces MPA that feeds back dysfunctional beliefs about oneself, reinforcing the vicious cycle
(Osborne & Franklin, 2002; see also Chow & Mercado, 2020 for a discussion of the temporal dy-
namics of interacting processes in MPA).

Emotion-based theories (Barlow, 2000; Kenny, 2010) view MPA as a state of helplessness
when one experiences a strong sense of uncontrollability and unpredictability in a performing
situation. Such panic-like negative emotions may be false or true alarms (i.e., fear responses that
occur in the absence versus presence of a real danger) that have been conditioned in persons with

generalized biological and psychological vulnerabilities following direct experience or stress. These
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alarms provide the propensity for anxious apprehension in performing situations. If the performance
is (perceived to be) impaired, the negative emotions that follow may trigger further alarms and
exacerbate the anxious apprehension, in turn increasing the likelihood of further performance
impairment. This reinforces the vicious cycle until the performance setting itself evokes learned

(conditioned) alarms even before the performance (Kenny, 2010).

Extant MPA Interventions

To support musicians in managing MPA, numerous coping strategies and interventions have
been developed over the years, in what is now a highly heterogeneous literature marked by in-
consistent effects and methodological weaknesses such as small sample sizes and a lack of a
randomized (active) control group (for reviews, see Faur et al., 2023; Fernholz et al., 2019; Her-
man & Clark, 2023; Kenny, 2005; McGinnis & Milling, 2005; Spahn, 2015; Wilson & Roland, 2002).
Such diverse interventions include but are not limited to: pharmacotherapy (e.g., James & Savage,
1984), psychoanalytic/psychodynamic therapy (e.g., Kenny et al., 2016), cognitive therapies such
as cognitive restructuring to modify dysfunctional thought patterns (e.g., Kendrick et al., 1982;
Sweeney & Horan, 1982), behavioral therapies such as repeated stage exposure (e.g., Candia et al,,
2023), cognitive-behavioral therapy (CBT; e.g., Kenny & Halls, 2018; Nagel et al., 1989), biofeedback
(e.g., Nagel et al., 1989; Wells et al., 2012), yoga and meditation (e.g., Khalsa et al., 2009; Paese &
Egermann, 2024; Stern et al.,, 2012), expressive writing (Tang & Ryan, 2020), improvisation-assisted
desensitization (e.g., Kim, 2008), psychological skills training (e.g., Cohen & Bodner, 2019; Hoffman
& Hanrahan, 2012), and multimodal interventions that combine treatments such as relaxation
techniques, goal setting, and mental imagery (e.g., Braden et al., 2015; Kim, 2008; Spahn et al,,
2016). Whereas a comprehensive review of the myriad of interventions is beyond the scope of this
article, the following section focuses on CBT and multimodal interventions that meta-reviews have
considered the most promising (Braden et al., 2015; Spahn, 2015; Wilson & Roland, 2002).

CBT for MPA aims to modify maladaptive cognitive and behavioral patterns through cogni-
tive restructuring and systematic controlled exposure to performing situations (Spahn, 2015). For
instance, Sweeney and Horan (1982) tested a cognitive-behavioral intervention that included cogni-
tive restructuring and cue-controlled relaxation. Specifically, music majors identified self-defeating
thought patterns that occurred during their piano performances, analyzed the consequences of these
thoughts, learned “coping” self-statements to facilitate their task attention and reduce debilitating
anxiety, and practiced these self-statements while playing music. In addition, the musicians were
trained in progressive muscle relaxation, and learned to pair the cue word “calm” with a relaxed

state while playing music. This combined treatment was found to reduce self-reported anxiety as
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compared to a musical analysis training control condition, although not significantly more so than
either cognitive restructuring or cue-controlled relaxation alone.

More recently, Kenny and Halls (2018) developed and tested a CBT intervention based on
an empirically validated group anxiety treatment, Chilled (Rapee et al., 2006). Their CBT interven-
tion included psychoeducation about the nature of music performance anxiety, affect recognition,
identifying thinking styles, cognitive restructuring, and learning to develop and implement a step-
by-step exposure plan to manage high-anxiety performing situations (e.g., gradually progressing
from performing a piece for one’s teacher, then for more supporters, then for a music exam). After
the intervention and at a follow-up four to six weeks later, the CBT intervention produced gains
in performance quality, although reductions in self-reported state anxiety were not significant and
the study did not include a control group.

Overall, a medium effect (d = 0.535) of CBT interventions in reducing MPA symptoms has been
found in Faur et al.’s (2023) recent meta-analysis of 91 effect sizes from 14 studies. However, the
authors also noted that many of the individual studies had small sample sizes and lacked sufficient
statistical power to detect changes. Moreover, CBT interventions did not always lead to changes
in performance quality in these studies.

On the other hand, multimodal interventions for MPA target the performer’s somatic, cogni-
tive, emotional, and behavioral responses via a combination of various psychotherapeutic methods,
which may include relaxation techniques, pharmacotherapy, cognitive restructuring, psychotherapy,
stage exposure training, etc. (Spahn, 2015). For instance, to train music students to cope with MPA
during auditions, Spahn et al. (2016) evaluated a multimodal combination of behavioral exposure
(e.g., video feedback on one’s performance, stage exposure via class concerts), exercises for coping
with MPA (e.g., cognitive restructuring, body relaxation exercises, mental imagery), and education
on the theoretical framework of MPA. The multimodal intervention reduced self-reported anxiety
and external judgments of the performer’s MPA-related issues during their auditions, relative to a
control group that did not receive the intervention.

Cohen and Bodner (2019) further proposed a two-pronged approach to facilitate positive
functioning while reducing debilitating MPA. Their multimodal intervention was an 11-week course
that included mental skills training (e.g., positive thinking, goal setting, mental rehearsal, concen-
tration and focusing, identifying negative automatic thoughts, performance preparation, resilience),
developing physiological awareness (e.g., regulating and reframing arousal as excitement, refocusing
attention), enhancing musical communication (e.g., improvisation exercises to focus on musical

goals), and simulated performances to implement the learned skills. Compared to a waitlist con-
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trol group, the intervention reduced self-reported pre/post-test MPA. In addition, judges rated the
intervention group’s simulated performance as having improved in quality after the intervention.

Multimodal interventions seem to bear promise for reducing MPA, but the high heterogene-
ity in their components across studies impedes generalizable conclusions (Herman & Clark, 2023).
Moreover, the complexity of tailoring individualized approaches may preclude the accessibility of

such interventions to musicians with diverse backgrounds and needs.

Limitations of Extant MPA Interventions

Despite the numerous interventions available and the reported positive effects of some
interventions in individual studies, MPA prevalence rates have not substantially changed at the
population level over the years, suggesting that extant interventions may have limited impact on
overall (Herman & Clark, 2023). Whereas most interventions target MPA symptoms with the aim
of lowering self-reported anxiety, some amount of anxiety or arousal could in fact facilitate peak
performance (Kenny, 2005).

More importantly, treating the symptoms of MPA does not necessarily resolve its root cause(s).
Musicians have reported experiencing anxiety far in advance of their performance, rather than only
during their actual performance on stage (Tahirbegi, 2022). The reality is that music performance
in evaluative situations carries high demands—whether perceived or actual—on the performer to
attain (near) perfection. Such pressures and strivings for errorless performance and perfection may
be particularly acute in some genres such as Western classical music, especially in solo perfor-
mances (Kruse-Weber & Parncutt, 2014; Papageorgi et al., 2013; see also Perdomo-Guevara, 2014).
For instance, musicians face challenges ranging from temporally precise fine motor technique, sus-
taining attention over long durations, memorizing complex material, to interpretative and musical
communication skills (Kenny & Osborne, 2006; Pecen et al., 2016).

Yet, many MPA studies do not screen participants for weak technical musical ability, and for
whom anxiety may be a consequence rather than a cause of poor performance (McGinnis & Milling,
2005). As Faur et al. (2023) also note in their review, that extant MPA interventions do not always
improve performance quality could be due to their focus on treating anxiety symptoms without
targeting the improvement of technical skill (see also Osborne et al., 2007). Indeed, debilitating

anxiety could result from inadequate preparation and deficits in musical technique.

Toward a New Cognitive-Psychological Perspective
Do test-anxious persons actually perform worse in evaluative situations than their knowledge

or skill would otherwise allow? This commonly held but rarely tested assumption has recently
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been challenged in a field study. Using log files from a digital learning platform, Theobald et al.
(2022) examined data from 309 medical students preparing for a high-stakes exam. The students’
test anxiety at the start of the study was negatively associated with their final exam performance,
as well as their preparation performance when completing old exam questions over 100 days
before their final exam, and their performance on a mock exam 28 days before their final exam. If
students’ test anxiety (e.g., fears about knowledge deficits or negative consequences of poor exam
performance) interferes with their processing and performance during evaluative situations, then
high-anxiety students should perform worse on the high-stakes final exam than non-evaluative
mock exam, and this performance decline should correlate with their test anxiety. But this was
not the case. Instead, students’ test anxiety did not predict a drop in their performance from the
mock exam to final exam. Furthermore, when controlling for students’ mock exam performance,
their test anxiety did not predict their final exam performance.

These findings suggest that highly test-anxious students’ lower knowledge levels accounts
for the link between their test anxiety and worse final exam performance. In line with this idea,
Theobald et al. (2022) found that students with high test anxiety tended to show less knowledge
gains during their exam preparation. Moreover, whereas higher state anxiety in the morning did not
predict the number of practice questions that students correctly solved on that day during their
exam preparation, correctly solving fewer questions predicted students’ higher state anxiety the
next day. Thus, awareness of one’s poorer knowledge may trigger test anxiety. The key implica-
tion is that short-term interventions that aim to reduce test anxiety shortly before or during the
evaluative situation may have limited impact because they cannot offset long-term knowledge
deficits (Theobald et al., 2022). Rather, effective learning strategies that boost and secure actual
deep learning are needed to tackle test anxiety at its root.

Whereas Theobald et al.’s (2022) study was conducted in the context of academic exam
performance, the findings have important implications for music performance too. Some recent
evidence suggests that MPA and performance quality co-develop during practice sessions, such that
musicians who improve their playing are subsequently less anxious (Passarotto et al., 2023). Thus,
MPA interventions ought to promote effective practice that produces optimal, deep learning at an
early stage during performance preparation, and not merely aim to reduce anxiety only shortly
before or during stage performance.

Music students have most commonly reported that increasing their practice time is their
main strategy to manage MPA, while developing specific practice techniques to address concerns
such as potential memory slips (Tahirbegi, 2022) and difficult parts of the music (Fehm & Schmidt,

2006). Notably, students have ascribed their performance experiences to their level of technical
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preparedness, which may directly impact their MPA. For instance, interviewed participants in Tahir-
begi’s (2022) study commented that “My anxiety depends on how secure | feel about the concerts,
how well | know the pieces | play” and “I notice that if | am very well prepared, | don’t necessarily
get that nervous”. Indeed, well-prepared performers may experience higher self-efficacy that facil-
itates their management of MPA (Tahirbegi, 2022). In turn, lower MPA mediates the positive effects
of self-efficacy on self-rated performance quality (Gonzalez et al., 2018). Conversely, more anxious
musicians have reported less conviction in their ability to perform the task (i.e., lower self-efficacy)
even with their anxiety under control than less anxious musicians (Craske & Craig, 1989). Thus,
mastering the musical material and technical skills could boost self-efficacy, which has been found
to be the most important predictor of music performance quality in evaluative exams (McPherson
& McCormick, 2006).

Clearly, musicians are well-aware of the importance of good preparation for successful musi-
cal performance (Ericsson et al., 1993). However, the practice strategies that they use during their
preparation may not always be the most effective. For instance, although increasing practice time is
a strategy that musicians often use to cope with MPA (Tahirbegi, 2022) and that has been associated
with lower self-reported MPA in some studies (e.g., Biasutti & Concina, 2014; Gonzalez et al., 2018;
Kenny et al., 2013), hours of practice alone do not necessarily predict better music performance
quality (McCormick & McPherson, 2003; Williamon & Valentine, 2000). Moreover, state anxiety has
been associated with repetitive practice behaviors during longer practice sessions, which may in-
crease the musician’s risk of developing injuries from overuse and repetitive strains (Passarotto et
al., 2023). Adding insult to injury, mindless repetition and drill during practice may also have limited
benefits for deep learning and performance quality (Ericsson et al., 1993; Lehmann & Ericsson, 1997).

Taken together, these findings point to the importance of practice quality for achieving mu-
sical mastery and managing MPA. How, then, should musicians practice for deep, durable learning?
Drawing from the cognitive psychological literature, two potent strategies are: deliberate practice

and retrieval practice.

Deliberate Practice

Extended experience and preparation are undoubtedly crucial for gaining expertise. Based on
his review of 76 eminent composers’ biographies, Hayes (1989) observed that “no one composes
outstanding music without first having about 10 years of intensive musical preparation” (p. 297), pre-

sumably because “the composer must know the timbres of the various instruments and the sound,
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look, and feel of chords and key structures” (p. 293). However, experience and sheer quantity of
practice alone do not automatically produce peak performance. Rather, how one practices matters.

The amount of one’s practice time can be divided into “formal” versus “informal” practice
time (Sloboda & Davidson, 1996), which have been defined as practicing with versus without a
specific musical or technical goal in mind (Miksza, 2012). For instance, whereas informal practice
includes improvisation, playing one’s favorite pieces by ear, and messing about with music, formal
practice includes practicing technical exercises such as scales, studies and études, and sight-reading
(McPherson & McCormick, 2006; Sloboda & Davidson, 1996).

In particular, deliberate practice has been closely associated with formal practice (Bonne-
ville-Roussy & Bouffard, 2015; Platz et al.,, 2014). Deliberate practice involves structured, effortful
practice activities that are specifically designed and tailored to improve one’s current level of
performance, as characterized by: (a) repeated experiences in which the performer attends to the
critical task elements, (b) focused attention, (c) intrinsic motivation to improve, and (d) corrective
feedback and performance monitoring that enable gradual refinements (Ericsson et al., 1993). Thus,
based on their desired performance goal and imagined music experience for their audience, the
performer must plan how to execute their performance to achieve this goal, while monitoring the
sound produced during their current practice attempt, such that they can refine subsequent at-
tempts to target discrepancies between their produced versus desired sound (Ericsson, 1998; Ericsson
& Harwell, 2019). For instance, when monitoring their self-regulated practice in the absence of a
teacher’s feedback, musicians could use video feedback (e.g., filming one’s practice performance,
then watching and self-evaluating one’s recorded performance before the next practice session)
to guide their practice strategies (Boucher et al., 2020).

Many studies have shown that deliberate practice is a necessary and important predictor of
higher levels of music performance (e.g., Bonneville-Roussy et al., 2011; Ericsson et al., 1993; Slo-
boda et al., 1996; see Lehmann et al., 2018 for a review), even if it may not be sufficient (Hambrick
et al,, 2014; Meinz & Hambrick, 2010). For instance, Platz et al.’s (2014) meta-analysis of 13 studies
found a mean effect size of r = 0.61 accounting for 36% of the variance in the relationship between
task-relevant practice (including deliberate practice) and music performance (see also Ericsson &
Harwell, 2019; Hambrick et al., 2014; Macnamara et al., 2014). Indeed, practice time has been shown
to predict musical achievement only through formal practice that includes deliberate practice and
self-regulation strategies, goal direction, and focused attention—when formal practice is controlled
for, then practice time in fact negatively predicts musical achievement (Bonneville-Roussy & Bouf-

fard, 2015). This suggests that informal practice time may not only be “empty” time, but could
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impede musical achievement. Thus, to learn effectively and reduce MPA stemming from skill deficits,

musicians should engage in more deliberate practice rather than simply increasing practice time.

Retrieval Practice

Besides deliberate practice, testing oneself from memory—retrieval practice—is a potent
learning technique that decades of research have robustly shown fosters deep, durable learning
(Roediger & Karpicke, 2006a, 2006b; see Karpicke, 2017 for a review). Notably, retrieval practice
yields reliable memories that are resilient to stress. In a study by Smith et al. (2016), participants
studied words and images either by restudying them or practicing retrieval (i.e., recalling as many
items as they could after studying them). One day later, half of the participants underwent stress
induction in which they were asked to give impromptu speeches and solve math problems in front
of an audience. When participants were subsequently tested on their memory of the studied words
and images, the retrieval practice group outperformed the restudying group. Importantly, stress
impaired memory in the restudying group, but not in the retrieval practice group. In fact, stressed
retrieval practice participants outperformed non-stressed restudying participants, and performed
just as well as non-stressed retrieval practice participants. These findings suggest that stress does
not always harm memory and performance. Rather, when strong memories are created during
encoding by using effective techniques such as retrieval practice, these well-encoded memories
are protected against stress.

At the same time, retrieval practice reduces test anxiety. In a study of 1,408 middle and high
school students, Agarwal et al. (2014) found that 72% of students reported feeling less nervous
for tests and exams for their classes that had implemented retrieval practice (e.g., via low-stakes
practice quizzes administered via “clickers”). Presumably, when students engaged in retrieval prac-
tice, they learned the course material better and were thus less anxious about facing subsequent
evaluative tests.

In the context of music performance, the implication is that practicing retrieval during perfor-
mance preparation could be a powerful way to lower MPA, while enhancing learning and reducing
memory failures during one’s actual performance even when anxious. Indeed, retrieval practice
is an effective technique that musicians have reported using when learning and memorizing new
pieces, even when their practice time is limited (e.g., Chaffin, 2007; Chaffin et al.,, 2010). For instance,
Chaffin (2007) describes how an experienced concert pianist learned Debussy’s Clair de Lune in
seven sessions over two weeks by constantly testing herself from memory. Specifically, the pia-

nist attempted to play from memory almost immediately in her first practice session, “muddling
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through” even when hesitating at various places in the music, evaluating her progress by listening
for mistakes and checking them in the score, and using the musical structure and performance cues
(e.g., expressions to be conveyed) to organize her practice and increase the speed and automaticity
of her retrieval. Similar practice processes have been observed in case studies of jazz musicians
learning new pieces (Noice et al., 2008; see Wellmann & Skillicorn, 2024 for a discussion of applying
retrieval practice in jazz pedagogy). Such practice strategies can also be taught and developed in

non-expert musicians (Lisboa et al., 2018).

Barriers to Implementing Effective Practice Strategies

Although deliberate practice and retrieval practice are potent techniques for enhancing deep
learning and managing MPA, their benefits may be constrained by suboptimal implementation. For
instance, rote memorization (e.g., repeating the music until it can be played automatically by “feel”)
is a common form of retrieval practice, especially for novice musicians (Hallam, 1997; Williamon,
2004; see Mishra, 2010 for a review of memorization methods). After repeating short sections and
playing them from memory without the music score, the musician may link or “chunk” these sec-
tions into longer sections, then repeat these longer sections and play them from memory, until
the whole piece has presumably been memorized. In this way, retrieving each chunk cues the
musician’s recall of the next chunk (Chaffin, 2007), in what is known as associative chaining (Ebb-
inghaus, 1885/1913) or serial position effects in recall (e.g., Roediger & Crowder, 1976).

Yet, although some degree of automaticity is needed for efficient performance under pres-
sure, procedural memory is unreliable and vulnerable to interference (Beilock & Carr, 2001; Lisboa
et al., 2018; Mishra, 2010; Williamon, 2004). When memory fails during a music performance, serial
cuing of recall is disrupted (Chaffin et al., 2023). Thus, if musicians relied only on rote memoriza-
tion during their performance preparation, they may have no other recourse than muddling along,
improvising or, worse still, restarting the piece if a memory lapse occurred onstage (Chaffin, 2007;
see also Rubin, 2006).

In fact, expert performance has been conceptualized as a shift of cognitive control to high-
er-level strategic aspects of performance, rather than being eliminated entirely for full automatic-
ity (Christensen et al., 2016). That is, experts may be able to perform seemingly without thinking
because they harness automatic control systems to think in music while sequencing the actions
needed (Logan, 2018). For instance, expert musicians form performance cues based on the musi-
cal structure of a piece (Chaffin & Imreh, 2002) to create memory that is “content addressable”
(Rubin, 2006). Such performance cues include: (a) structural cues representing section boundaries

of the music (e.g., based on harmonic and melodic properties), (b) expressive cues representing
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the feelings to be conveyed to an audience, (c) interpretive cues representing critical interpretive
decisions that need monitoring during the performance (e.g., decreasing the dynamics to prepare
for a later crescendo), and (d) basic cues representing critical technique details such as fingering
(Chaffin & Imreh, 2002). In this way, the music’s structure provides a hierarchical retrieval scheme,
while performance cues serve as landmarks in a mental map from which the musician can access
specific content or locations to recover from a memory lapse, rather than having to restart from
the beginning of the piece.

But even performance cues have limitations. Although the musician may be able to recover
from a memory lapse by jumping forward and continuing from a performance cue, recall tends
to be highest at the beginning of phrases starting with structural or expressive cues, then declines
steadily across the rest of the phrase (Chaffin et al,, 2010; Lisboa et al., 2018). One interpretation
is that structural and expressive cues provide content-addressable access to memory that is oth-
erwise organized as an action sequence (i.e., in serial order). Thus, later bars in the sequence are
recalled less well and memory failure becomes increasingly likely (Chaffin & Imreh, 2002; Lisboa et
al., 2018). In contrast, recall tends to be lower at basic cues then increases as serial distance from
the cue increases, suggesting that basic cues do not provide direct content-addressable memory
access but function as parts of serial associative chains (Chaffin et al., 2010). How, then, can musi-

cians learn the music more intimately on a bar-to-bar basis?

Personal Reflections: Non-serial Learning and Practicing

Consider the following excerpt from Chopin’s first ballade:
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Figure 1: Excerpt from Chopin’s Ballade No. 1 in ¢ minor, Op. 23.

It is commonplace for pianists that bars 170 to 172 form a serial associative chain (Chaffin et
al,, 2010) so that, relative to bar 170, the content of 171 or 172 is not readily accessible. Instead,
the retrievability of bar 171 often hinges heavily, if not wholly, on first executing bar 170 success-
fully; likewise, 172 relies on 171. Evidently, where a pianist fails to execute bar 170 successfully,
bars 171 and, by extension, 172 also cannot be recovered. One expects the same outcome for

Mozart’s Sonata in a minor, K. 310. Consider the opening figure of its third movement:
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Figure 2: Figure 1: Blade sets up the detailed dynamics since bar 47 and fill the space
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Indeed, such is the severe cost to basic cognitive systems that function in a serial recall
manner. Consequently, one cannot successfully start a piece from just anywhere, but must start
from the outset or at least at the beginning of a section. For a singer, one cannot directly recall
what words in a ballad rhyme with ee or even what happens in the last stanza, but has to in fact
sing the ballad and listen for ee sounds and pay attention to the last stanza when one gets to it
(Rubin, 2006). Similarly, a pianist playing the above opening figure often cannot directly pinpoint
the exact notes that bars 2 to 4 contain, and would have to “play to know” when he/she gets to
each of those bars.

Under this light, the remedy is no longer counterintuitive, but straightforward. One ought
to resist the tendency to practice bars 170 to 172 of Chopin’s ballade or bars 1 to 4 of Mozart’s

sonata above serially, and instead dissolve the serial associative chains by practicing in various
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Figure 3: Excerpt from Robert Schumann’s Papillons, Op. 2.

Personally, numerous spots from Schumann’s Papillons Op. 2 have also benefitted from
non-serial learning and practicing. For instance, in No. 4, both phrases in section B hinge strongly on

their respective harmonic progressions involving rapid chord changes, so that there is the natural

78



tendency to serially practice bars 90 to 97, followed by bars 97 to 105, which one must resist. In-
stead, such serial associative chains ought to be dissolved, again by practicing in various non-serial
combinations for deep learning and durable memory.

In appreciating the present idea more fully, imagine a story you know very well, or a lecture
you attended recently. Summarize it or recall a part of it from the middle. Imagine next a poem
or prayer that you know well and which has a clear meaning. Recite any line without cycling all
the way through it, or simply try to start that line from its middle. Oftentimes, the same serial
processes that enable cuing in serial recall restrict access, permitting access only via serial recall.
Therefore, when recall is no longer restrictively serial, any to-be-retrieved content can be accessed
and addressed with ease, just like our autobiographical memories (Rubin, 2006).

Notwithstanding its usefulness, given the large volume of music that a pianist or musician
normally has to cope with for an audition or a performance, it may not be practically feasible to
apply the present approach to all of the to-be-learned music exhaustively in a single sitting. Thus,
it is commonplace to subject only specific portions of a program needing remedy the most to
non-serial learning and practicing. How might we reliably identify these portions?

In working towards an audition or a recital, a day’s basic practice might typically be scheduled
in the following sequence:

1. Warm-up

2. Practice

3. Record

Whereas recording one’s performance can help effectively reveal portions of a program that
require attention, first playing ourselves into a good, comfortable place via practice (throughout
the day) prior to recording ourselves (at the end of the day) may be counterproductive for this
purpose. To this end, a simple inversion is recommended:

1. Warm-up

2. Practice Record

3. Record Practice

The adjusted sequence—recording without first practicing—illuminates weaknesses in a
program with greater fidelity, following which principles of deliberate and retrieval practice can be

applied as part of non-serial learning and practice in remedying those portions.

Conclusion
Traditionally, music performance anxiety (MPA) negatively impacts musicians in almost every

musical context imaginable. Extant interventions relate to cognitive-behavioral therapy and multi-
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modal interventions but do not cure MPA at its roots. Drawing on cognitive psychological research
findings, performance-anxious musicians should not perform worse in high-stakes stressful situations
than their preparation (practice) would otherwise allow. Instead, where musicians are well-prepared,
performance anxiety per se should not interfere with stage performance accuracy and quality. From
this stance, performance-anxiety interventions ought to promote effective practice and optimal
learning at an early stage during performance preparation, rather than aim to reduce test anxiety
only shortly before or during stage performance. Informed by psychological science and personal
reflections, the present non-serial learning and practicing approach is expected to help performers
achieve deep, durable learning and flourish on stage, notwithstanding any musical performance

anxiety that they may or may not then experience—that’s now inconsequential.
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Abstract

The objective of this research was to study the status of Thai Percussion instruments courses
in Bachelor of Education in Music Education programs. The research methodology employed is
qualitative research, following the documentary research approach. The sample group consists
of curriculum documents (TQF 2) from 14 higher education institutions offering Bachelor of Edu-
cation in Music Education programs, which were selected using the purposive sampling method.

A document analysis form was used to collect data. The research focuses on three key issues: 1)
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Basic information about Thai Percussion instruments courses in programs. 2) Teaching and learning
formats of Thai Percussion instruments courses in programs. And 3) Important content included
in programs. The research findings indicate that: 1) Basic information about the Thai Percussion
instruments courses showed that most of the basic information of the Thai leatherwork courses
was included in other courses, accounting for 71.43%. 2) The teaching and learning formats of Thai
Percussion instruments courses are mostly in the form of theoretical and practical courses, account-
ing for 42.86%. 3) The important content included in the course descriptions of Thai Percussion
instruments courses showed that the courses focused on studying the principles and methods of
Thai music, practicing analytical skills, reading and writing musical notes, and basic Thai leather-
work (Klong Khaek, Ton-Rammana, Taphon, Klong Tad, Klong Songna), including composition and
creation of music. It also emphasized the importance of understanding the theoretical principles

of Thai music alongside practical skills.
Keywords: Music Education, Thai Percussion, Higher Education
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Factors that influence the success of independent artists
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Abstract

Independent artists are a profession which does not belong to any camp, organization or
company so that they can create their works independently because they can actually represent
the artist's identity without the direction of music camp or music direction but many people can't
regard this profession as their main occupation for various reasons or factors. However, if freelance
artists promote their musical works and identity in a planned way, it is more important to establish
their identity, sood publicity, including good interaction with followers than those who are unaware
of these things. In this era there are many Independent artists. Music works allow consumers to

choose a variety of routes so that those artists can survive in the music industry.
Keywords : independent artists, success factors, business tools
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A Study of the Clarinet Sonata No. 2 in E-flat Major

by Johannes Brahms and the Clarinet Sonata by Francis Poulenc for Performance
SUURA Uil (Thanabodee Maneenai)!
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Abstract

The objective of this study is to perform a solo clarinet recital at the graduate level. The
researcher has chosen two pieces of music: Clarinet Sonata No. 2 composed by Johannes Brahms
and Clarinet Sonata composed by Francis Poulenc. Afterwards, the researcher collected information
from related documents, including interviews with expert clarinet teachers. Then, the data was
used to prepare for the solo clarinet recital.

During the rehearsal process for the solo clarinet recital, the researcher encountered two

main problems, which can be divided into two general approaches: 1. Interpretation of Harmony

1 dnfneszruuiagv avdefnidouasiau uninerdedading

Master Student of Music Program in Music Research and Development Silpakorn University / Thanabodee1905@hotmail.com
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Concepts: This involved interpreting the performance of Clarinet Sonata No. 2 in E-flat major by
Johannes Brahms through the lens of harmony concepts. The challenge was to apply knowledge
of harmonic principles to the performance effectively. 2. Technical Challenges in Composition: This
encompassed addressing various technical challenges within the composition of the Clarinet Sonata
by Francis Poulenc. These challenges led to errors during performance, prompting the creation of
exercises to tackle these issues in different passages of the piece.

The researcher discovered strategies for addressing practice problems that were suitable for
the individual by integrating knowledge gained from studying, researching, and interviewing expert
clarinet instructors. These strategies involved interpreting the performance of Clarinet Sonata No. 2
in E-flat major by Johannes Brahms through the lens of acquired knowledge and creating practice
exercises to address issues that led to errors during performance in the composition of the Clari-
net Sonata by Francis Poulenc. Furthermore, these strategies aimed to enhance solo performance

skills more effectively.
Keywords: Clarinet, Sonata, Performances
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(A Study of the Clarinet Sonata No. 2 in E-flat Major by Johannes Brahms and the Clarinet Sonata by Francis Poulenc for Performance)

wazideansene (Dissonant) Tuame 9 (Intervals) saluindssdsvanunng q luundseiusiiligiaunan
a & (Y] ,.§ 1y Yl é{
Sundugrsnalunisussesunyseiuslanesty

Aidelaideniagnsfnyundseiusaansilanlguinvuneay 2 lululadeBunanunesuseius
Tne Toduua usud wazaansidalowin Useiusiag Wiosda Yuas iieldlunisuans iiasnngidedndn
& v A w a & Y] | v o & v ea
LWUUNUIZNUSNUNARIILUANNAUAITITADINIUNITUTIAIUNUTEWUSTIN 2 UN INT18Lduundsenusigan
Beuuavddgydmsutinaansils Medaluundssiusiuansdnaninvesussiaiiosanuniseiusing 2
WAl AETNUTENUSNLAIAIUINLAL LA UY 197 18UBITINUDINNUTERUS Y 2 AU N989TALLANANNULAY
Auadainunlseiufastonediu Ao ra1sie Tvuien wev 2 dnuseius luldusetusidlufiontg
= LY = gj = 1 1 Y 6
Weriuaednanuluisviounazsuwuusing 9 luundseius

Aadelasuuneandu 2 wumnamsfing Ae

Y4 a 1y a = 4 1y [y & v

1. unUseiusaansuinlounnvuieay 2 Tuduladsdwanumesusenusineg losuiua usud aie
wuwImansuAdaymananusiseadesUszanuinldlunsininuunyseius

2. unlszius aandillalauin Useiusiee Wiesda Yuas annmsdasizidameng o Tusuves
watian1sussiaswndymiluunyseius wageoniuu wuuRnviniieuuiUamvilugaig q vesunuseius
Wialiine 2 unUseiiusiuuanteanulieg1eauysaluuuNINBey

WRNILUNRNY 2 LUINIWTEEIINTFUNITUTERUSVDINY 2 hanfenulaziuuLoIsaunU e wus

q a

o w =~

Aunndnsiuegeiitoezdiney Wesen Teduua usud Yssiusinadlasly @esuszaiy, nisdenvinues
(Counterpoint), wazfindnwal (Form) NilAuangsa JeresldnsundymingldninuiiseadesUseau
WAty uazinuunUseiiug Woeda Yuas duazuseiusoenluniamaiinnisussias Medasnluias

mM3UsziuSianiziives Wiesda Yuas NezeanlumelSuaaiiiosninduaundnngu wa &n (Les Six) N9z

a

Ufiasuwinienisussiusuuuieesiu uardudugiuveuunuseiusues 8nas ans13an (gor Stravinsky)

'
a

niigvswadewnluegrunnisdesjndulilunmmanaiianisussiaadennninfawsidnunyseiusves
W30da Yuas sefifesdsrauifinnuamziiiong Auiuuimang 2 ssfnviiielildesdanuiiay

uansunUseiiusiiesnunlaeg1sauysaluuunndy

o/

ngUsraIAvaIN1sIvY

A = < v sa o
1. WBANYIAMULU UL LA VDIUNUTENUTNUINLEAS

'
=)

2. WieAnwunalan1sussaatugeesnaisilnluunyseiusihuuans
3. WeAnwkwInanisiauundseiusines19dwinanuisesdssssany

v

n1sAnYINEISTINEIVDS

U

1. UseiRgussiusuazanulunivesunyseius aasidalswiavuneas 2 lutuladeduran

aes Useiiusiae leduua usud iniloTui 7 nguniau A.a. 1833 o Wles suysn (Hamburg) Useine

] o Aa v 2 o A o oA a . =
LUBDINUY LLa%LaﬂﬂU@ﬂ%BIiﬂugLiﬂm‘U LIBIUN 3 bWy U A.A. 1897 U ﬂj‘\‘iL’JEJum (Vienna) Useineoodlnse

113



mMsUsgRMIsEARUIURTAMUAsLasaunT Wi IngdeRaUing asen 5 The 5" Silpakorn International Conference on Sound and Music
ANZA3ENAMERS UnTIVeNdeRaling 7 - 8 liguieu 2567 Faculty of Music, Silpakorn University, Bangkok, 7 - 8 June 2024

Gudmnivwesuilugalsusudn (Clive, P. 2006) gaFeulul) a.n. 1894 Uswidegh 8uida (isch) leUsesius
unUseiusaansidnlauiniuuieian 1 (Clarinet Sonata No.1) lutuladsaenlauiuesuayraneias 2 (Clar-
inet Sonata No.2) Tutiuladesduranuwed iWunarudisud 120 Wunsidenduladesfimiloutunais
inmouusla (Clarinet Concerto) 1 2 vaanluas (Weber) (Lawson, C. 1998) QﬁﬁiﬁLLfiﬁﬂﬂaﬁLﬁm%aﬁ’l
39190 yauilast (Richard Muhlfeld) osa1n#l usudveuidssnasidniiyaiiladiauduenmnnuazsadu
Wouiilgwuusudiduauiing 9 noulzLdsTIN (Clive, P. 2006) qﬂaLﬁ?\laﬁﬁwmi%@mLLﬁmaﬂ%’jaLLsﬂﬁ’Uﬂ’ﬂL"TJEJ
Tuiide w51 Wsud (Frau Franz) wazuannsausniinudiasshvasnseuairdumedseni (Sommerhoff)
Tgumiaosunisiuunussiusiivmudussiusludioie q veedin Huraeiionldfununnuauves
Foauarlnudsing q veseaniile ilunanumuesiugeineeuiininsdedin undseiusisaosund
Huundsitusiiafigaunmildugalsunuinvosnadidaiiluniveniues deasza Siuluianaia
msUsyRusaldnnsaeniuesiidudeussninnaditnuasdely

2. UseiRgussiusuaranuduunvesundsziud aansillalouin Useiusine wWiesda Yuas 1An
dotuil 7 uns1an a.A. 1899 auu 2 wiad 1ad lwied (Place des Saussaies) wadl 8 luguausieluuns
U3d wazideTindeeinisiilae Wetuil 30 unsiau A.A. 1963 o uasUida Useina dSuea 1Huin
Usziudinasnansaea (vry, 1996) wdu 1 Iuam%ﬂsuaqmjuﬁﬂﬂﬁsﬁuﬁ’ﬁ%adﬁ waa an (Les Six) Tud
1920 milsdefiud Tafiile (Comoedia) Wniansalde Sod mealdn (Henri Collet) Astoldiu aidea da
lan (Darius Milhaud),nged giise (Louis Durey),a1esal 8830 (Georges Auric), 183 latunines (Arthur
Honegger),l9asiuu widlaaimes (Germaine Tailleferre) uay W5833d Yuas Tnel¥da31 91 wad §n Uohn-
son, G. 2020)

unUsestusnansidalourmusyiuslag vEesda Yuas Wumasiivseiusdmiu aadidndunanuas
Deluuseiusiilol a.a. 1962 Wunanudiuil 184 Johnson, G. 2020) undsziusaasidalawinia
wilouiu vign Tsuin (Flute Sonata) Midunanudduil 167 veawnlnemsnaunaunsouiideans
gasmsiaulunuy saaser (Virtuoso) Aumnulmsiziimileuduidesdas (vry, 1996) B 1 Tuunuseius
fuszitusansalurieinevesiinnowde®in 18 1 9 undseiustanldefimmasiliuiifoutnudanasem
nosuaudvanuite ounes lawnnesuazdeding Wiladlen (Sergey Prokofiev) 8 Sunisuanisou
UsuirliidoTuil 10 wwiou U aA. 1963 i Carnegie Hall Tog 1iudl ALY (Benny Goodman) niay

pelauunsn WOsualnil (Leonard Bernstein) (Ivry, 1996)

FunsunsANE
1. AnwUseiRvesiUseius uasUseiRvasunyseius
2. AnwdIURg 9 yeaunUssusiauriuosuas dosUszan
3. drsradglunisussiasuazniingou

4. AngidynnasAnwnIsuAdgmlun1sussiasanndsaie § vesraisiin

114



5uUUR wdltly (Thanabodee Maneenai)

msAnyunserusaarsidnlvummneay 2 lu Juladessuanumesuseiis

lng Toduua uswd ussaarsidnlvuim vssiuslos wiosda Yuauieldlunisuane

(A Study of the Clarinet Sonata No. 2 in E-flat Major by Johannes Brahms and the Clarinet Sonata by Francis Poulenc for Performance)

NAN1IANED

MINHANSANIT89Y 2 UnUsesitusnudn

1. Yymwesunuseiusaasidalyuinvaneay 2 luduladesduraniuaes Usewusine losuiua
usd Ao unlssiudiderulauasiandulunans 9 Fusazvans o wiysludruvesundseiusiig
Woaulatuazadullumadinnesiunussiusuasinnuundseiug insgluenuiivvesdidomeinly
unUsestuslaildfinuenmaudsiannueinegiisnisussias Anmundseiusuaznisusnasiiaenndos
fufudelu luduvesiudesszautu £33l mauifioglunisdo Theory of Harmony Weulae a1

Tuan Wulusn (Arnold Schoenberg) inldaye1984 dewduilsdeianiiflonazlulu@ensuseusinas

| YA v <

wARITELALAUIIINEUTI@IUNUsERuslng mnuAnvesUssiusunnuwinlus nsussasunyseiiusnas

JgeaninauysaluNBlunazIdedlavinunudiissduiewilatiauianvisdedudu o aun vilsde
Traditional Harmony Weulay wea suladls (Paul Hindemith), Tonal Harmony Weulng amwu Aod

N1 (Stefan Kostka) taz 1alss indu (Dorothy Payne), niivdenguauns Weulaga1ansnise as. iy

v 6 a v o

WuGLas ey wazduvileden onsluan Wulusn aweulidean wilsde Structural Functions of Harmony

3 o

v a a

11919B AN BLNLAMNUTRE D AIURIYBTEUDIEUDIT WINTIUIENITIANSIEBIUsTaURIg 9 Tu

Y

= | Al v o = ] o § v = S =
NUdgaNn 9 LaNWéHﬂ,Uﬂ'ﬁﬂ53WU6U7NWIﬂUﬂW§@ﬂ?qNLLﬁgUﬁiLﬁ\‘iuu"ﬂgﬂfﬂﬂﬂjiLLa@NLﬂﬂ?uu%Jﬂﬁ@JgimsUUIﬂ

q

dnuazduhanuinnvidsdeduy q Migvesiuanuinudsssea1uindiinsgrisiueie

(% s

unseiius aansiialsuinivaneay 2 Tuduladssdunanumes Useiusiae leduua usuddl

a

FAoaszauiidugeuiinisdsuAduazaesanuluiivhuewine q luundseiusTsfeddesdaruivos
msuddgmidsssranundesgiuasiauriliiusnasiudfesdanudiogluunyssiusindeiu

74 3 vieuvesunusziudtuiimuunnisiuludewosdndnunianifossrauioilvdosdany
Sunnsnsfukaznsianuisnaiueenly

viouusn Allegro amabile agludadndnuaiuuulauini (Sonata form) azuuseentailu 3 433 Ao
maulLEus (Exposition), nounmun (Development), Way maudaunu (Recapitulation) Tugisvesnau
tauoanfurisvesniniauerhuemdnieglutulades Eb wined \duRdvinveviout deuasiamn
lugnouimunlutulades Bb wiwesuazndudungtulades eb wiwes Miduddvanluneudounim

viaufl 2 Allegro Appassionato, ma non troppo agludafndnualiuuniun (Terary form) A-B-A
Tutulades Eb luwes egludnsdomne 3/4 vou A eglutulades Eb luwes view B Tudtulades B
o3 way A aglutulades Eb luwes

vioufl 3 Andante con moto - Allegro agludefnanualiuuinueswanuaznisuus (Theme and
Variations) lutulades Eb wiwes egludnsdame 6/8 uavdnsdume 2/4

Va o

Aidgladunuindnalavan 9 ey 4 egefie

1
v a6

1. Yradiauevinues 2. ¥399Ad (Establish Key) 3. Fradeur1u 4. 9aidauviausig 9
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1. gndnaueyiues Wudsiiuesdnlngszgninauelaeaaisis Juiliivdndlngjeydn
Tnaansiile daunalinaasdeegludunisinseiuanufinaieaveades (Tension) A9 9 ag6ies
MN1sAANdNAgiNsARAaeANRLATEAvaLdsIaglusUkuU1e 9 TAAanadnsvesdssioanuin
aunduiuiudssUsyanu wu ldn 7 lueese V', viie’, Major’, Minor” 1Judu vSeldansauenlunasa Al
49 (Diminish Chord)” kazAasnaaniiume (Augmented Chord) geUsganumatilazdegnainaienn
= = a N v Y = a = & v Yo a = & I ado o o
AaAsEAURLEBIIDNNIAEANAMNRIASEATRLETITUIEABslas UNISARILTEDs Al ug AR L@ U
& o Ao o = v o § ¥ a v s o A A U v o = v 5 v
Wuvhuesiddy Jsdesvililfenadnsuesdusnoonuinaunaududuidsslszaunaznaunauliiulin

= A4 o q va v ¢ = PN = v & v | 5% a =

maleluievihliiAnnadnsvesdusiuansisanudilansvesussiasasatenondyilalugaunsann
N9IAUATREANYTHNINE Y

e 3 vieuvasunUseiustulzlitsiaueyiueIegn T nMieUNgAY 9 vesdeRndnualdig 9
Tunragviou wu

Vouusn Awagnsaie neutiaue, neuNaL, Way neudauay Sulin1swlsdavadludn wu nou
WiauearUsynaulumeyinusmaniazyinuesseswasiiviusslaineneuasinunisludwmounmu Tuneu
dounuaziinisiiulan (Coda) WWrnlunauying

vioui 2 TudiAnanualhuunIun AwegnseYae A, B, wag A

vioud 3 ludsAndnualuuuyihuemanuaznisuls PrsdiaueiuesavegnsviuemanLagd U

YINTHUTUDY

Allegro amabile.

# -
R AT ! = —
Clarinet in By E.?v i = - 1 E - i = J|'\|= - J‘A!
P

Allegro amabile.

\
\

T - . =

Piano

(—; .
|

Eb: 1 vii " I i

Al 1: vaw Allegro amabile %297 1-4

Nnunneinesavied 1-4 agldnisdfiunesadu | - vii* - I - ii® aiiaulaszeyiiviead 1

Y
'3 14 PN s .06
lupada | wagiient 2 lunesa vie
2 adfiwivseueniianuvinedn ¢4 5 JGuililyiedegnnssunsuazadaaeides niewendduiidatuduifilvinsewendedldsunisgua
g A Y w1 9 A = & S 0w P N A S < ama ¢ o 1 &
Duiiaslassairaiummnnisuenussnnau 9 feiaunazietslos 1 Aiimileuiufie ¢ 5 mesia (Perfect) Tuffiiuvinge ¢ 5 10ug 5
A wnaglinug 5 Al lulenesinu JeliBudsnszing ssedldunmsqualuiiey nezlddudenseinamn 4 asalivsngnieudiu

(Schoenberg, 1983)
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(A Study of the Clarinet Sonata No. 2 in E-flat Major by Johannes Brahms and the Clarinet Sonata by Francis Poulenc for Performance)

Allegro amabile

3 3 Y =
Clarinet in Bb ) - = P E!'—_D'I:
D)

P Allegro amabile

]

' - -

- - _am—

L N A P | re}
of T

/‘ s 3
Piano P / ra 8

i

AN 2: U Allegro amabile %97 1

TueusniuldnaansilasuussiasidaindnanduvinldmAesngy (Neighbouring group)’ neud
Aznszlanludan 3 vesreiataznszlantuludin 6 vesaesea Flunauuiuouvesvinuestulilavinliiie
Yaymiflose vswddudnusesiusildmainnisaenviiues Jeilivhuswinisaeaviussesnunaissu

a A a £ A o = o a o9 Yva o Y ga X dvv a i 19
wAgIinTuAe Tunawnfwendsssvau fiagyilmiadeanseanatifndunldadeingy wane Ts
WAEaNgY Tuasdlun 7 uaz 9 vesresa | vinlilanadns (Effect) vaudsuumesiwiiu (Major?) Wagluiaes

Tutl (Major9) Jesesvinnismamaneidas (Resolution) veeAnufamsunvatdesiunasalinduunianlni

VA v o 1

niudsdugeiidesinnuinmsezaulinfeanguednels fideuuzdriiduiisusnveaiosaintuliiauy

LaReingqulaenvinniseaeaedalumininlaeiliumidnluiids 9 neuaziinisadraiedenduin

NENNINTALNTEUIUNSIINUALH 9LV AT Lo AL1NASNN 8 DNAIEIND T NEILUIUDUYDIVIIUDILY A1n

(%
£ o

Huiuesazdsluniesd 2 Mdusa Ab aznssiurasa Vii® Turesn 2

= — T
Clarinet in Bb 7
)
[V I ./_\
e —
' 2 £5 '?_S =
Jic d
Piano
' B e 3 7

.0
v

A9 3: 7 o Allegro amabile %947 2

3 TusiAgangu (The neighboring group) fersmsmlulunmsanudslmuidsafeafisateatiunsuan NCT aosafnsoiu FBusnde liavan
(Escape Tone) Fitaesdo Wadia (Appoggiatura) (Kostka, S., Payne, D., 2015)

4 FeanspinsadsmmudnnlituFuilailflanyssamuoaduniesiavnedsiosdansiunsdnmeidos wasilendnraadouds lan
Uszamazianale mmﬁawa‘laf‘lmﬁ%’mmmsﬁag'sumLﬁfmnizﬁw (Schoenberg, 1983)
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lunieadl 2 esa vii® dullanuiiavegludiiiesey 3 5o

1. Yugnielnu Neglumesaviliiindesnseinsdazdosinisiugdidsnseansnauieiinlugides
ASEANY INUUDIYIINITARARIVDLELINYIINAAINUAINUAWATUAVD LAY AD NITHULUT — LABINTEANS
— ASAAAANEVDBABY F9 USIANEVIINITHULLUNNERG G Tueadl 1 3nTudInunsansenuadea
TUldnea Ab Tpeaduduluasadesluiosd 2 uazynisearatedsandulunildmanlusesd 3 Wunis
aaraneidodaenisisadneildnrdnaiaidosazegaiuuuen (Soprano) Wasanldn Ab {uldndad 4 Tu
Sulades Eb wiwesisaslunmldng G Mduldadan 3 Tudulades Eb wiwed

2. unwddseiusaesadunisilngldluguvemanndutun 1 (First Inversion)’ vii®® n159 vii® ag
lusUraamanndutun 1 duieanusnnizunnainideensenneiegluniaa (Bass) ewinlulaasinu
(Overtone) wasltindaf 7 Aeoluada D Tutuladess Eb wiwesuuluiildsn Ab ualtnsan 7 Asldnga D lu
Sulawdes Eb wesiulltnga F aglulanesinuy nsideldnda F legimauassdiganusnnssunn

a 4 d' I 5 1 U % 1 I al 1

ndenszasneglutugnsinusuaznanadudesd 6 unu

3. lngsTsuvAkaIneTa vie AzfauAun1alUmAesa i m11199358Y (Circle of Five) lagn1inse
Tanaudug 5 vienselantudug 4 uidumisliAensn I° Tuiesn 3 Weswnlulasiadavenesa i uaz
° JuiilnAwisunwiouasianun@s i = 3, 5, 7 wag I° = 3, 5, 1 3adunisidennisfurasaiauiniy

¥ 3 t:! v a o gj ) a o % LY LY 6
Msadeassd dddumaddavesransilnduinuewesrarsinlunsaiuda bs wazfgiu (Rood) vesnese
Vi Tudedaafianisininudinisasussadin 2 dategels §3duuuziiinlvitdusd bs Aeuudass
AFARIEAIFIUABSA WNT1E ABSA Vi dAunaunduveudeseguaineiuilsanuniudidsinseancean
wlviifarasnsvendsainturseaaraedaslunliuniigiuaese laenssuiun1sianunvzdoslivinli
ANNEveIUTEluAtudsmeiie Sy wINeuvewiuedlilasmndunalindianvienegludneg 4 un

& DY a P ' s & ' P I Y o a ¢ v0 .09 ¥ a o & ¢

i duline C Naziinasanesadusgraunniiasandulinsin 7 vasaesa vie nliianadnsveanase
viid fidenuvihinldiduding 7 Aduldad C mnduldadraneidedduldnds Eb ludwnei 1 lukesd 3
A & ¢ 6 I3 Y] Y o A Y] a b & a & I o a A a '3
dumasa 1° audumluneif 1 Tudulades EP wwesinasiinussasasiluminaanaiedesiunase

1° Tuvieei 3 naf

5 NMswaNaU (Inversion) veansauenvinlilaenisdnedidnfidfignlulassainavenesa nsnsnndunnefenisideulnuiianvesnoinnie

Prepudligetudug 8 (Octave) wiogsulaonsusulilmudedu 4 dnluase 8 luvasiinudu 4 Snsey dadulilngs C (Manedisling

a v X g A Y o | v O Y o oA = @ Sy do a ' a o & 4 °

1) azgneligevuiug 8 wilelinm G uedsldndan 5) duiulindn 3 JnaedulinfidiigaGenit mansnndudud 1 mnsvinng
a o a & sy Ao A <, Y o o P | a v & A

wWinndudnads ladgnaznatadulingan 5 Genin nswinndudud 2

maufideensgindunede vie duazfosinIsnEnNauTun 1 (First Inversion) ims1zdnpesa vie dulitug lnstnuiivinli Tevesnuvesian 7

Tiudawsanswtuglasinuiiogfivug (Bass) Wuaeindudidnsuy daludsedddnswinnduduiitavvilidgmvedlenesinumely (Schoen-

berg, 1983)
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(A Study of the Clarinet Sonata No. 2 in E-flat Major by Johannes Brahms and the Clarinet Sonata by Francis Poulenc for Performance)

Allegro appassionato

Clarinet in Bb |

mlL-
—u)
~]

qleal]
o\

;l

\\

i
L

&
X

&5 P
. * P4 L‘DV =3 : ]
Piano
— -

=7 = : = : -'—5 2 ===t
e > F 3 ¥ F iéy%

e i JiiH VI ivi V1 v m i dv/iviovrvo V'

Al 4: o Allegro Appassionato, ma non troppo %ol 1-8

Pr9viou A luRndnwalnsunSusieaaisitdnsunsg 5 vestuladss b luwed i 6b Adu
f7l 3 ve9aasn | Wvesl antudeudulumisi Ab waglanduiuainavnaslumlung Eb Adugan 1
yostulades Eb luuesuaznselanlufish Bb fidusaf 5 vestuladesludsnz 2 veeiieedl 2 §99zm3a
AU 3 989 Aasa 111§ wed avwiulainluserinameamduyinuaamnewiy (Passing Tone)® agiinkadns

= d‘ % d' v Qll d‘ o % = o 5 6 o Y a = 6 1
YDWFLINTINILN 1 V9NN 2 N6 2 way 7 vosvuladeanumase 111§ asvlinindse Wwiaeswiuway
lues i udunnfe Aasa I Tudamzan wazeasa i TUIIMzen ¥99399EN 1 Naulznslanlum
s Bb Mdus? 5 vestuladesludenzd 2 109l 2 F99snsaudan 3 a9 Aasa 6 Wof A28
) vy v % £ a" LY v Q‘I o Y a = = = al' [ Q‘I dl [~ v
wuzthbigussiadidmidslundldenviiliiaanuisasunvesdesaradnatgadiudmen 2 Adulis
Turose antuludsmen 3 Mdusn GbIu;:imit,mﬁ’lmaﬁqlﬂm%’qmzﬁ 1 voiesn 3 mduldnsa Eb 1%
Aussiasfisdmvinluiidamen 1 luiesd 3 vimsdeenufaassnvesdosuasidusnduriiesiunl
loeglunasn ransandniesludme 3 sniiefianiweadediasnesnaintuneieuAaufLasen
Yadtdsas1lUTTmILd 2 veeiean 4 Mdulatsnieealsylennauazyinnisdsdnassludaniei 3 ved
097 4 Tz 1 Tuies?l 5 antiuldusamesiunannnisasitfievisesdesanlan Gb U i
Cb Tudamzdl 1 veiesn 6 assilinvesnaisiinnnidan 6 sestuladss Eb luiues assiudan 7 ves
¢ 7 A vy v e = = v ] ~ 9 a o o A

Aasn V'/II WafﬂmmimamqmmmLmsmauamhLLazﬂmaaﬂuﬁwa 3 YDINDIN 6 THNTINUFNIN 3
vasnasa Il woduazliw Db Tudsmzenddlumen Bb fegludamed 1 Wkesit 7 antdulivihniseanans
adlunesafidune 2 way 3 lugeilldanenasideezduldnlunesaivauldun 8 Mludi 5 vesroin
i ¢ Ab dusaf 3 Turese ii® wazsn Eb Mdudit 5 Turedn VI IanufaaSeavoudesludamen
3 gp3nosa VI ushdslumdameilvesiosd 8 s Gb ulilnuonaasanvinliiinanuiuasenves

Fudunada VIl 75l 7, 9, waz 11 egfiflernveadelu Aouszadnaeiimasiandnludsmnmed 2 1wy
6 Tifmriu (Passing tones) ifteiiudasinsseninades 2 s lnevdudutudulaswinadoaventy Meeadesenafuvesnadnieiunie
AuazAasavion1ndu NCT waild lnsunfivesdorinssniveaendosaziiaug 3 T3 negdatuvitens Iﬁmm‘wuaza;iazwdwuafu (Kostka, S.,
Payne, D., 2015)
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Wwetunltnueinasiiniazaanatgadlusi F azasatulindif 3 199a0$e VIl wad 15158nLaALaus Uy

r.zglln 6 o .. 7
U1 LALAUYIINILLUN (Feminine cadence)

Clarinet in Bb [y

Piano

< kK 3 N ; fr— } i
' 1T 1T 15 h_ T T 4 I 1 — | 1T
)b - - 5 } =
- =5 =3 3 %= w9 ¥ 3 5"‘3 5
= = =% b E == = = =
- - | K L4 - - T -
S w2
sus? sust . _ _ . L, sust . e
Ep: v IV i Voo i onivviiviviv v vovi vy owiitei ¢ IVES/VVIVEV OV

ANA 5: Mo Andante con moto Yadi} 1-4

' [
a o % 1 =

ndrAgyvevieuifeviusdniazildsuuUadluisey 4 Budgliniiddawne (Anacrusis) ves

o

a

o Vo va o o § vv DY) A & 3 & v | < &
Muegden 1 fRdewusihbigussaaiudganiiluedn 1 9u ngldussdminedn 2 dulsyn
widinsdnwuszloasalaeisuan fMildn Bb fegluldmihddime aieiimmemeadesludui 8b luies
7 4 fzutseaniu 2 nquvhuesferiuesawwazvdulaefiviansiuivneandifidesiniuin 2 du
Uszqn uazpanaeasiuwinlduvesdanedaun duiuewitutussduionsandifneanadn 2
FuUszgausazliindnanaidesivihmsdadulinnselaaunm dauvesliniigrinda Adulidn Eb dulddes
q feudalumldad ¢ niuliedranedeaddusi Bb eswnmaldnaarsidaldns C agnsaiudif
5 909A035 VAV dunutuuazlin B sznsatulingi 1 luredn v Iiedraneidusainaesa VvV U
mABsA V 1o Half Cadence assuanausylen lnusznitedunslinleluazinaeunssaliizos 9 ay
uesweanslunaaisiin
| S ae & oA a P~ v o ! 1 Yy o =~ °

2. vRsfd Wurirasdanaz deluszdesinnisaulidenndssiunwsizaziinalnaves n1suuzdn
a a ¥ a a A o o I ' A a ] gy ¢ ..
o9 - 1@89nTEA9 - Msearaneldss nanafe nswuzidssazidudisiivssududursildnesa i, 1V,
bvi, 1§, ¢ Fudu iiededrdideanseinsivsdutisisfdiuanlaearldnesa v, vie Wudu andulin
a _a ° = a v ¢ Y] e I ' g v ¢ . & Y = 08 Ya & 1
anRsazvinnig pdransldsad maesavanvesadaziiudsildaede |, vi, V 1ludu SeviliAnammugaig
9 LAPTUTINLADIRANUIIMITITUITIA T dOAARDINULALAUGANY & LHosantanugsaie o auluwiiouru

Authentic Cadence aziluawudnauiinein v, V' dilumaesa I, i azllindrdnyfiande ldndnada
lumesa V Naziduldnfidimundd mnvhusaduldndeds agdewihnmsiiausiazaaraienlindia In

an Turasa |

7 wudiamiziun (Feminine cadence) fie iawudfinasngnvineasianieiun (slyw Wusiaiey, 2555)
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(A Study of the Clarinet Sonata No. 2 in E-flat Major by Johannes Brahms and the Clarinet Sonata by Francis Poulenc for Performance)

v o < 2 I 7 U o o dl v Y] Ql' 6 U
avnvinusndulids 7 Tuaese V7 agdaavinnisunauawaznanatennlunsii 3 luaase | hazaziad
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wadiadovasivalaluunmas seadiiewn nunea 1 nasudIaud 119
Usenuslay wls Quded
Right-hand arpeggio technique in Rossiniana No. 1, Op. 119,
composed by Mauro Giuliani

2t 113U (Apinan Mawan)'

uNnAnga

wnls 9ol (Mauro Giutiani) unilslutininiinanadnfifiavdnasersnisimsaanadniduogis
un gielFUsEiudinamannmedusiuiy 150 was dslurrananfesdiu ldlddud qdednuidesd
Suthaussfiddng (Virtuoso) mnusdithuseiusdesdutimnaiugy Je:8lu seadil (Gioacchino
Rossini) @iy gidefiiiammaulaunimagusinsvesseadil Jsldvinnsuseiusinasyn 1 seadiiloiy
(Le Rossiniane) s Tnefiaviun 6 uviwas luunauildidouldidenfn soafidew vaoias 1 wasy
§1U7 119 (Rossiniana No.1, Op.119) ilasarnduunimasiiinnnududeulusoweinisiivaineisive
T4 (Arpeggio) MapATIRINAS Aleuldidensuulninainuisde Giuliani 120+ undukuulnindmiunis
whluwneiia Arpeggio 31U 4 Nu18LaY laun 1. Level lll No. 87 2. Level Il No. 92 3. Level IVb No. 105
4az 4. va No. 16 Feazidunsdessievanlunisin §al8 3 nane wne smuddusionun (o i m a) 99An1s

Hndaunuuiinins 4 nunsaviaiunsavinliaulseganaiiolulazanainisinsailavinle
AdAgy : Annseanadn, alla Arpeggio, Mauro Giuliani, Rossiniana No.1, Op. 119

Abstract

Mauro Giuliani is one of the most influential classical guitarists in the classical guitar. Giuliani
composed over 150 songs. During the same period, Giuliani was not a great musician, but there were
general composers such as Gioachino Rossini in which Giuliani interested in his operas. Thus, as a
result, he composed Le Rossiniane with a total of 6 pieces. In this article, the author has chosen to
study Rossiniana No. 1, Op. 119 because it is a complex song with the use of arpeggio techniques.
The author has chosen exercises from the book Giuliani 120+ as exercises for correcting arpeggio
techniques, 4 numbers, including 1. Level. lll No. 87 2. Level Il No. 92 3. Level IVb No. 105 and
4. lva No. 16, which will be the arrangement of the right hand in plucking thumb, index, middle,

1180y Undin a1 3nndsfnideuasiniug WUIMILAMIALAT ANLASENIAMERS InTivetdefaling
Master of Music research and Development, Department of Performance, Faculty of Music, Silpakorn University Email: Pond_55@

live.com
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ring all in order (p i m a) from the practice exercises. These 4 numbers can make enhancing more

continuous and reduce right hand spasticity.
Keywords: Classical Guitar, Arpeggio Techinique, Mauro Giuliani, Rossiniana No.1, Op. 119
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waiadeviersivalaluvmnas seadidew) vaneiay 1 wavia 19U 119 Ussduslng wnls ideid
(Right-hand arpeggio technique in Rossiniana No. 1, Op. 119, composed by Mauro Giuliani)
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(Right-hand arpeggio technique in Rossiniana No. 1, Op. 119, composed by Mauro Giuliani)
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(Right-hand arpeggio technique in Rossiniana No. 1, Op. 119, composed by Mauro Giuliani)
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Music Education in Refugee Setting:
A Comparison of Rashidieh Palestinian Refugee Camp (Lebanon)
and Thai Myanmar Refugee Camps in Tak Province (Thailand)

Khin Myat Mon'

Abstract

There has been a significant expansion in the field of music education with researchers ex-
ploring diverse range of topics and issues, while growing attention on improving music educators
role in the society, it is important to encourage the music educators themselves to engage with
the different communities beyond the formal music classrooms. Through a comparison of musical
activities in two refugee camp contexts, Rashidieh Palestinian Refugee Camps in Lebanon and the
refugees camps in Tak Province in Thailand, this academic article reflects purpose, music content
and evaluation of music education in refugee setting along with the atmospheres, supports from

the organizations, music intuitions and professional music educators.
Keywords: refugee music education, Palestine, Thai/Myanmar

Introduction

Music is the form of art expression which can serve various purposes and it often plays a
significant role in shaping cultural identity and fostering a sense of community. People create and
listen to music for pleasure, relaxation, inspiration, and to communicate complex emotions or ideas
through the music elements (pitch, melody, rhythm etc.). To teach music, music educators need to
explore and understand the basic elements of music and use them separately or together in the
lessons with the knowledge of developments and situations of the learners to be able to teach in
a holistic approach. Teaching and learning experience in a refugee setting is different from other
education settings such as in formal schools.

Music teaching in refugee settings not only addresses the development of musical skills and
the immediate needs of individuals facing force displacement but also contributes to their long-
term well-being, resilience, and sense of identity. The music programs in different refugee camps
around the world recognize the usefulness of music as a form of expression and aim to harness its
positive impact on the lives of those who have experienced forced migration. This academic article

is the literature review of existing studies of the Rashidieh Palestinian Refugee Camp (Lebanon)
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and Thai Myanmar refugee camps in Tak Province in Thailand. The two sites were chosen for this
study because both are long-standing refugee camps in the world (more than 30 years) and have
had enough research and knowledge produced about them, especially for the music program in
Rashidieh camp in Lebanon.

As music education continues to grow, educators and researchers are exploring various as-
pects, challenges, and issues within the field. As attention increases the competency of the music
educators and their contribution in society, it is important for music educators themselves to engage

with diverse communities beyond the traditional music classroom.

Music Education in Refugee Camp

When the people are fleeing from home because of war, conflicts and life-threatening situa-
tions, the helping aids, and priority are shelter and food. However, amidst the current global push
for an inclusive educational agenda, which aims to ensure that all individuals have equal access
to high-quality education, the education of refugee children and youths has become a significant
focal point for international humanitarian and development entities (Global Education Monitoring
[GEM], 2018; Education Commission, 2016). Accessing education is essential for refugees for their
developments to become self -reliant and for their future where they settle in a host country or
going back to their home country (United Nation High Commissioner for Refugees, 2017).

According to this agenda, refugee educations and EIE (education in emergency) emerged aiming
to educate the refugees and facilitating social activities such as music concerts and sport events.
Responding to education in Emergency does not necessarily mean building schools’ buildings, but
the idea is to implement a program where teaching-learning experiences are happening (Sinclair,
2001).

Music education in refugee settings is different according to the refugees’ situation and
conditions around the world. There are some people from different backgrounds who come and
gather at refugee camps according to the situations. The educators need to embrace the diversity
and consider reconstructing the competency and skills necessary for interacting with people from
various cultural backgrounds, ethnicities, and religions. According to the literature review from the
music project of Rashidieh camp, the music teachers reflected that there was a high degree of
pedagogical complexity and the lessons were happening with unexpected issues. There are dif-
ferent ages and skill levels of the children participants and there was some uncertainty regarding
the exact number of students attending and potential interruption such as electricity cut off or
the boys leaving for Friday prayer. Moreover, the policy and involvement of local authorities also

play a crucial role in the process.
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Background

Rashidieh Refugee Camp

Rashidieh Palestinian refugee camp located 7km south of Tyre and 23km north of Palestine,
originated in 1936 as a refuge for Armenian families and it became a Palestinian refugee camp in
1948. The camp, heavily affected by the 1982 Israeli conflict, houses around 27,000 people in one
square kilometer.

The music program in the camp is led by the Norwegian educators from the Norwegian
Academy of Music (NMH) and directed by Beit Arfal Assumoud, 40-80 children and youth (aged
6-20) participate in music activities two days a week (Boskov, 2020). Since 2005, bachelor students
enrolled in the music education program at the Norwegian Academy of Music (NMH) have been
participating in a professional placement program includes the activities such as student music
teachers providing music instruction to children and youth in the camp, organizing concerts in both
Rashidieh camp and Lebanese schools, and conducting cultural seminars (Brgske,2019). Other than
the music educators from Norway, there are also local permanent music teachers at the Rashidieh
camp, too. Another program called the culture exchange program of the Rashidieh camp allows
groups of Palestinian people from the refugee camp to travel to Norway fully funded by the Nor-
wegian and the partner organizations. During the performances on the trip, the Palestinian students
experience a sense of accomplishment through their performances.

There are several studies about the Rashidieh music program from the perspective of music
therapy, music education and other aspects and it demonstrates the unique characteristic of music

research and development-based programs (Johansen, 2020).

Refugee Camps in Tak province

Thailand hosts 90,000+ refugees from Myanmar in nine temporary shelters on the Thai/
Myanmar border managed by the Royal Thai Government. There are three Refugee Camps in Tak
province which are located near Thai-Myanmar border: Ban Mae La, Ban Umpiem and Ban Nupo
(UNHCR, 2017).

The Border Consortium (TBC) is the main organization providing food and shelter to the ref-
ugee camps along the border together with the members and partnership with other Non-profit
organizations (TBC, 2022). The Karen Refugee Committee — Education Entity (KRC-EE), supported
by international NGOs like World Education, operates schools in Tak Province. The education and
social services are mainly conducted by the Karen refugees by themselves through the KRC (Karen
Refugee Committee). Because of the limited resources and permission from the authorities, music

related activities are not formally organized as a project or program although there are several music
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activities throughout the year (D. Moo, personal communication, 2023). There are music activities
such as choir singing and ensemble playing at Kawthoolei Karen Baptist Bible School & College in
Mae La Refugee camp as extracurricular activities. On special occasions such as new year, Christmas
and Water Festival, there are music concerts and song competitions as hip-hop rapping competition
and group songs competition performed by the refugees. As technologies and internet access are
improving worldwide including the refugee community, encourage music lovers from refugee camps
to pursue their musical passion. Young Karen refugees are making songs by themselves, recording
and releasing on digital platforms like YouTube and Tik Tok and there are several personal channels
such as SD Chai Channel (140K Subscribers) from Nu Po camp and NP Channel (78.7K Subscribers).

There is no formal music education program (D. Moo, personal communication, 2023) im-
plemented at the camps in Tak province, however, music concerts and music related activities
are organized by the refugees themselves and there are refugee youths pursuing the dream of
becoming musicians by reaching out to the audience through online platforms according to the
video records for the events of the camps in medias and the Youtube channels by the refugees

from Tak province.

Purpose of Music Education in Refugee Setting

The goals of music education in Refugee setting extend beyond teaching musical skills,
performance and physical and mental development, it may include fostering social connection,
providing creative outlets, building self-confidence, self-reliant and resilience, re-searching identity,
promoting culture exchange and generally enhancing the overall well-being of the whole commu-

nity (Boeskov, 2020; Johansen, 2020).

Content (Experience) of Music Education in Refugee Setting

The music projects in Rashidieh camp offer various lessons and the students can take les-
sons for not only the western musical instruments but also the traditional Arabic instruments and
dances. The musical content in refugee settings is wide and varies from traditional music, gospel
choir music to popular music like hip hop and rock according to their background and interests
according to the camps from Tak province.

Most of the music content in Refugee setting acts as a community music rather than formal
education system with fixed curriculum and policy. However, the teaching- learning taking place
and the specific requirement of instruction captivates the music educators and researcher (Jo-
hansen, 2020). The term “community music education” signifies an acknowledgment that music

education extends beyond conventional settings, emphasizing community-oriented approaches
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that address diverse learning needs and encourage collective musical engagement. It goes beyond
traditional notions of performance and often emphasizes inclusivity, participation, collaboration,
and engagement.

This approach to music education recognizes its power to strengthen social wellbeing, ac-
knowledge diversity and create a sense of belonging to the community. It aligns with the idea that
music is not only for entertainment but also a means of building and sustaining the good benefits

for the refugee community.

Evaluation of Music Education in Refugee Setting in Rashidieh Camp

Music education for refugees’ programs involves assessing various aspects within the context.
According to the literature reviews on the Rashidieh camps, the evaluation of the music programs
involves assessing the impact on emotional and psychological wellbeing on participants, integra-
tion, cultural preservation, community engagement and musical skill development (Braske, 2019;
Boeskov, 2020). It can also measure the long-term outcome of the music program.

Despite the lack of music teaching tradition in Lebanon and Palestinian schools, there is an
enormous amount of support for music education programs from Music Institute and professional
musicians in Rashidieh camp compared to the Thai-Myanmar camps. The Muslim Community has
some negative opinions for practicing music in life. In Music Education and Muslims (2006), Diana
Harris highlights the ethical challenges that arise for some Muslims in relation to music, urging
acknowledgment of this as a significant hurdle. Collaborating on music education with Muslim
individuals may pose various difficulties, given that music is often deemed haram (forbidden) in
specific circles. In @ music program from Rashideih camp, some participants, mainly girls around
sixteen or seventeen years old, are likely to drop out. Girls at this age are expected to prepare for
marriage by conforming to ideals of respectable femininity. Traditional views in the camp link music
and dance to frivolity and immodesty, leading to discouragement or prohibition of participation for
some young women in the program (Boeskov, 2020).

According to the study in 2006, it is found out that 50% of adult camp residents from Thai-
Myanmar camps suffer from mental health problems and anti-depressants constituted one of the
most common drug prescriptions for refugee and has the high suicidal rate (Human Right Watch,
2012). Apart from living in confined places for many years without traveling or connecting to the
outside world, there are also deficiency of programs for the refugee such as formal music training
as mentioned above to release their stress, to enjoy their hobby or to pursue their dreams in Thai-

Myanmar Refugee camps.
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Conclusion

As the writer argues, the goals for refugee music education to extend further from improving
music skills to enhancing the whole community wellbeing, the process of implementation and
having awareness for the situation of the refugees and background are necessary. Although music
education in Refugee setting is different from each place, The Lebanon project in Rashidieh camp
demonstrates a unique program for the research and development-based music program. On the
other hand, there is no official music related program and support from professional music institu-
tions in Thai-Myanmar refugee camps, however, there is an outstanding interest for music, finding
ways to engage with music, from refugees themselves in Tak Province Refugee Camps.

There is an interesting avenue for music institutes, music educators and researchers to ex-
plore music education in refugee settings in curriculum, policy, and implementation process in the
future. As with other education, | believe music education is also human rights and refugees are

not an exception to access their rights.
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Abstract

This research study aims to study the factors burnout of assistant teachers majoring in Thai
Music. The research sampling comprises nine assistant teachers majoring in Thai music. There are
research tools such as the interview questionnaire on factors of burnout in school. The data were
collected through use of questionnaires. Data analysis is conducted using typological analysis at
the micro level by word groups (domain analysis) from interviews. The results are workload, teach-
ing, and school environment contribute to the inability of assistant teachers to manage their time
and daily lives. They experience anxiety from teaching subjects they are not proficient in, and the
unfavorable school conditions further necessitate them to increase their responsibility and safety

in daily life.

Keywords: Thai Music Assistant Teacher, Burnout, Workload, Teaching, School Environment
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The Operational Techniques of Equalizer and Compressor
for Audio Mixing in Live Performance:

A Case Study of Molam Rabiapwatasin Band, Khon Kaen Province
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Abstract

The sound creation involves a crucial interplay between scientific principles and artistic
expressions of sound. This article delves into those two parties that play a crucial role in human
perception into music appreciation. Employing qualitative research methods, | particularly focused
on observations and interviews to investigate techniques that Molam Rabiapwatasin Band of Khon
Kaen Province used to set up the mixing console amongst five live performances including Big

Mountain Music Festival 12&13, Miss Grand Thailand x Rabiapwatasin, the music concert at Ban
1 98nUSoyaynln MR IURS ANELYBEAERS UNINNdELsAS,

Graduate student, Department of Music, Faculty of Humanities, Naresuan University, kraiwichné4@nu.ac.th
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Nong Chok Temple Fair in Rawing Subdistrict Mueang Phetchabun District Phetchabun Province, and
at Central Plaza Phitsanulok Province.The study found that Molam Rabiapwatasin Band adheres
to a prescribed protocol for sound mixing by prioritising comtempating sound sources from the
musical instruments before any modifications or adjustments. Furthermore, the use of compres-
sors deployed within their setup are modest or found light compression of the audio signal. Last
but not least, achieved sound manipulations align notably with the principles of equal-loudness

contour and harmonic series.
Keywords: Audio mixing, Live performance, Rabiapwatasin, Mongkhon Imwong
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An Analysis of Keith Jarrett Improvisation in Prism
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Abstract

This article aims to study and disseminate the improvisation by Keith Jarrett from the tune
Prism to those who are interested in the purpose of applying and adapting to music performing.
The essence of this analysis will focus on Leading to Guide tone techniques Melodic Sequences
or Rhythmic Sequences and 3 techniques used for improvising which is :1. Scales and Modes 2.
Intervals 3. Arpeggios. The analysis of Keith Jarrett’s improvisation in Prism found Major, Harmonic
minor, Natural minor and Chromatic scales Dorian Lydian and Mixolydian#4 Modes Minor2nd Ma-
jor2nd Minor3rd Major3rd Perfectdth Perfect5th Minor6th Major6th and Minor7th Intervals Major
Major7 Minor7 Dominant7 and Half-diminished Arpeggios.

Keywords: Keith Jarrett, Jazz pianist, Prism, Improvisation
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 — ], it w1 e —
(rs—1 ' i ——
1 1 i
J o —— - '
[ e [ |
Wiadged wulaaws Tiin C B A Tiimduuuy

apadimiudviiuas ludins 25, 26, 27

AN 20: NmdegnITUTTIaslilnAeea s oulaawe nguliauisuuaslinAuuuUvesdim N uedll

Woafi 24-25

Turesit 25 A5 ddadldussiasalasndimudasai 2 aelin C, B, A Tngfinsmadanisnsuin
vizan3a (Tril) Aldin B teadreauuansng lukesd 26 finnsussiaaalafndiaudadeit 3 aaeldn B, A,
G# Tasauuansndlundad 3 daslaldinadaeulnawedimilin A way G# ndwinduasldussialss
G#-A-B-C-D Fufunguliflutulades A luweserfludnludomzatn 2 du 5 nerdifiouuivhues

Wngulaindimudasianvinesielin £, D, C luresil 27 fsnmeiiegi
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wsnimSon3a(Trill)

J_ Fraudinusendsi 3
w1 27
25 Fgd P Fi¢ E7b9 C/E F7 sus4
e i
I = = I | oo
G- e e e P L o T
|—|‘ I—l — 5 L )
Frauditusiasiii 2 L— 1 Fiaudiwendsii 4
1auTaan nga Tl

fuladee A lawes

AND 21: AINFIBENAITUTSIANTIAIUT I IUBI LYY DT 25-27

1u%’qmwm,%’1§ﬁam‘7i 28 fis M53mdussiadliln Eb, D, C Wgldnmudu B Fodulde #11 Tunedn
F7#11 uagaangeaanglin C WEIINTUAS USSR ULLALIAEIENS (A-B-A-G-A) Lazsodeliin F, E,
D wetdunsthmdngaosa Cmaj7/E Tusiesil 29 Tnedslsiuasudamyfudomednvazyszan (Dotted
Rhythm) Wioadapnunsedulusuvhusanndusun et

TWadsauu
; [ | =
o SRR T
Prrrle e ==t
i =
HaLAeeaE

Tieunudu Tinanas

2amzlszam (Dotted Rhythm)

ANN 22: AINF08 19N 15UTTIaNlUmnuTuaslupralgluaase F7 lumAgauuuaslumagsaluianiy
anvalzUszanluvasi 28

Turtesdi 29 fis :$aRlaussiadlinuenediule C wweaswanndundeit 1 uadldmaialdnfscdns
(E-D#-E) Tudnuaugliinaztn (Grace note) dnlin E Faduliniildsususeninmesdn C wwosuazaosn
A s ndndudsliusaadiin Ca-A-Ga-B tidrgldmidmne £ Sdiynidananiidulisluaeda
A 1iae$9 sovun Tudoned 3 vesios 30 Asldusaaengultinlutulaides A wiees (E-F4-GH-A-A#-B)
Tnefildn A# 1 Ouldar1u (Passing note) AU NFR0E19

193



mdszgdnnmssgdvuuninisudsiasausswismivetdefaUing AT 5 The 5" Silpakorn International Conference on Sound and Music
ANZA3ENAMERS UnTIVeNdeRaling 7 - 8 liguieu 2567 Faculty of Music, Silpakorn University, Bangkok, 7 - 8 June 2024

Tinanin
(Grace note)

3 Timeiu

L J 1 | L - -
C wend osTe  Tiaudssans Tiinluaasa A wiant 9
Wannaunsi 1

|

nan Tia luiuladss A viaas

AN 23: 7IMFI9E19NITUTIIAY C lnaesersiulanannauasai 1 hlmAeeans nqulinluaesn A 1naes9
uazngulinludulades A wieeasluiasi 29-30

N1TUTIHARIAS 155adluteen 31 Suannlds C# FadulinlasuiAnuilus D wazn1usie
nauldaluluun Bb Adeu Asliussiasiin E-G-C-E Tudswne 3 vliiAansewen C daduniauend 2 lu
19119 Bb awigu

C weiniouen

31 Bb/E
&
i i E - =
o D@ —]
[
Tialasandn nan Tia u Tuua Bb Aldzu

AN 24: Dmregmsussiaslinlasiidn C wiwesnsuuenuazngulinlulnue Bo aneuluvias 31

lunsussiasiesil 32 Faduiesanrinevessaunisauansoudl 1 As a5iSadlasusuaaglin B-C#-
D#-E-F#-A#-B-C#-D#-E Fafldnwauziludulades B wiwesudulaglifildn G# uglids G Mduling 4 Tu

ABSA DUvIud (Dsusd) wagaumeduladedasunfnasdidlin D vesnesa G luweslusounisauand 2

Tialwiuloudas B wiand vuladsaTasantin

AND 25: A nIsUTsiadlunlutulabes B wnaesuasvulmasdlasuiinluvieei 32
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YN LANSTINAY (Boonraksa Permthamsin)
UNIATIENISAUAAYIAS 9151508 lUUMIWAIUSTY, (An Analysis of Keith Jarrett Improvisation in Prism)

unagy
a 6 14 a ¢ @ 13 ¥ a e LY :’I & o ¥ =
HARINATAATIBNNTAUAAYRIAT 15506 1 FounisauanluunaslsTudavuwudilins i
wiAnesgAAs lun1sauan NluseunatianisussiadinsiuiuseninnsaiiunesailiSsssinunse
nsldTuguazlnuavsetulaidesine Bmsldnatianisidmlind mangluguuuusingg saufansiey
losvesuselealuguuuudiniuginuewsedmuddame feuielavinisasunaiinserin1sauanvaeas

5508 1 I9UNITAUAA TLUNMINAIUSTUSATUBUIAIUAITI96 98]

799N ANWAZNITUTIHAY

Femzennviesnl, 1 | ldsAseas daugyvinussiuluun G nseu

2,3 naultsludulades G luwes GinjuijZ P4 P5 m6 way m7
4 Fugm7 Wiluaesauazanvens nauldalusulades 8 luiues
5 nauldalulnua D nBou@mudiussiuesiia)
6,7 nauldalutdulaidss D ansludnluwes WaAssuunaslunfssi

TdnLAgaane Swaudyinuestudulatdss G luwesansluiniaziuesa

8,9
Cluweasensidlanay G lUasNSaweANanNNauUATIN 2
10, 11, 12, 13 E Auifansouaanannaunsai 3 SLaiugiamizasan 1-5
14, 15 ulAawe NRulURUENEI I FAuginueIaINe 12
16, 17 TonAgauy 2 67 1aAgaane GH# Auddveisilakazioulnalye
18 TUALAE9ad LUlABBLALIUALATUIANTIN
19 1da A wiwesosillanazlus F# answaudidvensidla
20 ulaawe ldaAgadn DaWadRuddynannduaTan 4 uaglunr1u
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21 B7 oswlanaznguldaludulaide £ luwues
lnlupesauazldndiuvens Tundssas Aluussvsowoandnnduasan 1
22,23 v o v s . -
TaAssuunwaztuladss A luwasmunilnin
24 LdniAesans leulpawanaznguluniisy
25, 26, 27 ulaawe naulusludulades Aluwesuasdiniugyinues
28 ldaAgsuuaglunfssansludmizdseyn
C uwasosilandnndunsan 1 ldadesans lialupesa A 1Waas9
297 30 v 1 ! o/ Y a s
Lniuwazngulunludulades A wiaes
31 Wulasuiin Claesnsouenuaznguldnlulvun Bb Sieu
32 Laludulades B wwesuaztuladedlasungn
57811599879

ARITTY ND3U0.(2561).Alnsziilseudisunisdninshidvestas Swiud wazds 915504 luuninadleldnd
gno3a. InendnusuSyarumUadin, umine1desadn]. RSUIR-LIBRARY. https://rsuir-library.rsu.
ac.th/bitstream/123456789/979/1/Sattawat%20Thongbor.pdf

Kelman,J.(2008/1/16).Keith Jarrett/ Gary Peacock/ Jack DeJohnette:Setting Standards: New York
Sessions. AllAboutJazz. https://www.allaboutjazz.com/setting-standards-new-york-sessions-

ECM Records. (n.d.). Keith Jarrett. https://ecmrecords.com/artists/keith-jarr

Sandner, W. (2015). Eine Biographie[Keith Jarrett Biography. Rowohlt.Berlin Verlag

Elsdon, P. (2008). Style and the Improvised in Keith Jarrett’s Solo Concerts. Jazz Perspectives, 2:1,
51-67.

Early, G./(2019). Keith Jarrett, Miscegenation & the Rise of the European Sensibility in Jazz in the
1970s. Deedalus, the Journal of the American Academy of Arts & Sciences, 148(2), 67-82.
http://direct. mit.edu/daed/article-pdf/148/2/67/1831411/daed a 01743.

ouud Feusziug. (2562, 15 fwaw). As 915wy griuvasliiteluluwinasnnia.  https://www.the-

people.co/read/d700
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di 1 = a ¢ a -4
ANUBlE9TERINAUASIazNSTudRaU RS SeaaaY

The Correspondence between Music and Surrealism Movement

WY 1N1 W13nw (Benyapa Pharaksa)'

uNAnLa
AUASIwESISEadaY (Surrealist Music) USINOWANN1SNGWE 2 wuuNELTeIvey baud dnusean §
19m93 aaslu (Theodor W. Adorno) (Adorno, 2002) way 1ni@ei a1Ueduus (Guillaume Apollinaire)

v o

(Ellison, 2021)Iﬂam%maamiﬁﬂmma‘ummmLﬁulﬂié’mawé’ﬂmimwﬁﬁq 2 WU LBANYILaYSIUTIN

Y
a

[ a 6 a a (3 . . o a &Y (K2
NANNINGEYToIUAIWesISeadan (Surrealist Music) waznundwseilunaanunisuanstalad Parade

1917 WeuunazAshae wad Aants Jean Cocteau) waz Ussiusaunsiaetnusyius 1osn @@ (Erik Satie)

q wa o

(Hargrove, 1998) gnna1adu “a kind of surrealism” e 91edwus AaludUnaAadnwi weosiseadasl

TugE U uveIAsasAnITIER 20 7 (Steegmuller, 1970)

o

A&d1AsY: Automatic, Juxtapositions, Surrealism

Abstract

Surrealist Music have two theoretical methodologies from the specialists, namely Philoso-
pher Theodor W. Adorno (Adorno, 2002) and Author Guillaume Apollinaire (Ellison, 2021) which
Researcher would like to study and consolidate in the scope of possibility in these methodologies
and use to analyze in Parade 1917 written by Surrealist Author, Jean Cocteau and composed music
by French Composer, Erik Satie that have mentioned as “a kind of surrealism” by Apollinaire who

created terminology of Surrealism during the beginning of the twentieth-century.
Keywords: Automatic, Juxtapositions, Surrealism

fuazaudAny

PNMsFLNAnUI nszuafaurludsuinsinmnanyranuiauzluuiunauns ege nszuafaus
WSumaaduilasl (Expressionism) finsdnmsnavgranuiaUyluiuneuns uasunussiusvestinuseius
yrugasiiy Wuilsu (Schoenberg) signnaiduausdidnmaaduiias (Expressionist Music) T2t Aum3
BnimaadudaiiinssryumennuAnuaziumsuoRnsussitusausslisgadaau (Anon, 2014) Tu
manduitu nsvuafaUzwesGuadallifinisdnmnangnanufauglusiunaung St aundisosiFondar
(Surrealist Music) Uiﬁﬂg%@gﬁl”ﬁm’mﬁawm (Surrealist Music) (Van Den Buys, C., 2019) Sadufiun

1 ANEA3EIAMERS a1uIndsAnideuasiaduinine duaninedefauing

197



mMsUsgRMIsEARUIURTAMUAsLasaunT Wi IngdeRaUing asen 5 The 5" Silpakorn International Conference on Sound and Music
ANZA3ENAMERS UnTIVeNdeRaling 7 - 8 liguieu 2567 Faculty of Music, Silpakorn University, Bangkok, 7 - 8 June 2024

LaZANUAAYYBINSANYILAL TIUTINVENNTNG B URINUASIWTIUadaNaNELTe 1YY 2 YW kazih
wanNNIINENIIATIElY HasunSwEntalad Parade 1917 Weuuvazaslag Aonle (Cocteau) was
Useiiusaunsladnuseiius wesn @i (Erik Satie) M¥egnnarndu aundiwesiFuadan Nn15UTTeI8ves

HniWeus1es-n13a (Apollinaire) (Hargrove, 1998)

o/

agUszaeA
1. AN IAETIVTIUANUAALTAULNEITUAURS RS ISsadarivasSlanas anaslu wazo1Uaduwus
2. Anwvannngulveinunsiwesiseadianveslonss aneslu uaze1Ueduus Lewuninseluna

uUNsHansdalas Parade 1917 WeuunazAsiag aee fonly (Jean Cocteau) hay Usyiusaunsladnusyius

1030 9@ (Erik Satie)

duyfgIu

3
1. ausswosiSuadast (Surrealist Music) anunsaseneanundunidulssnnausd wiloutuussuanauns
81799-1157 (Avant-Garde Music)

2. iyt wesBuadasl (Surrealism) thanldiileussenenuantfnionudnvazianzunsegshuunysyiiug

999UNUTENUS LA UNAUMASIINT AT ARANITTYN 20

o a v 4

THIUANALRNE

weluifsu “Tate Modern Museum” Wunildufifisfamiauradislvinazsmatoilngiigalulanludes
A9UADYU @NTIYD1UINT (TATE Modern Museum, 2013)

91031130, “Avant-Garde” (1) [adj]: vunefs A, drga SrvdwFeuusiisnlouizadsdanudage
(Oxford, 2024) (#WugLa3ey, 2564)

917839-1199, “Avant-Garde” (2) [n.J: vanefs seideuiaffienudgalu Aavz aued uay 1ssunsaudeun
adsannsnyhlifaulsznaialavionnlagnde, nduAatiuiitsinauossdouisln (Oxford D. , 2024)

aﬂﬁﬂizﬂauﬁlﬁLﬁm‘ﬁ’a\‘iﬁumum‘%, “Para-Musical element, Non-Musical element, Extramusical” ¥y
fls pedUszneviidliifetestunenuriifdaaiunumeauAnuagiuamajiivesiatu Tnsaneluuium

qUNILANENS way TWUsITUNIIEIAY (Dahlhaus, 1974)

NUNIUIIIUNTIU

nssuaAavzivoIsEaaasl

TutheBuduniadanissedl 20 wumaAAALazLUINIUfTRINNSEUaRaU ITedeving
A8 “Da U7 (-ism) TBNTNARBNITAUATILALNARBILUINIIAMUAALAZLUINIIURTRNTUSETRUSVRUN
Useius feegadu nszuafavsilameiiadl (Futurism) nUsenednid dnuseiuseniss-nsneiiania

salala (Luigi Russolo, A.A.1885-1947) nguijwastoauyfgiuiEes wdes (Sound) Tuyutoswesini@euy
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dm1a WaUly u13iun@ (Filippo Maronetti, A.A.1876-1944) ﬁaﬂuédaﬁqmzLLaﬁmJﬁ\hLﬁ]ai‘%aﬁ 11AUAT
wazAeliiAnuIMIsALARKaz kLM TRNusSsULUUTye annnsididsandesinana (Mechanical)
wazideasuniu (Noises) inFouFsnduausd dslunasienn uumsanuAnuazuumajoiadana1ogn
Jaeglumnany Extra-Musical sounds (Hegarty, 2007) wandliliiuin dnUseiussuwinemudnuay
wmaioRnnnszuafaUrannaaes teAuuuImsnuAnuazuuIsU RN sUsERus UL uUTn

nszuafaUziwosiSuadasl (Surrealism Art Movement) flagalastindeu Souas wwsnes (Andre
Breton) fiUn3a lutla.a.1924 l¢¥unisnaridunilslunszuafatzenes-niin (Avant-Garde) TuthaFusu
Y93A3ARARITIEA 20 (TATE Modern Museurn, 2013) TnglasadnanuimsannumniasiuimsUfianis
Aavzvaanszuafavziwasiteadal 119NLUINIIANLANLELLLINIIUURVRINIELANIA (Dada) AUNgud)
INNATITNVOIUNUITEMINGT Fndu WIowA (Sigmund Freud, A.7.1856-1939) LaznalilinnszuIunIg
Automatic \iedulszgiensesyninslanuusssuuazlanddsvesdatiu dedndulag 1smes (Voorhies,
2004) (Wood G. , 2007) fegesedevesfaliumesiSuadar uniuwa 7104 (Marcel Duchamp, A.7.1887-
1968) ey 981103 A1d (Salvador Dali, A.A1.1904-1989) (Taylor, 1961) (Rubin, 1968) 91nA1SANEINUIN
MdfnANLLAE ABIINEYRIAANY e siSaday Sandlianansaseylsegnadaiou iosan nszuaus
Automatic l¢§umananifutumeanufnuaziuimeujianaduaiulifatuaunsooionenonsual was
Wnavetnenenzvesdaluldeddasy uandiiiiuii nszuafaziwesSeadadlasudviznawwiniany
Az TRANINNSTLan1an daalinanufalzainnszuanininasniswafalswesisuaday
fimnupaneadsiusgiwan (Taylor, 1961) 3sdndudesdnuiuuimisanufauazuinisujiiniedaly
suifls gaunsaluagidodirivesdaliuegnannzinnzas leherensAnwveusavesdiiinanuuas
AUNINVRIANENY 1w TiTuaaas

§raBannAnanvesinussyuarinisalfalzyalsaed ey audneuaseu (Sarane
Alexandrian) Tuntfae “Surrealist Art” 31 ‘aaunisaluas3devimivesnssuafayzimasifoadaijaiu
HON1T3ATILYAIIUINGNTENTN AN (dream) uas N15AAI8Y89934 (reality) iialiaatiuauise
018M009 1A N Te979 (Surreal) lAagauysaluiuy’ (Alexandrian, 1985) TngfininauuasaA
NUNEVRY AIUNTD9TI VBRUTNOY Uede N15LY AU (dream) FMuINTs (fantasies) wae Inladniin
(subconscious) WilwasAUsINgluauaenaedu anawmileass (surreal) (Voorhies, 2004)f0g141t1
LIRANUAALazLUIMUTRRaUzLuUd1593U (Ready-Made) vasnsusa gides (Marcel Duchamp,
A.A.1887-1968) fanunsnaivassnanuialzaindwesilulssdriu ilovhmeaunismaninisdals
Hunswliuuvuy (Tomkins C. , 1996) (Rosenthal, 2000-) uandlviliiuin Tnguszasdvednszuafas
wosiseaday AoIn159818UUwAAINLAYeINYBEHIUNN5E15I9 AW Taldailn was anaels
afauyTyge (TATE Modern Museum, 2013) (Wood G. , 2007) lngn1slanszuiunis Automatic RIBGR

EsulvAaluanunsnnlenenelsual hazANURevaInulsag19dase
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Auniieesiseaday muALANTU NG TN

AI3enudn nszuafavgludsuiinsdavuiavynanufalyluuiunaussiuiu ege nssuadaly
WSuwaatudas (Expressionism) finsdamuinnynasudaUyluuiunaus’ lnslanzunusziudvostin
Usgfusynaeesiu Budsu (Schoenberg) shgnnaatdunusiidninaaduiasd (Expressionist Music) 33
7 ausdidnmaaduiaiinsszyuumninnuAawasuuma fiRnisussiudaunsliognsiaiau (Anon,

a

2014) vl nsvuafaUzimodiduadasilifnisdnmnemnanufaUsluuunaund Snis ausdisesiuad
aviusngdeyalviiiiueg1ednin (Van Den Buys, C., 2019) ui3dea1u1sasiusiudoyawazaiufniiiy
ﬁ]’]ﬂ@lﬁ?imﬁmmﬁa 2 iy lauA WnUsweyn Slenas eneslu (Theodor W. Adorno) was WniWisy e1Uodauus
(Guillaume Apollinaire) (Ellison, 2021) uagdaseulins1udi Jeyanindd axgnisendt nann1snguien
as\luu-wosisuadal (Adornian-Surrealism) (Adorno, 2002) wag anN1sNg e Ueduwus-1weos5uadas

(Apollinaire-Surrealism) Inendnni1snguffanaiiiisieadundasaluil

n. nannIngeg) enesiuu-wesisuaday (Adornian-Surrealism) (Adorno, 2002) Usenaunae

n.1 auASIWasuadan (Surrealist Music) aunsataue InUszaIAvaIaun3landsu (Objectivity of
Music Modern) Tudnwazarsnduitutu was uurAauuuiileaanadn (Neoclassicism) Taefideldvinig
wseendiu 2 Yedes wieliinerenisey Faisadondanioll

n 1.1 dnwaranuduiudiu lutisSudureniadanssed 20 Tnussiuslasuussianalaann dnvas
arunduiiutin vesfausssuafivtu (Folklore) FegnihandanuausULuultduazinangrenaniiuun
Usgus (M. Pavlicova-L. Uhlikova, 2013) Tagiawiy dnUseius ans1iiuan (Stravinsky) (Savenko, 2013) 5u
snannTausIIHARYNTNUTRIUSEIWASAWY way WnuseRusuisfen (Bartok) SudvSwauianTmusssu
ARvTIT e IUsEIMASINTS (Hungary) (Appold, 2018)iegnsunyseiusiithussiuslasudnsanainmusssu
duq uonnile Yamsssung Sunnlunivglsy wu unuseius Estampes (“Prints”) 1903 vastindseiud inoug i
(Debussy) l#¥UBnEnavas indeanuniniudy (Gamelan) Mniausssudulad@e (Hinson, 1993) uag unuseius
La création du monde 1928 vastinuseius dalem (Milhaud)

n 1.2 wuanniilenanadn Ao NS ILLININANUARIINTIASaRARISIET 18-19 wie wuImuAATAY
snnniniulusis mﬁmmummqmmﬁmﬁy’aLaumqquw%mam%gﬂLL‘UU’I’M;J UM LTI NANUAARAZ ULV
UftRvesaunIlanisu (Modern Music) (Albright, 2004) fegsvesunysgiusiiusngnislduuamneniudn
wuuiilomanadn (Neoclassicism) Wi unUseiuselu Gnossiennes 1886 way unuseiusamsutindesuasile
Tu Socrate 1919 UsuslaetinUseRusynansuaa w3n 9@ (Erik Satie) FeldFuusstunnalainainfausssu
AUR3YBIN3N (Greek) (Rowley, 1995) uazdausinglu dnuseus dalan (Milhaud) Yuas (Poulenc) latunines
(Honegger) Wag wiaduw$ (Tailleferre) Fafiuandnnguiinusziudvniamaguls Les Six lesan nguiin
Useius Les Six lasudninaunann dnussiudvnaSaad 1830 9@ (Erik Satie) waz Wnuseiusyasades Snes

ans1iuan (Igor Stravinsky) (Britannica, 2012)
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n.2 NENNUHN13IAT0IV8Y The School of Frankfurt §198991NANNWBVBIBABSIU NEIT
‘nannguni5315al (critical theory) AIsgNIIANlY 1o iATIZYIAIINALIUS 2 NI NAUNTLALIAL’

=

(Cutrone, 2011) §198931NN13NANIVDINAUNTINGI¥1IENY W Hlada AN (Nicholas Cook) TuuTunaums
e (Musicology) 3 ‘WanNgugNIIATIFVAIINAUNUS S INNUNTUazaIAN YaslnUsugyenasiy
Isvavanenindamesyuunauanneluunyseiusveainusius (KIZINSKA, 2013) lnsanasluidy
Mﬁﬂuam%ﬂmjuﬂfﬂﬂ%’mmnLaaﬁﬁumﬂ the school of Frankfurt (The Institut fur Sozialforschung in
Frankfur) Useagasiu (Kellner, 2006-) Ssthmdnvguivesinusy afa wiind (Karl Marx, #.¢1.1818-83)
wag UnUsueyn WiAsY Leenad (Friedrich Engels, A.7.1820-95) Tuate gaunisal (Ideology) 113A518%
anudsunlasnsludiauvesiausssunsiunn Wy Usuen (Philosophy) deannufamsssu (Cultural
texts) JausTIUTEAUAY (high culture) waglaalanie Tmusssuadediey (popular culture) (Felski, 2004)

n.3 AUA3 AU N15I915INE J9AY ATLIB9 1AL N1FUNATEY INNITANBINUIN TIFUARNIINITIEDY
vestinussiusannsaumngiuiunensdeudemuiutosrumaunyseiug wu Tews Capriccio
1942 vo3inUszius @wmsd (Strauss) diaue duseloatonnueullluldnaunian prima la musica,
dopo le parole (“first the music, then the words”) ﬁﬂﬁuwﬂizﬁuééuﬁﬁmmﬁ’lﬁiyﬁiaﬂﬁLL?IGNmm
AnwiumanisiiesweainuseiuslugieeSadanissui 20 uay unUseius Ode to Napoleon 1942 w4
Fnuseius @uwdsa (Schoenberg) Wilauanvinfideduuazmiuwuy seUUNTUNATEULINAINIS (Dic-
tatorship) veanivglsy ddlugrsszoznafang1n §uldsn e1deegil iiles asauouada (Los Angeles)
a1358113n1 (Donegani, 2004)

U, MaNN1INg e e1Ueduns-lwasiseadas (Apollinaire-Surrealism)

Ing o1Uednus UyyaRmdny wosiSgaaay Gﬁmﬁaﬁmimsaima‘sumazmgﬂLLUUM;ﬂuazﬂi 3o
The Breast of Tiresias (Les Mamelles de Tirésias) 1917 fifisuuvazasiny 91Ueduus Jsazasiinan
gniBendn BegnifuinduazasivesiBea (“drame surréaliste”) Wudoausn (Ellison, 2021) wagUsngiy
snadslunasunsuansalas Parade 1917 WeouunazaslaeiniBewwesiSeadan fonln (Cocteau) wax
Useusauns lnetnusenus 9@ (Satie) (Hargrove, 1998) lasun1sussenein ‘a kind of surrealism’
(‘une sorte de surréalisme’) (Steegmuller, 1970) w31 1eduus Lildszymidninninuuazaluming
VoImFN 1wesisEadasl (Surrealism) Tiognstnau usainn1sAnwimudn kanudingts gninmdu ases

Wwasi58a (Contributes, The Surrealist Digest, 2023)

KAy IUNISUanNUalas Parade 1917

NAIUNSLERIUALER Parade 1917 Weuunazasiang a9 Aenln Jean Cocteau) Way Usyusnuss
InénUseiiug 1030 @@ (Erik Satie) (Hargrove, 1998) gnnanaliu “a kind of surrealism” 1og e1Ua@us
AatludayaAdndni iwosisoada TuthsBuduvesaiaranissud 20 7 (Steegmuller, 1970) Tuunseiug

Ansiiunsiiudsessunulylauianesesnuns (Noises) frogradsssuniuluviou vieun 1 vhyrgna
¥7393U (Prestidigitateaur chinois) i vieai 34-42 iandealoisuldeda e 43-53 Liudean1smyuves
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2adoldewne uay Viosdl 69-97 iisidssyaie) 1usu WueuAnvesini@eu Aenln 91nns@nwnudn
Aonle tuwmspuAatazuwIsuioRuees madafauls (Collage) annnszuafalzAadad (Cubism)
uszgndlivionisiden Aswesiiannsaairadesls (Noise-making) Ine3snssanan uanslipuidesles
fu wwmeanuAauarsuIaiRRaUsuuudsazy (Ready-Made) waziniiunn (Found Object) ve
393903 (Duchamp) Ya.A.1915 (Gammel, 2022) Fadunuimsnnuanuazuuimsufiafisiunumddny
AonseuanIALarnssLaRUzwesSuadal (Tomkins, 1998) uiidn giteslimeUsemeaduaunvenssua
Aauzlaluinia (Alfred H. barr, 1936) uansliiiiuii wuavnsanufauasiuImRUiuanmunsvesfents
laidanuiiendesiuauns (Para-Musical element / Extramusical) (Dahlhaus, 1974) géx‘iﬂi’]ﬂﬂiﬁlﬁ@ﬂﬁ’m
WaguUams Mwiauss vesnusslndfuluiissuduvesniadamssui 20

INNITEBNA WWINNANUAAKBZ LIV URNTUERUSI09 918 {3Tenudn 1luuwwiniemiu@n
wazuumsUitRnnnguinUssiusTuasuiulnilul daluiabuduresniadamsswd 20 fegrady
Turioud 2 WINEVElIeLITY (Petite fille américaine) H@doNINFULUUTIMILVBINUAT Rag Time way
YINUDINANAN INaS That Mysterious Rag 1911 U99tinUseNusw118L3AU Lo9334 lwosau (Irving Berlin,
A.71.1888-1922) wazina alunes (Ted Snyder, A.A.1881-1965) mLﬁuwdﬁa;ﬂaﬁm%’umiﬂizﬁuéviauﬁ
2 Tusaanumsuanstalad Parade wadsdsannisnanvessnd uansnnulinelasonsifiudeasuniu
Tuunysziusves Aanle (Doyle, 2005) wandliliiuil LuIneAUAAKAZLINUURAUATUOINAIIUNTS
wansUalan Parade anunsatiauenuaud wosi5eadan s buIneANLAkarUINIUURNIIAUe
p3laifetesiuauni vesiniZoudenln

Fefu fAdeiinnudoanisth ndnnimguionosidou-wesiduadal (Adomian-Surrealism) way &N

YV v YV

n13ngud] edunus-wesiseadas (Apollinaire-Surrealism) (Ellison, 2021) YR 3deABIN15UMAATIEN

Y

Tunaaunisuanstaias Parade 1917 wismanudululdvasnuaudh wesiseaday TuesAusenoudiu

DUVDINAIUNITHANIAING T Lo DA DI TUKLINIIANNARLAZUIN UG UAN 1A UsSvesinyseus

a v <
Y17 waztnlau Aanle

A5N15ANLUIY

1. Anvuazsiusndeyaiiiioadesiv ausdiwesiioadet amunrwAniuvesensslu uaveeduus

2. f{’]’mmisﬁazﬂauam‘%auL'%&qumﬁmﬁuﬁﬁm%mfﬁ’u AURASWOSSUAREY MUAUANILYRIEADSIY LAY
1UDALUS

3. ihdayadinaniundieszily manunisuanataidd Parade 1917 Weuunazasing wes Aenln way
Useusaunsladnusewus 1o3n 9@ (Hargrove, 1998) é‘i"iqgﬂﬂémﬂu “a kind of surrealism” 1ay o 1UpAKUS
(Steegmuller, 1970) Lﬁam@mauﬂ’a WasBuUdal TUNaIIUNISWER

4. p39aoudoyandin1nnis Ingk AU UINENSIAANALas I TE TR NITINg
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NANIIANEN

aINANYIRITeAenIsUImENNIINGg v enesilleu-wesiiuaday (Adornian-Surrealism) (Ador-
no, 2002) kagnann1sngus] e1Ueduwus-wesisgadad (Apollinaire-Surrealism) H13kATIEAUNAIUNI T
psalast Parade 1917 Taefideanunsoutsoondu 2 4o FsliswazBondaraluil

n. nanN1IMe W enesilleu-wesiseadail (Adornian-Surrealism) (Adorno, 2002) §33E@3150LUS
wsziiu 7o Selseaniduaduieluil

Ustdiufl 1 nasuntsuansdads Parade 1917 lalldinaue wondnealveseauduitudau (Folklor-
ism) uidunsusuiasunmdnuallssazastaiad The Ballet Russes 109 wiefian (Daighilev) l9finay
FuatennTu au nszuafaUrludiau (Modern Art Movement) waznseiafaUze1183-n130 (Avant-Garde
Art Movement) fiusingtulu Uh3a sgrsseiilaslurasfusuvesniasenissudi 20 (Maison de la danse,
2008) tne n3zwaravsAdan (Cubism) gndnidu nszuafadzones-nin wudeddu nsvuafavziwes
\Suadail (Surrealism) (TATE Modern Museum)

Ussiiufl 2 wasunsuanstialdd Parade 1917 Inslduimisnnufnuaziuinisljoangalal
Aerdestuauss Iaud nsiiudsssuniuilildinaniadesnuns (Noises) neluunyseius Ssaonndas
AUKLINANUANLAZRUINIIUGURNYY Atiadnlle (Collage) a1nnseiaRalz@idanl (Cubism) lag
fonlntandszyndlisionisidon Awesfiamnsaairadosls (Noise-making) wagtnidsafananiuniiialy
unUseius sadunsuandinrudenlostu wumenudnuaziuimafuafaUzuuudnsagy (Ready-

[ [

Made) uazdsiiunn (Found Object) 48493404 (Duchamp) Ua.A.1915 (Gammel, 2022)

q
2 o

UseLauil 3 wuaneAnuAnLazkIN UG UAneaunsveslinuseius 91 (Satie) Idnwaizaanenas
v winAakuuilaaaiadn (Neoclassicism) 110137 WUINNAMUAALAZRUINNUHURVRIAUAT LIRS Y
(Modern Music) aestinysyius Buiddu (Schoenberg) fifsanunsnasisnwinusisuuuulnls was
Tuuueavesise sddendlndausindeidadunszuadeond Uida luthSuduvesniadanissui 20
wnnd nsdenausianfausssuluofniiotufluyiaginulvdauingUszasdvosuudauud
lapanadn (Neoclassicism) lag wdtaglduuifawuuillonatadn (Neoclassicism) Tu unuseiusidely
Gnossiennes 1886 Waz unUsiiusdmiutindesuazilielu Socrate 1919 Fald3uusstunalasnnain
TUUSTINAUATATN (Greek) (Rowley, 1995)

Usziiuil 4 nanunisuansdalast Parade 1917 lallfiinaus inguszasdifeniu Ussifiuns dsaunisilos
way M3UnAses widuieinsuudsunmdnuaivedlsiazasdaias The Ballet Russes 484 \iifiaw (Daighi-
lev) Tfilaruiuaioanndu munszuadalzfivsingtulu U13a (Maison de la danse, 2008)

feu fAdeanunsasUléh manunsuanstaidd Parade 1917 Talldldu aundiwosi3uadart (Surrealist
Music) nénngud) enesilleu-esisgadad (Adornian-Surrealism) (Adorno, 2002)

U, NANNINGUY oUeduus-wasiseadad (Apollinaire-Surrealism)

INNITIUTLTYaazNINaIUIIEIeYese1ednus TunasunisuanUaias Parade 1917 (Hargrove,

va

1998) inliigAdpanusaaguliin waunisuanstaiasd Parade 1917 gnimdu azaswesiBea Lled9n 3d
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Benefits of Integrating Vocalization with Yoga and Pilates

Tassanantaan Prasertwarrashai'

Abstract

Vocalists” voice training relies on their ability to use their muscles intelligently. By master-
ing kinesthetic and sensory learning, Vocalists will be able to memorize details spontaneously,
automatically. The author realizes the importance of the concept of practice by integrating Yoga
and Pilates into exercises to achieve kinesthetics to strengthen the singer’s body as a kind of vo-
cal instrument. The author has integrated science and vocal teaching approach to promote and
develop knowledge of postponing organ deterioration by proposing three poses: 1) the posture
adapted from cardiac Pilates, 2) the posture adapted from chair Pilates, 3) the breathing exercise
from Yoga. Therefore, this article explores the benefits of integrating vocalization with yoga and
Pilates. The exercises presented above, for maintaining effective vocal performance. This will also

prevent injury from the use of the organs involved in the singing.
Keywords: vocal warm up, integrated discipline, kinesthetics

Introduction

Breath serves as a generator for the vocal instrument. The vocal fold acts as a vibrator for
the vocal instrument. The resonator comprises the entire supraglottal tract, molding vocal vibration
into a wide variety of tone colors. Therefore, Ones who breathes well, sings well. Singing requires
more active type of breathing. The fundamental goal is to delay exhalation or to slow down the
process of recoiling in all directions by remaining in the position of inspiration. Breathing support is
equally important to breathing control. While the breathing support is focused on the stabilization
of the pressure, the breathing control is emphasized on the rate of air that pules through the glottis.

The breathing control is relevant to the aerodynamic rule (the interaction between the air
and solid objects moving through it). For example, the higher sound production requires high rate
pressure. On the other hand, the production of the lower note lower rate pressure. The force be-
neath the vocal cord is called subglottic pressure (the leakage of air between the vocal cords and
the resistance to the airflow) which is related to the aerodynamic theory.

Subglottic pressure provides fundamental vocal frequency and vocal intensity which helps

determine the pitches and loudness. The practical way to control subglottic pressure is to pressurize

1 Burapha University / kumarika@go.buu.ac.th
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the breath through the close valve (vocal cords). This action is a continuous circular movement
both horizontally and vertically.

The voice will resound in the vocal tract, which is a flexible air container ranged from glottal
to the lips. The distinction between size and shape generate a wide range of vowel sound and vocal
tone colors. As an outcome, the source of sound in a vowel is vocal fold vibration, with filtering

accomplished by a distinctively structured vocal tract tube and articulators.

Body

The support muscles of the voice are also muscles of posture (Lyle & Heather 2015). There
are practices that are relevant to singing muscle training like yoga, Pilates, alexander technique, and
Feldenkrais etc. which driving energy of the abdominal muscles, to improve the body alisnment
and posture for singer (Friedlander, 2018). “For singer, the spine is the fundamental structure that
supports all of the moving parts that facilitate breathing as well as activities of the larynx, articula-
tors, and resonators.” Singers, like dancers, must rely on body coordination by training to develop
the kinesthetic skills of controlling muscle

(Bauer, 2016). Kinesthetic experience. This experience includes not only the sensory aware-
ness of the body but also the ability to intentionally facilitate movement. Intentional movements
of the body for singing include elements such as posture, breath management, resonance, and
articulation. In order to support the specific physical requirements of singing, the singer needs to
develop kinesthetic acuity.

According to this viewpoint, singing is primarily a motor skills before it is considered an art
form. Singing is driven and performed by kinesthetic acuity, like all fine motor skills. Instead, these
motor skills can be learned throughout, Psychomotor skills are essentially movement tasks that
necessitate both cognitive and physical skills. These processes, in turn, frequently lead to persons
learning about and manipulating their surroundings (Bloom, 1956). Bloom’s Taxonomy classifies
psychomotor skill as one of the three categories of learning (Cognitive, affective, and psychomotor
skill). The singer’s brain controls sound production, where at third to fifth cervical vertical vertebrae
instructs the diaphragm to work as sound source generator. Then, it will Increase glottic closure
force to generate frequency, in this step, the lower motor neurons that innervate the intrinsic la-
ryngeal muscles are found in the medulla’s nucleus ambiguous. The muscles inside the larynx and
diaphragm cannot be felt and cannot be directly controlled, unlike, the supraglottal vocal tract
that acts as a resonance chamber which has an articulators adapt its shape. All of these activities

assumed that singing was the most commonly performed psychomotor activity. To train singer, the
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mind trained to use the body properly, and the body trained to respond to the expressive powers

of the mind (Bauer, 2016). “The role of kinesthesia in a pedagogy for singing stated:

Theory of Multiple Intelligences, Howard Gardner suggests that masterful use of one’s body
is the primary characteristic of bodily-kinesthetic intelligence and compares it to the Greek ideal
of “a harmony between mind and body” Gardner notes that mind/body intelligence is manifested
in the arts such as dancing, acting, and playing instruments. In these skills, the body is the primary
vehicle for achieving masterful function. This is true of singing as well, but the instrument being

played is the singer’s own body.

Singer’s own body must learn by kinesthetic training method. Some music education methods
incorporate kinesthetic training within their principles (Abramson, 1980). One of the major principles
upon which Eurhythmics is based is that “sound can be translated into motion and motion can be
translated into sound” The term Eurhythmics is derived from the Greek eu and rythmos meaning
“good flow” or “good movement” (Mead, 1996, p. 38). This experiencing and exploration of musi-
cal sensation is done primarily through the body. In fact, in Eurhythmics, the “human body is the
first instrument that must be trained” (Jeong, 2005, p. 19). Eurhythmics is more than just bodily
movement. Musical movement, in fact, is closely related to expressiveness; they are two sides of
the same coin. Kinesthetic training methods are found in Practices such as Alexander Technique,
Feldenkrais, and Yoga. These disciplines can help singers improve their physical coordination,
kinesthetic awareness, and mental focus (Fortin et al., 2002). Somatic techniques promote “unity

between the dancing body and the daily body” in this way.” Strean and Mills (2012) explain:

The term somatic ... comes from the word soma—the body in its wholeness. From a somatic
perspective, we cannot distinguish the self from the body. The characteristics that constitute the

self. (p. 583)

Yoga has been valued for years by singers for its capacity to enhance full breathing and align-
ment. (Friedlander, 2018, p.82) Yoga encourage singers to experience the movement inherent in
sustained stillness, which is also essential for developing a consistent musical legato. Singer’s breath
both use costal and diaphragmatic breath i.e. Costal breath is initiated by opening the bottom of
the ribcage. It is the breath of activity, a diaphragmatic breath moves the abdomen outward on
inhalation. It is the breath of life. Raising the chest is perfect posture for singers, but at the same
time that need to expand the waist 360° to open the bottom third of the rib cage, try to prevent
the pulled-in abdomen so that the organs of the belly will not move up against the diaphragm.

Afterward, it is about to suspend the force around the thoracic, allowing the supporting muscle
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to compress the flow to the glottal in a precise little motion. The precise little motion can detect
by vocalization.

This study will use yoga and pilates poses to train kinesthetic function in order to perceive
stamina and rich tone (tension free) quality by

1. Choose the yoga or pilates pose that has a muscular movement related to singing.

2 Choose a Vocalize with the same texture and moving motion as the move.

3. Combine two practices.

4 Enhance stamina and richer tone quality in a tone.

Muscles that aids body in balance, It is the same group of muscles that singers use to
support their voice through breathing techniques. If there is a problem with the singer’s posture
or the alignment of the organs, It will induce vocal breaks, affects durability, which leads to injury
from overuse of the laryngeal organs. Pressure placed beneath the larynx has diverse effects, If
the subglottic pressure is near and strong, there will be slightly fluctuation. However, The practice
in this study encourages you to use the strength of the large muscle group. The movements will
assist in releasing tensions from the top collar bone to the jaw. The muscle of the root of the
tongue is free when the neck is free (Subhakarn, 2022). Rich resonance will be produced when the
root of the tongue is freed so that it does not dampen the overtones. The movement of the jaw
and tongue can release tension. Raising the soft palate, lowering the larynx, and dropping the jaw
should not be done excessively. Excessive jaw-dropping restricts the airflow in the nasal cavity.

Including the concepts of physical training motions in yoga or pilates as an alternative man-
ner for efficiency vocal warm up because singer can repeat it until the kinesthetic process occurs
in the muscle areas that move the body and it immediately integrates the muscle memory with
the feeling when performing. The singer can then focus on the other details required to perform
on a deeper emotional level without concern about not being able to control the body as de-
sired. Continuing study on this subject is beneficial in the training of the voice and the progress of
knowledge in the slowing and prevention of degradation of the organs involved in singing, as well
as the improvement of its quality and strength.

The teacher must correct improper posture in the typical singing class but these postural
adjustments are just temporary; a vocalist will eventually revert to their usual alignment. if yoga
or pilates could provide singers a useful kinesthetic approach to examine the relationship between
the body and voice, as well as work on posture and body awareness.

These are 3 poses derived from yoga and pilates. As a result, the author collects three prac-

tice postures and provides descriptions of their benefits.
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Pose 1: Pilates Upper Back Exercise

Preparatory, This pose originates from the Pilates position (cardiac Pilates), which targets the
back muscles. Stand with equal weight on both legs. In this pose, there will be equipment such
as elastic bands to exert resistance. Place your palms back on the same level as your buttocks
with the distance between the thighs is the distance between the palms of both hands. Keep your
back straight, do not arch or sit with an arched back. Should practitioners experience difficulty
maintaining balance and straightening their spine, an alternative technique is to elevate their hands
above their head.

Inhale. When the ribs are open, pull the rubber out for a short distance and then pause.
Resist, then sing in legato sound start pulling the elastic band again for a short second period and
then pause. Resist while singing still, pulling the elastic band again for a short third period and
then pause. Resist while singing still, pulling the elastic band again for a short fourth period and
then pause. Resist while singing still, while reaching the fifth step pulling the elastic band again for
a long distance and then pause. Resist while singing a big interval note. When sliding your voice

back, please slowly reduce the resistance and return both hands to your thighs.

Figure 1: Upper Back Exercise, Source: Tassanantaan (2564).

Recommended Exercises

Vocal exercises suitable for this movement notes with duration that sound legato and con-
tinuous throughout the phrase. It is a technique for connecting sounds (Legato). A higher degree
of stretching can be achieved by positioning the intervals before the big interval note. If the sound
level remains unchanged despite a change of the lyric, the elastic band should be stretched at a

slow motion and maintain consistent.
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Figure 2: Example exercises from Kim Chandler’s Revolutionary Vocal Training Series.

Training the use of upper-middle back muscles by using resistance with an elastic band.
When the upper-middle back muscles are ready to open and close properly, The outcome is an
open shoulder blade and the collarbone in the front and helps pull out the front chest muscles,
the same part of the lungs that are directly involved in breathing. As a side effect, this leads to an
extension of the breathing period. When posterior muscles are powerful will prevent the shoulders
from protruding forward. Additionally, when engaging in vocalization, the muscles will develop an
understanding that they must contract the diaphragm, thorax, and epigastric to sustain the move-

ment, with the back muscles providing assistance.

Dominant muscles: trapezius, rhomboid, levator scapulae

Pose 2: Adapted from Foot Work on Chair Pilates

Preparatory, Stand with equal weight on both legs, hands on hips.

Inhale, sing high note and lift one leg forward with the force from the abdomen and bending
the knee 90 degrees parallel to the floor. Singing the lower note by applying pressure from your
abdomen, release your legs slowly, pointing your toes on the floor. While maintaining stability,
practitioners can tense the butt muscles to maintain balance because they are large muscles. Exhale
as your feet touch the floor. And inhale again before singing and lifting your legs. In cases where
there are more than two descending notes in the exercise, the practitioner must coordinate the
moment your foot contacts the ground with the lowest pitch. It is the practice of gaining awareness

of support. During singing, practitioners must keep their balance straight and not fall to the side.
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Figure 3: Foot Work on Chair Pilates. Source: Tassanantaan (2564).

Recommended Exercises

Vocal exercises suitable for this movement should be pitch that move from high to low ac-
cording to the push applied to the pose such as fifth interval or chord sound run from five three
one or else, to let air release out naturally on a high note by exerting pressure from large muscles.
The high, bouncing notes are free of laryngeal tension. Larger muscles produce stronger air force
directly related to vocal power, Another key component of this exercise is the slowing of your leg
movements. The leg muscles have more weight and the more resistance you put into them, the
slower the movement cycle will be to increase the strength of the muscles that help support the
tone. The coordination between the external organs’ motion and the desired intonation of the
voice is easily understood. This instructs the tone to be legato and sustain in corresponding to the

duration of the leg movement.
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1. Wee wee wee
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6.Z00 Z0O0 Z0O0

Figure 4: Example Exercises from Anne Peckham, 2005., Vocal Workouts for the Contemporary Singer.
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This pose encourages practitioners to use the lower abdominal muscles when raising the
leg. The buttocks should not bend backward and send force from the lower abdominal muscles
up to the diaphragm. The sound will be effortlessly produced by the lower abdomen as a result
of standing up. If your body is unnaturally bent, or if your lower abdominal muscles aren’t being
used effectively, this will cause the vocalization to come mainly from the upper muscles. Lifting

your legs up helps collapse of the abdomen is effortless because the force coming from the thighs.

Dominant muscles: transversus abdominis, internal oblique, external oblique, gluteus

Pose 3: It is part of the yoga’s breathing exercises. (stomach vacuum wave) Yoga (Uddiyana
Bhandha)

Preparatory, Spread your legs, arch your back, use your hands to push against your knees.
For stability, spread your weight across both legs.

Inhale, draw in your stomach, push out the chest, spread your ribs and feel the resistance.
Count until you feel you need to breath, Slowly arch your back and stretch your chest.

Fulfill the air down to your belly, draw in your stomach, push out the chest spread your
ribs and feel the resistance, Count until you feel you need to breath, Slowly arch your back and

stretch your chest Repeat!

Recommended Exercises
Vocal exercises suitable for this movement In this warm-up pose, no vocalizations are per-
formed. However, training an essential skill for vocalists is the capacity to tolerate lack of air. Prac-

titioners should increase the length of air holding and resistance over time.
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Figure 5: Stomach Vacuum Wave. Source: Tassanantaan (2564).

It is a breathing posture used to practice abdominal massage. Practitioners may be able to
lie down, but now you will spread your legs and arch your back. Push your hands to the knees
to make it easier for practitioners to focus on both sides of the abdomen. Practicing forcing the
abdomen to become like waves by closing, drawing in, breathing, holding and releasing It increases
the flexibility of the abdomen, which can become either soft or firm, as well as stronger compared
to the pushed-up exercise it reduces the flexibility of the abdominal muscles because it tends to
make the muscle harder. This method is therefore a better choice, also, developing this flexibility

will facilitate effortless toward breathing.

Dominant muscles: transversus abdominis, internal oblique, external oblique, rectus ab-

dominis

Conclusion

These three exercises differ from standard yoga and Pilates poses for singers in that they need
vocalization throughout the practice; generally, each task is done separately. Also these exercises
differs from other simpler vocalization exercises in that it helps develop awareness of muscle
support in dynamic action. The uniqueness of these exercise is that they instruct the tone to have
different articulations such as legato and staccato with the eyes synchronized to the movement,
Vocalization is essentially an internal sensation process.

Integrating physical training into vocalization can help address the issue of using inappropriate

muscles for singing because it will produce strain, muscle tension dysphonia afterwards. Integrating
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physical training with vocalization has the significant benefit of improving tone strength in less time
by targeting the proper muscles, and help singer to continue singing on the breath. Having a vocal
technique that rely on the breath connection.

Integrating physical training with vocalization improves 1) activation in the deep core muscles
and increases stamina throughout performance. 2) enhance the feeling of grounding with the lower
body, expansion of the upper body, in accordance with exercise principles.

Having structural integrity will reduces stage of injury. Engage while releasing tension and
create room and length in the neck. Releasing the jaw might result in a richer harmonic tone, as the

singer is a wind instrument. A good singer concentrate on practicing mindful and balanced airflow.
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Abstract

This study compared music appreciation and related subjects in general education at the
undergraduate level in Thai public universities. Content analysis was employed as a research meth-
odology. The experimental tool was a data-collecting form. Thirty-six universities were selected
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Research, and Innovation in Thailand. The result showed that out of Thirty-six public universities
in Thailand, only twenty universities and thirty-one subjects were teaching music appreciation
and related subjects. Content of music appreciation is founded in 2 categories. The first category
focuses on music content and the second category uses music content as part of the course.
The music used is mostly classical music, and some subjects were found to use Thai music and
popular music. Most teaching styles It is a lecture-based teaching method. However, it was found
that in some subjects it was taught using lectures along with practice. In the course descriptions,
theory, composition, development, and music history were found to be number one. And will be
Music listening, appreciative side, thinking process, and social aspects, way of life, and happiness,

respectively.
Keywords: Comparative Study, Music appreciation, Thai Public University
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Abstract

This documentary research study aimed to synthesis research related to teaching strategies
to enhance emotional expression skills in piano students spanning from 2015 to 2024. Examination
of seventeen pertinent research articles revealed Four area of synthesis challenges across general
information, research objectives, methodology, and results. Employing data recording and statis-
tical analysis, the study identified that 1) The majority of articles were doctoral research, with a
concentration in publications during 2020 and 2022 2) Objective, the primary focus of objectives
was on examining teaching strategies. 3) Methodologically, qualitative research, characterized by
purposive sampling, interviews and observation, emerged as the predominant orientation. 4) The
study’s findings delineate five pivotal elements in strategies to augment piano students’ expres-
sion skills: 1) Teacher’s Role, emphasizing an open personality, empathy, encouragement, and
repertoire selection; 2) Environmental Context, Highlighting the significance of creating a conducive
and relaxing atmosphere, fostering open discussion, and minimizing disruptive noise; 3) Content,
Mandating the incorporation of historical, contextual, and cultural elements in instruction, as well
as fostering interpretation and connecting music to real-life experiences and emotions, encouraging
student-teacher inquiry, observing self-gestures and facial expressions, and annotating expressive
words within specific places on a music score; 4) Instructional Approach, encompassing open teaching
methods depart from the traditional Master-Apprentice model, use of aural modeling, highlighting,
storytelling, metaphor usage, multimedia utilization, the integration of exercises or pieces specifically
designed for expressive purposes; and 5) Student’s Role, underscoring motivation, metacognition,

interpersonal skills, self-reflection, and the cultivation of an aesthetic experience.
Keywords: Synthesis research, Piano teaching, Emotional expression skills
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Abstract

Currently, Wind Band activities. It is classified as one of the student development activities
in educational institutions. and has been widespread from primary to higher education levels. The
objective is to develop playing skills. and develop knowledge of music along with playing. Along
with encouraging students to be disciplined. Responsibility for oneself and others, social interaction,
and beneficial use of free time. In developing the wind band to have that quality It requires many
elements, not just clear training guidelines. But the conductor can be considered an important
person in the development of wind band. and develop basic skills of wind band students This ac-
ademic article presents elements in the development of wind band in various aspects, consisting
of 4 aspects: sound quality, technical aspect, sound frequency aspect. and the playing of songs

With all 4 elements. It is considered an important element in the development of wind band.

The conductor is responsible for creating knowledge and understanding in each area. In order to

1 dnfnwUSgn avdefeidouasinn puzesensamans unmivetdefaling
Master of Music / TAKKADUTSADI_C@su.ac.th
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develop students’ playing skills. and to develop wind band to have quality that can lead to com-

petitive potential.
Keywords: Development of Wind Band, Wind Band Student Skills
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ASANWILUINIINITHRAIVINITANAUIIUVDIRAT WD
ASANYISUESTT
Guidelines for Developing the Operations of Independent Artists:

A Case Study of Renisara

ANEITTY AUEYIA (Sahasawat Tansuchart)'

UNANEa

Afemsfnuuumensiaunsiuiunuresfaliudase nadifnunasive, Snguszasddad
1) Wefnwdadvdinuszaunisnaiauinisvesiuseneunsfidamasoindng 2astiu 2) eadiauuinis
nsiaumMssiiunuresialudass nadAnw 2asiun fanuiteddunsideuu NNSIAYLTIAUAN
(Qualitative Research) Tng dunwaiidadnaingiusznaunsiiaeinsinsdatiuansiius fensidon
LUULRNNZLMZ24 (Purposive Sampling) Wievaudszaunisnainusnisiiazdmanonisindedalu tne
agihdeyadnanuniinssiifioaiamaiauinssidunuvesdatiudass nsdlinunasivi

lngnadTenudn wImeanmsiaInsadunuvesdaliudasy lndeasuannuninseidunivalids
Anangdndneiiaeiinisinsfalunnsies dulldald 1.mumunisuans(Performance Review) 2.8y
Uszauausasinednnis(Management Team) 3.115ATIERANAaYNAURTeAImTN (Pre-Analysis) 4.

AINAIULAZ NN UUUYIMN9BaUlall (Social Media Portfolio)

o/

AedAgy: N1sALTuNTg, Aaludasy, Lstium
Abstract

This research is about studying guidelines for developing the operations of independent artists
case study of Renisara. For this purpose, to study the service marketing mix variables that affect
employers’ decision to hire artist

The methodology of this research is qualitative research having in-debt interview with em-
ployers that have been hire the artist selected by Purposive Sampling to study service marketing
mix that affect employers to hire artist Renisra, then use the result to analyze and developing
guideline for operation of the independent artist

In conclusion, guidelines for Developing the Operations of Independent Artists include of 1.

Performance Review 2. Management team 3. Pre-Analysis 4. Social Media Portfolio

1 tnfnwuigaln uwivende@aling

Master’s degree Student, Silapakorn University/ satansuchartl@gmail.com
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(Guidelines for Developing the Operations of Independent Artists: A Case Study of Renisara)
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Abstract

In the digital era, where online marketing is rapidly growing, the shift in consumer behavior from
purchasing products and services at physical locations to the online world has become significantly
evident. This is especially true on the TikTok platform, which has become a hub for influencers to
create content and build credibility with consumers. This development has led to the evolution
of content marketing and marketing strategies to help products match their target audience and

meet customer usage. The process of creating content on the TikTok platform includes: 1) Princi-
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ples of presentation on the TikTok platform, with outstanding and interesting content; 2) Methods
of media production on online platforms; 3) The process of creating a sound for marketing, where
media production must have quality sound and stories that align with the brand identity. The use
of appropriate equipment, marketing proposal processes, using data and analysis from algorithms
to create content that matches the interests of the target group, and utilizing artificial intelligence
(Al) to analyze consumer behavior and responses to various content. Marketing through influencers
on the TikTok platform is a technique that reaches customers effectively, especially in an era where
consumers are increasingly interested in easily accessible and fast-paced online entertainment and
information. Utilizing influencer marketing processes on the TikTok platform can help businesses
reach their target audience more effectively, as influencers have the ability to create popular
content and have high engagement from followers. Therefore, using influencers as a medium can

expand reach and increase the chances of converting viewers into customers.
Keywords: Influencer, Online Platform, Marketing
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Abstract

The research entitled “guidelines for business development as series girl-love genre” The
objectives were to examine 1) Explore girl-love viewers’ behavior what reveal obligation in girl-love
media. 2) To initiate guidelines for business development as series girl-love genre. The research was

quantitative research that complied data from online girl-love viewers sampling group as 400 keys
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that consist of frequencies distribution, percentage, mean, standard deviation besides One-way
ANOVA and factor analysis through Exploratory Factor Analysis method.

Evidently, hypothesis testing revealed considerate factors for girl-love series funding through
viewers journey expectation. Attract attention by promote contents, and frequency with valued
social platform for presenting viewers consider firstly. Therefore, series as product be able to ini-
tiate plot, picture, sound for valued potential what are the keys performance to attract viewers
from first episode to final. Furthermore, rewatching series and advocacy are valued result for series

girl-love genre production.
Keywords: Girl-love series, Business Development, LGBTQIA+
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Abstract

Self-determination theory is a framework used to study motivation based on human basic
psychological needs. In music education, it is commonly employed to investigate the develop-
ment of motivation in music learners. This research aims to synthesize the research articles on

self-determination theory in a music education context. The researcher specifically studied liter-
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Graduate Student, Division of Music Education, Department of Art, Music, and Dance Education,
Faculty of Education, Chulalongkorn University / aormuchroom@gmail.com
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Chulalongkorn University / Saya.T@chula.ac.th

295



mMsUsgRMIsEARUIURTAMUAsLasaunT Wi IngdeRaUing asen 5 The 5" Silpakorn International Conference on Sound and Music
ANZA3ENAMERS UnTIVeNdeRaling 7 - 8 liguieu 2567 Faculty of Music, Silpakorn University, Bangkok, 7 - 8 June 2024

ature research articles published between 2019 and 2023 from EBSCO online database. Thirteen
articles met the defined criteria. The data were analyzed using content analysis, supplemented by
descriptive statistics, and presented as percentages and frequencies. The findings were divided into
three categories: 1) general Information, which revealed that the research articles were published
at a rate of three per year. However, in the year 2021, only one article was published. 2) research
methodology, the quantitative research methodology was mainly employed, accounting for 61.53%
(n=8). The majority of participants were music students, 85.71% (n=12). Questionnaires were the
most commonly used data collection tool for 71.42% (n=10). The majority of data analysis using the
structural equation model (SEM), descriptive statistics, and content analysis 3) research contents,
it was found that the majority of research articles aimed to investigate the relationship between

motivation and other variables 35.71%
Keywords: Self-determination theory, Music education, Systematic review
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A Systematic Review to Compare the Suzuki
and Traditional Methods in Violin Education

Zhao Xueyan'

Choong Hueyuen®

Abstract

This research project aims to fill the gap in the literature and provide a comprehensive un-
derstanding of the similarities and differences between Suzuki and traditional violin methods re-
garding their philosophies, pedagogies, parents’ involvement, and learning outcomes. The research
methodology is a qualitative systematic literature review, it applied the PRISMA flow diagram to
filter the literature and selected ten studies for data analysis. All the research works selected for
analysis in this project were sourced from scientific journals and academic publications like SAGE and
ProQuest. The selected studies included in the review explore a range of topics, such as character
development in Suzuki-inspired preschools, the history of Suzuki’s mediated pedagogy, teaching
approaches, the roles of teachers, students, and parents, as well as the differences in learning
outcomes between the two methods. The data collection involved identifying themes, and key
findings from the included studies and organizing them in a summary table. The article’s findings
suggest that both the Suzuki and traditional methods have their merits and can be effective in
violin education. The Suzuki method shows better outcomes in terms of developing a strong ear
and musical memory, and fostering character development for children, emphasizing more on the
involvement of parents. On the other hand, the traditional method has advantages in developing
individualized technique, note-reading skills, learning a wider range of repertoire, and the progress

of musical artistry.
Keywords: Suzuki method, traditional violin method, qualitative systematic review

Introduction
Many music education methods and approaches have emerged in the 20th century, such as
Kodaly, Orff, Dalcroze, and Suzuki. Suzuki and traditional techniques are two of the most popular

violin learning methods. The Suzuki and Traditional methods have different philosophies, pedagogies,

1 UCSI University Institute of Music / markjoelingo@gmail.com

2 UCSI University Institute of Music / choonghy@ucsiuniversity.edu.my
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and approaches to music instruction. Understanding each method’s advantages and disadvantages

can guide educators in selecting appropriate techniques, materials, and strategies for their students.

Background

Shinichi Suzuki was born in 1898, a Japanese violinist, and the founder of the Suzuki violin
method (Akutsu, 2020). Dr. Suzuki founded the Talent Education movement in Japan shortly after
World War II. He studied violin with Karl Klingler in Germany in 1921 (Mehl, 2009). He created the
idea that “Musical skills are not an inborn talent that can be nurtured. Every child can grow their
musical talent, just as obtain the ability to speak their mother tongue” (Suzuki, 1983). Based on this
concept, The Suzuki approach emphasizes ear training above reading musical notation. Although
the method is originally associated with the violin, it can also be applied to other instruments
including the piano, guitar, and flute (Mehl, 2009).

Western classical music traditions inspired the traditional violin methods. It had centuries of
history and a structured curriculum, emphasizing instrumental technical skills, sight reading, and
music theory (Przygocki, 2004). Students in traditional violin training often start with learning how
to read music notation and progress through scales and etudes, focusing on mastering technique,
interpreting the score notation, and performance skills (Przygocki, 2004).

Although there has been large scholarly attention pointing to the comparison of the two
methods, teachers and parents are still in a dilemma of choosing the appropriate method for their
children. In recent years, most findings concluded the Suzuki method is superior to the Tradition-
al method (Akdeniz, 2015; Moorhead, 2005). However, a lack of literature provides an overview
comparison of both methods to allow a comprehensive understanding of the Suzuki method’s
superiority to the Traditional method. Hence, this research conducted a systematic review to sum-
marise existing knowledge regarding both methods’ philosophies, teaching approaches, the role of

parents, and the learning outcomes.

Research Objectives

The objective of this study is the Suzuki method and the traditional violin method in terms
of teaching philosophies, pedagogies, the roles of parents involved in the learning process, and
the learning outcomes. The research aims to investigate and compare the main similarities and
differences, advantages and disadvantages between the Suzuki and traditional methods in music

education.
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Methodology

The methodology of the study is a qualitative systematic review, it is designed to identify,
evaluate, synthesize, and analyze research studies on Suzuki and traditional methods (Boland et al.,
2014). The systematic literature search uses online databases, such as SAGE, Google Scholar, JSTOR,
SpringerLink, Oxford Academic, and Cambridge Core. The search terms used are: “Traditional” AND
“Suzuki method” AND “violin” AND pedagogy NOT sing, “Traditional” AND “Suzuki method” AND
“violin” AND philosophy NOT sing, “Traditional” AND “Suzuki method” AND “violin” AND parent
NOT sing. The research strategy used in the article is to use predefined search terms and criteria
to identify relevant studies that meet specific requirements for the review. The research questions
guiding the study focus on exploring the differences between the two methods regarding their
philosophies, teaching approaches, roles of teachers, students, and parents, and learning outcomes.

The data are extracted from the ten studies selected from the systematic review, such as the
concepts, key findings, themes, and supporting quotations or examples. Then, the information was
summarized and divided into catalogs based on the methodological characteristics. After that, the

literature was analyzed and synthesized in thematic analysis form.

Inclusion Criteria:

- The studies are published in English.

- The content of the article is relevant to research objectives.

- The research participants have experience in learning or teaching, either the Suzuki or the

traditional violin method.

Exclusion Criteria:
- Studies that had not been published in English.
- Studies are not journal research articles.

- Studies are excluded if the full text of the article is not accessible.
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Before filteing, records were removed:
Mentifed Bierature fom Articles deleted due to without access.
databases (n = 246) . (n=50)
Removed duplicate articles.
(n=59)
Literature screened. L"Hm{;[i' :ﬁhdﬂd'
(n=67) The article is irrelevant to the research
objectives. Discuss other education
methods, like Orff or Kodalwy.
N Full-text literature excluded:
Literature assessed for Reason 1 (n=8)
eligibility. — s Introduce a new concept.
n=27)
Reason 2 (n=9)

The publications do not contain
enough data to be included in the
systematic review,

Smdies included in the
review.

{n =10}

Figure 1: PRISMA Flow Diagram.
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Findings

Traditional Philosophy

Traditional violin teaching is part of formal music education, the learning process is struc-
tured, detailed, and ambiguous. Child prodigies were popular in Europe in the nineteenth and early
twentieth centuries. Seashore (1915) defines “Musical talent as a nature-inherited gift, a musician
is someone who has been born and owns a natural ability in music”. The nineteenth-century sci-
entific revolution resulted in more technical approaches to music education, including an interest
in the mechanism of violin playing (Kolneder, 1998). According to Palac (1999), heterogeneous
string class methods, commonly used in public schools, start with major tonality for a period and
introduce different symbols for rhythmic and tonal patterns. For setting up a beginner string class,
some educators favor a heterogeneous environment with participation from various instruments,
others favor a homogeneous setting where students play the same instrument (Misra, 2000).

The traditional method is established more on historical accumulated knowledge and tech-
nical exercises (Lopez-Calatayud et al., 2022). It is based on the idea that students should learn
the fundamentals of theory and technique before they start playing more difficult pieces (Akdeniz,
2015). Moreover, students are exposed to a diverse range of musical genres and repertories. The
song list may include etudes and classical repertoire. The teacher individualizes the pieces that
focus on specific technical challenges or areas of improvement for the student (Su, 2016).

Violin learning has been largely centered on the students listening and following the teacher’s
guidance (Kolneder, 1998). One of the Western art music traditions is the emphasis on reading music
notation from the beginning (Mehl, 2009). Furthermore, it has listening activities, such as watching
live performances or listening to recordings (Bugeja, 2009). However, this is not typical of traditional
methods, which prioritize reading notation over auditory training (Bugeja, 2009). Violin lessons have
been a mandatory subject for elementary school instructors in some European countries, where it

was regularly taught in groups (Kolneder, 1998).

Suzuki Philosophy

Zen Buddhism and Japanese traditional arts heavily influenced Suzuki’s philosophy (Madsen,
1990). Suzuki’s philosophy emphasizes reflection and progress. It may diverge from the more an-
alytical and scientific methods generally associated with traditional Western music education, due
to its experimental and developing nature (Hendricks, 2011). Suzuki (1983) believed that in-born
talent was an excuse for avoiding practice. Suzuki (1983) stated that all children can learn music

by imitation, like how they obtain their native language.
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Suzuki’s philosophical concepts include that music is spiritual, that music performance express-
es the character of the composer’s and performer’s soul, and that music education’s objective is
to develop noble human beings who will make the world a better place (Hendricks, 2011). Suzuki
(1983) expressly stated that the goal of his method was to cultivate character first, then ability.
Suzuki emphasized the ability to discriminate nuance in tone quality because he believed that
tone quality reflected the person’s soul (Hendricks, 2011; Thompson, 2016). Some music educators
disagree with Suzuki’s emphasis on character development rather than producing child prodigy or
virtuosic players. (Hendricks, 2011). The critics believe that the academic benefits of music learning
should be prioritized. Character development should not take priority over technical and musical

parts of music instruction.

Traditional Pedagogy

According to Galamian (1985), private traditional violin teaching frequently focuses on tech-
nique and repertoire studies. According to Palac (1999), traditional private teachers introduce
material symbolically through notation. According to Przygocki (2004), when teaching note-reading
skills, making connections between notation and particular concepts is helpful to understand. The
actual note names should be highlighted, as well as the finger numbers.

Joseph Joachim, a famous violinist has suggested that the D major scale can help shape
the left hand’s natural position on the violin fingerboard (Yampolsky, 1967). Since the writings of
Geminiani and Leopold Mozart (Novillo-Fertrell, 1998), generations of teachers have found that
using finger markers improves intonation (Calatayud & Lopez, 2022). Jensen (1990) conducted this
study, university students taking beginner string classes were given different bow holds to see which
method was more effective. Participants in the traditional groups had significantly better handshapes
than those who were taught the Suzuki group bow hold. According to Przygocki (2004), using piano
accompaniment in lessons and practice can give students a harmonic background that helps build
up a tonal center and pitch memory.

Su (2016) in his article emphasizes the importance of improving a student’s muscular strength.
Some learners’ muscle strength is stronger because they have longer fingers and arms. Su (2016)
also highlights the use of a wide range of repertoires of different styles to produce a comprehensive
violinist. To achieve this, the learner needs to go through systematic training that includes etudes,

scales, and repertoires with a wide range of musical and historical styles.

Suzuki Pedagogy
Suzuki himself taught through personal inspiration rather than a comprehensive system and

expected the teachers he trained to do the same (Mehl, 2009). According to Palac (1999), The Suzuki
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Method focuses on instrumental skills, with an emphasis on imitation and listening skills. Suzuki
children begin as young as two or three years old, they listen to the recordings first, learning by
ear and not reading music notation until they have mastered the fundamental techniques of the
instrument. Individual lessons are frequently given in the form of a masterclass, with other students
and their parents watching (Mehl, 2009). In the Suzuki school and studio, the repertoire is learned
through listening and then played by memory. Suzuki teachers use memory and repetition to help
students enhance their techniques and skills (Sperti, 1970). This rote learning process continues
until the teacher decides when it is the right time for note-reading to begin (Moorhead, 2005). In
Suzuki group lessons are often game-orientated, especially for younger children (Moorhead, 2005),
they can play with other classmates (Starr, 1976). This arrangement also allows them to observe
their peers who are at different levels.

The article written by Thibeault (2018) found that Suzuki’s method of teaching music em-
phasizes the use of recordings as an essential resource for learning. Suzuki teachers use music
recordings to help students become familiar with the new repertoire. Suzuki himself diagnoses
students’ technical problems simply by listening to a recording of their playing (Thibeault, 2018).
Suzuki regularly informs his students that the teacher is only an assistant and that the artist in the
recording is the true teacher (Honda, 1970).

According to Eubanks (2015), some traditional etudes and exercises are not in a Suzuki violin
student’s core curriculum. Suzuki’s method books Volumes 1 and 2 cover fundamental techniques,
beginning with folk tunes (Przygocki, 2004), some pieces outside the Suzuki repertoire are also in-
cluded, allowing students to discover learning processes as a group (Smolen, 2000). For teaching
beginner’s bow hold, Suzuki advised his young learners to grip the bow with their right thumb
beneath the frog instead of bending between the frog and the stick (Mishra, 2000).

The Suzuki method is sometimes criticized for being overly focused on learning by ear and
imitation, which causes weaknesses in note-reading, and results in robotic performances (Hendricks,
2011). According to Isaac Stern, “The Suzuki learners are unable to read music, they sound like
robots, and don’t develop personal artistry” (Kendall et al., 2010). Teachers in the higher grades
of public schools are doubtful to apply components of Suzuki’s method due to their note-reading
abilities in orchestral performance (Haugland, 2009). Kendall (1960) also said that “repeated listening

to the recordings will result in mechanical imitation.”

Traditional Parents
Parental involvement in instrumental music instruction has been widely practiced throughout

history. Famous musicians such as Mozart have received education and support from his parents.
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(Wagner, 1998). Traditional violin lessons are usually held in a classroom without parents present.
The parents could be involved in their children’s musical education, but they are passive rather than
active participants. Traditional teaching does not always necessitate parental involvement (Bugeja,
2009). According to Bugeja (2009), the teacher simply and personally engaged with the student.
The traditional mother was only there for the students’ early lessons (Bugeja, 2009). The parents

found it more difficult to supervise practice once they stopped attending classes (Bugeja, 2009).

Suzuki Parents

Garner (2008) wrote that Suzuki’s approach was originally designed for young Japanese chil-
dren in the 1950s when Japanese mothers stayed at home and worked closely with their children.
O’Neill (2003) wrote that parents not only decide to register for the lessons and pay the fees, but
in the case of Suzuki methods, parents also guide daily practice and listening activities at home.
According to Davidson et al. (1996), successful Suzuki musicians’ parents are actively involved
in a variety of tasks such as supervising practice, connecting with teachers, and creating an ideal
practice environment.

All Suzuki parents are expected to obey a few key principles, one of which is that parents
must recognize their essential role in the learning process and participate with the child whole-
heartedly (Johnstone, 2000). Many parents sat in on lessons and took notes to better grasp the
weekly duties and assignments. Listening to Suzuki recordings at home is critical to the method’s
success. Creating an appropriate learning environment is one of the duties of the parent in the
Suzuki Method. This can be accomplished by listening to music played during dinner in the Suzuki
household, and it usually was a Suzuki repertory CD (Bugeja, 2009).

According to Bugeja (2009), The Suzuki parents, at the beginning level, reminded the child of
the fingerings while the children were not yet reading music. Because the student began reading
music when she was eight or nine years old, meanwhile, the parent’s role in lessons began to
change (Bugeja, 2009). Suzuki parents practice less with their children as they get older, as their
children become mature and achieve more complex musical skills independently (Hendricks, 2021).

Finally, the Suzuki parental involvement was very difficult to apply at the public school (Hen-
dricks, 2019). Not only does the school expect parents to sacrifice everything else in their lives for
their children’s musical education, but the very nature of a traditional school is the one in which

parents put trust in their children’s education to other adults (Hendricks et al., 2021).

Traditional Outcome
Akdeniz (2015) suggests that traditional methods are more conventional and individualized.

Teachers in traditional violin training prioritize instrumental playing techniques, often starting with
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learning how to read music notation, and gradually progressing through graded repertoire, focusing
on mastering technique, interpretation, and performance skills (Przygocki, 2004). Based on Mishra
(2000), it is concluded that the traditional way of teaching string technique, particularly bow holds,
is still considered to be effective and beneficial. Moreover, in traditional music teaching, students
are exposed to various musical genres and styles, which may include scales, etudes, and classical

repertoire (Su, 2016).

Suzuki Outcome

According to Akutsu (2014), many research participants favor the motivation and imagination
demonstrated by the Suzuki Method. They regard these characteristics as the necessary components
of creative learning in the context of violin training. A student who is trained by the Suzuki method
from the beginning can build his memory skills and learn a new piece very quickly (Hermann, 1999).
Unlike in traditional learning, where students usually presented solo recitals with sheet music,
hundreds of Suzuki children performed mass concerts in unison from memory. Suzuki students’
group performance activities are often conducted with homogeneous groupings of instruments
(Hofeldt, 2000). However, most of the Suzuki method’s repertoire fits well with heterogeneous group
instruction (Przygocki, 2004). However, the Suzuki Method has been criticized for emphasizing too
much performance and standardization, leaving little room for children’s creative development

(Csikszentmihalyi, 1997).

Discussions

The key findings from the reviewed studies showed significant differences between the Suzuki
method and the traditional method. The traditional music philosophy is based on Western classical
music traditions. It focuses on the development of technical skills, music theory, and a structured
curriculum. Students begin by learning how to read music notation and gradually progress through
graded repertoire, focusing on mastering technique, interpretation, and performance skills. On the
other hand, the Suzuki philosophy, influenced by Zen Buddhism and Japanese traditional arts, pri-
oritizes ear training, “character first, then ability,” and parental involvement in the learning process.

In terms of pedagogy, the Traditional teaching method prioritizes the skill to read and interpret
music notation, it also exposes students to a diverse range of musical genres and styles, such as
scales, etudes, and classical repertoire. The teacher individualizes the pieces for students to focus
on specific technical challenges and expresses the music through dynamics, phrasing, and emotion.
On the other hand, the Suzuki method takes more diverse approaches, including rote learning,

where students learn by repetition and imitation, encouraging students to memorize pieces and
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listen to recordings. Additionally, Suzuki students often participate in group lessons, which provide
opportunities for playing with peers and more advanced students, fostering social connection, and
enhancing performance skills. However, critics of the Suzuki method argue that it focuses too much
on learning by ear and imitation, resulting in weaknesses in note-reading and robotic performances.
There is also concern that character development is prioritized over technical and musical aspects
of instruction.

Regard of the role of parents also differs between the methods, both methods of parent’s
support and reinforce learning at home. The Suzuki method places a greater emphasis on the in-
volvement of parents in the learning process. In contrast, the traditional method is more adaptable
and does not assign parents specific roles. Despite this, traditional parents still have a similar role
as Suzuki parents in creating a home environment for learning, offering support, and maintaining
communication with the instructor.

As for learning outcomes, multiple studies have shown that learners of both methods have
gained greater confidence and musicality in their playing. As a result, Students who were taught
with Suzuki’s method showed a higher level of inspiration and collaboration. On the other hand,

traditional methods are associated with more personalized progress and technical expertise.

Conclusion

In conclusion, this systematic review analyzes and compares the Suzuki method with the
traditional method of violin education. Both the Suzuki method and traditional methods have their
own merits and can be effective in violin education. This finding is consistent with existing literature
that recognizes the value of both methods. Both methods value the importance of developing
performance skills in playing the violin and supportive parental involvement. The Suzuki method
is found to be advantageous in developing a strong ear, and musical memory, fostering charac-
ter development in children, and greater parent involvement. On the other hand, the traditional
method prioritizes individualized technique training, note-reading skills, and the study of a wider
range of repertoire.

The limitation of the study is that during the screening process in the systematic literature
review, the included articles are journal research articles only, which may miss valuable information
from other types of publications such as books, academic thesis, and dissertations. Furthermore,
some excluded articles may contain additional information, due to being inaccessible.

In the end, this review provides some insights for parents and educators to make informed
decisions about choosing the method for their children’s violin education. For further research

suggestion is to explore the potential benefits of combining elements from both the Suzuki meth-
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od and the traditional method in violin education and investigate how the integration of certain
components from each method can enhance students’ overall learning experience and musical

development.
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